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Sandro Botticelli, Young Man Holding a Medal of Cosimo de’ Medici,
ca. 1474-1475. Tempera and gilded gesso on wood, 1’ 103" X 1’ 53"
Galleria degli Uffizi, Florence.

The name of one family—the Medici of Florence—has become synonymous with the extraordinary
cultural phenomenon called the Italian Renaissance. Of all the painters the Medici employed, perhaps
the most famous today is Sandro Bot ticelli (1444-1510). In this early example of a portrait of a man
or woman represented against a bird’s-eye view of a landscape with the face in a three-quarter view—a
compositional formula later used by Leonardo da Vinci for Mona Lisa—Botticelli painted a young man
proudly displaying a large medal. Portrait medals were popular in Italian humanistic circles at this time
because they constituted a revival of an ancient Roman tradition. This medal, which Botticelli fashioned
separately in gilded gesso relief and inserted into the wood panel, is a re plica of a me dal portraying
Cosimo de’ Medici (1389-1464). The identity of the young man is unknown. Some scholars think he is
Lorenzo di Pierfrancesco de’ Medici (1463-1503). Whoever the young man is, he wished to advertise in
the portrait he commissioned that he was associated with the powerful banker who, although he and
family members rarely held official positions in the Florentine government, was the de facto ruler of
the republic. The Medici wielded influence through their friends and clients. This young man was more
likely one of those supporters than a Medici himself.

Portraits are common subjects in many societies but by no means all. They are almost unknown,
for example, in medieval Europe, when, as in antiquity, most artists toiled in anonymity to fulfill the
wishes of their patrons. Art through the Ages surveys the art of all periods from prehistory to the pres-
ent, and worldwide, and examines how artworks of all kinds have always reflected the historical contexts

in which they were created.
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PREFACE

THE GARDNER LEGACY
IN THE 21ST CENTURY

I take great pleasure in introducing the extensively revised and ex-
panded 14th edition of Gardner’s Art through the Ages: A G lobal
History, which, like the enhanced 13th edition, is a hybrid art his-
tory textbook—the first, and still the only, introductory survey of
the history of art of its kind. This innovative new kind of “Gardner”
retains all of the best features of traditional books on paper while
harnessing 21st-century technology to increase by 25% the number
of works examined—without increasing the size or weight of the
book itself and at very low additional cost to students compared to
alarger book.

When Helen Gardner published the first edition of Art through
the A ges in 1926, she could not have imagined that more than
85 years later instructors all over the world would still be using her
textbook in their classrooms. Indeed, if she w ere alive to day, she
would not recognize the book that, even in its traditional form, long
ago became—and remains—the most widely read introduction to
the history of art and architecture in the English language. During
the past half-century, successive authors have constantly reinvented
Helen Gardner’s groundbreaking global survey, always keeping it
fresh and current, and setting an ever-higher standard with each
new edition. I am deeply gratified that both professors and students
seem to a gree that the 13th edition, released in 2008, lived up to
that venerable tradition, for they made it the number-one choice for
art history survey courses. I hope they will find the 14th edition of
this best-selling book exceeds their high expectations.

In addition to the host of new features (enumerated below) in
the book proper, the 14th edition follows the enhanced 13th edition
in in corporating a n inn ovative new online component. All new
copies of the 14th edition are packaged with an access code to a web
site with bonus essays and bonus images (with zoom capability) of
more than 300 additional important paintings, sculptures, build-
ings, and other art forms of all eras, from prehistory to t he pres-
ent and worldwide. The selection includes virtually all of the works
professors have told me they wished had been in the 13th edition,
but were not included for lack of space. I am extremely grateful to
Cengage L earning/Wadsworth f or t he ¢ onsiderable i nvestment
of time and resources that has made this remarkable hybrid text-
book possible.

In contrast to the enhanced 13th edition, the online compo-
nent is now fully integrated into the 14th edition. Every one of the

Xiv

more than 300 bonus images is cited in the text of the traditional
book and a t humbnail image of each work, with abbreviated cap-
tion, is inset into the text column where the work is mentioned. Tle

integration extends also to t he maps, index, glossary, and chapter
summaries, which seamlessly merge the printed and online infor-
mation. The 14th edition is in every way a unified, comprehensive
history of art and architecture, even though the text is divided into
paper and digital components.

KEY FEATURES
OF THE 14TH EDITION

In this new edition, I have added several important features while
retaining the basic format and scope of the previous edition. Once
again, the hybrid Gardner boasts roughly 1,700 photographs, plans,
and drawings, nearly all in color and reproduced according to the
highest standards of clarity and color fidelity, including hundreds
of new images, among them a new series of superb photos taken by
Jonathan Poore exclusively for Art through the Ages during three
photographic c ampaigns in France and I'talyin 2009, 2 010, a nd
2011. The online component also includes custom videos made at
each site by Sharon Adams Poore. This extraordinary new archive
of visual material ranges from ancient Roman ruins in s outhern
France to Romanesque and Gothic churches in France and Tuscany
to L e C orbusier’s mo dernist ¢ hapel at Ro nchamp a nd t he p ost-
modern Pompidou Center and the Louvre Pyramide in Paris. Tle
14th edition also features the highly acclaimed architectural draw-
ings of John Burge. Together, these exclusive photographs, videos,
and drawings provide readers with a visual feast unavailable any-
where else.

The captions accompanying those illustrations contain, as be-
fore, a w ealth of information, including the name of the artist or
architect, if known; the formal title (printed in italics), if assigned,
description of the work, or name of the building; the provenance
or place of production of the object or location of the building; the
date; the material(s) used; the size; and the present location if the
work is in a m useum or private collection. Scales accompany not
only all architectural plans, as is the norm, but also appear next to
each photograph of a pa inting, statue, or other artwork—another
unique feature of the Gardner text. The works discussed in the 14th
edition of Art through the Ages vary enormously in size, from colos-
sal sculptures carved into mountain cliffs and paintings that cover
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entire walls or ceilings to tiny figurines, c oins, a nd je welry t hat
one can hold in the hand. Although the captions contain the perti-
nent dimensions, it is difficult for students who have never seen the
paintings or statues in person to t ranslate those dimensions into
an appreciation of the real size of the objects. The scales provide an
effective and direct way to visualize how big or how small a given
artwork is and its relative size compared with other objects in the
same chapter and throughout the book.

Also retained in this edition are the Quick-Review Captions
introduced in the 13th edition. Students have overwhelmingly re-
ported that they found these brief synopses of the most significant
aspects o f e ach a rtwork o r b uilding i llustrated i nvaluable w hen
preparing for examinations. These e xtended captions accompany
not only every image in the printed book but also all the digital
images in the online supplement. Another popular tool introduced
in the 13th edition to aid students in reviewing and mastering the
material reappears in the 14th edition. Each chapter ends with a
tull-page feature called The Big Picture, which sets forth in bullet-
point format the most important characteristics of each period or
artistic movement discussed in the chapter. Small illustrations of
characteristic works accompany the summary of major points. Tle
14th edition, however, introduces two new features in every chap-
ter: a timeline summarizing the major developments during the era
treated (again in bullet-point format for easy review) and a chapter-
opening essay on a c haracteristic painting, sculpture, or building.
Called Framing the Era, these in-depth essays are accompanied by a
general view and four enlarged details of the work discussed.

The 14th edition of Art through the Ages is available in several
different t raditional pap er f ormats—a si ngle ha rdcover vol ume;
two pap erback vol umes de signed for usein the falland s pring
semesters ofay earlong survey c ourse; a si x-volume “backpack”
set; and an interactive e -book version. A nother p edagogical to ol
not found i n a ny ot her i ntroductory a rt h istory te xtbook is t he
Before 1300 section that appears at the beginning of the second vol-
ume of the paperbound version of the book and at t he beginning
of Book D of the backpack edition. Because many students tak-
ing the second half of a survey course will not have access to Vol-
ume I or to Books A, B, and C, I have provided a special set of con-
cise primers on architectural terminology and construction meth-
ods in the ancient and medieval worlds, and on mythology and re-
ligion—information that is essential for understanding the history
of artafter 1300, bothin the Westand the East. The subjects of
these special boxes are Greco-Roman Temple Design and the Clas-
sical Orders; Arches and Vaults; Basilican Churches; Central-Plan
Churches; The Gods and Goddesses of Mount Olympus; The Life of
Jesus in Art; Buddhism and Buddhist Iconography; and Hinduism
and Hindu Iconography.

Boxed essays once again appear throughout the book as well.
This popular feature first appeared in the 11th edition of Art through
the Ages, which in 2001 won both the Texty and McGuffey Prizes of
the Text and Academic Authors Association for a college textbook
in the humanities and social sciences. In this edition the essays are
more closely tied to the main text than ever before. Consistent with
that greater integration, almost all boxes now incorporate photo-
graphs of important artworks discussed in the text proper that also
illustrate the theme treated in the boxed essays. Tlese essays fall
under six broad categories:

Architectural Basics boxes provide students with a sound foun-
dation for t he u nderstanding o f a rchitecture. Tle se discussions
are concise explanations, with drawings and diagrams, of the ma-
jor aspects of design and construction. The information included

is e ssential to a n understanding o f a rchitectural te chnology and
terminology. The boxes address questions of how and why various
forms developed, the problems architects confronted, and the solu-
tions they used to re solve them. Topics discussed include how the
Egyptians built the pyramids; the orders of classical architecture;
Roman concrete construction; and the design and terminology of
mosques, stupas, and Gothic cathedrals.

Materials an d T echniques e ssays e xplain t he v arious me dia
artists employed from prehistoric to modern times. Since materials
and techniques often influence the character of artworks, these dis-
cussions contain essential information on why many monuments
appear as they do. Hollow-casting bronze statues; fresco painting;
Chinese silk; A ndean weaving; Islamic tilework; embroidery and
tapestry; engraving, etching, and lithography; and daguerreotype
and calotype photography are among the many subjects treated.

Religion and Mythology boxes introduce students to the princi-
pal elements of the world’s great religions, past and present, and to
the representation of religious and mythological themes in paint-
ing and sculpture ofall periods and places. These discussions of
belief systems and iconography give readers a richer understanding
of some of the greatest artworks ever created. The topics include the
gods and goddesses of Egypt, Mesopotamia, Greece, and Rome; the
life of Jesus in art; Buddha and Buddhism; Muhammad and Islam;
and Aztec religion.

Artan d S ociety e ssays t reat t he h istorical, s ocial, p olitical,
cultural, and religious context of art and architecture. In some in-
stances, specific monuments are the basis for a discussion of broader
themes, as when the Hegeso stele serves as the springboard for an
exploration of the role of women in ancient Greek society. Another
essay discusses how people’s evaluation today of artworks can dif-
fer from those of the society that produced them by examining the
problems created by the contemporary market for undocumented
archaeological finds. O ther sub jects i nclude E gyptian m ummifi-
cation; Etruscan women; Byzantine icons and iconoclasm; artistic
training in Renaissance Italy; 19th-century academic salons and
independent a rt e xhibitions; t he M esoamerican ball ga me; J apa-
nese court culture; and art and leadership in Africa.

Written S ources p resenta nd d iscuss ke y h istorical do cu-
ments illuminating important monuments of art and architecture
throughout the world. The passages quoted permit voices from the
past to speak directly to the reader, providing vivid and unique in-
sights into the creation of artworks in all media. Examples include
Bernard of Clairvaux’s treatise on sculpture in medieval churches;
Giovanni P ietro B ellori’s b iographies o f A nnibale C arracci a nd
Caravaggio; ] ean F rancois M armontel’s ac count o f 1 8th-century
salon culture; as well as texts that bring the past to life, such as eye-
witness accounts of the volcanic eruption that buried Roman Pom-
peii and of the fire that destroyed Canterbury Cathedral in medi-
eval England.

Finally,i nt he Artistso n Ar tb oxes, a rtists a nd a rchitects
throughout h istory d iscuss b oth t heir t heories a nd i ndividual
works. Examples include Sinan the Great discussing the mosque he
designed for Selim II; Leonardo da Vinci and Michelangelo debat-
ing the relative merits of painting and sculpture; Artemisia Gentile-
schi talking about the special problems she confronted as a woman
artist; Jacques-Louis David on Neoclassicism; Gustave Courbet on
Realism; Henri Matisse on color; Pablo Picasso on Cubism; Diego
Rivera on art for the people; and Judy Chicago on her seminal work
The Dinner Party.

For every new edition of Art through the Ages, I also reevalu-
ate the basic organization of the book. In the 14th edition, the un-
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folding narrative of the history of art in Europe and America is no
longer interrupted with “excursions” to Asia, Africa, and Oceania.
Those chapters are now grouped together at t he end of Volumes I
and IT and in backpack Books D and F. And the treatment of the art
of the later 20th century and the opening decade of the 21st century
has been significantly reconfigured. There are now separate chap-
ters on the art and architecture of the period from 1945 to 1 980
and from 1980 to the present. Moreover, the second chapter (Chap-
ter 31, “Contemporary A rt Worldwide”) is no lo nger confined to
Western art but presents the art and architecture of the past three
decades as a multifaceted global phenomenon. Furthermore, some
chapters now appear in more than one of the paperbound versions
of the book in order to provide enhanced flexibility to i nstructors
who divide the global history of art into two or three semester-long
courses. Chapter 14—on Italian art from 1200 to 1400—appears in
both Volumes I and II and in backpack Books B and D. Tle Islamic
and c ontemporary art c hapters app ear in b oth the Western and
non-Western backpack subdivisions of the full global text.

Rounding out the featuresin the bookitselfisa g reatly ex-
panded Bibliography of books in English with several hundred new
entries, including both general works and a chapter-by-chapter list
of more focused studies; a Glossary containing definitions ofall
italicized ter ms i ntroduced in b oth the printed and online texts;
and, for the first time, a c omplete museum index listing all illus-
trated artworks by their present location .

The 14th edition of Art through the Ages also features a host of
state-of-the-art online resources (enumerated on page xx).

WRITING AND TEACHING
THE HISTORY OF ART

Nonetheless, some things have not changed in this new edition, in-
cluding the fundamental belief that guided Helen Gardner so many
years a go—that t he p rimary goal ofan introductory art h istory
textbook should be to foster an appreciation and understanding of
historically significant works of art of all kinds from all periods and
from all parts of the globe. Because of the longevity and diversity of
the history of art, it is tempting to assign responsibility for telling
its story to a large team of specialists. The original publisher of Art
through the Ages took this approach for the first edition prepared
after Helen Gardner’s death, and it has now become the norm for
introductory art history surveys. But students overwhelmingly say
the very complexity of the global history of art makes it all the more
important for the story to be told with a consistent voice if they are
to master so much diverse material. I think Helen Gardner would
be pleased to know that Art through the Ages once again has a single
storyteller—aided in no small part by invaluable advice from well
over a hundred reviewers and other consultants whose assistance I
gladly acknowledge at the end of this Preface.

I continue to believe that the most effective way to tell the story
of art through the ages, especially to a nyone studying art history
for the first time, is to organize the vast array of artistic monuments
according to the civilizations that produced them and to consider
each work in roughly chronological order. This approach has not
merely stood the test of time. It is the most appropriate way to nar-
rate the history of art. The principle underlying my approach to ev-
ery period of art history is that the enormous variation in the form
and meaning of the paintings, sculptures, buildings, and other art-
works men a nd women have produced over the past 30,000 years
is largely the result of the constantly changing contexts in which
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artists a nd a rchitects w orked. A h istorically ba sed na rrativei s
therefore best suited for a g lobal history of art because it enables
the author to si tuate each work discussed in its historical, social,
economic, rel igious, and c ultural context. Thatis, after all, what
distinguishes art history from art appreciation.

In the 1926 edition of Art through the Ages, Helen Gardner dis-
cussed Henri Matisse and Pablo Picasso in a chapter entitled “Con-
temporary A rtin Europe and A merica.” Since t hen m any ot her
artists have emerged on the international scene, and the story of art
through the ages has grown longer and even more complex. As al-
ready noted, that is reflected in the addition of a new chapter at the
end of the book on contemporary art in which developments on all
continents are treated together for the first time. Perhaps even more
important than the new directions artists and architects have taken
during the past several decades is that the discipline of art history
has also changed markedly—and so too has Helen Gardner’s book.
The 14th edition fully reflects the latest art historical research em-
phases while maintaining the traditional strengths that have made
previous editions of Art through the Ages so popular. While sus-
taining attention to style, chronology, iconography, and technique,
Ialso ensure that issues of patronage, function, and context loom
large in every chapter. I t reat a rtworks not a s isolated objectsin
sterile 21st-century museum settings but with a view toward their
purpose and meaning in the society that produced them at the time
they were produced. I examine not only the role of the artist or ar-
chitect in the creation of a work of art or a building, but also the role
of the individuals or groups who paid the artists and influenced the
shape the monuments took. Further, in this expanded hybrid edi-
tion, I devote more space than ever before to the role of women and
women artists in societies worldwide over time. In every chapter, I
have tried to choose artworks and buildings that reflect the increas-
ingly wide range of interests of scholars today, while not reje cting
the traditional list of “great” works or the very notion of a “canon.”
Indeed, the expanded hybrid nature of the 14th edition has made
it possible to illustrate and discuss scores of works not tradition-
ally treated in art history survey texts without reducing the space
devoted to canonical works.

CHAPTER-BY-CHAPTER
CHANGES IN THE
14TH EDITION

All chapters feature many new photographs, revised maps, revised
Big Picture chapter-ending summaries, and changes to the text re-
flecting new research and discoveries.

Introduction: What is Art History? New painting by Ogata Korin
added.

14: Late Medieval Italy. New Framing the Era essay “Late Medi-
eval or Proto-Renaissance?” and new timeline. New series of pho-
tos of architecture and s culpture i n Florence, O rvieto, Pisa, and
Siena. Andrea Pisano Baptistery doors added.

20: Late Medieval and Early Renaissance Northern Europe. Ne w
Framing the Era essay “The Virgin in a F lemish Home” and new
timeline. New section of the Nuremberg Chronicle illustrated. Dip-
tych of Martin van Nieuwenhove added.

21: The Renaissance in Quattrocento Italy. New Framing the Era
essay “Medici Pat ronage and Classical L earning” and new time-
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line. Expanded discussion of Botticelli and Neo-Platonism. Re-
vised boxes on linear and atmospheric perspective and on Cennino
Cennini. Tomb of Leonardo Bruni and Resurrection by Piero della
Francesca added.

22: Rena issance a nd M annerism i n Ci nquecento I taly. Ne w
Framing the Era essay “Michelangelo in the Service of Julius IT”
and ne w t imeline. M ichelangelo’s 1 ate Pietd a nd Pa rmigianino’s
self-portrait added. Revised box on “Palma il Giovane and Titian.”
Series of new photos of Florence, Rome, and Venice.

23: High Renaissance and Mannerism in Northern Europe and
Spain. New Framing the Era essay “Earthly Delights in the Neth-
erlands” and new timeline. D iirer’s self-portrait and Melencolia I
and El Greco’s View of Toledo added.

24: The Baroque in Italy and Spain. New Framing the Era essay
“Baroque Art and Spectacle” and new timeline. Bernini’s Four Riv-
ers Fountain and Gentileschi’s self-portrait added.

25: The Baroque in Northern Europe. New Framing the Era es-
say “Still-Life Painting in the Dutch Republic” and new timeline.
Expanded d iscussion o f D utch mer cantilism. Vermeer’s Woman
Holding a Balance added.

26: Rococo to Neoclassicism: The 18th Century in Europe and
America. New F raming t he E ra e ssay “Artand S cienceint he
Era of Enlightenment” and new timeline. Expanded discussion of
Diderot as art critic. Adelaide Labille-Guiard added.

27: R omanticism, Re alism, P hotography: Eu rope & A merica,
1800 to 1870. New Framing the Era essay “Napoleon at Jaffa” and
new timeline. Friedrich’s Wanderer above a S ea of Mist and Altes
Museum, Berlin, added.

28: 1 mpressionism, P ost-Impressionism, S ymbolism: Eu rope
and America, 1870 to 1900. New Framing the Era essay “Impres-
sions of Modern Life” and new timeline. New discussion of Manet
and Monet. Rodin’s Gates of Hell and James Ensor added.

29: Modernism in Europe and America, 1900 to 1945. Ne w
Framing the Era essay “Global War, Anarchy, and Dada” and new
timeline. New box on “Walter Gropius and the Bauhaus.” Grosz’s
Eclipse of th e Sun, de C hirico’s Song of Love, Arthur D ove, E gon
Schiele, Adolf Loos, and Margaret Bourke-White added.

30: M odernism a nd P ostmodernism i n Eu rope a nd A merica,
1945t 019 80. Former 1 945-Present ¢ hapter s ignificantly ex-
panded and divided into two chapters. New Framing the Era essay
“Art and Consumer Culture” and new timeline. Arshile Gorky, Lee
Krasner, Franz Kline, Rob ert M otherwell, J oan M itchell, Br idget
Riley, Is amu N oguchi, G eorge S egal, N iki de S aint-Phalle, Lu -
cian Freud, Diane Arbus, Minor White, and Vanna Venturi house
added.

31: Contemporary Art Worldwide. Former 1945-Present chapter
significantly expanded and divided into two chapters. Ths chapter
also now includes c ontemporary non-Western art. New Framing
the Era essay “Art as Socio-Political Message” and new timeline.
Robert Mapplethorpe, Shahzia Sikander, Carrie Mae Weems, Jean-
Michel Basquiat, Kehinde Wiley, Shirin Neshat, Edward Burtynksy,
Wu Guanzhong, Emily Kame Kngwarreye, Tara D onovan, Jenny
Saville, Marisol, Rachel Whiteread, Andy Goldsworthy, Keith Har-
ing, Andreas Gursky, Zaha Hadid, I.M. Pei, Daniel Libeskind, and
green architecture added.

32: South and S outheast A sia, 1200 to 1 980. New Framing the
Era essay “Painting at the Mughal Imperial Court” and new time-
line. Sahifa Banu, Abdul Hasan, and Manohar added.

33: China and Korea, 1279 to 1980. New Framing the Era essay
“The Forbidden City” and new timeline. Zhao Mengfu and Ni Zan
added.

34: Japan, 1336 to 1980. New F raming t he E ra e ssay “ Famous
Views of Edo” and new timeline. W hite Heron Castle, Tawaraya

Sotatsu, A ndo H iroshige, K itagawa U tamaro, a nd K ano H ogai
added.

35: Native Arts of the Americas, 1300 to 1980. New Framing the
Era essay “The Founding of Tenochtitlan” and new timeline. Ex-
panded discussion of A ztec religion and of the Templo Mayor in
Mexico City with recently discovered relief of Tlaltecuhtli. New
box on Inka technology. Codex Mendoza and Mandan buffalo-hide
robe added.

36: O ceania b efore 1 980. New F raming t he E ra e ssay “ Maori
Men’s Meetinghouses” and new timeline. Ambum Stone and Aus-
tral Islands Rurutu added. Expanded discussion of Hawaiian art
with new illustrations.

37: Africa, 1800 to 1 980. New Framing the Era essay “Kalabari
Ijaw Ancestral Screens” and new timeline. Chokwe art and Olowe
of Ise’s Tkere palace doors added.

Go to the online instructor companion site or PowerLecture
for a more detailed list of chapter-by-chapter changes and the fig-
ure number transition guide.
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Undergraduate Advising in the Humanities in 2002, and he is a two-time winner of the Distinguished
Teaching Prize in the College of Arts and Sciences Honors Program. In 2007, he was elected a Fellow of
the Society of Antiquaries of London, and, in 2009, in recognition of lifetime achievement in publication

and teaching, a Fellow of the Text and Academic Authors Association.

Also by Fred Kleiner: A History of Roman Art, Enhanced Edition (Wadsworth/
Cengage Learning 2010; ISBN 9780495909873), winner of the 2007 Texty
Prize for a ne w college textbook in the humanities and social sciences. In
this authoritative and lavishly illustrated volume, Professor Kleiner traces
the development of Roman art and architecture from Romulus’s foundation
of Rome in the eighth century bce to t he death of Constantine in the fourth
century ce, with special chapters devoted to Pompeii and Herculaneum, Ostia,

FRED S. KLEINER

funerary and provincial art and architecture, and the earliest Christian art.
The enhanced edition also includes a ne w introductory chapter on the art
and architecture of the Etruscans and of the Greeks of South Italy and Sicily.
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FOR FACULTY

PowerLecture with Digital Image Library

Ths flashdrive is an all-in-one lecture and class presentation tool
that makes it easy to a ssemble, edit, and present customized lec-
tures for your course using Microsoft® PowerPoint®. The Digital Im-
age Library provides high-resolution images (maps, diagrams, and
most of the fine art images from the text, including the over 300
new images) for lecture presentations, either in PowerPoint format,
or in individual file for mats compatible with other image-viewing
software. A zoom feature allows you to magnify selected portions
of an image for more detailed display in class, or you can display
images side by side for comparison. You can easily add yo ur own
images to t hose from the text. The Google Earth™ application al-
lows you to zoom in on an entire city, as well as key monuments
and buildings. There are links to specific figures for every chapter in
the book. PowerLecture also includes an Image Transition Guide,
an electronic Instructor’s Manual and a Test Bank with multiple-
choice, matching, short-answer, and essay questions in ExamView”
computerized f ormat. Tle text-specific Microsoft® PowerPoint”
slides are created for use with JoinIn™, software for classroom per-
sonal response systems (clickers).

WebTutor™ with eBook
on WebCT® and Blackboard®

WebTutor™ enables you to a ssign p reformatted, te xt-specific con-
tent that is available as soon as youlog on. You can also custom-
ize the WebTutor™ environment i n any way you choose. Content
includes the Interactive ebook, Test Bank, Practice Quizzes, Video
Study Tools, and CourseMate™.

To order, contact your Cengage Learning representative.

XX

FOR STUDENTS

CourseMate™ with eBook

Make t he most ofyour study time by ac cessing e verything you
need to suc ceed in one place. O pen t he i nteractive eB 0ok, t ake
notes, review image and audio flashcards, watch videos, and take
practice quizzes online with CourseMate™. You will find hundreds
of zoomable, high-resolution bonus images (represented by thumb-
nail images in the text) along with discussion of the images, videos
created specifically to en hanced your reading comprehension, au-
dio chapter summaries, compare-and-contrast activities, Guide to
Studying, and more.

Slide Guides

The Slide Guideisale cture c ompanion t hat allows youto t ake
notes alongside thumbnails of the same art images that are shown
in class. This handy booklet includes reproductions of the images
from the book with full captions, page numbers, and space for note
taking. It also includes Google Earth™ exercises for key cities, mon-
uments, and buildings that will take you to these locations to better
understand the works you are studying.

To order, go to www.cengagebrain.com
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Students enrolled in the second semester of a yearlong introductory survey of the
history of art may not have access to paperback Volume I (or backpack Books A, B,
and C). Therefore, Volume IT and Book D of Art through the Ages: A Global History
open with a special set of concise primers on Greco-Roman and medieval architec-
tural terminology and construction methods and on Greco-Roman, Buddhist, and
Hindu iconography—information that is essential for understanding the history of
art and architecture after 1300 both in the West and the East.
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ARCHITECTURAL BASICS

Greco-Roman Temple Design and the Classical Orders

he ga ble-roofed c olumnar s tone tem ples o f t he Gre eks a nd

Romans have had m ore influence on the later historyofar-
chitecture in the Western world than any other building type ever
devised. Many of the elements of classical temple architecture are
present in buildings from the Renaissance to the present day.

The basic design principles of Greek and Roman temples and
the most important components of the classical orders can be sum-
marized as follows.

I Templedesign The core of a Greco-Roman temple was the cella,
aroom with no w indows that usually housed the statue of the
god or goddess to w hom t he sh rine was de dicated. G enerally,
only t he p riests, p riestesses, a nd ¢ hosen f ew w ould en ter t he
cella. Worshipers gathered in front of the building, where sacri-
fices occurred at op en-air altars. In most Greek temples, for ex-
ample, the temple erected in honor of Hera or Apollo at Paestum,
a colonnade was erected all around the cella to form a peristyle.

In c ontrast, Ro man tem ples, f or e xample, t he T emple o f
Portunus in Rome, usually have freestanding columns only in a
porch at t he front of the building. Sometimes, as in the Portu-
nus tem ple, engaged (attached) half-columns adorn three sides
of the cella to g ive the building the app earance ofa peripteral
temple. Architectural historians call this a pseudoperipteral de-
sign. The Gre eks and Romans also built round tem ples (called
tholos temples), a b uilding type that also had a lo ng afterlife in
Western architecture.
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I Classical or ders The Gre eks de veloped t wo ba sic a rchitectural
orders, or design systems: the Doric and the Ionic. The forms of
the columns and entablature (superstructure) generally differenti-
ate the orders. Classical columns have two or three parts, depend-
ing on the order: the shaft, which is usually marked with vertical
channels (flutes); the capital; and, in the Ionic order, the base. Tle
Doric capital consists of a round echinus beneath a square abacus
block. Spiral volutes constitute the distinctive feature of the Ionic
capital. Classical entablatures have three parts: the architrave, the
frieze, and the triangular pediment of the gabled roof, framed by
the cornice. In the D oric order, the frieze is subdivided into tri-
glyphs and metopes, whereas in the Ionic, the frieze is left open.

T Corinthian capital, al ater Gre ek invention very p opular
in Roman times, is more ornate than either the Doric or Ionic. It
consists o f a do uble row o f acanthus leaves, from which ten drils
and flowers emerge. Although this capital often is cited as the dis-
tinguishing element of the Corinthian order, in strict terms no Co-
rinthian order exists. A rchitects simply substituted the new capi-
tal type for the volute capital in the Ionic order, as in the Roman
temple probably dedicated to Vesta at Tivoli.

Sculpture played a major role on the exterior of classical tem-
ples, partly to embellish the deity’s shrine and partly to tell some-
thing about the deity to t hose gathered outside. S culptural orna-
ment was concentrated on the upper part of the building, in the
pediment and frieze.
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Roman Ionic pseudoperipteral temple Roman Corinthian tholos temple
(Temple of Portunus, Rome, Italy, ca. 75 bce) (Temple of Vesta, Tivoli, Italy, early first century bce)
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ARCHITECTURAL BASICS

Arches and Vaults

Ithough earlier architects used both arches and vaults, the Ro-

mans em ployed t hem more e xtensively a nd e fectively than
any other ancient civilization. The Roman forms became staples of
architectural design from the Middle Ages until today.

I Arch The arch is one of several ways of spanning a passageway.
The Ro mans p referred i ttot he post-and-lintel (c olumn-and-
architrave) system used in the Greek orders. Builders construct
arches u sing w edge-shaped s tone blo cks c alled voussoirs. Tle
central voussoir is the arch’s keystone.

I Barrel vault Also called the tunnel vault, the barrel vaultis an
extension of a simple arch, creating a semicylindrical ceiling over
parallel walls.

I Groin vault The groin vault, or cross vault, is formed by the in-

tersection at right angles of two barrel vaults of equal size. When
a series of groin vaults covers an interior hall, the op en lateral

arches of the vaults function as windows ad mitting light to t he
building.

I Dome The hemispherical dome may be described as a round arch
rotated around the full circumference of a c ircle, usually resting
on a cylindrical drum. The Romans normally constructed domes
using concrete, am ix oflime mo rtar, volc anic s and, water, and
small stones, instead of with large stone blocks. Concrete dries to
form a solid mass of great strength, which enabled the Romans to
puncture the apex of a concrete dome with an oculus (eye), so that
much-needed light could reach the interior of the building.

Barrel vaults, as noted, resemble tunnels, and groin vaults are
usually found in a series covering a similar longitudinally oriented
interior space. Domes, in contrast, crown centrally planned build-
ings, so named because the structure’s parts are of equal or almost
equal dimensions around the center.

Arch

Barrel vault

Groin vault

XXiv

Hemispherical dome with oculus
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Roman arch (Arch of Titus, Rome, Italy, ca. 81)
Roman hall with groin vaults (Baths of Diocletian, now
Santa Maria degli Angeli, Rome, Italy, ca. 298-306)

Medieval barrel-vaulted church
(Saint-Savin, Saint-Savin-sur-Gartempe, France, ca. 1100) Roman dome with oculus (Pantheon, Rome, Italy, 118-125)
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ARCHITECTURAL BASICS

Basilican Churches

hurch design during the Middle Ages set the stage for ecclesi-

astical architecture from the Renaissance to the present. Both
the longitudinal- and central-plan building types of antiquity had a
long postclassical history.

In Western Christendom, the typical medieval church had a
basilican plan, which evolved from the Roman columnar hall, or
basilica. The great European cathedrals of the G othic age, which
were t he i mmediate p redecessors o f t he c hurches o f t he Rena is-
sance and Baroque eras, shared many elements with the earliest ba-
silican churches constructed during the fourth century, including
a wide central nave flanked by aisles and ending in an apse. Some
basilican churches also have a transept, an area perpendicular to
the nave. The nave and transept intersect at t he crossing. G othic
churches, however, have m any add itional features. The key com-

Cutaway view of a typical French Gothic cathedral

ponents of G othic design are labeled in the drawing ofa t ypical
French G othic cathedral, which can be compared to t he i nterior
view of Amiens Cathedral and the plan of Chartres Cathedral.

Gothic architects frequently extended the aisles around the apse
to form an ambulatory, onto which opened radiating chapels housing
sacred relics. Groin vaults formed the ceiling of the nave, aisles, am-
bulatory, and transept alike, replacing the timber roof of the typical
Early Christian basilica. These vaults rested on diagonal and trans-
verse ribs in the form of pointed arches. On the exterior, flying but-
tresses held the nave vaults in place. These masonry struts transferred
the thrust of the nave vaults across the roofs of the aisles to tall piers
frequently capped by pointed ornamental pinnacles. Ths structural
system made it possible to op en up the walls above the nave arcade
with huge stained-glass windows in the nave clerestory.

Nave of Amiens Cathedral, France, begun 1220

(1) pinnacle, (2) flying buttress, (3) vaulting web, (4) diagonal rib,
(5) transverse rib, (6) springing, (7) clerestory, (8) oculus, (9) lancet,
(10) triforium, (11) nave arcade, (12) compound pier with responds
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In the later Middle Ages, especially in the great cathedrals of the
Gothic age, church facades featured extensive sculptural ornamenta-
tion, primarily in the portals beneath the stained-glass rose windows

Radiating chapels
Ambulatory Ambulatory
Apse Nave
Aisles Aisles

Transept Transept

Transept Transept
portals portals
Nave
Aisle
Aisle

Facade portals

Plan of Chartres Cathedral, Chartres, France,
rebuilt after 1194

Voussoirs

Tympanum

Lintel

4
Jambs

Trumeau

Jambs

Diagram of medieval portal sculpture

(circular windows with tracery resembling floral petals). Tle major
sculpted areas were the tympanum above the doorway @kin to a Greo-
Roman temple pediment), the trumeau (central post), and the jambs.

Central portal, west facade, Chartres Cathedral, ca. 1145-1155

-
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ARCHITECTURAL BASICS

Central-Plan Churches

he domed central plan of classical a ntiquity do minated t he

architecture o ft he By zantine E mpire b ut w ith i mportant
modifications. Because the dome covered the crossing of a By zan-
tine church, architects had to find a way to erect domes on square
bases instead of on the circular bases (cylindrical drums) of Roman
buildings. The solution was pendentive construction in which the
dome rests on what is in effect a second, larger dome. The top por-
tion and four segments around the rim of the larger dome are omit-
ted, creating four curved triangles, or pendentives. Tke pendentives

join to form a ring and four arches whose planes bound a s quare.
Tle first use of pendentives on a grand scale occurred in the sixth-
century church of Hagia Sophia (Holy Wisdom) in Constantinople.

The interiors of Byzantine churches differed from those of ba-
silican churches in the West not only in plan and the use of domes
but also in the manner in which they were adorned. Tle original
mosaic decoration of Hagia Sophiaislost, butat S aint Mark’sin
Venice, s ome 4 0,000 s quare feet o f mos aics c over a ll t he walls,
arches, vaults, and domes.

|:| Pendentives

Dome on pendentives

xxviii
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RELIGION AND MYTHOLOGY

'The Gods and Goddesses of Mount Olympus

he chief deities of the Greeks ruled the world from their home

on Mount Olympus, Greece’s highest peak. Tley figure prom-
inently not only in Greek, Etruscan, and Roman art but also in art
from the Renaissance to the present.

The 12 Olympian gods (and their Roman equivalents) were:

I Zeus (Jupiter) King of the gods, Zeus ruled the sky and allotted
the sea to his brother Poseidon and the Underworld to his other
brother, Hades. His weapon was the thunderbolt. Jupiter was also
the chief god of the Romans.

I Hera (Juno) Wife and sister of Zeus, Hera was the goddess of
marriage.

I Poseidon (Neptune) Poseidon was lord of the sea. He controlled
waves, storms, and earthquakes with his three-pronged pitchfork
(trident).

I Hestia (Vesta) Sister of Z eus, Poseidon, and Hera, H estia was
goddess of the hearth.

I Demeter (Ceres) Third sister of Zeus, Demeter was the goddess
of grain and agriculture.

I Ares (Mars) God of war, Ares was the son of Zeus and Hera and
the lover of Aphrodite. His Roman counterpart, Mars, was the
father of the twin founders of Rome, Romulus and Remus.

I Athena (Minerva) Goddess of wisdom and warfare, Athena was
a virgin born from the head of her father, Zeus.

Zeus, from Cape Artemision,
ca. 460-450 bce

Athena, by Phidias,
ca. 438 bce

Hephaistos (Vulcan) God of fire and of metalworking, Hephaistos
was the son of Zeus and Hera. Born lame and, uncharacteristically
for a god, ugly, he married Aphrodite, who was unfaithful to him.

Apollo (Apollo) God oflightand musicandsonofZeus, the
young, beautiful Apollo was an expert archer, sometimes identi-
fied with the sun (Helios/Sol).

Artemis (Diana) Sister o f Ap ollo, A rtemis w as goddess o ft he
hunt. She was occasionally equated with the moon (Selene/Luna).

Aphrodite (Venus) Daughter of Zeusanda nymph (goddess of
springs and woods), Aphrodite was the goddess of love and beauty.

Hermes (Mercury) Son ofZ eusand another n ymph, H ermes
was the fleet-footed messenger of the gods and possessed winged
sandals. He carried the caduceus, a magical herald’s rod.

Other important Greek gods and goddesses were:

Hades (Pluto), lord of the Underworld and god of the dead. Al-
though the brother of Zeus and Poseidon, Hades never resided
on Mount Olympus.

Dionysos (Bacchus), god of wine, another of Zeus’s sons.

Eros (Amor or Cupid), the winged child-god of love, son of Aph-
rodite and Ares.

Asklepios (Aesculapius), god of healing, son of Apollo. His ser-
pent-entwined staff is the emblem of modern medicine.

Hermes and infant Dionysos,
by the Phiale Painter,
ca.440-435bce

Aphrodite (Venus de Milo),

by Alexandros, ca. 150-125 bce
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RELIGION AND MYTHOLOGY

The Life of Jesus in Art

hristians believe Jesus of Nazareth is the son of God, the Mes-

siah (Savior, Christ) of the Jews prophesied in Hebrew scrip-
ture. H is l ife—his m iraculous birth f rom t he womb o fa v irgin
mother, his preaching and miracle working, his execution by the
Romans and subsequent ascent to Heaven—has been the subject of
countless artworks from Roman times through the present day.

Incarnation and Chil dho od

Tle first “cycle” of the life of Jesus consists of the events of his con-
ception (incarnation), birth, infancy, and childhood.

I Annunciation to Mary The archangel Gabriel announces to the
Virgin Mary that she will miraculously conceive and give birth
to God’s son, Jesus.

I Visitation The pregnant Mary visits her c ousin Elizabeth, who
is pregnant with John the Baptist. Elizabeth is the first to recog-
nize that the baby Mary is bearing is the Son of God.

I Nativity, Annunciation to the Shepherds, and Adoration of the
Shepherds Jesus is born at n ight in Bethlehem and placedin a
basket. Mary and her h usband, Joseph, marvel at t he newborn,
while an angel announces the birth of the Savior to shepherds in
the field, who rush to adore the infant Jesus.

Annunciation, Byzantine icon, Ohrid, Macedonia, early 14th century

XXX

I Adoration of the Magi A bright star alerts three wise men (magi)
in the East that the King of the Jews has been born. Tley travel
12 days to present precious gifts to the infant Jesus.

I Presentation in the Temple In accordance with Jewish tradition,
Mary and Joseph bring their firstborn son to the temple in Jeru-
salem, where the aged Simeon recognizes Jesus as the prophesied
savior of humankind.

I Massacre of t he Innocents and Flight into Egypt Ki ng Herod,
fearful a rival king has been born, orders the massacre of all in-
fants, but the holy family escapes to Egypt.

I Dispute in the Temple Joseph and Mary travel to Jerusalem for
the feast of Passover. Jesus, only a b oy, debates t he a stonished
Jewish scholars in the temple, foretelling his ministry.

Public Ministry

The public-ministry cycle comprises the teachings of Jesus and the
miracles he performed.

I Baptism Jesus’s public ministry begins with his baptism at a ge
30 by John the Baptist in the Jordan River. God’s voice is heard
proclaiming Jesus as his son.

I Calling of Ma tthew Jesus su mmons M atthew, a t ax c ollector,
to follow him, and Matthew becomes one of his 12 disciples, or
apostles (from the Greek for “messenger”).

I Miracles Jesus performs many miracles, revealing his divine na-
ture. These include acts of healing and raising the dead, turning
water into wine, walking on water and calming storms, and cre-
ating wondrous quantities of food.

I Delivery of the Keys to Peter Jesus chooses the fisherman Peter
(whose name means “rock”) as his successor. He declares Peter

Baptism of Jesus, baptismal font, Liege, Belgium, 1118
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is the rock on which his church will be built and symbolically
delivers to Peter the keys to the kingdom of Heaven.

I Transfiguration Jesus scales a mountain and, in the presence of
Peter and two other disciples, is transformed into radiant light.
God, speaking from a cloud, discloses Jesus is his son.

I Cleansing of t he Temple Jesus returns to J erusalem, where he
finds money changers and merchants conducting business in the
temple. He rebukes them and drives them out.

Passion

The pa ssion ( Latin passio, “s uffering”) c ycle i ncludes t he e vents
leading to Jesus’s trial, death, resurrection, and ascent to Heaven.

I Entryi nto ] erusalem Ont he Su nday b efore h is ¢ rucifixion
(Palm Sunday), Jesus rides into Jerusalem on a donkey.

I Last Supper In Jerusalem, Jesus celebrates Passover with his dis-
ciples. During this last supper, Jesus foretells his imminent be-
trayal, arrest, and death and invites the d isciples to rememb er
him when they eat bread (symbol of his body) and drink wine (his
blood). This ritual became the celebration of Mass (Eucharist).

I Agonyinthe Garden Jesus goes tot he Mount of Olivesin the
Garden of Gethsemane, where he struggles to overcome his hu-
man fear of death by praying for divine strength.

I Betrayal and Arrest The disciple Judas Iscariot betrays Jesus to
the Jewish authorities for 30 pieces of silver. Judas identifies Jesus
to the soldiers by kissing him, and Jesus is arrested.

I TrialsofJesus The soldiers bring Jesus before Caiaphas, the Jew-
ish high priest, who interrogates Jesus about his claim to b e the
Messiah. Jesus is then brought before the Roman governor of Ju-
daea, Pontius Pilate, on the charge of treason because he had pro-
claimed himself king of the Jews. Pilate asks the crowd to choose
between freeing Jesus or Barabbas, a murderer. The people choose
Barabbas, and the judge condemns Jesus to death.

I Flagellation The Roman soldiers who hold J esus captive whip
(flagellate) him and mock him by dressinghim as king of the
Jews and placing a crown of thorns on his head.

I Carrying of the Cross, Raising of the Cross, and Crucifixion Tk
Romans force Jesus to carry the cross on which he will be crucified

e\ ¥

Entry into Jerusalem, Sarchophagus of Junius Bassus,
Rome, Italy, ca. 359

from Jerusalem to Mount Calvary. Soldiers erect the cross and nail
Jesus’s hands and feet to it. Jesus’s mother, John the Evangelist, and
Mary Magdalene mourn at the foot of the cross, while the soldiers
torment Jesus. One of them stabs Jesus in the side with a s pear.
After suffering great pain, Jesus dies on Good Friday.

I Deposition, Lamentation, and Entombment Two disciples, Jo-

seph of A rimathea a nd Nicodemus, remo ve J esus’s b ody f rom
the cross (deposition) and take him to his tomb. Joseph, Nicode-
mus, the Virgin Mary, John the Evangelist, and Mary Magdalene
mourn over the dead Jesus (lamentation). (When in art the iso-
lated figure of the Virgin Mary cradles her dead son in her lap,
it is called a Pieta—Italian for “pity.”) Then his followers lower
Jesus into a sarcophagus in the tomb (entombment).

I Resurrection and Three Marys atthe Tomb On the third day

(Easter Sunday), Christ rises from the dead and leaves the tomb.
The Virgin M ary, M ary M agdalene, a nd M ary, t he mot her o f
James, visit the tomb but find it empty. An angel informs them
Christ has been resurrected.

I Noli Me Tangere, Supper at Emmaus, and Doubting of Tloma s

During t he 4 0 d ays b etween C hrist’s re surrection and his a s-
cent to H eaven, he app ears on several o ccasions to h is follow-
ers. Christ warns Mary M agdalene, weeping at h is tomb, with
the words “Don’t touch me” ( Noli me tangere in Latin). At Em-
maus he eats supper with two astonished disciples. Later, Christ
invites Thomas, who cannot believe Christ has risen, to touch the
wound in his side inflicted at his crucifixion.

I Ascension On the 40th day, on the Mount of Olives, with his

mother and apostles as witnesses, Christ gloriously ascends to
Heaven in a cloud.

Crucifixion, Church of the Dormition, Daphni, Greece, ca. 1090-1100

XXX1i
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RELIGION AND MYTHOLOGY

Buddhism and Buddhist Iconography

he Budd ha (Enlightened One) was born areound 563 bee a s

Prince Siddhartha Gautama. When he was 29, he renounced his
opulent life and became a wandering ascetic searching for knowledge
through meditation. Six years later, he achieved complete enlighten-
ment, or buddhahood, w hile me ditating b eneath a p ipal t ree (the
Bodhi tree) at Bodh Gaya (place of enlightenment) in eastern India.
The Buddha preached his first sermon in the Deer Park at Sarnath.
There he s et into motion the W heel (chakra) of the L aw (dharma)
and expounded the Four Noble Truths: (1) life is su ffering; (2) the
cause of suffering is desire; (3) one can overcome and extinguish de-
sire; (4) the way to conquer desire and end suffering is to follow the
Buddha’s Eightfold Path of right understanding, right thought, right
speech, right action, right livelihood, right effort, right mindfulness,
and right concentration. The Buddha’s path leads to nirvana, the ces-
sation of the endless cycle of painful life, death, and rebirth. Tke bud-
dha continued to preach until his death at age 80 at Kushinagara.

The earliest form of Buddhism is called Theravada (Path of the
Elders) Budd hism. The second major school of Buddhist thought,
Mahayana (Great Path) Buddhism, emerged around the beginning
of the Christian era. Mahayana Buddhists refer to Tler avada Bud-
dhism as Hinayana (Lesser Path) Buddhism and believe in a larger
goal than nirvana for an individual—namely, buddhahood for all.
Mahayana Buddhists also revere bodhisattvas (Buddhas-to-be), ex-
emplars of compassion who restrain themselves at the threshold of
nirvana to aid others in earning merit and achieving buddhahood.
A third important Budd hist sect, especially popular in East Asia,
venerates the Amitabha Buddha (Amida in Japanese), the Buddha

of Infinite Light and Life. The devotees of this Buddha hope to be
reborn in the Pure Land Paradise of the West, where the Amitabha
resides and can grant them salvation.

The earliest (first century ce) known depictions of the Buddha
in human form show him as a rob ed monk. Artists distinguished
the Enlightened One from monks and bodhisattvas by lakshanas,
body attributes indicating the Buddha’s suprahuman nature. Tlese
distinguishing marks include an urna, or curl of hair between the
eyebrows; an ushnisha, or cranial bump; and, less frequently, palms
of hands and soles of feet imprinted with a w heel. The Buddha is
also recognizable by his elongated ears, the result of wearing heavy
royal jewelry in his youth.

Representations o ft he Budd ha a lso f eature are pertoryo f
mudras, or hand gestures. These include the dhyana (m editation)
mudra, with the right hand over the left, palms upward; the bhu-
misparsha (earth-touching) mudra, right hand down reaching to
the ground, calling the earth to w itness t he Budd ha’s en lighten-
ment; the dharmachakra (Wheel of the Law, or teaching) mudra,
a two-handed gesture with right thumb and index finger forming
a circle; and the abhaya (do not fear) mudra, right hand up, palm
outward, a gesture of protection or blessing.

Episodes from the Buddha’s life are among the most popular
subjects in all Buddhist artistic traditions. Four of the most impor-
tant events are his birth at Lu mbini from the side of his mother;
his achievement of buddhahood while meditating beneath the Bo-
dhi tree; his first sermon at Sarnath; and his attainment of nirvana
when he died (parinirvana) at Kushinagara.

XXXii

Life and death of the
Buddha, from Gandhara,
second century.

(a) Birth at Lumbini,

(b) enlightenment at
Bodh Gaya, (c) first
sermon at Sarnath,

(d) death at Kushinagara
(parinirvana)
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RELIGION AND MYTHOLOGY

Hinduism and Hindu Iconography

nlike Buddhism (and Christianity, Islam, and other religions),

Hinduism recognizes no f ounder or great prophet. Hindism
also has no si mple definition, but means “the religion of the Indi-
ans.” The practices and beliefs of Hindus vary tremendously, but
ritual sacrifice is central to Hinduism. The goal of sacrifice is to
please a deity in order to achieve release (moksha, liberation) from
the endless cycle of birth, death, and rebirth (samsara) and become
one with the universal spirit.

Not only is Hinduism a religion of many gods, but the Hindu
deities also have various natures and take many forms. Ths mul-
tiplicity suggests the all-pervasive nature of the Hindu gods. Tle
three most i mportant deities are the gods Shiva and Vishnu and
the goddess Devi. Each of the three major sects of Hinduism to-
day considers one of these three to be supreme—Shiva in Shaivism,
Vishnu in Vaishnavism, and Devi in Shaktism. (Shakti is the female
creative force.)

I Shiva is the Destroyer, but, consistent with the multiplicity of
Hindu belief, he is also a regenerative force and, in the latter role,
can berepresentedin the form ofa linga (a phallus or cosmic
pillar). When Shiva appears in human form in Hindu art, he fre-
quently has multiple limbs and heads, signs of his suprahuman

Dancing Shiva, Badami, India, late sixth century

nature, and matted locks piled atop his head, crowned by a cres-
cent moon. Sometimes he wears a serpent scarf and has a t hird
eye on his forehead (the emblem of his all-seeing nature). Shiva
rides the bull Nandi and often carries a trident.

Vishnu is the Preserver of the Universe. Artists frequently por-
tray h im w ith f our a rms h olding v arious at tributes, i nclud-
ing a ¢ onchshell t rumpet a nd d iscus, s ometimes s leeping o n
the serpent A nanta floating on the waters of the cosmic sea as
he dreams the universe into reality. When the evil forces in the
world become too strong, he descends to earth to restore balance
and assumes different forms (avatars, or incarnations), including
a boar, fish, and tortoise, as well as Krishna, the divine lover, and
even the Buddha himself.

Devi is the Great Goddess who takes many forms and has many
names. Hindus worship her a lone or as a c onsort of male gods
(Parvati or Uma, wife of Shiva; Lakshmi, wife of Vishnu), as
well as Radha, lover of Krishna. She ha s both benign and hor-
rific forms. She creates and destroys. In one manifestation, she is
Durga, a multiarmed goddess who often rides a lion. Her son is
the elephant-headed Ganesha.

Vishnu Asleep on the Serpent Ananta, Deogarh, India,
early sixth century
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Art historians seek to understand
not only why individual artworks
appear as they do but also why
those works exist at all. Who paid
this African artist to make this
bronze plaque? Why?

Dating and signing artworks are relatively
recent practices. How can art historians
determine when an unlabeled work such
as this one was made, and by whom?
Style, technique, and subject are clues.

Why did this Benin kingdom
sculptor vary the sizes of the
figures? Why is the central
equestrian figure much larger
than his horse? How did the
artist inform the viewer the
rider is a king?

I-1 King on horseback with attendants, from Benin, Nigeria, ca. 1550-1680. Bronze,
1’ 73" high. Metropolitan Museum of Art, New York (Michael C. Rockefeller Memorial
Collection, gift of Nelson A. Rockefeller).
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Introduction

WHAT IS
ART HISTORY?

What tools and techniques did the African
sculptor employ to transform molten bronze
into this plague representing a king and his
attendants projecting in high relief from the
background plane?

hat is art hiStOI‘Y ¢ Except when referring to t he modern academic discipline, people do

not often juxtapose the words art and history. They tend to think of history as the record and
interpretation of past human actions, particularly social and political actions. In contrast, most think
of art, quite correctly, as part of the present—as something people can see and touch. Of course, people
cannot see or touch history’s vanished human events, but a visible, tangible artwork is a kind of per-
sisting event. One or more artists made it at a certain time and in a specific place, even if no one now
knows who, when, where, or why. Although created in the past, an artwork continues to exist in the
present, long surviving its times. Tle first painters and sculptors died 30,000 years ago, but their works
remain, some of them exhibited in glass cases in museums built only a few years ago.

Modern museum visitors can ad mire these objects from the remote pa st—and countless others
humankind has produced over the millennia, whether small bronze sculptures from Africa (FiG. I-1) or
large paintings on canvas by American artists (FIG. |-2)—without any knowledge of the circumstances
leading to the creation of those works. The beauty or sheer size of an object can impress people, the art-
ist’s virtuosity in the handling of ordinary or costly materials can dazzle them, or the subject depicted
can move them emotionally. Viewers can react to what they see, interpret the work in the light of their
own experience, and judge it a success or a failure. These are all valid responses to a work of art. But the
enjoyment and appreciation of artworks in museum settings are relatively recent phenomena, as is the
creation of artworks solely for museum-going audiences to view.

Today, it is common for artists to work in private studios and to c reate paintings, sculptures, and
other objects commercial art galleries will offer for sale. This is what American painter Clyfford Still
(1904-1980) did when he created large canvases (FiG. I-2) of pure color titled simply with the year of their
creation. Usually, someone the artist has never met will purchase the artwork and display it in a setting
the artist has never seen. This practice is not a new phenomenon in the history of art—an ancient potter
decorating a vase for sale at a village market stall probably did not know who would buy the pot or where
it would be housed—but it is not at all typical. In fact, it is exceptional. Throughout history, most artists
created paintings, sculptures, and other objects for specific patrons and settings and to fulfill a specific
purpose, even if today no one knows the original contexts of those artworks. Museum visitors can appre-
ciate the visual and tactile qualities of these objects, but they cannot understand why they were made or
why they appear as they do without knowing the circumstances of their creation. Art appreciation does
not require knowledge of the historical context of an artwork (or a building). Art history does.
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I-2 Clyfford  Still,

1948-C, 1948. Oil on canvas, 6’ 82" X 5’ 83",
Hirshhorn Museum and Sculpture Garden, Smithsonian Institution,
Washington, D.C. (purchased with funds of Joseph H. Hirshhorn,
1992).

Clyfford Still painted this abstract composition without knowing who would
purchase it or where it would be displayed, but throughout history, most
artists created works for specific patrons and settings.

Thus, a central aim of art history is to de termine the original
context of artworks. A rt historians seek to ac hieve a f ull under-
standing not only of why these “persisting events” of human history
look the way they do but also of why the artistic events happened at
all. What unique set of circumstances gave rise to the construction
of a particular building or led an individual patron to commission
a certain artist to f ashion a si ngular artwork for a s pecific place?
The study of history is therefore vital to art history. And art history
is often indispensable for a thorough understanding of history. Art
objects and buildings are historical documents that can shed light
on the peoples who made them and on the times of their creation
in ways other historical documents may not. Furthermore, artists
and architects can affect history by reinforcing or challenging cul-
tural values and practices through the objects they create and the
structures they build. Thus, the history of art and architectureis
inseparable from the study of history, although the two disciplines
are not the same.

The following pages introduce some of the distinctive subjects
art h istorians add ress a nd t he k inds o f que stions t hey a sk, a nd
explain some of t he ba sic ter minology t hey use when a nswering
these questions. Readers armed with this arsenal of questions and
terms will be ready to explore the multifaceted world of art through
the ages.

2  Introduction WHAT IS ART HISTORY?

ART HISTORY
IN THE 21ST CENTURY

Art historians study the visual and tangible objects humans make
and the structures humans build. Scholars traditionally have classi-
fied these works as architecture, sculpture, the pictorial arts (paint-
ing, drawing, printmaking, and photography), and the craft arts,
orarts of design. Tle craft arts comprise utilitarian objects, such
as c eramics, me talwork, te xtiles, je welry, a nd si milar ac cessories
of ordinary living. Artists of every age have blurred the boundar-
ies among these categories, but this is especially true today, when
multimedia works abound.

