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This volume in the Library of Art History brings together
the architecture, sculpture, and painting of three cen-
turies—1300 to 1600—throughout Europe. No com-
parable hook has treated this span in its entirety; here
is the whole of Renaissance art, set in the context
of the religion, society, and economics of the time.
The Renaissance period has mo facets, and seen
through this wide lens we imatched view
as our tocus shilts between north and south, east and
west: from Leonardo te Diirer: from Titian to
Bruegel; from Masaccio and Donatello to Claus Sluter
and Jan van Evck.

The author, Creighton Gilbert, has devisc | 2 svstem
that sidesteps the usnal broad chapters fili. :
sweeping developments, in whose overlapping tre..
an artist's individuality may become lost. Instead he
gives us shorter sections that provide close looks at
the talents, schools, and generations ol artists from
whose scintillating creativity came what we now call
Renaissance art. This presentation keeps continuous
the history and local traditions of each area, vet follows
the paths of artists and patrons back and forth across
the map of Furope. We see the work of one artist,
or one pertod in a long-lived artist’s career; the role
of a great patron: the influence of a great artist
—Michelangelo, Rogier van der Wevden, Gior-
gione—on his contemporaries: artists paired, con-
trasted, or grouped; a bird's-eve view of portraiture;
single important events in Florence, or the high
moment of art in Antwerp.

Sixty colorplates and 527 gravure illustrations
enrich the text. Other unusnal features include sup-
plementary notes identifving all works mentioned but
not illusirated and a four-page foldout chronological
chart in two colors bringing together all the artists
in the book. An exiraordinarily useful bibliography,
citing over 500 writings in English, ranges from
studies of wide scope to important books and articles
on specific subjects. Complete with three endpaper
maps and a fullindex, this is a book of unprecedented
range and caliber.

)

The Library of Art History, prepared under the general
e(litm\lnp of H.W. Janson, presents the history of
Western art in five volumes, devoted respectively to
the Ancient wort ! he Middle Ages, the Renaissance,
the B ) Modern world.
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Editor’s Preface

The present book is one of a series. The Library
of Art History comprises a history ol Western art
in five volumes, devoted respectively to the Ancient
World, the Middle Ages, the Renaissance, the Ba-
roque and Rococo, and the Modern World. The
set, it is hoped, will help to bridge a gap of long
standing: that between onevolume histories of art
and the large body of specialized literature written
for professionals. Oune-volume histories ol art, il
they are to be books rather than collections of essays,
must be—and usually are—the work ol a single
author, In view ol the vast chrouological and geo-
graphic span of the subject, no one, however con-
scientious and hard-working, can hope 1o write on
every phase of it with equal assurance. The special-
ist, by contrast, as a rule deals only with his particu-
lar field of competence and addresses himself o
other specialists. The Library of Art History fits
in between these two extremes; written by leading
scholars, it is designed for students, educated lay-
men, and scholars in other fields who do not need
to be introduced to the history of art but are looking
for an authoritative guide to the present state of
knowledge in the major areas of the disciphine.

In recent years, such readers have become a
large and significant group, Their numbers reflect
the extraordinary growth of the history of art in
our system of higher education, a growth that began
in the 1930s, was arrested by the Second World
War and its aftermath, and has been gathering ever
greater momentum since the 19505, Among human-
istic disciplines, the history of art is still something
of a newcomer, especially in the English-speaking
world. Its early development, from Vasari (whose
famous Lives were first published in 1550) to Winck-
celmann and Wolltllin, took place on the Cont-
nent, and it became a formal suhjv('l of study at

Continemal umversities long before 1t did in Eng-
land and America. That this imbalance has now
been righted—indeed, more than righted—is due
in part to the “coltural migration” of scholars and
research institutes from Germany, Austnia, and
ltaly thirty years ago. The chief reason, however,
is the special appeal of the history of art for modern
minds. No other field invites us 1o roam so widely
through historic time and space, none conveys as
strong a sense of continuity between past and pres-
ent, or of kinship within the family of man. More-
over, compared to literature or music, painting
and sculpture strike us as far more responsive vessels
of individuality; every stroke, every touch records
the uniqueness of the maker, no matter how strict
the conventions he may have 1o observe. Style in
the visual arts thus becomes an instrument of dif
ferentiation that has unmatched subtlety and preci-
sion. T'here is, finally, the problem of meaning in
the visual arts, which challenges our sense of the
ambiguous. A visual work of art cannot tell its own
story unaided. It yields up its message ouly to per-
sistent inquiry that draws upon all the resources of
cultural history, (rom religion to economics. And
this is no less true of the remote past than of the
twentieth century—if we are to understand the
origins of nonobjective art, for instance, we must
be aware of Kandinsky’s and Mondrian’s profound
I'he work of the art historian
thus becomes a synthesis illuminating every aspect

aterest in theosophy.

ol human experience. Its wide appeal is hardly sur-
prising in an age characterized by the ever greater
specialization and  fragmentation of knowledge.
The Library of Art History was conceived in re-
sponse to this growing demand.

H.W. Janson






Author’s Preface

Nearly evervthing in a hook such as this1s predeter

mined by the wopic. There is an assemblage ol ob
jects, most ol them mevitable choices, and the rest
one hopes chosen well. There is the recording obele
mentary information about them, which one hopes
isaccurate. Fhereisthe exploitauon ot the sequence
af objedts to ofter a reading of how the history went.
And—the reason for doing all this—there is the
constant attempt to answer the reader's challenge:
“Why is this supposed 1o be good?” or, 10 sav the
same thing in a slightly more sophisticated way, to
ofter comprehension of the interesting araumstance
that the history obart is a point where, more explic-
itly than anywhere else, physical things and our feel-
ings of their value interlack.

This book also contains a few aspects that are
not predetermined and are novel. They may induce
complaints, and are mentioned here so that it shall
at least not he supposed thar they were done without
consideration. The mast obvious is the abolition ol
chapters. Since the bhook will be used (perhaps in
most cases) by students i conrses, this is based on
my opinion that in textbooks chapters are inappro-
priate, and are an empty structure taken over from
other kinds of books. On the one hand, they are
characteristically avoided when a teacher asks stu
dents to read certain parts of several chapters, as he
normally does; on the other hand, they actually do
harm when the writer invents consepts because he
has 16 pull the various things in a chapter together,
‘The arrangement in this book s meant to fic the
real circumstances of dasses. Each of the three
main parts has a theme corresponding 1o a usual
course, and is subdivided into abont the same num-
her of smaller parts as a course has meetings. Each of
these smaller parts has approximately the degree
of complexity and amount of mater:al that scem
normal for a class session. it is hoped that they may
be used as the basis for such mectings, prelerably
hy being read betorehand by each student (since
they are indeed very short), and being used as a
point of departure for lurther enquiry, cither a lec
ture on additional related works and areas, or ques-
tons aud arguments about what the studens now

know. In this way much more can be learned than

m the usual conrse with its review textbook. The
small parts also permit people w skip what they do
not want. For those not using the book in a course,
the small parts may be convenient in the manner of
an analyucal 1able of contents.

I'he record of the size o each work illustrated,
in feet or inches, is another departure from prece
dent. Some books provide none, and those that do
seem customarnily to tell the sizes ol movable paint-
ings and sculpture and the plans of buildings, but
not of frescoes, architectural sculpture, or binlding
heights. 1 here seems no rational hasis for such dis-
crinnnation, and a good reason to give all sizes.
Readers, even if they have seen many of the works,
as only a minority have, will not hold their sizes ac-
curately in visual memory; no one really does. The
result in classes is that sizes tend to gravitate toward
amedian, given by the size ofa slide projection. The
records ol sizes €an help to draw the reader back
from that sensuous experience to the original. Tt is
objeeted that most people do not readily grasp in
the mind’s eye a visual equivalent for figures like
62" X 48", and this is true. But on the other hand in
classes students constantly ask their 1eachers “how
big is that?” (and get vague answers). If the figures
are at hand, the questioner can be drawn out o get
a grasp of such equivalency, which is very satisfying.
['he tradition of not giving sizes in books means
that some have been quite hard 1o obtain. Some
printed here (notably tor frescoes) are new unpub-
hished hgures, perhaps the one original part of the
book, for which I am indebied to many courteous
correspondents. Other sizes were tracked down
in such remote resources as eighteenth-cenmury
engravings, apparently the only occurrence of such
concern 1 the intervenmng centuries. A hall dozen
illustrations appear here unmeasured on purpose,
such as details of hrescoes and project drawings of
buildings never built or since torn down, which
scem o be inherendy without measurements.
One or 1wo evaded all my eftorts. The missing
mtormaton will be most welcome from readers, as
will the correction of wrong measurements, certain
10 be present in tns proneer effore 1Some apparent

errors, however, may be due to such variatuons as



inclusion or exclusion of bases. On the other hand,
the necessity in many cases for making several inter-
mediate calculations in arithmetic between the ex-
isting resources and the final figures here printed
may well have a side effect of producing some actual
mistakes startlingly larger than one has allowed for
in anticipation.)

To present the author’s own new historical hy-
potheses, not previously published in the literature,
is certainly not expected in a book of this kind, and
indeed is in general a mistake. This objection does
not apply 1o novel critical analysis, which 1s wel-
come. But novel history can be presented only very
briefly, without the supporting arguments, which
often means that the author has indeed not tested
the arguments and they may be wrong. They also
cannot usually be recognized as new proposals by
the reader. I have nearly always avoided novelty, ex-
cept for one category of new hypothesis which I be-
lieve is, unlike the others, especially suitable to a
book of this kind, likely to be stimulated by the
writing of it more than in other circumstances, and
likely to be of help to the reader. This is the prob-
lem of the backgrounds of the art of those artists
who do not obviously belong to an ongoing tradi-
tion. It happens quite often, with artists as differ-
ent, say, as Vitale da Bologna, Sassetta, Niccolo dell’
Arca, or Griinewald, that they have no obvious pre-
cursors in their own localities, or anywhere else, and
vet we are not ready to call them great innovators.
Their backgrounds are then either left in silence,
or, more unhappily, they are shunted into a short
chapter-end in which “other artists flourishing at
this time" are listed because they are not members
of a standard school. In this book I have proposed
new theories of the stylistic origins of these and a
number of other artists, which 1 have labeled as
such in most cases, except when it seemed to involve
a disproportionate distraction. Besides origins, 1
have also made novel groupings of contemporary
artists—such as Francesco Laurana with Antonello
da Messina, or Moroni with Leoni—novel at least
in the standard literature, though no doubt the rela-
tionships have been mentioned in one study or an-
other. I think this will also help to take these artists
out of an “other” categorv of catchalls and evoke
their intimate situations. As those examples suggest,
I have also been concerned to let the various media
show their mutual stimuli more freely than is the
case in most general hooks. And in the same way, [

have been concerned to include various beautiful
“complishments—such as Pisanello’s medals, Eng-
lish architecture, and Spanish sculpture —which are
often neglected in general books on the Renaissance,
because of the superficial fact that the study of them,
affected by the accident of medium or geography,
has been conducted by a separate tradition of schol-
arship.

The final departure from the obligatory that I
wish 1o justifv is the fact that I have given many
minor artists more attention than they may seem to
deserve. I have preferred to omit many other minor
artists often given notice, who seem to me to have
benefited unduly from some accidents in the history
of scholarship—say Cosimo Rosselli or the Master
of the Holy Blood, and many like them—and 1o be

" without either talent or historical interest. But 1

have made a point to try to evoke the specialness of
even rather small personalities, say Amico Aspertini
or Johannes Junge, even to the point (and here ob-
jection may begin) that they steal space from some
greater artists. Thus I may, after discussing a dozen
works by Raphael, omit the thirteenth in order to
mention one by Aspertini, even though everyone
would regard the thirteenth Raphael as more beau-
tiful and interesting than the best Aspertini. My
justification is that the bock is to assist the reader to
become his own guide, since something must be
omitted. After the twelve Raphaels, he will be able
(if the book is doing its job in the first place) to
make his own approach to the thirteenth, but would
still be in no position to make an approach to an
Aspertini, and hence I choose to give a word to the
latter despite its inferiority. The arrangement is
somewhat analogous to a map in which the names
of larger cities are printed in larger type, but not in
true proportion. “London” is shown larger than
“Stratford” but not a hundred times as large, be-
cause that would defeat the use of the map in read-
ing. | hope that in other ways what follows will serve,
in good Renaissance Florentine fashion, as a helpful
broker, making the connection between the reader’s
eves and the work of art.

C.G.
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MicHELANGELO. The Creation of Adam. 1508 12. Fresco, 9’2" - 188", Ceiling. Sistine Chapel. Vatican, Rome

*NOTE ON THE PICTURE CAPTIONS

Unle theru nd

ated, height precedes width. width precedes length or depth

Dates of black-and-white illustrations are included only when fixed by documents or other mean



1. Introduction

In all socicties works ol art are produced in rapid
succession, nearly always echoing older ones. Skills
are taught, attitudes evolve, agreements form and
persist on the ways of making things and communi
cating statements. Quantitatively most ol the results
are simple copies of approved older objects. At the
opposite pole, the rare mutation or rebelhon may
interest us most, but even that is obviously altected
by its environment and, less obviously. by exisung
works. This is why it 1s so absurdhy hard to begin
a history of art anywheie alier cave painting; the
temptation to keep looking back one more step is
based on the reasonable suspicion that ight will be
cast on a problem.

When we speak of the art of the Renaissance,

the very fact that we name a period nmplies an
opinion that alarge mutation ocainrred. How should
it be dehnedr The onh true defimition of Renais
sance art is all the works made in the period. The
vast number of lesser instances omitted from this
book would madify the whole effect but only w a
small extent. The book is the defimton. But a
desire remains to have the dehnitnon given an
expliat formulation, even it merely as a guide
through the series of works. The easiest and mosi
accurate approach to this iy negative, by noticing
the contrast between art m the Renaissance and
art earher and later. And such a contrast can be
seen most cearly and indisputably it we choose
works from the middle of the Renaissance 1ather
than seek traces ot new qualities at the time of ity
birth, or ot sterile ones at the time of its death
It is acceptable that Leonardo’s Mona Lisa
(see hg. 1g97) and Michelangelo's Creation of ddam
(fig. 1) are not hike typical works ot the preceding
Middle Ages, the sculptures of Chartres or the
mosatcs of Monrealte (colorplate 1) All fomr wish
to state something believed by referring o dinngs
n the world that have been seen betore. But in the
Middle Ages the concept believed plavs a stronger
. role, so that the qualities of the things in the world

can be treely altered to help in expounding at. For
example, human beings can be shown near each
other in very different sizes. which is ditferent from
our experience but effectively states the claim that
one is more mmportant than the other. The Ren-
aissance does not permit such violations ol outside
rveality; at most, 1t uses a convention agreed on ast
being true to it. kither the artists must report just
what thev see, as in portraits (it is typical thar the
Middle Ages pracucally excluded portraits). or,
when they present an invisible subject, suc has God
creating man, they are required to find a means
that assimilates the theme to standards ot visual
truth. The event s then shown just as actors, even
in the Middle Ages, might pertorm it in a pageant.

Although the principle is hdelity to the visible
world, the examples given were human, and that
is again basic to the Renaissance. The emphasis on
people is 1 obvious contrast with the succeeding
mutation to modern art (from the tme of tmpres-
stonism, say), in which both hdehiy to the visible
world and the human being lose value. Somerimes
the concern ot 1the Renaissaiice with human beings
15 overstated. when 1t 1y labeled individualism.
ludividual people, in portrains, are typical Renais-
sauce images, but always secondary in the period
o others. The chiet sort of image 1» of a small group
ot people, shown allecting each other psychologi-
cally at an mstant of tnme, hike a tableau ot a chimac
tic moment ta play. Fhis kind of pamting received
the label “story™ ar the very beginming ol the Ren
aimsance, and was dehined as the most important that
a pamter could do. Later, types ot themes were codi:
fied and ranked, and “stories” were given first
place.