Beginning w ith t he e arliest Gre co-Roman a rt critics, s chol-
ars have s tudied ob jects t heir m akers c onsciously m anufactured
as “art” and to which the artists assigned formal titles. But today’s
art historians also study a m ultitude of objects their creators and
owners almost certainly did not consider to be “works of art.” Few
ancient Romans, for example, would have regarded a coin bearing
their emperor’s portrait as anything but money. Today, an art mu-
seum may exhibit that coin in a locked case in a climate-controlled
room, and scholars may subject it to t he same kind of art histori-
cal analysis as a p ortrait by an acclaimed Renaissance or modern
sculptor or painter.

The range of objects art historians study is constantly expanding
and now includes, for example, computer-generated images, whereas
in the past almost anything produced using a m achine would not
have been regarded as art. Most people still consider the perform-
ing arts—music, drama, and dance—as outside art history’s realm
because these arts are fleeting, impermanent media. But during the
past few decades, even this distinction between “fine art” and “per-
formance art” has become blurred. A rt historians, however, gener-
ally ask the same kinds of questions about what they study, whether
they employ a restrictive or expansive definition of art.

The Questions Art Historians Ask

HOW OLD IS IT? Beforearthistorians can write a h istory
of art, they must be sure they know the date of each work they
study. Thus, an indispensable subject ofarthistorical i nquiryis
chronology, the dating of art objects and buildings. If researchers
cannot determine a monument’s age, they cannot place the work in
its historical context. Art historians have developed many ways to
establish, or at least approximate, the date of an artwork.

Physical e vidence often reliably indicates an object’s age. Tle
material used for a statue or painting—bronze, plastic, or oil-based
pigment, to name only a few—may not have been invented before a
certain time, indicating the earliest possible date (the terminus post
quem: Latin “point after which”) someone could have fashioned the
work. Or artists may have ceased using certain materials—such as
specific kinds ofinks a nd pap ers for d rawings—at a k nown time,
providing t he l atest p ossible d ate (the terminus ante qu em: Latin
“point before which”) for objects made of those materials. Sometimes
the material (or the manufacturing technique) of an object or a build-
ing can establish a very precise date of production or construction.
The study of tree rings, for instance, usually can determine within a
narrow range the date of a wood statue or a timber roof beam.

Documentary evidence can help pinpoint the date of an object
or building when a dated written document mentions the work. For
example, official records may note w hen church officials commis-
sioned a new altarpiece—and how much they paid to which artist.
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Internal evidence can play a sig nificant role in dating an art-
work. A pa inter m ight have de picted a n i dentifiable person or a
kind of hairstyle, clothing, or furniture fashionable only at a c er-
tain time. If so, the art historian can assign a more accurate date to
that painting.

Stylistic evidence is also very important. The analysis of style—
an artist’s d istinctive manner o f producing an object—is theart
historian’s special sphere. Unfortunately, because it is a sub jective
assessment, stylistic evidence is by far the most unreliable chrono-
logical criterion. Still, art historians find style a very useful tool for
establishing chronology.

WHAT IS ITS STYLE? Defining artistic style is one of the key
elements of art historical inquiry, although the analysis of artworks
solely in terms of style no longer dominates the field the way it once
did. Art historians speak of several different kinds of artistic styles.

Period style refers to the characteristic artistic manner of a spe-
cific era or span of years, usually within a distinct culture, such as
“Archaic Greek” or “High Renaissance.” But many periods do not
display a ny s tylistic unity at a 1. How would someone de fine the
artistic style of the second decade of the new millennium in North

I1-3 Choir of Beauvais Cathedral (looking east), Beauvais, France,
rebuilt after 1284.

The style of an object or building often varies from region to region. This
cathedral has towering stone vaults and large stained-glass windows typical
of 13th-century French architecture.

America? Far too many crosscurrents exist in contemporary art for
anyone to describe a period style of the early 21st century—even in
a single city such as New York.

Regional style is the term art historians use to describe varia-
tions in style tied to geography. Like an object’s date, its provenance,
or place of origin, can significantly determine its character. Very
often two artworks from the same place made centuries apart are
more similar than contemporaneous works from two different re-
gions. To cite one example, usually only an expert can distinguish
between an Egyptian statue carved in 2500 bce a nd one made in
500 bce . But no one would mistake an Egyptian statue of 500 bce
for one of the same date made in Greece or Mexico.

Considerable variations in a given area’s style are possible, how-
ever, even during a single historical period. In late medieval Europe,
French architecture differed significantly from Italian architecture.
The interiors of Beauvais Cathedral (Fi. I-3) and the church of Santa
Croce (FiG. I-4) in Florence typify the architectural styles of France
and Italy, respectively, at the end of the 13th century. Tle rebuilding
of the east end of Beauvais Cathedral began in 1284. Construction
commenced on Santa Croce only 10 years later. Both structures em-
ploy the pointed arch characteristic of this era, yet the two churches
differ strikingly. The French church has towering stone ceilings and
large expanses of colored windows, whereas the Italian building has
alow timber roof and small, widely separated windows. Because the

I-4 Interior of Santa Croce (looking east), Florence, Italy, begun
1294.

In contrast to Beauvais Cathedral (Fic. |-3), this contemporaneous Florentine
church conforms to the quite different regional style of Italy. The building
has a low timber roof and small windows.

Art History in the 21st Century 3
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1-5 Georgia

O’Keeffe, Jack-in-the-Pulpit No. 4, 1930. Oil on canvas,
3’4" X 2' 6". National Gallery of Art, Washington (Alfred Stieglitz
Collection, bequest of Georgia O’Keefle).

O’Keeffe’s paintings feature close-up views of petals and leaves in which
the organic forms become powerful abstract compositions. This approach
to painting typifies the artist’s distinctive personal style.

two ¢ ontemporaneous ¢ hurches s erved si milar p urposes, re gional
style mainly explains their differing appearance.

Personal style, the distinctive manner of individual artists or
architects, often de cisively e xplains stylistic d iscrepancies a mong
monuments o f t he same t ime a nd p lace. In 1930 t he A merican
painter Georgia O’Keeffe ( 1887-1986) produced a series of paint-
ings of flowering p lants. O ne o f t hem—]Jack-in-the-Pulpit N o. 4
(FiG. 1-5)—is a sha rply focused close-up view of petals and leaves.
O’Keeffe ¢ aptured t he g rowing p lant’s s low, ¢ ontrolled mot ion
while converting the plant into a powerful abstract composition of
lines, forms, and colors (see the discussion of art historical vocabu-
lary in the next section). Only a year later, another American artist,
Ben Shahn ( 1898-1969), painted The Passion of Sacco and Vanzetti
(FiG. 1-6), a stinging commentary on social injustice inspired by the
trial and execution of two Italian anarchists, Nicola Sacco and Bar-
tolomeo Vanzetti. Many p eople b elieved Sacco and Vanzetti had
been unjustly convicted of killing t wo men i n a robb ery in 1920.
Shahn’s painting compresses time in a symbolic representation of
the trial and its aftermath. The two executed men lie in their cof-
fins. Presiding over them are the three members of the commission
(headed by a c ollege president wearing ac ademic cap and gown)
who de clared t he original t rial fair and cleared t he way for t he

4  Introduction WHAT IS ART HISTORY?

|1-6 Ben Shahn, The Passion of Sacco and Vanzetti, 1931-1932.
Tempera on canvas, 7’ 3" X 4’. Whitney Museum of American Art,
New York (gift of Edith and Milton Lowenthal in memory of Juliana
Force).

O’Keeffe’s contemporary, Shahn developed a style markedly different from
hers. His paintings are often social commentaries on recent events and
incorporate readily identifiable people.

executions. Behind, on the wall of a s tately government building,
hangs the framed portrait of the judge who pronounced the initial
sentence. Personal style, not period or regional style, sets Shahn’s
canvas apart from O’Keeffe’s. The contrast is extreme here because
of the very different subjects the artists chose. But even when two
artists de pict t he s ame sub ject, t he re sults can vary widely. Tk
way O’Keeffe painted flowers and the way Shahn painted faces are
distinctive and unlike the styles of their contemporaries. (See the
“Who Made It?” discussion on page 6.)

Tle different kinds of artistic styles are not mutually exclusive.
For e xample, a n a rtist’s p ersonal s tyle m ay c hange d ramatically
during a long career. Art historians then must distinguish among
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|-7 Gislebertus,  The weighing of souls, detail of Last
Judgment (Fi. 12-1), west tympanum of Saint-Lazare, Autun,
France, ca. 1120-1135.

In this high relief portraying the weighing of souls on judgment
day, Gislebertus used disproportion and distortion to dehumanize
the devilish figure yanking on the scales of justice.

the different period styles of a particular artist, such as the
“Rose Period” and the “Cubist Period” of the prolific 20th-
century artist Pablo Picasso.

WHAT IS ITS SUBJECT? Another m ajor c oncern
of arthistoriansis, of c ourse, subject m atter, en compass-
ing the story, or narrative; the scene presented; the action’s
time and place; the persons involved; and the environment
and i ts de tails. S ome a rtworks, suc h a s mo dern abstract
paintings (FIG. I-2), have no subject, not even a setting. Tle
“subject” is the artwork itself—its colors, textures, compo-
sition, and size. But when a rtists re present p eople, places,
or actions, viewers must identify these features to achieve
complete understanding of the work. A rt historians tradi-
tionally s eparate pictorial subjects i nto various categories,
such as religious, historical, mythological, genre (dailylife),
portraiture, landscape (a depiction of a p lace), still life (an
arrangement o f i nanimate ob jects), a nd t heir n umerous
subdivisions and combinations.

Iconography—literally, t he “w riting o fi mages”™—re-
fers both to the content, or subject, of an artwork, and to
the study of content in art. By extension, it also includes the
study of symbols, images that stand for other images or en-
capsulate ideas. In Christian art, t wo intersecting lines of
unequal length or a simple geometric cross can serve as an
emblem of the religion as a whole, symbolizing the cross of
Jesus Christ’s crucifixion. A s ymbol also can be a familiar
object the artist imbued with greater meaning. A balance or
scale, for example, may symbolize justice or the weighing of
souls on judgment day (FiG. I-7).

Artists may depict figures with unique attributes iden-
tifying t hem. I n C hristian a rt, f or e xample, e ach o f t he
authors o f t he b iblical g ospel b ooks, t he f our e vangelists
(Fig. 1-8), has a d istinctive at tribute. P eople can re cognize
Saint John by the eagle associated with him, Luke by the ox,
Mark by the lion, and Matthew by the winged man.

Throughout the history of art, artists have used personi-
fications—abstract i deas c odified i n human form. W orld-
wide, p eople visualize Liberty as a rob ed woman wearing
arayed crown and holding a to rch because of the fame of
the colossal statue set up in New York City’s harbor in 1886.

I-8 The four evangelists, folio 14 verso of the Aachen
Gospels, ca. 810. Ink and tempera on vellum, 1" X 93"
Domschatzkammer, Aachen.

Artists depict figures with attributes in order to identify them

for viewers. The authors of the four gospels have distinctive
attributes—eagle (John), ox (Luke), lion (Mark), and winged man
(Matthew).
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1-9 Albrecht
Woodcut, 1’ 31" X 11”. Metropolitan Museum of Art, New York (gift
of Junius S. Morgan, 1919).

Diirer, The Four Horsemen of the Apocalypse, ca. 1498.

Personifications are abstract ideas codified in human form. Here, Albrecht
Direr represented Death, Famine, War, and Pestilence as four men on
charging horses, each one carrying an identifying attribute.

The Four Horsemen of the Apocalypse (FIG. 1-9) is a ter rifying late-
15th-century depiction of the fateful day at the end of time when,
according to t he Bible’s last book, D eath, Famine, War, and Pes-
tilence will annihilate the human race. German artist Albrecht
Diirer ( 1471-1528) p ersonified D eath a s a n em aciated ol d m an
with a pitchfork. Diirer’s Famine swings the scales for weighing hu-
man souls (compare FIG. |-7), War wields a s word, and Pestilence
draws a bow.

Even without considering style and without knowing a work’s
maker, informed viewers can determine much about the work’s pe-
riod and provenance by iconographical and subject analysis alone.
In The Passion of Sacco and Vanzetti (FiG. 1-6), for example, the two
coffins, the trio headed by an academic, and the robed judge in the
background are all pictorial clues revealing the painting’s subject.
The work’s date must be after the trial and execution, probably while
the event was still newsworthy. And because the two men’s deaths
caused the greatest outrage in the United States, the painter—social
critic was probably American.

WHO MADE IT? If Ben Shahn had not signed his painting of
Sacco and Vanzetti, an art historian could still assign, or attribute
(make an attribution of), the work to him based on knowledge of

6 Introduction WHAT IS ART HISTORY?

the artist’s personal style. Although signing (and dating) works is
quite common (but by no means universal) today, in the history of
art countless works exist whose artists remain unknown. Because
personal style can play a major role in determining the character of
an artwork, art historians often try to attribute anonymous works
to k nown artists. S ometimes they a ssemble a g roup of works all
thought to be by the same person, even though none of the objects
in the group is the known work of an artist with a recorded name.
Art historians thus reconstruct the careers of artists such as “the
Achilles Painter,” the anonymous ancient Greek artist whose mas-
terwork is a de piction of the hero A chilles. Scholars base their at-
tributions on internal evidence, such as the distinctive way an art-
ist draws or carves drapery folds, earlobes, or flowers. It requires a
keen, highly trained eye and long experience to become a connois-
seut, an expert in assigning artworks to “the hand” of one artist
rather than another. Attribution is subjective, of course, and ever
open to doubt. At present, for example, international debate rages
over attributions to t he famous 17th-century Dutch painter Rem-
brandt van Rijn.

Sometimes a g roup of artists works in the same style at t he
same time and place. Art historians designate sucha g roupasa
school. School does not mean an educational institution or art acad-
emy. The term connotes only shared chronology, style, and geogra-
phy. Art historians speak, for example, of the Dutch school of the
17th century and, within it, of subschools such as those of the cities
of Haarlem, Utrecht, and Leyden.

WHO PAID FOR IT? The interest many art historians show
in attribution reflects their conviction that the identity of an art-
work’s maker is the major reason the object looks the way it does.
For them, personal style is of paramount importance. But in many
times and places, artists had little to say about what form their work
would take. They toiled in obs curity, doing t he bidding o f t heir
patrons, those who paid them to m ake i ndividual works or em -
ployed them on a continuing basis. The role of patrons in dictating
the content and shaping the form of artworks is also an important
subject of art historical inquiry.

In the art of portraiture, to name only one category of paint-
ing and sculpture, the patron has often played a dominant role in
deciding how the artist represented the subject, whether that per-
son was the patron or another individual, such as a spouse, son, or
mother. Many Egyptian pharaohs and some Roman emperors, for
example, insisted artists depict them with unlined faces and perfect
youthful bodies no matter how old they were when portrayed. In
these cases, the state employed the sculptors and painters, and the
artists had no ¢ hoice but to p ortray their patrons in the officially
approved manner. This is why Augustus, who lived to age 76, looks
so young in his portraits (FiG. I-10). Although Roman emperor for
more than 40 years, Augustus demanded artists always represent
him as a young, godlike head of state.

All modes of artistic production reveal the impact of patron-
age. Learned monks provided the themes for the sculptural decora-
tion of medieval church portals (FIG. |-7). Renaissance princes and
popes dictated the subject, size, and materials of artworks destined
for display in buildings also constructed according to t heir speci-
fications. An art historian could make a very long list of commis-
sioned works, and it would indicate patrons have had diverse tastes
and ne eds t hroughout t he history o fa rt a nd c onsequently ha ve
demanded different kinds of art. Whenever a pat ron contracts an
artist or architect to paint, sculpt, or build in a prescribed manner,
personal style o ften becomes a v ery minor factor in the ultimate
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1-10 Bust of Augustus wearing the corona civica, early first century ce.
Marble, 1' 5” high. Glyptothek, Munich.

Patrons frequently dictate the form their portraits will take. The Roman
emperor Augustus demanded he always be portrayed as a young, godlike
head of state even though he lived to age 76.

appearance of the painting, statue, or building. In these cases, the
identity of the patron reveals more to art historians than does the
identity of the artist or school. The portrait of Augustus illustrated
here (FiG. I-10)—showing the emperor wearing a corona civica, or
civic crown—was the work of a virtuoso sculptor, a master wielder
of hammer and chisel. But scores of similar portraits of this Ro-
man emperor also exist today. Tte y differ in quality but not in kind
from this one. The patron, not the artist, determined the character
of these artworks. Augustus’s public image never varied.

The Words Art Historians Use

As in all fields of study, art history has its own specialized vocabu-
lary consisting of hundreds of words, but certain basic terms are in-
dispensable for describing artworks and buildings of any time and
place. They make up the essential vocabulary of formal analysis, the
visual analysis of artistic form. Definitions and discussions of the
most important art historical terms follow.

FORM AND COMPOSITION Form refers toa n object’s
shape and structure, either in two dimensions (for example, a figure

painted on a canvas) or in three dimensions (such as a statue carved
from a marble block). Two forms may take the same shape but may
differ in their color, texture, and other qualities. Composition refers
to how an artist composes (organizes) forms in an artwork, either
by placing shapes on a flat surface or by arranging forms in space.

MATERIAL AND TECHNIQUE To create art forms, art-
ists shape materials (pigment, clay, marble, gold, and many more)
with tools (pens, brushes, chisels, and so forth). Each of the mate-
rials and tools available has its own potentialities and limitations.
Part of all artists’ creative activity is to select the medium and in-
strument most suitable to the purpose—or to develop new media
and tools, such as bronze and concrete in antiquity and cameras
and computers in modern times. The processes artists employ, such
as applying paint to canvas with a brush, and the distinctive, per-
sonal ways they handle materials constitute their technique. Form,
material, and technique interrelate and are central to analyzing any
work of art.

LINE Amongt he mos ti mportant elemen ts de fininga na rt-
work’s shape or form is line. A line can be understood as the path of
a point moving in space, an invisible line of sight. More commonly,
however, artists and architects make a l ine visible by drawing (or
chiseling) it on a plane, a flat surface. A line may be very thin, wire-
like, and delicate. It may be thick and heavy. Or it may alternate
quickly from broad to narrow, the strokes jagged or the outline bro-
ken. When a continuous line defines an object’s outer shape, art
historians call it a contour line. All of these line qualities are present
in Diirer’s The Four Horsemen of the Apocalypse (FiG. 1-9). Contour
lines define the basic shapes of clouds, human and animal limbs,
and weapons. Within the forms, series of short broken lines create
shadows and textures. An overall pattern of long parallel strokes
suggests t he dark sky on t he frightening day when the worldis
about to end.

COLOR Light reveals all colors. Light in the world of the painter
and other artists differs from natural light. Natural light, or sun-
light, is whole or additive light. As the sum of all the wavelengths
composing the visible spectrum, it may be disassembled or frag-
mented into the individual colors of the spectral band. Tle paint-
er’s light in art—the light reflected from pigments and objects—is
subtractive light. Paint pigments produce their individual colors by
reflecting a s egment of the spectrum while absorbing all the rest.
Green pigment, for example, subtracts or absorbs all the light in the
spectrum except that seen as green.

Hue is the property giving a color its name. Although the spec-
trum colors merge into each other, artists usually conceive of their
hues as distinct from one another. Color has two basic variables—the
apparent amount of light reflected and the apparent purity. A change
in one must produce a ¢ hange in the other. Some ter ms for t hese
variables are value, or tonality (the degree of lightness or darkness),
and intensity, or saturation (the purity of a color, its brightness or
dullness).

Artists call the three basic colors—red, yellow, and blue—the
primary colors. Tl secondary colors result from mixing pairs of
primaries: orange (red and yellow), purple (red and blue), and green
(yellow and blue). Complementary colors re present the pairing of
a primary color and the secondary color created from mixing the
two other primary colors—red and green, yellow and purple, and
blue and orange. They “complement,” or complete, each other, one
absorbing colors the other reflects.
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I-11 Josef Albers, Homage to the Square: “Ascending,” 1953.
Oil on composition board, 3’ 75" X 3’ 75". Whitney Museum of
American Art, New York.

Albers painted hundreds of canvases using the same composition but
employing variations in hue, saturation, and value in order to reveal the
relativity and instability of color perception.

Artists c an m anipulate t he app earance o f ¢ olors, h owever.
One a rtist who m ade a s ystematic i nvestigation o f t he f ormal
aspects of art, especially color, was Josef Albers (  1888-1976), a
German-born artist who emigrated to the United States in 1933. In
connection with his studies, Albers created the series Homage to
the Square—hundreds of paintings, most of which are color vari-
ations on the same composition of concentric squares, as in the
illustrated example (FiG. 1-11). The series reflected Albers’s belief
that art originates in “the discrepancy between physical fact and
psychic effect.” Because the composition in most of these paint-
ings remains constant, the works succeed in revealing the relativ-
ity and instability of color perception. Albers varied the hue, satu-
ration, and value of each square in the paintings in this series. As a
result, the sizes of the squares from painting to painting appear to
vary (although they remain the same), and the sensations emanat-
ing from the paintings range from clashing dissonance to delicate
serenity. A lbers e xplained h is mot ivation f or f ocusing o n ¢ olor
juxtapositions:

They [the colors] are juxtaposed for various and changing visual
effects. . .. Such action, reaction, interaction . . . is sought in order
to make obvious how colors influence and change each other; that
the same color, for instance—with different grounds or neigh-
bors—looks different. . .. Such color deceptions prove that we

see colors almost never unrelated to each other.?

TEXTURE Tk term texture refers to t he quality of a su rface,
such asrough or shiny. A rthistorians d istinguish b etween t rue
texture, thatis, the tactile quality of the surface, and re presented
texture, as when painters depict an object as having a certain tex-

8 Introduction WHAT IS ART HISTORY?

ture even though the pigment is the true texture. Sometimes artists
combine different materials of different textures on a single surface,
juxtaposing paint with pieces of wood, newspaper, fabric, and so
forth. Art historians refer to this mixed-media technique as collage.
Texture is, of course, a key determinant of any sculpture’s charac-
ter. People’s first impulse is usually to handle a work of sculpture—
even though museum signs often warn “Do not to uch!” Sculptors
plan for t his nat ural human re sponse, using su rfaces varying in
texture from rugged coarseness to polished smoothness. Textures
are o ften i ntrinsic toam aterial, i nfluencing t he t ype o f's tone,
wood, plastic, clay, or metal sculptors select.

SPACE, MASS, AND VOLUME Space is the bounded or
boundless “container” of objects. For art historians, space canbe
the real three-dimensional s pace occupied by a s tatue oravaseor
contained within a room or courtyard. Or space can be illusionistic, as
when painters depict an image (or illusion) of the three-dimensional
spatial world on a two-dimensional surface.

Mass and volume describe t hree-dimensional ob jects a nd
space. In both architecture and sculpture, mass is the bulk, den-
sity, and weight of matter in space. Yet the mass need not be solid.
It can be the exterior form of enclosed space. Mass can apply to
a solid Egyptian pyramid or stone statue, to a ¢ hurch, synagogue,
or mosque—architectural shells enclosing sometimes vast spaces—
and to a hollow metal statue or baked clay pot. Volume is the space
that m ass o rganizes, d ivides, or encloses. [t may b e ab uilding’s
interior spaces, the intervals between a s tructure’s masses, or the
amount o f s pace o ccupied by t hree-dimensional ob jects such a's
a statue, pot, or chair. Volume and mass describe b oth the e xte-
rior and interior forms of a work of art—the forms of the matter of
which it is composed and the spaces immediately around the work
and interacting with it.

PERSPECTIVE AND FORESHORTENING  Perspec-
tive is o ne o f t he mos t i mportant p ictorial de vices f or o rganiz-
ing forms in space. Throughout history, artists have used various
types of p erspective to c reate an illusion of depth or spaceona
two-dimensional su rface. The F rench pa inter Claude Lorrain
(1600-1682) employed several perspective devices in Embarkation
of the Queen of Sheba (FiG. I-12), a painting of a biblical episode set
in a 17th-century European harbor with a Roman ruin in the left
foreground. For example, the figures and boats on the shoreline are
much larger than those in the distance. Decreasing the size of an
object makes it appear farther away. Also, the top and bottom of the
port building at the painting’s right side are not parallel horizontal
lines, as they are in a real building. Instead, the lines converge be-
yond the structure, leading the viewer’s eye toward the hazy, indis-
tinct sun on the horizon. These perspective devices—the reduction
of figure size, the convergence of diagonal lines, and the blurring
of distant forms—have been familiar features of Western art since
the ancient Greeks. But it is important to note at the outset that all
kinds of perspective are only pictorial conventions, even when one
or more types of perspective may be so common in a given culture
that people accept them as “natural” or as “true” means of repre-
senting the natural world.

In Waves at Matsushima (FiG. I-13), a Japanese seascape paint-
ing on a six-part folding screen, Ogata Korin ( 1658-1716) ignored
these Western p erspective c onventions. A W estern viewer m ight
interpret the left half of Korin’s composition as depicting the dis-
tant horizon, as in Claude’s painting, but the sky is a flat, unnatural
gold, and in five of the six sections of the composition, waves fill the
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full height of the screen. The rocky outcroppings decrease in size
with distance, but all are in sharp focus, and there are no shadows.
The Japanese artist was less concerned with locating the boulders
and waves in space than with composing shapes on a surface, play-
ing the water’s swelling curves against the jagged contours of the

I-12 Claude Lorrain,
Embarkation of the Queen
of Sheba, 1648. Oil on
canvas, 4’ 10" X 6’ 4".
National Gallery, London.

To create the illusion of a
deep landscape, Claude
Lorrain employed perspective,
reducing the size of and
blurring the most distant
forms. Also, all diagonal lines
converge on a single point.

rocks. Neither the French nor the Japanese painting can be said to
project “correctly” what viewers “in fact” see. One painting is not
a “better” picture of the world than the other. The European and
Asian a rtists si mply app roached t he p roblem o f p icture-making
differently.

I-13 Ogata  Korin, Waves at Matsushima, Edo period, ca. 1700-1716. Six-panel folding screen, ink, color, and gold leaf on paper, 4’ 113" X 12" Z".
Museum of Fine Arts, Boston (Fenollosa-Weld Collection).

Korin was more concerned with creating an intriguing composition of shapes on a surface than with locating boulders and waves in space. Asian artists

rarely employed Western perspective.
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|I-14 Peter Paul Rubens, Lion
Hunt, 1617-1618. Oil on canvas,
8’ 2" X 12’ 5”. Alte Pinakothek,
Munich.

Foreshortening—the representation
of a figure or object at an angle to
the picture plane—is a common
device in Western art for creating
the illusion of depth. Foreshortening
is a type of perspective.

Artists also represent single
figures in space in varying ways.
When F lemish a rtist Peter
Paul Rubens ( 1577-1640)
painted Lion H unt (FiG. 1-14),
he u sed foreshortening forall
the h unters a nd a nimals—that
is, he re presented t heir b odies
atanglestot he picture p lane.
When in life one views a figure
atan an gle, the b ody a ppears
to contract as it extends back
in space. Foreshortening is a kind of perspective. It produces the il-
lusion that one part of the body is farther away than another, even
though all the forms are on the same surface. Especially noteworthy
in Lion Hunt are the gray horse at the left, seen from behind with the
bottom of its left rear hoof facing viewers and most of its head hidden

I-15 Hesire, relief from
his tomb at Saqqara,
Egypt, Dynasty III,

ca. 2650 bce. Wood,

3’ 9" high. Egyptian
Museum, Cairo.

Egyptian artists com-
bined frontal and profile
views to give a precise
picture of the parts of
the human body, as
opposed to depicting
how an individual body
appears from a specific
viewpoint.

1ft.
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by its rider’s shield, and the fallen hunter at the painting’s lower right
corner, whose barely visible legs and feet recede into the distance.

The artist who carved the portrait of the ancient Egyptian of-
ficial Hesire (F1G. I-15) did not employ foreshortening. That artist’s
purpose was to p resent t he various human b ody parts as clearly
as p ossible, without overlapping. The lower part of Hesire’s b ody
is in profile to give the most complete view of the legs, with both
the heels and toes of the foot visible. The frontal torso, however, al-
lows viewers to see its full shape, including both shoulders, equal in
size, as in nature. (Compare the shoulders of the hunter on the gray
horse or those of the fallen hunter in Lion Hunt’sleft foreground.)
The result—an “unnatural” 90-degree twist at the waist—provides
a precise picture of human body parts. Rubens and the Egyptian
sculptor used very different me ans o f de picting forms i n s pace.
Once again, neither is the “correct” manner.

PROPORTION AND SCALE Proportion concerns the re-
lationships (in terms of size) of the parts of persons, buildings, or
objects. P eople can judge “correct p roportions” i ntuitively ( “that
statue’s head seems the right size for the body”). Or proportion can
be a m athematical relationship between the size of one part of an
artwork or building and the other parts within the work. Propor-
tion in art implies using a module, or basic unit of measure. When
an artist or architect uses a formal system of proportions, all parts
of a building, body, or other entity will be fractions or multiples of
the module. A mo dule mightbea column’s diameter, t he heig ht
ofah uman he ad, o r a ny ot her c omponent w hose d imensions
can be multiplied or divided to de termine the size of the work’s
other parts.

In certain times and p laces, a rtists have de vised canons, or
systems, of “correct” or “ideal” p roportions for re presenting h u-
man figures, constituent parts of buildings, and so forth. In ancient
Greece, many sculptors formulated canons of proportions so strict
and all-encompassing that they calculated the size of every body
part in advance, even the fingers and toes, according to mathemati-
cal ratios.

Proportional systems can differ sharply from period to period,
culture to c ulture, and artist to a rtist. Part of the task art history
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students face is to perceive and adjust to these differences. In fact,
many artists have used d isproportion a nd distortion del iberately
for expressive effect. In the medieval French depiction of the weigh-
ing of souls on judgment day (FiG. I-7), the devilish figure yanking
down on the scale has distorted facial features and stretched, lined
limbs with animal-like paws for feet. Disproportion and distortion
make him appear “inhuman,” precisely as the sculptor intended.

In other cases, artists have used disproportion to focus attention
on one body part (often t he head) or to single out a g roup member
(usually t heleader). These intentional “unnatural” discrepancies in
proportion constitute what art historians call hierarchy of sc ale, the
enlarging of elements considered the most important. On the bronze
plaque from Benin, Nigeria, illustrated here (FIG. I-1), t he s culptor
enlarged all the heads for emphasis and also varied the size of each
figure ac cording to t he p erson’s social status. C entral, largest, and
therefore most important is the Benin king, mounted on horseback.
The horse has been a symbol of power and wealth in many societies
from prehistory to the present. That the Benin king is disproportion-
ately larger than his horse, contrary to nat ure, further aggrandizes
him. Two large attendants fan the king. Other figures of smaller size
and status at the Benin court stand on the king’s left and right and in
the plaque’s upper corners. One tiny figure next to the horse is almost
hidden from view beneath the king’s feet.

One problem students of art history—and professional art his-
torians to o—confront w hen s tudying i llustrations i n a rt h istory
books is that although the relative sizes of figures and objects in
a painting or sculpture are easy to discern, it is impossible to de-
termine the absolute size of the work reproduced because they all
appear at approximately the same size on the page. Readers of Art
through the Ages can learn the exact size of all artworks from the
dimensions given in the captions and, more intuitively, from the
scales positioned at the lower left or right corner of each illustration.

1-16 Michelangelo
Buonarroti,
unfinished statue,
1527-1528. Marble,
8’ 73" high. Galleria
dell’Accademia,
Florence.

Carving a freestanding
figure from stone or
wood is a subtractive
process. Michelangelo
thought of sculpture as
a process of “liberating”
the statue within the
block of marble.

1ft.

I-17 Head of a warrior, detail of a statue (Fic. 5-35) from the sea
off Riace, Italy, ca. 460-450 bce. Bronze, full statue 6’ 6" high.
Museo Nazionale della Magna Grecia, Reggio Calabria.

The sculptor of this life-size statue of a bearded Greek warrior cast the
head, limbs, torso, hands, and feet in separate molds, then welded
the pieces together and added the eyes in a different material.

CARVING AND CASTING Sculptural technique falls into
two basic categories, subtractive and additive. Carving is a subtrac-
tive technique. Tle final form is a reduction of the original mass of
ablock of stone, a piece of wood, or another material. Wood stat-
ues were once tree trunks, and stone statues began as blocks pried
from m ountains. Tle unfinished ma rble st atue i llustrated h ere
(FIG. 1-16) by renowned Italian artist Michelangelo Buonarroti
(1475-1564) clearly re veals the original shape of t he s tone blo ck.
Michelangelo thought of sculpture as a process of “liberating” the
statue within the block. All sculptors of stone or wood cut away
(subtract) “excess material.” When they finish, they “leave behind”
the statue—in this example, a twisting nude male form whose head
Michelangelo never freed from the stone block.

In additive sculpture, the artist builds up (models) the forms,
usually in clay around a framework, or armature. Or a sculptor may
fashion a mold, a hollow form for shaping, or casting, a fluid sub-
stance such as bronze or plaster. The ancient Greek sculptor who
made the bronze statue of a w arrior found in the sea near Riace,
Italy, cast the head (FIG. I-17) as well as the limbs, torso, hands, and
feet (FIG. 5-35) in separate molds and then welded them together
(joined them by heating). Finally, the artist added features, such as
the pupils of the eyes (now missing), in other materials. Tle war-
rior’s teeth are silver, and his lower lip is copper.
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RELIEF SCULPTURE Statues and busts (h ead, shoulders,
and chest) that exist independent of any architectural frame or set-
ting and that viewers can walk around are freestanding sculptures,
or sculptures in th e round, whether the artist produced the piece
by carving (FiG. I-10) or casting (FIG. |-17). In relief sculpture, the
subjects project from the background but remain part of it. In high-
relief sculpture, the images project boldly. In some cases, such as
the medieval weighing-of-souls scene (FIG. I-7), the relief is so high
the forms not only cast shadows on the background, but some parts
are even in the round, which explains why some pieces, for exam-
ple, the arms of the scales, broke off centuries ago. In low-relief, or
bas-relief, sculpture, such as the portrait of Hesire (FiG. |-15), the
projection is slight. A rtists can produce relief s culptures, as they
do sculptures in the round, either by carving or casting. Tlke plaque
from Benin (FiG. |-1) is an example of bronze-casting in high relief.

ARCHITECTURAL DRAWINGS Buildingsa re g roup-
ings of enclosed s paces a nd en closing masses. P eople e xperience
architecture both visually and by moving through and around it, so
they perceive architectural space and mass together. Tlese spaces
and masses can be represented graphically in several ways, includ-
ing as plans, sections, elevations, and cutaway drawings.

A plan, essentiallyam ap of a floor, shows the placement ofa
structure’s masses and, therefore, the spaces they circumscribe and
enclose. A section, a kind of vertical plan, depicts the placement of the
masses as if someone cut through the building along a plane. Draw-
ings showing a t heoretical slice across a s tructure’s width are lateral
sections. Those cutting through a b uilding’s leng th are longitudinal
sections. Illustrated here a re the plan and lateral section of Beauvais
Cathedral (FiG. I-18), which readers can compare with the photograph
of the church’s choir (FIG. 1-3). The plan shows the choir’s shape and
the location of the piers dividing the aisles and supporting the vaults
above, as well as the pattern of the crisscrossing vault ribs. Tle lateral
section shows not only the interior of the choir with its vaults and tall
stained-glass windows but also the structure of the roof and the form
of the exterior flying buttresses holding the vaults in place.

Other types of architectural drawings appear throughout this
book. An elevation drawingisahe ad-onviewofanexternalor
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internal wall. A cutaway combines in a single drawing an exterior
view with an interior view of part of a building.

This overview of the art historian’s vocabulary is not e xhaus-
tive, nor have artists used only painting, drawing, sculpture, and
architecture as media over the millennia. Ceramics, jewelry, tex-
tiles, photography, and computer graphics are just some of the
numerous other arts. All of them involve highly specialized tech-
niques described in distinct vocabularies. As in this introductory
chapter, new terms are in italics when they first appear. Tle com-
prehensive Glossary at the end of the book contains definitions of
all italicized terms.

Art History and Other Disciplines

Byits very nature, the work of art historians i ntersects with the
work of others in many fields of knowledge, not only in the hu-
manities b ut also i n t he s ocial a nd nat ural s ciences. T oday, a rt
historians must go beyond the boundaries of what the public and
even professional art historians of previous generations tradition-
ally considered the specialized discipline of art history. In short, art
historical research in the 21st century is typically interdisciplinary
in nature. To cite one example, in an effort to unlock the secrets of a
particular statue, an art historian might conduct archival research
hoping to uncover new documents shedding light on who paid for
the work and why, who made it and when, where it originally stood,
how its contemporaries viewed it, and a host of other questions. Re-
alizing, however, that the authors of the written documents often
were not ob jective recorders of fact but observers with their own
biases and agendas, the art historian may also use methodologies
developed in fields such as literary criticism, philosophy, sociology,
and gender studies to weigh the evidence the documents provide.

At other times, rather than attempting to master many disci-
plines at once, art historians band together with other specialists in
multidisciplinary inquiries. Art historians might call in chemists
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1-18 P1 an (left) and lateral section (right) of Beauvais Cathedral, Beauvais, France, rebuilt after 1284.

Architectural drawings are indispensable aids for the analysis of buildings. Plans are maps of floors, recording the structure’s masses. Sections are vertical

“slices” across either a building’s width or length.

12 Introduction WHAT IS ART HISTORY?
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to date an artwork based on the composition of the materials used,
or might ask geologists to de termine which quarry furnished the
stone for a particular statue. X-ray technicians might be enlisted in
an attempt to e stablish whether a painting is a forgery. Of course,
art historians often reciprocate by contributing their expertise to
the solution of problems in other disciplines. A h istorian, for ex-
ample, might ask an arthistorian to de termine—based on style,
material, iconography, and other criteria—if any of the portraits of
a certain king date after his death. Such i nformation would help
establish t he r uler’s c ontinuing p restige d uring t he reigns ofh is
successors. (Some portraits of Augustus [FIG. -10], the founder of
the Roman Empire, postdate his death by decades, even centuries.)

DIFFERENT WAYS OF SEEING

The historyofartcanbeah istory ofartists and their works, of
styles and stylistic change, of materials and techniques, of images
and themes and their meanings, and of contexts and cultures and
patrons. The best art historians analyze artworks from many view-
points. But no art historian (or scholar in any other field), no matter
how broad-minded in approach and no m atter how experienced,
can be truly objective. As were the artists who made the works il-
lustrated and discussed in this book, art historians are memb ers
of a society, participants in its culture. How can scholars (and mu-
seum visitors and travelers to foreign locales) comprehend cultures
unlike their own? They can try to reconstruct the original cultural
contexts of artworks, but they are limited by their distance from
the thought patterns of the cultures they study and by the obstruc-
tions t o un derstanding—the a ssumptions, p resuppositions, an d
prejudices peculiar to t heir own culture—their own thought pat-
terns raise. Art historians may re construct a d istorted picture of
the past because of culture-bound blindness.

1-19 Left: John Henry Sylvester,

A single instance underscores how differently people of diverse
cultures view the world and how various ways of seeing can result
in sharp differences in how artists depict the world. Illustrated here
are two contemporaneous portraits of a 19th-century Maori chief-
tain (FIG. 1-19)—one by an Englishman, John Henry Sylvester
(active early 19th century), and the other by the New Zealand chief-
tain himself, Te Pehi Kupe (d. 1829). Both reproduce the chieftain’s
facial tattooing. The European artist (FiG. I-19, leff) included the
head and shoulders and downplayed the tattooing. The tattoo pat-
tern is one aspect of the likeness among many, no more or less im-
portant than the chieftain’s European attire. Sylvester also recorded
his subject’s mo mentary glance toward the rightand the play of
light on his hair, fleeting aspects having nothing to do with the fig-
ure’s identity.

In contrast, Te Pehi Kupe’s self-portrait (FiG. |-19, right)—made
during a trip to Liverpool, England, to obtain European arms to take
back to New Zealand—is not a picture of a man situated in space and
bathed in light. Rather, it is the chieftain’s statement of the supreme
importance of the tattoo design announcing his rank among his
people. Remarkably, Te Pehi Kupe created the tattoo patterns from
memory, without the aid of a mirror. The splendidly composed insig-
nia, presented as a flat design separated from the body and even from
the head, is Te Pehi Kupe’s image of himself. Only by understanding
the cultural context of each portrait can art historians hope to un-
derstand why either representation appears as it does.

Asnoted at t he outset, the study of t he c ontext o f a rtworks
and buildings is one of the central concerns of art historians. Art
through the Ages seeks to present a history of art and architecture
that will hel p readers to u nderstand not o nly the subjects, styles,
and te chniques o f paintings, s culptures, buildings, and other art
forms created in all parts of the world during 30 millennia but also
their cultural and historical contexts. That story now begins.

Portrait of Te Pehi Kupe, 1826. Watercolor, 81" X 61". National Library of Australia, Canberra (Rex Nan

Kivell Collection). Right: Te Pehi Kupe, Self-Portrait, 1826. From Leo Frobenius, The Childhood of Man (New York: J. B. Lippincott, 1909).

These strikingly different portraits of the same Maori chief reveal the different ways of seeing by a European artist and an Oceanic one. Understanding the

cultural context of artworks is vital to art history.

Different Ways of Seeing 13
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Giotto’s vision of the Last
Judgment fills the west wall
above the entrance to the
Arena Chapel. The Paduan
banker Enrico Scrovegni built
the chapel to expiate the
moneylender’s sin of usury.

Giotto’s cycle of biblical frescoes in
the Arena Chapel includes 38 framed
panels depicting the lives of the Virgin,
her parents, and Jesus. The passion
cycle opens with Entry into Jerusalem.

Giotto was a pioneer in pursuing a
naturalistic approach to representation
based on observation. In Betrayal of
Jesus, he revived the classical tradition
of depicting some figures from the rear.

14-1 Giotto di Bondone,i nterior of the Arena Chapel (Cappella Scrovegni; looking west),
Padua, Italy, 1305-1306.
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LATE MEDIEVAL
ITALY

Giotto was also a master of composition.
In Lamentation, the rocky slope behind
the figures leads the viewer's eye toward
the heads of Mary and the dead Jesus at
the lower left.

LATE MEDIEVAL OR PROTO-RENAISSANCE?

Art historians debate whether the art of Italy between 1200 and 1400 is the last phase of me-
dieval art or the beginning of the rebirth, or Renaissance, of Greco-Roman naturalism. All agree,
however, the pivotal figure of this age was the Florentine painter Giotto di Bondone (  ca. 1266-1337),
whose masterwork was the fresco cycle of the Arena Chapel (FIG. 14-1) in Padua. A ba nker, Enrico
Scrovegni, built the chapel on a si te adjacent to h is palace in the hope it would expiate the money-
lender’s sin of usury. Consecrated in 1305, the chapel takes its name from an ancient Roman arena
(amphitheater) nearby.

Some scholars have suggested Giotto himself may have been the chapel’s architect, because its
design so perfectly suits its interior decoration. The rectangular hall has only six windows, all in the
south wall, leaving the other walls as almost unbroken and well-illuminated surfaces for painting. In
38 framed panels, Giotto presented the most poignant incidents from the lives of the Virgin and her
parents, Joachim and Anna, in the top level, and, in the middle and lower levels, the life and mission
(middle), and the passion and resurrection (bottom) of Jesus. The climactic event of the cycle of human
salvation, Last Judgment, covers most of the west wall above the chapel’s entrance.

Tle Entry into Jerusalem, Betrayal of Jesus, and Lamentation panels reveal the essentials of Giotto’s
style. In contrast to the common practice of his day, Giotto based his method of pictorial expression
on observation of the natural world—the approach championed by the ancient Gre eks and Romans
but largely abandoned in the Middle Ages. Subtly scaled to the chapel’s space, Giotto’s stately and slow-
moving half-life-size figures act out the religious dramas convincingly and with great restraint. Tle
biblical ac tors are s culpturesque, simple, and weighty, often foreshortened (seen from an angle) and
modeled with light and shad ing in the classical m anner. They convey individual e motions t hrough
their postures and gestures. Giotto’s naturalism displaced the Byzantine style in Italy (see Chapter 9),
inaugurating an age some scholars call “early scientific.” By stressing the preeminence of sight for gain-
ing knowledge of the world, Giotto and his successors contributed to the foundation of empirical sci-
ence. They recognized that the visual world must be observed before it can be analyzed and understood.
Praised in his own and later times for his fidelity to nature, Giotto was more than a mere imitator of it.
He showed his generation a new way of seeing. With Giotto, Western painters turned away from the

spiritual world—the focus of medieval European artists—and once again moved resolutely toward the

FRAMING THE ERA

visible world as the inspiration for their art.
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13TH CENTURY

When the Italian humanists of the 16th century condemned the art
of the late Middle Ages in northern Europe as “Gothic” (see Chap-
ter 13), they did so by comparing it with the contemporaneous art
of Italy, which consciously revived classical* art. Italian artists and
scholars regarded medieval artworks as distortions of the noble art
of the Greeks and Romans. Interest in the art of classical antiquity
was not entirely absent during the medieval period, however, even
in France, the center of the Gothic style. For example, on the west
front o f Rei ms C athedral, t he 1 3th-century s tatues o f C hristian
saints and angels (FIG. 13-24) reveal the unmistakable influence of
ancient Roman art on French sculptors. However, the classical re-
vival that took root in Italy during the 13th and 14th centuries was
much more pervasive and longer-lasting.

Sculpture

Italian admiration for classical art surfaced early on at the court of
Frederick II, king of Sicily (r. 1197-1250) and Holy Roman emperor
(r. 1220-1250). Frederick’s nostalgia for Rome’s past grandeur fos-
tered a revival of classical sculpture in Sicily and southern Italy not
unlike the classical renovatio (renewal) Charlemagne encouraged
in Germany and France four centuries earlier (see Chapter 11).

NICOLA PISANO The sculptor Nicola d’Apulia (Nicholas of
Apulia), better known as Nicola Pisano (  active ca. 1258-1278)
after his adopted city (see “Italian Artists’ Names,” page 405, and
MAP 14-1), re ceived h is e arly t raining i n s outhern I taly u nder
Frederick’s rule. In 1250, Nicola traveled northward and eventu-
ally settled in Pisa. Then at the height of its political and economic
power, the maritime city was a magnet for artists seeking lucrative
commissions. Nicola specialized in carving marble reliefs and or-
namentation for large pulpits (raised platforms from which priests
led church services), completing the first (FIG. 14-2) in 1260 for
Pisa’s century-old baptistery (FIG. 12-26, left). Some elements of
the pulpit’s d esign carried on medieval traditions—for e xample,
the trefoil (triple-curved) arches and the lions supporting some of
the columns—but Nicola also incorporated classical elements. Tk
large capitals with two rows of thick overlapping leaves crowning
the columns are a G othic variation of the Corinthian capital (see
page 151 and FiG. 5-73, or page xxii-xxiii in Volume II and Book
D). The arches are round, as in Roman architecture, rather than
pointed (ogival), as in Gothic buildings. Also, each of the large
rectangular relief panels re sembles the sculptured front ofa Ro -
man sarcophagus (coffin; for example, FiG. 7-70).

LATE MEDIEVAL ITALY

13th Century

I Bonaventura Berlinghieri and Cimabue are the leading
painters working in the Italo-Byzantine style, or maniera
greca

I Nicola and Giovanni Pisano, father and son, represent
two contrasting sculptural styles, the classical and the
Gothic respectively

I Fresco cycles in Rome and Assisi foreshadow the
revolutionary art of Giotto

b— e * .

14-2 Nicola Pisano, pu lpit of the baptistery, Pisa, Italy, 1259-1260.

Marble, 15" high. @«

Nicola Pisano’s Pisa baptistery pulpit retains many medieval features,
for example, the trefoil arches and the lions supporting columns, but the
figures derive from ancient Roman sarcophagus reliefs.

*In Art through the Ages the adjective “Classical,” with uppercase C, refers
specifically to the Classical period of ancient Greece, 480-323 bce. Lower-
case “classical” refers to Greco-Roman antiquity in general, that is, the
period treated in Chapters 5, 6, and 7.

14th Century

In Florence, Giotto, considered the first Renaissance artist,
pioneers a naturalistic approach to painting based on
observation

In Siena, Duccio softens the maniera greca and humanizes
religious subject matter

Secular themes emerge as important subjects in civic
commissions, as in the frescoes of Siena’s Palazzo Pubblico

Florence, Siena, and Orvieto build new cathedrals that
are stylistically closer to Early Christian basilicas than to
French Gothic cathedrals
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14-3 Nicola Pisano, Annunciation,
Nativity, and Adoration of the Shepherds,
relief panel on the baptistery pulpit, Pisa,
Italy, 1259-1260. Marble, 2" 10” X 3" 9”. @4

Classical sculpture inspired the faces, beards,
coiffures, and draperies, as well as the bulk and
weight of Nicola's figures. The Nativity Madonna
resembles lid figures on Roman sarcophagi.

1ft.

The densely packed large-scale figures of the individual panels
also seem to derive from the compositions found on Roman sar-
cophagi. One of these panels (FIG. 14-3) de picts s cenes from the
infancy cycle of Christ (see “The Life of Jesus in Art,” Chapter 8,
pages 240-241, or pages xxx-xxxi, in Volume IT and Book D), in-
cluding Annunciation (top left), Nativity (center and lower half), and
Adoration of the Shepherds (top right). Mary appears twice, and her
size varies. The focus of the composition is the reclining Virgin of
Nativity, whose posture and drapery are reminiscent of those of the
lid figures on Etruscan (FIGs. 6-5 and 6-15) and Roman (FiG. 7-61)
sarcophagi. The face types, beards, and coiffures, as well as the bulk
and weight of Nicola’s figures, also reveal the influence of classical
relief sculpture. Art historians have even been able to pinpoint the
models of some of the pulpit figures on Roman sarcophagi in Pisa.

14-4 Giovanni Pisano, Annunciation,
Nativity, and Adoration of the Shepherds,
relief panel on the pulpit of Sant’Andrea,
Pistoia, Italy, 1297-1301. Marble, 2" 10" X 3’ 4".

The French Gothic style had a greater influence
on Giovanni Pisano, Nicola's son. Giovanni
arranged his figures loosely and dynamically.
They display a nervous agitation, as if moved
by spiritual passion.

1ft.

GIOVANNI PISANO Nicola’s s on, Giovanni Pisano (  ca.
1250-1320), likewise became a sought-after sculptor of church pul-
pits. Giovanni’s pulpit in Sant’Andrea at P istoia also has a pa nel
(FIG. 14-4) featuring Nativity and related scenes. The son’s version
of the subject offers a s triking contrast to h is father’s thick carv-
ing and placid, almost stolid presentation of the religious narrative.
Giovanni arranged the figures loosely and dynamically. Tley twist
and bend in excited animation, and the deep spaces between them
suggest their motion. In Annunciation (top left), the Virgin shrinks
from the angel’s sudden appearance in a posture of alarm touched
with humility. The same spasm of apprehension contracts her sup-
ple body as she reclines in Nativity (center). The drama’s principals
share in a p eculiar ner vous a gitation, as if s piritual passion sud -
denly moves all of them. Only the shepherds and the sheep (right)

13th Century 403
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RELIGION AND MYTHOLOGY

The Great Schism, Mendicant Orders, and Confraternities

14-5 Bonaventura
Berlinghieri,  Saint
Francis Altarpiece,
San Francesco, Pescia,
Italy, 1235. Tempera
onwood, 5 X 3" X6
[ ]|

I n 1305, t he C ollege o f C ardinals ( the
collective body of all cardinals) elected
a French pope, Clement V (r. 1305-1314),
who settled in Avignon. Subsequent French
popesr emained in A vignon, d espite
their a nnounced i ntentions to re turn to
Rome. Understandably, the Italians, who
saw Rome a s t he rightful c apital o f t he
universal Church, re sented t he Avignon
papacy. Tlke conflict between the French
and I talians re sulted i n t he ele ctionin
1378 o ft wo p opes—Clement V II, w ho
resided in Avignon (and who does not ap-
pear in the Catholic Church’s official list
of popes), and Urban VI (r. 1378-1389),
who remained in Rome. Thus began what
became k nown a s the Great S chism. A fter 40 years, Holy Roman
Emperor Sigismund (r. 1410-1437) convened a council that resolved
this crisis by electing a ne w Roman pope, Martin V (r. 1417-1431),
who was acceptable to all.

The pope’s absence from Italy during much of the 14th century
contributed to an increase in prominence of monastic orders. Tke
Augustinians, Carmelites, and Servites became very active, ensur-
ing a constant religious presence in the daily life of Italians, but the
largest and most influential monastic orders were the mendicants
(begging f riars)—the F ranciscans, f ounded b y F rancis o f A ssisi
(FIG. 14-5), and the Dominicans, founded by the Spaniard D omi-
nic de Gu zman (ca. 1170-1221). These men dicants renounced all
worldly goods and committed themselves to spreading God’s word,
performing good deeds, and ministering to the sick and dying. Tte
Dominicans, in particular, contributed significantly to establishing
urban e ducational i nstitutions. The Franciscans and D ominicans
became very popular in Italy because of their devotion to their faith
and the more personal relationship with God they encouraged. Al-
though both mendicant orders worked for the glory of God, a de-
gree of rivalry nevertheless existed between the two. For example,
in Florence they established their churches on opposite sides of the
city—Santa Croce (FIG. |-4), the Franciscan church, on the eastern
side, and the Dominicans’ Santa Maria Novella (Fic. 14-6A) on the
western (MAP 21-1).

Berlinghieri painted
this altarpiece in the
Italo-Byzantine style,

or maniera greca, for
the mendicant (begging)
order of Franciscans.

It is the earliest known
representation of Saint
Francis of Assisi.

do not yet share in the miraculous event. Tle swiftly turning, sinu-
ous draperies, the slender figures they enfold, and the general emo-
tionalism of the scene are features not found in Nicola Pisano’s in-
terpretation. The father worked in the classical tradition, the son
in a style derived from French Gothic. These styles were two of the
three most important ingredients in the formation of the distinc-
tive and original art of 14th-century Italy.

Painting and Architecture

The third major stylistic element in late medieval Italian art was the
Byzantine tradition (see Chapter 9). Throughout the Middle Ages,
the By zantine s tyle do minated Italian painting, but its i nfluence

404  Chapter 14 L. ATE MEDIEVAL ITALY

Confraternities, o rganizations ¢ onsisting o f1 aypersons w ho
dedicated t hemselves to s trict rel igious obs ervance, also grewin
popularity during the 14th and 15th centuries. The mission of con-
fraternities i ncluded ten ding t he sick, burying t he de ad, si nging
hymns, and performing other good works. The confraternities as
well as the mendicant orders continued to play an important role
in I'talian religious life t hrough the 16th century. Tle numerous
artworks and monastic churches they commissioned have ensured
their enduring legacy.

was especially strong after the fall of Constantinople in 1204, which
precipitated a migration of Byzantine artists to Italy.

BONAVENTURA BERLINGHIERI Oneoftheleading
painters w orking in t he Italo-Byzantine s tyle, or maniera g reca
(Greek style), was Bonaventura Berlinghieri ( active ca. 1235-
1244) of Lucca. His most famous work is the Saint Francis Altar-
piece (FIG. 14-5) in the church of San Francesco (Saint Francis) in
Pescia. Painted in 1235 using tempera on wood panel (see “Tempera
and O il Pa inting,” C hapter 2 0, pa ge 539), t he altarpiece honor s
Saint F rancis o f A ssisi (ca. 1 181-1226), w hose mos t i mportant
shrine (FIG. 14-5A), at Assisi itself, boasts the most extensive cycle of
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ART AND SOCIETY

Italian Artists’ Names

I n contemporary societies, people have become accustomed
toa s tandardized m ethod o fi dentifying in dividuals, in
part because of the proliferation of official documents such as
driver’s | icenses, pa ssports, a nd s tudent i dentification cards.
Modern names consist of given names (names selected by the
parents) and family names, although the order of the t wo (or
more) names varies from country to country. In China, for ex-
ample, t he family na me p recedes t he g iven na me (see C hap-
ters 16 and 33).

This kind of regularity in names was not, however, the norm
in premodern Italy. Many individuals were known by their place
of birth or adopted h ometown. Nicola Pisano (Figs. 14-2 and
14-3) was “Nicholas the Pisan,” Giulio Romano was “Julius the
Roman,” and D omenico V eneziano w as “t he Venetian.” L eo-
nardo da Vinci (“Leonard from Vinci”) hailed from the small
town of Vinci, near Florence (MAP 14-1). Art historians therefore
refer to these artists by their given names, not the names of their
towns. (The title of Dan Brown’s best-selling novel should have
been The Leonardo Code, not The Da Vinci Code.)

Nicknames were also common. Giorgione was “Big George.”
People usually referred to Tommaso di Cristoforo Fini as Maso-
lino (“Little Thomas”) to distinguish him from his more famous
pupil, Masaccio (“Brutish Thomas”). Guido di Pietro was called
Fra Angelico (the Angelic Friar). Cenni di Pepo is remembered
as Cimabue (FIG. 14-6), which means “bull’s head.”

Names were a Iso i mpermanent a nd c ould b e c hanged at
will. Ths flexibility ha s re sulted i n sig nificant c hallenges for
historians, who often must deal with archival documents and
records referring to the same artist by different names.

frescoes from 13th-century Italy. Berlinghieri
depicted F rancis w earing t he c ostume | ater
adopted by all F ranciscan mo nks: a ¢ oarse
clerical robe tied at the waist with a rope. Tle

saint d isplays t he stigmata—marks re sem-
bling C hrist’s w ounds—that m iraculously
appeared o n h is ha nds a nd f eet. F lanking
Francis are two angels, whose frontal p oses,
prominent halos, and lack of modeling reveal
the By zantine ro ots o f B erlinghieri’s s tyle.
So, too, does the use of gold leaf (gold beaten
into t issue-paper-thin s heets, t hen a pplied
to su rfaces), w hich em phasizes t he i mage’s
flatness a nd s piritual nat ure. Tle narrative
scenes a long t he si des o f t he pa nel p rovide
an active contrast to the stiff formality of the
large central image of Francis. At the upper
left, t aking pride of place at t he saint’s right,
Francis receives the stigmata. Directly below,
the saint preaches to the birds, a subject that
also figures prominently in the fresco program (FIG. 14-5B) of San
Francesco at A ssisi, the work ofa pa inter art historians call the
SAINT FrRANCIS MASTER. These and the scenes depicting Francis’s

14-5A San Francesco,
Assisi, 1228-1253.

14-5B St. FRANCIS
MASTER, Preaching to the
Birds, ca. 1290-1300.
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miracle c ures s trongly su ggest B erlinghieri’s s ource wasoneor
more Byzantine illuminated manuscripts (compare FiG. 9-17) with
biblical narrative scenes.

Berlinghieri’s Saint Francis Altarpiece also highlights the in-
creasingly prominent role of religious orders in late medieval Italy
(see “ The Great Schism, M endicant Orders, and C onfraternities,”
page 404). Saint Francis’s Franciscan order worked diligently to im-
press on the public the saint’s valuable example and to demonstrate
the order’s commitment to te aching and to a lleviating su ffering.
Berlinghieri’s Pescia altarpiece, painted only nine years after Fran-
cis’s death, is the earliest known signed and dated representation of
the saint. Appropriately, Berlinghieri’s panel focuses on the aspects
of the saint’s life the Franciscans wanted to promote, thereby mak-
ing visible (and thus more credible) the legendary life of this holy
man. Saint Francis believed he c ould get closer to G od by reject-
ing worldly goods, and to achieve this he stripped himself bare in
a public square and committed himselfto a s trictlife of fasting,
prayer, and meditation. His followers considered the appearance of
stigmata on Francis’s hands and feet (clearly visible in the saint’s
frontal i mage, which re sembles a By zantine icon) as G od’s ble ss-
ing, and viewed Francis as a second Christ. Fittingly, four of the six
narrative scenes on the altarpiece depict miraculous healings, con-
necting Saint Francis even more emphatically to Christ.

13th Century 405
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14-6 Cimabue, Madonna Enthroned with Angels and Prophets,
from Santa Trinita, Florence, ca. 1280-1290. Tempera and gold leaf
on wood, 12’ 7" X 7" 4". Galleria degli Uffizi, Florence. @4

Cimabue was one of the first artists to break away from the maniera greca.
Although he relied on Byzantine models, Cimabue depicted the Madonna'’s
massive throne as receding into space.

CIMABUE One of the first artists to break
from the Italo-Byzantine style that dominated
13th-century I talian pa inting was C enni d i
Pepo, b etter k nown a s Cimabue ( ca. 1240-
1302). Cimabue challenged some of the major
conventions of late medieval art in pursuit of
a new naturalism, the close observation of the
natural world—the core of t he classical t ra-
dition. He painted Madonna Enthroned with
Angels and Prophets (FIG. 14-6) for Santa Tri-
nita (Holy Trinity) in Florence, the Benedictine
church near the Arno River built between 1258 and 1280, roughly
contemporaneous with the Dominican church of Santa Maria No-
vella (FIG. 14-6A). The composition and the gold background reveal
the pa inter’s rel iance o n By zantine mo dels (compare FiG. 9-18).

[ : o
14-6A Santa Maria
Novella, Florence, begun
ca. 1246. @4
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Cimabue also used the gold embellishments common to Byzan-
tine art for the folds of the Madonna’s robe, but they are no longer
merely de corative pat terns. In his panel they en hance the three-
dimensionality of the drapery. Furthermore, Cimabue constructed
a deeper space for the Madonna and the surrounding figures to in-
habit than was common in Byzantine art. The Virgin’s throne, for
example, is a massive structure and Cimabue convincingly depicted
it as receding into space. The overlapping bodies of the angels on
each side of the throne and the half-length prophets who look out-
ward or upward from beneath it reinforce the sense of depth.

14TH CENTURY

In the 14th century, Italy consisted of numerous independent city-
states, each corresponding to a geographic region centered on a
major city (MAP 14-1). Most of the city-states, such as Venice, Flor-
ence, Lucca, and Siena, were republics—constitutional oligarchies
governed by executive bodies, advisory councils, and special com-
missions. O ther p owerful 14th-century s tates i ncluded t he Papal
States, the Kingdom of Naples, and the Duchies of Milan, Modena,
Ferrara, and Savoy. As their names indicate, these states were po-
litically distinct from the republics, but all the states shared in the
prosperity of the period. The sources of wealth varied from state
to state. Italy’s port cities expanded maritime trade, whereas the
economies of other cities depended on banking or the manufacture
of arms or textiles.

The outbreak o f t he Black D eath (bubonic plague) in the late
1340s t hreatened t his p rosperity, h owever. O riginating in C hina,
the Black Death swept across Europe. The most devastating natural
disaster in European history, the plague eliminated between 25 and
50 percent of the Continent’s population in about five years. Tle Black
Death de vastated I taly’s i nhabitants. I n I arge I talian c ities, w here
people lived in relatively close proximity, the death tolls climbed as
high as 50 to 60 percent of the population. The bubonic plague had a
significant effect on art. It stimulated religious bequests and encour-
aged the commissioning of devotional images. The focus on sickness
and death also led to a burgeoning in hospital construction.

Another significant development in 14th-century Italy was the
blossoming o fa v ernacular (commonly s poken) | iterature, w hich
dramatically a ffected Italy’s i ntellectual a nd c ultural life. Latin re-
mained the official language of Church liturgy and state documents.
However, the creation of an Italian vernacular literature (based on
the Tuscan dialect common in Florence) expanded the audience for
philosophical and intellectual concepts because of its greater acces-
sibility. Dante Alighieri (1265-1321, author of The Divine Comedy),
the poet and scholar Francesco Petrarch (1304-1374), and Giovanni
Boccaccio (1313-1375, author of Decameron) were most responsible
for establishing this vernacular literature.

RENAISSANCE HUMANISM The developmentofav er-
nacular literature was one i mportant sign that the essentially re-
ligious view of the world dominating medieval Europe was about
to change dramatically in what historians call the Renaissance. Al-
though religion continued to occupy a primary position in the lives
of Europeans, a growing concern with the natural world, the individ-
ual, and humanity’s worldly existence characterized the Renaissance
period—the 14th through the 16th centuries. Tle word renaissance
in French and English (rinascita in Italian) refers to a “rebirth” of art
and culture. A revived interest in classical cultures—indeed, the ven-
eration of classical antiquity as a model—was central to this rebirth.
The not ion o ft he Rena issance re presenting t he re storation o f t he
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glorious past of Greece and Rome gave rise to the concept of the
“Middle Ages” as the era falling between antiquity and the Renais-
sance. The transition from the medieval to the Renaissance, though
dramatic, did not come about abruptly, however. In fact, much that is
medieval persisted in the Renaissance and in later periods.

Fundamental to t he de velopment o f t he I talian Rena issance
was humanism, which emerged during the 14th century and be-
came a c entral component ofItalian art and culturein the 15th
and 16th centuries. Humanism was more a code of civil conduct, a
theory of education, and a scholarly discipline than a philosophical
system. As their name suggests, Italian humanists were concerned
chiefly with human values and interests as distinct from—but not
opposed to—religion’s otherworldly values. Humanists pointed to
classical cultures as particularly praiseworthy. This enthusiasm for
antiquity, represented by the elegant Latin of Cicero (106-43 bce)
and the Augustan age, involved study of Latin literature and a con-
scious emulation of what proponents believed were the Roman civic
virtues. These included self-sacrificing service to the state, partici-
pation in government, defense of state institutions (especially the
administration of justice), and stoic indifference to p ersonal mis-
fortune in the performance of duty. With the help of a new interest
in and knowledge of Greek, the humanists of the late 14th and 15th
centuries recovered alarge part of Greek as well as Roman litera-
ture and philosophy that had been lost, left unnoticed, or cast aside
in the Middle Ages. Indeed, classical cultures provided humanists
with a model for living in this world, a model primarily of human
focus der ived not f rom an authoritative a nd t raditional rel igious
dogma but from reason.

Ideally, humanists sought no material reward for services ren-
dered. The sole reward for heroes of civic virtue was fame, just as
the reward for leaders of the holy life was sainthood. For the edu-
cated, the lives of heroes and heroines of the past became as edify-
ing as the lives of the saints. Petrarch wrote a b ook on illustrious
men, and his colleague Boccaccio complemented it with 106 biog-
raphies of famous women—from Eve to ] oanna, queen of Naples
(r. 1343-1382). Both Petrarch and Boccaccio were famous in their
own day as poets, scholars, and men of letters—their achievements
equivalent in honor to those of the heroes of civic virtue. In 1341 in
Rome, Petrarch received the laurel wreath crown, the ancient sym-
bol of victory and merit. The humanist cult of fame emphasized the
importance of creative individuals and their role in contributing to
the renown of the city-state and of all Italy.

Giotto

Critics from Giorgio Vasari' to t he pres-
entd ay ha vere garded Gi ottod iB on-
done (Fig. 14-1) asthe first Renaissance
painter. A p ioneer in pursuing a nat ural-
istic approach to re presentation based on
observation, he made a much more radi-
cal b reak w ith t he pa st t han d id Ci ma-
bue, whom Vasari identified a s G iotto’s
teacher. S cholars st ill deba te t he s ources o f Gi otto’s st yle, h ow-
ever. O ne f ormative i nfluence m ust ha ve b een Ci mabue’s w ork,

14-6B CAVALLINI, Last
Judgment, ca. 1290-1295.

'Giorgio Vasari (1511-1574) was both a painter and an architect. Today, how-
ever, p eople associate him primarily with hislandmark book, Lives of the
Most Eminent Painters, Sculptors, and Architects, first published in 1550. De-
spite inaccuracies, Vasari’s Lives is an invaluable research tool. It is the major
contemporaneous source of i nformation about Italian Renaissance art and
artists.

although Vasari lauded Giotto as having eclipsed his master by
abandoning the “crude maniera greca.” Tle 13th-century murals
of San Francesco at A ssisi (FIGS. 14-5A and 14-5B) and those of
Pietro Cavallini (  ca. 1240-ca. 1340) in Rome (FIG. 14-6B) may
also have influenced t he yo ung Gi otto. F rench G othic s culpture
(which Gi otto m ay ha ve s een b ut w hich w as c ertainly f amiliar
to him from t he work o f Gi ovanni P isano, who had s pent time
in Pa ris) a nd a ncient Ro man a rt p robably a Iso ¢ ontributed to

Giotto’s artistic e ducation. Yet no mere s ynthesis of these varied
influences could have produced the significant shift in artistic ap-
proach that has led some scholars to describe Giotto as the father
of Western pictorial art. Renowned in his own day, his reputation
has never faltered. Regardless of the other influences on his artis-
tic style, his true teacher was nature—the world of visible things.

MADONNA ENTHRONED On nearly the same great scale
as Ci mabue’s en throned M adonna (FIG. 14-6) i s G iotto’s p anel
(FIG. 14-7) depicting the same subject, painted for the high altar

14-7 Giotto di Bondone,
of Ognissanti, Florence, ca. 1310. Tempera and gold leaf on wood,
10’ 8" X 6’ 8". Galleria degli Uffizi, Florence.

Madonna Enthroned, from the Church

Giotto displaced the Byzantine style in Italian painting and revived
classical naturalism. His figures have substance, dimensionality, and bulk,
and give the illusion they could throw shadows.

14th Century 407
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MATERIALS AND TECHNIQUES

Fresco Painting

resco pa inting ha s alo ng h istory, pa rticu-

larly in the Mediterranean region, where the
Minoans (FiGs. 4-7 to 4-9B) useditasearlyas
the 17th century bce . Fresco (Italian for “fresh”)
is a mural-painting technique involving the ap-
plication o fp ermanent] imeproof p igments,
diluted i n w ater, o n f reshly la id | ime p laster.
Because the surface of the wall absorbs the pig-
ments as the plaster dries, frescoisoneofthe
most d urable pa inting te chniques. Tk stable
condition o f t he a ncient M inoan f rescoes, a s
well as t hose found at P ompeii a nd ot her Ro -
man sites (FIGS. 7-17 to 7-26), in San Francesco
(Figs. 14-5A and 14-5B) at A ssisi,andinthe
Arena Chapel (FiGs. 14-1 and 14-8to 14-8B)
at Pad ua, tesstify to t he longevity of this paint-
ing me thod. The c olors h ave r emained vi vid
(although dirt and soot have necessitated clean-
ing—most famously in the Vatican’s Sistine Cha-
pel; Fig. 22-18B) because of the chemically inert
pigments t he a rtists u sed. I n add ition to t his
buon fresco (good, that is, true fresco) technique,
artists u sed fresco s ecco (dry f resco). F resco
secco i nvolves p ainting o nd ried] ime p las-
ter, t he me thod t he a ncient E gyptians favored
(F1Gs. 3-28 and 3-29). Al though th e finished
product visually approximates buon fresco, the
plaster wall does not absorb the pigments, which
simply adhere to the surface, so fresco secco is
not as permanent as buon fresco.

The buon fresco process is time-consuming
and dem anding a nd re quires s everal ] ayers o f
plaster. A lthough buon f resco me thods v ary,
generally t he artist prepares t he wall with a ro ugh layer oflime
plaster called the arriccio (brown coat). The artist then transfers the
composition to the wall, usually by drawing directly on the arriccio
with a burnt-orange pigment called sinopia (most popular during
the 14th century), or by transferring a cartoon (a full-size prepara-
tory drawing). Cartoons increased in usage in the 15th and 16th
centuries, | argely re placing si nopia u nderdrawings. F inally, t he
painter lays the intonaco (painting coat) smoothly over the drawing
in sections (called giornate—Italian for “days”) only as large as the
artist expects to complete in that session. (In Giotto’s Lamentation

of Florence’s Church of the Ognissanti (All Saints). Although still
portrayed a gainst t he t raditional g old bac kground, Gi otto’s M a-
donna rests within her Gothic throne with the unshakable stability
of an ancient marble goddess (compare Fic. 7-30). Giotto replaced
Cimabue’s s lender Vi rgin, f ragile b eneath t he t hin r ipplings o f
her drapery, with a weighty, queenly mother. In Giotto’s painting,
the Madonna’s body is not lost—indeed, it is asserted. Giotto even
showed Mary’s breasts pressing through the thin fabric of her white

408 Chapter 14 L ATE MEDIEVAL ITALY

14-8 Giotto di Bondone,
Italy, ca. 1305. Fresco, 6' 63" X 6’ 3. @«

Lamentation, Arena Chapel (Cappella Scrovegni), Padua,

Giotto painted Lamentation in several sections, each corresponding to one painting session.
Artists employing the buon fresco technique must complete each section before the plaster dries.

[FIG. 14-8], the giornate are easy to d istinguish.) The buon fresco
painter must apply the colors quickly, because once the plasteris
dry, it will no lo nger absorb the pigment. Any unpainted areas of
the intonaco after a s ession must be cut away so that fresh plaster
can be applied for the next giornata.

In a reas o fh igh h umidity, suc h a s V enice, f resco w as le ss
appropriate b ecause mo isture i s a n obs tacle tot he d rying p ro-
cess. Over the centuries, fresco became less popular, although it
did experience a re vival in the 1930s with the Mexican muralists
(FIGs. 29-73 and 29-74).

undergarment. G old highlights have disappeared from her he avy
robe. Giotto aimed instead to ¢ onstruct a figure with substance,
dimensionality, and bulk—qualities suppressed in favor of a spiri-
tual imm ateriality in Byzantine a nd Italo-Byzantine ar t. Works
painted in the new style portray statuesque figures projecting into
the light and giving the illusion they could throw shadows. Giotto’s
Madonna Enthroned marks the end of medieval painting in Italy
and the beginning of a new naturalistic approach to art.
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ARENA CHAPEL Pr ojecting on
a flat surface the illusion of solid bod-
ies mo ving t hrough s pace p resents a
double challenge. C onstructing the il-
lusion of a weighty, three-dimensional
body a Iso r equires ¢ onstructing t he
illusion o fas pace su fliciently ample
to contain that body. In his fresco cy-
cles (see “Fresco Painting,” pa ge 4 08),
Giotto co nstantly st rove t o r econcile
these two aspects of illusionistic paint-
ing. His murals in Enrico S crovegni’s
Arena Chapel (Fic. 14-1) at Padua show
his art at its finest. In 38 framed scenes
(Figs. 14-8, 14-8A, and 14-8B), Giotto
presented o ne o f t he mos t i mpressive
and complete Christian pictorial cycles
ever r endered. The na rrative u nfolds

14-8B GiotTo, Betrayal of Jesus,

on the north and south walls in three
ca. 1305.

zones, reading from top to bottom. Be-
low, imitation marble veneer—reminiscent of ancient Roman dec-
oration (FiG. 7-51), which Giotto may have seen—alternates with
personified Virtues and Vices painted in grisaille (monochrome
grays, often used for modeling in paintings) to resemble sculpture.
On the west wall above the chapel’s entrance is Giotto’s dramatic
Last Judgment, the culminating scene also of Pietro Cavallini’s late-
13th-century fresco cycle (FIG. 14-6B) in Santa Cecilia in Trastevere
in Rome. The chapel’s vaulted ceiling is blue, an azure sky dotted
with golden stars symbolic of Heaven. Medallions bearing images
of Christ, M ary, and various p rophets a Iso app ear on t he vault.
Giotto painted the same blue in the backgrounds of the narrative
panels on the walls below. The color thereby functions as a unifying
agent for the entire decorative scheme.
The panel in the lowest zone of the north wall, Lamentation
(FI1G. 14-8), illustrates particularly well the revolutionary nature of
Giotto’s style. In the presence of boldly foreshortened angels, seen
head-on with their bodies receding into the background and dart-
ing about in hysterical grief, a congregation mourns over the dead
Savior just b efore his entombment. M ary cradles her s on’s b ody,
while Mary Magdalene lo oks solemnly at t he wounds in Christ’s
feet and Saint John the Evangelist throws his arms back dramati-
cally. Giotto arranged a sha llow stage for the figures, bounded by
a t hick d iagonal ro ck i ncline de fining a h orizontal ledge in t he
foreground. Though narrow, the ledge provides firm visual support
for the figures. The rocky setting recalls the landscape of a 1 2th-
century Byzantine mural (FIG. 9-29) at Nerezi in Macedonia. Here,
the steep slope leads the viewer’s eye toward the picture’s dramatic
focal point at t he lower left. The postures and gestures of Giotto’s
figures convey a broad spectrum of grief. They range from Mary’s
almost fierce despair to t he passionate outbursts of Mary Magda-
lene and John to the philosophical resignation of the two disciples
at the right and the mute sorrow of the two hooded mourners in
the foreground. In Lamentation, a single event provokes a h ost of
individual responses in figures that are convincing presences both
physically and psychologically. Painters before Giotto rarely at-
tempted, let alone achieved, this combination of naturalistic rep-
resentation, c ompositional c omplexity, a nd emot ional re sonance.
The formal design of the Lamentation fresco—the way Giotto
grouped the figures within the constructed s pace—is worth close
study. Each group has its own definition, and each contributes to

the rhythmic order of the composition. The strong diagonal of the
rocky ledge, with its single dead tree (the tree of knowledge of good
and evil, which withered after Adam and Eve’s original sin), concen-
trates the viewer’s attention on the heads of Christ and his mother,
which Giotto positioned dynamically off center. The massive bulk of
the seated mourner in the painting’s left corner arrests and contains
all movement beyond Mary and her dead son. The seated mourner
to the right establishes a rel ation with the center figures, who, by
gazes a nd g estures, d raw t he v iewer’s at tention bac k to C hrist’s
head. Figures s een from t he back, which a re frequent i n Giotto’s
compositions (compare FIG. 14-8B), represent an innovation in the
development away from the formal Italo-Byzantine style. Tlese fig-
ures emphasize the foreground, aiding the visual placement of the
intermediate figures farther back in space. This device, the very con-
tradiction of Byzantine frontality, in effect puts viewers behind the
“observer figures,” who, facing the action as spectators, reinforce the
sense of stagecraft as a model for painting.

Giotto’s ne w de vices f or de picting s patial de pth a nd b ody
mass could not, of course, have been possible without his manage-
ment oflight and shade. He shaded his figures to indicate both
the direction of the light illuminating their bodies and the shad-
ows (the diminished light), thereby giving the figures volume. In
Lamentation, light falls upon the upper surfaces of the figures (es-
pecially the two central bending figures) and passes down to dark
in their garments, separating the volumes one from the other and
pushing one to the fore, the other to the rear. The graded contin-
uum oflight and shade, directed by an even, neutral light from
a single steady s ource—not shown in t he picture—was the first
step toward the development of chiaroscuro (the use of contrasts of
dark and light to produce modeling) in later Renaissance painting
(see Chapter 21).

The stagelike settings made p ossible by G iotto’s i nnovations
in perspective (the depiction of three-dimensional objects in space
on a t wo-dimensional su rface) a nd lighting suited p erfectly the
dramatic na rrative t he F ranciscans em phasized then asa p rin-
cipal method for educating the faithful in their religion. In this
new age of humanism, the old stylized presentations of the holy
mysteries had e volved i nto mystery p lays. Actors extended the
drama of the Mass into one- and two-act tableaus and scenes and
then into simple narratives offered at church portals and in city
squares. (Eventually, confraternities also presented more elaborate
religious dramas called sacre rappresentazioni—holy re presenta-
tions.) The great increase in p opular sermons to h uge city audi-
ences prompted a public taste for narrative, recited as dramatically
as possible. The arts of illusionistic painting, of drama, and of ser-
mon rhetoric with all their theatrical flourishes developed simul-
taneously and were mutually influential. Giotto’s art masterfully
synthesized d ramatic narrative, holy lesson, and truth to human
experience in a visual idiom of his own invention, accessible to all.
Not surprisingly, Giotto’s frescoes served as textbooks for genera-
tions of Renaissance painters.

Siena

Among 1 4th-century Italian c ity-states, t he Re publics o f Siena
and Florence were the most powerful. Both were urban centers
of bankers and merchants with widespread international contacts
and large sums available for the commissioning of artworks (see
“Artists’ Guilds, A rtistic Commissions, and A rtists’ C ontracts,”
page 410).

14th Century 409
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WRITTEN SOURCES

Artists’ Guilds, Artistic Commissions, and Artists’ Contracts

he structured organization of economic activity during the

14th century, when Italy had e stablished a t hriving i nterna-
tional trade and held a commanding position in the Mediterranean
world, extended to many trades and professions. Guilds (a ssocia-
tions of master craftspeople, apprentices, and tradespeople), which
had emerged during the 12th century, became prominent. Tlese
associations not only protected members’ common economic inter-
ests against external pressures, such as taxation, but also provided
them with the means to regulate their internal operations (for ex-
ample, work quality and membership training).

Because of today’s i nternational op en art market, the notion
of an “artists’ union” may seem strange. The general public tends
to think of art as the creative expression of an individual artist.
However, artists did not always enjoy this degree of freedom. His-
torically, they rarely undertook major artworks without receiving a
specific commission. The patron contracting for the artist’s services
could be a civic group, religious entity, private individual, or even
the artists’ guild itself. Guilds, although primarily business orga-
nizations, c ontributed to t heir city’s rel igious a nd artistic life by
subsidizing the building and decoration of numerous churches and
hospitals. For example, the wool manufacturers’ guild oversaw the
start of Florence Cathedral (FiGs. 14-18 and 14-18A) in 1296, and
the wool merchants’ guild supervised the completion ofits dome
(F1G. 21-30A). The guild of silk manufacturers and goldsmiths pro-
vided the funds to b uild Florence’s foundling hospital, the O spe-
dale degli Innocenti (FiG. 21-31).

Monastic orders, confraternities, and the popes were also ma-
jor art patrons. In addition, wealthy families and individuals—for
example, the Paduan banker Enrico S crovegni (FiG. 14-1)—com-
missioned artworks for a wide variety of reasons. Besides the aes-
thetic p leasure t hese pat rons der ived from art, t he i mages often
also served as testaments to the patron’s piety, wealth, and stature.
Because artworks during this p eriod were the product of service
contracts, a pat ron’s needs or wishes played a c rucial role i n the
final form of any painting, sculpture, or building. Some early con-
tracts b etween pat rons a nd a rtists s till e xist. Pat rons no rmally
asked artists to submit drawings or models for approval, and they
expected the artists they hired to ad here closely to t he app roved
designs. The contracts usually stipulated certain conditions, such
as the insistence on the artist’s own hand in the production of the
work, the quality of pigment and amount of gold or other precious
items to be used, completion date, payment terms, and penalties for
failure to meet the contract’s terms.

A few extant 13th- a nd 14th-century pa inting c ontracts a re
especially illuminating. Although they may specify the subject to
be represented, these binding legal documents always focus on the
financial aspects of the commission and the responsibilities of the
painter to the patron (and vice versa). In a contract dated Novem-
ber 1, 1301, between Cimabue (FIG. 14-6) and another artist and
the Hospital of Santa Chiara in Pisa, the artists agree to supply an
altarpiece

with colonnettes, tabernacles, and predella, painted with histories
of the divine majesty of the Blessed Virgin Mary, of the apostles,
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of the angels, and with other figures and pictures, as shall be seen
fit and shall please the said master of or other legitimate persons
for the hospital.*

Other ter ms of the Santa Chiara contract s pecify the size of the
panel and require the artists to use gold and silver gilding for parts
of the altarpiece.

The contract for the construction of an altarpiece was usually
a separate do cument, b ecause it ne cessitated em ploying the ser-
vices of a m aster carpenter. For example, on April 15, 1285, the
leading p ainter o f Siena, D uccio di Buoninsegna (Figs. 14-9 to
14-11), signed a contract with the rectors of the Confraternity of
the Laudesi, the lay group associated with the Dominican church
of Santa Maria Novella (Fic. 14-6A) in Florence. The contract spec-
ified only that Duccio was to provide the painting, not its frame—
and it imposed conditions t he pa inter had to me etifhe w as to
be paid.

[The rectors] promise . . . to pay the same Duccio . . . as the pay-
ment and price of the painting of the said panel that is to be
painted and done by him in the way described below . . . 150 lire of
the small florins. . . . [Duccio, in turn, promises] to paint and em-
bellish the panel with the image of the blessed Virgin Mary and of
her omnipotent Son and other figures, according to the wishes and
pleasure of the lessors, and to gild [the panel] and do everything
that will enhance the beauty of the panel, his being all the expenses
and the costs. . . . If the said panel is not beautifully painted and it
is not embellished according to the wishes and desires of the same
lessors, they are in no way bound to pay him the price or any part
ofitf

Sometimes patrons furnished the materials and paid artists by
the day instead of a fixed amount. That was the arrangement Duc-
cio made on October 9, 1308, when he agreed to paint the Maesta
(Fi1G. 14-9) for the high altar of Siena Cathedral.

Duccio has promised to paint and make the said panel as well as he
can and knows how, and he further agreed not to accept or receive
any other work until the said panel is done and completed. . . . [Tle
church officials promise] to pay the said Duccio sixteen solidi of
the Sienese denari as his salary for the said work and labor for each
day that the said Duccio works with his own hands on the said
panel . .. [and] to provide and give everything that will be neces-
sary for working on the said panel so that the said Duccio need
contribute nothing to the work save his person and his effort.?

In all cases, the artists worked for their patrons and could count
on being compensated for their talents and efforts only if the work
they delivered met the standards of those who ordered it.

*Translated by John White, Duccio: Tuscan Art and the Medieval Workshop
(London: Thames & Hudson, 1979), 34.

"Translated by James H. Stubblebine, Duccio di Buoninsegna and His School
(Princeton, N.J.: Princeton University Press, 1979), 1: 192.

#Stubblebine, Duccio, 1: 201.
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DUCCIO The w orks o f Duccio di Buoninsegna ( active c a.
1278-1318) re present Siene se artati ts mos t su preme. H is mos t
famous pa inting, t he i mmense a ltarpiece c alled Maesta (Virgin
Enthroned in Majesty; FiG. 14-9), replaced a much smaller painting of
the Virgin Mary on the high altar of Siena Cathedral (Fic. 14-12A).
The Sienese believed the Virgin had b rought them victory over the
Florentines at the battle of Monteperti in 1260, and she was the focus
of the religious life of the republic. Duccio and his assistants began
work on the prestigious commission in 1308 and c ompleted Mae-
sta in 1311, causing the entire city to celebrate. Shops closed and the
bishop led a great procession of priests, civic officials, and the popu-
lace at large in carrying the altarpiece from Duccio’s studio outside
the city gate t hrough the Campo (FiG. 14-15) up toits home on Si-
ena’s highest hill. So great was Duccio’s stature that church officials
permitted him to include his name in the dedicatory inscription on
the front of the altarpiece on the Virgin’s footstool: “Holy Mother of
God, be the cause of peace for Siena and of life for Duccio, because he
painted you thus.”

As originally executed, Duccio’s Maesta consisted of the seven-
foot-high central panel (FiG. 14-9) with the dedicatory inscription,

14-9 Duccio di
Buoninsegna, Virgin
and Child Enthroned
with Saints, principal
panel of the Maesta
altarpiece, from Siena
Cathedral, Siena, Italy,
1308-1311. Tempera
and gold leaf on wood,
7' X 13'. Museo
dell’Opera del Duomo,
Siena. @4

Duccio derived the
formality and symmetry
of his composition from
Byzantine painting, but
relaxed the rigidity and
frontality of the figures,
softened the drapery, and
individualized the faces.

14-10 Duccio di
Buoninsegna, Life of
Jesus, 14 panels from
the back of the Maesta
altarpiece, from Siena
Cathedral, Siena, Italy,
1308-1311. Tempera
and gold leaf on wood,
7' X 13'. Museo
dell’Opera del Duomo,
Siena.

On the back of the Maesta
altarpiece, Duccio painted
Jesus’ passion in 24 scenes
on 14 panels, beginning
with Entry into Jerusalem
(FIG. 14-10A), at the
lower left, through Noli
me tangere, at top right.

surmounted by s even pinnacles above,and a predella, or r aised
shelf, of panels at the base, altogether some 13 feet high. Painted
in tempera front and back (FiG. 14-10), the work unfortunately can
no longer be seen in its entirety, because of its dismantling in sub-
sequent centuries. Many of Duccio’s panels are on display today as
single masterpieces, scattered among the world’s museums.

The main panel on the front of the altarpiece re presents the
Virgin enthroned as queen of Heaven amid choruses of angels
and saints. D uccio derived the composition’s formality and sym-
metry, along with the figures and facial types of the principal an-
gels and saints, from Byzantine tradition. But the artist relaxed the
strict frontality and rigidity of the figures. They turn to each other
in quiet conversation. Further, Duccio individualized the faces of
the four saints kneeling in the foreground, who perform their cer-
emonial gestures without stiffness. Similarly, he softened the usual
Byzantine hard body outlines and drapery patterning. The folds of
the garments, particularly those of the female saints at both ends of
the panel, fall and curve loosely. This is a feature familiar in French
Gothic works (FIG. 13-37) and is a mark of the artistic dialogue be-
tween Italy and northern Europe in the 14th century.
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Despite these changes re vealing D uccio’s interest in the new
naturalism, he re spected t he a ge-old re quirement thatasanal-
tarpiece, Maesta would be the focus of worship in Siena’s largest
and most important church, its cathedral, the seat of the bishop of
Siena. As such, Duccio knew Maesta should be an object holy in
itself—a work of splendor to the eyes, precious in its message and
its materials. Duccio thus recognized how the function of the al-
tarpiece naturally limited experimentation in de picting narrative
action and producing illusionistic effects (such as Giotto’s) by mod-
eling forms and adjusting their placement in pictorial space.

Instead, the queen of Heaven panel is a miracle of color com-
position and texture manipulation, unfortunately not fully revealed
in photographs. Close inspection of the original reveals what the
Sienese a rtist le arned f rom ot her s ources. I n t he 13th and 14th
centuries, Italy was the distribution center for the great silk trade
from C hina a nd t he M iddle E ast ( see “ The Si lk Ro ad,” C hap-
ter 16, page 458). A fter processing the silk in city-states such as
Luccaa nd F lorence, t he I talians e xported t he p recious f abric
throughout Europe to s atisfy an immense market for sumptuous
dress. ( Dante, P etrarch, a nd m any ot her h umanists de cried t he
appetite for luxury in costume, which to t hem re presented a de -
cline in civic and moral virtue.) People throughout Europe (Duc-
cio a nd ot her a rtists a mong t hem) p rized f abrics f rom C hina,
Persia, Byzantium, and the Islamic world. In Maestd, Duccio cre-
ated t he g listening a nd sh immering e ffects o f te xtiles, ad apting
the motifs and design patterns of exotic materials. Complement-
ing t he l uxurious f abrics a nd t he (lost) g ilded w ood f rame a re
the halos of the holy figures, which feature tooled de corative de -
signs in gold leaf (punchwork). But Duccio, like Giotto (FiG. 14-7),
eliminated almost all the gold patterning of the figures’ garments
in favor of creating three-dimensional volume. Traces remain only
in the Virgin’s red dress.

In c ontrast tot he m ain pa nel, t he p redella a nd t he bac k
(F1G. 14-10) of Maesta present an extensive series of narrative pan-
els of different sizes and shapes, beginning with Annunciation and
culminating with Christ’s Resurrection and other episodes follow-
ing his Crucifixion (see “The Life of Jesus in Art,” Chapter 11, pages
240-241, or pages xxx-xxxi in Volume IT and
Book D). The section reproduced here, consist-
ing 0f24 scenesin 14 panels, rel ates Christ’s
passion. Du ccio drew
the de tails of his s cenes
from the accounts in all
four Gospels. Tle viewer
reads the pictorial s tory
in zig-zag f ashion, b e-
ginning with Entry into
Jerusalem (FIG. 14-10A)
atthelowerleft. Cruci-
fixion is att he top c en-

14-10A Ducclio,
Entry into Jerusalem,
1308-1311.

14-11 Duccio di Buoninsegna,  Betrayal
of Jesus, panel on the back of the Maesta
altarpiece, from Siena Cathedral, Siena, Italy,
1309-1311. Tempera and gold leaf on wood,
1103 X 3' 4”. Museo dell’Opera del Duomo,
Siena.

In this dramatic depiction of Judas’s betrayal of
Jesus, the actors display a variety of individual
emotions. Duccio here took a decisive step toward
the humanization of religious subject matter.
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ter. The narrative ends with Christ’s appearance to Mary Magda-
lene (Noli me tangere) at the top right. Duccio consistently dressed
Jesus in blue robes in most of the panels, but beginning with Trans-
figuration, he gilded the Savior’s garment.

On the front panel, Duccio showed himself as the great master
of the formal altarpiece. However, he a llowed himself greater lati-
tude for experimentation in the small accompanying panels, front
and back. (Worshipers could always view both sides of the altarpiece
because the high altar stood at the center of the sanctuary.) Maesta’s
biblical scenes reveal Duccio’s powers as a narrative painter. In Be-
trayal of Jesus (FIG. 14-11; compare FIG. 14-8B), for example, the art-
ist represented several episodes of the event—the betrayal of Jesus by
Judas’s false kiss, the disciples fleeing in terror, and Peter cutting off
the ear of the high priest’s servant. Although the background, with
its golden sky and rock formations, remains traditional, the style of
the figures before it has changed radically. The bodies are not t he
flat frontal shapes of Italo-Byzantine art. Duccio imbued them with
mass, modeled them with a r ange of tonalities from light to d ark,
and arranged their draperies around them convincingly. Even more
novel and striking is the way the figures seem to react to the central
event. Through p osture, gesture, a nd e ven facial e xpression, t hey
display a variety of emotions. Duccio carefully differentiated among
the anger of Peter, the malice of Judas (echoed in the faces of the
throng about Jesus), and the apprehension and timidity of the flee-
ing disciples. Tlese figures are actors in a religious drama the artist
interpreted in terms of thoroughly human actions and reactions. In
this and the other narrative panels, for example, Jesus’ Entry into
Jerusalem (FIG. 14-10A), a theme treated also by Giotto in the Arena
Chapel (Fig. 14-8A), Duccio took a decisive step toward the human-
ization of religious subject matter.

ORVIETO CATHEDRAL While D uccio was working on
Maesta for Siena ’s mos ti mportant ¢ hurch, a Siene se a rchitect,
Lorenzo Maitani,re  ceived t he c ommission to de sign O rvieto’s

Cathedral (FiG. 14-12). Tle Orvieto facade, like the earlier facade of
Siena Cathedral (FIG. 14-12A), begun by Giovanni Pisano (FIG. 14-4),
demonstrates t he app eal o f t he de corative vo cabulary o f F rench
Gothic architecturein Italy at t he end of the 13th and b eginning
of t he 14th century. Characteristically F rench a re t he p ointed ga -
bles over Orvieto Cathedral’s three doorways, the rose window and
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14-12 Lorenzo
Maitani, O rvieto
Cathedral (looking
northeast), Orvieto,
Italy, begun 1310. @«

The pointed gables
over the doorways,
the rose window, and
the large pinnacles
derive from French
Gothic architecture,
but the facade of

Orvieto Cathedral masks

a traditional timber-
roofed basilica.

statues i n n ichesin t he u pper z one, a nd
the four large pinnacles dividing the facade
into t hree bays (s ee “ The G othic C athe-
dral,” Chapter 13, page 373, or page xxvi in
Volume I Ta ndB ook D). The o uter p in-
nacles s erve a s m iniature subs titutes f or
the tall northern European west-front tow-
ers. Maitani’s facade, however, is a G othic
overlay m asking a m arble-revetted basili-
can structure in t he Tuscan Romanesque
tradition, as the three-quarter view of the
cathedral in FiG. 14-12 reveals. Few Italian
architects fully embraced the Gothic style.
The Orvieto facade resembles a g reat altar
screen, its single plane c overed with care-

fully p laced c arved a nd pa inted de coration. I n p rinciple, O rvieto
belongs with Pisa Cathedral (FIG. 12-26) and ot her e arlier Italian

buildings, rather than with the French
cathedrals at Amiens (FIG. 13-19) and
Reims (Fig. 13-23). Inside, Orvieto Ca-
thedral has a t imber-roofed nave with
a two-story elevation (columnar arcade
and clerestory) in t he E arly C hristian
manner. Both the chancel arch framing
the apse a nd t he nave arcade’s a rches

-‘ ﬂ I _|W_' .- -

14-12A Siena Cathedral, begun

are round as opposed to pointed. ca. 1226. @4

SIMONE MARTINI Duccio’s successors in the Sienese school
also produced innovative works. Simone Martini ( ca. 1285-1344)
was a p upil o f D uccio’s a nd m ay ha ve a ssisted h im i n pa inting
Maesta. Martini was a close friend of Petrarch’s, and the poet praised
him highly for his portrait of “Laura” (the woman to whom Petrarch
dedicated his sonnets). Martini worked for the French kings in Na-

ples and Sicily and, in his last years, produced
paintings for the papal court at Avignon, where
he came in contact with French painters. By
adapting t he i nsubstantial b ut 1 uxuriant pat -
terns of the Gothic style to Siene se art and, in
turn, by acquainting painters north of the Alps
with t he Siene se s tyle, M artini w as i nstru-
mental in creating the so-called International
style. This new style s wept Europe during the
late 14th and early 15th centuries because it ap-
pealed to the aristocratic taste for brilliant col-
ors, lavish costumes, i ntricate o rnamentation,
and themes involving splendid processions.

Tl Annunciation altarpiece (FIG. 14-13)
Martini created for Siena C athedral features
elegant shap esa ndr adiantc olor, flutter-
ing line, and weightless figures in a s paceless
setting—all ha llmarks o ft he a rtist’s s tyle.

14-13 Simone Martinia nd Lippo Memmi,
Annunciation altarpiece, from Siena Cathedral,
1333 (frame reconstructed in the 19th century).
Tempera and gold leaf on wood, center panel
10’ 1”7 X 8’ 87". Galleria degli Uffizi, Florence.

A pupil of Duccio’s, Martini was instrumental in
the creation of the International style. Its hallmarks
are elegant shapes, radiant color, flowing line, and
weightless figures in golden, spaceless settings.
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ART AND SOCIETY

Artistic Training in Renaissance Italy

I n Italy during the 14th through 16th centuries, training to b e-
come a professional artist capable of earning membership in the
appropriate guild (see “Artists’ Guilds,” page 410) was a l aborious
and leng thy process. A spiring artists s tarted their training ata n
early age, anywhere from age 7 to 15. Their fathers would negotiate
an arrangement with a master artist whereby each youth lived with
that master for a specified number of years, usually five or six. Dur-
ing that time, the boys served as apprentices to t he master of the
workshop, learning the trade. ('This living arrangement served as
a major obstacle for female artists, because it was inappropriate for
young girls to live in a male master’s household.) The guilds super-
vised this rigorous training. They wanted not only to ensure their
professional reputations by admitting only the most talented mem-
bers but also to ¢ ontrol the number of artists (and thereby limit
competition). Toward this end, they frequently tried to regulate the
number of apprentices working under a single master.

The s kills app rentices le arned v aried w ith t he t ype o f s tudio
they joined. Those apprenticed to painters learned to grind pigments,
draw, p repare w ood pa nels f or pa inting, g ild, a nd 1 ay p laster f or
fresco. Sculptors in training learned to manipulate different materi-
als—wood, stone, terracotta (baked clay), wax, bronze, or stucco—
although many sculpture workshops specialized in only one or two
of these materials. For stone carving, apprentices learned their craft
by blocking out the master’s designs for statues. As their skills devel-
oped, apprentices took on increasingly difficult tasks.

Cennino Cennini (ca. 1370-1440) explained the value of this
apprenticeship system, and in particular, the advantages for young
artists in studying and copying the works of older masters, in an
influential book he published in 1400, Il Libro dell’Arte (Tle Hand-
book of Art):

Having first practiced drawing for a while, . . . take pains and plea-
sure in constantly copying the best things which you can find done
by the hand of great masters. And if you are in a place where many
good masters have been, so much the better for you. But I give you
this advice: take care to select the best one every time, and the one
who has the greatest reputation. And, as you go on from day to day,
it will be against nature if you do not get some grasp of his style
and of his spirit. For if you undertake to copy after one master to-
day and after another one tomorrow, you will not acquire the style
of either one or the other, and you will inevitably, through

The complex etiquette o f the European chivalric courts p robably
dictated the presentation. The angel Gabriel has just alighted, the
breeze of his passage lifting his mantle, his iridescent wings still
beating. The gold of his sumptuous gown signals he has descended
from Heaven to deliver his message. The Virgin, putting down her
book of devotions, shrinks demurely from Gabriel’s reverent genu-
flection—an appropriate act in the presence of royalty. Mary draws
about her t he deep blue, golden-hemmed mantle, colors befitting
the queen of Heaven. Between the two figures is a vase of white lil-
ies, symbolic of the Virgin’s p urity. D espite M ary’s mo desty and
diffidence and the tremendous import of the angel’s message, the
scene sub ordinates d rama to ¢ ourt ritual, a nd s tructural e xperi-
mentation to su rface s plendor. Tle intricate tracery of the richly
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enthusiasm, become capricious, because each style will be distract-
ing your mind. You will try to work in this man’s way today, and
in the other’s tomorrow, and so you will not get either of them
right. If you follow the course of one man through constant prac-
tice, your intelligence would have to be crude indeed for you not
to get some nourishment from it. Then you will find, if nature has
granted you any imagination at all, that you will eventually ac-
quire a style individual to yourself, and it cannot help being good;
because your hand and your mind, being always accustomed to
gather flowers, would ill know how to pluck thorns*

After c ompleting t heir app renticeships, a rtists en tered t he
appropriate guilds. For example, painters, who ground pigments,
joined the g uild of ap othecaries. S culptors were members of the
guild of stoneworkers, and goldsmiths entered the silk guild, be-
cause m etalworkers o ften s tretched g oldi nto t hreads w ound
around silk for weaving. Guild membership served as certification
of the artists’ c ompetence, but d id not me an they were ready to
open their own studios. New guild-certified artists usually served
as assistants to master artists, because until they established their
reputations, they could not expect to receive many commissions,
and the cost of establishing their own workshops was high. In any
case, t his arrangement w as not p ermanent, a nd w orkshops were
not ne cessarily s tatic e nterprises. A Ithough we ll-established a nd
respected s tudios e xisted, workshops could be organized a round
individual masters (with no set studio locations) or organized for a
specific project, especially an extensive decoration program.

Generally, assistants to painters were responsible for gilding
frames and backgrounds, completing decorative work, and, occa-
sionally, ren dering a rchitectural s ettings. A rtists re garded figures,
especially those central to the represented subject, as the most impor-
tant and difficult parts of a painting, and the master reserved these
for himself. Sometimes assistants painted secondary or marginal fig-
ures but only under the master’s close supervision. Tlat was probably
the case with Simone Martini’s Annunciation altarpiece (FiG. 14-13),
in which the master painted the Virgin and angel, and the flanking
saints are probably the work of his assistant, Lippo Memmi.

*Translated by Daniel V. Tlomp son Jr., Cennino Cennini, Tk Craftsman’s
Handbook (Il Libro dell’Arte) (New York: Dover Publications, 1960; reprint
of 1933 ed.), 14-15.

tooled (reconstructed) French Gothic-inspired frame and the elab-
orate punchwork halos (by then a characteristic feature of Sienese
panel painting) enhance the tactile magnificence of Annunciation.

Simone M artini a nd h is s tudent a nd a ssistant, Lippo Memmi
(active ca. 1317-1350), signed the altarpiece and dated it (1333). Tle lat-
ter’s contribution to Annunciation is still a matter of debate, but most
art historians believe he painted the two lateral saints. Tlese figures,
which are reminiscent of the jamb statues of Gothic church portals,
have greater solidity and lack the linear elegance of Martini’s central
pair. Given the nature of medieval and Renaissance workshop prac-
tices, it is often difficult to distinguish the master’s hand from those of
assistants, especially if the master corrected or redid part of the pupil’s
work (see “Artistic Training in Renaissance Italy,” page 414).
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14-14 Pietro Lorenzetti, Birth of the Virgin, from the
altar of Saint Savinus, Siena Cathedral, Siena, Italy, 1342.
Tempera on wood, 6’ 17 X 5’ 11”. Museo dell’Opera del
Duomo, Siena.

In this triptych, Pietro Lorenzetti revived the pictorial illusion-
ism of ancient Roman murals and painted the architectural
members dividing the panel as if they extended back into the
painted space.

PIETRO LORENZETTI AnotherofD uccio’s
students, Pietro Lorenzetti ( active 1 320-1348), ¢ on-
tributed significantly to the general experiments in picto-
rial realism taking place in 14th-century Italy. Surpassing
even his renowned master, Lorenzetti achieved a rem ark-
able degree of spatial illusionism in his Birth of the Virgin
(FIG. 14-14),al arge triptych (three-part pa nel pa inting)
created for the altar of Saint Savinus in Siena C athedral.
Lorenzetti painted the wooden architectural members di-
viding the altarpiece into three sections as though they ex-
tended back into the painted space. Viewers seem to lo ok
through t he w ooden f rame (added l ater) intoab oxlike
stage, where the event takes place. That one of the vertical
members cuts across a figure, blocking part of it from view,
strengthens t he illusion. I n subs equent c enturies, a rtists
exploited this use of architectural elements to enhance the
illusion of painted figures acting out a d rama a mere f ew
feet away. This kind of pictorial illusionism characterized
ancient Roman mural painting (FIGs. 7-18 and 7-19, right)
but had not been practiced in Italy for a thousand years.

Lorenzetti’s s etting for his holy subject also re pre-
sented a marked step in the advance of worldly realism.
Saint A nne—who, like Nicola Pisano’s Virgin in Nativ-
ity (FIG. 14-3), resembles a re clining figure on the lid of
a Roman sarcophagus (FIG. 7-61)—props herself up wea-
rily as the midwives wash the child and the women bring
gifts. She is the center of an episode occurring in an up-
per-class Italian house of the period. A number of care-
fully observed domestic details and the scene at the left,
where Joachim eagerly awaits news of the delivery, create
the illusion that the viewer has opened the walls of Saint
Anne’s house and peered inside. Lorenzetti’s altarpiece is
noteworthy both for the painter’s innovations in spatial
illusionism and for his careful inspection and recording
of details of the everyday world.

PALAZZO PUBBLICO Not all Sienese painting of
the early 14th century was religious in character. One of
the most important fresco cycles of the period (FiGs. 14-16
and 14-17) was a c ivic commission for Siena’s Palazzo
Pubblico (“public palace” or city hall). Siena was a proud
commercial a nd p olitical r ival o f F lorence. Tlke secular
center o f t he c ommunity, t he c ivic me etinghallin t he
main square (the Campo, or Field), was almost as great an
object of civic pride as the city’s cathedral (Fig. 14-12A).
The Palazzo P ubblico (FIG. 14-15) has a s lightly concave

14-15 Palazzo Pubblico (looking east), Siena, Italy,
1288-1309. @4«

Siena’s Palazzo Pubblico has a concave facade and a gigantic
tower visible for miles around. The tower served as both a
defensive lookout over the countryside and a symbol of the
city-state’s power.
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14-16 Ambrogio Lorenzetti,
Palazzo Pubblico, Siena, Italy, 1338-1339. Fresco. @4

Peaceful City, detail from Effects of Good Government in the City and in the Country, east wall, Sala della Pace,

In the Hall of Peace (Fic. 14-16A) of Siena’s city hall (Fic. 14-15), Ambrogio Lorenzetti painted an illusionistic panorama of the bustling city. The fresco

served as an allegory of good government in the Sienese republic.

facade (to conform to the irregular shape of the Campo) and a gi-
gantic tower visible from miles around (compare Figs. 13-29 and
14-18B). The imposing building and tower must have earned the
admiration of Siena’s citizens as well as of visitors to the city, in-
spiring in them respect for the re public’s power and success. Tle
tower served as a lookout over the city and the countryside around
itandasab ell tower (campanile) for ringing signals of all kinds
to the populace. Siena, as other I'talian city-states, had to de fend
itself against neighboring cities and often against kings and emper-
ors. In addition, it had to secure itself against internal upheavals
common in the history of the Italian city-republics. Class struggle,
feuds among rich and powerful families, and even uprisings of the
whole populace against the city governors were constant threats in
medieval Italy. The heavy walls and battlements (fortified parapets)
of the Sienese town hall eloquently express how frequently the city
governors needed to defend themselves against their own citizens.
The Palazzo Pubblico tower, out of reach of most missiles, incorpo-
rates machicolated galleries (galleries with holes in their floors to
enable defenders to dump stones or hot liquids on attackers below)
built out on corbels (projecting supporting architectural members)
for defense of the tower’s base.

AMBROGIO LORENZETTTI The pa inter en trusted w ith
the major fresco program in the Palazzo Pubblico was Pietro Loren-
zetti’s b rother Ambrogio Lorenzetti

(active 1319-1348). In the frescoes A m-
brogio produced for the Sala della Pace
(Hall of P eace; FIG. 14-16A), h e e labo-
rated his brother’s advances in illusion-
istic representation in spectacular fash-
ion while giving visual form to Siene se
civic concerns. The subjects of A mbro-
gio’s murals are Allegory of Good Government, Bad Government and
the Effects of B ad Government in the City, and Effects of Good Gov-
ernment in the City and in the Country. The turbulent politics of the

14-16A Sala della Pace, Siena,
1338-1339.
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Italian cities—the violent party struggles, t he overthrow and rein-
statement of governments—called for solemn reminders of fair and
just ad ministration, and the city hall was just the place to d isplay
these allegorical paintings. Indeed, the leaders of the Sienese govern-
ment who commissioned this fresco series had undertaken the “or-
dering and reformation of the whole city and countryside of Siena.”

In Effects of Good Government in the City and in the Country,
Ambrogio de picted t he urban a nd r ural e ffects of go od gove rn-
ment. Peaceful City (FIG. 14-16) is a panoramic view of Siena, with
its clustering palaces, markets, towers, churches, streets, and walls,
reminiscent of the townscapes of ancient Roman murals (FiG. 7-19,
left). The city’s t raffic mo ves p eacefully, g uild memb ers ply t heir
trades and crafts, a nd radiant m aidens, clustered hand in hand,
perform a g raceful circling d ance. D ancers were re gular features
of festive s pringtime rituals. Here, their presence also servesasa
metaphor for a peaceful commonwealth. The artist fondly observed
the life of his city, and its architecture gave him an opportunity to
apply Sienese artists’ rapidly growing knowledge of perspective.

As the viewer’s eye passes through the city gate to t he coun-
tryside beyond its walls, Ambrogio’s Peaceful Country (FIG. 14-17)
presents a bird’s-eye view of the undulating Tuscan terrain with its
villas, castles, plowed farmlands, and p easants going about t heir
occupations at different seasons of the year. Althoughitisanal-
legory, not a m imetic picture of the Sienese countryside on a s pe-
cific day, Lorenzetti particularized the view of Tuscany—as well as
the city view—by careful obs ervation and en dowed t he pa inting
with the character of a portrait of a specific place and environment.
Peaceful Country represents one of the first app earances of land-
scape in Western art since antiquity (FIG. 7-20).

An allegorical figure of Security hovers above the hills and fields,
unfurling a s croll promising safety to all who live under the rule of
law. But Siena could not protect its citizens from the plague sweeping
through Europe in the mid-14th century. The Black Death (see page
406) killed thousands of Sienese and may have ended the careers of
both Lorenzettis. They disappear from historical records in 1348.
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14-17 Ambrogio Lorenzetti, Peaceful Country, detail from Effects of Good Government in the City and in the Country, east wall, Sala della
Pace (Fig. 14-16A), Palazzo Pubblico (Fic. 14-15), Siena, Italy, 1338-1339. Fresco. @«

This sweeping view of the countryside is one of the first instances of landscape painting in Western art since antiquity. The winged figure of Security

promises safety to all who live under Sienese law.

Florence

Like Siena, the Republic of Florence was a dominant city-state dur-
ing t he 14th c entury. The h istorian Gi ovanni Villani (ca. 1270-
1348), for example, de scribed Florence a s “t he d aughter and the
creature of Rome,” suggesting a p reeminence i nherited from t he
Roman Empire. Florentines were fiercely proud of what they per-
ceived a s t heir e conomic a nd c ultural s uperiority. F lorence ¢ on-
trolled the textile industry in Italy, and t he re public’s gold florin
was the standard coin of exchange everywhere in Europe.

FLORENCE CATHEDRAL Floren-
tines t ranslated t heir pride in t heir p redomi-
nance into such landmark buildings as Santa
Mariadel F iore (Figs. 14-18 an d 14-18A),
Florence’s c athedral, th e c enter for th e m ost
important rel igious obs ervancesint he c ity.
Arnolfo di Cambio ( ca. 1245-1302) b egan
work o nth ec athedral ( Duomoin 1 tal-
ian)in 1296, t hreey ears b efore he re ceived
the commission to build
the city’s town hall, the
Palazzo del la Sig noria
(Fig. 14-18B). Intended
as t he “ most b eautiful
and h onorable ¢ hurch
in Tuscany,” t he c athe-
dral reveals the compet-
itiveness Florentines felt
with cities such as Siena
(FIc. 14-12A)a nd P isa
(Fic. 12-26). Church au-
thorities planned for the

L
| 1t |

14-18A Nave, Florence
Cathedral, begun 1296.

14-18B Palazzo della
Signoria, Florence,
1299-1310.

14-18 Arnolfo di Cambioa nd others,

aerial view of Santa Maria del Fiore (and the
Baptistery of San Giovanni; looking northeast),
Florence, Italy, begun 1296. Campanile
designed by Giotto di Bondone, 1  334. @«

The Florentine Duomo’s marble revetment carries

on the Tuscan Romanesque architectural tradition,
linking this basilican church more closely to Early

Christian Italy than to Gothic France.
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Duomo to hold the city’s entire population, and
although its capacity is only about 30,000 (Flor-
ence’s population at the time was slightly less
than 100,000), the building seemed so large even
the note d a rchitect L eon B attista A lberti ( see
Chapter 21) commented it seemed to cover “all of
Tuscany with its shade.” The builders ornamented
the cathedral’s surfaces, in the old Tuscan fash-
ion, with marble-encrusted geometric designs,
matching the revetment (d ecorative w all p anel-
ing) to that of the facing 11th-century Roman-
esque bapt istery o f S an Gi ovanni (FiGs. 12-27
and 14-18, left).

The v ast g ulf s eparating S anta M aria del
Fiore from its northern European counterparts
becomes e vident i n a ¢ omparison b etween t he
Florentine church and the High G othic c athe-
drals of Amiens (FIG. 13-19), Reims (FIG. 13-23),
and Cologne (FiG. 13-52). Gothic architects’ em-
phatic s tress on t he ve rtical pro duced a n a we-
inspiring upward rush of unmatched vigor and
intensity. The F rencha nd G erman b uildings
express o rganic g rowth sh ooting he avenward,
as the pierced, t ranslucent s tone t racery of t he
spires merges with the atmosphere. Florence Ca-
thedral, in contrast, clings to the ground and has
no aspirations to flight. All emphasisisonthe
horizontal elements of the design, and the build-
ing rests firmly and massively on the ground. Tle
clearly defined simple geometric volumes of the
cathedral show no tendency to merge either into
each other or into the sky.