A coroHary is that, paiallet o the dominant
status of Gothte architeciure i controlhng other
visual arts, and again parallel 1o the modern tend-
enay tor all the arts 1o "aspire to the condition of
music” (as Walter Pater said inan essav on the Ren-
disance written at the time of lmpressionism),

15



we may think of the arts of the Renaissance affected
by the conditions natural to the drama, We might
also notice that, very much unlike the Middle Ages
and the nineteenth century, literature in the High
Renaissance and the Baroque in Europe makes
the drama its greatest vehicle. But before that hap-
pens the dramatic imagery of human situations 1s
central to the greatest painting and sculpture, just
as the device of perspective sets up a stagelike en-
vironment for human events in painting first and
in the drama later.

A second corollary might be that in the Ren-
aissance the lead in the visual arts changes from
architecture, where it had certainly been before, to
painting, where, if in any single place, we would
have to locate it in the later age. It seems character-
istic that many Renaissance painters and sculptors
receive architectural commissions, and not the re-
verse. But it may be better to think not of a shift
from one medium to another but of a decline in the
value given to all-embracing svstems and organiza-
tions. There is no Renaissance equivalent for the
Summa Theologica® (or the Encyclopaedia Britan-
nica), but there is a breakup of the Holy Roman
Empire, of the universal Catholic Church, and of
the international monopoly of the Latin language
into more modest, limited-application tools. Con-
versely new Renaissance concerns—national states
matching language areas, exploration of the nou-
Europeanworld, bankingandaccounting—typically
failed to produce matching theoretical formula-
tions of the kind so common soon after 1 the seven-
teenth century, the great age for philosophi(’al and
scientific systems in our culture. The greatest in-
tellectuals of the Renaissance are excited about
problems of observation and experience—in nature
(Leonardo da Vinci), politics (Machiavelli), social
behavior (Castiglione), ethics (Erasmus), contem-
porary history (Guicciardini)—which they organize
either not at all or into small schemes for immediate
purposes. Coming back to images, we might surmise
that even the rejection of the medieval classification
of people by sizes, along with the rejection of the
feudal system, is part of such a tendency. Today
when we praise someone as a “Renaissance man,
we have in mind his versatile command of skills
or knowledge, and imply that it is not unified.

The career of the Renaissance artist shows a

changed relation to his public. Today there is wide-
spread understanding of the status of medieval art-

16

ists, skilled craftsmen who might command respect
for their mastery of the specialty, with an estab-
lished and secure social position but neither rank-
ing high nor expected to express their personalities;
the most successful might be compared to dentists or
instrumental musicians today. We are also familiar
with the nineteenth-century artist, a bohemian out-
side social networks yet often a celebrity. The posi-
tion of the Renaissance artist, less well known and
sometimes by default assimilated to one of the oth-
ers, is distinct, and, halfway between, combines the
more advantageous aspects of both. He is a celebrity
within society, and is comparable to the trial lawyer
or architect today, a professional sought out by usu-
ally rich clients to serve their ends by articulating
his own personality. He is often the more famous
the more he has idiosyncrasies, but his imagination
genuinely is used to help the client. Today we would
not expect the lawyer to “express himself” in a case,
nor, usually, the architect, and the Renaissance art-
ist likewise was entirely committed to his society;
an outsider’s standpoint would not have occurred to
him. A Renaissance work such as the Sistine Ceiling
is a mirror of its time (like Chartres), but one pre-
sented by a powerful personality (like Picasso); or
we may turn this around and say it is the statement
of a shared ideology (unlike Picasso’s) made by a
celebrity (unlike Chartres). We may be suspicious
of an arust who is committed to his social structure
and works more for his patron’s interest than for
himself, but we are inconsistent in this; we do not
raise such a question with the lawyer, and indeed
would resent him if he did anything else. To accept
this motivation in Renaissance art is easier if we
avoid an unhistorical universalizing of our own hab-
its for other ages, in the way that anthropology has
taught us not to apply our attitudes to other civiliza-
tions of the present.

Western history is usually divided for conven-
rence into ancient, medieval, and modern, but
Western art history into ancient, medieval, Renais-
sance-Baroque, and modern. This apparently wrivial
difference allows us to deduce that Renaissance art
coincides with early modern history. Thus Renais-
sance art, which today is superseded, begins along
with the beginning of social patterns that are still
quite ordinary and 1aken for granted, such as the
dominance of the city, capitalist economics, and
the nation-state. This correlation between a past
art and a surviving culture is confirmed by the well-



known dissociation between modern art and our
society. The surviving social arrangements can be
helpfully correlated with qualities in Renaissance
art such as visual realismi, human emphasis, and
the key role of small social groups.

Such general connections are in part stimulat-
ing but in part quite arbitrary, and their difficulty
is illustrated by the awkward position of the Ba-
roque. Some of the preceding comments have im-
plied that the important mutations occurred at the
end of the Middle Ages and then at the beginning
of modern art. In such a case, Baroque would be
reduced to a subdivision of the Renaissance, and
this approach has sometimes been used by art his-
torians, though decreasingly by recent ones. It is
true thar some of the Renaissance innovations that
seemed to define it best live on, scarcely modified,
in the Baroque age. The modifications occur on
a narrow level, in devices of style, like those
made famous since 1890 by the art historian Hein-
rich Wolfflin's principles of Renaissance and Ba-
roque painting, such qualities as relatively smooth
or sketchy brushwork, resolved or continuing ac-
tion, surface or depth emphasis. And on a broader
level, at the same time, major social changes take
place, the climax of absolutism symbolized by Louis
XIV and Versailles and the climax of philosophic
and scientific theory already mentioned. If we relate
these great changes in people’s lives and ideas with
the relatively slight changes in the character of the
visual arts, we might infer that the Baroque age was
giving the arts less of a role in articulating its sense
of life than the Renaissance had done. Such a hy-

pothesis would certainly be challenged, but it sug-
gests the nature of the problem.

The Renaissance begins at quite different
times in various places, and in the same place it may
begin sooner in one art than in another. It was vir-
tually over in Italy when it became established in
England. Where it was born, in lualy, it was built
up through strange explosions and obscure modula-
tions even while artists accepted older postulates.
Where it arrives mature, as an import, it may collide
discordantly with local ways or reach compromise
accommodations that would puzzle its creators. It
may be that a mutation in culture is likely to happen
in a place where the old culture had never been at
its strongest. Where the Middle Ages were greatest,
in Byzantium and in France, the Renaissance either
never came or came late and remained thin; French
and Byzaniine artists naturally continued to feel
that the different ways were no improvement. On
the other hand, it has to be admitted that the Mid-
dle Ages were provincial in [taly, however meaning-
ful then and now to a local public, and however
many talented individuals were at work. To look at
the Romanesque in Lombardy and then in Burgun-
dy is to accept this. And in the odd ways in which
medieval ltalianart hasspecial powers, we may some-
times with hindsight see that irregularities were
involved that were helpful in nurturing the Renais-
sance. An easy instance of this is the fact that, among
all the schools of Romanesque sculpture, only in
Italy are the chief monuments vsually signed by
their artists and rarely anonymous. This takes us
to the [talian towns, and their adornment.



2. The Liberation of the Painting

A painting is nearly always a portable rectangular
object; the point seems to us 0o obvious 1o niention.
Butsuch objects played a very small role in medieval
painting. A few can be found, small icons of Byzan-
tine pattern that seem to have been treated as rvare
cult objects. But if we think of medieval painting
(colorplate 1), the examples we cite often turn out
to be in other “pictorial” media, like mosaic or en-
amel, and almost always are on surfaces larger than
themselves: pages of books, small valuable objects
such as the utensils of rituals, and walls of buildings.
The same is true of sculpture, which is either archi-
tectural or, in small scale, on ivory book covers, cas-
kets,and the like. It is the Renaissance that detaches
painting and sculpture, and works with paintings

and sculptures. Of course it is attractive to think of
medieval painting and sculpture, integral parts of

larger wholes, as symbolic of the fendal hierarchy
or of other medieval wholes. The detached painting
becomes free, like the ex-serf who may now become
a capitalist.

Separate paintings become a significant vehicle
of painting at a specific place and time: in some
towns of T'uscany, in central haly, in the thirteenth
century. Some of these same towns later become the
places where, for the first time, artists can be dis-
covered who are personalities, with biographies and
styles. And still later Florence, one of these towns,
creates the self-conscious theory of the Renaissance.
Since the works of these first artist personalities are
separate paintings, and the first Florentine works
of art are too, we seem to have here a true—if par-
tial
start. These early paintings are not actually Renais-
sance works, but an odd mutation within the Middle
Ages—minar for all medieval purposes, but impor-

beginning, a context where it is plausible to

tant for the tuture Renaissance. Within this context,
the first to use paintings as its vehicle, the first paint-
ings are not rectangular, as paintings later became
(appavently because this shape is neutral, the shape
most nearly avoiding any significance). Their out-
lines at first are ¢ omplex, which seems to fit in with
the fact that these paintings are only one step away
from being painted on larger objects. The paintings
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2. Cross No. 20. Panel, 9’9" x 7'8".
Museo di S. Martino, Pisa

are still executed on a carpentered structure with
its own character, but now carpentry and painting
coincide in size: the most frequent objects are cru-
cifixes. These of course existed before, often as small
bronze sculptures. Now over-lifesize painted cruci-
fixes appear in Tuscan churches; a hundred or so
survive from the thirteenth century, and one or two
from the twelfth (suggesting that, like many new
things in history, this was an emphasis upon what
had long been a possible choice).

The paintings are in a style provincially de-
rived from Byzantium, the great power to the East.
As copies, they enhance the Byzantine tendency 1o
work in formulas for everything. eyes, hair, rib cage,
or toes. The purpose is not to render a body, but,



3. Lamentation, from Cross ]

like other religious icons, to induce worship. A set
of symbols is learned by an apprentice who is suc-
cessful when he repeats his mastex (like an appren-
tice electrician today), and it communicates without
resembling—like words, the most commonplace
of symbols.

A series of crosses painted in Pisa in the early
thirteenth century includes one of the most beauti-
ful (fig. 2). The anonymous painter's unusual finesse
seermns to fit his having painted not directly on the
wood, as usual, but an parchment, the standard sur-
face for illustrations in books. This prepares us for
the expressive strength in the sweeps and curved
sithouettes of the small mourning figures (fig. 3),
but not perhaps for the similar power in the large
Christ, with zigzag patterns in large body elements
as well as small folds. The bent head and closed
eyes, in contrast to the upright head and open eyes
of most painted crucifixes of the period, suggest that
the connection between rhythmic pattern and hu-
man pathos is purposeful.

In nearby Lucca, Bonaventura Berlinghieri,
whose father had also been a painter, executed in
1245 the remarkable altarpiece of Saint Francis and
scenes from his life (fig. 1). Thesaint (1182-1226) had
accomplished an exceptional infusion into the es
tablished Church of an evangelical poverty, more

commonly the interest of heretical groups. 1 he or
der he founded felt conunuous stress between his
ascetic image and its growing institutionalization,
and that may be evoked in this altarpiece, with its
medieval hierarchy of parts expiessing the relative
importance of areas within the totality, while yet
the central figure speaks through its stylized forms
of tense asceticism. ‘The smaller parts are scenes of
the drama of his life, as those on crucifixes are ot
Christ's life. Painted altarpieces were soon to be-
Ccowe more common than ¢r ucifixes, enunn‘.«g('d by
a change in the rules of the Mass. Priests earlier
had faced congregations from behind the altar, but
now everyone faced the alar. T'his stimulated the
placing of an object of reverence on the alear, and
in the next century church law required that eac h
altar <arry an identification of the saint to whom
it was consecrated. An image was the readiest way
of mecting this need.

Both the Saint Francis altarpiece and the Pisa
Cross communicate by varying the sizes of the parts
1 classify degrees of importance—a device that 10
us seems odd, though we have it in other visual con-
texts such as newspaper headlines, where we, as the

4. BoNAVENTURA BERLINGHIERL Altarpiece of
St. Francis. 1235. Panel, 60" % 46

S. Francesco, Pescia



Middle Ages did, use design to transmit social in-
formation. Therefore in realistic images of the Ren-
aissance the range of information is much reduced,
while within the narrower span the accuracy rises.

A tell-tale modification appears in an artist of
Pisa in the next generation, Giunta Pisano (docs.
1229-1255), whose crucifixes do away with the small
narrative compartments. The panel shape remains
the same, and the area now free is given to the side-
ways writhing motion of Christ’s body (hg. 5). The
negative suppression of systematic divisions of the
painting coincides with the positive enhancement
of expressiveness in the physical body. The eyes are
closed and the focus is on the expressive line pat-
tern in the face, with the exaggerated lids. The only
other people are Mary and ]ohn, persons suitably
present at the Crucifixion and both painted on a
scale closer to Christ’s, though they remain by con-

5. Grunta Pisano. Cross. 1250
Panel, 10'3" ¥ 93",
S. Domenico, Bologna
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vention (and by the necessities of carpentry) at the
ends of the crossbars. Thus Giunta insists in several
ways that we must be shown only what we could
see at one time, abolishing elements whose inter-
relationship is through meaning.

All this seems suitable in a man who might be
called the first known artist in history, in that we
can see several of his works and that we know some-
thing of his biography as well, specifically that he
traveled away from Pisa to work elsewhere—to
Assisi, which was a place of pilgrimage after Saint
Francis® death, and to Bologna over the mountains
in north Ialy. (Earlier we have no more than a
name signed to a work, perhaps with a date, and
sometimes a second work with the same signature.)
Physical existence seems to be asserted in both his
life and his paintings, but the crucifixes are still
variations within the Byzantine formulas of style.



3. Nicola Pisano

A generation later Pisa welcomed an artist who
could develop these potentials much further, be-
cause he commanded remarkably varied vehicles
of style. The sculptor Nicola Pisano (docs. 1258-
1278) came from southeastern ltaly, but it is only
after his arrival in Pisa that we know him. The first
of his complex projects is the marble pulpit for the
Baptistery (1259; fig. 6). Both in Tuscany and south
ltaly pulpits had traditionally been among the ob-
jects on which sculpture was applied. In Nicola’s
work the energy of the figures and the decreased
weight of the frames make his scenes no longer sub-
ordinate elements rigidly enclosed, but of equal
importance with the entire object. He was stimulat-
ed by the figure carving of other traditions, con-
spicuously the ancient Roman tomb reliefs visible
in Pisa in some quantity. He absorbed the ancient
sculptors’ technique and their control of organic
mobile forms of the body, which until then had, at
most, been literally copied in some earlier medieval
sculpture (especially in south Italy). He also adopt-
ed the relations of the figures in space typical of
these tombs, resulting in a dense packing of active
torsos against a shallow wall.

6. Nicora Pisano. Nativity, panel of pulpit.
1259. Marble, 337 % 44", Baptistery, Pisa

7. Nicora Pisano. Pulpit. 1265-68.

Marble, height 15", Cathedral, Siena

But his curiosity also led him to understand
the greatest art of his own time, High Gothic in
France. His work especially resembles the recent
sculpture on Reims Cathedral, approachable be-
cause it 100 had borrowed Roman ways of carving
folds and other devices. Yet his relationship to
Reims seems 10 be not that of a copyist, but a paral-
lel inventive jump from the Roman base. His peo-
ple move in active shifts of direction and surface
angles, as in Reims, but, held inside small reliefs,
with much closer interaction, creating incidents
of drama. The stocky figures, dense in volume, are
intense in expression. All this is more marked in
his second pulpit, for the Cathedral of nearby Siena
(1265-68; fig. 7). The figures are smaller and weave
among each other like snakes, evoking the pressures
of the Biblical epic of the lile of Christ. In their
swarming life we are no longer conscious of the slab
sides of the pulpit.

Nicola is most literally affected by France in
his last work, the large city fountain for Perugia
(finished 1278).2 In general his style might best
be labeled “ltalian High Gothic,” a parallel to the
other contemporary variations on France found in
Germany. His standing in the international art of
his age has been obscured by the traditional con-
cepts that classicism is un-Gothic, that traly has only
a “lLate Gothic,” and that Nicola is mainly interest-
ing as a trailblazer of the Renaissance. He created
a standard for sculpture in central haly, and the
major sculptors of the next generation were trained

in his shop.



4. Giovanni Pisano and Arnolfo

Nicola Pisano’s son Giovanni (docs. 1265-1314)
produced the greatest Italian Gothic sculpture, and
so may perhaps be called the greatest known Gothic
sculptor. He had the advantage of training in his
father’s busy workshop, where his personal style is
thought to have emerged, when he was about seven-
teen, in the Siena pulpit. Today it seems strange to
think of a major artist inheriting his art from his
father, though we know that such upbringing may
still be a real advantage to professionals such as ar-
chitects (e.g., Eero Saarinen?), whose relationship
to their social environment is similar to the Renais-
sance artist’s.