Giotto di B ondone d esigned t he D uomo’s
campanile in 1334. I n ke eping w ith I'talian t ra-
dition (FIGs. 12-21 and 12-26), it stands apart
fromt he c hurch. I nfact,itise ssentially s elf-
sufficient a nd c ould s tand a nywhere el sein t he
city without looking out of place. The same can-
not be said of the towers of Amiens, Reims, and
Cologne c athedrals. They a re esse ntial e lements
of t he s tructures b ehind them, anditwouldbe
unthinkable to de tachoneofthemandplaceit
somewhere else. No individual element of Gothic
churches s eems c apable o f a n i ndependent e xis-
tence. One form merges into the next in a series
of rising movements pulling the eye upward and
never permitting it to rest until it reaches the sky.
The F lorentine ¢ ampanilei s en tirely d ifferent.
Neatly subdivided into cubic sections, Giotto’s tower is the sum of
its component parts. Not only could this tower be removed from the
building without adverse effects, but also each of the parts—cleanly
separated from each other by continuous moldings—seems capable
of existing independently as an object of considerable aesthetic ap-
peal. This compartmentalization is reminiscent of the Romanesque
style, but it also forecasts the ideals of Renaissance architecture. Art-
ists hoped to e xpress structure in the clear, logical rel ationships of
the component parts and to produce self-sufficient works that could
exist in complete independence. Compared with northern European
towers, Giotto’s campanile has a cool and rational quality more ap-
pealing to the intellect than to the emotions.

the Baptist.
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14-19 Andrea Pisano, s outh doors of the Baptistery of San Giovanni (Fic. 12-27),
Florence, Italy, 1330-1336. Gilded bronze, doors 16’ X 9’ 2”; individual panels
1' 77 X 1 5". (The door frames date to the mid-15th century.)

Andrea Pisano’s bronze doors have 28 panels with figural reliefs in French Gothic quatrefoil
frames. The lower eight depict Christian virtues. The rest represent the life of Saint John

The facade of Florence Cathedral was not completed until the
19th century, and then in a form much altered from its original
design. In fact, until the 17th century, Italian builders exhibited
little concern for the facades of their churches, and dozens remain
unfinished to this day. One reason for this may be that Italian ar-
chitects did not conceive the facades as integral parts of the struc-
tures but rather, as in the case of Orvieto Cathedral (Fic. 14-12),
as screens that could be added to the church exterior at any time.

A generation after work began on Florence’s church, the citizens
decided also to b eautify their 11th-century baptistery (FiGs. 12-27
and 14-18, leff) withas et ofbronze doors (FiG. 14-19) for t he
south entrance to the building. The sponsors were the members of
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Florence’s guild of wool importers, who competed for business and
prestige with the wool manufacturers’ association, an important
sponsor of the cathedral building campaign. Tle wool-importers’
guild hired Andrea Pisano ( ca. 1290-1348), a native of Pontedera
in the territory of Pisa—unrelated to N icola and Giovanni Pisano
(see “Italian A rtists’ Names,” page 4 05)—to create the doors. An-
drea designed 28 bronze panels for the doors, each cast separately,
of which 20 depict episodes from the life of Saint John the Baptist,
to whom the Florentines dedicated their baptistery. Eight panels (at
the bottom) represent personified Christian virtues. Tle quatrefoil
(four-lobed, cloverlike) frames are of the type used earlier for reliefs
flanking the doorways of A miens Cathedral (Fic. 13-19), suggest-
ing French Gothic sculpture was one source of Andrea’s style. Tle
gilded figures stand on projecting le dges in each quatrefoil. Ttei r
proportions and flowing robes also reveal a de bt to F rench sculp-
ture, but the compositions, both in general conception (small groups
of figures in stagelike settings) and in some details, owe a great deal
to Giotto, for whom Andrea had earlier executed reliefs for the ca-
thedral’s campanile, perhaps according to Giotto’s designs.

The wool importers’ patronage of the
baptistery d id not en d w ith t his p roject.
In t he f ollowing c entury, t he g uild pa id
for t he e ven mo re p restigious e ast do ors
(Fles. 21-9an d 21-10),d irectlya cross
from the cathedral’s west facade, and also
for a statue of Saint John the Baptist on the
facade of Or San Michele, a multipurpose
building housing a 14th-century tabernacle
(FIG. 14-19A) by Andrea Orcagna ( active
ca. 1343-1368) featuring the painting Ma-
donna and Child Enthroned with Saints by
Bernardo Daddi ( active ca. 1312-1348).

14-19A ORCAGNA,
Or San Michele tabernacle,
1355-1359.

Pisa

Siena and Florence were inland centers of commerce. Pisa was one
of Italy’s port cities, which, with Genoa and Venice (MApP 14-1), con-
trolled the rapidly growing maritime avenues connecting western
Europe with the lands of Islam, with By zantium and Russia, and
with China. As prosperous as Pisa was as a ma-
jor shipping power, however, it was not immune
from the disruption the Black D eath wreaked
across all of Italy and Europe in the late 1340s.
Concern with death, a significant theme in art
even b efore t he o nset o f t he p lague, b ecame
more prominent in the years after midcentury.

CAMPOSANTO Triumph of Death is a tour
de force of death imagery (FiG. 14-20). Tle cre-
ator of this large-scale (over 18 by 49 feet) fresco
remains d isputed. S ome a rt h istorians at tri-
bute the work to Francesco Traini (  active ca.
1321-1363), while others argue for Buonamico

Buffalmacco ( active 1320-1336). Painted on
the wall of the Camposanto (Holy Field), t he
enclosed burial ground adjacent to Pisa’s ca-
thedral (FIG. 12-26), t he f resco ¢ aptures t he
horrors of death and forces viewers to confront
their mortality. The painter rendered each scene
with naturalism and emotive power. In the left
foreground (F1G. 14-20, top), young aristocrats,
mounted in a stylish cavalcade, encounter three
coffin-encased ¢ orpses in d iffering s tages o f
decomposition. A s t he hor ror of the confron-
tation with death strikes them, the ladies turn
away with delicate disgust, while a g entleman
holds his nose. (The animals, horses and dogs,
sniff excitedly.) At the far left, the hermit Saint
Macarius unrolls a's croll b earing a n i nscrip-
tion commenting on the folly of pleasure and

14-20 Francesco Traini or Buonamico
Buffalmacco,t wo details of Triumph of Death,
1330s. Full fresco, 18" 6” X 49’ 2". Camposanto,
Pisa. @<

Befitting its location on a wall in Pisa’s Camposanto,
the enclosed burial ground adjacent to the cathedral,
this fresco captures the horrors of death and forces
viewers to confront their mortality.
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14-21 Doge’s Palace, Venice, Italy, begun ca. 1340-1345; expanded and remodeled, 1424-1438.

The delicate patterning in cream- and rose-colored marbles, the pointed and ogee arches, and the quatrefoil medallions of the Doge's Palace constitute

a Venetian variation of northern Gothic architecture.

the inevitability of death. On the far right, ladies and gentlemen
ignore dreadful realities, occupying themselves in an orange grove
with music and amusements while above them (Fig. 14-20, bottom)
angels and demons struggle for the souls of the corpses heaped in
the foreground.

In add ition to t hese d irect a nd s traightforward s cenes, t he
mural contains details conveying more subtle messages. For exam-
ple, the painter depicted those who appear unprepared for death—
and thus unlikely to achieve salvation—as wealthy and reveling in
luxury. Given that the Dominicans—an order committed to a life
of poverty (see “Mendicant Orders,” page 404)—participated in
the design for this fresco program, this imagery surely was a warn-
ing against greed and lust.

Venice

One of the wealthiest cities of late medieval Italy—and of Europe—
was Venice, renowned for its streets of water. Situated on a lagoon
on the northeastern coast of Italy, Venice was secure from land at-
tack and could rely on a p owerful navy for protection against in-
vasion from the sea. Internally, Venice was a t ight corporation of
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ruling families that, for centuries, provided stable rule and fostered
economic growth.

DOGE’S PALACE The Venetian republic’s seat of government
was the Doge’s (Duke’s) Palace (Fic. 14-21). Begun around 1340 to
1345 and significantly remodeled after 1424, it was the most ornate
public building in medieval Italy. In a stately march, the first level’s
short and heavy columns support rather severe pointed arches that
look strong enough to carry the weight of the upper structure. Tlei r
rhythm doubles in the upper arcades, where more slender columns
carry ogee arches (made up of double-curving lines), which termi-
nate in flamelike tips between medallions pierced with quatrefoils.
Each storyis taller than the one beneath it, the topmost as high
as the two lower arcades combined. Yet the building does not look
top-heavy. This is due in part to the complete absence of articula-
tion in the top story and in part to the walls delicate patterning, in
cream- and rose-colored marbles, which makes them appear paper-
thin. The Doge’s Palace represents a delightful and charming vari-
ant of Late Gothic architecture. Colorful, decorative, light and airy
in appearance, the Venetian palace is ideally suited to this unique
Italian city that floats between water and sky.
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THE BIG PICTURE
LATE MEDIEVAL ITALY

13TH CENTURY

I Diversity of style characterizes the art of 13th-century Italy, with some artists working in the maniera greca,
or Italo-Byzantine style, some in the mode of Gothic France, and others in the newly revived classical
tradition.

I The leading painters working in the Italo-Byzantine style were Bonaventura Berlinghieri and Cimabue. Both Bonaventura Berlinghieri
drew inspiration from Byzantine icons and illuminated manuscripts. Berlinghieri’s Saint Francis Altarpiece Saint Francis Altarpiece, 1235
is the earliest dated portrayal of Saint Francis of Assisi, who died in 1226.

I Trained in southern Italy in the court style of Frederick Il (r. 1197-1250), Nicola Pisano was a master
sculptor who settled in Pisa and carved pulpits incorporating marble panels that, both stylistically and in
individual motifs, derive from ancient Roman sarcophagi. Nicola’s son, Giovanni Pisano, also was a sculptor
of church pulpits, but his work more closely reflects the Gothic sculpture of France.

I At the end of the century, in Rome and Assisi, Pietro Cavallini and other fresco painters created mural
programs foreshadowing the revolutionary art of Giotto.

Nicola Pisano, Pisa Baptistery
pulpit, 1259-1260

14TH CENTURY

I During the 14th century, Italy suffered the most devastating natural disaster in European history—the
Black Death—but it was also the time when Renaissance humanism took root. Although religion continued
to occupy a primary position in Italian life, scholars and artists became increasingly concerned with the
natural world.

I Art historians regard Giotto di Bondone of Florence as the first Renaissance painter. An architect as well,
Giotto designed the bell tower of Florence’s Catherdral. His masterpiece is the fresco program of the
Arena Chapel in Padua, where he established himself as a pioneer in pursuing a naturalistic approach to
representation based on observation, which was at the core of the classical tradition in art. The Renaissance
marked the rebirth of classical values in art and society.

Giotto, Arena Chapel,
Padua, ca. 1305

I The greatest master of the Sienese school of painting was Duccio di Buoninsegna, whose Maesta still
incorporates many elements of the maniera greca. He relaxed the frontality and rigidity of his figures,
however, and in the narrative scenes on the back of the gigantic altarpiece in Siena Cathedral took a
decisive step toward humanizing religious subject matter by depicting actors displaying individual
emotions.

Duccio, Maesta, Siena Cathedral,
I Secular themes also came to the fore in 14th-century Italy, most notably in Ambrogio Lorenzetti’s frescoes 1308-1311

for Siena’s Palazzo Pubblico. His depictions of the city and its surrounding countryside are among the first
landscapes in Western art since antiquity.

I The prosperity of the 14th century led to many major building campaigns, including new cathedrals in
Florence, Siena, and Orvieto, and new administrative palaces in Florence, Siena, and Venice. Florence’s
11th-century baptistery also received new bronze doors by Andrea Pisano.

I The 14th-century architecture of Italy underscores the regional character of late medieval art. Orvieto
Cathedral’s facade, for example, incorporates some elements of the French Gothic vocabulary, but it is
a screen masking a timber-roofed structure with round arches in the nave arcade in the Early Christian
tradition.

Orvieto Cathedral,
begun 1310
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The carefully rendered
cityscape seen through the
window in the right wing
of the Mérode Altarpiece
confirms the identification
of the locale of the biblical
event as the Inghelbrechts’
home.

Campin was the leading painter of
Tournai. In the Mérode Altarpiece,
he set Annunciation in a Flemish
merchant’s home in which the
objects represented have symbolic
significance.

In the altarpiece’s left

wing, Campin depicted his
patrons, Peter Inghelbrecht
and Margarete Scrynmakers,
as kneeling witnesses to the
announcement of the Virgin’s
miraculous pregnancy.

20-1 Robert Campin (Master of Flémalle), Meérode Altarpiece (open), ca. 1425-1428. Oil on wood, center panel 2’ 13" X 2' §’, each wing
2" 1§ X 10%". Metropolitan Museum of Art, New York (The Cloisters Collection, 1956). @4
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LATE MEDIEVAL AND
EARLY RENAISSANCE
NORTHERN EUROPE

Joseph, in his workshop and unaware of
the angel’s arrival, has constructed two
mousetraps, symbols of the theological
concept that Christ is bait set in the trap
of the world to catch the Devil.

THE VIRGIN IN A FLEMISH HOME

In 15th-century Flanders—a region corresponding to what is today Belgium, the Netherlands,
Luxembourg, and part of northern France—lay patrons far outnumbered the clergy in the commis-
sioning of religious artworks. Especially popular were small altarpieces for household prayer, such as
the Mérode Altarpiece (FIG. 20-1), the most famous work by the “Master of Flémalle,” w =~ hom many
scholars identify as Robert Campin ( ca. 1378-1444), the leading painter of Tournai. Perhaps the most
striking feature of these private devotional images is the integration of religious and secular concerns.
For example, artists often presented biblical scenes as taking place in a Flemish home. Religion was
such an integral part of Flemish life that separating the sacred from the secular was almost impos-
sible—and undesirable. Moreover, the presentation in religious art of familiar settings and objects no
doubt strengthened the direct bond the patron or viewer felt with biblical figures.

Tk Annunciation theme, as prophesied in Isaiah 7:14, occupies the Mérode triptych’s central
panel. The archangel Gabriel approaches Mary, who sits reading inside a w ell-kept home. Tle view
through the window in the right wing and the depicted accessories, furniture, and utensils confirm the
locale as Flanders. However, the objects represented are not merely de corative. They also function as
symbols. The book, extinguished candle, and lilies on the table, the copper basin in the corner niche,
the towels, fire screen, and bench all symbolize the Virgin’s purity and her divine mission.

In the right panel, Joseph, apparently unaware of the angel’s arrival, has constructed two mouse-
traps, symbolic of the theological concept that Christis baitsetin the trap of the world to c atch the
Devil. The ax, saw, and rod Campin painted in the foreground of Joseph’s workshop not only are tools of
the carpenter’s trade but also are mentioned in Isaiah 10:15. In the left panel, the closed garden is sym-
bolic of Mary’s purity, and the flowers Campin included relate to Mary’s virtues, especially humility.

The altarpiece’s donor, Peter Inghelbrecht, a w ealthy merchant, and his wife, Margarete Scryn-
makers, kneel in the garden and witness t he momentous e vent t hrough an op en do or. Donor por-
traits—portraits of the individual(s) who commissioned (or “donated”) the work—became very popu-
lar in the 15th century. In this instance, in addition to asking to be represented in their altarpiece, the
Inghelbrechts probably s pecified the subject. Inghelbrecht means “angel bringer,” a re ference to t he
Annunciation theme of the central panel. Scrynmakers means “cabinet- or shrine-makers,” referring to

FRAMING THE ERA

the workshop scene in the right panel.
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NORTHERN EUROPE
IN THE 15TH CENTURY

As the 15th century opened, Rome and Avignon were still the official
seats of two competing popes (see “The Great Schism,” Chapter 14,
page 404), and the Hundred Years’ War (1337-1453) between France
and E ngland s till r aged. The general European mo vement to ward
centralized r oyal governments, begun in the 12 th century, contin-
ued apace, but the corresponding waning of feudalism brought social
turmoil. Nonetheless, despite widespread conflict and unrest, a new
economic system emerged—the early stage of European capitalism.
In response to the financial re quirements of t rade, new credit and
exchange systems created an economic network of enterprising Eu-
ropean cities. Trade in money accompanied trade in commodities,
and the former financed industry. Both were in the hands of interna-
tional trading companies, such as those of Jacques Coeur in Bourges
(see Chapter 13) and the Medici in Florence (see Chapter 21). In 1460,

Flemish entrepreneurs established the first international commercial
stock exchange in Antwerp. In fact, the French word for stock market
(bourse) comes from the name of the van der Beurse family of Bru-
ges, the wealthiest city in 15th-century Flanders.

Art also thrived in northern Europe during this time under
royal, ducal, church, and private patronage. Two developments in
particular were of special significance: t he a doption of oil-based
pigment as the leading medium for painting, and the blossoming
of printmaking as a major art form, which followed the invention
of moveable type. These new media had a d ramatic influence on
artistic production worldwide.

BURGUNDY AND FLANDERS

In the 15th century, Flanders (map 20-1) was not a n independent
state but a re gion under the control of the duke of Burgundy, the
ruler of the fertile east-central region of France still famous for its
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MAP 20-1 France, the duchy of Burgundy, and the Holy Roman Empire in 1477.
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1ft.

wines. Duke Philip the Bold (r. 1363-1404) was one of four sons of
King John II (r. 1350-1364) of France. In 1369, Philip married Mar-
garet de Mile, the daughter of the count of Flanders, and acquired
territory in the Netherlands. Tler eafter, the major source of Bur-
gundian wealth was Bruges, the city that made Burgundy a danger-
ous rival of France, which then, as in the Gothic age (see Chapter
13), was a smaller kingdom geographically than the modern nation-
state. Br uges i nitially derived its wealth from the wool trade but
soon expanded into banking, becoming the financial clearinghouse
for all of northern Europe. Indeed, Bruges so dominated Flanders
that the duke of Burgundy eventually chose to make the city his
capital and moved his court there from Dijon. Due to the expanded
territory and the prosperity of the duchy of Burgundy, Philip the
Bold and his successors were probably the most powerful northern
European rulers during the first three quarters of the 15th century.
Although members of t he French royal family, they usually sup-
ported England (on which they relied for the raw materials used in
their wool industry) during the Hundred Years’ War and, at times,
controlled much of northern France, including Paris, the seat of the
French monarchy. At the height of Burgundian power, the reigning
duke’s lands stretched from the Rhone River to the North Sea.

Chartreuse de Champmol

The dukes of Burgundy were great patrons of the arts. Tley fully
appreciated that artworks could support their dynastic and politi-
cal goals as well as adorn their castles and townhouses. Philip the
Bold’s g randest a rtistic en terprise was t he building of t he Char-
treuse de Champmol, near Dijon. A chartreuse (“charter house” in
English) is a Carthusian monastery. The Carthusian order, founded
by Saint Bruno in the late 11th century at Chartreuse, near Greno-
ble in southeastern France, consisted of monks who devoted their
lives t o s olitary li ving a nd p rayer. U nlike m onastic o rders t hat
earned income from farming and other work, the Carthusians gen-
erated n o r evenues. P hilip’s g enerous en dowment a t C hampmol
was therefore the sole funding for an a mbitious artistic program
inspired by Saint-Denis, the royal abbey of France and burial site
of the French kings (Figs. 13-2 to 13-3A). The architect the duke
chose was Drouet de Dammartin,w  ho had w orked for Philip’s
brother, King Charles V (r. 1364-1380), on the Louvre (Fic. 20-16),
the French royal palace in Paris. Philip intended the Dijon char-
treuse to b ecome a d ucal mausoleum and serve both asame ans
of securing salvation in perpetuity for the Burgundian dukes (the
monks prayed continuously for the souls of the ducal family) and as
a dynastic symbol of Burgundian power.

CLAUS SLUTER 1In1 389,P hilipt heB old
placed the Haarlem (Netherlands) sculptor Claus
Sluter ( active c a. 1 380-1406) i n ¢ harge o ft he
sculptural program (FiGs. 20-2 and 20-2A) for the
Chartreuse de C  hampmol.
For t he p ortal (Fic. 20-2A)
oft he mo nastery’s ¢ hapel,
Sluter’s w orkshop p roduced
statues o ft he dukeand his
wife kneeling before the Vir-
gin and Child. For the clois-
ter, Sl uter de signed ala rge
sculptural f ountain 1 ocated
in a well (Fic. 20-2). Tle well
served as a w ater source for
the mo nastery,b utw ater
probably did not s pout from the fountain because
the Carthusian commitment to silence and prayer
would ha ve p recluded a nythingt hat p roduced
sound.

Sluter’s Well o f M oses features statues of Mo -
ses and five other prophets (David, Daniel, Isaiah,
Jeremiah, and Zachariah) surrounding a base that
once supported a 25 -foot-tall group of Christ on
the cross, the Virgin Mary, ] ohn the E vangelist,
and Mary Magdalene. The Carthusians called the

20-2A SLUTER,
Chartreuse de Champmol
portal, 1385-1393. @4

20-2 Claus Sluter, Well of Moses, Chartreuse de
Champmol, Dijon, France, 1395-1406. Limestone,
painted and gilded by Jean Malouel, Mo ses

6’ high. @«

The Well of Moses, a symbolic fountain of life made for
the duke of Burgundy, originally supported a Crucifixion
group. Sluter’s figures recall French Gothic jamb statues
but are far more realistic.
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Wellof Moses a fons vitae, a fountain of everlasting life. Tle blood
of the crucified Christ symbolically flowed down over the griev-
ing angels and Old Testament prophets, spilling into the well be-
low, washing over Christ’s prophetic predecessors and redeeming
anyone who would drink water from the well. Whereas the models
for the Dijon chapel statues were the sculptured portals of French
Gotbhic cathedrals, the inspiration for the Well o f M oses may have
come in part from contemporaneous mystery plays in which actors
portraying prophets frequently delivered commentaries on events
in Christ’s life.

The si x figures a re m uch more re alistically re ndered t han
Gothic jamb statues (FiGs. 13-18 and 13-18A), and the prophets
have almost portraitlike features and distinct individual personali-
ties and costumes. David is an elegantly garbed Gothic king, Moses
an elderly horned prophet (compare FiG. 12-35) with a waist-length
beard. Sluter’s intense observation of natural appearance provided
him with the information necessary to sculpt the prophets in min-
ute detail. Heavy draperies with voluminous folds swathe the life-
size figures. The artist succeeded in making their difficult, complex
surfaces seem remarkably naturalistic. He enhanced this effect by
skillfully differentiating textures, from coarse d rapery to smo oth
flesh and silky hair. Originally, paint, much of which has flaked off,
further augmented the naturalism of the figures. (The painter was
Jean Malouel [ ca. 1365-1415], a nother N etherlandish m aster.)
This fascination with the specific and tangible in the visible world
became one of the chief characteristics of 15th-century Flemish art.

MELCHIOR BROEDERLAM  Philip the Bold also com-
missioned a major altarpiece for the main altar in the chapel of the
Chartreuse. A ¢ ollaborative p roject b etween t wo Flemish a rtists,
this altarpiece consisted of a large sculptured shrine by Jacques de
Baerze (active ca. 1384-1399) and a pair of painted exterior panels
(FI1G. 20-3) by Melchior Broederlam (  active ca. 1387-1409).
Altarpieces were am ajorartformnorthofthe Alpsinthe
late 14th and 15th centuries. From their p osition b ehind the al-
tar, t hey served a s backdrops for the M ass. The M ass re presents
ar itual c elebration o ft he H oly Eucharist. A tthe L ast Su pper,
Christ commanded his ap ostles to re peat in memory ofhim the
communion credo that heis tendering them hisbody to e atand
his blo od to d rink, a s re enacted i n t he Euc harist (see “ Tle Life
of Jesusin Art,” Chapter 8, pa ges 240-241, or x xx-xxxiin Vol-
ume ITand Book D). This act serves as the nucleus of the Mass,
which i nvolves t his re enactment a s well a s p rayer a nd c ontem-
plation of the Word of G od. B ecause the M ass i nvolves not o nly
a memo rial r ite b ut c omplex C hristian do ctrinal tene ts a s well,
art ha s t raditionally p layed a n i mportant rolei n g iving v isual
form to t hese o ften c omplex t heological c oncepts for t he C hris-
tian faithful. L ike s culpted m edieval church tympana, t heseal-
tarpieces had a d idactic role, especially for the illiterate. Tley also
reinforced Church doctrines for viewers and stimulated devotion.
Given their function as backdrops to the Mass, it is not surpris-
ing many altarpieces depict scenes directly related to Christ’s sac-
rifice. The Champmol altarpiece, or retable, for example, features
sculpted pa ssion s cenes o n t he i nterior. These p ublic a Itarpieces
most often took the form of polyptychs—hinged m ultipaneled
paintings or multiple carved relief panels. The hinges enabled the
clergy to close the polyptych’s side wings over the central panel(s).
Artists decorated both the exterior and interior of the altarpieces.
This m ulti-image f ormat p rovided t he opp ortunity to ¢ onstruct
narratives through a s equence of i mages, somewhatas in manu-
script illustration. Although concrete information is lacking about

when t he clergy op ened a nd closed t hese a Itarpieces, t he w ings
probably remained closed on regular days and open on Sundays
and feast days. On this schedule, viewers could have seen both the
interior and exterior—diverse imagery at various times according
to the liturgical calendar.

The painted wings (FIG. 20-3) of the Retable de Champmol de-
pict Annunciation and Visitation on the left panel and Presentation
into the Temple and Flight into Egypt on the right panel. Dealing with
Christ’s birth and infancy, Broederlam’s painted images on the altar-
piece’s exterior set the stage for de Baerze’s interior sculpted passion
scenes (not illustrated). The e xterior pa nels a re a n u nusual a mal-
gam o f different s tyles, lo cales, a nd rel igious s ymbolism. Tle two
paintings i nclude b oth l andscape a nd i nterior s cenes. Bro ederlam
depicted the buildings in both Romanesque and Gothic styles (see
Chapters 12 and 13). Scholars have suggested the juxtaposition of dif-
ferent architectural styles in the left panel is symbolic. Tle rotunda
(round building, usually with a do me) refers to t he Old Testament,
whereas the Gothic porch relates to the New Testament. In the right
panel, a statue of a Greco-Roman god falls from the top of a column
as the holy family approaches. These and other details symbolically
announce the coming of the new order under Christ. Stylistically,
Broederlam’s panels are a mixture of three-dimensional rendition of
the landscape and buildings with a s olid gold background and flat
golden halos for the holy figures, regardless of the positions of their
heads. D espite t hese ] ingering me dieval p ictorial c onventions, t he
altarpiece is an early example of many of the artistic developments
that preoccupied European artists throughout the 15th century, es-
pecially the illusionistic depiction of three-dimensional objects and
the naturalistic representation of landscape.

Jan van Eyck

Tle Retable de Champmol also foreshadowed another significant
development in 15th-century art—the widespread adoption of oil
paints (see “Tempera and Oil Painting,” page 539). Oil paints facili-
tated the exactitude in rendering details so characteristic of north-
ern European painting. A Ithough the I'talian biographer Giorgio
Vasari (1511-1574) and other 16th-century commentators credited
Jan van Eyck (Figs. 20-4 to 20-7) with the invention of oil paint-
ing, re cent e vidence ha s re vealed oil paints had b een known for
some time, well before Melchior Broederlam used oils for Philip
the Bold’s Dijon altarpiece and Robert Campin painted the Mérode
Altarpiece (Fig. 20-1) for Peter Inghelbrecht. Flemish painters built
up t heir p ictures b y su perimposing t ranslucent pa int 1 ayers o n
alayer of underpainting, which in turn had b een built up from a
carefully planned drawing made on a panel prepared with a white
ground. With t he oil me dium, a rtists c ould c reate r icher ¢ olors
than previously possible, giving their paintings an intense tonality,
the illusion of glowing light, and enamel-like surfaces. Tle se traits
differed significantly from the high-keyed color, sharp light, and
rather matte (dull) surface of tempera. The brilliant and versatile
oil medium suited perfectly the formal intentions of the generation
of Flemish painters after Broederlam, including Campin (Fi6. 20-1)
and van Eyck, who aimed for sharply focused clarity of detail in
their representation of objects ranging in scale from large to almost
invisible.

GHENT ALTARPIECE Tk first N etherlandish pa inter to
achieve i nternational f ame w as Jan van Eyck ( ca. 1 390-1441),
who in 1425 became the court painter of Philip the G ood, duke
of Burgundy (r. 1419-1467). In 1432, he mo ved his studio to Br u-
ges, where the duke maintained his official residence. Tlat same
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MATERIALS AND TECHNIQUES

Tempera and Oil Painting

he generic words paint and pigment encompass a wide range

of substances artists have used through the ages. Fresco aside
(see “Fresco Painting,” Chapter 14, page 408), during the 14th cen-
tury, egg tempera was the material of choice for most painters, both
in I'taly and northern Europe. Tempera consists of e gg combined
with a wet paste of ground pigment. In his influential guidebook II
libro dell’arte (The Artist’s Handbook, 1437), Cennino Cennini (ca.
1370-ca. 1440) noted that artists mixed only the egg yolk with the
ground pigment, but analyses of paintings from this period have
revealed some artists chose to u se the entire egg. Images painted
with tempera have a velvety sheen. Artists usually applied tempera
to the painting surface with a light touch because thick application
of the pigment mixture results in premature cracking and flaking.

Some artists used oil paints as far back as the eighth century,
but not until the early 1400s did oil painting become widespread.
Melchior Br oederlam (FiG. 20-3) a nd ot her F lemish a rtists w ere
among the first to employ oils extensively (often mixing them with
tempera), and Italian painters quickly followed suit. Tke discovery
of better drying components in the early 15th century en hanced
the setting capabilities of oils. Rather than apply these oils in the
light, flecked brushstrokes tempera encouraged, artists laid down
the oils in transparent layers, or glazes, over opaque or semiopaque

20-3 Melchior
1399. Oil on wood, each wing 5’ 53" X 4" 1%". Musée des Beaux-Arts, Dijon.

Broederlam,

underlayers. I n t his m anner, pa inters c ould build up de ep tones
through repeated glazing. Unlike works in tempera, whose surface
dries quickly d ue to w ater e vaporation, oils d ry more u niformly
and slowly, giving the artist time to re work areas. Ths flexibility
must have been particularly appealing to artists who worked very
deliberately, such as the Flemish masters discussed in this chapter,
as well as the Italian Leonardo da Vinci (see Chapter 22). Leonardo
also preferred oil paint because its gradual drying process and con-
sistency enabled him to blen d the pigments, thereby creating the
impressive sfumato (smoky) effect that contributed to his fame.

Both tem peraand oilscanb e app lied to v arious su rfaces.
Through the early 16th century, wood panels served as the founda-
tion for most paintings. Italians painted on poplar. Northern Euro-
pean artists used oak, lime, beech, chestnut, cherry, pine, and silver
fir. Availability of these timbers de termined t he choice o f wood.
Linen canvas became increasingly popular in the late 16th century.
Although evidence suggests artists did not intend permanency for
their early images on canvas, the material proved particularly use-
ful in areas such as Venice where high humidity warped wood pan-
els and made fresco unfeasible. Further, until artists began to use
wooden bars to stretch the canvas to form a taut surface, canvas
paintings were more portable than wood panels.

1ft.

Retable de Champmol, from the chapel of the Chartreuse de Champmol, Dijon, France, installed

This early example of oil painting attempts to represent the three-dimensional world on a two-dimensional surface, but the gold background

and flat halos recall medieval pictorial conventions.

Burgundy and Flanders 539

Copyright 2011 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



year, he completed the Ghent Altarpiece (FIGS. 20-4 and 20-5),
which, according to a n inscription, his older brother Hubert
van Eyck ( ca. 1366-1426) had begun. This retable is one of the
largest (nearly 12 feet tall) of the 15th century. Jodocus Vyd,
diplomat-retainer of Philip the Good, and his wife, Isabel Bor-
luut, commissioned this polyptych as the centerpiece of the cha-
pel Vyd built in the church originally dedicated to S aint John
the B aptist (since 1540, Saint Bavo Cathedral). Vyd’s largesse
and the political and social connections the Ghent A ltarpiece
revealed to i ts audience c ontributed to V yd’s app ointment a's
burgomeister (chief magistrate) of Ghent shortly a fter the un-
veiling of the work. Two of the exterior panels (FIG. 20-4) depict
the donors. The husband and wife, painted in illusionistically
rendered niches, kneel with their hands clasped in prayer. Tley
gaze piously at i llusionistic stone sculptures of Ghent’s patron
saints, S aint J ohn t he B aptist a nd S aint J ohn t he E vangelist
(who was probably also Vyd’s patron saint). Tke Annunciation
appears on the upper register, with a c areful representation of
a Flemish town outside the painted window of the center panel.
In t he u ppermost a rched pa nels, v an E yck de picted t he Old
Testament p rophets Z achariah a nd M icah, a long with sibyls,
Greco-Roman m ythological f emale p rophets w hose w ritings
the Christian Church interpreted as prophecies of Christ.

When o pened (FiG. 20-5), t he a ltar-
piece re veals a su mptuous, su perbly c ol-
ored p ainting of h umanity’s re demption
through Christ. In the upper register, God
the Father—wearing the p ope’s triple ti-
ara, with a worldly crown at h is feet, and
resplendenti nade ep-scarlet m antle—
presides in majesty. To God’s right is the
Virgin, represented, as in the Gothic age
and in an earlier van Eyck diptych (t wo-
paneled painting; FiG. 20-5A), as the queen
of Heaven, with a crown of 12 stars upon
her he ad. S aint J ohn t he B aptist si ts to
God’s left. To either side is a choir of an-
gels, with an angel playing an organ on the
right. Adam and Eve appear in the far panels. Tle inscriptions
in the arches above Mary and Saint John extol the Virgin’s vir-
tue and purity and Saint John’s greatness as the forerunner of
Christ. The inscription above the L ord’s head translates as “ Ths
is God, all-powerful in his divine majesty; of all the best,by the
gentleness o f his goodness; t he most liberal giver, because ofhis
infinite generosity.” The step behind the crown at t he Lord’s feet
bears the inscription, “On his head, life without death. On his brow,
youth without age. On his right, joy without sadness. On his left,
security without fear.” The entire altarpiece a mplifies the central
theme of salvation. Even though humans, symbolized by Adam
and Eve, are sinful, they will be saved because God, in his infinite
love, will sacrifice his own son for this purpose.

The panels of the lower register extend the symbolism of the
upper. In the central panel, the community of saints comes from
the four corners of the earth through an opulent, flower-spangled
landscape. They proceed toward the altar of the lamb and the oc-
tagonal fountain of life (compare FIG. 20-2). The book of Revelation
passage recounting the Adoration of the Lamb is the main reading
on All Saints’ Day (November 1). The lamb symbolizes the sacri-
ficed son of God, whose heart bleeds into a chalice, while into the
fountain spills the “pure river of water of life, clear as crystal, pro-

20-5A VaN Evck,
Madonna in a Church,
ca. 1425-1430.

20-4 Huberta nd Janvan Eyck, Ghent Altarpiece (closed), Saint Bavo
Cathedral, Ghent, Belgium, completed 1432. Oil on wood, 11’ 5" X 7" 6". @4«

Monumental painted altarpieces were popular in Flemish churches. Artists
decorated both the interiors and exteriors of these polyptychs, which often,
as here, included donor portraits.

ceeding out of the throne of God and of the Lamb” (Rev. 22:1). On
the right, the 12 apostles and a g roup of martyrs in red robes ad-
vance. On the left appear prophets. In the right background come
the virgin martyrs, and in the left background the holy confessors
approach. O n t he lo wer w ings, her mits, p ilgrims, k nights, a nd
judges approach from left and right. They symbolize the four cardi-
nal virtues: Temperance, Prudence, Fortitude, and Justice, respec-
tively. The altarpiece celebrates the whole Christian cycle from the
fall of man to t he redemption, presenting the Church triumphant
in heavenly Jerusalem.

Van Eyck used oil paints to render the entire altarpiece in a
shimmering s plendor of color that defies re production. No small
detail escaped the painter. With pristine specificity, he revealed the
beauty of the most insignificant object as if it were a work of piety
as much as a work of art. He depicted the soft texture of hair, the
glitter of gold in the heavy brocades, the luster of pearls, and the
flashing of gems, all with loving fidelity to app earance. Ths kind
of meticulous attention to re cording the exact surface appearance
of humans, a nimals, objects, a nd 1 andscapes, a Iready e vident i n

540 Chapter 20 LATE MEDIEVAL AND EARLY RENAISSANCE NORTHERN EUROPE

Copyright 2011 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.



20-5 Huberta nd Jan van Eyck,

Ghent Altarpiece (open), Saint Bavo Cathedral, Ghent, Belgium, completed 1432. Oil on wood, 11' 5" X 15" 1”. @4

In this sumptuous painting of salvation from the original sin of Adam and Eve, God the Father presides in majesty. Van Eyck used oil paints to render every

detail with loving fidelity to appearance.

the Mérode Altarpiece (FIG. 20-1), became the hallmark of Flemish
panel painting in the 15th century.

GIOVANNI ARNOLFINI Emerging capitalism led to an ur-
ban prosperity t hat fueled t he g rowing b ourgeois market for art
objects, particularly in Bruges, Antwerp, and, later, Amsterdam.
This prosperity contributed to a g rowing interest in secular artin
addition to religious artworks. Both the Mérode Altarpiece and the
Ghent Altarpiece include painted p ortraits of their donors. Tlese
paintings marked a sig nificant revival of portraiture, a genre that
had languished since antiquity.

A purely s ecular p ortrait, b ut o ne w ith rel igious o vertones,
is Jan van Eyck’s oil painting of Giovanni Arnolfini and His Wife
(FI1G. 20-6). Van Eyck depicted the Lucca financier (who had estab-
lished himselfin Bruges as an agent of the Medici family) in his
home, a setting that is simultaneously mundane yet charged with
the spiritual. Arnolfini holds the hand of his second wife, whose
name is not known. According to the traditional interpretation of
the painting, van Eyck recorded the couple taking their marriage

vows. As in the Mérode Altarpiece (FIG. 20-1), almost every object
portrayed carries meaning. The cast-aside clogs indicate this event
is taking place on holy ground. The little dog symbolizes fidelity
(the common canine name Fido originated from the Latin fido, “to
trust”). Behind the pair, the curtains of the marriage bed have been
opened. Tle bedpost’s finial (crowning ornament) is a t iny statue
of Saint Margaret, patron saint of childbirth. (The bride is not yet
pregnant, although the fashionable costume she w ears makes her
appear so.) From the finial hangs a whisk broom, symbolic of do-
mestic care. The oranges on the chest below the window may refer
to fertility. The single candle burning in the left rear holder of the
ornate chandelier and the mirror, in which the viewer sees the en-
tire room reflected, symbolize the all-seeing eye of God. Tle small
medallions set into the mirror frame sh ow tiny s cenes from the
passion of Christ and represent God’s promise of salvation for the
figures reflected on the mirror’s convex surface. Viewers of the pe-
riod would have been familiar with many of the objects included
in the painting because of traditional Flemish customs. Husbands
customarily presented brides with clogs, and the solitary lit candle
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20-6 Janvan Eyck, Giovanni Arnolfini and
His Wife, 1434. Oil on wood, 2’ 9" X 1' 10%".
National Gallery, London. @4

Van Eyck played a major role in establishing
portraiture as an important Flemish art form. In
this portrait of an Italian financier and his wife,
he also portrayed himself in the mirror.

in the chandelier was part of Flemish mar-
riage practices. Van Eyck’s placement of the
two figures su ggests ¢ onventional g ender
roles—the woman stands near thebed and
well into the room, whereas the man stands
near the open window, symbolic of the out-
side world.

Van E yck en hanced t he do cumentary
nature of this scene by exquisitely painting
each object. He carefully distinguished tex-
tures and depicted the light from the window
on the left reflecting off various surfaces. He
also augmented the scene’s credibility by in-
cluding t he c onvex m irror ( complete w ith
its s patial d istortion, b rilliantly re corded),
because viewers can see not o nly the prin-
cipals, Arnolfini and his wife, but also two
persons who look into the room through the
door. (Arnolfini’s raised right hand may be a
gesture of greeting to t he two men.) One of
these must be the artist himself, as the florid
inscription above the mirror, Johannes de Eyck fuit hic (“Jan van
Eyck was here”), announces he was present. The picture’s purpose,
then, would have been to record and sanctify this marriage.

Most scholars now reject this traditional reading of the paint-
ing, however. The room is a public reception area, not a bedcham-
ber, and it hasb een suggested t hat A rnolfini i s c onferring le gal
privileges on his wife to conduct business in his absence. In either
case, the artist functions as a witness. The self-portrait of van Eyck
in the mirror also underscores the painter’s self-consciousness as a
professional artist whose role deserves to be recorded and remem-
bered. (Compare the 12th-century monk Eadwine’s self-portrait as
“prince of scribes” [FIG. 12-36], a very early instance of an artist
engaging in “self-promotion.”)

MAN IN A RED TURBAN 1In 15th-century Flanders, artists
also painted secular portraits without the layer of religious inter-
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pretation present in t he A rnolfini do uble p ortrait. Tle se private
commissions began to multiply as both artists and patrons became
interested in the reality (both physical and psychological) portraits
could reveal. For various reasons, great patrons embraced the op-
portunity to ha ve t heir | ikenesses pa inted. They wanted to me-
morialize themselves in their dynastic lines and to e stablish their
identities, ranks, and stations with images far more concrete than
heraldic coats of arms. Portraits also served to re present state of-
ficials at events they could not attend. Sometimes, royalty, nobility,
and the very rich would send artists to paint the likeness of a pro-
spective bride or groom. For example, when young King Charles VI
of France sought a bride, he dispatched a painter to three different
royal courts to make portraits of the candidates.

In Man in a R ed Turban (FIG. 20-7), the man van Eyck p or-
trayed looks directly at the viewer. This is the first known Western
painted portrait in a thousand years where the sitter does so. Tle

Chapter 20 LATE MEDIEVAL AND EARLY RENAISSANCE NORTHERN EUROPE

Copyright 2011 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).

Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.

1ft.



MATERIALS AND TECHNIQUES

Framed Paintings

Until the 20th century, when painters began simply to affix can-
vas to wooden stretcher bars to provide a taut painting surface
devoid of ornamentation, artists considered the frame an integral
part of the painting. Frames served a number of functions, some
visual, others conceptual. For paintings such as large-scale altar-
pieces that were part of a larger environment, frames often served
to integrate the painting with its surroundings. Frames could also
be used to rei nforce the illusionistic nature of the painted i mage.
For example, the Italian painter Giovanni Bellini, in his San Zac-
caria Altarpiece (FIG. 22-32), duplicated the carved pilasters of the
architectural frame in the painting itself, thereby enhancing the il-
lusion of space and giving the painted figures an enhanced physical
presence. In the Ghent Altarpiece, the frame seems to ¢ ast shad -
ows on the floor between the angel and Mary in the Annunciation
(FI1G. 20-4, top.) More commonly, artists used frames specifically to
distance the viewer from the (often otherworldly) scene by calling
attention to the separation of the image from the viewer’s space.

Most 1 5th- a nd 1 6th-century pa intings i ncluded el aborate
frames t he a rtists t hemselves hel ped de sign a nd c onstruct. E x-
tant contracts reveal the frame could account for as much as half
of the cost of an altarpiece. Frequently, the commissions called for
painted or gilded frames, adding to the expense. For small works,
artists sometimes affixed the frames to the panels before painting,
creating an insistent visual presence as they worked. Occasionally,
a single piece of wood served as both panel and frame, and the art-
ist carved the painting surface from the wood, leaving the edges as
a frame. Larger images with elaborate frames, such as altarpieces,
required the services of a woodcarver or stonemason. Tle painter
worked closely with the individual constructing the frame to en -
sure its appropriateness for the image(s) produced.

Unfortunately, over time, many frames have been removed
from t heir pa intings. F or i nstance, i n 1566 c hurch officials dis-
mantled the Ghent Altarpiece and detached its elaborately carved
frame in order to p rotect the sacred work from Protestant icono-
clasts (see Chapter 23). As ill luck would have it, when the panels
were reinstalled in 1587, no o ne could find the frame. Sadly, the
absence of many of the original frames of old paintings de prives
viewers today of the painter’s complete artistic vision. Conversely,
when the original frames exist, they sometimes provide e ssential
information, such as the subject, name of the painter, and date. For

level, composed gaze, directed from a true three-quarter head pose,
must have impressed observers deeply. The painter created the illu-
sion that from whatever angle a viewer observes the face, the eyes
return t hat ga ze. Van E yck, w ith h is c onsiderable obs ervational
skill and controlled painting style, injected a heig htened sense of
specificity into this portrait by including beard stubble, veins in
the blo odshot le ft e ye, and weathered, aged skin. Although a de -
finitive identification of the sitter has yet to b e made, most schol-
ars consider Man in a R ed Turban a self-portrait, which van Eyck
painted by looking at his image in a mirror (as he depicted himself

A ki i ==

A
i

20-7 Janvan Eyck, Man in a Red Turban, 1433. Oil on wood,
1’ 15" X 10%". National Gallery, London.
Man in a Red Turban is the first known Western painted portrait

in a thousand years in which the sitter looks directly at the viewer.
The inscribed frame suggests it is a self-portrait.

example, the inscriptions on the frame of Jan van Eyck’s Man in a
Red Turban (FiG. 20-7) state he painted it on October 21, 1433, and
the inclusion of “As I can” and omission of the sitter’s name suggest
the painting is a self-portrait.

in the mirror in the Arnolfinis’ h ome). The i nscriptions on t he
frame (see “Framed Paintings,” above) reinforce this identification.
Across the top, van Eyck wrote “As I can” in Flemish using Greek
letters. (One suggestion is this portrait was a demonstration piece
intended for prospective clients, who could compare the painting
with the painter and judge what he “could do” in terms of record-
ing a faithful likeness. Across the bottom appears the statement (in
Latin) “Jan van Eyck made me” and the date. The use of both Greek
and Latin suggests the artist’s view of himself as a successor to the
fabled painters of antiquity.
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20-8 Rogier van der Weyden,
Oil on wood, 7' 23" X 8’ 7%". Museo del Prado, Madrid. @«

Deposition, center panel of a triptych from Notre-Dame hors-les-murs, Louvain, Belgium, ca. 1435.

Deposition resembles a relief carving in which the biblical figures act out a drama of passionate sorrow as if on a shallow theatrical stage.

The painting makes an unforgettable emotional impression.

Rogier van der Weyden

When Jan van Eyck received the commission for the Ghent Altar-
piece, Rogier van der Weyden ( ca. 1400-1464) was an assistant
in the workshop of Robert Campin (FIG. 20-1), but t he yo unger
painter’s fame eventually rivaled van Eyck’s. Rogier quickly became
renowned for h is dy namic c ompositions s tressing h uman ac tion
and drama. He concentrated on Christian themes such as Deposi-
tion (FIG. 20-8) and other episodes in the life of Jesus that elicited
powerful emotions, for example, Crucifixion and Pieta (the Virgin
Mary c radling t he de ad b ody o f
her son), moving observers deeply
by v ividly p ortraying t he su fter-
ings o f Christ. He also painted a
dramatic vision of Last Judgment
(FiG. 20-8A).

Altarpiece, ca. 1444-1448. @4

DEPOSITION One ofRogier’s early m asterworks is his 1435
Deposition (Fic. 20-8), the center panel of a triptych commissioned
by t he a rchers’ g uild o f L ouvain for t he ¢ hurch o f N otre-Dame
hors-les-murs (N otre-Dame “ outside t he [ town] w alls”). Rog ier
acknowledged the patrons of this large painting by incorporating

the crossbow (the guild’s symbol) into the decorative tracery in the
corners. Instead of creating a de ep landscape setting, as van Eyck
might have, Rogier compressed the figures and action onto a shal-
low stage with a g olden back wall, i mitating the large s culptured
shrines so popular in the 15th century, especially in the Holy Ro-
man Empire (FIGs. 20-19 and 20-20). The device admirably served
his purpose of expressing maximum action within a limited space.
The painting, with the artist’s crisp drawing and precise modeling
of forms, resembles a stratified relief carving. A series of lateral un-
dulating movements gives the group a c ompositional unity, a for-
mal cohesion Rogier strengthened by depicting the desolating an-
guish many of the figures share. Present are the Virgin and several
of her half-sisters, Joseph of Arimathea, Nicodemus, Saint John the
Evangelist, and Mary Magdalene. The similar poses of Christ and
his mother further unify the composition and reflect the belief that
Mary su ffered the same pain at the crucifixion as her son. Tlei r
echoing postures also resemble the shape of a crossbow.

Few painters have equaled Rogier van der Weyden in render-
ing passionate sorrow as it vibrates through a figure or distorts a
tearstained face. His depiction of the agony of loss in Deposition is
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ART AND SOCIETY

The Artist’s Profession in Flanders

As in Italy (see “Artistic Training,” Chapter 14,
page 414), guilds controlled artistic production
in Flanders. To p ursue a ¢ raft, i ndividuals had to
belong to t he guild controlling that craft. Painters,
for example, sought admission to the Guild of Saint
Luke, t he pat ron s aint o f pa inters b ecause Lu ke
made a portrait of the Virgin Mary (F1G. 20-9). Tle
path to eventual membership in the guild began, for
men, at an early age, when the father apprenticed his
son in boyhood to a m aster, with whom the young
aspiring painter lived. The master taught the funda-
mentals of his craft—how to make implements, pre-
pare panels with gesso (plaster mixed with a binding
material), and mix colors, oils, and varnishes. Once
the youth mastered these procedures and learned to
work in the master’s traditional manner, he usually
spent several years working as a journeyman in vari-
ous cities, observing and absorbing ideas from other
masters. He then was eligible to become a master
and c ould app ly f or ad mission to t he g uild. F ees
could be very high, especially if an artist was not a
citizen of the same city. Sometimes, an artist seek-
ing admission to a guild would marry the widow of
amemb er. A w oman c ould i nherit her h usband’s
workshop but not run it. Guild membership was es-
sential for establishing an artist’s reputation and for
obtaining commissions. The guild inspected paint-
ings to evaluate workmanship and ensure its mem-
bers used quality materials. It also secured adequate
payment for its artists’ labor.

Women had m any f ewer opp ortunities t han
men to train as artists, in large part because of social
and moral constraints that forbade women to reside
as apprentices in the homes of male masters. More-
over, from the 16th century, when academic train-
ing courses supplemented and then re placed guild
training, until the 20th century, women would not
as arule expect or be permitted instruction in figure
painting, because it involved dissection of cadavers
and study of the nude male model. Flemish women
interested in pursuing art as a c areer, for example,
Caterina van Hemessen (FIG. 23-18), most often re-
ceived tutoring from fathers and husbands who were professionals
and whom the women assisted in all the technical procedures of the
craft. Despite these obstacles, membership records of the art guilds
of Bruges and other cities reveal a subs tantial number of Flemish

van der Weyden.

among the most authentic in religious art and creates an immediate
and unforgettable emotional effect on the viewer. It was probably
Rogier whom M ichelangelo had i n mind when, according to t he
Portuguese painter Francisco de Hollanda (1517-1584), the Italian
master observed, “Flemish painting [will] please the devout better
than any painting of Italy, which will never cause him to she d a
tear, whereas that of Flanders will cause him to shed many.”

20-9 Rogier van der Weyden,
Oil and tempera on wood, 4’ 63" X 3’ 73". Museum of Fine Arts, Boston (gift of
Mr. and Mrs. Henry Lee Higginson).

Saint Luke Drawing the Virgin, ca. 1435-1440.

Probably commissioned by the painters’ guild in Brussels, this painting honors the first
Christian artist and the profession of painting. Saint Luke may be a self-portrait of Rogier

women were able to establish themselves as artists during the 15th
century. That they succeeded in negotiating the difficult path to ac-
ceptance as professionals is a te stament to b oth their tenacity and
their artistic skill.

SAINT LUKE Slightly later in date is Rogier’s Saint Luke Draw-
ing the Virgin (FIG. 20-9), probably painted for the Guild of Saint
Luke, the artists’ guild in Brussels. The panel de picts t he patron
saint of painters drawing the Virgin Mary using a silverpoint (a
sharp stylus that creates a fine line). The theme paid tribute to the
profession of painting in Flanders (see “The Artist’s Profession in
Flanders,” a bove) b y d rawing at tention to t he v enerable h istory
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of t he pa inter’s c raft a nd do cumenting t he
preparatory work re quired b eforet hea rt-
ist could begin painting the figures and set-
ting. Portrait painting was a m ajor source of
income for F lemish a rtists, a nd Rog ier w as
oneo fthebest(FiG. 20-9A). I nfact, m any
scholars believe Rogier’s Saint Luke is a s elf-
portrait, identifying the Flemish painter with
the first Christian artist and underscoring the
20-9A Van oer WevoeN,  holy nature of painting. Rogier shared with
Portrait of a Lady, ca. . . .
1460. Campin and van Eyck the aim ofre cording
every detail of a s cene with loving fidelity to
optical appearance, seen here in the rich fabrics, the floor pattern,
and the landscape visible through the window. Also, as his older
colleagues did, Rogier imbued much of the representation with
symbolic significance. At the right, the ox identifies the figure re-
cording the Virgin’s features as Saint Luke (see “The Four Evan-
gelists,” Chapter 11, page 314). The carved armrest of the Virgin’s
bench depicts Adam, Eve, and the serpent, reminding the viewer
that Mary is the new Eve and Christ the new Adam who will re-
deem humanity from original sin.

Later Flemish Painters

Robert Campin, Jan van Eyck, and Rogier van der W eyden were
the leading figures of t he first ge neration of “Northern R enais-
sance” painters. (Art historians usually transfer to northern Eu-
rope, with less validity than in its original usage, the term Renais-
sance, coined to de scribe the conscious revival of classical artin
Italy. They also use the uppercase designation Northern European
as a stylistic term parallel to Italian, as opposed to the geographic
designation northern European.) The second generation of Flemish
masters, active during the latter half of the 15th century, had much
in common with their illustrious predecessors, especially a p ref-
erence for using oil paints to ¢ reate nat uralistic re presentations,
often, although not always, of traditional Christian subjects for in-
stallation in churches.

PETRUS CHRISTUS One work of uncertain Christian con-
tent is A G oldsmith in His Shop (F1G. 20-10) by Petrus Christus
(ca. 1410-1472), who settled in Bruges in 1444. A ccording to t he
traditional interpretation, A Goldsmith in His Shop portrays Saint
Eligius (who was initially a m aster goldsmith b efore committing
his life to God) sitting in his stall, showing an elegantly attired cou-
ple a selection of rings. The bride’s betrothal girdle lies on the table
asa s ymbol of chastity, and the woman reaches for the ring the
goldsmith weighs. The artist’s inclusion of a ¢ rystal container for
Eucharistic wafers (on the lower shelf to the right of Saint Eligius)
and the scales (a reference to the last judgment) supports a religious
interpretation of this painting and continues the Flemish tradition
of im buing e veryday o bjects w ith s ymbolic significance. A ha lo
once encircled the goldsmith’s head, seemingly confirming the re-
ligious nature of this scene. Scientists have determined, however,
that the halo was al ater add ition by another artist, and restorers
have removed it.

Most scholars now think the painting, although not devoid of
religious content, should be seen as a vocational painting of the type
often produced for installation in Flemish guild chapels. Although
the couple’s presence suggests a marriage portrait, the patrons were
probably not the couple portrayed but rather the goldsmiths’ guild
in Bruges. Saint Eligius was the patron saint of gold- and silver-
smiths, blacksmiths, and metalworkers, all of whom shared a chapel

20-10 Petrus
wood, 3’ 3" X 2' 10". Metropolitan Museum of Art, New York
(Robert Lehman Collection, 1975).

Christus, A Goldsmith in His Shop, 1449. Oil on

Once thought to depict Eligius, the patron saint of goldsmiths, Christus’s
painting, made for the Bruges goldsmiths guild, is more likely a generic
scene of a couple shopping for a wedding ring.

in a building adjacent to their meetinghouse. The reconsecration of
this chapel took place in 1449, the same date as the Christus paint-
ing. Therefore, it seems probable the artist painted A Goldsmith in
His Shop, which illustrates an economic transaction and focuses on
the goldsmith’s profession, specifically for the guild chapel.

Christus went to great lengths to produce a historically credi-
ble image. For example, the variety of objects depicted in the paint-
ing s erves a s adv ertisement f or t he g oldsmiths’ g uild. I ncluded
are the goldsmiths’ raw materials (precious stones, beads, crystal,
coral, and seed p earls) scattered among finished products (rings,
buckles, and brooches). The pewter vessels on the upper shelves are
donation pitchers, which town leaders gave to distinguished guests.
All these meticulously painted objects not o nly attest to t he cen-
trality and i mportance of goldsmiths to b oth the secular and sa-
cred communities but also enhance the naturalism of the painting.
The convex mirror i n t he foreground sh owing
another couple and a s treet with h ouses serves
to extend the painting’s s pace into the viewer’s
space, further creating the illusion of reality, as
in van Eyck’s Arnolfini portrait (FIG. 20-6).