Only at about thirty-five, when bis father had
died, did Giovanni leave the workshop. From then
on he headed a still larger shop, producing two rich
series of lifesize statues for the outside of Siena Ca-
thedral (1287-95; fig. 8) and the Pisa Baptistery
(from 1297).* Since these are badly damaged by
weather, we have the problem (as with many other
Renaissance artists) that we know some kinds of his
work much better than other kinds. Giovanni’s
small figures and pulpits are better known, but the
ruined huge statues at Siena magnificently illustrate
his expression of tension on a scale of monumental
grandeur, a fundamental inheritance for Donatello
and Michelangelo. In all sizes they are elastic, pulled
from end to end with a stress that their faces show,
but also blockily cut, with a weightiness that makes

8. Giovasni Pisano
Sibyl, from fagade of
Siena Cathedral. c.12g0.
Marble, height 6'3”.
Museo dell'Opera del
Duomo. Siena

us take their feelings seriously. They are Gothic in
every way, with none of Nicola's classicism; the
Gothic qualities in the Siena pulpit have therefore
been interpreted as the young Giovanni’s contribu-
tion, but it seems more likely that the father pio-
neered the exploration of French methods.

Giovanni was given Sienese citizenship, and
was the overseer of all the work on the Cathedral.
The sculptor-architect combination is common—it
was all a matter of cutting stones—but though Gio-
vanni enriches the cathedral front with statues like
none other in ltaly, his method is not very architec-
tonic. The surface is frosted with carved ornament,
and the statues are hooked on like hats on a rack,
in an unexpected rhythm. The dynamic punctua-
tion is not structurally ordered. It is more so in the
pulpit for Sant’Andrea in Pistoia (finished 1301;
figs. 9, 10), using Nicola’s old Siena scheme, but the
excitement here is all in the carved scenes. Small
forceful figures act on each other, all shaped like
lengths of thick rope, swerving and intertwining.
Typical carriers of drama are stretched arms, like
the nurse’s to the water basin and Herod’s in com-
mand. Heads press forward to learn answers, like
the Virgin’s as she sits in bed. A second pulpit, in
Pisa Cathedral (1302-10; fig. 11), carries these
qualities to a shrill extreme, partly in assistants’
copying of the master's external traits, but also in his
own work. Bodies are elongated and sway like ques-
tion marks, twisted figures make their points by
scooped-out shadows, tendons are thinned down to
single lines. Yet in the large supporting figures below
the reliefs, Giovanni abruptly offers upright people
squarer in outline, as he does again in his Madonna
(fig. 12) made for the Arena Chapel frescoed by a
young artist, Giotto (see p. 29). The fumer and
milder carving may show a magnetism toward the
younger artist’s achievement, or a return to his fa-
ther’s methods, or an intended distinction between
dramas in relief and full round columnar statues.
But the variation may also be related to the com-
plaints of abuse and misunderstanding thai Giovan-
ni carved onta the Pisa pulpit itself, suggesting that
he shared the nervous stress of his works.
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13.  Arnorro pi CAmpio. Thirsting Woman.
Marble, 14" x 21" % 11",
Galleria Nazionale dell'Umbria, Perugia

Arnolfo di Cambio (docs. 1265-1300), Nicola's
other brilliant assistant, left the shop soon after the
Siena pulpit was done. Although a citizen of Flor-
ence, he lived most of his life in Rome, working
more often as an architect than Giovanni did. We
first see his sculpture clearly in two small, extraor-
dinary figures about 1280 (fig. 13). Some fragments
from a fountain in Perugia (apparently a small one
near Nicola’s big one) include people on their knees
crouching and pushing to drink, low-class images

15. ARNOLFO D1 CAMBIO.

Death of the Virgin,

from fagade of Florence Cathedral.
1300-1302. Marble, length 67" (destroyed
Formerly Kaiser Friedrich Museum,
Berlin

serving, like the marginal anecdotes in Gothic man-
uscripts, as small vivid labels for the structure. They
are unforgettable images of thirst, stretching their
necks like turtles out of their cubic bodies. They
express yearning as intensely as Giovanni does, but
not wirily. Arnolfo’s figures are architectonic, or
stonemason'’s people, and this alternative had great
meaning to younger artists. Another haunting mar-
ginal group of Arnolfo's is in his complexly built
tomb of Cardinal de Braye (d. 1282; fig. 14), where
two angels pull curtains aside and let the ends sweep
around their bodies like lassos. Action initiated by
human intelligence is interlocked with the material
it acts upon, while the two are clearly distinguished
by texture.

In 1300 (for certain, and perhaps earlier) the
elderly Arnolfo was honored by Florence by being
made the overseer for its recently begun new Ca-
thedral. What definitely survives of his work there
(apart from much debate as to how far the later
building of the Cathedral retains his plans) is again
the sculpture, much of it done under his supervision
and a few figures by his own hand (fig. 15). Angels
and holy figures with the same hulking volume
again lean forward in eager dramatic contact, a for-
mulation that became fundamental to Florentine
artists despite the obsolescent ties to architecture
that remain in all Arnolfo’s carving.

14. ARNOLFO p1 CAMBIO.

Effigy and Angels,

from tomb of Cardinal de Braye.
Marble, 32" ¥ g5".

S. Domenico, Orvieto




5. Cimabue, Cavallini, and Other Painters

The first peysonality in Florentine painting is found
at work in 1260. Coppo di Marcovaldo (docs. 1260-
1274), like Giunta Pisano before him, is still com-
pletely Byzantine in his stylistic allegiance, not at
all dlassical or Gothic like the sculptors. He is even
more affected than Giunta had been by mosaic, that
most Byzantine of media, and replaces highlights
on cloth folds by gold lines (fig. 16). This stylized
show of rich materials reminds us of craftsmanship
and of the high rank of the Virgin who wears them—
thus medieval on two levels. It also reinforces Cop-
po’s personal handwriting, which tends to thick
color in bright units, wide dark contours, and un-
derlined shadows, all assertions of bulk. Such heavy
richness appears in anonymous painters in Florence
at the same time, the masters of the Bardi Saint
Francis altarpiece® and of the Magdalene aliar-
piece.% Coppo was taken prisoner by the Sienese in
a battle in 1261, and then painted an altarpiece in
Siena, one of the two almost identical ones by him
that survive.” The leading local master there, Guido
da Siena, is known from a huge altarpiece of the
Madonna (1271)% and other works in the now very

17.  CiMABUE. Crucifixion.
Fresco, about 16'9" x 23",
Upper Church, S. Francesco,

Assisi

16. Copro Dt MarcOVALDO. Madonna. 1261.
Panel, 87 ~ 49”. S. Maria dei Servi, Siena
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18.  CiMaBUE. Cross. Panel, 14'8" ~ 12"10",
Museo dell'Opera di S. Croce. Florence
before flood damage of 1966

standard forms of the Tuscan Byvzantine painters,
given a bright and massive celebration.

The greatest personality of Florentine Byzan-
tine painting is Cimabue (docs. 1272-1303). A cru-
cifix that is probably his earliest surviving work? is
painted rather in the style of Coppo but is less con-
servative, omitting the small scenes and developing
from Giunta’s expressive movement. Although the
lines in the face are self-assured formulas, the rhyth-
micaccents of their tight pressure refer to the human
tragedy of death with a power parallel to Giovanni
Pisano’s. While Giovanni, though, developed real-
ism and expressiveness together, which seems natu
ral or even inevitable to us, Cimabue retains the old
unrealistic Byzamine vocabulary and yet gives us a
fine-tuned statement of agony. Like Bach, he exem-
plifies the phenomenon of the great artist who is
not involved with the avant garde but successfully
works what seemed a used-up mine. This is possible
where the provincial environment of his place and
time makes his public expect a traditional language.
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Cimabue’s passionate power within this archaic
vehicle is most vividly shown in his Crucifixion
fresco in Assisi (fig. 17), more in the shocked, con-
torted mourners than in the undulating Christ; the
drawn forms overstate the violent feelings with an
autonomous rhythmic order. This fresco has lost
all its color, leaving only the underpaint resembling
(as is always said) a photographic negative. It is
part of a huge cycle (1280s) in the upper part of the
two-story donble church of Saint Francis at Assisi,
amajor pilgrimage center (see fig. 73). Fresco paint-
ing in the Middle Ages had generally been a cheap
substitute for mosaics, but was now about to acquire

Its own virtues.

Cimabue’s style is better preserved in his
twelve-foot-high altarpiece of the Madonna and
Child enthroned with angels and prophets (color-
plate 2). It is appropriately majestic, but its amend-
ment of Coppo is more remarkable. Its pattern of
sharp lines, including gold ones, creates tiny units
everywhere, on the big throne and the cloth folds,
producing a very refined surface, like filigree or
cobwebs, even in the incised gold background. Per-
haps this marks the growing urbanity of an artist
in Florence within the old-fashioned methods of
drawing. It is transitional to Cimabue’s latest paint-
ing (fig. 18), a Crucifix in which line almost vanish-
es, a translucent cloth becomes a gossamer veil, and
the body is modeled with gentle modulations of
shadow. Features and pose still reflect Byzantine
layout systems, but they have been erased from the
surface painting, and we have a modeled real body.

Cimabue was certainly stimulated in this di-
rection by being aware of painting in Rome, a city
where he had been in his youth. There Pietro Caval-
lini (docs. 1273-1308) was working in two media,
mosaic and fresco, but reversed the medieval view
about their relative importance: he was basically a
fresco painter, who sometimes made mosaics that
look like frescoes. In the surviving fragments of his
Last Judgment fresco (fig. 19), the bodies are organ-
isms whose fleshy forms keep turning, supported
by a blend of light and shade with no lines. This
depends on the quality of the brush stroke, distinct
from mosaic cubes. But Cavallini’s mosaics reveal
a further range of his interest in physical reality,
that of the spatial environment, with parts of build-
ings constructed like sentry boxes to contain the
action. In all this Cavallini leaned on visible exam
ples of ancient Roman painting—actually Early



Christian painting of the fourth and fifth centuries
A.p. What we do not see in Cavallini is anything
beyond the physical truth of form and space; one is
tempted to think of him and Cimabue as the two
halves of a whole, natural forms without human
meaning and vice versa, But Cavallini’s many lost
works may have shown more, to judge from a re-
markable anonymous artist who painted the story of
Isaac, again in the upper church of Saint Francis at
Assisi (fig. 20). He follows this “Roman” way of
painting figures, with asomewhat more brittle hand-
writing but the same organic turning effect, and
similar buildings even a little more complex in
structure. Inside them the figures respond to each
other with grave, slowly moving gestures that seem
to mark off the space in rhythmic stresses and to
evoke a poignant psychological moment. A team of
painters with generally similar methods, but with
texture still a little tinnier and with jerkier gestures,
painted a little later in the same church a huge se-
ries of frescoes of Saint Francis’ life (fig. 21). This
cycle has benefited from its attractive subject and
conspicuous location to receive more admiration
than its quality would warrant. Indeed, two centu-
ries later the idea emerged that it was by Giotto,
who had actually supervised much work in the lower
story of the double church. This view is still often
stated, but now usually with two (conflicting) qual-
ifications, that it was a work of his youth and that
he assigned large parts of it to imitative assistants.

Cavallini’s effect on younger talents is clearest
in the Master of Saint Cecilia. His first work is a
part of this large cycle; he then left for independent
work in Florence, and is the only important artist
there after 1300 who is also anonymous. In the
Master’s last, most beautiful work, the Saint Marga-
ret altarpiece (fig. 22), he underlines Cavallini’s feel-
ing for the soft, dignified figure, and for lively drama
in front of little rooms, by a rich, glowing pigment
that makes his energetic little people in their thin
drapery move fluidly in a shifting air,

About 1260-80, then, a new art established
itself in the merchant towns of Tuscany and nearby.
Its vehicle is the visible and tangible truth of the
world around us, and its theme is the hhuman sit-
uation. It rejects the old vehicle ol diagrammatic
layout and the old themes of hierarchical and su
pernatural ideas which had held the emphasis in
France, Byzantium, and other centers. The correla

tion between style and society in both cases 1s not

19. PiETRO CAvALLINL Apostles,
portion of Last Judgmen!. Fresco.
height of preserved frieze about 10",
S Cecilia, Rome

20. [Isaac Blessing Facob. Fresco, 10
Upper Church, S. Francesco, Assisi




21.  The Viston of the Fiery Chariot,
from cycle of the Life of St. Francis.
Fresco, g" x 71",

Upper Church, S. Francesco, Assisi

hard to find. Merchants must be concerned about
the physical truths of materials and weight when
they buy and sell goods, and about the human qual-
ities of salesman and customer, whether clever or
honest or the opposite. With knowledge of this kind
they and their town will prosper; otherwise they
will suffer. The medieval lord, vassal, or church-
man was not anxious about such questions, for an
error would not change his life. His life depended
on his grandfather’s slot in society, and he was anx-
ious about the order of such slots; but that order
does not interest the merchant, who may be born
poor and die rich, or vice versa. The status society
has yielded to the contract society, fendal to capi-
talist economics, and soon medieval art will yield
to the Renaissance. (Of course there were some
merchants before, and some realism in Gothic art,
but both now move from a marginal to a central
role.) The mutual help of materialism and human-
ism in this time contrasts with our frequent con-
cept of their mutual antagonism, and might make
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this period a valuable study for students of social
problems.

Merchant towns appeared in Flanders, Lom-
bardy, and Tuscany; why, then, did the new art
appear in Tuscany only? Perhaps it required, to be
realized, the suggestion of ancient Romanart, which
in fact was important to the first sculptor and the
first painter in the new fashion, Nicola Pisano and
Pietro Cavallini, in Pisa and in Rome. These ma-
terials were not available elsewhere. If we ask fur-
ther why the new art soon found different centers,
in Florence and Siena, we should notice a striking
concidence: these cities were also the banking cen-
ters; Florence in 1252 issued a gold coin which
created the gold standard basic to international
trade for the next seven centuries; Siena reaped ad-
vantages from her silver mines. The Sienese at first,
and the Florentines for much longer, did the bank-
ing work of the papacy, the largest international
econontic activity of the period. It is common to
speak of “three generations to culture,” from the
business pioneer to his grandson the rich dilettante,
and there might be an analogy from the manufac-
turer to the banker, calling the latter a more so-
phisticated patron. However that may be, certainly
Siena (around 1300) and Florence (in the early
fourteenth century and then in the fifteenth) led
the world simultaneously in just two activities,
banking and the visual arts.

22.  MasTer of ST. CECILIA. Martyrdom of St.
Margoret, scene on St. Margarer Altarpiece.
Panel, 12”7 x 16”. S. Margherita a Montici
‘near Florence



6. Gilotto

The Florentines, besides their other areas of leader-
ship, dominated the early writing of art history.
That is one reason why Giotto (docs. 1300-d. 1337)
has been viewed as the first artist, or, more modestly,
as the first painter, to leave Byzantine formulas for
reality. But the larger reason is that he was the
greatest artist who had yet done so. (The idea that
Giotto began it all has also supported the view that
he painted the Assisi frescoes of Saint Francis, where
the new style makes one of its earliest appearances.)
Giotio's close contemporary, the Florentine poet
Dante, alludes to him in the Divine Comedy, saying
that he had displaced Cimabue in public reputa-
tion. This is the first record of the concept of fashion
in art, and the remark itself assisted the fame of
Giotto further. Giotto's reputation led him to do
work in many other cities, and we can see it best
preserved far from home, in Padua, near Venice.
There he painted for Enrico Scrovegni, son of arich
banker, a semiprivale chapel (consecrated 1305)
known as the Arena Chapel. Its frescoes are a nar-
rative of the lives of Christ, His mother Mary, and
her parents Joa(him and Anna. The latter, a novel
choice, suggests the bourgeois sense ot a family group
with the grandparents, as against a feudal interest
in a family tree of noble lineage.