DIRK BOUTS 1In Last Supper (Fic. 20-11),
Dirk Bouts ( ca. 1415-1475) of Haarlem chose a
different me ans o f su ggesting s patial re cession.
The painting is the central panel of the Altarpiece
of the Holy S acrament, which the C onfraternity
of the Holy Sacrament in Louvain commissioned

20-11A Bours,
Justice of Otto 111,
ca. 1470-1475. @4
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in 1464, four years before Bouts became the city’s official painter
and produced a s eries of panels—Justice of Otto III (Fic. 20-11A)
—for Louvain’s town hall. Bouts’s Last Supper is one of the earli-
est Northern Rena issance pa intings to demo nstrate theuseofa
vanishing point (see “Linear and Atmospheric Perspective,” Chap-
ter 21, page 567) for creating perspective. All of the central room’s
orthogonals (converging diagonal lines imagined to be behind and

20-12 Hugo van der Goes,

20-11 Dirk Bouts,
Last Supper, center
panel of the Altarpiece
of the Holy Sacrament,
Saint Peter’s, Louvain,
Belgium, 1464-1468.
Oil on wood, 6’ X 5'. @4

One of the earliest
Northern European
paintings to employ
Renaissance linear
perspective, this Last
Supper includes four
servants in Flemish
attire—portraits of the

perpendicular to the picture plane) lead
to the vanishing p ointin the center of
the mantelpiece above Christ’s head. Tle
small si de ro om, h owever, hasits own
vanishing p oint, and neitheritnor the
vanishing p oint of the main room falls
ont heh orizon o ft hel andscape s een
through the windows, asin Italian Re-
naissance paintings.

In Last Supper, Bouts did not focus
on the biblical narrative itself but instead
presented Christin the role o fap riest
performing a r itual from the liturgy of
the Christian Church—the consecration

of the Eucharistic wafer. This contrasts
strongly w ith o ther dep ictions o ft he
same subject, which often focused on Judas’s betrayal or on Christ’s
comforting of John. The Confraternity of the Holy Sacrament dedi-
cated itself to the worship of the Eucharist, and the smaller panels
on the altarpiece’s wings depict Old Testament prefigurations of the
Eucharist. Bouts also added four servants (two in the window and
two standing) not mentioned in the biblical account, all dressed in
Flemish attire. These are portraits of the four members of the con-
fraternity who contracted Bouts to paint the altarpiece, continuing
the Flemish tradition ofinserting into re presentations of biblical
events portraits of the painting’s patrons, first noted in the Mérode
Altarpiece (FiG. 20-1).

HUGO VAN DER GOES By the mid-15th century, Flemish
art had achieved renown throughout Europe. Tle Portinari Altar-
piece (FIG. 20-12), for example, is al arge-scale Flemish workin a
family chapel in Florence, Italy. The artist who received the com-
mission was Hugo van der Goes ( ca. 1440-1482), the dean of the
painters’ guild of Ghent from 1468 to 1475. Hugo painted the trip-
tych for Tommaso Portinari, an Italian shipowner and agent for the
powerful Medici family of Florence. Portinari appears on the wings

altarpiece’s patrons.

Portinari Altarpiece (open), from Sant’Egidio, Florence, Italy, ca. 1476. Tempera and oil on wood, center
panel 8’ 33" X 10, each wing 8’ 33" X 4’ 77". Galleria degli Uffizi, Florence.

This altarpiece is a rare instance of the awarding of a major commission in Italy to a Flemish painter. The Florentines admired Hugo’s realistic details

and brilliant portrayal of human character.
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of the altarpiece with his family and their patron saints. Tle subject
of the central panel is Adoration of the Shepherds. On this large sur-
face, Hugo displayed a scene of solemn grandeur, muting the high
drama of the joyous occasion. The Virgin, Joseph, and the angels
seem to brood on the suffering to come rather than to meditate on
the miracle of Jesus’ birth. Mary kneels, somber and monumental,
on at ilted ground, a de vice the painter used to si tuate the main
actors at the center of the panel. (The compositional de vice may
derive from the tilted stage floors of 15th-century mystery plays.)
Three shepherds enter from the right rear. Hugo represented them
in attitudes of wonder, piety, and gaping curiosity. Tlei r lined faces,
work-worn hands, and uncouth dress and manner seem i mmedi-
ately familiar.

The architecture and a continuous wintry northern European
landscape unify the three panels. Symbols surface throughout the
altarpiece. Iris and columbine flowers are emblems of the sorrows
of the Virgin. The angels represent the 15 joys of Mary. A sheaf of
wheat stands for B ethlehem (the “house of bread” in Hebrew), a
reference to t he Euc harist. The harp of David, emblazoned over
the building’s portal in the middle distance (just to the right of the
Virgin’s head), signifies the ancestry of Christ. To stress the mean-
ing and significance of the illustrated e vent, Hugo re vived me di-
eval pictorial devices. Small scenes shown in the background of the
altarpiece re present (from le ft to right) the flight into Egypt, the
annunciation to the shepherds, and the arrival of the magi. Hugo’s
variation in the scale of his figures to differentiate them by their
importance to the central event also reflects older traditions. Still,

he put a vigorous, penetrating realism to work in a new direction,
characterizing human beings according to t heir social level while
showing their common humanity.

After Portinari placed the altarpiece in his family’s chapel in
the Florentine church of Sant’Egidio, it created a c onsiderable stir
among Italian artists. Although the painting may have seemed un-
structured to them, Hugo’s masterful technique and what the Flo-
rentines deemed incredible realism in representing drapery, flow-
ers, animals, and, above all, human character and emotion made a
deep impression on them. At least one Florentine artist, Domenico
Ghirlandaio (Figs. 21-26 and 21-27), paid tribute to t he Flemish
master by using Hugo’s most striking motif, the adoring shepherds,
in one of his own Nativity paintings.

HANS MEMLING Hugo’s ¢ ontemporary, Hans Memling

(ca. 1430-1494), became a c itizen of Bruges in 1465 and re ceived
numerous commissions from the city’s wealthy merchants, Flemish
and foreign alike. He specialized in portraits of his patrons (one of
whom was Tommaso Portinari) and images of the Madonna. Mem-
ling’s many paintings o f the Virgin p ortray yo ung, slight, p retty
princesses, each holding a doll-like infant Christ. The center panel
of the Saint John Altarpiece depicts the Virgin with Saints and An-
gels (FIG. 20-13). The patrons of this altarpiece—two brothers and
two sisters of the order of the Hospital of Saint John in Bruges—
appear on the exterior side panels (not illustrated). In the central
panel, two angels, one playing a musical instrument and the other
holding a b ook, flank t he Virgin. To the sides of M ary’s t hrone

20-13 Hans Memling, Virgin with Saints and Angels, center panel of the Saint John Altarpiece, Hospitaal Sint Jan, Bruges, Belgium, 1479.
Oil on wood, center panel 5’ 73" X 5’ 7%, each wing 5’ 73" X 2' 7¢".

Memling specialized in images of the Madonna. His Saint John Altarpiece exudes an opulence that results from the sparkling and luminous colors and

the realistic depiction of rich tapestries and brocades.
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20-14 Hans Memling, Diptych of Martin van Nieuwenhove, 1487. Oil on wood, each panel 1' 55" X 1’ 1”. Memlingmuseum, Bruges.

In this diptych the Virgin and Child pay a visit to the home of 23-year-old Martin van Nieuwenhove. A round convex mirror reflects the three figures and

unites the two halves of the diptych spatially.

stand Saint John the Baptist on the left and Saint John the Evan-
gelist on the right, and seated in the foreground are Saints Cath-
erine and Barbara. This gathering celebrates the mystic marriage of
Saint Catherine of Alexandria, one of many virgin saints believed
to have entered into a spiritual marriage with Christ. As one of the
most revered virgins of Christ, Saint Catherine provided a mo del
of devotion that resonated with women viewers (especially nuns).
The altarpiece exudes an opulence that results from the rich col-
ors, meticulously depicted tapestries and brocades, and the serenity
of the figures. The composition is balanced and serene, the color
sparkling and luminous, and the execution of the highest technical
quality.

Memling combined portraiture and Madonna imagery again
in a much less ambitious—and more typical—work (FiG. 20-14)
commissioned by Martin van Nieuwenhove, the scion of an impor-
tant Bruges family that held various posts in the civic government.
Martin himself served as burgomeister (mayor) of Bruges in 1497.
The painting takes the form of a diptych, with the patron portrayed
on the right wing and praying to the Madonna and Child on the left
wing. According to i nscriptions on the frames, van Nieuwenhove
commissioned the work in 1487 when he was 23 years old (he died
in 1500).

The format of the van Nieuwenhove diptych follows the pat-
tern Memling used earlier for his wedding triptych of Tommaso
Portinari an d Ma ria B aroncelli (FIG. 20-14A)b utw ithonlya
single (male) p ortrait. Tle left pa nel re presenting t he M adonna

and Child is probably similar to the
lost central section of the Portinari
triptych. M emling’s p ortrayalso f
the Vi rgin a nd C hild d iffer little
inh is sm aller, p rivate de votional
worksa ndh is] argera ltarpieces
(F1G. 20-13) a nd c onsistently f ea-
ture aten der cha racterization o f
the young Virgin and her n ude in-
fant son. Here, however, Memling set both the Madonna and her
patron in the interior ofa w ell-appointed Flemish h ome featur-
ing stained-glass windows. The window to the left of the Virgin’s
head bears van Nieuwenhove’s coat of arms. The window behind
the donor de picts his patron saint, Martin of Tours. Tlese pre-
cisely re corded de tails i dentify t he h ome a's van N ieuwenhove’s
(the Minnewater Bridge in Bruges is visible through the open win-
dow), and the Madonna and Child have honored him by coming
to his private residence. The conceit is a familiar one in Flemish
painting. An early example is the Annunciation taking place in the
home of Peter Inghelbrecht in Robert Campin’s Mérode Altarpiece
(F1G. 20-1). In the Memling portrait diptych, the Christ Child sits
on the same ledge as the donor’s open prayer book. Also uniting
the two wings of the diptych is the round convex mirror behind
the Virgin’s right shoulder in which the viewer sees the reflection
of the Virgin and van Nieuwenhove as well as the rest of the room
(compare FiGs. 20-6 and 20-10).

20-14A MEewmLING, Tommaso Portinari
and Maria Baroncelli, ca. 1470.
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20-15 Limbourg brothers (Pol, Herman,
Jean), January, from Les Trés Riches Heures
du Duc de Berry, 1413-1416. Colors and ink on
vellum, 83" X 5%”. Musée Condé, Chantilly. @4

The sumptuous pictures in Les Trés Riches Heures
depict characteristic activities of each month. The
prominence of genre subjects reflects the increasing
integration of religious and secular art.

FRANCE

In contrast to the prosperity and peace Flanders
enjoyed during the 15th century, in France the
Hundred Years’ War crippled e conomic enter-
prise and prevented political stability. Tle an-
archy of war and the weakness of the kings gave
rise to a group of duchies, each with significant
power a nd t he re sources to ¢ ommission m a-
jor a rtworks. The s trongest a nd w ealthiest o f
these has already been examined—the duchy of
Burgundy, which controlled Flanders. But the
dukes of Berry, Bourbon, and Nemours as well
as members of the French royal court were also
important art patrons.

Manuscript Painting

During t he 1 5th ¢ entury, F rench a rtists b uilt
on the achievements of Gothic painters (see
Chapter 1 3) a nd p roduced e xquisitely re fined
illuminated manuscripts. Among the most sig-
nificant d evelopmentsi n F rench m anuscript
painting was a ne w c onception a nd p resenta-
tion of space. Paintings in manuscripts took on
more pronounced c haracteristics a s illusionis-
tic s cenes. I ncreased c ontact with I'taly, where
Renaissance a rtists had re vived t he p ictorial
principles of classical antiquity, may have influ-
enced French painters’ interest in illusionism.

LIMBOURG BROTHERS The mostin-
novative early-15th-century manuscript illumi-
nators were t he t hree Limbourg brothers—

Pol, Herman,a nd Jean— from N ijmegenin

the N etherlands. They were nephews of Jean
Malouel, t he c ourt a rtist o f P hilip t he B old.
Following i n t he f ootsteps o f e arlier i llustra-
tors such as Jean Pucelle (Figs. 13-36 and 13-36A), the Limbourg
brothers e xpanded t he ill usionistic c apabilities o f ill umination.
Trained in the Netherlands, the brothers moved to Pa ris no 1 ater
than 1402, and b etween 1405 a nd t heir de ath i n 1416, p robably
from the plague, they worked in Paris and Bourges for Jean, duke of
Berry (r. 1360-1416) and brother of King Charles V (r. 1364-1380)
of France and of Philip the Bold of Burgundy.

The duke ruled the western French regions of Berry, Poitou, and
Auvergne (map 20-1). He was an avid art patron and focused on col-
lecting manuscripts, jewels, and rare artifacts. Among the more than
300 m anuscripts t he d uke o wned were P ucelle’s Belleville B reviary
(F16. 13-36) and the Hours of Jeanne d’Evreux (FIG. 13-36A) as well as
Les Trés Riches Heures du Duc de Berry (The Very Sumptuous Hours of

the Duke of Berry; Figs. 20-15 and 20-16), which he commissioned
the Limbourg brothers to produce. A Book of Hours, like a breviary,
was a b ook used for reciting prayers (see “Medieval B ooks,” Chap-
ter 1 1, pa ge 3 12). A s p rayer b ooks, t hey re placed t he t raditional
psalters (books of psalms), which were the only liturgical books in
private hands until the mid-13th century. The centerpiece of a B ook
of Hours was the “Office [prayer] of the Blessed Virgin,” which con-
tained liturgical passages to be read privately at set times during the
day, from matins (d awn prayers) to compline (the last of the prayers
recited daily). An illustrated calendar containing local religious feast
days u sually preceded t he O flice o f t he Ble ssed Virgin. P enitential
psalms, devotional prayers, litanies to t he saints, and other prayers,
including those of the dead and of the Holy Cross, followed the center-
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piece. Books of Hours b ecame favorite p ossessions o f t he northern
European aristocracy during the 14th and 15th centuries. (Mary, the
last duchess of Burgundy, commissioned a B ook of Hours in which
she was portrayed praying; FiG. 20-16A. It is the masterpiece of the
illuminator k nown as the Master of Mary of Burgundy, p ossi-

bly Alexander Bening [ ca. 1444-
1519].) ‘Thesesu mptuousb ooks
eventually became available to afflu-
ent burghers and contributed to the
decentralization of religious practice
that was one factor in the Protestant
Reformation in t he early 16th cen-
tury (see Chapter 23).

20-16A Hours of Mary of Burgundy,
ca. 1480.

20-16 Limbourg brothers (Pol, Herman, Jean),
October, from Les Trés Riches Heures du Duc de Berry,
1413-1416. Colors and ink on vellum, 83" X 53"
Musée Condé, Chantilly. @4

The Limbourg brothers expanded the illusionistic capa-
bilities of manuscript painting with their care in rendering

architectural details and convincing depiction of cast
shadows.

The f ull-page ¢ alendar p ictureso f Les T rés
Riches Heures are the mostfamousin the history
of manuscript i llumination. They re present t he 12
months in terms of the associated seasonal tasks,
alternating scenes of nobility and peasantry. Above
each picture is a [unette in which the Limbourgs de-
picted the zodiac signs and the chariot of the sun as
it makes its yearly c ycle t hrough t he he avens. Be-
yond its function as a religious book, Les Trés Riches
Heures also visually captures the power of the duke
and his rel ationship to t he p easants. F or e xample,
the colorful calendar picture for January (F16. 20-15)
portrays a N ew Year’s reception at c ourt. Tle duke
appears as magnanimous host, his head circled by
the fire s creen, a Imost ha lolike, b ehind h im. H is
chamberlain stands next to him, urging the guests
forward with the words “aproche, aproche.” Tle lav-
ish spread of food on the table and the large tapestry
on the back wall augment the richness and extrava-
gance of the setting and the occasion.

In contrast, the illustration for October (FIG. 20-16)
focuses on the peasantry. Here, the Limbourg broth-
ers depicted a s ower, a harrower on horseback, and
washerwomen, along with city dwellers, who prom-
enadeinfronto ftheL ouvre (the F rench k ing’s
residence at t he time, now one of the world’s great
art museums). The peasants do not appear discon-
tented as they go about their assigned tasks. Surely
this imagery flattered the duke’s sense of himself as
a compassionate master. The growing artistic inter-
est in naturalism is evident here i n the careful way
the painter recorded the architectural details of the
Louvre and in the convincing shadows of the people
and objects (such as the archer s carecrow and the
horse) in the scene.

As awhole, Les Trés Riches Heures reinforced the image of the
duke of Berry as a devout man, cultured bibliophile, sophisticated
art patron, and powerful and magnanimous leader. Further, the
expanded range of subject matter, especially the prominence of
genre subjects in a rel igious book, reflected the increasing inte-
gration of religious and secular concerns in both art and life at
the time. Although all three Limbourg brothers worked on Les
Trés Riches Heures, art historians have never been able to ascer-
tain definitively which brother painted which images. Given the
common practice of collaboration on artistic projects at this time,
however, t he de termination o f sp ecific aut horship i s not ve ry
important.
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Panel Painting

Images for private de votional u se were p opularin France,asin
Flanders, and the preferred medium was oil paint on wood panels.

JEAN FOUQUET Among the French artists whose paintings
were in demand was Jean Fouquet ( ca. 1420-1481), who worked
for King Charles VII (r. 1422-1461, the patron and client of Jacques
Coeur; FIG. 13-30) and for the duke of Nemours. Fouquet painted
a diptych (Fi6. 20-17) for Etienne Chevalier, who, despite his lowly
origins, became Charles VII’s treasurer in 1452. In the left panel of
the Melun Diptych (named for its original location in Melun Ca-
thedral), C hevalier app ears w ith h is pat ron s aint, S aint Ste phen
(Etienne i n F rench). App ropriately, F ouquet’s do nor p ortrait o f
Chevalier depicts his prominent patron as devout—kneeling, with
hands clasped i n p rayer. The re presentation o f t he p ious do nor
with his standing saint recalls Flemish art, as do the three-quarter
stances and the realism of Chevalier’s portrait. The artist portrayed
Saint Stephen, whose head also has a p ortraitlike quality, holding
the stone of his martyrdom (death by stoning) atop a volume of the
holy scriptures, thereby ensuring that viewers properly identify the
saint. Fouquet rendered the entire image in meticulous detail and
included a highly ornamented architectural setting.

In its original diptych form (the two panels are now in differ-
ent museums), the viewer would follow the gaze of Chevalier and
Saint Ste phen o ver to t he r ight pa nel, w hich de picts t he Virgin
Mary and Christ Child in a mos t unusual way—with marblelike
flesh, surrounded by red and blue cherubs (chubby winged child
angels). The juxtaposition of these two images enabled the patron
to bear witness to the sacred. The integration of sacred and secular

(especially the political or p ersonal), prevalent in ot her northern
European artworks, also emerges here, which complicates the read-
ing of this diptych. Agnés Sorel (1421-1450), the mistress of King
Charles VII, was Fouquet’s model for the Virgin Mary, whose left
breast is exposed and who does not lo ok at t he viewer. Chevalier
commissioned this painting after Sorel’s death, probably by poison-
ing while pregnant with the king’s child. Thus, in addition to t he
religious i nterpretation of t his diptych, there is surely a p ersonal
and political narrative here as well.

HOLY ROMAN EMPIRE

Because the Holy Roman Empire (whose core was G ermany) did
not participate in the drawn-out saga of the Hundred Years’ War,
its economy remained stable and prosperous. Without a dominant
court to c ommission artworks, wealthy merchants and clergy be-
came the primary German patrons during the 15th century.

Panel Painting

The art of the early Northern Renaissance in the Holy Roman Em-
pire displays a pronounced stylistic diversity. Some artists followed
developments in Flemish painting, and large-scale altarpieces fea-
turing naturalistically painted biblical themes were familiar sights
in the Holy Roman Empire.

KONRAD WITZ Amongthe most notable 15th-century Ger-
man altarpieces is the Altarpiece of S aint Peter, painted in 1444 for
the chapel of Notre-Dame des Maccabées in the Cathedral of Saint
Peter in Geneva, Switzerland. Konrad Witz ( ca. 1400-1446), whose
studio was in Basel, painted one exterior wing of this triptych with a

20-17 Jean Fouquet, Melun Diptych. Left wing: Etienne Chevalier and Saint Stephen, ca. 1450. Oil on wood, 3’ 7 X 2’ 9%". Gemildegalerie,

Staatliche Museen zu Berlin, Berlin. Right wing: Virgin and Child, ca. 1451. Oil on wood, 3’ 1

Kunsten, Antwerp.

1" X 2’ 97". Koninklijk Museum voor Schone

Fouquet’s meticulous representation of a pious kneeling donor with a standing patron saint recalls Flemish painting, as do the three-quarter stances

and the realism of the portraits.
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representation of Miraculous Draught of Fish (FiG. 20-18). Tle other
exterior wing (not illustrated) depicts the release of Saint Peter from
prison. The central panel is lost. On the interior wings, Witz painted
scenes of Adoration of the Magi and of Saint Peter’s presentation of
the donor (Bishop Francois de M ies) to t he Virgin and Child. Mi-
raculous D raught of Fish shows Peter, the first pope, unsuccessfully
trying to emulate Christ walking on water. Some scholars think the
choice of subject is a commentary on the part of Witz’s patron, the
Swiss cardinal, on the limited power of the pope in Rome.

The painting is particularly significant because of the landscape’s
prominence. Witz showed precocious skill in the study of water ef-

20-18 Konrad Witz, Miraculous Draught
of Fish, exterior wing of Altarpiece of Saint
Peter, from the Chapel of Notre-Dame des
Maccabées, Cathedral of Saint Peter, Geneva,
Switzerland, 1444. Oil on wood, 4’ 3" X 5’ 1".
Musée d’Art et d’Histoire, Geneva.

Konrad Witz set this biblical story on Lake Geneva.
The painting is one of the first 15th-century works
depicting a specific locale and is noteworthy for
the painter’s skill in rendering water effects.

fects—the sky glaze on the slowly moving lake
surface, the mirrored reflections of the figures
in the boat, and the transparency of the shal-
low water in the foreground. He observed and
represented the landscape so carefully that art
historians have been able to determine the ex-
act location shown. Witz presented a view of
the shores of Lake Geneva, with the town of
Geneva on the right and Le M6le Mountain in
the distance behind Christ’s head. Ths paint-
ing is one of the first 15th-century works de-
picting a s pecific, iden-
tifiable site.

The w ork o f ot her
leading German painters
of the mid-15th century, for example, Stefan
Lochner ( ca. 1400-1451), re tained me dieval
features to am uch greater de gree,asisim-
mediately e videnti nac omparison b etween
Witz’s landscape a nd L ochner’s Madonna in
the Rose Garden (Fic. 20-18A).

20-18A LOCHNER,
Madonna in the Rose
Garden, ca. 1440.

Sculpture

In contrast to Flanders, where painted altarpieces were the norm, in
the Holy Roman Empire many of the leading 15th-century artists spe-
cialized in carving large wooden retables. These grandiose sculpted
altarpieces re veal the p ower of the lin-
gering Late Gothic style.

VEIT STOSS Thes culptor Veit

Stoss ( 1447-1533) trained in the Up-
per Rhine region but settled in Krakéw
(in present-day Poland) in 1477. In that
year, he began work on a monumental
altarpiece (Fig. 20-19) for t he church
of Saint Mary in Krakéw. In the cen-
tral b oxlike sh rine, h uge c arved a nd
painted figures, some nine feet high,

20-19 Veit Stoss, Death and
Assumption of the Virgin (wings open),
altar of the Virgin Mary, church of
Saint Mary, Krakow, Poland, 1477-1489.
Painted and gilded wood, center panel
23’ 9" high.

In this huge sculptured and painted
altarpiece, Stoss used every figural and
ornamental element from the vocabulary of
Gothic art to heighten the emotion and to
glorify the sacred event.
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represent Death and Assumption of the Virgin. On the
wings, Stoss portrayed scenes from the lives of Christ
and Mary. The altar forcefully expresses the intense pi-
ety of Gothic culture in its late phase, when artists used
every figural and ornamental motif in the repertoire of
Gothic art to heig hten the emotion and to g lorify sa-
cred events. In the Krakdw altarpiece, Christ’s disciples
congregate a round t he Vi rgin, w ho c ollapses, dy ing.
One o f t hem su pports her, w hile a nother w rings h is
hands in grief. Stoss posed others in attitudes of woe
and psychic shock, striving for realism in every minute
detail. He engulfed the figures in restless, twisting, and
curving swaths of drapery whose broken and writhing
lines unite the whole tableau in a vision of agitated emo-
tion. The artist’s massing of sharp, broken, and pierced
forms t hat dart flamelike t hrough t he c omposition—
at once unifying and animating it—recalls the design
principles of Late Gothic architecture (FIG. 13-27).
Indeed, in the Krakow altarpiece, Stoss merged sculp-
ture and architecture, enhancing their union with paint
and gilding.

TILMAN RIEMENSCHNEIDER Assumption
of th e Virg inisalso t he sub ject o ft he c enter pa nel
(FIG. 20-20) o ft he Creglingen Altar piece, c reated b y
Tilman Riemenschneider (  ca. 1460-1531) o f W tirz-
burg for a parish church in Creglingen, Germany. He in-
corporated intricate Gothic forms, especially in the al-
tarpiece’s elaborate canopy, but unlike Stoss, he did not
paint the figures or the background. By em ploying an
endless and restless line running through the garments
of t he figures, R iemenschneider suc ceeded i n s etting
the whole design into fluid motion, and no i ndividual
element functions without the rest. The draperies float
and flow around bodies lost within them, serving not as
descriptions but as design elements that tie the figures
to one another and to t he framework. Alo ok of psy-
chic strain, a facial expression common in Riemensch-
neider’s work, heig htens the s pirituality of the figures,
immaterial and weightless as they appear.

20-20 Tilman Riemenschneider,
of Creglingen Altarpiece, parish church, Creglingen, Germany, ca. 1495-1499.
Lindenwood, 6’ 1" wide.

Graphic Arts

A new age blossomed in the 15th century with a sud -
den te chnological adv ance t hat had w idespread e f-
fects—the i nventionb yJ ohannes Gu tenberg ( ca.
1400-1468) of moveable type around 1450 and the
development of the printing press. Printing had been
known in China c enturies b efore b ut had ne ver fos-

TR P Y tered, as it did in 15th-century Europe,
a revolution in written communication
and in the generation and management
of information. Printing provided new
and c hallenging me dia for a rtists, a nd
the earliest form was the woodcut (see
“Woodcuts, Engravings, and Etchings,”
page 556). Artists produced inexpensive
woodcuts such as the Buxheim S aint
Christopher (FIG. 20-20A) before the de-
velopment of move able-type pr inting.
But when arise inliteracy and the im-

garments.

20-20A Buxheim Saint
Christopher, 1423.
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Assumption of the Virgin, center panel

Riemenschneider specialized in carving large wood retables. His works feature intricate
Gothic tracery and religious figures whose bodies are almost lost within their swirling

proved economy necessitated production of illustrated books on
a grand scale, artists met the challenge of bringing the woodcut
picture onto the same page as the letterpress.

MICHAEL WOLGEMUT Tk so-called Nuremberg Chronicle,
ah istoryo ft hew orld p roducedi n N uremberg b y Anton

Koberger ( ca. 1445-1513) with more than 650 illustrations by
the workshop of Michael Wolgemut ( 1434-1519), do cuments
this a chievement. The ha nd-colored i llustration ( Fig. 20-21)
spread across t wo facing pages re presents Radeburga (m odern
Radeberg, near Dresden). The blunt, simple lines of the woodcut
technique give a de tailed perspective of the city, its harbor and
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madeburga

20-21 Michael Wolgemut a

nd shop, Radeburga page from the Nuremberg Chronicle, 1493. Woodcut. Printed by Anton Koberger.

The Nuremberg Chronicle is an early example of woodcut illustrations in printed books. The more than 650 pictures include detailed views of towns,

but they are generic rather than specific portrayals.

shipping, its walls and towers, its churches and municipal build-
ings, and the baronial castle on the hill. Despite the numerous ar-
chitectural structures, historians cannot determine whether this
illustration represents the artist’s accurate depiction of the city or
is the product of a f anciful i magination. Artists often reprinted
the same image as illustrations of different cities, and this depic-
tion of Radeburga is very likely a g eneric view. Re gardless, the
work is a mo nument to a ne w craft, which expanded in concert
with the art of the printed book.

MARTIN SCHONGAUER The w oodcut me dium ha rdly
had m atured w hen t he te chnique o f engraving (s ee “ Woodcuts,
Engravings, and Etchings,” page 556), begun in the 1430s and well
developed by 1450, proved much more flexible. Predictably, in the
second half of the century, engraving began to re place the wood-
cut process, for making both book illustrations and widely popular
single prints.

Martin Schongauer ( ca. 1430-1491) was the most skilled
and subtle 15th-century Northern Renaissance master of metal
engraving. His Saint Anthony Tormented by Demons (FiG. 20-22)
shows both the versatility of the medium and the artist’s mastery

of it. The stoic saint is caught in a re volving thornbush of spiky
demons, who claw and tear at h im furiously. With unsurpassed
skill and subtlety, Schongauer incised lines of varying thickness
and density into a metal plate and created marvelous distinctions
of tonal values and textures—from smooth skin to ro ugh cloth,
from the furry and feathery to t he hairy and scaly. Theuse of
cross-hatching (sets of engraved lines at right angles) to de scribe
forms, which S chongauer probably developed, became standard
among G erman g raphic a rtists. The I talians p referred parallel
hatching (Fic. 21-30) and rarely adopted cross-hatching, which,
in keeping with the general Northern European approach to art,
tends to describe the surfaces of things rather than their underly-
ing structures.

Schongauer p robably eng raved Saint Anth ony b etween 1480
and 1490. By then, the political geography of Europe had changed
dramatically. Charles the Bold, who had assumed the title of duke
of Burgundy in 1467, died in 1477, bringing to an end the Burgun-
dian dream of forming a s trong middle kingdom between France
and t he Holy Roman E mpire. A fter Charles’s death at t he bat tle
of Nancy, the French monarchy reabsorbed the southern Burgun-
dian lands, and the Netherlands passed to the Holy Roman Empire

Holy Roman Empire 555
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MATERIALS AND TECHNIQUES

Woodcuts, Engravings, and Etchings

With the invention of moveable type in the 15th century and
the ne w w idespread a vailability o f pap er f rom ¢ ommer-
cial mills, the art of printmaking developed rapidly in Europe. A
print is an artwork on paper, usually produced in multiple impres-
sions. The set of prints an artist creates from a single print surface
is called an edition. As with books manufactured on a press, the
printmaking process involves the transfer of ink from a p rinting
surface to pap er. This can be accomplished in several ways. D ur-
ing the 15th and 16th centuries, artists most commonly used the
relief and intaglio methods of printmaking.

Artists p roduce rel ief p rints, t he ol dest a nd si mplest o f t he
printing methods, by carving into a su rface, usually wood. Relief
printing requires artists to conceptualize their images negatively—
thatis, they remove the surface areas around the i mages using a
gouging i nstrument. Thus, when t he p rintmaker i nks t he r idges
that carry the design, the hollow areas remain dry, and a p ositive
image results when the artist presses the printing block against pa-
per. Because artists produce woodcuts through a sub tractive pro-
cess (removing parts of the material), it is difficult to create very
thin, fluid, and closely spaced lines. As a result, woodcut prints (for
example, FIGS. 20-21 and 20-21A) tend to e xhibit stark contrasts
and sharp edges.

In contrast to the production of relief prints, the intaglio method
involves a positive process. Tle artist incises (cuts) an image on a
metal plate, often copper. The image can be created on the plate man-
ually (engraving or drypoint; for example, FIG. 20-22) using a tool (a
burin or stylus) or chemically (etching; for example, FiG. 25-16).In
the etching process, an acid bath eats into the exposed parts of the
plate where the artist has drawn through an acid-resistant coating.
When the artist inks the surface of the intaglio plate and wipesit
clean, the inkis forced into the incisions. Then the artist runs the
plate and paper through a roller press, and the paper absorbs the re-
maining ink, creating the print. Because the artist “draws” the image
onto the plate, intaglio prints differ in character from relief prints.
Engravings, d rypoints, a nd e tchings generally p resent a w ider va-
riety of linear effects, as is immediately evident in a c omparison of
the roughly contemporaneous woodcut of Tarvisium (FIG. 20-21) by
Michael Wolgemut and Martin Schongauer’s engraving of Saint An-
thony Tormented by Demons (FiG. 20-22). Intaglio prints also often
reveal to a g reater extent evidence of the artist’s touch, the result of
the hand’s changing pressure and shifting directions.

The paper and inks artists use also affect the finished look of
the printed image. During the 15th and 16th centuries, European
printmakers used papers produced from cotton and linen rags that
papermakers mashed with water into a pulp. The papermakers then
applied a t hin layer of this pulp to a w ire screen and allowed it to
dry to create the paper. As contact with Asia increased, printmak-
ers made greater use of what was called Japan paper (of mulberry
fibers) and China paper. Artists, then as now, could select from a

by virtue of the dynastic marriage of Charles’s daughter, Mary of
Burgundy (FiG. 20-16A), to Maximilian of Habsburg, inaugurat-
ing a new political and artistic era in northern Europe (see Chap-
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: Md¢ 8 ; , g
20-22 Martin  Schongauer, Saint Anthony Tormented by Demons,
ca. 1480-1490. Engraving, 1’ 1% 9" Fondazione Magnani Rocca,
Corte di Mamiano.

Schongauer was the most skilled of the early masters of metal engraving.
By using a burin to incise lines in a copper plate, he was able to create a
marvelous variety of tonal values and textures.

wide variety of inks. The type and proportion of the ink ingredients
affect the consistency, color, and oiliness of inks, which various pa-
pers absorb differently.

Paper is1ightweight, a nd t he p ortability o f p rints ha s ap -
pealed to artists over the years. The opportunity to p roduce nu-
merous impressions from the same print surface also made print-
making attractive to 15th- and 16th-century artists. In addition,
prints can be sold at lower prices than paintings or sculptures.
Consequently, p rints re ached a m uch w ider a udience t han d id
one-of-a-kind artworks. The number and quality of existing 15th-
and 16th-century European prints attest to the importance of the
new print medium.

ter 23). The next t wo c hapters, h owever, e xplore Italian de velop-
ments in painting, sculpture, and architecture during the 15th and
16th centuries.

Chapter 20 LATE MEDIEVAL AND EARLY RENAISSANCE NORTHERN EUROPE
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THE BIG PICTURE

LATE MEDIEVAL AND EARLY RENAISSANCE
NORTHERN EUROPE

BURGUNDY AND FLANDERS

I The most powerful rulers north of the Alps during the first three-quarters of the 15th century were the dukes
of Burgundy. They controlled Flanders, which derived its wealth from wool and banking, and were great art
patrons.

I Duke Philip the Bold (r. 1363-1404) endowed the Carthusian monastery at Champmol, near Dijon, which Suter We/lofMoss
became a ducal mausoleum. He employed Claus Sluter, whose Well of Moses features innovative statues 1395.1406
of prophets with portraitlike features and realistic costumes.

I Flemish painters popularized the use of oil paints on wood panels. By superimposing translucent glazes,
they created richer colors than possible using tempera or fresco. One of the earliest examples of oil
painting is Melchior Broederlam’s Retable de Champmol (1339).

I A major art form in churches and private homes alike was the altarpiece with folding wings. In Robert
Campin’s Mérode Altarpiece, the Annunciation takes place in a Flemish home. The work’s donors, depicted
on the left wing, are anachronistically present as witnesses to the sacred event. Typical of “Northern
Renaissance” painting, the everyday objects depicted often have symbolic significance.

ca. 1425-1428

I Jan van Eyck, Rogier van der Weyden, and others established portraiture as an important art form in
15th-century Flanders. Their subjects were successful businessmen, both Flemish and foreign, for example,
the Italian financier Giovanni Arnolfini. Rogier's Saint Luke Drawing the Virgin, a celebration of the painter’s
craft, is probably a self-portrait.

I Among the other major Flemish painters were Petrus Christus and Hans Memling of Bruges, Dirk Bouts of
Louvain, and Hugo van der Goes of Ghent, all of whom produced both altarpieces for churches and portraits
for the homes of wealthy merchants. Hugo achieved such renown that he won a commission to paint an
altarpiece for a church in Florence. The Italians marveled at the Flemish painter’s masterful technique

and extraordinary realism. Van Eyck, Giovanni Arnolfini
and His Wife, 1434

FRANCE

I During the 15th century, the Hundred Years’ War crippled the French economy, but dukes and members
of the royal court still commissioned some notable artworks.

I The Limbourg brothers expanded the illusionistic capabilities of manuscript illumination in the
Book of Hours they produced for Jean, duke of Berry (r. 1360-1416) and brother of King Charles V
(r. 1364-1380). Their full-page calendar pictures alternately represent the nobility and the peasantry,
always in seasonal, naturalistic settings with realistically painted figures.

Limbourg brothers, Les Tres Riches

I French court art—for example, Jean Fouquet’s Melun Diptych—owes a large debt to Flemish painting in Heures du Duc de Berry, 1413-1416

style and technique as well as in the integration of sacred and secular themes.

HOLY ROMAN EMPIRE

I The Late Gothic style remained popular in 15th-century Germany for large carved wooden retables featuring
highly emotive figures amid Gothic tracery.

I The major German innovation of the 15th century was the development of the printing press, which
publishers soon used to produce books with woodcut illustrations. Woodcuts are relief prints in which the
artist carves out the areas around the lines to be printed.

Wolgemut, Nuremberg
Chronicle, 1493

I German artists were also the earliest masters of engraving. The intaglio technique allows for a wider variety
of linear effects because the artist incises the image directly onto a metal plate.
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Mercury is the
most enigmatic
figure in Botticelli’s
lyrical painting
celebrating love in
springtime, probably
a commemoration
of the May 1482
wedding of Lorenzo
di Pierfrancesco
de’ Medici.

Cupid hovers over Venus,
the central figure in this

The dancing Three Graces closely mythological allegory. The sky
resemble ancient prototypes Botticelli seen through the opening in
must have studied, but in 15th-century the landscape behind Venus
Florence, the Graces are clothed, albeit forms a kind of halo around
in thin, transparent garments. the goddess of love’s head.

Sa®

21-1 Sandro Botticelli, Primavera, ca. 1482. Tempera on wood, 6’ 8” X 10’ 4". Galleria degli Uffizi, Florence. @4
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21

THE RENAISSANCE
IN QUATTROCENTO
ITALY

The blue ice-cold Zephyrus, the west
wind, carries off and marries the nymph
Chloris, whom he transforms into Flora,
goddess of spring, appropriately shown
wearing a rich floral gown.

MEDICI PATRONAGE AND CLASSICAL LEARNING

he Medici family of Florence has become synonymous with the extraordinary cultural phe-

nomenon called the Italian Renaissance. By early in the 15th century (the *400s, or Quattrocento
in Italian), the banker Giovanni di Bicci de” Medici (ca. 1360-1429) had established the family fortune.
His son Cosimo (1389-1464) became a great patron of art and of learning in the broadest sense. For
example, Cosimo provided the equivalent of $20 million to establish the first public library since the
ancient world. Cosimo’s grandson Lorenzo (1449-1492), called “the Magnificent,” was a member of the
Platonic Academy of Philosophy and gathered about him a galaxy of artists and gifted men in all fields.
He spent lavishly on buildings, paintings, and sculptures. Indeed, scarcely a single great Quattrocento
architect, painter, sculptor, philosopher, or humanist scholar failed to enjoy Medici patronage.

Of all the Florentine masters the Medici em ployed, p erhaps the most famous today is Sandro
Botticelli (  1444-1510). His work is a te stament to t he intense interest that the M edici and Q uat-
trocento humanist scholars and artists had in the art, literature, and mythology of the Greco-Roman
world—often interpreted by writers, painters, and sculptors alike in terms of Christianity according to
the philosophical tenets of Neo-Platonism.

Botticelli painted Primavera (Spring; FiG. 21-1) for Lorenzo di Pierfrancesco de” Medici (1463-1503),
one of Lorenzo the Magnificent’s cousins. Venus stands just to the right of center with her son Cupid hov-
ering above her head. Botticelli drew attention to Venus by opening the landscape behind her to re veal
a portion of sky that forms a kind of halo around the goddess of love’s head. To her right, seemingly the
target of Cupid’s arrow, are the dancing Three Graces, based closely on ancient prototypes but clothed,
albeit in thin, transparent garments. At the right, the blue ice-cold Zephyrus, the west wind, is about to
carry off and marry the nymph Chloris, whom he transforms into Flora, goddess of spring, appropriately
shown wearing a rich floral gown. At the far left, t he enigmatic figure of Mercury turns away from all
the others and reaches up with his distinctive staff, the caduceus, perhaps to d ispel storm clouds. Tte
sensuality of the representation, the appearance of Venus in springtime, and the abduction and marriage
of Chloris all suggest the occasion for the painting was young Lorenzo’s wedding in May 1482. But the
painting also sums up the Neo-Platonists’ view that earthly love is compatible with Christian theology. In
their reinterpretation of classical mythology, Venus as the source of love provokes desire through Cupid.
Desire can lead either to lust and violence (Zephyr) or, through reason and faith (Mercury), to the love of

God. Primavera, read from right to left, served to urge the newlyweds to seek God through love.
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RENAISSANCE HUMANISM

The humanism Petrarch and Boccaccio promoted during the 14th
century (see Chapter 14) fully blossomed in the 15th century. In-
creasingly, I'talians in elite circles embraced the tenets underlying
humanism—an emphasis on education and on expanding knowl-
edge (especially of classical antiquity), the exploration of individual
potential and a desire to excel, and a commitment to civic respon-
sibility and moral duty. Quattrocento Italy also enjoyed an abun-
dance of artistic talent. The fortunate congruence of artistic genius,
the spread of humanism, and e conomic prosperity nourished the
Renaissance, forever changing the direction and perception of art
in the Western world.

For the Italian humanists, the quest for knowledge began with
the le gacy of t he Gre eks a nd Ro mans—the writings of S ocrates,
Plato, Aristotle, Ovid, and others. The development of a l iterature
based on the commonly spoken Tuscan dialect expanded the au-
dience for humanist writings. Further, the invention of moveable
metal type in Germany around 1445 (see Chapter 20) facilitated the
printing and wide distribution of books. Italians e nthusiastically
embraced this new printing process. By 1464, Subiaco (near Rome)
boasted a p ress, and by 1469, Venice had e stablished one as well.
Among the first books printed in Italy using these new presses was
Dante’s Divine Comedy, his vernacular epic about Heaven, Purga-
tory, and Hell. The production of editions in Foligno (1472), Man-
tua (1472), Venice (1472), Naples (1477 and 1478-1479), and Milan
(1478) testifies to the widespread popularity of Dante’s work.

The h umanists a Iso a vidly ac quired i nformationinaw ide
range of fields, including botany, geology, geography, optics, medi-
cine, and engineering. Leonardo da Vinci’s phenomenal expertise
in many fields—from art and architecture to geology, acrodynam-
ics, hydraulics, botany, and military science, among many others—
still defines the modern notion of the “Renaissance man.” Human-
ism also fostered a b elief in individual p otential and encouraged
individual a chievement, a s well as civic r esponsibility. Wh ereas
people in medieval society accorded great power to divine will in
determining the events that affected lives, those in Renaissance It-
aly adopted a more secular stance. Humanists not only encouraged
individual improvement but also rewarded excellence with fame
and h onor. A chieving a nd e xcelling t hrough ha rd work b ecame
moral imperatives.

1400 1425

I Ghiberti installs the Gates
of Paradise facing Florence
Cathedral

I Donatello revives freestanding
nude male statuary

Ghiberti wins the competition
to design new doors for
Florence’s baptistery

Nanni di Banco, Donatello,
and others create statues for
Or San Michele

Masaccio carries Giotto’s
naturalism further in the
Brancacci chapel

I Michelozzo builds the new
Medici palace in Florence

I Alberti publishes his treatise
on painting

Brunelleschi develops linear
perspective and designs the
Ospedale degli Innocenti, the
first Renaissance building

1450

Quattrocento Italy witnessed constant fluctuationsinits po-
litical a nd e conomic s pheres, i ncluding sh ifting p ower rel ations
among the numerous city-states and the rise of princely courts (see
“Italian Princely Courts,” page 591). Condottieri (military leaders)
with large numbers of mer cenary troops at t heir disposal played
am ajor role i n the ongoing s truggle for p ower. P rincely c ourts,
such as those in Urbino and Mantua, emerged as cultural and ar-
tistic c enters alongside t he great art centers o f t he 14th century,
especially the Republic of Florence. The association of humanism
with education and culture appealed to ac complished individuals
of high status, and humanism had i ts greatest impact among the
elite and powerful, whether in the republics or the princely courts.
These individuals were in the best position to commission art. As
aresult, humanist ideas came to permeate Italian Renaissance art.
The intersection of art with humanist doctrines during the Renais-
sance is evident in the popularity of subjects selected from classical
history or mythology (for example, FiG. 21-1); in the increased con-
cern with developing p erspective systems and de picting a natomy
accurately; in the revival of portraiture and other self-aggrandizing
forms of patronage; and in citizens’ extensive participation in civic
and religious art commissions.

FLORENCE

Because hi gh-level p atronage r equired s ignificant accumulated
wealth, those individuals, whether princes or merchants, who had
managed to prosper came to the fore in artistic circles. Tle best-
known Italian Renaissance art patrons were the Medici of the Re-
public of Florence (see “Medici Patronage and Classical Learning,”
page 559), yet the earliest important artistic commission in 15th-
century Florence (MAP 21-1) was not a M edici project but rather
a competition held by the Cathedral of Santa Maria del Fiore and
sponsored by the city’s guild of wool merchants.

Sculpture

In 1401, the cathedral’s art directors held a ¢ ompetition to m ake
bronze doors for the east portal of the Baptistery of San Giovanni
(F1G. 12-27). A rtists and public alike considered this commission
particularly prestigious because the east entrance to the baptistery
faced t he c athedral (FiG. 14-18). The c ompetition is h istorically

THE RENAISSANCE IN QUATTROCENTO ITALY

1475 1500

I Federico da Montefeltro brings
Piero della Francesca to the
Urbino court

Botticelli paints Neo-Platonic
mythological allegories for
the Medici

Alberti publishes his treatise
on architecture

Alberti designs palaces and
churches in Florence and
Mantua

Pope Sixtus IV employs
leading painters to decorate
the Sistine Chapel
Savonarola condemns
humanism and the Medici
flee Florence

Mantegna creates illusionistic
paintings for the Camera Picta
in Mantua
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MAP 21-1 Ren aissance Florence.

important not only for the quality of the work submitted by those
seeking the commission but also because it already showcased sev-
eral key elements associated with mature Renaissance art: personal
or, in this case, guild patronage as both a c ivic imperative and a
form of self-promotion; the esteem accorded to individual artists;
and the development of a new pictorial illusionism.

SACRIFICE OF ISAAC Between 1330 and 1335, Andrea Pisano
had designed the south doors (FiG. 14-19) of the baptistery. Tle ju-
rors of the 1401 competition for the second set of doors required
each entrant to submit a relief panel depicting the sacrifice of Isaac
in a similar French Gothic quatrefoil frame. This ep isode f rom
the book of Genesis centers on God’s order to Ab raham to s acri-
fice his son Isaac as a demo nstration of Abraham’s devotion (see
“Jewish Subjects in Christian Art,” Chapter 8, page 238). As Abra-
ham was about to ¢ omply, an angel i ntervened a nd stopped him
from plunging the knife into his son’s throat. Because of the par-
allel b etween Abraham’s willingness to s acrifice Isaac and G od’s
sacrifice of his son Jesus to redeem humankind, Christians viewed
the sacrifice of Isaacasa prefiguration ( prophetic fore runner) of
Jesus’ crucifixion. Both refer to covenants (binding agreements be-
tween God and humans), and given that the sacrament of baptism
initiates the newborn or the convert into these covenants, Isaac’s
sacrifice was an appropriate choice for baptistery doors.
Contemporary developments, however, may also have been an
important factor in the selection of this theme. In the late 1390s,
Giangaleazzo Visconti, the first duke of Milan (r. 1378-1395), be-
gan a military campaign to take over the Italian peninsula. By 1401,
when t he cathedral’s a rt d irectors i nitiated t he bapt istery do ors
competition, Visconti’s troops had surrounded Florence, and its in-

0
0

0.25 0.50 kilometer

dependence was in serious jeopardy. Despite dwindling water and
food supplies, Florentine officials exhorted the public to defend the
city’s freedom. For example, the humanist chancellor Coluccio Sal-
utati (1331-1406) urged his fellow citizens to adopt t he republican
ideal of civil and political liberty associated with ancient Rome and
to identify themselves with its spirit. To be a citizen of the Floren-
tine Re public was to b e Roman. Freedom was the distinguishing
virtue of both societies. The story of Abraham and Isaac, with its
theme of sacrifice, paralleled the message Florentine officials had
conveyed to rally the public’s support. The wool merchants, assert-
ing both their preeminence among Florentine guilds and their civic
duty, may have selected the biblical subject with this in mind. Tle
Florentines’ reward for their faith and sacrifice came in 1402, when
Visconti died suddenly, ending the invasion threat.

BRUNELLESCHI AND GHIBERTT The jury selected seven
semifinalists from among the many artists who entered the widely
advertised competition. Only the panels of the two finalists, Filippo

Brunelleschi ( 1377-1446) a nd Lorenzo Ghiberti (  1378-1455),
have survived. As instructed, both artists used the same French-
style frames Andrea Pisano had used for the south doors (1. 14-19)
and depicted the same moment of the narrative—the angel’s inter-
ruption of the action. Brunelleschi’s entry (FiG. 21-2) is a vigorous
interpretation of the theme and recalls the emotional agitation of
Giovanni Pisa no’s r elief sc ulptures (FiG. 14-4). Ab raham s eems
suddenly to have summoned the dreadful courage needed to mur-
der his son at G od’s command. He lunges forward, robes flying,
and exposes Isaac’s throat to t he k nife. Matching Abraham’s en -
ergy, the saving a ngel flies in from the le ft, g rabbing Abraham’s
armtos top t hek illing. Br unelleschi’s figures dem onstrate h is

Florence 561
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21-2 Filippo Brunelleschi,
for east doors of the Baptistery of San Giovanni, Florence, Italy,
1401-1402. Gilded bronze, 1’ 9” X 1’ 54". Museo Nazionale del
Bargello, Florence.

Sacrifice of Isaac, competition panel

Brunelleschi’s entry in the competition to create new bronze doors for
the Florentine baptistery shows a frantic angel about to halt an emotional,
lunging Abraham clothed in swirling Gothic robes.

ability to re present faithfully and dramatically all the elements in
the biblical narrative.

Whereas Br unelleschi i mbued h is i mage with violent mo ve-
ment and high emotion, Ghiberti, the youngest artist in the com-
petition, em phasized g race a nd smo othness. I n G hiberti’s pa nel
(FiG. 21-3), Abraham appears in a typically Gothic pose with out-
thrust hip (compare FIG. 13-26) and seems to c ontemplate the act
heisabout to p erform, even as he d raws back his arm to s trike.
Tle figure of Isaac, beautifully posed and rendered, recalls Greco-
Roman statuary and could be regarded as the first classical nude
since antiquity. (Compare, for example, the torsion of Isaac’s body
and the dramatic turn of his head with the posture of the Hellenis-
tic statue of a Gaul plunging a sword into his own chest, FiG. 5-80).
Unlike his medieval predecessors, Ghiberti revealed a genuine ap-
preciation of the nude male form and a de ep interest in how the
muscular s ystem a nd s keletal s tructure mo ve t he h uman b ody.
Even the altar on which Isaac kneels displays Ghiberti’s emulation
of antique models. Decorating it are acanthus scrolls of a type that
commonly adorned Roman temple friezes in Italy and throughout
the former Roman Empire (for example, FIG. 7-32). Tle se classical
references reflect the influence of humanism in Quattrocento Italy.
Ghiberti’s entry in the baptistery c ompetition is also note worthy
for t he a rtist’s i nterest i n s patial i llusion. The ro ckylandscape
seems to emerge from the blank panel toward the viewer, as does
the strongly foreshortened angel. Brunelleschi’s image, in contrast,
emphasizes the planar orientation of the surface.

21-3 Lorenzo Ghiberti,  Sacrifice of Isaac, competition panel
for east doors of the Baptistery of San Giovanni, Florence, Italy,
1401-1402. Gilded bronze, 1’ 9” X 1’ 53". Museo Nazionale del
Bargello, Florence.

In contrast to Brunelleschi’s panel (Fig. 21-2), Ghiberti’s entry in the
baptistery competition features gracefully posed figures that recall classical
statuary. Isaac’s altar has a Roman acanthus frieze.

Ghiberti’s training included both painting and metalwork. His
careful treatment of the gilded bronze surfaces, with their sharply
and accurately incised detail, proves his skill as a goldsmith. That
Ghiberti cast his panelin only t wo pieces (thereby re ducing t he
amount of bronze needed) no do ubt also impressed the selection
committee. Br unelleschi’s pa nel c onsists o f's everal c ast p ieces.
Thus, not only would Ghiberti’s doors, as proposed, be lighter and
more impervious to t he elements, but they also represented a sig-
nificant cost savings. The younger artist’s submission clearly had
much to re commend it, both stylistically and technically, and the
judges awarded the commission to h im. Ghiberti’s pride in win-
ning t he competition is e vident i n h is de scription of t he award,
which also reveals the fame and glory increasingly accorded to in-
dividual achievement in 15th-century Italy:

To me was conceded the palm of the victory by all the experts

and by all who had competed with me. To me the honor was
conceded universally and with no exception. To all it seemed that

L had at that time surpassed the others without exception, as was
recognized by a great council and an investigation of learned men. . ..
There were thirty-four judges from the city and the other surrounding
countries. The testimonial of the victory was given in my favor by all.!

OR SAN MICHELE A second m ajor F lorentine s culptural
project of the early 1400s was the sculptural decoration of the exte-
rior of Or San Michele, an early-14th-century building prominently
located on the main street connecting the Palazzo della Sig noria
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(FiG. 14-18B; seat of the Signoria, Florence’s governing body) and
the cathedral (MAP 21-1). At various times, Or San Michele housed
a church, a granary, and the headquarters of Florence’s guilds. City
officials had assigned niches on the building’s four sides to specific
guilds, instructing each guild to p lace a s tatue of its patron saint
in its niche. Nearly a century after completion of Or San Michele,
however, the guilds had filled only 5 of the 14 niches. In 1406, the
Signoria issued a d ictum requiring the guilds to c omply with the
original plan to emb ellish their assigned niches. A few years later,
Florence was once again under siege, this time by King Ladislaus
(r. 1399-1414) of Naples. Ladislaus had m arched north, o ccupied
Rome and the Papal States (MAP 14-1) by 1409, and threatened to
overrun Florence. As they had do ne when Visconti was at t he re-
public’s do orstep, Florentine officials urged citizens to s tand firm
and de fend t heir c ity-state f rom t yranny. O nce a gain, F lorence
escaped unscathed. Ladislaus, on the verge of military success in
1414, fortuitously died. The guilds may well have viewed this new
threat as an opp ortunity to p erform t heir civic duty by rallying
their fellow Florentines while also promoting their own importance
and position in Florentine society. By 1423, statues by Ghiberti and
other leading Florentine artists were on display in the nine remain-
ing niches of Or San Michele.

NANNI DI BANCO Among the niches filled during the Nea-
politan king’s siege was the one assigned to the Florentine guild of
stone- and woodworkers. They chose a g uild member, the sculp-
tor Nanni di Banco ( ca. 1380-1421), to create four life-size marble
statues of the guild’s martyred patron saints. These four Christian
sculptors had defied an order from Emperor Diocletian (r. 284-305)
to carve a s tatue of a Ro man deity. In response, the em peror or-
dered them put to death. Because they placed their faith above all
else, t hese s aints w ere p erfect role mo dels for t he 1 5th-century
Florentines whom city leaders exhorted to stand fast in the face of
Ladislaus’s armies.

Nanni’s sculptural group, Four Crowned Saints (FiG. 21-4), is
an early Renaissance at tempt to s olve the problem of i ntegrating
figures and space on a mo numental scale. The artist’s positioning
of the figures, which stand in a n iche thatis in but confers some
separation from the architecture, furthered the gradual emergence
of sculpture from its architectural setting. This process began with
works such as the 13th-century statues (FIG. 13-24) on the jambs
of the west facade portals of Reims Cathedral. At Or San Michele,
the niche’s spatial recess presented Nanni di Banco with a dramatic
new possibility for the interrelationship of the figures. By placing
them in a semicircle within their deep niche and relating them to
one another by their postures and gestures,as wellasbythear-
rangement of robes, the Quattrocento sculptor arrived at a unified
spatial c omposition. A rem arkable ps ychological u nity also c on-
nects these unyielding figures, whose bearing expresses the disci-
pline and integrity necessary to face adversity. As the figure on the
right speaks, pointing to his right, the two men opposite listen and
the one next to him looks out into space, pondering the meaning of
the words and reinforcing the formal cohesion of the figural group
with psychological cross-references.

In Four Crowned Saints, Nanni also d isplayed a de ep re spect
for and close study of Roman portrait statues. The emotional inten-
sity of the faces of the t wo inner saints owes much to t he extraor-
dinarily mo ving p ortrayals in s tone o f t hird-century Ro man em -
perors (FIGs. 7-68 and 7-68A), and the bearded heads of the outer
saints reveal a familiarity with second-century imperial portraiture
(FiIGs. 7-59 and 7-59A). O ften, when Renaissance artists s ought to

1ft.

21-4 Nanni di Banco, Four Crowned Saints, Or San Michele,
Florence, Italy, ca. 1410-1416. Marble, figures 6’ high. Modern copy
in exterior niche. Original sculpture in museum on second floor of
Or San Michele, Florence. @<

Nanni’s group representing the four martyred patron saints of Florence’s
sculptors guild is an early example of Renaissance artists’ attempt to
liberate statuary from its architectural setting.

portray individual personalities, they turned to ancient Roman mod-
els for inspiration, but they did not si mply copy them. Rather, they
strove to interpret or offer commentary on their classical models in
the manner of humanist scholars dealing with classical texts.

DONATELLO Another sculptor who carved statues for Or San
Michele’s niches was Donato di Niccolo Bardi, called Donatello

(ca.1 386-1466), w hoi ncorporated Gre co-Romans culptural
principles in his Saint Mark (Fic. 21-5), executed for the guild of
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21-5 Donatello,  Saint Mark, Or San Michele, Florence, Italy,
ca. 1411-1413. Marble, figure 7' 9" high. Modern copy in exterior
niche. Original sculpture in museum on second floor of Or San
Michele, Florence. @4

In this statue carved for the guild of linen makers and tailors, Donatello
introduced classical contrapposto into Quattrocento sculpture. The drapery
falls naturally and moves with the body.

linen makers and tailors. In this sculpture, Donatello took a fun-
damental step toward depicting motion in the human figure by
recognizing the principle of weight shift, or contrapposto. Greek
sculptors of the fifth century bce w ere the first to g rasp that the
act o f's tanding re quires ba lancing t he p osition a nd w eight o f
the different parts of the human b ody, as they demonstrated in
works such as Kritios Boy (FIG. 5-34) and Doryphoros (FIG. 5-40).
In contrast to e arlier sculptors, Greek artists recognized the hu-
man body is not ar igid mass but a flexible structure that moves
by continuously shifting its weight from one supporting leg to the
other, its constituent parts moving in consonance. D onatello re -
introduced this concept into Renaissance statuary. As the saint’s
body “moves,” his garment “moves” with it, hanging and folding
naturally from and around different body parts so that the viewer
senses the figure as a nude human wearing clothing, not as a stone
statue with arbitrarily incised drapery. D onatello’s Saint Mark is
the first Renaissance statue whose voluminous robe (the pride of
the Florentine guild that paid for the statue) does not conceal but
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21-6 Donatello,  Saint George, Or San Michele, Florence, Italy,
ca. 1410-1415. Marble, figure 6’ 10" high. Modern copy in exterior
niche. Original statue in Museo Nazionale del Bargello, Florence. @4

Donatello’s statue for the armorers guild once had a bronze sword and
helmet. The warrior saint stands defiantly, ready to spring from his niche
to defend Florence, his sword pointed at the spectator.

accentuates the movement of the arms, legs, shoulders, and hips.
This development further contributed to t he sculpted figure’s in-
dependence from its a rchitectural s etting. Saint M ark’s s tirring
limbs, s hifting w eight, a nd mob ile d rapery su ggest i mpending
movement out of the niche.

SAINT GEORGE Forthe OrSan Michele niche of the guild
of armorers a nd s wordmakers, D onatello m ade a s tatue of Saint
George (FIG. 21-6). The s aintly k night s tands p roudly w ith h is
shield in front of him. He once held a b ronze sword in his right
hand and wore a bronze helmet on his head, both fashioned by the
sponsoring guild. The statue continues the Gothic tradition of de-
picting warrior saints on church facades, as seen in the statue of
Saint Tleod ore (FIG. 13-18) on the westernmost jamb of the south
transept portal of Chartres Cathedral, but hereithas a c ivic role
to play. Saint George stands in a de fiant manner—ready to spring
from his niche to defend Florence against attack from another
Visconti or L adislaus, h is s word j utting o ut t hreateningly ata 11
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passersby. The saint’s body is taut, and Donatello gave him a face
filled with nervous energy.

Directly below the statue’s base is Donatello’s marble relief rep-
resenting Saint George and the Dragon (FIG. 21-7). Commissioned
about two years after the sculptor installed his statue in the niche,
the rel ief marks a t urning p oint i n Rena issance s culpture. E ven
the landscapes in the baptistery competition reliefs (FIGs. 21-2 and
21-3) are modeled forms seen against a blank background. In Saint
George an d the D ragon, D onatello c reated a n at mospheric e ffect
by using incised lines. It is impossible to talk about a background
plane in this work. The landscape recedes into distant space, and
the depth of that space cannot be measured. The sculptor conceived
the relief as a window onto an infinite vista.

FEAST OF HEROD Donatello’s m astery o f rel ief s culpture
is also evident in Feast of Herod (FIG. 21-8), a bronze relief on the
baptismal font in Siena C athedral. Some of the figures, especially
the dancing Salome (to the right), derive from classical reliefs, but
nothing in Greco-Roman art can match the illusionism of Donatel-
lo’s rendition of this biblical scene. In Donatello’s relief, Salome has
already delivered the severed head of John the Baptist, which the
kneeling executioner offers to King Herod. The other figures recoil
in horror in two groups. At the right, one man covers his face with
his hand. At the left, Herod and two terrified children shrink back
in dismay. The psychic explosion drives the human elements apart,
leaving a gap ac ross which the emotional electricity crackles. Ths
masterful stagecraft obscures another drama Donatello was playing
out on the stage itself. His Feast of Herod marks the introduction of
rationalized perspective in Renaissance art. As in Saint George and
the Dragon (FIG. 21-7), D onatello op ened the space of the action
well into the distance. But here he em ployed the new mathemati-
cally based science of linear perspective to depict two arched court-
yards and the groups of attendants in the background.

RENAISSANCE PERSPECTIVE In the 14th century, Ital-
ian a rtists, suc h a s Gi otto, D uccio, a nd t he L orenzetti b rothers,
had used several devices to i ndicate distance, but with the devel-
opment of linear perspective, Quattrocento artists acquired a w ay
to make the illusion of distance certain and consistent (see “Lin-
ear and A tmospheric Perspective,” page 567). In effect, they con-
ceived the picture plane as a t ransparent window through which
the observer looks to see the constructed pictorial world. Ths dis-
covery was enormously important, for it made possible what has

21-7 Donatello,  Saint George and the Dragon,
relief below the statue of Saint George (Fic. 21-6),
Or San Michele, Florence, Italy, ca. 1417. Marble,
1’ 3¥ X 3" 11¥". Modern copy on exterior of Or
San Michele. Original relief in Museo Nazionale
del Bargello, Florence. @4

Donatello’s relief marks a turning point in Renais-
sance sculpture. He took a painterly approach,
creating an atmospheric effect by using incised
lines. The depth of the background cannot be
measured.

been called the “rationalization of sight.” It brought all random and
infinitely various visual sensations under a si mple rule that could
be expressed mathematically. Indeed, Renaissance artists’ interest
in linear perspective reflects the emergence at this time of modern
science itself. O f c ourse, 1 5th-century a rtists were not p rimarily
scientists. They simply found perspective an effective way to o r-
der and clarify their compositions. Nonetheless, there can be little
doubt that linear perspective, with its new mathematical certitude,
conferred a kind of aesthetic legitimacy on painting by making the
picture measurable and exact. The projection of measurable objects
on flat surfaces not only influenced the character of Renaissance
paintings b ut a Iso m ade p ossible s cale d rawings, m aps, ¢ harts,
graphs, and diagrams—means of exact representation that laid the
foundation for modern science and technology.

21-8 Donatello,
Cathedral, Siena, Italy, 1423-1427. Gilded bronze, 1’ 113" X 1' 115, @4

Feast of Herod, panel on the baptismal font of Siena

Donatello’s Feast of Herod marked the introduction of rationalized
perspective space in Renaissance relief sculpture. Two arched courtyards
of diminishing size open the space of the action into the distance.
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21-9 Lorenzo Ghiberti,e ast doors (Gates

of Paradise), Baptistery of San Giovanni,
Florence, Italy, 1425-1452. Gilded bronze,

17" high. Modern replica, 1990. Original panels
in Museo dell’Opera del Duomo, Florence. @4

In Ghiberti’s later doors for the Florentine
baptistery, the sculptor abandoned the Gothic
quatrefoil frames for the biblical scenes (compare
FIg. 21-3) and employed painterly illusionistic
devices.

The i nventor (or re discoverer) o f1inear
perspective was Filippo Br unelleschi. In his
biography o ft he F lorentine a rtist, w ritten
around 1480, A ntonio M anetti ( 1423-1497)
emphasized the importance of the scientific
basis of Brunelleschi’s system:

[Filippo Brunelleschi] propounded and re-
alized what painters today call perspective,
since it forms part of that science which, in
effect, consists of setting down properly and
rationally the reductions and enlargements
of near and distant objects as perceived by
the eye of man: buildings, plains, moun-
tains, places of every sort and location, with
figures and objects in correct proportion

to the distance in which they are shown.

He originated the rule that is essential to
whatever has been accomplished since his
time in that area. We do not know whether
centuries ago the ancient painters . . . knew
about perspective or employed it rationally.
If indeed they employed it by rule (I did not
previously call it a science without reason)
as he did later, . .
been discovered. . . . Through industry and

. [no] records about it have

intelligence [Brunelleschi] either rediscov-
ered or invented it.?

GATES OF PARADISE L orenzo Ghib-
erti, Brunelleschi’s c hief r ival i n t he bapt is-
tery competition, was, with Donatello, among
the firsta rtists to emb race Br unelleschi’s
unified system for representing space. Ghi-
berti’s en thusiasm for p erspective illusion is
on display in the new east doors (FIG. 21-9)
for Florence’s b aptistery (FIG. 12-27), which
the cathedral officials commissioned him to
make in 1425. Ghiberti’s patrons moved his
first pair ofdo ors to t he no rth en trance to
make room for t he ne w ones they commis-
sioned him to m ake for the prestigious e ast
side. M ichelangelo la ter de clared Gh iberti’s
second doors as “so beautiful that they would
do well for the gates of Paradise.” In the Gates of Paradise, as the
doors have been called since then, Ghiberti abandoned the quatre-
foil frames of Andrea Pisano’s south doors (Fic. 14-19) and his own
earlier doors and reduced the number of panels from 28 to 10. Each
panel contains a relief set in plain molding and depicts an episode
from the Old Testament. The complete gilding of the reliefs creates
an effect of great splendor and elegance.

566

The individual panels, such as Isaac and His Sons (Fig. 21-10),
clearly recall painting techniques in their depiction of space as well
as in their treatment of the narrative. Some exemplify more fully
than pa inting m any o f t he p rinciples t he a rchitect a nd t heorist
Leon Battista Alberti formulated in his 1435 treatise, On Painting.
In his relief, Ghiberti created the illusion of space partly through
the use of linear perspective and partly by sculptural means. He
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MATERIALS AND TECHNIQUES

Linear and Atmospheric Perspective

S cholars long have noted the Renaissance fascination with per-
spective. In essence, portraying perspective involves construct-
ing a convincing illusion of space in two-dimensional imagery while
unifying all objects within a single spatial system. Renaissance art-
ists were not the first to focus on depicting illusionistic space. Both
the Greeks and the Romans were well versed in p erspective ren -
dering. Many frescoes of buildings and colonnades (for example,
FIG. 7-19, right) using a Rena issance-like s ystem o f c onverging
lines adorn the walls of Roman houses. However, the Renaissance
rediscovery of and interest in perspective contrasted sharply with
the portrayal of space during the Middle Ages, when spiritual con-
cerns superseded the desire to depict objects illusionistically.

Renaissance k nowledge o f p erspective i ncluded b oth linear
perspective and atmospheric perspective.

I Linear pe rspective. Developed by Fi lippo Br unelleschi, | inear
perspective enables artists to determine mathematically the rela-
tive size of rendered objects to correlate them with the visual re-
cession into space. The artist first must identify a horizontal line
that marks, in the image, the horizon in the distance (hence the

21-10 Lorenzo Ghiberti, Isaac and His Sons (detail of Fig. 21-9),
east doors (Gates of Paradise), Baptistery of San Giovanni, Florence,
Italy, 1425-1452. Gilded bronze, 2’ 73" X 2’ 73". Museo dell’Opera del
Duomo, Florence. @<

In this relief, Ghiberti employed linear perspective to create the illusion
of distance, but he also used sculptural aerial perspective, with forms
appearing less distinct the deeper they are in space.

represented the pavement on which the figures stand according to
a painter’s vanishing-point p erspective c onstruction (see “Linear
and Atmospheric Perspective,” above, and FiG. 21-11), but the fig-
ures themselves appear almost fully in the round. In fact, some of
their heads stand completely free. As the eye progresses upward,

term horizon line). The artist then selects a vanishing point on
that horizon line (often located at the exact center of the line). By
drawing orthogonals (diagonal lines) from the edges of the pic-
ture to the vanishing point, the artist creates a structural grid that
organizes the image and determines the size of objects within the
image’s illusionistic space. Among the works that provide clear
examples of linear perspective are Ghiberti’s Isaac and His Sons
(FiGs. 21-10 and 21-11), M asaccio’s Holy Trinity (Fig. 21-21),
and Perugino’s Christ Delivering the Keys of the Kingdom to Saint
Peter (FIG. 21-41).

I Atmospheric perspective. Unlike linear perspective, which relies
onas tructured m athematical s ystem, at mospheric p erspective
involves optical phenomena. A rtists u sing at mospheric p erspec-
tive (sometimes called aerial perspective) exploit the principle that
the farther back the object is in space, the blurrier, less detailed,
and bluer it appears. Further, color saturation and value contrast
diminish a s t he i mage re cedes i nto t he d istance. L eonardo d a
Vinci used atmospheric perspective to great effect in works such as
Madonna of the Rocks (FIG. 22-2) and Mona Lisa (FIG. 22-5).

21-11 Perspective diagram of Fic. 21-10. @«

All of the orthogonals of the floor tiles in this early example of linear perspec-
tive converge on a vanishing point on the central axis of the composition, but
the orthogonals of the architecture do not.

the relief increasingly flattens, concluding with the architecture in
the background, which Ghiberti depicted using barely raised lines.
In this manner, the artist created a s ort of sculptor’s at mospheric
perspective, with forms appearing less distinct the deeper they are
in space. Regardless of the height of the reliefs, however, the size
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of each figure de creases in e xact c orrespondence to i ts d istance
from the foreground, just as do the dimensions of the floor tiles, as
specified in Alberti’s treatise.

Ghiberti described the baptistery’s east doors as follows:

I strove to imitate nature as closely as I could, and with all the per-
spective I could produce [to have] excellent compositions rich with
many figures. In some scenes I placed about a hundred figures, in
some less, and in some more. . .. There were ten stories, all [sunk]
in frames because the eye from a distance measures and interprets
the scenes in such a way that they appear round. The scenes are in
the lowest relief and the figures are seen in the planes; those that
are near appear large, those in the distance small, as they do in
reality. I executed this entire work with these principles.*

In the reliefs of the Gates of Paradise, Ghiberti achieved a g reater
sense of depth than had p reviously seemed p ossible in sculpture.
His principal figures do not o ccupy the architectural space he cre-
ated for them. Rather, the artist arranged them along a parallel plane
in front of the grandiose architecture. (According to Leon Battista
Alberti, in his On the Art of Buil ding, the grandeur of the archi-
tecture reflects the dignity of the events shown in the foreground.)
Ghiberti’s figure style mixes a Gothic patterning of rhythmic line,
classical poses and motifs, and a ne w realism in characterization,
movement, and surface detail. Ghiberti retained the medieval nar-
rative method of presenting several episodes within a single frame.
In Isaac and His Sons, the women in the left foreground attend the
birth of Esau and Jacob in the left background. In the central fore-
ground, Isaac sends Esau and his dogs to h unt game. In the right
foreground, Isaac blesses the kneeling Jacob as Rebecca looks on.
Yet viewers experience little confusion because of Ghiberti’s care-
ful and subtle placement of each scene. Tl figures, in varying de-
grees of projection, gracefully twist and turn, appearing to occupy
and move through a convincing stage space, which Ghiberti deep-
ened by showing some figures from behind. The classicism derives
from the artist’s close study of ancient art. Ghiberti ad mired and
collected classical s culpture, b ronzes, a nd c oins. Tlei r influence
appears throughout the panel, particularly in the figure of Rebecca,
which G hiberti based on a p opular Gre co-Roman s tatuary t ype.
The emerging practice of collecting classical art in the 15th century
had much to do w ith the incorporation of classical motifs and the
emulation of classical style in Renaissance art.

DONATELLO, DAVID 'The use of perspective systems in re-
lief sculpture and painting represents only one aspect of the Renais-
sance revival of classical principles and values in the arts. Another
was the revival of the freestanding nude statue. Tle first Renais-
sance sculptor to portray the nude male figure in statuary was Do-
natello. He probably cast his bronze David (FIG. 21-12) sometime
between 1440 and 1460 for display in the courtyard (Fic. 21-38)
of the Medici palace in Florence. In the Middle A ges, the clergy
regarded nude statues as both indecent and idolatrous, and nudity
in general appeared only rarely in art—and then only in biblical
or moralizing contexts, such as the story of Adam and Eve or de-
pictions of sinners in Hell. With David, D onatello reinvented the
classical nude. His subject, however, was not a Gre co-Roman god,
hero, or athlete but the youthful biblical slayer of Goliath who had
become the symbol of the Florentine Re public—and therefore an
ideal choice of subject for the residence of the most powerful family
in Florence. The Medici were aware of Donatello’s earlier David in
Florence’s town hall (FiG. 14-18B), which the artist had p roduced
during the threat of invasion by King Ladislaus. Tlei r selection

21-12 Donatello,  David, ca. 1440-1460. Bronze, 5' 27" high.
Museo Nazionale del Bargello, Florence. @4

Donatello’s David possesses both the relaxed contrapposto and the
sensuous beauty of nude Greek gods (FIG. 5-63). The revival of classical
statuary style appealed to the sculptor’s patrons, the Medici.

of the same subject suggests the M edici iden-
tified themselves with Florence or, at the very
least, s aw t hemselves a s re sponsible f or F lor-
ence’s p rosperity a nd f reedom. Tle invoking
of ¢ lassical p oses a nd f ormats a lso app ealed
to the Medici as humanists. Donatello’s David
possesses b oth t he rel axed c lassical ¢ ontrap-
posto s tance a nd t he p roportions a nd s ensu-
ous beauty of the gods (Fic. 5-63) of Praxiteles,
a famous Greek sculptor. These qualities were,
not surprisingly, absent from medieval fig-
ures—and t hey are also lacking, for different
reasons, in Donatello’s depiction of the aged Mary Magdalene. Tle
contrast between the sculptor’s David and his Penitent Mary Mag-
dalene (FiG. 21-12A) demonstrates the extraordinary versatility of
this Florentine master.

21-12A DONATELLO,
Penitent Mary
Magdalene, ca. 1455.
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21-13 Andrea del Verrocchio, David, ca. 1465-1470. Bronze,
4' 1% high. Museo Nazionale del Bargello, Florence.

Verrocchio’s David, also made for the Medici, displays a brash confidence.
The statue’s narrative realism contrasts strongly with the quiet classicism
of Donatello’s David (Fic. 21-12).

VERROCCHIO A nother David (Fic. 21-13), by Andrea del

Verrocchio ( 1435-1488), o ne o f t he mos t i mportant s culptors
during the second half of the 15th century, reaffirms the Medici
family’s identification with the heroic biblical king and with Flor-
ence. A painter as well as a sculptor, Verrocchio directed a flourish-
ing bottega (studio-shop) in Florence that attracted many students,
among t hem L eonardo d a'V inci. V errocchio’s David contrasts
strongly in its narrative realism with the quiet classicism of D o-
natello’s David. Verrocchio’s hero is a s turdy, wiry young appren-
tice clad in a le ather doublet who stands with a ja unty pride. As
in Donatello’s version, Goliath’s head lies at David’s feet. He poses
like a hunter with his kill. The easy balance of the weight and the
lithe, s till th inly a dolescent m usculature, with p rominent veins,
show how closely Verrocchio read the biblical text and how clearly
he knew the psychology of brash young men. The Medici eventu-
ally sold Verrocchio’s bronze David to the Florentine government

21-14 Antonio del Pollaiuolo,

Hercules and Antaeus,
ca. 1470-1475. Bronze, 1’ 6” high with base. Museo Nazionale del
Bargello, Florence.

The Renaissance interest in classical culture led to the revival of Greco-
Roman mythological themes in art. Hercules and Antaeus exhibits the stress
and strain of the human figure in violent action.

for placement in the Palazzo della Signoria. A fter the expulsion of
the Medici from Florence, civic officials appropriated Donatello’s
David for civic use and moved it to the city hall as well.

POLLAIUOLO As noted in the discussion of Botticelli’s
Primavera (FIg. 21-1), the Renaissance interest in classical culture
naturally also led to the revival of Greco-Roman mythological themes
in art. The Medici were Florence’s leading patrons in this s phere
as well. Around 1470, Antonio del Pollaiuolo ( ca. 1431-1498),
who was also an important painter and engraver (FiG. 21-30), re-
ceived a M edici c ommission to p roduce a sm all-scale s culpture,
Hercules and Antaeus (FIG. 21-14). The subject matter, derived from
Greek m ythology, a nd t he em phasis o n h uman a natomy re flect
the M edici p reference for h umanist i magery. E ven mo re sp ecifi-
cally, the Florentine seal had featured Hercules since the end of the
13th century. As commissions such as the two David sculptures
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demonstrate, the Medici clearly embraced every opportunity to as-
sociate t hemselves with the glory of the Florentine Re public and
claimed much of the credit for its preeminence.

In contrast to the placid presentation of Donatello’s David
(Fig. 21-12), Pollaiuolo’s Hercules and Ant aeus exhibits t he st ress
and strain of the human figure in violent action. This sculpture de-
parts dramatically from the convention of frontality that had domi-
nated statuary during the Middle Ages and the Early Renaissance.
Not quite 18 inches high, Hercules and Antaeus embodies the ferocity
and vitality of elemental physical conflict. The group illustrates the
wrestling match between Antaeus (Antaios), a giant and son of the
goddess Earth, and Hercules (Herakles), a theme the Greek painter
Euphronios had re presented on an ancient Gre ek vase (Fig. 5-23)
2,000 years before. According to the Greek myth, each time Hercu-
les threw him down, Antaeus sprang up again, his strength renewed
by contact with the earth. Finally, Hercules held him aloft—so An-
taeus could not to uch the ground—and strangled him around the
waist. Pollaiuolo strove to convey the final excruciating moments of
the struggle—the strained sinews of the combatants, the clenched
teeth of Hercules, and the kicking and screaming of A ntaeus. Tte
figures intertwine and interlock as they fight, and the flickering re-
flections of light on the dark gouged bronze surface contribute to a
fluid play of planes and the effect of agitated movement.

TOMB OF LEONARDO BRUNI Given the increased em-
phasis on individual achievement and recognition that humanism
fostered, itis not su rprising p ortraiture enjoyed a re vivalin the
15th century. In addition to likenesses of elite individuals made
during t heir 1 ifetime, c ommemorative p ortraits o f t he de ceased
were common in Quattrocento Italy, as in ancient Rome. Leonardo
Bruni (1369-1444) of Arezzo was one of the leading Early Renais-
sance humanist scholars. Around 1403 he w rote a laudatio (e ssay
of praise) in honor of Florence, celebrating the city as the heir of
the ancient Roman Republic. His most ambitious work, published
in 1429 when he served as Florence’s chancellor (1427-1444), was a
history of the Florentine Republic. When Bruni died on March 9,
1444, t he Sig noria o rdered a s tate f uneral “according to a ncient
custom,” during which the eminent humanist Giannozzo Manetti
(1396-1459) del ivered t he eulogy a nd p laced al aurel w reath on
the head of Bruni’s toga-clad corpse. The Florentine government
also commissioned Bernardo Rossellino ( 1409-1464) to c arve
amonumental tomb (FIG. 21-15) for the right wall of the nave of
Santa Croce (FiG. |-4) honoring the late chancellor. Rossellino was
the most prominent member of a family of stonecutters from Set-
tignano, a town near Florence noted for its quarries.

Rossellino’s monument in honor of Leonardo Bruni estab-
lished the wall tomb as a major genre of Italian Renaissance sculp-
ture. (Later examples include Michelangelo’s tombs of the Medici
[Flc. 22-16] in Florence and of Pope Julius II [Figs. 22-14 and
22-15] in Rome.) The tomb is rich in color—white, black, and red
marbles with selective gilding. Rossellino based his effigy of Bruni
on ancient Roman sarcophagi (FiG. 7-61). The chancellor lies on a
funerary bier supported by Roman eagles atop a sarcophagus rest-
ing on the foreparts of lions. Bruni, dressed in a toga and crowned
with alaurel wreath, as during his state funeral, holds one of his
books, p robably h is h istory o f F lorence. The re alism o f Br uni’s
head ha sle d m any s cholars to p ostulate t hat Ros sellino ba sed
his portrait on a w ax death mask following ancient Roman prac-
tice (see “Roman A ncestor P ortraits,” C hapter 7, pa ge 185). Two
winged Victories hold aloft a plaque with a Latin inscription stating
that History mourns the death of Leonardus, Eloquence is now si-

*

21-15 Bernardo Rossellino, tomb of L eonardo Bruni, Santa
Croce, Florence, Italy, ca. 1444-1450. Marble, 23’ 3y high. @4«

Rossellino’s tomb in honor of the humanist scholar and Florentine

chancellor Leonardo Bruni combines ancient Roman and Christian
motifs. It established the pattern for Renaissance wall tombs.

lenced, and the Greek and Latin muses cannot hold back their tears.
Framing t he e fligy is a round-arched niche with Corinthian pi-
lasters. The base of the tomb is a f rieze of putti (c upids) carrying
garlands, a standard motif on Roman sarcophagi, which also com-
monly have lions as supports (FIG. 7-70). The classically i nspired
tomb stands in sharp contrast to the Gothic tomb (Fic. 13-42A) of
King Edward II in Gloucester Cathedral. But the Renaissance tomb
is a creative variation of classical models, not a copy, and the motifs
are a mix of classical and Christian themes. In the lunette beneath
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21-16 Donatello,

Gattamelata (equestrian statue of Erasmo
da Narni), Piazza del Santo, Padua, Italy, ca. 1445-1453. Bronze,
12 2" high.

Donatello based his gigantic portrait of a Venetian general on equestrian
statues of ancient Roman emperors (Fic. 7-59). Together, man and horse
convey an overwhelming image of irresistible strength.

the arch is a tondo of the Madonna and Child between praying an-
gels. Above the arch, two putti hold up a wreath circling the lion of
the Florentine Re public. A lion’s head is also the central motifin
the putto-and-garland frieze below the deceased’s coffin.

GATTAMELATA The grandest and most costly Quattrocento
portraits in the Roman tradition were over-life-size bronze eques-
trian statues. The supremely versatile D onatello also excelled in
this genre. In 1443, he left Florence for northern Italy to ac cept
a rewarding commission from the Republic of Venice to create a
commemorative mo nument i n h onor o ft he re cently de ceased
Venetian c ondottiere Erasmo d a Narni, nicknamed G attamelata
(“honeyed cat,” a w ordplay on his mot her’s na me, M elania G at-
telli). Although Gattamelata’s family paid for the general’s portrait
(FI1G. 21-16), the Venetian senate formally authorized its placement
in the square in front of the church of Sant’Antonio in Padua, the
condottiere’s birthplace. Equestrian statues occasionally had been
set up in Italy in the late Middle Ages, but Donatello’s Gattamelata
was the first since antiquity to rival the grandeur of Roman impe-
rial mounted portraits, such as that of Marcus Aurelius (FIG. 7-59),
which the artist must have seen in Rome. Donatello’s contempo-
raries, one of whom described Gattamelata as sitting on his horse
“with great magnificence like a t riumphant Caesar,” re cognized
this re ference to a ntiquity. The statue stands on a lofty base, set

T Dty ".

21-17 Andrea del Verrocchio,

Bartolommeo Colleoni (equestrian
statue), Campo dei Santi Giovanni e Paolo, Venice, Italy, ca. 1481-1496.
Bronze, 13’ high.

Eager to compete with Donatello’s Gattamelata (Fic. 21-16), Colleoni
provided the funds for his own equestrian statue in his will. The statue
stands on a pedestal even taller than Gattamelata’s.

apart from its surroundings, celebrating t he Renaissance libera-
tion o f s culpture f rom a rchitecture. M assive a nd m ajestic, t he
great horse bears the armored general easily, for, unlike the sculp-
tor o f t he M arcus A urelius s tatue, D onatello d id not re present
the Venetian commander as superhuman and disproportionately
larger than his horse. Gattamelata dominates his mighty steed by
force of character rather than sheer size. The Italian rider, his face
setin a mask of dauntless resolution and unshakable will, is the
very portrait of the Renaissance individualist. Such a man—intel-
ligent, courageous, ambitious, and frequently of humble origin—
could, by his own resourcefulness and on his own merits, rise to a
commanding position in the world. Together, man and horse con-
vey an overwhelming image of irresistible strength and unlimited
power—an impression Donatello reinforced visually by placing
the left forefoot of the horse on an orb, reviving a v enerable an-
cient symbol for hegemony over the earth (compare FiGg. 11-12).
The imperial imagery is all the more remarkable because Erasmo
da Narni was not a head of state.

BARTOLOMMEO COLLEONI Verrocchio also received a
commission to fashion an equestrian statue of another condottiere
who fought for the Venetians, Bartolommeo Colleoni (1400-1475).
His p ortrait (FIG. 21-17) p rovides a ¢ ounterpoint to D onatello’s
statue. E ager to ga rner t he same fame t he Gattamelata portrait
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21-18 Gentile da Fabriano,
1423. Tempera on wood, 9 11" X 9’ 3”. Galleria degli Uffizi, Florence.

11t

Adoration of the Magi, altarpiece from the Strozzi chapel, Santa Trinita, Florence, Italy,

Gentile was the leading Florentine painter working in the International style. He successfully blended naturalistic details with
Late Gothic splendor in color, costume, and framing ornamentation.

achieved, Colleoni provided funds in his will for his own statue.
Because both Donatello and Verrocchio executed their statues after
the deaths of their subjects, neither artist knew personally the indi-
vidual he portrayed. The result is a fascinating difference of inter-
pretation (like that between their two Davids) as to the demeanor
of a professional captain of armies. Verrocchio placed the statue of
the bold equestrian general on a p edestal even taller than the one
Donatello used for Gattamelata, elevating it so viewers could see
the do minating, a ggressive figure from all approaches tot he pi-
azza (the Campo dei Santi Giovanni e Paolo). In contrast with the
near repose of Gattamelata, the Colleoni horse moves in a p ranc-
ing stride, arching and curving its powerful neck, while the com-
mander seems suddenly to sh ift his whole weight to t he stirrups
and rise from the saddle with a violent twist of his body. Tle artist

depicted both horse and rider with an exaggerated tautness—the
animal’s b ulging m uscles a nd t he m an’s fiercely ere ct a nd r igid
body together c onvey b rute s trength. In Gattamelata, Donatello
created a p ortraito fg rim s agacity. V errocchio’s Bartolommeo
Colleoni is a portrait of merciless might.

Painting
In Quattrocento Italy, humanism and the celebration of classical
artistic values also largely determined the character of panel and
mural painting. The new Renaissance style did not, however, im-
mediately displace all vestiges of the Late Gothic style. In particu-
lar, the International style, the dominant mode in painting around
1400 (see Chapter 14), persisted well into the 15th century.
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ARTISTS ON ART

Cennino Cennini on Imitation and Emulation in Renaissance Art

Ithough many of the values championed by Renaissance hu-

manists endure to the present day, the premium that modern
Western society places on artistic originality is a fairly recent phe-
nomenon. I n contrast, i mitation a nd em ulation were a mong t he
concepts Renaissance artists most valued. Many 15th- and 16th-
century artists, o f course, de veloped u nique, re cognizable s tyles,
but c onvention, i n ter ms o f b oth sub ject m atter a nd re presenta-
tional practices, predominated. In Italian Renaissance art, certain
themes, mot ifs, a nd c ompositions app ear w ith g reat re gularity,
fostered by training practices that emphasized the importance of
tradition for aspiring Renaissance artists.

I Imitation The s tarting p ointin ayo unga rtist’s t raining (see
“Artistic Training i n Renaissance I'taly,” Chapter 14, page 414)
was imitation. Italian Renaissance artists believed the best way
tolearn was to c opy the works of masters. A ccordingly, much
of an apprentice’s training consisted of copying exemplary art-
works. Leonardo da Vinci filled his sketchbooks with drawings
of well-known sculptures and frescoes, and Michelangelo spent
days sketching artworks in churches around Florence and Rome.

I Emulation The next step was emulation, which involved model-
ing one’s art after that of another artist. Although imitation still
provided the foundation for this practice, an artist used features
of another’sart onlyas a s pringboard for improvements or in-
novations. Thus, de veloping a rtists w ent b eyond p revious a rt-
ists and at tempted to p rove their own competence and skill by
improving on established and recognized masters. Comparison
and a degree of competition were integral to emulation. To evalu-
ate the “improved” artwork, viewers had to be familiar with the
original “model.”

GENTILE DA FABRIANO  Thele ading Q uattrocento
master of the International Style was Gentile da Fabriano ( ca.
1370-1427), who in 1423 painted Adoration of the Magi (FIG. 21-18)
as the altarpiece for the family chapel of Palla Strozzi (1372-1462)
in the church of Santa Trinita in Florence. At the beginning of the
15th century, the Strozzi family was the wealthiest in the city. Tle

altarpiece, with its el aborate g ilded G othic frame, is te stimony to

the patron’s lavish tastes. So too is the painting itself, with its gor-
geous surface and sumptuously costumed kings, courtiers, captains,
and retainers accompanied by a mena gerie of exotic animals. Gen-
tile portrayed all these elements in a r ainbow of color with exten-
sive use of gold. The painting presents all the pomp and ceremony of
chivalric etiquette in a religious scene centered on the Madonna and
Child. A Ithough t he s tyle i s f undamentally I nternational G othic,
Gentile inserted striking naturalistic details. For example, the art-
ist depicted animals from a variety of angles and foreshortened the
forms convincingly, most notably the horse at the far right seenin a
three-quarter rear view. Gentile did the same with human figures,
such as the kneeling man removing the spurs from the standing ma-
gus in the center foreground. In the left panel of the predella, Gen-
tile painted what may have been the first nighttime Nativity scene
with the central light source—the radiant Christ Child—introduced

Renaissance a rtists b elieved de veloping a rtists w ould u Iti-
mately arrive at their own unique style through this process of imi-
tation and emulation. Cennino Cennini (ca. 1370-1440) explained
the value of this training procedure in a book he published around
1400, Il Libro dell’Arte (The Artist’s Handbook), which served as a
practical guide to artistic production:

Having first practiced drawing for a while, . . . take pains and plea-
sure in constantly copying the best things which you can find done
by the hand of great masters. And if you are in a place where many
good masters have been, so much the better for you. But I give you
this advice: take care to select the best one every time, and the

one who has the greatest reputation. And, as you go on from day
to day, it will be against nature if you do not get some grasp of his
style and of his spirit. For if you undertake to copy after one master
today and after another one tomorrow, you will not acquire the
style of either one or the other, and you will inevitably, through en-
thusiasm, become capricious, because each style will be distracting
your mind. You will try to work in this man’s way today, and in the
other’s tomorrow, and so you will not get either of them right. If
you follow the course of one man through constant practice, your
intelligence would have to be crude indeed for you not to get some
nourishment from it. Then you will find, if nature has granted

you any imagination at all, that you will eventually acquire a style
individual to yourself, and it cannot help being good; because your
hand and your mind, being always accustomed to gather flowers,
would ill know how to pluck thorns.*

*Translated by Daniel V. Tlomp son Jr., Cennino Cennini, Tle Craftsman’s
Handbook (1l Libro dell’Arte), (New York: Dover Publications, 1960; reprint
of 1933 ed.), 14-15.

into the picture itself. Although predominantly conservative, Gen-
tile demonstrated he was not oblivious to Quattrocento experimental
trends and could blend naturalistic and inventive elements skillfully
and sub tly i nto a t raditional c omposition w ithout s acrificing Late
Gothic splendor in color, costume, and framing ornamentation.

MASACCIO The a rtist w ho e pitomizes t he i nnovative s pirit
of e arly-15th-century F lorentine pa inting w as T ommaso d is er
Giovanni di M one Cassai, known as Masaccio ( 1401-1428). Al-
though his presumed teacher, Masolino da Panicale (see “Italian
Artists’ Names,” Chapter 14, page 405), had w orked in the Inter-
national Style, Masaccio broke sharply from the normal practice of
imitating his master’s style (see “Cennino Cennini on Imitation and
Emulation in Renaissance Art,” above). He moved suddenly, within
the short span of six years, into unexplored territory. Most art his-
torians recognize no other painter in history to have contributed so
much to the development of a new style in so short a time as Masac-
cio, whose untimely death at a ge 27 cut short his brilliant career.
Masaccio was the artistic de scendant o f Giotto (see Chapter 14),
whose calm, monumental style he carried further by introducing a
whole new repertoire of re presentational devices that generations
of Renaissance painters later studied and developed.
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21-19 Masaccio,

Tribute Money, Brancacci chapel, Santa Maria del Carmine, Florence, Italy, ca. 1424-1427. Fresco, 8’ 43" X 19’ 7¢". @«

Masaccio’s figures recall Giotto’s in their simple grandeur, but they convey a greater psychological and physical credibility. He modeled his figures

with light coming from a source outside the picture.

BRANCACCI CHAPEL The frescoes Masaccio painted in the
family chapel that Felice Brancacci (1382-1447) sponsored in Santa
Maria del Carmine in Florence provide excellent examples of his in-
novations. In Tribute Money (FiG. 21-19), painted shortly before his
death, Masaccio depicted an episode from the Gospel of Matthew
(17:24-27). As the tax collector confronts Jesus at the entrance to the
Roman town of Capernaum, J esus d irects Saint Peter to t he shore
of Lake Galilee. There, as Jesus foresaw, Peter finds the tribute coin
in the mouth of a fish and returns to pay the tax. Masaccio divided
the story into three parts within the fresco. In the center, Jesus, sur-
rounded by his disciples, tells Peter to retrieve the coin from the fish,
while the tax collector stands in the foreground, his back to specta-
tors and hand extended, awaiting payment. At the left, in the middle
distance, Peter extracts the coin from the fish’s mouth, and, at the
right, he thrusts the coin into the tax collector’s hand.

Masaccio’s figures recall Giotto’s in their simple grandeur, but
they convey a g reater psychological and physical credibility. M a-
saccio created the figures’ bulk through modeling not with a flat,
neutral light lacking an identifiable source but with a light coming
from a specific source outside the picture. The light comes from the
right and strikes the figures at a n angle, illuminating the parts of
the solids obstructing its path and leaving the rest in shadow, pro-
ducing the illusion of deep sculptural relief. Between the extremes
of light and dark, the light appears as a constantly active but fluctu-
ating force highlighting the scene in varying degrees. Giotto used
light only to mo del the masses. In Masaccio’s works, light has its
own nature, and the masses are visible only because ofits direc-
tion and intensity. The viewer can imagine the light as playing over
forms—revealing some and concealing others, as the artist directs
it. Tle figures in Tribute Money are solemn and weighty, but they
also move freely and reveal body structure, as do Donatello’s stat-
ues. Masaccio’s representations adeptly suggest bones, muscles, and
the pressures and tensions of joints. Each figure conveys a maxi-
mum of contained energy. Tribute Money helps the viewer under-
stand Gi orgio Vasari’s c omment: “ [T]he w orks m ade b efore h is

[Masaccio’s] day can be said to be painted, while his are living, real,
and natural.”®

Masaccio’s a rrangement o f t he figures i s e qually i nventive.
They do not s tand in al ine in the foreground. Instead, the artist
grouped them in circular de pth around Jesus, and he p laced the
whole group in a s pacious landscape, rather than in the confined
stage space of earlier frescoes. The group itself generates the fore-
ground space and the architecture on the right amplifiesit. Ma-
saccio depicted the building in perspective, locating the vanishing
point, where all the orthogonals converge, at J esus’ head. He also
diminished the brightness of the colors as the distance increases,
an a spect o f a tmospheric pe rspective. A Ithough a ncient R oman
painters u sed aerial perspective (FiG. 7-20), me dieval a rtists had
abandoned it. Thus, it virtually disappeared from art until Masac-
cio and his contemporaries rediscovered it. They came to realize
that the light and air interposed between viewers and what they see
are two parts of the visual experience called “distance.”

In an awkwardly narrow space at the entrance to the Brancacci
chapel, to the left of Tribute M oney, Masaccio painted Expulsion of
Adam and Eve from Eden (FIG. 21-20), another fresco displaying
the re presentational i nnovations o f Tribute M oney. For e xample,
the sharply slanted light from an outside source creates deep relief,
with lights placed alongside darks, and acts as a strong unifying
agent. Masaccio also presented the figures with convincing struc-
tural ac curacy, t hereby su ggesting subs tantial b ody weight. Fu r-
ther, the hazy background specifies no lo cale but s uggests a s pace
around and beyond the figures. Adam’s feet, clearly in contact with
the ground, mark the human presence on earth, and the cry issu-
ing from Eve’s mouth voices her anguish. The angel does not force
them physically from Eden. Rather, they stumble on blindly, the
angel’s will and their own despair driving them. The composition is
starkly simple, its message incomparably eloquent.

HOLY TRINITY Ma saccio’s Holy Trinity fresco (FiG. 21-21) in
Santa Maria Novella is another of the young artist’s masterworks and
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21-20 Masaccio, Expulsion of Adam and Eve from Eden, Brancacci
chapel, Santa Maria del Carmine, Florence, Italy, ca. 1424-1427.
Fresco, 7’ X 2" 11". @4

Adam and Eve, expelled from Eden, stumble on blindly, driven by the

angel’s will and their own despair. The hazy background specifies no
locale but suggests a space around and beyond the figures.

the premier early-15th-century example of the application of math-
ematics to t he de piction o f s pace. M asaccio pa inted t he c omposi-
tion on two levels of unequal height. Above, in a barrel-vaulted cha-
pel reminiscent of a Ro man triumphal arch (FiGs. 7-40 and 7-44B;
compare FIG. 21-49A), the Virgin Mary and Saint John appear on
either side of the crucified Christ. God the Father emerges from be-
hind Christ, supporting the arms of the cross and presenting his son
to the worshiper as a de votional object. The dove of the Holy Spirit
hovers b etween G od’s he ad a nd C hrist’s he ad. M asaccio a Iso i n-
cluded p ortraits of the donors of t he painting, L orenzo L enzi and
his wife, who kneel just in front of the pilasters framing the chapel’s

21-21 Masaccio,
Italy, ca. 1424-1427. Fresco, 21’ 103" X 10’ 47"

Holy Trinity, Santa Maria Novella, Florence,

Masaccio’s pioneering Holy Trinity is the premier early-15th-century
example of the application of mathematics to the depiction of space
according to Brunelleschi’s system of perspective.

entrance. Below, the artist painted a tomb containing a skeleton. An
inscription in Italian above the skeleton reminds the spectator, “T was
once what you are, and what I am you will become.”

The illusionism of Holy Trinity is breathtaking. In this fresco,
Masaccio brilliantly demonstrated the principles and p otential of
Brunelleschi’s new science of perspective. Indeed, some art histo-
rians have suggested Brunelleschi may have collaborated with Ma-
saccio. The vanishing point of the composition is at the foot of the
cross. With this point at eye level, spectators look up at the Trinity
and down at the tomb. About 5 feet above the floor level, the van-
ishing point pulls the t wo views together, creating the illusion of
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areal structure transecting the wall’s vertical plane. W hereas the
tomb appears to project forward into the church, the chapel recedes
visually behind the wall and appears as an extension of the specta-
tor’s space. This adjustment of the picture’s s pace to t he viewer’s
position was an important innovation in illusionistic painting that
other artists of the Renaissance and the later Baroque period would
develop further. Masaccio was so exact in his metrical proportions
it is possible to calculate the dimensions of the chapel (for example,
the span of the painted vault is 7 feet and the depth of the chapel
is 9 feet). Thus, he achieved not only a suc cessful illusion but also
a rational measured coherence that is responsible for the unity and
harmony of the fresco. Holy Trinity is, however, much more than a
demonstration of Brunelleschi’s perspective or of the painter’s abil-
ity to represent fully modeled figures bathed in light. In this paint-
ing, Masaccio also p owerfully conveyed one of the central tenets
of Christian faith. The ascending pyramid of figures leads viewers
from the despair of death to t he hope of resurrection and eternal
life through Christ’s crucifixion.

FRA ANGELICO As Masaccio’s Holy Trinity clearly demon-
strates, humanism and religion were not mutually exclusive. In fact,
for many Quattrocento Italian artists, humanist concerns were not
a primary consideration. The art of Fra Angelico ( ca. 1400-1455)
focused on serving the Roman Catholic Church. In the late 1430s,
the abbot of the Dominican monastery of San Marco (Saint Mark)
in Florence asked Fra A ngelico to produce a s eries of frescoes for
the monastery. The D ominicans (see “Mendicant Orders,” Chap-
ter 14, page 404) of San Marco had de dicated themselves to 1 ives
of prayer and work, and the religious compound was mostly spare
and austere to encourage the monks to immerse themselves in their
devotional lives. Fra Angelico’s Annunciation (FIG. 21-22) appears
at the top of the stairs leading to the friars’ cells. Appropriately, Fra

Angelico presented the scene of the Virgin Mary and the Archangel
Gabriel with si mplicity and serenity. The two figures appearina
plain loggia resembling the portico of San Marco’s cloister, and the
artist painted all the fresco elements with a pristine clarity. Asan
admonition to heed the devotional function of the images, Fra An-
gelico included a small inscription at the base of the image: “As you
venerate, while passing before it, this figure of the intact Virgin, be-
ware lest you omit to say a Hail Mary.” Like most of Fra Angelico’s
paintings, Annunciation, w ith its si mplicity a nd d irectness, s till
has an almost universal appeal and fully reflects the artist’s simple,
humble character.

ANDREA DEL CASTAGNO Fra A ngelico’s you nger ¢ on-
temporary Andrea del Castagno ( ca. 1421-1457) also accepted a
commission to produce a series of frescoes for a rel igious establish-
ment. Castagno’s Last Supper (Fic. 21-23) in the refectory (dining
hall) of Sant’Apollonia in Florence, a c onvent for Benedictine nuns,
manifests both a commitment to the biblical narrative and an inter-
est in perspective. The lavishly painted room Jesus and his 12 disci-
ples occupy suggests the artist’s absorption with creating the illusion
of three-dimensional space. However, closer scrutiny reveals incon-
sistencies, such as how Renaissance perspective systems make it im-
possible to see both the ceiling from inside and the roof from outside,
as Castagno depicted. The two side walls also do not appear parallel.
Castagno chose a c onventional compositional format, with the fig-
ures seated at a horizontally placed table. He derived the apparent
self-absorption of most of the disciples and the malevolent features
of Judas (who sits alone on the outside of the table) from the Gospel
of Saint John, rather than the more familiar version of the last sup-
per recounted in the Gospel of Saint Luke. Castagno’s dramatic and
spatially convincing depiction of the event no doubt was a powerful
presence for the nuns during their daily meals.

21-22 Fra Angelico, Annunciation, San Marco, Florence, Italy, ca. 1438-1447. Fresco, 7' 1" X 10’ 6".

Painted for the Dominican monks of San Marco, Fra Angelico’s fresco is simple and direct. Its figures and
architecture have a pristine clarity befitting the fresco’s function as a devotional image.
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21-23 Andrea del Castagno,  Last Supper, refectory of the monastery of Sant’Apollonia, Florence, Italy, 1447. Fresco, 15’ 5" X 32'. @4

Judas sits isolated in this Last Supper based on the Gospel of Saint John. The figures are small compared with the setting, reflecting Castagno’s
preoccupation with the new science of perspective.

FRA FILIPPO LIPPI Another younger contemporary of Fra
Angelico, Fra Filippo Lippi ( ca. 1406-1469), was also a friar—but
there all resemblance ends. Fra Filippo was unsuited for monastic
life. He indulged in misdemeanors ranging from forgery and em-
bezzlement to the abduction of a pretty nun, Lucretia, who became
his mistress and the mother of his son, the painter Filippino Lippi
(1457-1504). Only the intervention of the Medici on his behalf at
the papal court preserved Fra Filippo from severe punishment and
total disgrace. An orphan, Fra Filippo spent his youth in a monas-
tery adjacent to the church of Santa Maria del Carmine, and when
he was still in his teens, he must have met Masaccio there and wit-
nessed the decoration of the Brancacci chapel. Fra Filippo’s early
work survives only in fragments, but these show he tried to work
with Masaccio’s massive forms. Later, probably under the influence
of Ghiberti’s and Donatello’s relief sculptures, he developed a linear
style that emphasized the contours of his figures and enabled him
to suggest movement through flying and swirling draperies.

Ina pa inting f rom F ra Filippo’s 1 ater y ears, Madonna an d
Child with Angels (FiG. 21-24), the Virgin sits in prayer at a slight
angle to the viewer. Her body casts a shadow on the window frame
behind her. But the painter’s primary interest was not in space but
in line, which unifies the composition and contributes to the pre-
cise and smooth delineation of forms. The Carmelite brother inter-
preted his subject in a surprisingly worldly manner. Te Madonna

21-24 Fra Filippo Lippi, Madonna and Child with Angels,
ca. 1460-1465. Tempera on wood, 2’ 113" X 2’ 1". Galleria degli
Uffiz i, Florence.

Fra Filippo, a monk guilty of many misdemeanors, represented the Virgin
and Christ Child in a distinctly worldly manner, carrying the humanization
of the holy family further than any artist before him.
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21-25 Piero della Francesca,
Resurrection, Palazzo Comunale,
Borgo San Sepolcro, Italy, ca.
1463-1465. Fresco, 7' 43" X 6' 6%

Christ miraculously rises from his
tomb while the Roman guards sleep.
The viewer sees the framing portico
and the soldiers from below, but
has a head-on view of the seminude
muscular figure of Christ.

is a beautiful young mother, albeit with a transparent halo, in an el-
egantly furnished Florentine home, and neither she nor the Christ
Child, whom two angels hold up, has a solemn expression. One of
the angels, in fact, sports the mischievous, puckish grin ofa b oy
refusing to b ehave for the pious occasion. Significantly, all figures
reflect the use of live models (perhaps Lucretia for the Madonna).
Fra Filippo plainly relished the charm of youth and beauty as he
found it in this world. He preferred the real in landscape also. Tle
background, seen through the window, incorporates recognizable
features of the Arno valley. Compared with the earlier Madonnas
by Giotto (FiG. 14-7) and Duccio (FIG. 14-9), this work shows how
far artists had c arried t he humanization o f t he rel igious t heme.
Whatever the ideals of spiritual perfection may have meant to art-
ists in past centuries, Renaissance artists realized those idealsin
terms of the sensuous beauty of this world.

PIERO DELLA FRANCESCA Oneofthe mostrenowned
painters in 15th-century Italy was Piero della Francesca (  ca. 1420-
1492), a native of Borgo San Sepolcro in southeastern Tuscany, who
worked for diverse patrons, including the Medici in Florence and Fed-
erico de Montefeltro in Urbino (FIG. 21-43). In Tuscany, his commis-
sions included frescoes of Christ’s Resurrection (Fic. 21-25) for the
town hall of his birthplace and Legend of the True Cross (FIG. 21-25A)
for the church of San Francesco at A rezzo. He painted Resurrection
at the request of the Borgo San Sepolcro civic council on the wall

facing the entrance to i ts newly remodeled
Palazzo C omunale. N ormally, t he subjects
chosen for city halls were scenes of battles,
townscapes, o r a llegories o fe nlightened
governance, as in Siena’s Palazzo P ubblico
(FiGs. 14-16, 14-16A, and 14-17). Butthe
San S epolcro c ouncil chose i nstead a rel i-
gious subject. The town’s name—Holy Sep-
ulcher—derived from t he l egend t hat t wo
10th-century saints, A rcanus a nd E gidius,
brought a fragment of Christ’s tomb to the
town from the Holy Land. Christ’s Resur-
rection was also t he sub ject o f t he c entral pa nel o f t he a ltarpiece
painted b etween 1346 and 1348 by the Siene se pa inter Niccolo d i
Segna for the cathedral of San Sepolcro.

In Piero’s Resurrection, the viewer witnesses the miracle of the
risen Christ through the Corinthian columns of a classical portico
(preserved only in part because the painting was trimmed during
its installation in a ne w location). Piero chose a v iewpoint corre-
sponding to t he viewer’s p osition a nd de picted t he a rchitectural
frame at a sha rp angle from below. The Roman soldiers who have
fallen asleep when they should be guarding the tomb are also seen
from below in a v ariety of foreshortened p oses. (Tlke bareheaded
guard second from the left with his head resting on Christ’s sar-
cophagus may be a self-portrait of the artist.) The soldiers form the

21-25A PIERO DELLA
FRANCESCA, Legend of the
True Cross, ca. 1450-1455.
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24"4" X 14" 9". @4

:[1 ft.

Ludovica Tornabuoni holds as prominent a place in Ghirlandaio’s fresco as she must have held in Florentine society—evidence of the secularization

of sacred themes in 15th-century Italian painting.

base of a compositional triangle culminating at Christ’s head. For
Christ, Piero violated the perspective of the rest of the fresco and
used a he ad-on view of the resurrected savior, imbuing the figure
with an iconic quality. Christ’s muscular body has the proportions
of Greco-Roman nude statues. His pastel cloak stands out promi-
nently from the darker colors of the soldiers’ costumes. Christ holds
the banner of his victory over death and displays his wounds. His
face has portraitlike features. The tired eyes and somber expression
are the only indications of his suffering on the cross.

DOMENICO GHIRLANDAIO Although projects under-
taken w ith ¢ hurch, c ivic, a nd M edici pat ronage w ere sig nificant
sources of income for Florentine artists, other wealthy families also
offered attractive commissions. Toward the end of the 15th century,
Domenico Ghirlandaio ( 1449-1494) received the contract for an
important project for Giovanni Tornabuoni, one of the wealthiest
Florentines of his day. Tornabuoni asked Ghirlandaio to paint a cy-
cle of frescoes depicting scenes from the lives of the Virgin and Saint
John the Baptist for the choir of Santa Maria Novella (Fig. 14-6A),
the Dominican church where Masaccio had earlier painted his revo-
lutionary Holy Trinity (FIG. 21-21). In Birth of the Virgin (FiG. 21-26),
Mary’s mother, Saint Anne, reclines in a palatial Renaissance room
embellished w ith fine w ood i nlay a nd s culpture, w hile m idwives

prepare t he i nfant’s bat h. F rom t he le ft c omes a s olemn p roces-
sion of women led by a yo ung Tornabuoni family memb er, p rob-
ably Ludovica, Giovanni’s only daughter. Ghirlandaio’s composition
epitomizes the achievements of Quattrocento Florentine painting:
clear s patial re presentation, s tatuesque figures, and rational order
and logical relations among all figures and objects. If any remnant
of earlier traits remains here, itis the arrangement of the figures,
which still cling somewhat rigidly to | ayers parallel to t he picture
plane. New, however, and in striking contrast to the dignity and
austerity of Fra Angelico’s frescoes (FIG. 21-22) for the Dominican
monastery of San Marco, is the dominating presence of the donor’s
family in the religious tableau. Ludovica holds as prominent a place
in the composition (close to the central axis) as she must have held
in Florentine society. Her appearance in the painting (a different fe-
male member of the house appears in each fresco) is conspicuous
evidence of the secularization of sacred themes. Artists depicted liv-
ing persons of high rank not only as present at biblical dramas (as
Masaccio did in Holy Trinity) but also even stealing the show from
the saints—as here, where the Tornabuoni women upstage the Vir-
gin and Child. The display of patrician elegance tempers the biblical
narrative and subordinates the fresco’s devotional nature.
Ghirlandaio also painted individual portraits of wealthy Flo-
rentines. His 1488 panel painting of an aristocratic young woman is
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21-27 Domenico
Ghirlandaio, Giovanna
Tornabuoni(?), 1488. Qil
and tempera on wood,

2' 6" X 1' 8". Museo

Tlys sen-Bornemisza,
Madrid.

Renaissance artists revived
the ancient art of portraiture.
This portrait reveals the
wealth, courtly manners,

and humanistic interest in
classical literature that lie

probably a portrait of Giovanna Tor-
nabuoni (Fig. 21-27), a member of the
powerful A lbizzi family a nd wife o f
Lorenzo Tornabuoni, one of L orenzo
Medici’s cousins. A lthough artists at
this time were beginning to employ
three-quarter a nd full-face views for
portraits (FIG. 21-29A) in place of the
more t raditional p rofile p ose, G hir-
landaio u sed t he ol der f ormat. Ths

did not p revent him from conveying
a character reading o f t he sitter. His

behind much 15th-century portrait reveals the proud bearing of a
Florentine art. sensitive and beautiful young woman.