Detailed observation of a few scenes may
suggest Giotto’s remarkable qualities. The pious
Joachim, who has been excluded from the temple
because, a childless man, he is thought to be cursed
by God, arrives in the second scene at a pasture
where he is greeted by shepherds, his employees
(fig. 23). He walks in from the left (many of the
scenes exploit the left-right movement of our eyes),
and the shepherds are surprised. The moment has
no theological importance, but vivid hnman senti-
ment. Joachim’s body seems massive because his
plain cloak is putled about him, with a few taut
folds but no subdivisions. Giotto works on the sense
of weight more simply and effectively than almost
any other artist: indeed, if, after looking at such a
figure, one turns one’s eves to a real person, Giotto's
will seem weightier because the usual distractions
of details are wiped out. ‘I he sln-phcrds, whose

23.  Giotro. Joachim and the Shepherds
Fresco, 6'6” 6. Arena Chapel, Padua

24. GiotTo. Lamentation.
Fresco, 66" < 6
Arena Chapel, Padua
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forms are more cut up, seem to weigh less. Thus
weight is a device to signify importance, replacing
the use of size in the Middle Ages. Indeed, our
word “weighty” means “importani.” Joachim’s
weight is built up through his body and seems to be
released in his bent head, where his feelings are
shown, so that his sadness appeals to us as significant
and the material facts of weight and human feeling
have a particularly tight interrelationship. Weight
is not shown for its own sake (it is slight in the shep-
herds), but to convey emotion. Joachim does not
necessarily have the higher rank, but he is the pro-
tagonist in the scene.

‘This is a scene in a drama, a tableau as of one
moment on a stage. This is why often in Giotto
there is not one chief figure, but the center of the
work is in the interrelationship among two figures
or groups. The Joachim scene shows something of
this, and a classic example is the Kiss of Judas (col-
orplate 3). The two colliding faces and the empha-
sized gesture of the enfolding arm, reaching along
stretched folds from the massive cloak, make a sol-
emn instant very graphic. Materialism, which in
the figures is so strong a means to a nonmaterial
end, 1s less marked in the land»mpe backgrounds.
The Joachim and the Lamentation (fig. 24) show
a double standard in this vespect. It disturbs us,
since our eyes expect equal realism or abstraction
throughout a visual field, yet we do not maintain
this convention in the theater, where we see real
actors against a stylized backdrop. Joachim’s rocky
wall is such a backdrop, and the three larger trees
on it clearly relate o the three large foregound
forms (Joachim, shepherds, hut). Ir the Lamenta-
tion, the diagonal outline of the hill points to, or
from, the central group of Mary and Christ
two faces are the focus, the figures as they

25. Giorro.  Madonna and Child Enthroned with
Angels. Panel, 10'8" ~ 6’8", Ufhizi Gallery,
Florence

from them are less weighted, more subdivided, and
less important and solemn. The two extraordinary
boulder-like figures seen from the back tell us of
their despair by the degree of sag in their simple
contours.

Of Giotto's panel paintings the most impor-
tant is a large altavpiece of the Madonna (fig. 25),
of the same type as Cimabue’s (see colorplate 2).
I'his Child, though, is not a symbolic giver of bless-
ings, but must stretch his arm out like Giovanni
Pisano's Herod (see hg. g). Giotto absorbed Cima-
bue’s sensitivity to heroic passion, and Giovanni
Pisano’s similar control of tense emotions, along
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26. Giorro. The Miraculous Appearance of St. Francis to the Monks at Arles. Fresco, 112" % 149", Bardi Chapel,

S. Croce, Florence

with Cavallini’s very different expertness in paiut
ing modeled forms. But his truest predecessor is Ar-
nolfo di Cambio, whose thirsting woman (hg. 13)
comes closest to Giotto's sense for the essential hu
man circumstance made meaningful by weighty
form. To be sure, Arnolfo has a stonec utter's clum-
siness in interrelating figures if we compare him
with Giotto'’s orchestrations of groups and scenes
But their common concern foretells the permancent
essence of Florentine art. (And Arnolfo legally was
a Florentine, born in a village under Florentine
rule, though he worked mainly in Rome.)

Giotto’s people are classics because they state
their specific point with the most basic simplicity,
telling us at once what it is and that it is worth no
tice. All other artists, whatever other advantages
they may have, seem elaborate beside him; the sim-
plest figure by Caravaggio or a cubist Picasso is

much more elaborate. Yet this applies mainly to the
Arena Chapel. Like all great artists, Giotto was un-
satisfied with what he had done, and his later work
adds complexity, especially in the environment. In
two frescoed chapels (for great banking families) in
Florence, in the Franciscan church of Santa Croc @&
Giotto pushes his people through the doors and
windows and screens of firmly bolted spaces (fig 26).
I'hey lose the intense finality of a universe w here
l)L'()p]L‘ are the anly forces, to gain a more relaxed
interplay with the force of the world upon them.
I'he directions in which people look, move, o1 turn
become the vehicles in which they express their
drama, restricted by the modest capacity permitted
by the enclosed space and the softening air. This
art of many potential variations, rather than his
early strong aud few statements, is Giotto's bequest
to his successors.



7. Giotto’s Pupils

In Giotto’s old age, in 1434, the overseers of Flor-
ence Cathedral put him in charge of building activ-
ity, simply because he was the most famous artist of
the city. His enormous prestige is also apparent in
his effect on younger painters, whoall imitated him,
but who each developed a small specialty within
Giotto's general procedures.

Of these Bernardo Daddi (docs. 1328-1348)
is most accessible to us, since relatively many of his
works survive and have been long studied. His Ma-
donna images range from large church altarpieces
tosmall panels for citizens’ pravers. His type of Mary
is well cushioned and pleasant, with a smile and a
head bent toward the Child (fig. 27). The forms are
built up with the softened weight we would expect,
but the suave grace involves an emphasis on curving
line that departs from Giotto and reflects another
tradition, as we shall see. In small scale his figures
have a sharp bright presence as they turn before
tapestried thrones. This is most true of his earlier
work; later it stiffens into a dry routine.

The Florentine public, who (starting with
Dante) made critical judgments of their painters,
rated Daddi less highly than three other disciples
of Giotto. The works of one of these, Stefano, are all
lost. No doubt some of the finer anonymous paint-

28. Tappeo Gappi. The Annunciation to the
Shepherds. 1332-38. Fresco, 7'5" 48",
Baroncelli Chapel, S. Croce, Florence

BerxarDO Dapot. Madonna and Child with g
Goldfinch. Panel, 32 1/4" x 21 1/4". Berenson
Collection, Villa I Tatti, Florence

reproduced by permission of the President

and Fellows of Harvard College
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OLORPLATE 3.  Maso, 87, 8 ter Restoring to Luife the Victims of a Dragon. 1335 35
Fresco, 8’3 1’3", Bardi di Vernio Chapel. S Croce. Florence



ings in existence from this stvhistic context are his,
and several theories on this point have been offered.
The second, Taddeo Gaddi (docs. 1331=d. 1566),
assisted Giouto faithtully for years, but in the 13308
he was also active on his own account in a number
of complex narratve sets ol frescoes and panels.
These and his Madonnas tend o have a wooden,
blocky eftect, with suffly hinged angular features
and limbs, suggesting his devotion 1o Giotto's prin:
ciples with limited fluency. He lifts some of his large
compositions from his master’s, only adding orna
mental details to enliven them. But he is more fasci-
nating in another novelty, night scenes with sudden
supernatural light effects (hg. 28). Egg-yolk-colored
glowing ground bursts out of darkness and models
the figures half black. hall yellow. Stimulated by
Giotto’s exploration of environment and air in bis
later years, this 1v Taddeo's original controlled
vision.

The pupil who has left us the most brifnant

8. Ducclio

In the early fourteenth century the two greatest
centers of painung in the Western world were Flor
ence and Siena, neighbors and rivals in the same
region, l'uscany. Siena seems more medieval: it iy
on a hilltop, and owed its early growth 1o being a
safe refuge in times of wars fought before theye was
artiltery, like many other hill towns. Florence, like
all great modern cities, is on water. Siena had long
adhered to the Ghibelline party, supporting the
feudal structure of the Holy Roman Empire, while
Florence had always been Guelph, in theory sup
porting the pope, but in practice the local autonom
of town commerce. Siena’s great Cathedral sculp-
ture by Giovanni Pisano alludes to Gothic France,
while Florence’s, by Arnolfo di Cambio, foretells
future tastes in imagery (see figs. 8, 15). Siena was
now losing out in the rivalry and adopting Guel-
phism, and had been deprived of its papal banking
business even before its greatest inancial hrm failed
in 130q. Yet it was still energetic enough to produce
remarkable painting and, as rivals often do, to con-

works was Maso (docs. 1341-1316), though they are
lew. His masterpiece is a scene in a fresco cycle
painted in another family chapel in the Franciscan
church, Santa Croce (colorplate g). It is a legend of
Saint Sylvestes, the pope who converted the Roman
emperor Constantine, and it represents Rome as a
city of ruins, as it looked in Maso’s ume. A series of
walls appears like flat screens in broad high-keyed
color fields, the farther ones visible behind the con-
veniently damaged nearer ones. This goes beyond
Giotto's exploration of environment, since one can
conceive of these buildings as being there without
people, while in Giotto's scenes buildings always
derive their form from the people they contain,
like a mold. Maso’s people remain thick and cubic,
but their creamy planes of faces and strict lines seem
w enclose a smoldering gleam, as if pressures were
being held in, and this justihes their imposing
breadth. Maso thinks only of the same problems as
Giotto, but arrives at some additional answers.

duct intimate exchanges of resources with tlorence.
including commissions for artists.

Thus Duccio (docs. 1278-1311), the great
figure who determined the special chavacter of Si-
enese painting, is first seen in an alta piece painted
for Florence (1285; hg. 29). This grand Madonna
is of the same type as Cimabue's (see colovplate 2),
and both take Byzantine shapes to be the norm. But
Duccio, who was younger, departs from them more
positively. The throne in Cimabue’s is something
ol a chagram, signifving Mary's vank, and then at
the bottom reworking ttself into a frame for the
prophets; Duccio’s is a fairly plausible object of
carpentry, with its simple-minded receding diago-
nals. Duccio’s angels ¢ling to the throne with both
hands; thenn bodies are not exclusively crystallized
rhythms of homage. ['he abstract gold folds are now
restricted to the Christ Child, and the Madonna's
golden hem is a line that runs down in a twining
flow with calculated irregularity, evoking three-
dimensional projection and 1ecession wo. The

8



30. Duccio

Recetving the T
from the Maesta. 13
Museo dell'Opera del Duomo, Siena

Angels. 1285. Panel, 149" < ¢'6". Uffizi
Gallery, Florence

elegant rhinthms of line, mportant i these borders
and i the angels, are Duccio’s most famous specialty
and show the stimulus of Giovanni Pisano, but here
they become more beautitully ornamental and less
classically volumetric, so that they suggest the “Late
Gothic” of northern Europe. This is most obvious

in the Madonna with the Three Franciscans,' tiny
like an enamel vehiquary. There the gold hem winds

31.  Duccto. The Calling of Peter and Andreuw.,

down to the passionate prostrated monks, in lront from the Marsta. 1308-11. Panel, 17" - 18
National Gallery of Art, Washington, D.(

ol a flat patterned wall that resembles French man )
Samuel H. Kress Collection

uscript illumination.
Ducao’s Maesta  (1508=11)—the  Madonna
surrounded by a court of saints—was the widest

panel painting until then. made to be placed on



the high altar ol Siena Cathedral.'? Linear 1ehne
ment of folded loops and twisting hgures, on a mon
umental scale, restates religious function in the
terms of aristocratic pageantry. Fhe work is even
more overwhelming because its back surtace and
both sides ot the haseboard underneath (the pre
della) were covered by an immense series of panels,
more than forty, of the lives of Marv and Christ
(figs. 30, g1). These explore the powers of space as
a vehicle of drama with a succession ol iventions
that outdistance Gioito. Duccio’s spatial puisuits
here, as in his Florence Madonna, are more surpris-
ing than the linear vhythms that are in tension with
them. When Judas receives the thirty pieces of
silver (fig. go), the point where the hands meet to
hand over the money is marked by their cupping
lines, but also by stone arches that shoot up like a
fountain. and cover a porch which establishes an

extra range ol depth, quite unoccupied by the ac
ton. When Christ and the disciples come 1o the
gate of Emmaus, the path which their next steps
will take is maiked for us like a tannel. Most fan
tastically, in the Denal of Peter,'3 the maid who
casually asks Peter the dicaded question rests her
hand on the rail of a stair up which she will walk
the next minute. These scoopings into depth are
unprecedented, and always work to accentuate the
drama. even though they are probably not as close
1o the heart ol Duccio’s method as the purely linear
drama. We see 1ts ¢ h(urugmphv when, inthe /hree
Marys at the Tomb,"* the hands lift in three varia-
tions on the theme of shock, or in the swiveling
bodies of the Calling of Peter and Andrew (fig. g1
as they swing ninety degrees from their fishnets to
Christ. & composition just slightly revised from an
old Byzantine formula.

9. Sculptors of the Early Fourteenth Century

In the generations after the formidable pioneers,
Nicola and Giovanni Pisano and Arnolto, there is a
drastic decline in the role of sculptors. And
shortly after 1500 the finest ones seem to be be-
mused by the influence ol Duccio or ol Giotio.
The bronze statues and marble rehiets on the
front of the Cathedral of Orvieto, a small town south-
east of Siena, are connected with two mysterious
names. A Sienese sculptor named Ramo di Paganello

(docs. from 1281) was working there from )8 to

about 1310; no certain works of his are preserved
anywhere, but he was described as an equal rival of
Giovanni Pisano in Siena, and he mav have maveled
in France. Then in 1310-30 the Sienese architect
Lorenzo Maitani (docs. 1302=d. 1530) was in charge
of work on the Cathedral. The sculpture on the flat
panels of the facade (fig. 32) is extiemely sophisticat-
ed, suggesting at fust a dancing calligraphy, vet,
closer up, full of soft textures of llesh and even of
leaves. It is a late decorative version of the classical
Gothic of Notre-Dame in Paris and even Reims,
making the rough stiength of Giovanni and Arnollo

32, “Lorexzo Mammast.” Da
portion of Last 0.

ent fagade relief.

al. Orvieto

Marble, about 36" % 54", Cathed
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33.  Tivo b1 CaMaINo

Tomb of Emperor Henry VII. 1315

Marble, height of central figure 717,

others about 6o”. Campo Santo, Pisa

34- Tivo b1 Camano
Bishop Orso of Florence, from his tomb. 13
Marble, height 52", Cathedral, Florence

look ungainly. All this suggests Ramo di Paganello,
but the carving was evidently done during Maitani's
time, and perhaps he or a collaborating sculptor
worked in a style that Ramo had established; the
work is now usually labeled “Maitani.” It is most
remarkable i the drawn reliefs of the Last Judg-
ment, where the cutting line stretches the bodies
tight, like a Giovanni Pisano transferred to a deco-
rative surface.

Tino di Camaino (docs. 1312-1337) has a
clearer personality. A Sienese apprentice ol Gio-
vanni Pisano’s, he succeeded to some of his master's
Pisan honors, and so produced the elaborate tomb
of Emperor Henry VI1 (1315; hg. 33), Pisa's guest,
the last Ghibelline hope and much admired by Dan-
te. The arrangement of the main part, enthroned
emperor between standing counselars, is analogons
to a Maesta (or vice versa), but surprisingly the cary-
ing is less like Giovanni's than like Arnolfo’s. The
emperor is a trunk, enlivened by wrapped folds, and
the counselors are the tough cubes, articulated with
diagonal incisions 10 mark their gestures, which
become Tino’s hallmark, ofaninsistent antigraceful-
ness. Back in Siena (1317-18) he carved for a ca
dinal the first of a long series of manv-storied
tombs, 15 elaborations of Arnolfo’s type, which he
produced with astonishing speed in a few months
each. Moving on, he reached his peak of achieve-
ment during a brief stav in Florence. The tomb
figure of the powerful Bishop Orso (13215 fig. 34) 1s
shown in an original motif, as if sitting asleep, con-
centrated in bulk like a bear, his big head flopped
over. Another fragment, a cubic but heavily active
allegory of Charity with two childien, is equally pow-
erful. Tino was obviously finding in Giotto an ex-
citing reinforcement for his previous love of mas-
sive plainness. In 1324, now the most reputed living
sculptor, he settled in Naples, where he worked as
an architect, but chiefly on a series of tower-like
tombs for the prolific roval family, up to his own
death.