It also telIs v iewers m uch a bout t he
advanced state of culture in Florence, the value and careful culti-
vation of beauty in life and art, the breeding of courtly manners,
and the great wealth behind it all. In addition, the painting shows
the powerful attraction classical literature held for Italian human-
ists. I n t he bac kground, a n e pitaph (Giovanna T ornabuoni d ied
in childbirth in 1488 ata ge 2 0) quote s t he a ncient Ro man p oet
Martial:

If art could depict character and soul,
No painting on earth would be more beautiful.”

PAOLO UCCELLO A m asterpiece o ft hiss ecularsideo f
Quattrocento artis Battle of San Romano (FiG. 21-28) by Paolo
Uccello ( 1397-1475), a Florentine painter trained in the Interna-
tional Style. The large panel painting is one of three L orenzo de’
Medici ac quired for h is b edchamber in t he pa latial M edici re si-
dence (Figs. 21-37 and 21-38) in Florence. There is some contro-
versy about the date of the painting because documents have been
discovered suggesting Lorenzo may have purchased at least two of
the paintings from a previous owner instead of commissioning the
tull series himself. The scenes commemorate the Florentine victory
over the Sienese in 1432 and must have been painted no earlier than
the m id-1430s i f not a round 1455, t he t raditional d ate a ssigned
to the commission. In the panel illustrated, Niccold da Tolentino
(ca. 1350-1435), a friend and supporter of Cosimo de’ Medici, leads
the charge against the Sienese.
Although th e p ainting f o-
cuses on Tolentino’s military
exploits, it also acknowledges
the Medici, albeit in symbolic
form. The bright orange fruit
behind t he r aised 1 ances on
the left are mela medica (Ital-
ian, “medicinal apples”). Be-
cause the name Medici means

21-28 Paolo  Uccello,

Battle of San Romano, ca. 1435
or ca. 1455. Tempera on wood,
6’ X 10’ 5". National Gallery,
London.

In this panel once in Lorenzo
de’ Medici’s bedchamber,
Niccold da Tolentino leads the
charge against the Sienese. The
foreshortened spears and figures
reveal Uccello’s fascination with
perspective.
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“doctors,” this fruit was a fitting symbol of the family. Orange ap-
ples also appear in Botticelli’s Primavera (FIG. 21-1). Tlei r inclu-
sion here suggests that at least this panel was a Medici commission,
if all three were not.

In Battle of S an Rom ano, Uccello created a ¢ omposition t hat
recalls t he I nternational s tyle p rocessional s plendor of Gentile da
Fabriano’s Adoration of th e Magi (Fic. 21-18) yet also reflects Uc-
cello’s obsession with perspective. In contrast with Gentile, who
emphasized surface decoration, Uccello painted life-size, classically
inspired figures arranged in the foreground and, in the background,
are ceding | andscape re sembling t he lo w c ultivated h illsides b e-
tween Florence and Lucca. He foreshortened broken spears, lances,
and a fallen soldier and carefully placed them along the converging
orthogonals of the p erspective s ystem to c reate a ba se plane akin
to a c heckerboard, on which he t hen placed the larger volumes in
measured intervals. The rendering of three-dimensional form, used
by other painters for representational or ex pressive p urposes, be-
came for Uccello a preoccupation. For him, it had a magic of its own,
which he exploited to satisfy his inventive and original imagination.

BOTTICELLI, BIRTH OF VENUS Also painted for the
Medici and rivaling Primavera (FiG. 21-1) in fame is Sandro Bot-
ticelli’s Birth of Venus (FIG. 21-29). The theme was the subject of
apoem by A ngelo Poliziano (1454-1494), a le ading humanist of
the day. In Botticelli’s lyrical painting of Poliziano’s retelling of the
Greek myth, Zephyrus, carrying Chloris, blows Venus, born of the
sea foam and carried on a c ockle shell, to her s acred island, Cy-
prus. There, the nymph Pomona runs to meet her with a brocaded
mantle. The lightness and bodilessness of the winds move all the
figures without effort. Draperies undulate easily in the gentle gusts,
perfumed by rose petals that fall on the whitecaps. In this painting,
unlike in Primavera, Botticelli depicted Venus as nude. As noted
earlier, the nude, especially the female nude, was exceedingly rare
during the Middle Ages. The artist’s use (especially on such a large
scale—roughly life-size) of an ancient Venus statue (a Hellenistic
variant of Praxiteles’ famous Aphrodite of Kni dos, FiG. 5-62) asa

21-29 Sandro
Botticelli,  Birth of
Venus, ca. 1484-1486.
Tempera on canvas,
59" X 9’ 2". Galleria
degli Uffizi, Florence.
[ ]}

Inspired by an Angelo
Poliziano poem and
classical Aphrodite
statues (FiG. 5-62),
Botticelli revived the
theme of the female
nude in this elegant and
romantic representation
of Venus born of sea
foam.

1ft.

model could have drawn harsh criticism. But in the more accom-
modating Rena issance c ulture a nd u nder t he p rotection o ft he
powerful Medici, the depiction went unchallenged, in part because
Birth of Venus, which has several mythological figures in common
with Primavera, is susceptible to a N eo-Platonic reading. Marsilio
Ficino (1433-1499), for example, made the case in his treatise On
Love (1469) that those who embrace the contemplative life of rea-
son—including, of course, the humanists in the Medici circle—will
immediately ¢ ontemplate s piritual a nd d ivine b eauty w henever
they behold physical beauty.

Botticelli’s s tyle i s c learly d istinct f rom t he e arnest s earch
many other artists pursued to comprehend humanity and the natu-
ral world through a r ational, em pirical order. Indeed, B otticelli’s
elegant and b eautiful l inear s tyle (he was a p upil o f Fra Filippo
Lippi, FIG. 21-24) seems removed from all the scientific knowledge
15th-century a rtists had ga ined i n t he areas o f p erspective a nd
anatomy. For example, the seascape in Birth of Venus is a flat back-
drop devoid of atmospheric perspective. Botticelli’s style paralleled
the Florentine allegorical pageants that were chivalric tournaments
structured around allusions to classical mythology. The same trend
is evident in the poetry of the 1470s and 1480s. :
Artists and poets at this time did not directly
imitate classical antiquity but used the myths,
with delicate perception of their charm, in a
way still tinged with medieval romance. Ulti-
mately, Botticelli created a style of visual po-
etry parallel to the love poetry of Lorenzo de’
Medici. His paintings p ossess a ly ricism and
courtliness that appealed to cultured Floren-
tine pat rons, w hether the M edici t hemselves

21-29A BOTTICELLI,
Young Man Holding a

. . Medal, ca. 1474-1475.
or associates of the family (FiG. 21-29A). .e4 e

ENGRAVING Although t he mo st pre stigious ¢ ommissions
in 15th-century Florence were for large-scale panel paintings and
frescoes a nd f or mo numental s tatues a nd rel iefs, s ome a rtists
also produced i mportant s mall-scale works, such as P ollaiuolo’s
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21-30 Antonio del Pollaiuolo, Battle of
Ten Nudes, ca. 1465. Engraving, 1’ 35" X 1’ 11{".
Metropolitan Museum of Art, New York
(bequest of Joseph Pulitzer, 1917).

Pollaiuolo was fascinated by how muscles and
sinews activate the human skeleton. He delighted
in showing nude figures in violent action and from
numerous foreshortened viewpoints.

Hercules and Antaeus (FIG. 21-14). Pollaiuolo
also e xperimented w ith t he ne w me dium o f
engraving, which northern European art-
ists had p ioneered around the middle of the
century. Bu t w hereas G erman g raphica rt-
ists, such as Martin Schongauer (Fic. 20-22),
described their forms with hatching that fol-
lowed t he f orms, I talian eng ravers, such a s
Pollaiuolo, p referred pa rallel hatc hing. Tl
former method was in keeping with the gen-
eral northern European approach to art,
which tended to describe surfaces of forms rather than their un-
derlying structures, whereas the latter better suited the anatomical
studies that preoccupied Pollaiuolo and his Italian contemporaries.

Battle of T en N udes (FiG. 21-30),1 ike Po llaiuolo’s Hercules
and Antaeus (FIG. 21-14), reveals the artist’s i nterest in the real-
istic presentation of human figures in action. Earlier artists, such
as Donatello (FiG. 21-12) and Masaccio (FIG. 21-20), had de alt ef-
fectively with the problem of rendering human anatomy, but they
usually de picted their figures at re st or i n restrained motion. A's
is evidentin his engraving as well asin his sculpture, Pollaiuolo
took delight in showing violent action. He conceived the body as
a powerful machine and liked to d isplay its mechanisms, such as
knotted muscles and taut sinews that activate the skeleton as ropes
pull levers. To show this to best effect, Pollaiuolo developed a figure
so lean and muscular it appears écorché (as if without skin), with
strongly accentuated delineations at t he wrists, elbows, shoulders,
and knees. Battle of Ten Nudes shows this figure type in a variety of
poses and from numerous viewpoints, enabling Pollaiuolo to dem-
onstrate his prowess in rendering the nude male figure. In this, he
was a kindred spirit of late-sixth-century Greek vase painters, such
as Euthymides (F1G. 5-23), who had e xperimented with foreshort-
ening for the first time in history. Even though the figures in Ten
Nudes hack and slash at one another without mercy, they neverthe-
less seem somewhat stiff and frozen because Pollaiuolo depicted all
the muscle groups at maximum tension. Not until several decades
later did an e ven greater a natomist, L eonardo d a Vinci, obs erve
that only some of the body’s muscle groups participate in any one
action, while the others remain relaxed.

Architecture

Filippo Brunelleschi’s ability to c odify a s ystem of linear perspec-
tive derived in part from his skill as an architect. Although accord-
ing to his biographer, Antonio Manetti, Brunelleschi turned to ar-
chitecture out of disappointment over the loss to Lorenzo Ghiberti
of the commission for the baptistery doors (Figs. 21-2 and 21-3),
he continued to work as a s culptor for several years and re ceived
commissions for sculpture as late as 1416. It is true, however, that as
the 15th century progressed, Brunelleschi’s interest turned increas-
ingly toward architecture. Several trips to Rome (the first in 1402,
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probably w ith h is f riend D onatello), w here t he r uins o f a ncient
Rome captivated him, heightened his fascination with architecture.
His close study of Roman monuments and his effort to m ake an
accurate record of what he saw may have been the catalyst that led
Brunelleschi to develop his revolutionary system of geometric lin-
ear perspective.

OSPEDALE DEGLI INNOCENTI
Atthe end of the second decade of the 15th
century, Brunelleschi received two important
architectural ¢ ommissionsi n F lorence—to
construct a dome (FiG. 21-30A) for the city’s
late me dieval c athedral (Fic. 14-18),and to
design the Ospedale degli Innocenti (Hospi-
tal of the Innocents, FIG. 21-31), a h ome for
Florentine orphans a nd foundlings. Tle lat-
ter commission came from Florence’s guild of
silk manufacturers and goldsmiths, of which
Brunelleschi, a goldsmith, was a member. Tle
site chosen for the orphanage, adjacent to the church of the Santis-
sima Annunziata (Most Holy Annunciation), was appropriate. Tle
church housed a miracle-working image of the Annunciation that
attracted large numbers of pilgrims. With the construction of the
new foundling hospital, the Madonna would now watch over in-
fants as well, assisted by the guild, which supported the orphanage
with additional charitable donations.

Most scholars regard Brunelleschi’s Ospedale degli Innocenti
as the first building to emb ody the new Renaissance architectural
style. As in earlier similar buildings, the facade of the Florentine
orphanage is a log gia opening onto the street, a shel tered portico
where, in this case, parents could anonymously deliver unwanted
children to the care of the foundling hospital. Brunelleschi’s arcade
consists of a series of round arches on slender Corinthian columns.
Each bay is a domed compartment with a pediment-capped window
above. Both plan and elevation conform to a module that embodies
the rationality of classical architecture. Each column is 10 braccia
(approximately 2 0 feet; 1 b raccia, or arm, e quals 23 i nches) tall.
The distance between the columns of the facade and the distance
between the columns and the wall are also 10 braccia. Th s, each
of the baysisa c ubical unit 10 braccia wide, deep, and high. Tle

21-30A BRUNELLESCHI,
Florence Cathedral
dome, 1420-1436. @4
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height of the columns also equals the diameter of the arches (except
in the two outermost bays, which are slightly wider and serve as
framing elements in the overall design). The color scheme, which
would b ecome a Br unelleschi ha llmark, i s a ustere: w hite s tucco
walls with gray pietra serena (“serene stone”) columns and mold-
ings. In 1487, A ndrea della Robbia (1435-1525), ne phew of Luca
della Robbia (FiG. 21-36A) and his successor as head of the family
workshop, added more color to t he loggia in the form of a s eries
of glazed terracotta roundels, one above each column, depicting a
baby in swaddling clothes (no two are identical)—the only indica-
tion on the building’s facade of its charitable function.

SANTO SPIRITO Begunaround 1436 and completed, with
some changes, after Brunelleschi’s death, Santo Spirito (Fic. 21-32)
is one of two basilican churches the architect built in Florence. (Tle
otheri sS anL orenzo; Fig. 21-32A.) Py
Santo Spirito showcases the clarity and
classically inspired rationality that char-
acterize B runelleschi’s ma ture de signs.
Brunelleschil aid o utt his cruciform
building in either multiples or segments
oft he dome -covered crossing squ are. ~ 21-32A BRUNELLESCHI, San
The aisles, subdivided into small squares torenzo, ca. 1421-1469. @4
covered by shallow, saucer-shaped vaults, run all the way around the

. : flat-roofed central space. They have the visual effect of compressing
21-31 Filippo Brunelleschi, L oggia of the Ospedale degli the longitudinal design into one more comparable to a central plan,
Innocenti (Foundling Hospital; looking northeast), Florence, Italy, because the various aspects of the interior resemble one another, no
begun 1419. @« matter where an observer stands. Originally, this centralization effect
Often called the first Renaissance building, the loggia of the orphanage would have been even stronger. Brunelleschi had planned to extend
sponsored by Florence’s silk and goldsmith guild features a classically the aisles across the front of the nave as well, as shown on the plan
austere design based on a module of 10 braccia. (FIG. 21-33, left). However, adherence to that design would have de-

Dome-covered crossing square

»

Four entrances Three entrances
0 50 100 feet
0 10 2 30 meters

21-33 Filippo Brunelleschi,e  arly plan (left) and plan as

21-32 Filippo Brunelleschi,i  nterior of Santo Spirito (looking constructed (right) of Santo Spirito, Florence, Italy, designed
northeast), Florence, Italy, designed 1434-1436; begun 1446. @4 1434-1436; begun 1446.

The austerity of the decor and the mathematical clarity of the interior Santo Spirito displays the classically inspired rationality of Brunelleschi's
of Santo Spirito contrast sharply with the soaring drama and spirituality mature style in its all-encompassing modular scheme based on the

of the nave arcades and vaults of Gothic churches. dimensions of the dome-covered crossing square.
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ART AND SOCIETY

Italian Renaissance Family Chapel Endowments

21-34 Filippo
Brunelleschi, f acade
of the Pazzi Chapel,
Santa Croce, Florence,
Italy, begun 1433. @¢

D uring the 14th through 16th cen-
turies i n I taly, w ealthy f amilies
regularly endowed chapels in or adjacent
to major churches. Tle se family chapels
were usually on either side of the choir
near the altar at t he church’s east end.
Particularly wealthy families sponsored
chapels in the form o f's eparate b uild-
ings c onstructed a djacent to c hurches.
For e xample, t he M edici C hapel ( Old
Sacristy) abuts San Lorenzo in Florence.
Other p owerful ba nking f amilies—
the B aroncelli, B ardi,a nd P eruzzi—
each sponsored chapels in the Florentine church of Santa Cro ce.
The Pa zzi family c ommissioned a ¢ hapel (FiGs. 21-34 to 21-36)
adjacent to S anta Croce, and the Brancacci family sponsored the
decorative p rogram (FiGs. 21-19 and 21-20) o ft heir c hapelin
Santa Maria del Carmine.

These families en dowed c hapels to en sure t he well-being o f
the souls of individual family members and ancestors. Tle chapels
served as burial sites and as spaces for liturgical celebrations and
commemorative services. Chapel owners sponsored Masses for the
dead, praying to the Virgin Mary and the saints for intercession on
behalf of their deceased loved ones.

Changes in Christian do ctrine prompted these concerted ef-
forts to en hance donors’ chances for e ternal s alvation. Until t he
13th century, most Christians believed that after death, souls went
either to Heaven or to Hell. In the late 1100s and early 1200s, the
concept o f P urgatory—a w ay s tation b etween H eaven a nd H ell
where souls could atone for sins before judgment day—increasingly
won favor. Pope Innocent III (1198-1216) officially recognized the
existence of such a p lace in 1215. Because P urgatory re presented
a chance for the faithful to i mprove the likelihood o f e ventually
gaining ad mission to H eaven, C hristians e agerly emb raced t his
opportunity.

When the Church extended this idea for believers to i mprove
their prospects while alive, charitable work, good deeds, and de-
votional practices proliferated. Family chapels provided the space

The Pazzi family erected
this chapel as a gift to
the Franciscan church of
Santa Croce. It served as
the monks’ chapter house
and is one of the first
independent Renaissance
central-plan buildings.

manded four entrances in the facade, instead of the traditional and
symbolic three, a feature hotly debated during Brunelleschi’s life-
time and changed after his death. Successor builders also modified
the appearance of the exterior walls (FIG. 21-33, right) by filling in the
recesses b etween t he p rojecting s emicircular ¢ hapels to ¢ onvert
the original highly sculpted wall surface into a flat one.

The major features of Santo Spirito’s interior (FIG. 21-32), how-
ever, a re m uch a s Br unelleschi de signed t hem. I n t his mo dular
scheme, as in the loggia of the Ospedale degli Innocenti (FiG. 21-31),
a mathematical unit served to de termine the dimensions of every
aspect of the church. This unit—the crossing bay measuring 20 by
20 b raccia—subdivided t hroughout t he p lan c reates a rh ythmic
harmony. Fixed ratios also determined the elevation. For example,
the nave is twice as high as it is wide, and the arcade and clerestory
are of equal height, which means the height of the arcade equals

necessary for the performance of devotional rituals. Most chapels
included altars, a s well a s c halices, v estments, c andlesticks, a nd
other objects used in the Mass. Most patrons also commissioned
decorations, such as painted altarpieces, frescoes on the walls, and
sculptural objects. The chapels were therefore not only expressions
of piety and devotion but also opportunities for donors to enhance
their stature in the larger community.

the nave’s width. A stute observers can read t he proportional re -
lationships among the interior’s parts as a s eries of mathematical
equations. The austerity of the decor enhances the rationality of the
design and produces a restful and tranquil atmosphere. Brunelles-
chi left no space for expansive wall frescoes that would only detract
from the clarity of his architectural scheme. The calculated logic of
the design echoes that of ancient Roman buildings, such as the Pan-
theon (FiG. 7-50, right). The rationality of Santo Spirito contrasts
sharply, h owever, with t he soaring d rama and s pirituality of the
nave arcades and vaults of Gothic churches (for example, Figs. 13-19
and 13-20). It even deviates from the design of Florence Cathe-
dral’s nave (FIG. 14-18A), whose verticality is restrained in com-
parison to its northern European counterparts. Santo Spirito fully
expresses the new Renaissance spirit that placed its faith in reason
rather than in the emotions.
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21-35 Filippo Brunelleschi, pl
Florence, Italy, begun 1433.

Although the Pazzi Chapel is rectangular, rather than square or round,
Brunelleschi created a central plan by placing all emphasis on the
dome-covered space at the heart of the building.

PAZZ1 CHAPEL Brunelleschi’s apparent effort toi mparta
centralized effecttot hei nterior o fS anto Sp irito su ggests t hat
he found i ntriguing t he c ompact a nd s elf-contained qu alities o f
central-plan b uildings—for example, t he Pantheon (FiGs. 7-49 to
7-51) and the Florentine Baptistery of San Giovanni (Fic. 12-27).
He had a Iready explored this interest in his design for the chapel
(FIG. 21-34) the Pazzi family donated to t he Franciscan church of
Santa Croce in Florence (see “Italian Renaissance Family Chapel
Endowments,” page 584). Brunelleschi began to work on the proj-
ect around 1423, but construction continued until the 1460s, long
after his death. The exterior probably does not reflect Brunelleschi’s
original design. The loggia, admirable as it is, likely was added as
an afterthought, p erhaps b y t he s culptor-architect Gi uliano d a
Maiano (1432-1490). The Pazzi Chapel served as the chapter house
(meeting hall) of the local chapter of Franciscan monks. Historians
have suggested the monks needed the expansion to accommodate
more of their brethren.

Behind t he log gia s tands one of t he first i ndependent Rena is-
sance buildings c onceived basically as a ¢ entral-plan structure. Al-
though the Pazzi Chapel’s plan (FiG. 21-35) is re ctangular, r ather
than square or round, Brunelleschi placed all emphasis on the cen-
tral dome-covered space. The short barrel-vault sections bracing the
dome on two sides appear to be incidental appendages. Tle interior
trim (FiG. 21-36) is Brunelleschi’s favorite gray pietra serena, which
stands out a gainst the white stuccoed walls and crisply defines the
modular relationships of plan and elevation. As he did in his design
for t he O spedale de gli I nnocenti (FiG. 21-31) a ndlater for S anto
Spirito (FIG. 21-32), Brunelleschi used a basic unit that enabled him to
construct a balanced, harmonious, and regularly proportioned space.

Circular medallions, or tondi, in the dome’s pendentives (see
“Pendentives and Squinches,” Chapter 9, page 262) consist of glazed

21-36 Filippo Brunelleschi,i  nterior of the Pazzi Chapel (looking
northeast), Santa Croce, Florence, Italy, begun 1433. @4

The interior trim of the Pazzi Chapel is gray pietra serena, which stands
out against the white stuccoed walls and crisply defines the modular
relationships of Brunelleschi’s plan and elevation.

terracotta reliefs re presenting the four evan-
gelists. The te chnique f or m anufacturing
these baked clay reliefs was of re cent i nven-
tion. A round 1 430, Luca della Robbia
(1400-1482) p erfected the application of vit-
rified (heat-fused) c olored p otters’ glazes to
sculpture (FIG. 21-36A). Inexpensive, durable,

. RoBBIA, Madonna and
and decorative, they became extremely popu-  ¢piig, ca. 1455-1460.
lar a nd provided the basis for a flourishing @4
family business. Luca’s nephew Andrea della Robbia produced
roundels for Br unelleschi’s loggia of t he Ospedale degli Innocenti
(FIG. 21-31)in 1487, a nd A ndrea’s s ons, Gi ovanni del la Robb ia
(1469-1529) a nd Gi rolamo del la Robb ia (1488-1566), c arried o n
this tradition well into the 16th century. Most of the tondi in the
Pazzi Chapel are the work of Luca della Robbia himself. Together
with the images of the 12 apostles on the pilaster-framed wall pan-
els, they add striking color accents to the tranquil interior.

21-36A Luca DELLA

PALAZZO MEDICI Its eemsc urioust hat Br unelleschi,
the mos t reno wned a rchitect o fh is t ime, d id not pa rticipate in
the upsurge of palace building Florence experienced in the 1430s
and 1440s. This p roliferation o f pa lazzi te stified to t he s tability
of the Florentine economy and to t he affluence and confidence of
the city’s leading citizens. Brunelleschi, however, confined his ef-
fortsin this field to w ork on the Palazzo di Parte Guel fa (head-
quarters o fF lorence’s t hen-ruling “ party”) a ndtoareje cted
model for a new palace that Cosimo de’ M edici intended to build.
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When the Medici returned to Florence in 1434 after
a brief exile i mposed upon them by ot her el ite fami-
lies who resented the Medicis’ consolidation of p ower,
Cosimo, aware of the importance of public perception,
attempted to m aintain a lo wer profile and to w ield his
power from behind the scenes. In all probability, this at-
titude accounted for his rejection of Brunelleschi’s design
for the M edici re sidence, which he e vidently found too
imposing and ostentatious to be politically wise. Cosimo
eventually awarded the commission to Michelozzo  di
Bartolommeo ( 1396-1472), a young architect who had
been D onatello’s collaborator in several sculptural en -
terprises. Although Cosimo passed over Brunelleschi,
his a rchitectural s tyle ne vertheless de eply i nfluenced
Michelozzo. To al imited e xtent, t he Pa lazzo M edici
(F1G. 21-37) reflects Brunelleschian principles.

Later b ought b y t he R iccardi f amily ( hence t he
name Pa lazzo M edici-Riccardi), w ho a Imost do ubled
the facade’s length in the 18th century, the palace, both
inits original and extended form, is a si mple, massive
structure. H eavy rustication ( rough, u nfinished ma-
sonry) on t he g round floor ac centuates i ts s trength.
Michelozzo d ivided t he b uilding blo ck i nto s tories o f
decreasing height by using long, unbroken stringcourses
(horizontal ba nds), w hich g ive i t c oherence. Dressed
(smooth, finished) masonry on the second level and an
even smoother surface on the top s tory modify the se-
verity of the ground floor and make the building appear
progressively lighter as the eye moves upward. Tlke ex-
tremely heavy cornice, which Michelozzo related not to
the top story but to the building as a whole, dramatically
reverses t his effect. L ike t he a ncient Ro man c ornices
that served as Michelozzo’s models (compare FiGs. 7-32,
7-40, and 7-44B), t he Pa lazzo M edici-Riccardi c or-
nice is a very effective lid for the structure, clearly and
emphatically defining its proportions. Michelozzo per-
haps also was inspired by the many extant examples of
Roman r usticated m asonry, a nd Ro man p recedents
even exist for the juxtaposition of rusticated and dressed
stone masonry on the same facade (FIG. 7-34). However,
nothing in the ancient world precisely compares with Michelozzo’s
design. The Palazzo Medici e xemplifies t he si multaneous re spect
for and independence from the a ntique—features t hat character-
ize the Early Renaissance in Italy. Tle
classicism and f ortresslike a ppearance
of the palace stand in vivid contrast to
the L ate G othic d elicacy of th e facade
(F16. 21-37A) of the so-called Ca d’Oro
(“House of Gold”), the roughly contem-
poraneous palace of the wealthy Vene-
tian m erchant M arino C ontarini. Tle
comparison u nderscores t he m arked
regional differences between the art and architecture of Florence
and Venice (see Chapter 22).

The heart of the Palazzo Medici is an open colonnaded court
(F1G. 21-38) that clearly shows Michelozzo’s debt to Br unelleschi.
The round-arched colonnade, although more massive in its propor-
tions, ¢ losely re sembles Br unelleschi’s fou ndling-hospital lo ggia
(F1G. 21-31) and the nave colonnades of Santo Spirito (FiG. 21-32)
and San Lorenzo (FIG. 21-32A). The Palazzo Medici’s internal court

21-37A Ca d'Oro, Venice,
1421-1437. @4
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21-37 Michelozzo di Bartolommeo, e
(looking southwest) Florence, Italy, begun 1445. @4

ast facade of the Palazzo Medici-Riccardi

The Medici palace, with its combination of dressed and rusticated masonry and classical
moldings, draws heavily on ancient Roman architecture, but Michelozzo creatively
reinterpreted his models.

surrounded by an arcade was the first of its kind and influenced a
long line of descendants in Renaissance domestic architecture.

LEON BATTISTA ALBERTTI Although he entered the pro-
fession o f architecture r ather late inlife, Leon Battista Alberti
(1404-1472) nevertheless made a re markable contribution to a rchi-
tectural design. He was the first to study seriously the ancient Roman
architectural treatise of Vitruvius (see page 167), and his knowledge
ofit, combined w ith h is 0 wn a rchaeological i nvestigations, m ade
him t he first Rena issance a rchitect to u nderstand c lassical a rchi-
tecture in depth. Alberti’s most influential theoretical work, On the
Art o f Building (written a bout 1450, p ublished i n 1486), although
inspired by Vitruvius, contains much original material. Alberti ad-
vocated a s ystem of ideal proportions and believed the central plan
was the ideal form for churches. He also considered incongruous the
combination of column and arch, which had persisted since Roman
times and t hroughout t he M iddle A ges. For A Iberti, the arch was
awall opening that should be supported onlybyas ection of wall
(a pier), not by an independent sculptural element (a column), as in
Brunelleschi and Michelozzo’s buildings.
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21-38 Michelozzo  di
Bartolommeo, i nterior court of

the Palazzo Medici-Riccardi (looking
northwest), Florence, Italy, begun
1445. @4

The Medici palace’s interior court
surrounded by a round-arched colonnade
was the first of its kind. The austere
design clearly reveals Michelozzo’s debt
to Brunelleschi (Fic. 21-31).

PALAZZO RUCELLAI Alberti’s architectural style
represents a s cholarly application of classical elements to
contemporaneous b uildings. H e de signed t he Pa lazzo
Rucellai (FIG. 21-39) in Florence, although his pupil and
collaborator, Bernardo Rossellino (Fig. 21-15), constructed
the building using Alberti’s plans and sketches. Tle facade
of the palace is much more severe than that of the Palazzo
Medici-Riccardi (FIG. 21-37). Pilasters de fine e ach s tory,
and a ¢ lassical ¢ ornice ¢ rowns t he w hole. B etween t he
smooth pilasters are subdued and uniform wall surfaces.
Alberti created the sense that the structure becomes lighter
in weight toward its top b y ad apting t he a ncient Roman
manner of using different capitals for each story. He chose
Tuscan (the Et ruscan v ariant o f t he Gre ek Doric or der;
FIG. 5-13, left, or page xxii in Volume IT and Book D) for the
ground floor, Composite (the Roman combination of Ionic
volutes with the acanthus leaves of the Corinthian; FiG. 5-73
or page xxiii in Volume II and Book D) for the second story,
and Corinthian f or t he t hird
21-39 Leon Battista floor. A Iberti mo deled h is f a-
Albertia nd Bernardo cade on the most imposing Ro-
Rossellino, Pa  lazzo man ruin of all, the Colosseum
Rucellai (looking north- (FiIG. 7-37), but he w as no s lav-
west), Florence, Italy, . . )
ca. 1452-1470. B¢ ish copyist. On tl.le Colosseum’s
facade, t he ¢ apitals em ployed
are, from t he b ottom up, Tus-
can,I onic,a nd Co rinthian.
Moreover, A lberti ad apted t he
Colosseum’s v aried su rface to
a flat facade, which does not al-

Alberti was an ardent
student of classical
architecture. By adapting
the Roman use of differ-
ent orders for each story,
he created the illusion

that the Palazzo Rucellai low the deep penetration of the
becomes lighter toward building’s mass that is so effec-
its top. tive in the Roman structure. By
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converting h is a ncient mo del’s engaged c olumns (half-round col-
umns attached to a w all) into shallow pilasters that barely project
from the wall, Alberti created a large-meshed linear net. Stretched
tightly across the front of his building, it not only unifies the three
levels but also emphasizes the wall’s flat, two-dimensional qualities.

SANTA MARIA NOVELLA The Rucellai family also com-
missioned A Iberti to de sign t he facade (FiG. 21-40) of the 1 3th-
century Gothic church of Santa Maria Novella in Florence. Here,
Alberti took his cue from a Romanesque design—that of the Flo-
rentine church of San Miniato al Monte. Following his me dieval
model, he designed a small, pseudoclassical, pediment-capped tem-
ple front for the facade’s upper part and supported it with a pilas-
ter-framed arcade incorporating the six tombs and three doorways
of the Gothic building. But in the organization of these elements,
Alberti applied Renaissance principles. The height of Santa Maria
Novella (to the pediment tip) equals its width. Consequently, the
entire facade can be inscribed in a square. Throughout the facade,
Alberti defined areas and related them to one another in terms of
proportions that can be expressed in simple numerical ratios. For
example, the upper structure can be encased in a square one-fourth
the size of the main square. The cornice separating the two levels
divides the major square in half so that the lower portion of the
building is a re ctangle twice as wideasitis high. In his treatise,
Alberti wrote at length about the necessity of employing harmonic
proportions to achieve beautiful buildings. Alberti shared this con-
viction w ith Br unelleschi, a nd t his f undamental de pendence on
classically der ived m athematics d istinguished t heir a rchitectural
work from that of their medieval predecessors. They believed in the
eternal and universal validity of numerical ratios as the source of
beauty. In this respect, Alberti and Brunelleschi revived the true
spirit of the High Classical age of ancient Greece, as epitomized by
the architect I ktinos a nd the s culptor P olykleitos, who produced
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canons of proportions for the perfect temple and the perfect statue
(see “ The Perfect Temple,” and “Polykleitos’s P rescription for the
Perfect Statue,” Chapter 5, pages 105 and 132). Still, it was not only
a desire to emulate Vitruvius and the Greek masters that motivated
Alberti to turn to mathematics in his quest for beauty. His contem-
porary, the Florentine humanist Giannozzo Manetti (1396-1459),
had argued that Christianity i tself p ossessed t he order a nd log ic
of mathematics. In his 1452 treatise, On the Dignity and Excellence
of Man, Manetti insisted C hristian rel igious t ruths were as self-
evident as mathematical axioms.

The Santa Maria Novella facade was an ingenious solution to a
difficult design problem. On one hand, it adequately expressed the
organization of the structure attached to it. On the other hand, it
subjected preexisting and quintessentially medieval features, such
as the large round window on the second level, to a rigid geometri-
cal order that instilled a quality of classical calm and reason. Ths
facade also introduced a feature of great historical consequence—
the scrolls that simultaneously unite the broad lower and narrow
upper levels and screen the sloping roofs over the aisles. With varia-
tions, similar spirals app eared in literally hundreds of church fa-
cades throughout the Renaissance and Baroque periods.

GIROLAMO SAVONAROLA 1In the 1490s, Florence un-
derwent a p olitical, ¢ ultural, a nd rel igious u pheaval. F lorentine
artists and their fellow citizens responded then not only to human-
ist ideas but also to the incursion of French armies and especially
to t he p reaching o f t he D ominican mo nk Gi rolamo S avonarola
(1452-1498), the reformist priest-dictator who denounced the hu-
manistic secularism of the Medici and their artists, philosophers,
and p oets. Savonarola e xhorted t he p eople of Florence to re pent
their sins, and when Lorenzo de’ M edici died in 1492, the priest
prophesied the downfall of the city and of Italy and assumed abso-
lute control of the state. As did alarge number of citizens, Savon-
arola believed the Medici family’s political, social,
and rel igious p ower had ¢ orrupted F lorence and
invited the scourge of foreign invasion. Savonarola
encouraged citizens to b urn t heir classical te xts,
scientific treatises, and philosophical publications.
The Medici fled in 1494. Scholars still debate the
significance o f S avonarola’s b rief s pan o f p ower.
Apologists for the undoubtedly sincere monk deny
his actions played a role i n the decline of Floren-
tine c ulture at t he end o ft he 1 5th century. Bu't
the puritanical spirit that moved Savonarola must
have d ampened c onsiderably t he en thusiasm f or
classical antiquity of the Florentine Early Renais-
sance. C ertainly, S avonarola’s ¢ ondemnation o f
humanism as heretical nonsense, and his banish-
ing of the Medici, Tornabuoni, and other wealthy
families f rom F lorence, de prived lo cal a rtists o f
some of their major patrons, at le ast in the short
term. There were, h owever, c ommissions ap lenty
for artists elsewhere in Italy.

21-40 Leon Battista Alberti, w  est facade of
Santa Maria Novella, Florence, Italy, 1456-1470. @4

Alberti’s design for the facade of this Gothic church
features a pediment-capped temple front and pilaster-
framed arcades. Numerical ratios are the basis of the
proportions of all parts of the facade.
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21-41 Perugino, Christ Delivering the Keys of the Kingdom to Saint Peter, Sistine Chapel, Vatican, Rome, Italy, 1481-1483. Fresco,

Painted for the Vatican, this fresco depicts the event on which the papacy bases its authority. The converging lines of the pavement connect the action

in the foreground with the background.

THE PRINCELY COURTS

Although Florentine artists led the way in creating the Renaissance
inartand architecture, the arts flourished throughout Italy in the
15th ¢ entury. The p rincely c ourts i n Ro me, Urbino, M antua, a nd
elsewhere also deserve credit for nurturing Renaissance art (see “Ital-
ian Princely Courts and Artistic Patronage,” page 591). Whether the
“prince” was a d uke, condottiere, or p ope, the considerable wealth
the heads of these courts possessed, coupled with their desire for rec-
ognition, fame, and power, resulted in major art commissions.

Rome and the Papal States

Although not a s ecular ruler, the pope in Rome was the head of a
court with enormous wealth at h is disposal. In the 16th and 17th
centuries, the popes became the major patrons of art and architec-
ture in Italy (see Chapters 22 a nd 24), but even during the Quat-
trocento, t he papac y w as t he s ource o f s ome sig nificant artistic
commissions.

PERUGINO Between 1481 and 1483, Pope Sixtus I'V (r. 1471-
1484) summoned a group of artists to Rome to decorate the walls of
the newly completed Sistine Chapel (MApP 22-1 and FiG. 22-1). Among
the artists the pope employed were Botticelli, Ghirlandaio, and Pi-
etro V annucci, k nown a s Perugino ( ca. 1450-1523) b ecause h is
birthplace was Perugia in Umbria. The project followed immediately
the completion of the new Vatican library, which the pope also or-

dered decorated with frescoes by Melozzo

da Forli (  1438-1494; fic. 21-41A) a nd
others. P erugino’s c ontribution to t he Sis-
tine C hapel fresco c ycle was Christ Del iv-
ering the Keys of th e Kingd om to S aint Pe-
ter (FIG. 21-41). The papacy had, from the
beginning, based its claim to infallible and
total a uthority o ver t he Ro man C atholic
Church on this biblical event, and there-
fore the subject was one of obvious app eal
to Sixtus IV. In Perugino’s fresco, Christ
hands the keys to Saint Peter, who stands amid an imaginary gather-
ing of the 12 apostles and Renaissance contemporaries. Tlese figures
occupy the apron of a great stage space that extends into the distance
to a p oint of convergence in the doorway of a ¢ entral-plan temple.
(Perugino u sed pa rallel a nd ¢ onverging l ines i n t he pa vement to
mark off t he i ntervening s pace; compare Figs. 21-10 and 21-11.)
Figures in the middle distance complement the near group, empha-
sizing its density and order by their scattered arrangement. At the
corners of the great piazza, duplicate triumphal arches serve as the
base angles of a d istant compositional triangle whose apex is in the
central building. Perugino modeled the arches closely on the Arch
of Constantine (FIG. 7-75) in Rome. Although an anachronismin a
painting depicting a scene from Christ’s life, the arches served to un-
derscore the close ties between Saint Peter and Constantine, the first
Christian emperor of Rome and builder of the great basilica (FiG. 8-9)

21-41A MELOZzzO DA FORLI,
Sixtus IV Confirming Platina,
ca. 1477-1481.
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21-42 Luca Signorelli, Tt
Damned Cast into Hell, San Brizio
chapel, Orvieto Cathedral, Orvieto,
Italy, 1499-1504. Fresco, 23’ wide.
[ 1]

Few figure compositions of the 15th
century have the same psychic impact
as Signorelli's fresco of writhing, fore-
shortened muscular bodies tortured by
demons in Hell.

over Saint Peter’s tomb. Christ and Peter flank the triangle’s cen-
tral a xis, which r uns t hrough t he tem ple’s do orway, t he vanish-
ing p oint o f P erugino’s p erspective s cheme. Br unelleschi’s ne w
spatial science allowed the Umbrian artist to o rganize the action
systematically. The composition i nterlocks b oth t wo-dimensional
and three-dimensional space, and the placement of central actors
emphasizes the axial center.

LUCA SIGNORELLI Another Umbrian painter Sixtus IV em-
ployed for the decoration of the Sistine Chapel was Luca Signorelli
(ca. 1445-1523), in whose work the fiery passion of Savonarola’s ser-
mons found its pictorial e qual. Signorelli further developed P ollai-
uolo’s interest in the depiction of muscular bodies in violent action in
a wide variety of poses and foreshortenings. In the San Brizio chapel
in the cathedral of the papal city of Orvieto (MAP 14-1), Signorelli
painted for Pope Alexander VI (r. 1492-1503) scenes depicting the
end of the world, including The Damned Cast into Hell (FIG. 21-42).
Few Quattrocento figure compositions equal Signorelli’s in psychic
impact. Saint Michael and the hosts of Heaven hurl the damned into
Hell, where, in a dense, writhing mass, they are vigorously tortured
by demons, some winged. The horrible consequences of a sinful life
had not b een s o g raphically de picted since Gislebertus carved his
vision of Last Judgment (FIG. 12-1) in the west tympanum of Saint-
Lazare at Autun around 1130. Tle figures—nude, lean, and muscu-
lar—assume every conceivable posture of anguish. Signorelli was a
master both of foreshortening the human figure and depicting bodies
in violent movement. Although each figure is clearly a study from a
model, Signorelli incorporated the individual studies into a convinc-
ing and coherent na rrative c omposition. Terror and rage pass like
storms through the wrenched and twisted bodies. Tle fiends, their
hair flaming and their bodies the color of putrefying flesh, lunge at
their victims in ferocious frenzy.

Urbino

Under t he pat ronage o fF ederico d a M ontefeltro ( 1422-1482),
Urbino, southeast of Florence across the Appenines (MAP 14-1), be-
came an important center of Renaissance art and culture. In fact,
the humanist writer Paolo Cortese (1465-1540) described Federico
as one of the two greatest artistic patrons of the 15th century (the
other was C osimo de’ M edici). Federico was a ¢ ondottiere so re -
nowned for his military expertise that he was in demand by popes
and kings, and soldiers came from across Europe to s tudy under
his direction.

PIERO DELLA FRANCESCA O ne of
the artists who re ceived several commissions
from Federico was Piero della Francesca, who
had already established a m ajor reputation in
his native Tuscany. At the Urbino court, Piero
produced b oth o fficial p ortraits and religious
works f or F ederico, a mongt hem a do uble
portrait (FIg. 21-43) of the countand his sec-
ond wife, Battista Sforza (1446-1472), and the
Brera Altar piece (Fig. 21-43A),in w hich F ed-
erico k neels b efore t he en throned M adonna
and saints.

Federico de Montefeltro married Battista Sforza in 1460 when
she was 14 years old. The daughter of Alessandro Sforza (1409-1473),
lord of Pesaro and brother of the duke of Milan, Battista was a well-
educated humanist who proved to be an excellent administrator of
Federico’s territories during his frequent military campaigns. She
gave birth to eight daughters in 11 years and finally, on January 25,
1472, to t he male heir for which the couple had p rayed. W hen the
countess died of pneumonia five months later at age 26, Federico went
into mourning for virtually the rest of his life. He never remarried.

21-43A PIERO DELLA
FRANCESCA, Brera
Altarpiece, ca.
1472-1474.
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1ft.

ART AND SOCIETY

Italian Princely Courts and Artistic Patronage

D uring the Renaissance, the absence of a single sovereign ruling
all of Italy and the fragmented nature of the independent city-
states (MAP 14-1) provided a fertile breeding ground for the ambi-
tions of power-hungry elites. In the 15th century, princely courts
proliferated throughout the peninsula. A prince was in essence the
lord of a territory, and, despite this generic title, he could have been
a duke, marquis, count, cardinal, pope, or condottiere. At this time,
major princely courts emerged in papal Rome (Figs. 21-41, 21-41A,
and 21-42), Milan, Naples, Ferrara, Savoy, Urbino (FiGs. 21-43,
21-43A, and 21-44), and Mantua (FiGs. 21-45 to 21-50). Rather
than denoting a specific organizational structure or physical entity,
the term princely court refers to a p ower relationship between the
prince a nd t he ter ritory’s i nhabitants ba sed on i mperial mo dels.
Each prince worked tirelessly to preserve and extend his control
and authority, seeking to e stablish a s ocietal framework of people
who lo oked to h im for em ployment, favors, p rotection, p restige,
and le adership. The i mportance o f t hese p rincely c ourts der ived
from their role as centers of power and culture.

Tle efficient functioning of a princely court required a sophis-
ticated administrative structure. Each prince employed an exten-
sive household staff, ranging from counts, nobles, cooks, waiters,
stewards, footmen, stable hands, and ladies-in-waiting to dog han-
dlers, leopard keepers, pages, and runners. The duke of Milan had
more than 40 chamberlains to attend to his personal needs alone.
Each prince also needed an elaborate bureaucracy to oversee politi-
cal, economic, and military operations and to ensure his continued
control. Tlese officials included secretaries, lawyers, captains, am-
bassadors, a nd c ondottieri. Bu rgeoning i nternational d iplomacy
and trade made each prince the center of an active and privileged
sphere. Their domains extended to t he realm of culture, for they

saw themselves as more than political, military, and economic lead-
ers. As the wealthiest individuals in their regions, princes possessed
the means to c ommission numerous artworks and buildings. Art
functioned in several capacities in the princely courts—as evidence
of princely sophistication and culture, as a form of prestige or com-
memoration, as propaganda, as a demonstration of wealth—in ad-
dition to being a source of visual pleasure.

Princes often researched in advance the reputations and styles
of the artists and architects they commissioned. Such assurances of
excellence were necessary, because the quality of the work reflected
not solely on the artist but on the patron as well. Yet despite the
importance of individual style, princes sought artists who also were
willing, at times, to subordinate their personal styles to work col-
laboratively on large-scale projects.

Princes bestowed on selected individuals the title of “court art-
ist.” Serving as a court artist had its benefits, among them a guar-
anteed salary (not always forthcoming), living quarters in the pal-
ace, liberation from guild restrictions, and, on occasion, status as
amember of the prince’s inner circle, perhaps even a k nighthood.
For artists struggling to elevate their profession from the ranks of
craftspeople, working for a prince presented a marvelous opportu-
nity. Until the 16th century, artists had limited status, and people
considered them in the same class as small shopkeepers and petty
merchants. Indeed, at court dinners, artists most often sat with the
other members of the salaried household: tailors, cobblers, barbers,
and upholsterers. Thus, the possibility of advancement was a pow-
erful and constant incentive.

Princes demanded a great deal from court artists. Artists not
only created the frescoes, p ortraits, and s culptures that have be-
come their le gacies but also de signed tapestries, s eat covers, cos-
tumes, m asks, a nd de corations for various
court festivities. Because princes constantly
received a mbassadors a nd d ignitaries a nd
needed to maintain a high profile to re in-
force their authority, lavish social functions
were the norm. Artists often created gifts for
visiting noble s a nd p otentates. Re cipients
judged these gifts on the quality of both the
work and the materials. By using expensive
materials—gold le af, silver le af, lapis lazuli
(a rich azure-blue stone imported from Af-
ghanistan), si 1k, a nd v elvet b rocade—and
employing t he b est a rtists, p rinces ¢ ould
impress ot hers with their wealth and good
taste.

21-43 Piero della Francesca,

Battista Sforza and Federico da Montefeltro,
ca. 1472-1474. Oil and tempera on wood

in modern frame, each panel 1’ 63" X 1’ 1".
Galleria degli Uffizi, Florence. @<

Piero’s portraits of Federico da Montefeltro and
his recently deceased wife combine the profile
views on Roman coins with the landscape

8 backgrounds of Flemish portraiture (Fic. 20-14).
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Federico c ommissioned P iero del la F rancesca to pa int t heir
double portrait shortly a fter Battista’s death to pa y tribute to her
and to ha ve a memen to of their marriage. The present frameisa
19th-century add ition. O riginally, t he t wo p ortraits f ormed a
hinged diptych. The format—two bust-length portraits with a land-
scape background—follows Flemish models, such as the portraits
by Hans Memling (FiGs. 20-14 and 20-14A), as does Piero’s use of
oil-based pigment (see “ Tempera a nd O il Pa inting,” C hapter 20,
page 539). Piero would have been familiar with northern European
developments b ecause Federico employed Flemish painters at h is
court. But Piero depicted the Urbino count and countess in profile,
in part to em ulate the profile portraits of Roman rulers on coins
(FiIG. 7-81, left) that Renaissance humanists avidly collected, and in
part to conceal the disfigured right side of Federico’s face. (He lost
his right eye and part of the bridge of his nose in a tournament in
1450.) That injury also explains why Federico is on the right in left
profile (compare FiG. 21-43A). Roman coins normally show the em-
peror in right profile, and Renaissance marriage p ortraits almost
always place the husband at the viewer’s left.

Piero p robably ba sed B attista’s p ortrait o n her de ath m ask,
and the pallor of her s kin may be a re ference to her de ath. Latin
inscriptions on the re verse of the t wo p ortraits re fer to F ederico

21-44 Piero della Francesca,
Urbino.

in the present tense and to B attista in the past tense, confirming
the posthumous date of her p ortrait. The backs of the panels also
bear paintings. They represent Federico and Battista in triumphal
chariots accompanied by personifications o f t heir re spective vir-
tues, i ncluding J ustice, P rudence, a nd F ortitude ( Federico) a nd
Faith, Charity, and Chastity (Battista). The placement of scenes of
triumph on the reverse of profile p ortraits also em ulates a ncient
Roman coinage.

FLAGELLATION Piero may also have painted his most enig-
matic work, Flagellation (FIG. 21-44), for Federico da Montefeltro.
The setting for the passion drama is the portico of Pontius Pilate’s
palace in Jerusalem. Curiously, the focus of the composition is not
Jesus but the group of three large figures in the foreground, whose
identity scholars still debate. Some have described the bearded fig-
ure as a Turk and interpreted the painting as a commentary on the
capture in 1453 of Christian Constantinople by the Muslims (see
Chapter 9). Other scholars, however, identify the three men as bib-
lical figures, including King David, one of whose psalms Christian
theologians believed predicted the conspiracy against Jesus. In any
case, the three men appear to discuss the event in the background. As
Pilate, the seated judge, watches, Jesus, bound to a ¢ olumn topped

Flagellation, ca. 1455-1465. Oil and tempera on wood, 1’ 115" X 2’ 87”. Galleria Nazionale delle Marche,

In this enigmatic painting, the three unidentified foreground figures appear to be discussing the biblical tragedy taking place in Pilate’s palace, which Piero

rendered in perfect perspective.
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21-45 Leon Battista Alberti, w

est facade of Sant’Andrea,
Mantua, Italy, designed 1470, begun 1472.

Alberti's design for Sant’Andrea reflects his study of ancient Roman archi-
tecture. Employing a colossal order, the architect combined a triumphal
arch and a Roman temple front with pediment.

by a classical statue, is about to be whipped. Piero’s perspective is
so meticulous the floor pattern can be reconstructed perfectly as a
central porphyry (purple marble) circle with surrounding squares
composed of various geometric shapes. W hatever the solution to
the iconographical puzzle of Piero’s Flagellation, the small wood
panel reveals a mind cultivated by mathematics. The careful delin-
eation of architecture suggests an architect’s vision, certainly that
of a man entirely familiar with compass and ruler. Piero planned
his compositions almost entirely by his sense of the exact and lucid
structures defined by mathematics. He believed the highest beauty
resides in forms that have the clarity and purity of geometric fig-
ures. Toward the end of his long career, Piero, a skilled geometri-
cian, wrote the first theoretical treatise on systematic perspective,
after having practiced the art with supreme mastery for almost a
lifetime. His association with the architect Leon Battista Alberti at
Ferrara and at Rimini (FIGs. 21-46 and 21-47) around 1450-1451
probably t urned h is at tention f ully to p erspective (a s ciencein
which Alberti was an influential pioneer; see page 566) and helped
determine his later, characteristically architectonic compositions.
This approach appealed to Federico, a patron fascinated by archi-
tectural space and its depiction.

Mantua

Marquis Ludovico G onzaga (1412-1478) ruled the court of Man-
tua in northeastern Italy (MAP 14-1) during the mid-15th century.
A famed condottiere like Federico de Montefeltro, Gonzaga estab-
lished his reputation as a fierce military leader while general of the
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21-46 Leon Battista Alberti, pl
Italy, designed 1470, begun 1472.

an of Sant’Andrea, Mantua,

In his architectural treatise, Alberti criticized the traditional basilican
plan as impractical. He designed Sant’Andrea as a single huge hall with
independent chapels branching off at right angles.

21-47 Leon Battista Alberti, i

nterior of Sant’Andrea (looking
east), Mantua, Italy, designed 1470, begun 1472.

For the nave of Sant’Andrea, Alberti abandoned the medieval columnar
arcade. The tremendous vaults suggest that Constantine’s Basilica Nova
(Fic. 7-78) in Rome may have served as a prototype.

Milanese armies. The visit of Pope Pius II (r. 1458-1464) to Mantua
in 1459 stimulated the marquis’s de termination to t ransform h s
city into one all Italy would envy.

SANT’ANDREA One o ft he m ajor p rojects G onzaga i nsti-
tuted was the redesign and replacement of the 11th-century church
of Sant’Andrea (FiGs. 21-45 to 21-47). Gonzaga turned to t he re-
nowned architect Leon Battista Alberti (Figs. 21-39 and 21-40) for
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21-48 Andrea Mantegna, i

nterior of the Camera Picta (Painted Chamber), Palazzo Ducale, Mantua, Italy, 1465-1474. Fresco.

Working for Ludovico Gonzaga, who established Mantua as a great art city, Mantegna produced for the duke’s palace the first completely consistent,

illusionistic decoration of an entire room.

this i mportant commission. The facade (FIG. 21-45) A lberti de -
signed incorporated two major ancient Roman architectural mo-
tifs—the temple front and the triumphal arch. Tle combination
was already a f amiliar feature of Roman buildings still standing
in I'taly. For example, many triumphal arches, including an Au-
gustan (late first century bece ) arch at Rimini on Italy’s northeast
coast, feature a p ediment over the arcuated passageway and en-
gaged columns, but there is no close parallel in antiquity for Al-
berti’s eclectic and ingenious design. The Renaissance architect’s
concern for proportion led him to e qualize the vertical and hori-
zontal dimensions of the facade, which left it considerably shorter
than the church behind it. Because of the primary importance of
visual appeal, many Renaissance architects made this concession
not only to the demands of a purely visual proportionality in the
facade but also to the facade’s relation to the small square in front
of it, even at the expense of continuity with the body of the build-
ing. Yet s tructural c orrespondences to t he b uilding do e xistin
Sant’Andrea’s facade. The pilasters are the same height as those on
the nave’s interior walls, and the large barrel vault over the central
portal, with smaller barrel vaults branching off at right angles, in-
troduces on a smaller scale the arrangement of the church’s nave
and chapels (FiGs. 21-46 and 21-47). The facade pilasters, as part
of the wall, run uninterrupted through three stories in an early ap-
plication of the colossal or giant order that became a favorite motif
of Michelangelo (see Chapter 22).

The t remendous v aults i n t he i nterior o f S ant’Andrea su g-
gest A Iberti’s mo del may have b een C onstantine’s B asilica N ova
(FIG. 7-78) i n Ro me—erroneously t hought i n t he M iddle A ges
and Renaissance to be a Roman temple. Consistent with his belief
that arches should not be used with freestanding columns, Alberti
abandoned the me dieval columnar arcade Brunelleschi still used
in Santo Spirito (FIG. 21-32) and San Lorenzo (Fic. 21-32A). Thc k
walls a lternating w ith v aulted c hapels, i nterrupted by a m assive
dome over the crossing, support the huge coffered barrel vault. Be-
cause Filippo Juvara ( 1678-1736) added the present dome in the
18th century, the effect may be somewhat different from what Al-
berti planned. Regardless, the vault calls to mind the vast interior
spaces and dense enclosing masses of Roman architecture. In his
treatise, Alberti criticized the traditional basilican plan (with con-
tinuous aisles flanking the central nave) as impractical because the
colonnades conceal the ceremonies from the faithful in the aisles.
For this reason, he de signed a si ngle huge hall (Fic. 21-47) with
independent chapels branching off at right angles (Fic. 21-46). Ths
break with a C hristian building tradition that had en dured for a
thousand years was extremely influential in later Renaissance and
Baroque church planning.

ANDREA MANTEGNA Like other princes, Ludovico Gon-
zaga b elieved a n i mpressive pa lace w as an i mportant visual e x-
pression of his authority. One of the most spectacular rooms in the
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21-49 Andrea Mantegna, ¢

P

A I

eiling of the Camera Picta (Painted Chamber), Palazzo Ducale, Mantua, Italy, 1465-1474. Fresco, 8’ 9" in diameter. @4

Inside the Camera Picta, the viewer becomes the viewed as figures gaze into the room from a painted oculus opening onto a blue sky. This is the first

perspective view of a ceiling from below.

Palazzo Ducale (ducal palace) is the duke’s bedchamber and audi-
ence hall, the so-called Camera degli Sposi (“Room of the Newly-
weds”), originally the Camera Picta (“Painted Room”; FiGs. 21-48
and 21-49). Andrea Mantegna ( ca. 1431-1506) of Padua took al-
most nine years to complete the extensive fresco program in which
he s ought to a ggrandize Ludo vico G onzaga and his family. Tle
particulars of each scene are still a matter of scholarly debate, but
any viewer standing in the Camera Picta surrounded by the spec-
tacle and majesty of courtly life cannot help but be thoroughly im-
pressed by both the commanding presence and elevated status of
the patron and the dazzling artistic skills of Mantegna.