Andrea da Pontedera (docs. 1330-d. 1348/49).
called 1n Florence Andrea Pisano, i1s fust known
when he arrives there to execute the great bronze
doors for the eleventhcentury Baptistery.'® He
modeled and chased them, 1ehying technically on
the prototype of the medieval bronze doors of Pisa
Cathedral, but a specialized craltsman did the cast-
ing. The panels of stories of John the Baptist copy

older compositions with a cool expertness of mod-



eled Fform that is completely Giottesque in its serl
ous sense of the body but diluted with graceful
Gothic line. Andrea then succeeded Giotio as head
of the Cathedral works, and for its Bell Tower
carved a set of panels symbolizing the arts, indus
wies. and other allegories, graphically individuated
(fig. 35). Tvpically, it is debatable whether he used
designs left by Giotto for the purpose; it is also typi
cal that such reliefs should be the most important
sculpture at the time.

35.  ANDREA Pisano.

The Art of Seamanship. Marhle. height 30

Bell Tower. Cathedral, Florence

10. Simone Martini

Duccio was older than Giotto, and did not exhaust
his own new methods. Hence the next generation
of painters in Siena had more leeway than in Flor
ence, and was far more varied in stiong personal-
ities. Simore Martini (docs. 1315-d.1344) hrst
appears with his Maesta (1315 hg. 36), as large as
Duccio’s but less surprising since it is fres oed on a
wall. It ariticizes Duccio’s very recent work by wip
ing out its Byzantine turns of phrase. Mary is sep-
arated off from her courtiers by dehicate Late Gothic
wacery. Ducdo’s lovely thin meanders of line and
his spatial probing appeai in the crowds of saints,
but most strikingly in the marquee above, with its
long-and-short rhythms. Sienese painting now scems
possible to define by line and depth in terms ol
wiry structures  winding through  space. This
Maesta is not in a church but in the assembly
room of the city hall, and its inscripion savs
that Mary loves Heaven no more than she does a
man of good counsel. The context secims typic al of
the strongly political quality of Sienese painting at
this time and of Simone in particular; it also svin-

bolizes a tendency for themes 1o be as veligious as

ever but less connected with the Church. (When
historians first noticed the Renaissance withdrawal
from a churchly culture. they overdrew the ideaofa
“pagan Renaissan e.” and some recently have react
ed too far back again.)

Simone worked much of the time far from
Siena, aud for King Robert ol Naples (Tino di
Camaino’s patron) he produc ed a political master
piece (fig. 37). Robert wasayoungerson whose claim
to the throne depended on the renunciation of an
older brother. Louis. who had joined the Church;
when he died, Robert successfully urged the pope to
declare 1.ouis a saint, Simone painted him in an al

tarpiece, enthroned, rec civing a heavenly crownand
handing an earthly one to the kneeling Robert. The
two crowns are incised into the gold background.
and their sharp preciousuess recurs in the main fig
ure. The churchman’s embroidered cloak. falling in
heavy thythms and covered with shields. reveals
his monk's rohe underneath and the rope belt drop
ping in long curves. Humble withdrawal and rich
rank are considered congruent.

A cardinal whowas a fiiend ol King Robertleft

H



a legacy for a chapel at the Franciscan shrine in As-
sisi, and Simone frescoed this with the legend of
Saint Martin. The most famous incident in this
saint's tegend, when he cut off half his cloak for a
beggar, is celebrated in the central motif of the grand
swath of cloth, swinging in folds from shoulder to
steadying hand. Much is made of Saint Martin be-
ing a kuight of chivalry, and we sce the scene of his
being knighted and getting his spurs (fig. 38): else-
where his funeral is held in a church full of tracery
windows and deep shadow. The chapel utilizes the
artist’s whole range, and he designed its windows
and pavement, too.

Simone’s linear expressiveness is never mere
ornament, and his simplest masterpiece shows itserv

ing a more dramatic psychological statement. "T'he

26, StmoNE MarTINL Maesta. 1315. Fresco, 27°5" « 3272”

{nnunciation (1333; colorplate 5), painted for
Siena Cathedral, has no space, but only the relation-
ship of the two people: the angel pressing forward.
with his cloak in a quick flounce of ending flight,
and the more extraordinary Mary, who is startled
and presses backward to hide, her reality ensured by
gold scalloped lines in the hem of her dress. Simone
belongs to the second generation of strong artist
personalities concerned with the material and the
human; the new style can now be taken for granted
and manipulated, and the town culture can safely
offer an alliance to feudal kings. This is particularly
true when a personal style is naturally aristocratic
like Simone’s, but he is nonetheless an individual
painting reality.




37.  SIMONE MARTINL 8. Louis of
Toulouse Crowning King Robert of
Naples. 1317. Panel. 78" x 54"
Museo Nazionale di Capodimonte,
Naples

38.  SiMONE MARTINI
Th ghting of St. Martin.

Fresco, 8’8" <66

Lower Church, S Francesco, Assisi

11. The Lorenzetu Brothers

Less thinly clegant than Simoune's, the work of the
two Lorenzetti has its political place in the context
of the Sienese republic itself. Both were also inter-
ested in Giotto, and one of them, Ambrogio, spent
a good deal of time working in Florence, yet they
are modern in being distinct individual personali-
ties. The older, Pietro (docs. 1306-1342), first ap-
ears (1320) in a large altarpiece whose Madonna
turns gently to the Child with a grace accented by a
linear curve,!? Both figures are heavy and solt, but
are related to each other not in Giotto’s way so much
as in Giovanni Pisano’s, who had taught the Sienese
how to coat Gothic line with scutptural weight. In
that vein Pietro's masterpiece is his Deposition (hg.

39). one of a set of frescoes, again, in the churc h ol

Saint Francis at Assisi. The cross itselt is ornament-

alls marked with the grain of its wood, and from it
the body falls in a waving collapse, pulling out the
shoulder bones, so that sharp drawing serves the ex
position of pain. But below, the figures standing to
take the limp body are Giottesque sackhike masses.
only moditied by a pattern of thin folds around the
edges. Equally phv\iml and unaristocratic, yet more
Sienese, is Pietro’s late masterpiece (1342; fig. o).
the altarpiece of the Bivth of the 'ngin. ltisinthree
p;m('lx, a wiptych, like a cross section of a Gothic
¢hurch; the form is commonly used for painting a
Madonna between Saints. Pietro treats the carpentry
svstem and its frames as the architecture of his paint-
ed space, building rooms back from the picture
plane and from the four wooden uprights. One
large room asymmetrically fills the center and right

13



PieTRO LORENZETTI
the Cre

Fresco, 124" % 6/g”
Lower Church. S. Francesco. Assisi
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10. PieTRO LORENZETTL
Burth of the Virgin. 1342

Panel, 73" = 71"

Museo dell’Opera del Duomao,
Siena
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41.  AMBROGIO LORENZETTL. Presentation
Temple. 1342. Panel. 8’5" 7 5'6”
Ufthzi Gallery, Florence

hand panels, a bedroom where the mother sits up
and receives visitors; in the left panel the lather
waits in the hall outside. This is Pietro’s most mon
umental assertion of the everyday bourgeois and
material quality of holy events, a tone that later,
through indirect channels. will stimulate the Flem

1sh Renaissance.

His brother Ambrogio (docs. 1319-1347) is
even more insistent on physicality. In his many
Madonnas, the Clild is fat and active, squirming
and bouncing. n his late Annuncration (1314)'* for
the city hall. the figures are assertively plump as if
by a Sienese Rubens, and distract our attention from
the lact that depth is measured more systematically
here than in any other painting of the ame. Jewel
like lozenge patterns reinforce architectural depth
in his Presentation in the Femple (1342; hg.
But his fame depends on a set of frescoes around
the roomn in the city hall where the executive com

mittee ol nine counselors met 7-39). Nothing

}
similar to this Allegory of Good and Bad Govery
ment survives anywhere. On the end wall opposite
the windows, the allegorical images ol Justice, Con
cord, and others make a medieval schema, though
the almost Roman solidity in some figures seems
modern. We are more diawn to the side wall which
offersspecificinstances of the Fffectsof Good Govern
ment (colovplate 6, fig. y2; the other side wall, Bad
Government, is poorly preserved). The city is before
us in a bird's-eye view, its people walking. doing
business, and dancing, and bevond the walls the
farms, with 10ads and travelers. are a green pano
rama matching the checkerboard of the town roofs
I'he allegory of Salety 1n the sky blesses all. With
unique articulateness (amoug surviving works
Siena was honoring the concrete results of urban
morality, the ideal goal of capitalist euergy. To this
concern the artist brought his sense of weight and
rhythmic motion, live forms suspended in broad
airy space. ‘I'hese concerns and techniques are com
mon to the period, but Ambrogio perhaps concen
trates most inteusely on their interplay and the
resulting conviction ol a shared world.

2. AMBROGIO LORENZETTI
(rood Government in the Country

1338 40. Fresco, total wall length 46
Cits Hall, Siena




12. Orcagna and His Contemporaries

About 1350 the most highly regarded young paint-
ers in Florence were the Cione brothers, Andrea
(docs. 1344°~d. 1368), known by the nickname
Orcagna, and Nardo (docs. 13447-1365). Both their
most impressive works are in the Strozzi family
chapel in the church of the Dominican order, Santa
Maria Novella. Ovcagna’saltarpiece (1354-57; color-
plate 7) is original, omitting the internal frames
between the three parts so that Christ enthroned,
fixedly frontal. can give the kevs to his successor,
Saint Peter, with one hand and the book to the fa-
mous Dominican theologian Saint Thomas Aquinas
with the other. Thus the picture makes 1ts points
about the relations of God, the Church, and theolo-
gy through ceremonial public gestures; the strict
frontality of one figure and the profile of another
further organize the statement into a kind of dia-

gram. The themes are reinforced in the scenes of

the predella underneath, where Saint Thomas cele-
brates Mass, alluding to his importance in formulat-
ing the doctrine of the sacrament, and where Christ
during a storm rescues the disciples” boat (fig. 43). a
traditional symbol of the Church. But in these tittle
scenes the presentation is far from diagrammatic. In
a vaster space than anyv up to now, the figures of the
boat scene exert themselves, craning their necks and

pulling ropes. Both upper and lower figures are

43. OrcaGNa. Christ Rescuing the Disc
from predella of Christ Enthroned among

Saints |see colorplate 7 . 135457
Panel. 7 "
S. Maria N

Ila. Florence

14. NarDo b1 C1oNE. Christ Carrying the Cross.
Fresco, 13'4" % 82" Badia. Florence

modeled with a rocklike density that connotes com-
manding strength.

In the same chapel, Nardo's Last Judgment
frescoes are again diagrammatic, notably the huge
Paradise, where saints appear row on row without
any space. His figure modeling, unlike Orcagna’s,
is softly yielding in texture and gracefullv curving.
1t reappears in dramatic, nondiagrammaric guise in
his other most important work, the damaged fresco
of Christ Carrying the Cross in another Florentine
church, the Badia (fg. 34). Mary tries to approach
Christ and he swings around to see her, but a sol-
dier in between prevents their meeting, holding his
sword horizontally in the empty central space; keen
tension uses movement and space as its vehicle.
['hus both Cione brothers make vivid statements
about physical humanity, developing the Florentine
concern with such dramas.



Since their “diagrammatic” works are their
most Conspicuous ornes, it has been sometimes in
ferred that this was the typical new style of their
g(~ner:uiun, a view that seems to gain confirmation
from the Triumph of the Churc h by Andrea da
Firenze (docs. 13431377 fig- 45). a fresco cvele in
the Dominican convent next to Santa Maria Novella.
1t is minor painting in quality but a major docu
ment of its epoch, and again dominated by flat sche-
matically arranged figures clarifving concepts. But
the special qualities of all these paintings may reflect
the interests of their patrons, Dominicans in every
case. Since Saint Thomas' Summa Theologica this
order had had a great role in the L‘Xplillll(llll‘_‘, of
philosophical concepts in scholasticism, in contrast
1o the Franciscans, whose greatest literary product
was the Little Flowers of Saint Francis,'® a very
human narrative. The Dominicans indeed did in
crease their pationage at this time, and to that ex
tent there is a change of mood. Yet even in works for
them, Orcagna’s predella and the crucified thieves
of Andrea da Firenze's Crucifixion, writhing in spa-
tial depil, seem to slide awayv from the formal
thematic concern. And it is even less visible in
Orcagna’s great Last Judgment fresco for the Fran-
ciscans of Santa Croce, where the 7 riumph of Death
is filled with churning fighters, crippled beggars,
and biting monsters (hg. 4b), all having the same
energetic solidity as the pr edella of his Strozzi altar
piece. This modeling style may have developed
through Orcagna’s relief sculpture, the finest of its
time, which we see on his mar ble canopy enc losing

a4 Madonna by Daddi, ar Or San Michele. Lisarucu

Jation of marble hardness suggests that he found
inspiration in Tino di Camaino, the most scul ptural
of recent carvers and one who had far-ranging influ-
ence. Orcagna also designed the canopy and worked
to a problematic extent as an architect.

Human narrative and elaboration of architec-
tonic depth also dominate the art of Giovanni da
Milano (docs. 1346-1369), a visitor from north ltaly
who painted in Florence the most beautiful cvcle of
this period for a Franciscan church (colorplate 8
{ts tall figures gaze gently and as if tired out of thin,
shadowed faces, swaying and leaning forward with
graceful reserve. Such aristocratic manners naturally
suggest a background in the feudal courts of Milan
and north ltaly generally. But what is extant there
is of lesser interest than its own source, and Giovan-
ni's probably as well, the “courtly”” art of Simone
Martini.




13. Barna and Traini

RNA DA SteNA. The Kis
i 5”. Chiesa Collegiala.

San Gimignane

I'wo artists of the 13405 are famous for one huge
fresco cvele each, almost their only works. Barna da
Siena’s big cvele ot the life of Christ, in the main
churcliof the little Inll town of San Gimignano, was
finished by other artists. The word “Barna” may
best be regarded as a convenient label for these fres
coes, since nothing is known about him. They show
that he learned most from Simone Martini, especial-
Iv the enriching value of sharp undulating line and
its lacy patterns. This pattern of drawing, seen every
where in robes and curly hair, clashes oddly with
what seems to have been a natarally hard and vio
lent temperament. His exaggeratedly tall people
swing out their stiftarms like poles, with elementary
strength, not bending them. When faces are distort
ed by pain to the point of unrealistic caricature, a
rough eftect, as of an 1narticulate provincial, assists
it. The most striking figures are in themes like the
Crucifixion, where foreshortened faces between
crude and comic are painted with undulating con-
tours, or fudas Recetving His Bribe, ugly with

sprawling legs, or Peter cutting off the servant’s eat

18, Fraxcesco Traist. The Triumph of Death. Fresco. 18'6”

19" Campo Santo, Pisa



with a grand swing in the Kiss of Judas (fig. y7
Stena was not for generations o produce new mas
ters with thenn own styles, so the choice was between
the nsunal manner ol repeading the old Tormulas
straight, or Barna's of exaggerating them excitedly
The Lorenzett were the imspuation of Fran
cesco Traini (docs. 1321-15 172 or 1363). Pisa, where
he 1s the one notable artist i his tme, had close
links to Siena. [raiut’s Saint Domnnic altarpicce
(131 1=15)%? is remarkable tor tiny scenes with com
plicated spaces, full of expressive mobile crowds.
This has led to the now usual deduction that he
painted the mosc remarkable parts of the huge fresco
of the riwmph of Death in the Pisa Cathedval cem
etery, the Campo Santo (fig. |8). The hresco includes
the standard scenes of Chaist’s death, but it has had

special umpact on later observers, including shelley

and Laszt, through its rave additional nmages, such
as the thiee cavaliers contronted by thiee corpses
the groups of lovers, merrymakers and musicians
like people in Boceaccio’s Decameron,*t and the
mcidents ol hermies’ lives in the desert of the The
baid, based on a book by a contemporary Pisan
monk.?2 They may attract us more than works of
greater pictorial quality. But even af we ignore the
warratives, this must be regarded as the only work
of the time that can be set beside its prototype. Am
brogio Lorenrzetti's Good Government (see color
plate 6, hg. 42), 10 the spread of an encvelopedic
theme through wide panoramic space, making its
up-to-date sense of physical events reinforce its eth
ical aim. Some of the incidents 1n their roughly
forceful gestures and forms have, besides, untorget

table graphic charactenization.