In the Camera Picta, Mantegna performed a t riumphant feat
by producing the first completely consistent illusionistic decoration
of an entire ro om. By i ntegrating re al a nd pa inted a rchitectural
elements, M antegna i llusionistically d issolved t he room’s wallsin a
manner foretelling 17th-century Baroque decoration (see Chapter 24).
The Camera Picta recalls the efforts of Italian painters more than
15 ¢ enturies e arlier at P ompeii a nd el sewhere to merg e m ural
painting and architecture in frescoes of the so-called Second Style
of Roman painting (FIGS. 7-18 and 7-19). Mantegna’s trompe [ oeil
(French, “ deceives t he e ye”) de sign, h owever, w ent f ar b eyond

anything preserved from ancient Italy. The Renaissance painter’s
daring e xperimentalism led h im to ¢ omplete t he ro om’s de cora-
tion with the first perspective of a ¢ eiling (FIG. 21-49) seen from
below ( called, i n I talian, disottoins u, “ from b elow u pward”).
Baroque ceiling decorators later broadly developed this technique.
Inside the Camera Picta, the viewer becomes the viewed as figures
look down into t he ro om from t he pa inted oculus (“eye”). S een
against t he convincing illusion of a cloud-filled blue sky, several
putti, strongly foreshortened, set the amorous mood of the Room
of the Newlyweds, as the painted spectators (who are not identified)
smile down on thescene. Tle prominent
peacock, perched precariously as if ready to
swoop down into the room, is an attribute
of Juno, Jupiter’s bride, who oversees lawful
marriages. This brilliant feat of illusionism
is the climax of decades of experimentation
with perspective representation by numer-
ous Quattrocento artists as well as by Man-
tegna himself—for example, in his frescoes
(FIc. 21-49A) in the Church of the Eremi-
tani in Padua.

21-49A MANTEGNA, Saint
James Led to Martyrdom,
1454-1457.

The Princely Courts 595
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21-50 Andrea Mantegna, Foreshortened Christ (Lamentation over the Dead Christ), ca. 1500. Tempera on canvas, 2' 23" X 2' 7%".

Pinacoteca di Brera, Milan. @«

In this work of overwhelming emotional power, Mantegna presented both a harrowing study of a strongly foreshortened cadaver and an intensely poignant

depiction of a biblical tragedy.

FORESHORTENED CHRIST Oneo fMa ntegna’sla ter
paintings (FiG. 21-50) is another example of the artist’s mastery
of perspective. In fact, Mantegna seems to have set up for himself
difficult problems in perspective simply for the joy he took in solv-
ing them. The painting often called Lamentation over the D ead
Christ, but recorded under the name Foreshortened Christ at the
time of Mantegna’s death, is a work of overwhelming power. At
first glance, as its 16th-century title implies, this painting seems
to be a strikingly realistic study in foreshortening. Careful scru-
tiny, however, reveals Mantegna reduced the size of Christ’s feet,

596 Chapter 21

which, as he clearly knew, would cover much of the body if prop-
erly re presented ac cording to t he rules of perspective, in which
the closest objects, p eople, or b ody parts are the largest. Thus,
tempering naturalism with artistic license, Mantegna presented
both a ha rrowing study of a s trongly foreshortened cadaver and
an intensely poignant depiction of a biblical tragedy. Tle painter’s
harsh, sharp line seems to cut the surface as if it were metal and
conveys, by its grinding edge, the theme’s corrosive emotion. Re-
markably, in the supremely gifted hands of Mantegna, all of Quat-
trocento science here serves the purpose of devotion.

THE RENAISSANCE IN QUATTROCENTO ITALY
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THE BIG PICTURE
THE RENAISSANCE IN QUATTROCENTO ITALY

FLORENCE

The fortunate congruence of artistic genius, the spread of humanism, and economic prosperity nourished
the flowering of the new artistic culture historians call the Renaissance—the rebirth of classical values in
art and life. The greatest center of Renaissance art in the 15th century was Florence, home of the powerful
Medici, who were among the most ambitious art patrons in history.

Some of the earliest examples of the new Renaissance style in sculpture are the statues Nanni di Banco
and Donatello made for Or San Michele. Donatello’s Saint Mark reintroduced the classical concept of
contrapposto into Renaissance statuary. His later David was the first nude male statue since antiquity.
Donatello was also a pioneer in relief sculpture, the first to incorporate the principles of linear and
atmospheric perspective, devices also employed brilliantly by Lorenzo Ghiberti in his Gates of Paradise
for the Florentine baptistery.

The Renaissance interest in classical culture naturally also led to the revival of Greco-Roman mythological
themes in art, for example, Antonio del Pollaiuolo’s Hercules and Antaeus, and to the revival of equestrian
portraits, such as Donatello’s Gattamelata and Andrea del Verrocchio’s Bartolommeo Colleoni.

Although some painters continued to work in the Late Gothic International Style, others broke fresh
ground by exploring new modes of representation. Masaccio’s figures recall Giotto’s, but have a greater
psychological and physical credibility, and the light shining on Masaccio’s figures comes from a source
outside the picture. His Holy Trinity epitomizes Early Renaissance painting in its convincing illusionism,
achieved through Filippo Brunelleschi’s new science of linear perspective, yet it remains effective as a
devotional painting in a church setting.

The secular side of Quattrocento Italian painting is on display in historical works, such as Paolo Uccello’s
Battle of San Romano and Domenico Ghirlandaio’s portrait Giovanna Tornabuoni. The humanist love of
classical themes comes to the fore in the works of Sandro Botticelli, whose lyrical Primavera and Birth
of Venus were inspired by poetry and Neo-Platonic philosophy.

Italian architects also revived the classical style. Brunelleschi’s Ospedale degli Innocenti showcases the
clarity and Roman-inspired rationality of 15th-century Florentine architecture. The model for Leon Battista
Alberti's influential 1450 treatise On the Art of Building was a similar work by the ancient Roman architect
Vitruvius.

THE PRINCELY COURTS

Although Florentine artists led the way in creating the Renaissance in art and architecture, the papacy
in Rome and the princely courts in Urbino, Mantua, and elsewhere also were major art patrons.

Among the important papal commissions of the Quattrocento was the decoration of the walls of the
Sistine Chapel with frescoes, including Perugino’s Christ Delivering the Keys of the Kingdom to Saint Peter,
a prime example of linear perspective.

Under the patronage of Federico da Montefeltro, Urbino became a major center of Renaissance art and
culture. The leading painter in Federico’s employ was Piero della Francesca, a master of color and light
and the author of the first theoretical treatise on perspective.

Mantua became an important art center under Marquis Ludovico Gonzaga, who commissioned Alberti to
rebuild the church of Sant’Andrea. Alberti applied the principles he developed in his architectural treatise
to the project and freely adapted forms from Roman religious and civic architecture.

Gonzaga hired Andrea Mantegna to decorate the Camera Picta of the ducal palace, in which the painter
produced the first completely consistent illusionistic decoration of an entire room.

Donatello, David,
ca. 1440-1460

Masaccio, Holy Trinity,
ca. 1424-1427

L
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Brunelleschi, Ospedale
degli Innocenti, begun 1419

Piero della Francesca,
Battista Sforza and Federico da
Montefeltro, 1472-1474

Alberti, Sant’Andrea,
Mantua, 1470
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The fresco cycle illustrates the creation
and fall of humankind as related in
Genesis. Michelangelo always painted
with a sculptor’s eye. His heroic figures
resemble painted statues.

Michelangelo, the Renaissance genius
who was primarily a sculptor, reluctantly
spent almost four years painting the
ceiling of the Sistine Chapel under
commission from Pope Julius Il.

Michelangelo’s retelling of the biblical narrative often departed from
traditional iconography. In one panel he combined Temptation and
Expulsion, suggesting God’s swift punishment for original sin.

22-1 Interior of the Sistine Chapel (looking west), Vatican City, Rome,
Italy, built 1473; ceiling and altar wall frescoes by Michelangelo
Buonarroti, 1 508-1512 and 1536-1541, respectively. @4
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RENAISSANCE
g ool AND MANNERISM IN
= CINQUECENTO ITALY

in the Sistine Chapel for another pope—
Paul Ill—with this terrifying vision of
the fate awaiting sinners at the Last
Judgment. It includes his self-portrait.

MICHELANGELO IN THE SERVICE OF JULIUS II

ichelangelo Buonarroti (1475-1564) was the first artist in history whose prodigious tal-
Ment and brooding personality matched today’s image of the temperamental artistic genius. His
self-imposed isolation, creative furies, proud independence, and daring innovations led Italians of his
era to speak of the charismatic personality of the man and the expressive character of his works in one
word—terribilita, the sublime shadowed by the awesome and the fearful. Yet, unlike most modern
artists, who create works in their studios and offer them for sale later, Michelangelo and his contem-
poraries produced most of their paintings and sculptures under contract for wealthy patrons who dic-
tated the content—and sometimes the form—of their artworks.

In Italy in the 1500s—the Cinquecento—the greatest art patron was the Catholic Church headed by
the pope in Rome. Michelangelo’s most famous work today—the ceiling of the Sistine Chapel (FiG. 22-1)
in the Vatican palace (Maps 22-1 and 24-1)—was, in fact, a commission he did not want. His patron
was Julius IT (r. 1503-1513), an immensely ambitious man who sought to extend his spiritual author-
ity into the temporal realm, as other medieval and Renaissance p opes had do ne. Julius selected his
name to associate himself with Julius Caesar and found inspiration in ancient Rome. His enthusiasm
for engaging in battle earned Julius the designation “warrior-pope,” but his ten-year papacy was most
notable for his patronage of the arts. He understood well the propagandistic value of visual imagery
and upon his election immediately commissioned artworks that would present an authoritative image
of his rule and reinforce the primacy of the Catholic Church.

When Julius asked Michelangelo to take on the challenge of providing frescoes for the ceiling of
the Sistine Chapel, the artist insisted painting was not his profession (a protest that rings hollow after
the fact, but Michelangelo’s major works until then had been in sculpture). The artist had no c hoice,
however, but to accept the pope’s assignment.

In the Sistine Chapel frescoes, as in his sculpture, Michelangelo relentlessly concentrated his expres-
sive purpose on the human figure. To him, the body was beautiful not only in its natural form but also in
its spiritual and philosophical significance. The body was the manifestation of the character of the soul. In
the Creation of Adam, Temptation and E xpulsion, and Last Judgment frescoes, Michelangelo represented
the body in its most elemental aspect—in the nude or simply draped, with no background and no orna-
mental embellishment. He always painted with a s culptor’s eye for how light and shadow reveal volume

FRAMING THE ERA

and surface. It is no coincidence that many of the figures in the Sistine Chapel seem to be painted statues.
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HIGH AND LATE RENAISSANCE

The art and architecture of 16th-century Italy built on the foundation
of the Early Renaissance of the 15th century, but no si ngle artistic
style characterized Italian 16th-century art, and regional differences
abounded, e specially b etween c entral I taly ( Florence a nd Ro me)
and Venice. The period opened with the brief era art historians call
the High Renaissance—the quarter century b etween 1495 and the
deaths of Leonardo da Vinciin 1519 and Raphael in 1520. Tle Re-
naissance style and the interest in classical culture, perspective, pro-
portion, and human anatomy dominated the remainder of the 16th
century (the Late Renaissance), but a ne w style, called Mannerism,
challenged Renaissance naturalism almost as soon as Raphael had

been laid to rest (inside the ancient Roman Pantheon, Fig. 7-51). Tle
one constant i n Ci nquecento Italy is t he a stounding qu ality, b oth
technical and aesthetic, of the art and architecture produced.
Indeed, the modern notion of the “fine arts” and the exaltation of
the artist-genius originated in Renaissance Italy. Humanist scholars
and art patrons alike eagerly adopted the ancient Greek philosopher
Plato’s view of the nature of poetry and of artistic creation in general:
“All good poets....c ompose their beautiful poems notbyart, but
because they are inspired and possessed. . . . F or not by art does the
poet sing, but by power divine.” In Cinquecento Italy, the pictorial
arts achieved the high status formerly held only by poetry. During
the High Renaissance, artists first became international celebrities,
none more so than Leonardo da Vinci, Raphael, and Michelangelo.
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MAP 22-1 Rome with Renaissance and Baroque monuments.
1495 1520 1550 1575 1600
I Leonardo da Vinci paints Last I Paul Il launches the Counter- I Council of Trent defends I Tintoretto is the leading
Supper in Milan and Mona Lisa Reformation religious art Venetian Mannerist painter

in Florence

High Renaissance art emerges
in Rome under Pope Julius |l
Raphael paints School

of Athens for the papal
apartments

Michelangelo carves David for
the Palazzo della Signoria in
Florence and paints the ceiling
of the Sistine Chapel in Rome

Michelangelo paints Last
Judgment in the Sistine Chapel
In Venice, Titian uses rich
colors and establishes oil

on canvas as the preferred
medium of Western painting
Mannerism emerges as an
alternative to High Renaissance
style in the work of Pontormo,
Parmigianino, Bronzino, and
Giulio Romano

I Andrea Palladio becomes
chief architect of the Venetian
Republic

I Giorgio Vasari publishes Lives
of the Most Eminent Painters,
Sculptors, and Architects

Veronese creates a huge
illusionistic ceiling painting
for the Doge’s Palace

Giovanni da Bologna uses
spiral compositions for
Mannerist statuary groups
Construction of Il Gesu in
Rome
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Leonardo da Vinci

Borninthe small town of Vinci, ne ar F lorence, Leonardo da
Vinci ( 1452-1519) trained in the studio of Andrea del Verrocchio
(Figs. 21-13 and 21-17). The qu intessential “ Renaissance man,”
Leonardo p ossessed unequaled talent and an unbridled imagina-
tion. Art was but one of his innumerable interests, the scope and
depth of which were without precedent. His unquenchable curios-
ity is evident in the voluminous notes he interspersed with sketches
in his notebooks dealing with botany, geology, geography, cartog-
raphy, z oology, m ilitary eng ineering, a nimal | ore, a natomy, a nd
aspects o f p hysical s cience, i ncluding h ydraulics a nd me chanics.
Leonardo stated repeatedly that his scientific investigations made
him a b etter painter. That is undoubtedly the case. For example,
Leonardo’s in-depth exploration of optics provided him with a
thorough understanding of perspective, light, and color. Leonardo
was a true artist-scientist. Indeed, his scientific drawings (FIG. 22-6)
are themselves artworks.

Leonardo’s great ambition in his painting, as well as in his sci-
entific endeavors, was to discover the laws underlying the processes
and flux of nature. With this end in mind, he also studied the hu-
man body and contributed immeasurably to t he fields of physiol-
ogy and psychology. Leonardo believed reality in an absolute sense
is inaccessible and humans can know it only through its changing
images. He considered the eyes the most vital organs and sight the
most essential function. Better to be deaf than blind, he argued, be-
cause through the eyes, individuals can grasp reality most directly
and profoundly.

LEONARDO IN MILAN Around 1481, Leonardo left Flor-
ence after offering his services to Ludovico Sforza (1451-1508), the
son and heir apparent of the ruler of Milan. The political situation
in Florence was uncertain, and L eonardo may have felt his par-
ticular skills would be in greater demand in Milan, providing him
with the opportunity for increased financial security. He devoted
most of a letter to Ludovico to advertising his competence and his
qualifications as a military engineer, mentioning only at the end his
abilities as a painter and sculptor. The letter illustrates the relation-
ship b etween Renaissance artists and their patrons (see “Michel-
angelo in the Service of Julius II,” page 599) as well as Leonardo’s
breadth of competence. That he should select expertise in military
engineering as his primary attraction for the Sforzas is an index of
the period’s instability.

And in short, according to the variety of cases, I can contrive vari-
ous and endless means of offence and defence. . . . In time of peace

I believe I can give perfect satisfaction and to the equal of any other
in architecture and the composition of buildings, public and private;
and in guiding water from one place to another. ... can carry out
sculpture in marble, bronze, or clay, and also I can do in painting
whatever may be done, as well as any other, be he whom he may.?

Ludovico accepted L eonardo’s offer, and the Florentine artist re -
mained in Milan for almost 20 years.

MADONNA OF THE ROCKS Sh ortly after settling in Milan,
Leonardo painted Madonna of th e Rocks (FIG. 22-2) as the central
panel of an altarpiece for the chapel of the Confraternity of the Im-
maculate Conception in San Francesco Grande. The painting builds
on M asaccio’s u nderstanding a nd u sage of chiaroscuro, t he subtle
play of light and dark. Modeling with light and shadow and express-
ing emotional states were, for Leonardo, the heart of painting:

A good painter has two chief objects to paint—man and the inten-
tion of his soul. The former is easy, the latter hard, for it must be

22-2 Leonardo da Vinci,
Francesco Grande, Milan, Italy, begun 1483. Oil on wood (transferred
to canvas), 6' 63" X 4'. Musée du Louvre, Paris. @4

Madonna of the Rocks, from San

Leonardo used gestures and a pyramidal composition to unite the Virgin,
John the Baptist, the Christ Child, and an angel in this work, in which the
figures share the same light-infused environment.

expressed by gestures and the movement of the limbs. . .. A paint-
ing will only be wonderful for the beholder by making that which
is not so appear raised and detached from the wall.’

Leonardo presented the figures in Madonna of the Rocks in a
pyramidal grouping and, more notably, as sharing the same envi-
ronment. This groundbreaking achievement—the unified represen-
tation of objects in an atmospheric setting—was a manifestation of
his s cientific c uriosity about t he i nvisible subs tance su rrounding
things. The Madonna, Christ Child, infant John the Baptist, and
angel emerge through nuances oflight and shade f rom the half-
light o f t he c avernous v isionary landscape. L ight si multaneously
veils a nd reveals the forms, i mmersing them in al ayer of at mo-
sphere. Leonardo’s effective use of at mospheric perspective is the
result in large part of his mastery of the relatively new medium of
oil painting, which had p reviously been used mostly by northern
European painters (see “ Tempera and Oil Painting,” Chapter 20,
page 539). The four figures pray, point, and bless, and these acts and

High and Late Renaissance 601
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22-4 Leonardo da Vinci,

22-3 Leonardo da Vinci,
cartoon for Madonna and
Child with Saint Anne
and the Infant Saint John,
ca. 1505-1507. Charcoal
heightened with white on
brown paper, 4’ 6" X 3’ 3".

[ ]}

In this cartoon for a
painting of the Madonna
and Child and two saints,
Leonardo drew a scene of
tranquil grandeur filled
with monumental figures
reminiscent of classical
statues.

National Gallery, London.

gestures, a Ithough t heir me anings
are uncertain, visually unite the in-
dividuals portrayed. The angel points
to the infant John and, through his
outward glance, i nvolves t he viewer
in the tableau. John prays to the Christ
Child, who blesses him in return. Tle
Virgin herself completes the series of
interlocking g estures, herle ft hand
reaching toward the Christ Child and
her right hand resting protectively on
John’s s houlder. The mel ting mo od
of ten derness, w hich t he ¢ aressing
light en hances, su ffuses t he e ntire
composition. By creating an emotion-
ally compelling, visually unified, and
spatially convincing image, Leonardo
succeeded in e xpressing “ the in ten-
tion of [man’s] soul.”

MADONNA AND CHILD CARTOON Leonardo’s style
fully emerges in Madonna and Child with Saint Anne and the In-
fant Saint John (FIG. 22-3), a p reliminary d rawing (cartoon) for a
painting (see “Renaissance Drawings,” page 604) he made in 1505
or shortly thereafter. Here, the glowing light falls gently on the ma-
jestic forms in a scene of tranquil grandeur and balance. Leonardo
ordered every part of his cartoon with an intellectual pictorial logic
that results in an appealing visual unity. Tle figures are robust and
monumental, the stately grace of their movements reminiscent of
the Greek statues of goddesses (Fig. 5-49) in the pediments of the

Last Supper, ca. 1495-1498. Oil and tempera on plaster, 13’ 9” X 29" 10". Refectory, Santa Maria delle Grazie, Milan. @«

Christ has just announced that one of his disciples will betray him, and each one reacts. Christ is both the psychological focus of Leonardo’s fresco and the
focal point of all the converging perspective lines.
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~  Parthenon. L eonardo’s i nfusion of t he
= principles o f classical a rt i nto h is de -
B e ; signs, however, cannot be attributed
| A %-d' e to s pecific k nowledge of Gre ek monu-
/ | ments.H ea ndh isc ontemporaries
never v isited Gre ece. Tlei r acquain-
tance w ith classical a rt e xtended o nly
to Et ruscan a nd Ro man mo numents,
Roman copies of Greek statues in Italy,
and ancient texts describing Greek and
Roman works o fartand architecture,
especially Vitruvius’s treatise On Archi-
tecture (FIG. 22-3A).

[ Bl ™ adgRbRaad - |
22-3A LeoNArDO, Vitruvian Man,
ca. 1485-1490.

LAST SUPPER For the refectory of the church of Santa Maria
delle Grazie in Milan, Leonardo painted Last Supper (FiG. 22-4),
which both formally and emotionally is Leonardo’s most impres-
sive work. Jesus and his 12 disciples sit at a lo ng table placed par-
allel to t he picture plane in a si mple, spacious room. Tle austere
setting amplifies the painting’s highly dramatic action. Jesus, with
outstretched hands, hasjust said, “One of you is about to b etray
me” (Matt. 26:21). A wave of intense excitement passes through the
group as each disciple asks himself and, in some cases, his neigh-
bor, “Isi t 1?7 (Matt. 2 6:22). L eonardo v isualized a s ophisticated
conjunction of the d ramatic “One of youis about to b etray me”
with the initiation of the ancient liturgical ceremony of the Eucha-
rist, when Jesus, blessing bread and wine, said, “This is my body,
which is given for you. Do this for a commemoration of me. . . . Ths
is the chalice, the new testament in my blood, which shall be shed
for you” (Luke 22:19-20).

In the center, Jesus app ears i solated from the disciplesand in
perfect repose, the calm eye of the swirling emotion around him. Tte
central window at t he back, whose curved p ediment a rches above
his head, frames his figure. The pedimentisthe only curvein the
architectural framework, and it serves here, along with the diffused
light, as a halo. Jesus” head is the focal point of all converging per-
spective lines in the composition. Thus, the still, psychological focus
and cause of the action is also the perspective focus, as well as the
center o f t he t wo-dimensional su rface. The t wo-dimensional, t he
three-dimensional, and the psychodimensional focuses are the same.

Leonardo p resented t he a gitated d isciples i n f our g roups o f
three, united among and within themselves by the figures’ gestures
and postures. The artist sacrificed traditional iconography to picto-
rial and dramatic consistency by placing Judas on the same side of
the table as Jesus and the other disciples (compare FiG. 21-23). Judas’s
face is in shadow (the light source in the painting corresponds to the
windows in the Milanese refectory). He clutches a money bag in his
right hand as he reaches his left forward to fulfill Jesus’ declaration:
“But yet behold, the hand of him that betrayeth meis withmeon
the table” (Luke 22:21). The two disciples at the table ends are quieter
than the others, as if to bracket the energy of the composition, which
is more intense closer to Jesus, whose serenity both halts and intensi-
fies it. The disciples register a broad range of emotional responses, in-
cluding fear, doubt, protestation, rage, and love. Leonardo’s numer-
ous preparatory studies—using live models—suggest he t hought of
each figure as carrying a particular charge and type of emotion. Like
a stage director, he read the Gospel story carefully, and scrupulously
cast his actors as the Bible described their roles. In this work, as in his
other religious paintings, Leonardo revealed his extraordinary abil-
ity to apply his voluminous knowledge about the observable world to
the pictorial representation of a religious scene, resulting in a psycho-
logically complex and compelling painting.

Leonardo’s Last Supper is unfortunately in poor condition to-
day, even after the completion in 1999 of a cleaning and restora-
tion project lasting more than two decades. In a bold experiment,
Leonardo had mixed oil and tempera, applying much of it a secco
(to dried, rather than wet, plaster) in order to c reate a mural that
more closely approximated oil painting on canvas or wood instead
of fresco. But because the wall did not absorb the pigment as in the
buon fresco technique, the paint quickly began to flake (see “Fresco
Painting,” Chapter 14, page 408). The humidity of Milan further
accelerated t he de terioration. The re storation i nvolved e xtensive
scholarly, chemical, a nd c omputer a nalysis. L ike si milar p rojects
elsewhere, however, most notably in the Sistine Chapel (FiGs. 22-1
and 22-18B), this one was not w ithout controversy. O ne s cholar
has claimed 80 percent of what is visible today is the work of the
modern restorers, not Leonardo.

MONA LISA Le onardo’s Mona Lisa (FIG. 22-5) is probably the
world’s most famous portrait. The sitter’s identity is still the sub-
ject of scholarly debate, but in his biography of Leonardo, Giorgio
Vasari asserted she was Lisa di Antonio Maria Gherardini, the wife
of Francesco del Gi ocondo, a w ealthy Florentine—hence, “Mona

22-5 Leonardo da Vinci,
2’ 6% X 1' 9”. Musée du Louvre, Paris.

Mona Lisa, ca. 1503-1505. Oil on wood,

Leonardo’s skill with chiaroscuro and atmospheric perspective is on display
in this new kind of portrait depicting the sitter as an individual personality
who engages the viewer psychologically.
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MATERIALS AND TECHNIQUES

Renaissance Drawings

22-6 Leonardo da
Vinci, The Fetus and
Lining of the Uterus,

ca. 1511-1513. Pen and
ink with wash over red
chalk and traces of black
chalk on paper, 1’ X 83".
Royal Library, Windsor
Castle. @4

n Ci nquecentol taly,d rawing ( or
disegno) assumed a position of greater
artistic p rominence t han e ver b efore.
Until the late 15th century, the expense
of d rawing su rfaces a nd t heirl ack o f
availability limi ted t he p roduction o f
preparatory sketches. Most artists d rew
on parchment (prepared from the skins
of calves, sheep, and goats) or on vel-
lum ( made f rom t he s kins o f yo ung
animals; FIG. 13-31). B ecause o ft he
high cost of these materials, drawings
in the 14th and 15th centuries tended
to b e e xtremely de tailed a nd me ticu-
lously e xecuted. A rtists often drew
using a si lverpoints tylus (FiG. 20-9)
because of the fine line it pro duced and
the sharp point it maintained. Tle intro-
duction in the late 15th century of less expensive paper made of fibrous
pulp produced for the developing printing industry (see “Woodcuts,
Engravings, a nd Etc hings,” C hapter 2 0, pa ge 5 56) ena bled a rtists
to experiment more and to draw with greater freedom. As a result,
sketches proliferated. Artists executed these drawings in pen and ink
(FI6. 22-6), chalk, charcoal (FiG. 22-3), brush, and graphite or lead.
During t he Rena issance, t he i mportance o fd rawing t ran-
scended the mechanical or technical possibilities it afforded artists,
however. Tle term disegno referred also to design, an integral com-
ponent of good art. Design was the foundation of art, and drawing
was the fundamental element of design. In his 1607 treatise L'idea
de’ pittori, scultori ed architteti, Federico Zuccari (1542-1609), di-
rector of the Accademia di San Luca (Academy of Saint Luke), the
Roman painting academy, summed up this philosophy when he
stated that drawing is the external physical manifestation (disegno
esterno) of an internal intellectual idea or design (disegno interno).
The design dimension of art production became increasingly
important a s artists c ultivated t heir own s tyles. The early s tages
of a rtistic t raining | argely f ocused o n i mitation a nd em ulation
(see “Cennino Cennini on Imitation and Emulation,” Chapter 21,
page 573), but to achieve widespread recognition, artists had to de-
velop their own styles. Although the artistic community and public

The introduction of less
expensive paper in the
late 15th century enabled
artists to draw more
frequently. Leonardo’s
analytical anatomical
studies epitomize the
scientific spirit of the
Renaissance.

(an Italian contraction of ma donna, “my lady”) Lisa.” Despite the
uncertainty of this identification, Leonardo’s portrait is a convinc-
ing representation of an individual. Unlike earlier portraits, it does
not serve solely as an icon of status. Indeed, Mona Lisa wears no
jewelry and holds no attribute associated with wealth. She sits qui-
etly, her hands folded, her mo uth forming a gentle smile, and her
gaze directed at the viewer. Renaissance etiquette dictated a woman
should not look directly into a man’s eyes. Leonardo’s portrayal of
this self-assured young woman without the trappings of power but
engaging the audience psychologically is thus quite remarkable.
The enduring appeal of Mona Lisa derives in large part from
Leonardo’s de cision to s et h is sub ject a gainst t he backdrop ofa
mysterious u ninhabited 1 andscape. This s etting, w ith ro ads a nd
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at large acknowledged technical skill, the conceptualization of the
artwork—its theoretical and formal development—was paramount.
Disegno, or design in this case, represented an artist’s conceptual-
ization and intention. In the literature of the period, the terms of-
ten invoked to praise esteemed artists included invenzione (inven-
tion), ingegno (innate talent), fantasia (imagination), and capriccio
(originality).

bridges seemingly leading nowhere, recalls that of his Madonna of
the Rocks (FiG. 22-2). The composition also resembles Fra Filippo
Lippi’s Madonna and Child with Angels (Fic. 21-24) with figures
seated in front of a w indow through which the viewer glimpses a
distant 1 andscape. O riginally, t he a rtist re presented M ona L isa
in alog gia. Al ater owner trimmed the painting, eliminating the
columns, but partial column bases remain to t he left and right of
Mona Lisa’s shoulders.

The painting is darker today than 500 years ago and the colors
are less vivid, but Mona Lisa still reveals Leonardo’s fascination and
skill with chiaroscuro and atmospheric perspective. The portrait is
a prime example of the artist’s famous smoky sfumato (misty hazi-
ness)—his subtle adjustment of light and blurring of precise planes.
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ANATOMICAL STUDIES Mona Lisais also ex ceptional
because L eonardo c ompleted very few paintings. H1is p erfection-
ism, relentless experimentation, and far-ranging curiosity diffused
his e fforts. H owever, t he d rawings (see “Rena issance D rawings,”
page 604) in his notebooks preserve an extensive record of his ideas.
His interests focused increasingly on science in his later years, and
he embraced knowledge of all facets of the natural world. His in-
vestigations i n a natomy y ielded d rawings o f g reat p recision a nd
beauty of execution. The Fetus and Lining of the Uterus (FIG. 22-6),
although it does not meet 21st-century standards for accuracy (for
example, Leonardo regularized the uterus’s shape to a s phere, and
his characterization of the lining is incorrect), was an astounding
achievement in its day. L eonardo’s a nalytical a natomical s tudies
epitomize the scientific spirit of the Renaissance, establishing that
era as a prelude to the modern world and setting it in sharp contrast
to the preceding Middle A ges. A lthough L eonardo may not ha ve
been the first scientist of the modern world (at least not in today’s
sense of the term), he d id originate the modern method of scien-
tific illustration incorporating cutaway views. S cholars have long
recognized the importance of his drawings for the development of
anatomy as a s cience, especially in an age predating photographic
methods such as X-rays.

Leonardo also won renown in his
time a s b oth a rchitect a nd s culptor, a I-
though no extant buildings or sculptures
can be definitively attributed to him. From
his many drawings of central-plan struc-
tures (FIG. 22-6A), it is evident he shared
the i nterest o f ot her Rena issance a rchi-
tects in this building type. As for L eon-
ardo’s sculptures, numerous drawings of
monumental e questrian s tatues su rvive,
and he made a full-scale model for a mon-
ument to F rancesco Sf orza ( 1401-1466),
Ludovico’s f ather. The F rench u sed t he
statue as a target and shot it to pieces when they occupied Milan
in 1499.

Leonardo left Milan at t hat time and served foraw hileasa
military engineer for Cesare Borgia (1476-1507), who, with the
support of his father, Pope A lexander VI (r. 1492-1503), tried to
conquer t he cities o f t he Ro magna re gion i n no rth-central I'taly
and create a Borgia duchy. Leonardo eventually returned to Mi-
lan in the service of the French. At the invitation of King Francis I
(FI. 23-12), he then went to France, where he died at the chateau
of Cloux in 1519.

22-6A LEONARDO, central-plan
church, ca. 1487-1490.

Raphael

Alexander V I’s successor was Julius I1 (see page 599). Among the
many p rojects t he a mbitious ne w p ope s ponsored were a de sign
for a mo dern Saint Peter’s (FiGs. 22-22 and 22-23) to re place the
timber-roofed fourth-century basilica (FIG. 8-9), the decoration of
the papal apartments (FiG. 22-9), and the construction of his tomb
(FIGs. 22-14 and 22-15), in addition to commissioning Michelan-
gelo to paint the Sistine Chapel ceiling (FiGs. 22-1 and 22-17).

In 1508, Julius II called Raffaello Santi (or Sanzio), known as
Raphael ( 1483-1520) in English, to t he papal court in Rome (see
“Italian Princely Courts,” Chapter 21, page 591). Bornin a sm all
town i n Umbria ne ar Urbino, R aphael p robably le arned t he r u-
diments o fhisa rt f rom h is f ather, Gi ovanni S anti (d. 1494), a
painter connected with the ducal court of Federico da Montefeltro
(FI1G. 21-43), before entering the studio of Perugino (FiG. 21-41) in
Perugia. Although strongly influenced by Perugino, Leonardo, and

others, Raphael developed an individual style exemplifying the ide-
als of High Renaissance art.

MARRIAGE OF THE VIRGIN A mong Raphael’s early
works is Marriage of th e Virgin (FIG. 22-7), which he pa inted for
the chapel of Saint Joseph in the church of San Francesco in Citta
di Castello, southeast of Florence. The subject was a fitting one for
Saint Joseph. According to the Golden Legend (a 13th-century col-
lection o f s tories a bout t he lives o f t he saints), J oseph c ompeted
with other suitors for Mary’s hand. The high priest was to give the
Virgin to whichever suitor presented to him a rod that had miracu-
lously bloomed. Raphael depicted Joseph with his flowering rod in
his left hand. In his right hand, Joseph holds the wedding ring he
is about to place on Mary’s finger. Other virgins congregate at the
left, a nd the unsuccessful suitors stand on the right. One of them
breaks his rod in half over his knee in frustration, giving Raphael
an opportunity to demonstrate his mastery of foreshortening. Tte
perspective system he u sed is the one he le arned from P erugino
(compare FIG. 21-41). The temple in the background is Raphael’s
version of a ¢ entrally planned building, featuring Br unelleschian
arcades (F1G. 21-31).

22-7 Raphael,
Joseph, San Francesco, Citta di Castello, Italy, 1504. Oil on wood,
5' 7" X 3' 103". Pinacoteca di Brera, Milan.

Marriage of the Virgin, from the Chapel of Saint

In this early work depicting the marriage of the Virgin to Saint Joseph,
Raphael demonstrated his mastery of foreshortening and of the perspective
system he learned from Perugino (Fic. 21-41).
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22-8 Raphael, Madonna in the Meadow,
1505-1506. Oil on wood, 3’ 83" X 2’ 10Y
Kunsthistorisches Museum, Vienna.
Emulating Leonardo’s pyramidal composition
(FIG. 22-2) but rejecting his dusky modeling and
mystery, Raphael set his Madonna in a well-lit
landscape and imbued her with grace, dignity,
and beauty.

MADONNA IN THE MEAD OWRa phael
spent the four years from 1504 to 1508 in Flor-
ence. There, still in his early 20s, he discovered
that the painting style he had learned so pains-
takingly from Perugino was already outmoded
(as was Brunelleschi’s Early Renaissance archi-
tectural style). Florentine crowds flocked to the
church of Santissima Annunziata to see Leon-
ardo’s recently unveiled cartoon of the Vir-
gin, Christ Child, Saint Anne, and Saint John
(probably an earlier version of FIG. 22-3). Under
Leonardo’s influence, Raphael began to modify
the Madonna compositions he had employed in
Umbria. In Madonna in the Meadow (Fic. 22-8)
of 1 505-1506, R aphael adopte d L eonardo’s
pyramidal composition and modeling of faces
and figures in subtle chiaroscuro. Yet the Um-
brian artist placed the large, substantial figures
in a P eruginesque landscape, with his former
master’s t ypical f eathery t rees i n t he m iddle
ground. Although Raphael experimented with
Leonardo’s d usky mo deling, he ten ded to re -
turn to P erugino’s | ighter to nalities a nd bl ue
skies. R aphaelp re-
ferred ¢ larity to ob -
scurity, not fascinated,
as Leonardo was, with
mystery. R aphael qu ickly ac hieved f ame
for h is M adonnas. Hiswork,aswellas
Leonardo’s, de eply i nfluenced Raphael’s
slightly yo unger ¢ ontemporary, Andrea

del Sarto ( 1486-1530), w hose mos t f a-
mous painting is Madonna of the Harpies

22-8A ANDREA DEL SARTO,
Madonna of the Harpies,

1517. (FIg. 22-8A).

SCHOOL OF ATHENS 'Threey earsa fter completing Ma-
donna in the Meadow, Raphael received one of the most important
painting commissions Julius IT awarded—the decoration of the pa-
pal apartments in the Apostolic Palace of the Vatican (MAP 24-1).
Of the suite’s several ro oms (stanze), Raphael painted the Stanza
della Segnatura (Room of the Signature—the papal library, where
Julius II signed official do cuments) a nd t he St anza d ’Eliodoro
(Room of Heliodorus—the p ope’s private audience ro om, na med
for one o f the paintings t here). His p upils completed t he ot hers,
following his sketches. On the four walls of the Stanza della Seg-
natura, Raphael presented i mages s ymbolizing t he four branches
of human k nowledge a nd wisdom u nder t he he adings Treo logy,

Law (Justice), Poetry, and Philosophy—the learning required of a
Renaissance pope. Given Julius IT’s desire for re cognition as both
a spiritual and temporal leader, it is appropriate the Tfeo logy and
Philosophy frescoes face each other. The two images present a bal-
anced picture of the pope—as a cultured, knowledgeable individual
and as a wise, divinely ordained religious authority.

In R aphael’s Philosophy m ural (commonly c alled School o f
Athens, FIG. 22-9), the setting is not a “school” but a congregation of
the great philosophers and scientists of the ancient world. Raphael
depicted these luminaries, revered by Renaissance humanists, con-
versing and explaining their various theories and ideas. Tle setting
is a vast hall covered by massive vaults that recall ancient Roman
architecture, especially the much-admired coffered barrel vaults of
the Basilica Nova (Fig. 7-78). Colossal statues of Apollo and Athena,
patron deities of the arts and of wisdom, oversee the interactions.
Plato and Aristotle are the central figures around whom Raphael
carefully arranged t he ot hers. Plato holds his book Timaeus and
points to Heaven, the source of his inspiration, while Aristotle car-
ries his book Nichomachean Ethics and gestures toward the earth,
from w hich h is obs ervations o fre ality s prang. App ropriately,

606 Chapter 22 RENAISSANCE AND MANNERISM IN CINQUECENTO ITALY

Copyright 2011 Cengage Learning. All Rights Reserved. May not be copied, scanned, or duplicated, in whole or in part. Due to electronic rights, some third party content may be suppressed from the eBook and/or eChapter(s).
Editorial review has deemed that any suppressed content does not materially affect the overall learning experience. Cengage Learning reserves the right to remove additional content at any time if subsequent rights restrictions require it.




22-9 Raphael,

Philosophy (School of Athens), Stanza della Segnatura, Vatican Palace, Rome, Italy, 1509-1511. Fresco, 19" X 27'. @4

Raphael included himself in this gathering of great philosophers and scientists whose self-assurance conveys calm reason. The setting recalls the massive

vaults of the Basilica Nova (Fig. 7-78).

ancient philosophers, men c oncerned with the ultimate mysteries
that transcend this world, stand on Plato’s side. On Aristotle’s side are
the philosophers and scientists concerned with nature and human
affairs. At the lower left, Pythagoras writes as a servant holds up the
harmonic scale. In the foreground, Heraclitus (probably a portrait
of Michelangelo) broods alone. Diogenes sprawls on the steps. At
the right, students surround Euclid, who demonstrates a theorem.
Euclid may be a portrait of the architect Bramante, whom Julius IT
had recently commissioned to de sign the new church (FiGs. 22-22
and 22-23) to re place C onstantine’s 1,200-year-old S aint P eter’s
(FI1G. 8-9). (The architectural setting of School of Athens app roxi-
mates Bramante’s design for the interior of Saint Peter’s; compare
FIG. 24-5.) At the extreme right, just to the right of the astronomers
Zoroaster and Ptolemy, both holding globes, Raphael included his
self-portrait.

The groups appear to move easily and clearly, with eloquent
poses and gestures that symbolize their doctrines and present an
engaging variety of figural positions. The self-assurance and natu-
ral dignity of the figures convey calm reason, balance, and mea-
sure—those qu alities Rena issance t hinkers ad mired as t he heart
of ph ilosophy. Si gnificantly, R aphael p laced h imself a mong t he
mathematicians and scientists in School of Athens. Certainly, the
evolution of pictorial science approached perfection in this fresco

in w hich R aphael c onvincingly de picted a v ast s paceonat wo-
dimensional surface.

The artist’s psychological insight matured along with his mas-
tery of t he problems o f p erspective re presentation. All the char-
acters in Raphael’s School of Athens, like those in Leonardo’s Last
Supper (FIG. 22-4), communicate mo ods t hat re flect t heir b eliefs,
and the artist’s placement of each figure tied these moods together.
From the center, where Plato and Aristotle stand, Raphael arranged
the groups of figures in an ellipse with a wide opening in the fore-
ground. Moving along the floor’s perspective pattern, the viewer’s
eye penetrates the assembly of philosophers and continues, by way
of the reclining Diogenes, up to t he here-reconciled leaders of the
two great opposing camps of Renaissance philosophy. Tke vanish-
ing point falls on Plato’s left hand, drawing attention to Timaeus.
In the Stanza della Segnatura, Raphael reconciled and harmonized
not only the Platonists and Aristotelians but also classical human-
ism and Christianity, surely a major factor in the fresco’s appeal to
Julius II.

LEO X Succeeding Julius II as Raphael’s patron was Pope Leo X
(r. 1513-1521). By this time, Raphael had achieved renown through-
out Italy and moved in the highest circles of the papal court. Tle

new pope entrusted the Umbrian artist with so many projects in
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22-10 Raphael, Pope Leo X with Cardinals Giulio de’ Medici and
Luigi de’ Rossi, ca. 1517. Oil on wood, 5’ 2" X 3'10%". Galleria degli
Uffiz i, Florence.

In this dynastic portrait of the Medici pope and two Medici cardinals,
Raphael depicted Leo X as an art collector and man of learning. The
meticulous details reveal a debt to Netherlandish painting.

Rome, i ncluding o verseeing c onstruction o f
Saint Peter’s, that Raphael became a w ealthy
man atayo ung age. L eo himself (Giovanni
de’ Medici) was a scion of Italy’s most famous
family. The second son of Lorenzo the Mag-
nificent, h e r eceived a p rincely h umanistic
education. His election as pope came only a
year a fter the return of the Medici to Flor-
ence f ollowing ne arly t wo de cades o f e xile
(see Chapter 21),and L eo used h is p osition
to advance the family’s interests. Tle portrait
(FI1G. 22-10) he commissioned Raphael to paint in 1517—a few years
after the artist portrayed the famed courtier Baldassare Castiglione
(FIG. 22-10A)—is, in essence, a dynastic portrait. Appropriately, the
pope dominates the canvas, seated in his study before a table with
an illuminated 14th-century manuscript, the magnifying glass he
required because of his myopia, and a bell engraved with classical
decorative motifs. Raphael p ortrayed Leo as he do ubtless wished
to be represented—as a man of learning and a collector of beauti-
ful objects rather than as a head of state. To the pope’s right is his
cousin Cardinal Giulio de’ Medici, who became Pope Clement VII
(r. 1523-1534). Behind Leo’s chair is Luigi de” Rossi (1474-1519), his
cousin on his mother’s side, whom t he p ope app ointed cardinal.

22-10A RAPHAEL,
Baldassare Castiglione,
ca. 1514.
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22-11 Raphael,
Italy, ca. 1513. Fresco, 9’ 8” X 7' 5".

Galatea, Sala di Galatea, Villa Farnesina, Rome,

Based on a poem by Poliziano, Raphael’s fresco depicts Galatea fleeing
from Polyphemus. The painting, made for the banker Agostino Chigi’s
private palace, celebrates human beauty and zestful love.

The three men lo ok neither at o ne another nor att he painteror
spectator, but are absorbed in their own thoughts.

Raphael’s mastery of the oil technique is evident in every de-
tail. His depiction of the rich satin, wool, velvet, and fur garments
the t hree men w ear skillfully c onveys t heir v aried te xtures. H is
reproduction of the book on the pope’s desk is so meticulous that
scholars have been able to identify it as the Hamilton Bible in the
Berlin Staatsbibliothek, open to f olio 400 verso, the beginning of
the Gospel of Saint John with illustrations of Christ’s passion. Tl
light illuminating the scene comes from the right—from a window
reflected in the spherical brass finial of the pope’s chair, in which
the viewer can also see the indistinct form of the painter. In details
such as these, Raphael revealed his knowledge and ad miration of
earlier Netherlandish painting, especially the work of Jan van Eyck
(see Chapter 20).

GALATEA Asas taratt he papal court, R aphael also enjoyed
the patronage of other prominent figures in Rome. Agostino Chigi
(1465-1520), a n i mmensely w ealthy ba nker w ho m anaged t he
Vatican’s financial affairs, commissioned R aphael to de corate his
palace on the T iber River with s cenes from classical m ythology.
Outstanding among the frescoes Raphael painted in the small but
splendid Villa Farnesina is Galatea (FIG. 22-11), which he based on
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ARTISTS ON ART

Leonardo and Michelangelo on Painting versus Sculpture

B oth Leonardo da Vinci and Michelangelo produced work in a
variety of artistic media, earning enviable reputations not just
as painters and sculptors but as architects and draftsmen as well.
The two disagreed, however, on the relative merits of the different
media. In particular, Leonardo, with his intellectual and analyti-
cal mind, preferred painting to s culpture, which he den igrated as
manual labor. In contrast, Michelangelo, who worked in a more in-
tuitive manner, saw himself primarily as a s culptor. Two excerpts
from their writings re veal t heir p ositions on the rel ationship be-
tween the two media.

Leonardo da Vinci wrote the following in his so-called Treatise
on Painting:

Painting is a matter of greater mental analysis, of greater skill, and
more marvelous than sculpture, since necessity compels the mind
of the painter to transform itself into the very mind of nature, to
become an interpreter between nature and art. Painting justifies
by reference to nature the reasons of the pictures which follow its
laws: in what ways the images of objects before the eye come to-
gether in the pupil of the eye; which, among objects equal in size,
looks larger to the eye; which, among equal colors will look more
or less dark or more or less bright; which, among things at the
same depth, looks more or less low; which, among those objects
placed at equal height, will look more or less high, and why, among
objects placed at various distances, one will appear less clear than
the other.

This art comprises and includes within itself all visible things such
as colors and their diminution, which the poverty of sculpture
cannot include. Painting represents transparent objects but the
sculptor will show you the shapes of natural objects without arti-
fice. The painter will show you things at different distances with
variation of color due to the air lying between the objects and the
eye; he shows you mists through which visual images penetrate
with difficulty; he shows you rain which discloses within it clouds

Stanzas for the Joust of Giu liano d e’ M edici by A ngelo P oliziano,
whose poetry had earlier inspired Botticelli to paint Birth of Venus
(F1G. 21-29). In Raphael’s fresco, Galatea flees on a shell drawn by
leaping dolphins to escape her uncouth lover, the cyclops Polyphe-
mus (painted on another wall by a d ifferent artist). Sea creatures
and playful cupids surround her. The painting is an exultant song
in praise of human beauty and zestful love. Compositionally, Ra-
phael en hanced the liveliness of the image by placing the s turdy
figures around Galatea in bounding and dashing movements that
always return to her a s the energetic center. The cupids, skillfully
foreshortened, re peat t he circling motion. R aphael c onceived h is
figures s culpturally, and Galatea’s body—supple, strong, and vig-
orously i n mot ion—contrasts w ith B otticelli’s d elicate, hove ring,
almost dematerialized Venus while suggesting the spiraling com-
positions o f Heellenistic s tatuary (FiG. 5-80). In Galatea, classical
myth presented in monumental form, in vivacious movement, and
in a s pirit of passionate delight resurrects the naturalisticart and
poetry of the Greco-Roman world.

with mountains and valleys; he shows the dust which discloses
within it and beyond it the combatants who stirred it up; he shows
streams of greater or lesser density; he shows fish playing between
the surface of the water and its bottom; he shows the polished
pebbles of various colors lying on the washed sand at the bottom
of rivers, surrounded by green plants; he shows the stars at various
heights above us, and thus he achieves innumerable effects which
sculpture cannot attain.*

Asifin response, although decades later, Michelangelo wrote
these excerpts in a letter to Benedetto Varchi (1502-1565), a Floren-
tine poet best known for his 16-volume history of Florence:

I believe that painting is considered excellent in proportion as it
approaches the effect of relief, while relief is considered bad in
proportion as it approaches the effect of painting.

I used to consider that sculpture was the lantern of painting and
that between the two things there was the same difference as that
between the sun and the moon. But . .. I now consider that paint-
ing and sculpture are one and the same thing.

Suffice that, since one and the other (that is to say, both painting
and sculpture) proceed from the same faculty, it would be an easy
matter to establish harmony between them and to let such disputes
alone, for they occupy more time than the execution of the figures
themselves. As to that man [Leonardo] who wrote saying that
painting was more noble than sculpture, if he had known as much
about the other subjects on which he has written, why, my serving-
maid would have written better!

*Leonardo d a Vinci, Treatise on Painting, 51.1n Robert Klein and Henri
Zerner, Italian Art 1500-1600: Sources and Documents (Evanston, I11.: North-
western University Press, 1966), 7-8.

"Michelangelo to Benedetto Varchi, Rome, 1549. In Klein and Zerner, Italian
Art 1500-1600, 13-14.

Michelangelo

Although Michelangelo is most famous today as the painter of the
Sistine Chapel frescoes (FiG. 22-1), he was also an architect, poet,
engineer, and, first and foremost, a sculptor. Michelangelo consid-
ered sculpture superior to painting because the sculptor shares in
the divine power to “make man” (see “Leonardo and Michelangelo
on Painting versus Sculpture,” above). Drawing a conceptual paral-
lel to Plato’s ideas, Michelangelo believed the image the artist’s hand
produces must come from the idea in the artist’s mind. Tle idea,
then, is the reality the artist’s genius has to b ring forth. Butart-
ists are not the creators of the ideas they conceive. Rather, they find
their ideas in the natural world, reflecting the absolute idea, which,
for the artist, is beauty. One of Michelangelo’s best-known observa-
tions about sculpture is that the artist must proceed by finding the
idea—the image locked in the stone. By removing the excess stone,
the sculptor extricates the idea from the block (FiG. I-16), bringing
forth the living form. The artist, Michelangelo felt, works for many
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22-12 Michelangelo  Buonarroti,
Pieta, ca. 1498-1500. Marble, 5’ 83" high.
Saint Peter’s, Vatican City, Rome.

Michelangelo’s representation of Mary
cradling Christ’s corpse captures the
sadness and beauty of the young Virgin

but was controversial because the Madonna
seems younger than her son.

years to discover this unceasing pro-
cess of revelation and “arrives late at
novel and lofty things.™

Michelangelod idi ndeeda r-
rive “at no vel a nd lofty t hings,” f or
he broke sharply from the lessons of
his p redecessors a nd c ontemporaries
in o ne i mportant re spect. H e m is-
trusted the application of mathemati-
cal me thods as guarantees of b eauty
in p roportion. M easure a nd p ropor-
tion, he b elieved, should be “keptin
the eyes.” Vasari quoted Michelangelo
as declaring “it was necessary to have
the c ompassesint he e yes a nd not
in the hand, because the hands work
and the eye judges.” Th1 s, Michelan-
gelo set aside Vitruvius, Alberti, Leon-
ardo, and others who tirelessly sought
the perfect measure, and insisted the
artist’s inspired judgment could iden-
tify other pleasing proportions. In ad-
dition, M ichelangelo a rgued t he a rt-
ist must not be bound, except by the
demands made by realizing the idea.
This a ssertion o f t he a rtist’s a uthor-
ity was t ypical o f M ichelangelo a nd
anticipated the modern concept of the
right to a self-expression of talent lim-
ited only by the artist’s own judgment. The artistic license to aspire
far beyond the “rules” was, in part, a manifestation of the pursuit
of fame and success that humanism fostered. In this context, Mi-
chelangelo created works in architecture, sculpture, and painting
that departed from High Renaissance regularity. He put in its stead
a style of vast, expressive strength conveyed through complex, ec-
centric, and often titanic forms looming before the viewer in tragic
grandeur.

As a youth, Michelangelo was an apprentice in the studio of
the painter Domenico Ghirlandaio (FI1Gs. 21-26 and 21-27), but he
left b efore c ompleting h is t raining. A Ithough M ichelangelo 1 ater
claimed he owed nothing artistically to anyone, he made detailed
drawings based on the work of t he g reat Florentines Giotto and
Masaccio. Early on, he came to the attention of Lorenzo the Mag-
nificent and studied sculpture under one of Lorenzo’s favorite art-
ists, Bertoldo di Giovanni (ca. 1420-1491), a former collaborator of
Donatello’s. When the Medici fell in 1494, Michelangelo fled Flor-
ence for Bologna, where the sculptures of the Sienese artist Jacopo
della Quercia (1367-1438) impressed him.

PIETA Michelangelo made his first trip to Rome in the summer
of 1496, and two years later, still in his early 20s, he produced his

PRT — ETPeE TIRE SV EE S

first masterpiece there: a Pieta (FIG. 22-12) for the French cardi-
nal Jean de Bilheres Lagraulas (1439-1499). The cardinal commis-
sioned the statue to be placed in the rotunda attached to the south
transept of Old Saint Peter’s (FIG. 8-9) in which he was to be buried
beside other French churchmen. (The work is now on view in the
new church [FiG. 24-4] that replaced the fourth-century basilica.)
The theme—Mary cradling the dead body of Christ in her lap—was
a staple in the repertoire of French and German artists (Fig. 13-50),
and Michelangelo’s French patron doubtless chose the subject. The
Italian, however, rendered the northern European theme in an un-
forgettable m anner. M ichelangelo t ransformed marble into flesh,
hair, and fabric with a sensitivity for texture almost without paral-
lel. The polish and luminosity of the exquisite marble surface can be
fully appreciated only in the presence of the original. Breathtaking,
too, is the tender sadness of the beautiful and youthful Mary as she
mourns the death of her son. In fact, her age—seemingly less than
that of Christ—was a subject of controversy from the moment the
statue was unveiled. Michelangelo explained Mary’s ageless beauty
as an integral part of her purity and virginity. Beautiful, too, is the
son whom she holds. Christ seems less to have died a martyr’s cru-
cifixion than to have drifted off into peaceful sleep in Mary’s mater-
nal arms. His wounds are barely visible.
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DAVID Michelangelo returned to Florence in 1501. In 1495, dur-
ing the Medici exile, the Florentine Republic had ordered the trans-
fer of Donatello’s David (Fic. 21-12) from the Medici residence to
the Palazzo della Signoria to jo in Verrocchio’s David (FiG. 21-13)
there. The importance of David as a civic symbol led the Florence
Cathedral building committee to invite Michelangelo to work a
great block of marble left over from an earlier aborted commission
into still another David statue for the Signoria. The colossal statue
(FIG. 22-13)—Florentines referred to it as “the Giant”—Michelan-
gelo created from that block forever assured his reputation as an ex-
traordinary talent. Vasari, for example, extolled the work, claiming

without any doubt [Michelangelo’s David] has put in the shade
every other statue, ancient or modern, Greek or Roman . .. [Tk
statue] was intended as a symbol of liberty [in front of Florence’s
city hall], signifying that just as David had protected his people
and governed them justly, so whoever ruled Florence should vigor-
ously defend the city and govern it with justice.®

Despite t he t raditional a ssociation of D avid w ith heroic t ri-
umph over a fearsome adversary, Michelangelo chose to repre-
sent the young biblical warrior not after his victory, with Goliath’s
head at his feet (as Donatello and Verrocchio had done), but before
the en counter, with D avid s ternly watching h is app roaching foe.
David exhibits t he c haracteristic r epresentation of energyinre-
serve that imbues Michelangelo’s later figures with the tension of a
coiled spring. The anatomy of David’s body plays an important part
in this prelude to action. His rugged torso, sturdy limbs, and large
hands and feet alert viewers to t he triumph to c ome. Each swell-
ing vein and tightening si new amplifies t he psychological energy
of David’s pose.

Michelangelo doubtless had t he classical nude in mind when
he conceived his David. Like many of his colleagues, he greatly ad-
mired Greco-Roman statues, in particular the skillful and precise
rendering o f hero ic p hysique. Without s trictly i mitating t he an-
tique style, the Renaissance s culptor captured in his portrayal of
the biblical hero t he tension of Lysippan at hletes (FiG. 5-65) and
the psychological insight and emotionalism of Hellenistic statuary
(Figs. 5-80, 5-81, and 5-89). His David differs from D onatello’s
and Verrocchio’s creations in much the same way later Hellenis-
tic statues de parted from their Classical p redecessors (see Chap-
ter 5). Michelangelo abandoned the self-contained compositions of
the 15th-century David statues by abruptly turning the hero’s head
toward his gigantic adversary. This David is compositionally and
emotionally connected to a n unseen presence beyond the statue,
a feature also of Hellenistic sculpture (FIG. 5-86). As early as 1501,
then, M ichelangelo i nvested h is e fforts i n p resenting to wering,
pent-up 