14. The Fourteenth Century outside T'uscany

Modern painting in the lowrteenth centuy is pre-
dominantly Florentine and Sienese. T he activities
of late thirteenth-century Rome, with Cavallini,
Arnolfo, and others, stop when the papacy moves
away to Avignon in 1305, Yet extraordinary talents
appear in Bologna and Padua, which have been giv
en their due only in recent years.

Fhe Master of Saint Cecilia, himsell a wan-
derer and the chiel developer ol Cavallini’s ap
proach, inspired a prolific but routine school in
Rimini, on the Adriatic coast. From this source, and
especially from the Master's late Saint Margaret
altarpiece and its wildly gesturing solt higures (sce
fig. 22), a brilliant young painter emerges in Bolo-
gna. In Vitale dei Cavalli (docs. 135 1-13549), known
elsewhere as Vitale da Bologna, the centrifugal ener-
getic busy-ness ol crowds and monks is again steeped
i a softening shadow, but endowed with a dashing
exaggeration of acvobatics that can be comic or ago
nizing (fig. 19). His Madonnas smile straight at us
like archaic Greek kouroi, suggesting a similn
desire to enliven. The eflect of spontaneits m Vita
le's art makes Giotto and Sunone Martini by con
trast scem embedded ma system.

jo. ViraLe ba Borooya
Legend of St Anthony Abb
Pancl. 31

Pimacoteca Nazionale, Bologna 19




50 DA MoDENA. The Mussion of the
, from St. Ursula cycle.
Museo Civico. Treviso

But Tuscan resources attract Vitale’s successors.
The most talented painter after him is Tommaso da

Modena (1325/6-1379). who went north to paint

frescoes in the Venice area, in the town of Treviso.??
For the meeting room of the Dominican convent
there he painted an endless row of portraits of Do-
minican saints, all writingat desks, whose constantly
varied gestures avoid monowony with comic vigor
and lively freshness. His other surviving large work,
frescoes of the life of Saint Ursula (fig. 50), is equal-
Iy bright in color, casual in gesture, and persuasive
in physical reality, but leans much on Ambrogio
Lorenzertti for 1ts types of graceful, heavy women
and for its linear patterns. And the most talented
native painter of the area, Guariento (docs. 1338-
136%), turns to the same mine. In externals he copies
Giotto’s nearby work. but when on his own he
makes Gothic patterns of wonderlully refined line,
meandering over three-dimensional human torms
and often adding hyrical pressure 1o dramas (fig. 51).
In so doing heis not above lifting whole hgures from
Pietro Lorenzetti. Some of his finest works are small-
scale panels, and until recently he has suffered from
being best known for big "machines,” particularly a
long series of white-robed angels?* which led ta his

being labeled & traditional Byzantinist.

al)

[ Padua Altchiero (docs. 1369-1384), from
nearby Verona, painted two fresco cycles about 1380
m collaboration with Avanzo (docs. 1379-138¢%), an
unclear hgure who was perhaps a secondary assist-
ant (hg. 52). Altichiero was probably the finest
painter in lwaly in this generation, near the end of
the century. He commands vast crowds in not too
orderly processions, coming still closer to Tuscan
ideas, in this case to Giotto's organic dense figure
modeling. In gravs and other pale colors, he empha-
sizes fine networks of line with rich Late Gothic
architecture, creatinga profuse but controtled world.
His contemporary in Padua, a Florentine immi-
grant, Giusto de’ Menabuoi (docs. 1363-1387),
stems instead from the “mechanical” phase of
Guariento. Giusto'’s art conststently adopts repet-
ton, with inhnite rows of identical holy figures like
Indian temple sculprures, isolated and immobilized,
or endless narrative scenes, or even, when he paints
buildings, endless rows of columns and steps. His
major work, filling the inside of the dome of the
Padua Baptistery, scems indeed to want to revert to
the mosaic schemes usual in such locations in the
Middle Ages.

I'he one isolated work of north lalian sculp-
ture of active power in this period is a tomb
monument that has a striking parallel to Vitale. It
emerges from a quantity of routine Lombard carv-
ing that ts either still Romanesque, or begins
imitate Tino di Camaino in a standard formula that
even spread 1o tombs as far away as Catalonia. This
exception is the tomb of Can Grande della Scala
(d.1329; fig. 5%), the vuler of Verona, who was a

31.  GUARIENTO. The Three Children in the
Fiery Furnace. from Old Testament cycle
Fresco. height of frieze 38

Accademia Patavina, Padua




52.  ALTICHIERO and Avaxzo. Mir
c.1380. Fresco, 12'6" < ¢'10
Oratory of St. George. Padua

of St. Lucy

fierce soldier, the head of the Ghibelline league, and
the patron of Dante in exile. T'he monument is sil-
houetted steeply over the door of a church; the
knight sits on his blanketed horse and pulls it back,
grinning while the horse leans ahead and the horse
cloths fly like sails. The lacal scultptor, used to archi-
tectural contexts, was no doubt stimulated by the
superb location to produce this unforgettable image
in which we instantly recognize a moment of civili-
zation just before feudal rule was diluted 1nto
chivalry.

15. The Competition for the Doors of the

Florence Baptistery

Among other new things. fourteenth-century Flor
ence gave birth to the expression ol artistic tastes by
the public. After Dante's time many other Floren
tines, including Boccaccio and Pewrarch, may be
found saying "t like (or “people like") this artist
best.”” Naturally the same artists are otten selected

Giotto alwavs, Stefano and Orcagna olten—but in
comment at the end of the century, for the hrsttine,
contemporary artists ate omitted from the choices

And indeed, after about 1370 Florentine painting

and sculptureslipped into a mec hanical repetition
of the torms of Taddeo Gaddi and Orcagna. With
the death (1396) of vgnolo Gaddi, Taddeo's son and
the least muscle-bound painter at the time. a nadir
was reached. The renewal around 1300 rejected this
whole tradition in favor of other stimuh: ancient
Roman sculpture, foreign Gothic ari. and Giotto
[he shitt tocuses on one point ot excatement
In 1401 the Florentine Wool Finishers Guild, the

spousor of expe nditures at the Bapustery openeda

3



54. Fuwippo BRUNELLESCHL
Sacrtfice of Isaar. 1401-2.

Bronze, 21" # 17", Museo Nazionale
Bargello, Florence

competition for a set ol bronze doors to match the
admired ones by Andrea Pisano. The two finalists
were both young Florentine goldsmiths, probably
twenty-three and twenty-four, and the choice be-
tween them became a fascinating public debate; the
sample panels submitted were luckily saved. Both,
presumably  following instructions,  represent
Abraham sacrificing Isaac, with the same set of
actors. Filippo Brunelleschi (1977-1446) built up
one dense group to dlimactic action, Abraham grasp
ing his son’s neck while the angel seizes his other
hand. For this tableau the servants waiting with
the donkey below form a pedestal (fig. 54). It is a
direct reversion to the early Giotto ot foachim and
the Shepherds (see fig. 23), with its drama between
human masses, weight built up to be released in ex-
pressive faces, and lighter secondary figures. The
power of Giotto’s simplicity is plainly understood.
Lorenzo Ghiberti (docs. 1401=d.1y55) kept the an-
gel apart from the main pair, the servants even more
s0, and even Abraham and Isaac measure off the dis-
tance between them (fig. 55). They relate as parallel
curves, Isaac fitting mside the curve of Abraham’s

swing. Horizontal tolds in Abraham’s 1obe echo the

55. LORENZO GHIBERTI

Sacrifice of Isaar. 1401- 2.

Bronze, 21" % 17", Museo Nazionale,
Bargello, Florence

same parenthesis-curve, while Isaac is a beautitully
realized quotation of ancient Roman sculpture. The
relief is move sophisticated spatially, and far more
suggestive of fine workmanship, as of a polished
jewel. The committee chose Ghiberti, perhaps for
thisreason. Tous Brunellesc hi, human, physical,and
dramatic, may seem more Florentine, Renaissance,
and modern, while Ghiberti 1s Gothic, decorative,
and craftsmanly; yer Ghiberti's work may have
seemed more original just because it was less in the
Florentine tradition. Certainly the resulting doors
were a great success with younger artists and the
public, and they became probably the most familiar
work of art in the city (fig. 56). The twenty-eight
24), pardy to design

panels took twenty years (1.{03-
and model, but more to cast, and mostly to chisel
details by hand. They maintain the style of the
Sacrifice of Isaac, as we see for example in the 4n
nanctation (hg. 57). Two figures curve reciprocally,
more abstract in line system than Sienese rhythms
whichwould twine around the body,and yet creating
a no less solid sculprural form. Other panels again

explore classical allusions or spatial capacities.
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COLORPLATE 5. SMoNe MARTiNG nnuncation. 1335, Pancl. 1o 879" Uthzi Gallery, Florence
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COLORPLATE 8. Grovasst pa Mivaxo. Birth of the Togin. 1365. Fresco. 667 « 8" Rinuccini Chapel. S Croce. Florence



57. Lorexzo GHiBERTI A
North Doors. Gilded bronze,
Ba

tery, Florence

56. Lorexzo GuieerTi. North Doors. 1403
Gilded bronze. 18'6" » 12

ery, Florence | above doors
FRANCESCO RusTict, John the Bapt

aching, 150611, bronze

16. Late Gothic Painters in Florence

A fresh style that is closely parallel to Ghiberti's
appeared in painting, which discarded the lumpy
heaviness of figure that had come to mark the
Orcagna wadition. Transitional reform is perhaps
seen in the shadowy figure of Starnina (docs. 1387-
1409), whose probable work is marked by its spar-
kling and witty jumpiness of small forms in space
(fig. 58). perhaps taking Orcagna’s friend Traini
as a model (see fig. 48). But the real revolution
comes with Lorenzo Monaco (docs. 13g1-1422), of
the same age as Ghiberti. His great Coronation of
the Virgin (1413; fig. 59), i un-Florentine pale
blues and pinks, makes its figures arc hin Ghibertian

parentlieses and reinforces the patterns with cutting

curves in repetition, constructing thin folds. 1t 1s
again a Late Gothic decoration, and again pleasur-
able in the polish of its technique as in the cylin
drical three-dimensionality of the figures. Lorenzo
was a monk and started by illustrating manuscnipts,
the only painting then usually done by monks
When he broke into larger forms he brought along
lus traming in enamel surfaces and elegant precision
As with Ghiberti’s goldsmith training, a minor
tradition became available to replace a major one
that had run down.

Lorenzo’s art develops until i his last works
he abandons sculptural suggestions and gives his

figures a butterfly life of intense gem colors and

Di



muicatelv lacy line. His themes are elegant, too,
emphasizing those churchly subjects that have a
feudal o1 courtly potential, such as the \doration ol
the Magi (colorplate g) or the Coronation of the
Virgin. In the former, a ceremony of vassalage, the
chief actors take up only half the surface, and a
pageant of the kings' retinue and horses fills the rest

Such a mode prepares lor the visit to Florence
in 1421-23 of Gentile da Fabriano (docs. 1308-d.
1 427). He brought with him a genuinely feudal and
courtly art, the International Gothic from north
lialy. This style, previously most developed in ob-
jects of luxury for the French roval family, he

presented to the nichest bourgeois merch.nt of Flor-
ence, who ordered an Adoration of the Magi from
him (colorplate 10). Here, too, half the suiface be-
longs to pages and horses, along with pet monkeys,
leopards, greyhounds, peacock feathers, and flowers.
But elegance does not come through abstract curves
of line. There is a sort of realism: a greyhound is in
reality an elegant object that evokes aristocratic
daintiness both in its social suggestion and in its
shape; it does not have 1o be stylized. The same is
true of the rosebush and the leopard’s pelt, and of
the two maids behind Mary who daintly inspect

her cosmetic jar, turning their heads with models’

58. StarNINA. Thebaid. Panel, 30" % 82",
Ufhzi Gallery. Florence

59 Loreszo )

Caronation of the

Panel, 16"3
Ufhzi Gallery, Florence




grace and making Mary a high lady. By choosing
enough such images, one can make a real world con
vey the same mood as Lorenzo's artificial one. Hence
it 1s that Gentile's faces are not stylized masks, but
are soft flesh, and hence he also can include (as the
French artists do) the crippled beggar in the square,
when he paints the Presentation in the Temple in
the little predella below (fig. 60). Although Gentile
was a wanderer, with a fertile career earlier in Ven-
ice and Brescia and later in Siena and Rome, little
of his work elsewhere is preserved.

His impact on Florence appears in the most

61. MasoLno

The Mart 2 of Jokn the Baptrst
1435. Fresco. 138" « 125",
Baptistery. Castiglione d'Olona

talented painter of slightly younger age, Masolino
docs. 1423-d.1440). Up to 1424 he was imitating
Lorenzo Monaco, with handsomely stylized hairpin
curves of spreading robes on the floor. With slight
transition his figures turn soft and vielding. When
he frescoes Adam and Eve eating the apple (color
plate 11), they have a well-mannered conversation,
like Mary's maids. But Masolino was subject to even
greater pressures, first from a younger revolutionary
artist, Masaccio, and, finally, from the enticing new
device of perspective, which he worked at with na-
ive elaboration (fig. 61




17. Jacopo della Quercia

62, JACOPO DELLA QUERCIA.

The same renewal touched Siena. There, too, good
heavy-handed craftsmen had filled churches with
standard altarpieces for fifty years. Perhaps the most
attractive of them was Paolo di Giovanni Fei (docs.
1372-1410), a creator of glowing people like gentle
fireflies, who have something in common with
Lorenzo Monaco’s. But the shift involved areturnto
stone sculpture, an almost forgotten factor of Siena's
greac days, by Jacopo della Quercia (docs. 1401~
d.1438), who at about twenty-five also competed for
the Florence Baptistery commission. He passed
much of his life away from Siena, and appears first
with mawmre work when he carves a tomb for the
young wife of the tyrant of Lucca (fig. 62). The cof-
fin of Ilaria del Carretto (d. 1403), in the French
style, shows the lady lying on it, her beautiful face
no smoother than the beautifully flowing folds of
her robe, taut and sure. The construction of linear
ornament is repeated on the sides of the coffui,
where classical Roman infants hold garlands. Here

and in the case of Ghiberti’s Isaac figure (see fig. 55)

observers have felt troubled by the mixture of
Gothic and classical influences, but in both works
the artists’ attitude toward the classical is to admire
and quote literally an isolated refined object of
Roman workmanship, consistent with their feeling
for handsome polished forms.

Jacopo was helped 1o become more than a fine
Late Gothic gem cutter by being Sienese. It is
obvious from his first complex work, a fountain for
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Tomb of Ilaria del Carretto.
Marble, height 272", base 8" x 2"10".
Cathedral, Lucca

the main city square of Siena (begun 1412; fig. 63),
that he had been attentive to the great Sienese
painters of the early fourteenth century. As in Am-
brogio Lorenzetti and, less obviously, all the others,
his line does not make patterns but models form,
moving over a surface in relation to its heights and
depths like a road through monntains. In stone
sculpture this makes sharp folds twist with great
complexity, always related to the body's own in-
volutions. The fountain includes seminude female
figures clutching their children in their arms (fig.
64), one child feeding at the breast, that particularly
evoke the warmth of the live creature through lin-
ear accenting of the intricate turning actions.

63. Jacoro pErLa Quercia. Fonte Gaia
before dismantling). 1414-19

Marble, 19° % 846"

Piazza del Campo, Siena



64. Jacopo DELLA QUERCIA. Rhea Siluvia,
from Fonte Gaia 1414-19. Marble, height 67"
City Hall, Siena

Jacopo’s masterpieces, the panels around the
door of San Petronio in Bologna (from 1425; figs.
65, 66), make the clearest use of beautiful line to
mark strong human forces. This new cathedral that
the Bolognese were building gave the sculptor great
opportunities. Jacopo was a slow worker and only
finished a number of panels, small in size but having
such power that they strongly affected the young
Michelangelo generations later. The focus on dra-
ma, so often the most favorable vehicle for early
Renaissance statements, becomes available to a carv-
er when he works in relief, and here is reinforced by
Jacopo's tendency as a sculptor to minimize the
factors of environment. The famous Ex pulsion from
Paradise, Creation of FEve, and Adam and Fve
Working exploit the imitation ol Roman modeling,
the isolation of the figures on a nearly blank surface,
and the interplay between the curved outline and
the swelling and dipping forms to obtain the most
concentrated meaning for the events. The £xpul
sion, the climax of the familiar tragedy, was being
thought about at the same time with different means
by younger artists in Florence.

Begun 142
S. Petronio, Bologna

65. Jacoro DELLA QUERCIA.

The Expulsion from Paradise, pane) on fagade.
. Marble, 33" x 27".

66. Jacopro pELLA QUERCIA
panel {e. Begun
S. Petronio, Bologna
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18. Nanni di Banco and the Young Donatello

The commission for the Baptistery doors by the
Wool Finishers Guild is the first of many in Flor-
ence for large outdoor sculptural schemes between
1401 and 1434, when such orders ceased. In 1401-2
Florence was fighting a losing war and in danger
of invasion by the powerful duke of Milan, but
instead of reducing patronage, this seemed to stim-
ulate civic pride. The city regarded itself as a free
republic fighting offa military tyrant. Thesculpture,
ordered for public places by merchant committees,
seems to express a similar civic self-consciousness.
Most of it was executed by three superb artists, who
gave it most of their attention, making few and
small works for indoor locations.

Nanni di Banco (docs. 1405-d.1421) first pro-
duced a very original if awkward /saiah (1408) for
the Cathedral. Like Ghiberti’s and Jacopo della
Quercia’s first works, it mixes an undigested classi-
cal quotation with a pleasure in linear sweep, but
Nanni, working in the round, carves a harder and
denser form into which the folds do not dig tunnels.
He is soon mature in the graphic Saint Luke (1.508-
14; fig. 67), one of four over-lifesize Evangelists
done for the Cathedral by several artists, toa control
of broad characterizing gestures and cleaner classi-
cal forms. His next works imitate classical Roman
work most literally, but this is obviously a means to
the end of massive dignity. Their active poses and
light-and-shade arrangements remove any danger of
dead copying. All of them are part of another series,
commissioned by all the guilds for the shrine church
of Or San Michele; each guild was represented by
its patron saint. Ghiberti also produced three of
these,*> ranging from a Gothic Joln the Baptist
(1412=13), with big scallops of folds, to a classical
Saint Matthew (1419-22), standing seriously in a
thin-textured toga (fig. 68). Like Nanni's Saint
Eligius, in the same series, it recalls ancient com-
memorative statues of the Demosthenes type.
Nanni's last big work is an dssumption reliet over
a door of the Cathedral (1414-21; fig. 6g); its inter-
twining ropes of drapery follow the twisting actions
of the people and have led to the view that Nanni
reverted at the end to Gothic. ltis more likelv that.

62

like his contemporaries. he had both vocabular-
ies at his command for special purposes, though he
is the most classical of them all. His early death has
made him less famous than his two rivals in these
projects, Ghiberti and Donatello.

Nanni's Sain! Luke isaccompanied by the seat-
ed Saint John the Fvangelist (1408-15; fig. 70) by
Donatello (1386 1466), a still yvounger sculptor’s
first masterpiece. Completely un-Gothic and monu-
mental in its dignified mass, using the beard to make
the head and body blend into a single unit, it is rich
with realistic textures in face and hands. The classi-
cal pose of Saint Mark for the Or San Michele series
(begun 1411)%% provides the saint with autonomy
as a freestanding figure, a new achievement in mon-
umental Renaissance sculprure, and the sober power
of its detail of surface adds to the conviction of real-
ity without lessening the weight. These first major
works of Donatello evoke the basic Florentine mood
of Giotto, human, heavy, and dramatic, and suggest
that the Gothic and classical borrowings of Ghiberti
and others had been useful temporary expedients
when a reform was needed. Donatello thus confirms
the direction of his friend Brunelleschi's competi-
tion relief (see fig. 54), and, since he is pointing the
main future direction of the Renaissance, in this
sense Brunelleschi won the competition. Donatello
celebrates the establishment of this approach iu his
famous Saint Grorge, also for Or San Michele (fig.
71). Rigid in armor, the youth trns his head and
stands with feet apart, evoking taut alertness as of a
sentinel. Surface lines pull toward focal points, such
as the wrinkled eyebrows and the knot of the
cloak. They illustrate one of Donatello’s favorite
and telling schemes, the contrast between surface
and core: the former is active and complicated, the
latter a simple mass that emerges with the head and
is implied everywhere else inside the wrappings.

A variant interplay between the human and
the geometric is emphatic in Donatello’s first com-
plex relief. the bronze plaque of the Dance of
Salome tor the lont of the Siena Baptistery (1423-

; fig. 72). Our eve goes through a series of rooms
in a spatial game: the dramatic focus is the head of



38.  LoreNzo GHIBERTI
St. Matthew. 1419 22
Bronze. height 81

Or San Michele, Florenc



the murdered saint, offered by the executioner to his
master. From this head. lines of centrifugal force
stretch away along the arms and bodies of people
trying to move off from the shock. Thus a muscular
motion through space, measured by geometry, also
measures the force of feelings. Human drama is
choreographed in a strict beat. Its technical vehicle
is perspective.

72. Doxaterro. Dance of Salome,
panel on baptismal font. 1423-27.

Gilded bronze, 24" square.
Baptistery. Siena

19. The Later Brunelleschi and Architectural

Tradition: the Later Ghibertu

Brunelleschi seems to have invented perspective, in
its precise form, almost incidentally, while making
drawings in Rome of ancient buildings. 1t turned
out to be useful for painters, allowing them to pro-
ject their three-dimensional scenes onto two-dimen-
sional surfaces by drawing measurable objects (such
as buildings) smaller in proportion as they are to
appear farther off. It seemed the height of realism,
and a basic 100l; to us it seems part of a tendency 1o
treat the world as design, and an early phase of the
modern scientific method of quantifying nature.
Brunelleschi also invented machines, especially im-
proved hoists useful in his work of building at a
height, as well as in staging miracle plays with angels
fiving (a kind of pageant common at the time, which
we more often connect with the Baroque). His in-
ventiveness may be related to his background—not
in a craft shop, where skills may tend to be accepted,
but as the educated son of a lawyer, almost an ama-
teur. Soon after his traumatic loss of the competition
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for the Baptistery doors, he went to work in the Ca-
thedral construction and made himself into an
architect, in the process inventing Renaissance style
in architecture.

Earlier architecture in ltaly is entirely medi-
eval. Taking French Gothic as astandard, it is tradi-
tional to see it as a technically inferior variant, and
there are indeed many ltalian churches that reflect
French Gothic more or less competently. But in a
few the lessening of Gothic structural virtuosity
and demonstrativeness may match a positive
growth in a different direction. The great Francis-
can churches seem to show this best. The famons
oddities of the original shrine church at Assisi (be-
gun 1228; fig. 73) are all perhaps explicable by an
assimilation to the qualities of secular or domestic
architecture. The church is in two stories, not with
any distinction in rank, but to provide for heavy
use. Both lack aisles, which is strange in large
churches of the time, but they replace the hierarchic
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fS. Fra

Interior. S

Assisi

. Florence

Begun

2.

Height 101°, width 125

SCLIsC Matn dind se '!H’!.Il\ \}l.]l’l'~ with the Sense
of a room. as in a dwelling or city hall. The 1.ower
Church soon acquired chapels, which are not sec

ondary parts of the nave space but

Sep
t

rooms, as in a house, with steps and passages. The
nearest analogy to this apptoach is the Sainte-Cha
pelle in Paris (1246-4%), also with two stories of
equal floor area. T'he Sainte-Chapelle directly be
trays a dependence on secular arrangements in the
fact that 1t was built as an annex to a palace, but
unlike Assisi it belongs wholeheartedly to the
Middle Ages in its typically feudal social distinction
between the stories (the lower for servauts, the up
per for the king), and of course in its pure Gothi

look.

A ditterent explanation for the mmnovar

11 at
Assisi, that it develops out of the ordinary traditol
of churches with crypts under them, is less attractine
since crypts are regularly meant to contain ombs
and are smaller in area. and Assisi possesses just
such a crypt as a third and lowest level. N

ng

else in lzaly in this century is as ambitious as Assisi




75. [Interior, Cathedral, Florence.
Begun 1296 ‘vaulting begun 1357
Height 145, width 135"

but the Franciscan church in Florence, Santa Croce
(begun 12gb; hg. 74), has an interior effect domi
nated by its ceiling of wooden beams. tt is unlikely
that this signifies humility (the church is richly
furnished), or technical incompetence (the Do-
minicans of Florence had just begun vaulting their
large church, Santa Maria Novella); its technical
meaning is suggested in the extreme width of the
nave it 1oofs (between narrow aisles) and the 1elated
sparse spacing of the nave columns, connected by
huge stretching arches. The all-over result is a
sense of broad spaciousness. The “barnlike” breadth
and the likeness to secular spaces may be paralleled
at this date in northern Europe, notably in Glouces-
ter Cathedral

I'he late fourteenth century in Florence, so
secondary in sculpture and painting, is unexpected-
ly triumphant in architecture. The Cathedral vault
(begun 1357; fig. 75) is as high as that of Amiens,
which is famouns for its height among the classic
Gothic cathedrals; but Florence does not seem so
because it is so much wider, again like Santa Croce,
with the sense of expansiveness accentuated by the
tewness of the supports. Still more brilhant is the
Loggia dei Lanzi (1376-80; fig. 76), a ceremonial
pavilion oft the main city square. one of those crea-
tions that has won such popular acceptance that we
tend not to think of it in terms of period at all.
Here the lift of the columns and their round arches
articulate the qualities of a swelling enclosed space
already achieved in structure. And at the same time
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7b.  BENct D1 CloNE and SiMoNE TALENTL
Loggia dei Lanzi. Piazza della Signoria.
Florence. 1376-80. 6g"10"  134'6" x 46’

the Cathedral dome was conceived, as the biggest
cup in the world.

While Brunelleschi inherited this attitude o
structure and space, he evidently felta need for qual-
ities of stylish emphasis that such plain construc-
tions did not offer. These he found in the local
Romanesque buildings, such as the Baptistery and
San Miniato, with their splendid colored marble
walls designed in neat square patterns. Thus
Brunelleschi brings sclf-aware and expressive artic-
ulation to tendencies that had gradually developed
through the simple growth of functions, much like
Sullivan's contributions to the pre-existing skyscrap-
er in the nineteeth century.?” In doing so, he is most
original in replacing the earlier builders’ freehand
treatment of arithmetical ratios with exact meas-
urements, similar to his innovation of precise
perspective.

To the Cathedral dome, when he took charge
of building it in 1419, he added height, making it
noticeably pointed instead of almost hemispherical.
And on it he set the white ribs which call actention
to and measure its eight sides and the tension of
their shape, springy like barrel staves (fig. 77). Such
a dome is the hest possible focus for a city, as since
proved by the imitacions from Rome to Washington.
Very tall and also round, it has a centripetal force
for the people who see it that no tower could match,
as was instantly recognized when Alberti in 1436
told Brunelleschi that it could hold all the Tuscan
people in its shadow. Again following a partial sug-
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77.  FiLippo BRUNELLESCHI
Dome of Cathedral, Florence. 1419 36.

Height from ground 351"

gestion from the local Romaunesque in Pisa, it is the
first dome completely geared 1o being seen from
outside; medieval ones, coated inside with mosaics,
were meant to awe the worshiper underneath with
an idea of 1leaven.

Brunelleschi's porc h for the new Foundling
Hospital (1419-26; hig. 78 makes each arched unit
of its front wall the side of a square covered by a lit
tle dome. The same shape is seen also in his first o1
iginal work to be fnished. the Old Sacristy (1420-
2q; hgs. 79, S0 added by the Medici family to their
parish church of San Lorenzo. These square spaces,
10 a person inside them, have a height humanly pro
portionate 10 the square dimensions around him
In tnese buildings we are inside a complete compre
hensible world; we relate to it rationally, by math
ematics. This is a Renaissance experience. [t is
msisted on by color accents, tor Lines of columns and
arches are darker than the curtain wall areas, and
even the floor plan is drawn similarly under us

In Brunelleschi’s earlier works the experience
1s of lines, plancs, and spaces, but not of solid struc
ture, since the series of rational parts is assembled
without allowing for the thickness of walls or col

umns, and the 1otal is therefore irregular. It is the

8. Fippo BrunerLescHr Hos

Innocents, Piazza SS Annunziata, Florer

1419-26. Height of porch to first cornice

including steps’ 31°: width including

g arches and fAlanking pilasters| 18
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80. FiLippo BruneLLgscHl Plan, S. Lorenzo,
Florence. Width of nave 31°, length
fincluding choir) 262",

76. FiLippo BRUNELLESCHL Old Sacristy,
S. Lorenzo, Florence. 1420-29. 35’ square

82. Fiuippo BruniLLescHl Interior,
Pazzi Chapel, S. Croce, Florence. c.1430 46.
Height to cornice 31°
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81. FiLippo BRUNELLEsCHI. Projected plan,
S. Spirito, Florence. Begun 1436.
Interior dimensions as built 316" % 182”

83. Fiippo BrUNELLESCHL Plan,
Pazzi Chapel, S. Croce, Florence.
Main area 358" 59°9"




architecture ot a geometric diagram drawn on pa
per, not of a mason. But fater this complexity is also
absorbed and indeed celebrated, typically by scoop-
ing niches into the thickness ol walls and marking
their proportion to the other spatial units. The plan
of Santo Spirito (begun 1436; hg. 81} is a wide nave,
aisles each halt that width, and chapel niches each
half that width, which would have lelt the exterior
as a scalloped wall. The aisles and niches would also
have continued around the ends of the church, giv-
ing its standard cross shape the effect of a centralized
space, one in which the person inside relates to the
circumference surrounding him. But this logical
formula was too extreme for those who hnished
building it after Brunelleschi’s death. Earlier, the
Pazzi Chapel was built as a rectangular room with a
three-part ceiling; a dome on a square base is flanked
by broad supporting arches (figs. 82, 83). Lines
drawn on the floor and wall reflect these three units
above, so that the room hecomes a square with side
rectangles and the measured cube of space seems it-

self the support of the roof. We are thus satisfied
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84. Lorexzo Guieerti. “Doors of Paradise’
(East Doors). 1425-47.

Gilded bronze, 186" x 12"

Baptistery. Florence

with the rational comprehensibility of our environ-
ment and with a sense that the structure is safe, and
the result is the harmony of alive calmuess often
noticed as the visitor's responsc.

Brunelleschi's old rival Ghiberti, after the suc
cess of his Bu];(ixlcn‘ doors, was given a second
identical commission in 1§25 and produced what we
now call the “Doors of Paradise” (hg. 84). These
took another quarter century, so that the two doors
filled his lite. He discarded the Gothic frames of the
scenes, and used only ten large neutral rectangles
for his scenes of the Old Testament. The first rec
tangles contain many incidents each, but then one
group hecores the most prominent, and finally only
one scene is represented. Ghiberti now uses his great
skill in modeling to make spaces, exploiting per
spective and very small gradations of relief to design
marvelous airy halls where his graceful Gothic peo-
ple freely dance (hg. 85). His conversion to the Ren
aissance is late, bonowed, and superimposed on

traditional babits, but may have had all the more

success, and is a personal and authoritative variant

85. Lorexzo GRIBERTL Story of

panel of ' Doors of Paradise
Gilded bronze, 317 square Baptister

Florence
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20. Masaccio

86. Masaccro. Trinity.
Fresco, 21°10" » 10°5".
S Maria Novella. Florence

In 1424, probably, Lorenzo Monaco died, Gentile
da Fabriano departed from Florence, and Masolino
became the leading painter there. He was also much
in demand elsewhere, at the court of Hungary and
later in Rome, and so in 1427 he shared one of his
Florentine jobs with a bright young man, Masaccio
(1401-1328). Masaccio had already been encouraged
by the two friends Brunelleschi and Donatello, who
rightly saw in him someone talented enough to
translate their new methods into painting.
Masaccio's first major work, the Trinify fiesco
in the Dominican church of Santa Maria Novella
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(fig. 86), is so dominated by the perspective architec-
ture probably designed for him by Brunelleschi that
the figures seem small. The theme combines the
image of the three persons of the Trinity with the
narrative of the Crucifixion, the figure of Christ
functioning twice, in each group, and in that way
illustrating the idea of the double nature of Christ
as God and man. The artist uses his “realistic” per-
spective knowledge 10 subdivide 1he space in ways
that assist this scholastic symbolizing, in parallel to
Jan van Exck’s use of /s favorite realistic motif, the
ordinary object, to present symbols (see p. 2qo).
The painting is as diagrammatic as the earlier ones
in the same Dominican church by Orcagna, Nardo,
and Andrea da Firenze (see p. 16), and is also like
them in that Masaccio’s other works have no such
iconic strictness. Indeed, because people rightly
observe that the new style has perspective as its most
obvious hallmark and has Masaccio as its greatest
painter, this painting of perspective by Masaccio has
often been taken to typify the period, without notice
that there are no others like it.

The frescoes by Masaccio in the Brancacci
Chapel in the Carmelite church (figs. 87, 88; color-
plates 11, 12), shared with Masolino, are filled with
Donatellian people. They are serious and heavy,
with sweeping robes, but also throbbingly warm.
The pasty color application, with shifting light areas
and almost no line, insists on a physical glow, as if
these were all athletes pausing. They tend also to be
rough lower-class types, with no other glamour than
their bodily presence. They are then setina limited
space. the contained comprehensible world of Bru-
nelleschi. It is bounded by mountains or buildings
and never recedes to infinity. Thus we see powerful
Donatellian people in a precise Brunelleschian
location, which is like a Donatello relief, or like
owrselves inside a Brunelleschi building. The per-
spective. once laid out, is always covered up and
its technique not emphasized, so that the space
echoes the vigorous human tone. In the famous
Expulsion from Pavadise Adam sirides and Eve
vells, measured against the gate through which
they have heen extruded. Our passions and our
measnring capacities work on a single surface. I'he



87. Masaccto. The Expulsion from P
Fresco, 81" % 35”. Brancacci Chapel,
Church of the Carmine, Florence

Muracle of the Shadow carries the same conjunc-
tion further. Saints walk forward along a street
parallel to its houses and we read them in terms of
the time sequence of walking, from back to front;
three crippled beggars are being cured, and we read
them instead from front to back as lameness changes
into wholeness. Where the fnn\\md»mmi'uq and
backward-moving series pass each other on their
parallel tracks, the miracle happens, at the moment
of "now.” The healing 1s caused by Saint Peter's
shadow falling on the beggars, and this theme of the
value ot hight and shade must have delighted the
painter  I'hus the men’s acts, the perspective, and

88. Masaccro. Miracle of the Shadow.
ancacci Chapel,

Church of the Carmine, Florence

the theme coincide absolutely. The famous [ribute
Money (colorplate 12), where Christ orders Peter to
get money for the tax collector, is a quieter cluster,
a semicircle of figures before mountains, with pro-
portionate spaces. It certainly is affected by a cur-
rent event, the new system in Florence of assessing
taxes (on the clergy, too). In all this Masaccio also
pays homage to Giotto, using his intensity of weight
and drama. But he is less simple; he elaborates not
only spatial mathematics but human anatomy and
light. He makes the Florentine Renaissance more
vivid and more organized, and when he died ar

twenty seven, he had changed painting forever



21. Fra Angelico, Uccello

ation. Solid figures sit or stand before an abstract
starry sky, as they sometimes do in relief sc ulpture,
and similarly in his Corvonation of the VUirgin (fig.
89) the exact perspective floor runs back and then
bends up to Heaven. But there is no such ambiguity
in the little stories of the predella below, which have
an empirical street space like Masaccio's. Measured
and walled depth is fust completely controlled in
the great Descent from the Cross altarpiece (color-
plate 13), where cross and ladders are a yardstick of
figure action. The density of the smoothly modeled
people seems guaranteed by the cohesion of the

enamel-like pigment, and their location on the

8q. Fra ANGELICO. Coronation of the Virgen.
Panel. 7"« 6'11”. The Louvre, Paris

I'he number of great patnters in Florence in Masac-
cio’s age group is equaled only by the Paris group of

1870, Among them Fra Angelico (docs. 1417-d.14
is a victim of doting legend. e has long been re-
garded as an inspired monk, painting sugary devo-
tional tmages. Such works exist, and were thought
to have been painted in his early unrecorded years.

But recent study has moved his birthdate later by
about twelve vears, so that this early unrecorded
period does not exist (the worksare by his imitators).
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[le was trained as a painter before he joined the
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Dominican order. After that he no doubt tllustrated

AL

manuscripts, learning his bright enamel coloring,
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but in 1429 he emerged with an altarpiece in Maso
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Linen Drapers Guild (for which a very high price

was paid)?® estahlished him as a leader of his gener go. Paoro Ucceirro. Sir John Hawkwood. 1436.
Fresco, transferred to canvas, 27" % 17’
Cathedral, Florence
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chessboard by its luminousness. He shares their
columnar polish with Ghiberu, the other great
convert to the Renaissance. Later, recognized as the
greatest living painter in ltaly, he developed a fuller
apparatus of architectural settings with classical
symmetry, but he was most influential in this ear-
lier phase.

Paolo Uccello (1397-1475) was full of technical
curiosity: about mosaic, which he practiced in his
youth, and about animals, which gave him his nick-
name, the Italian for bird. His most famous curiosity
was about perspective, which he kept trying out in
difficult special cases in his drawings. In his early
frescoed tomb monument of the soldier of fortune
Sir John Hawkwood (1136; fig. 9o) the meditation
on the meaty stride of the horse is more conspicuous
than the perspective understructure of the tomb.
But, in contrast with Masaccio, it is clear that these
things pleased him for their own sake. The fresco of

Noah's Flood (colorplate 1) 1s part of a set of stories

91. Paoro Uccerro. The Battle of San Romano, center of three panels. 6" x 10'6”. National Gallery, Lor

ol Genesis, and shows two events in one space (like
many works of this time whenever the stories out-
numbered the surfaces, as in Ghiberti’s “Doors of
Paradise”; it was not a matter of special notice
['he two here are the flood itself and the exit from
the ark. The figures, whom we now see in damaged
state, swim and clutch with Donatellian vibrancy,
so that there is an acute mix of human and carpen-
tered extremism.

Uccello’s battle scene for the Medici family
mansion was in three huge sectaons. These unluckily
are now split among three museums (fig. g1),*" so
that we do not see the driving clash of the two cavalry
charges from the ends, but only the details of capri
cious-seeming bright toy horses, armor and spears
in a rigid perspective net, and the hill walling in
this world. Uccello shares Masaccio's imagery of
human crisis in geometric clarity, but has the per
sonal handwriting of one who loves seeing how it is
put together.
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22. Domenico Veneziano, Fra Filippo Lippi

As an immigrant from Venice who saw as an adult
the new Florentine art when it had reached its full
form, Domenico Veneziano (docs. 1488-d. 1461)
not unnaturally evolved a median blend of it. He
may have brought from Venice the ideas of Gentile
da Fabriano which show up in his ddoration of the
Magi,?' with falcons, an enormous peacock, and
peacock robes for the courtiers. But even here the
hedged fields are rearranged to set up a contained
Florentine world. His masterpiece, the Saint Lucy
altarpiece (colorplate 15), is a modern rectangular
panel like Fra Angelico’s later altarpieces, and also
like him in the broad litsurfaces that hold the people
in place. 1t surpasses him in unified equilibrium.
The translucent cool tones suggest that the people
are not only steeped in air but in the particular
weather of a sunny spring day. This refinement was
to be fascinating to younger painters.

Fra Filippo Lippi (1406-1469) belongs with
the Masaccio generation like the last three painters,
but is probably the youngest, and also finds the new
style already in being. An orphan boy who became
a Carmelite monk at fifteen, he watched Masaccio

paint in his convent church and reflects him from

the start. As soon as he became a full-fledged painter,
he left the convent. and later left the order to marry.
His concern with the three-dimensional body makes
him invent plump articulate people, often in grayish
tones, whole paintings being almost neutral in color.
He alone comes close 1o justifving the tag that the
Florentine school likes form but not color. His slow
painting was alsosuperbly sure in drawing, sharpen-
ing the contours to catch gestures and movements.
His space accepts the patterns offered to it, at first
Fra Angelico’s recession that shifts into a flat
backdrop, later on symmetrical halls, and always
fourteenth-century formulas of rocky landscape. Al-
though he also records obvious symbolic references
to an unusual extent, his figure groups communicate
a healthy life without intensity of feeling or of paint.
His Madonna and Child groups (fig. g2) were,
perhaps as a result, much admired in the nineteenth
century for their pleasant realism, while today he is
less appreciated than his contemporaries. But a close
look at a moving figure in one of his agreeably con-
gested crowd scenes will reveal the invention of
nonconventional stances which exploit line and
modeling for a finely tuned sense of human life in
p]'(i( €SS,

g2  Fra Fuwirro Lippi. Madonna and Child
with Birth of the Virgin . 1452
Panel. diameter 53°. Pitti Palace. Flarence




29. 'The Later Donatello; Luca della Robbia

We have just looked at five remarkable painters
born around 1400 (from 1397 to 1406), who suc

ceeded to a generation born around 1380 that was
dominated by sculptors (Ghiberti, Brunelleschi,
Nanni di Banco, Donatello). The 1400 group pro
duced just one sculptor, Luca della Robbia (1400~
1482), whose behavior will only serve to confirm the
dominance of painting in his time. The leading
sculptor continued to be Donatello. In onr modern
context of artist-personalities, most successful artists
in mid<areer do not alter their methods greatly,
but the great ones keep changing even into old age;
Donatello is the earliest example. After the Saint
George and other Or San Michele sculptures he
produced one more set of big outdoor figures, the
prophets for the Bell Tower of Florence Cathedral.
They take the contrast between surface and core
further (see p. 62). The one famous as .o Zuccone
("Old Pumpkin Head"; fig. 93), because it is such a
graphically characterized individual, contrasts the
naked skull with the thick soft robe, flung over the
shoulder like a too-bulky blanket. The carved sur-
face of Jeremial:3? seems to reproduce a clay sketch
that the artist has pulled at with rapid pressures,
producing willful rivers of twisted stone. Donatello
was also exploring a new kind of relief, so slight in
depth that it is more incised than carved, vet creat-
ing airy distances; these would seem to imply the
stimulus of painting, though the earliest (partial

example, in 14 16,33 precedes any comparable paint-
ings. A set of round swucco reliefs ordered by the
Medici for the spandrels of their Old Sacristy (see
fig. 79), located overhead at an angle, plays games
with illusionary spaces and worm’s-eve views as vi-
braut as his stone masses. These works are typical of
the 14305 as small private commissions for reliefs or
single moderate-sized statues, the public ones for
sets of over-lilesize statues having stopped.

For the Medici he probably also made the
bronze David (fig. o), a lifesize bov. lIts face is sta
tlingly smooth and symmetrical, perhaps following
a trip to Rome where Donatello saw classical
remains. With the David Donatello seems to break
continuity and revert to his earliest work, and

DoNATELLO. Prophet
Zuccone” . fror
er. Marble

el Opera det Duome

94. Donaterro. Darid
Bronze, height 62
Museo Nazionale
Bargello, Florence



y6. Luca pErra Rosaia. Organ Gallery. 1431 38
Marble

Musec

dell’'Opera del Duomo, Florence

g5. DoxaTerro. Music Gallery. 1433-39.
Marble, frieze 3’2" > 188",
Museo dell’'Opera del Duomo, Florence
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indeed the second half of his career, after this point,
is analogous to his evolution in the first half, from
quiet massive forms to more and more active and
nervous complexity of surface. Swuess affects the
David only in that the heavy round forms at top and
bottom clamp the pneumatic body between them,
making the whole a neat ornament. In another of
these smaller-scale works, the frieze of dancing chil-
dren in relief. made for a music gallery in the Cathe-
dral (1433-39; fig. g5), probably to hold an organ,
not singers, measures the tossing mass of bodies
against the strict meter of columns in front of them.

A matching organ gallery (1431-38; fig. g6) was
the first major work of Luca della Robbia (1400-

1482), the sculptor who after Masaccio's death seems

()

to have been the voung artist most favored by
Brunelleschi. Its smooth rounded forms and bland
classic equilibrium share and perhaps inaugurate
a mood of this moment, seen also in Donatello’s
David and Fra Angelico's Descent from the Cross
see colorplate 13). The figures stand in ten groups,
cach a semicircle making a niche space of gleaming,
smoothly turned human columns. It is an expert
presentation of the ideal order constructed from
human materials, in the simplest of traditional
rhythms, clear and self-contained. Yet after this
major start Luca was also affected by the end of big
sculpture commissions in Florence, and soon turned
to his famous invention, “Robbia ware"—glazed
pottery in high relief panels on a big scale (color-



97. Doxaterro. Head of Gatta
his equestrian monument. 1447-53. Bronze.
height of entire work 17°10”.

Piazza del Santo, Padua

08. DoxateLro. The Miracle of the Angry Son, panel on the H
S. Antonio, Padua

Jlate 16). Itis cheap and indestructible, so that today
i

examples can be found even modest museums
gleaming with undimmed blue and white. It calls
for undetailed forms and provides the clean lumi
nousness that luca already liked. Dependent less
on depth than on color and surface, the imnedium is
more like painting than any other «nl[mnr in his
tory, and later was called painting by Leonardo da
Vinct. Thus Luca's career confirms the domination
of painting in his generation.

Donatello left Florence for ten years and went
to Padua, where a big commission awaited him
the equestrian statue of the general Gattamelata
1447-53%; fig. 7). On the massive horse, equally
sharp incision marks the rider’s rich armor and ex
pressive, humanly worn face. A large altar also 1n
Padua (1447-50) is most notable for four big bronze
reliefs of miracles of Saint Anthony, where the in
cised perspective buildings are worked as thickly as
rough-woven cloth (fig. g&8). Back in Florence at
seventy, Donatello pursued an art uow entirely
personal, unrelated to trends of the time. The
bronze Judith Killing Holofernes fig. 99, presents

two figures, stiff as in a starched rough blanket, on
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an odd wtriangular base from which one leg loosely
dangles; a sketchiness and asymmetry used by no
previous artist are its vehicles. The wooden Magda-
lene®t with gilded hair has a similar seiff surface and
torn face, but alludes to the tradition of images for
worship. Most incredible are the pulpits for San
Lorenzo,3 reliefs whose loose drawing, spatial slic-
ing, and confusion of bodies create a world where
tensions are not allowed to be resolved, the most
private works of Renaissance art.

g9. Doxaterro. Fudith Killing Holoferne

Bronze, height 7°9”. Piazza della Signoria

Florence

24. Alberu

The Masaccio generation of painters also includes
one great architect, Leon Battista Alberti (1404-
1472), who, however, had a most surprising careel
and did not design a building until he was about
forty-five. The Alberti were the richest merchant
family of Florence in the late fourtcenth century,
patrons of the largest chapel in Santa Croce, but
had the not unusual experience of being exiled after
a political defeat (as Dante had been). Leon Battista
was born far away, took a law degree, and entered
the papal civil service, also developing interests in
philosophy and Roman literature. In 1434, after
the exile had been repealed, he went to Florence
with the pope, and became a friend of Brunelleschi
and Donatello. 1n a book on painung,?® dedicated
to Brunelleschi, he expressed his sense that a new
kind ofart had been invented. the first writingabout
Renaissance art and one of the few hooks on an art

100. Bernarpo RosseLnivo. Civic Center,
Pienza. Designed 1458.
Width of church fagade 66'6”



movement in any age by a leading participanc. 1ts

first section is a handbook on perspective, today
often treated as the most important, Even there it
shows a typical shift from medieval books, which
emphasize techniques of paint mixing, to a more
intellectual approach. But the new art is really “ex-
plained” more intimately in the second and third
sections, which involve therelation between geomet-
ric design and the expression of human drama. A
later book by Alberti on architecture 37 uses an
ancient Roman one by Vitruvius3® as its starting
point but moves to a concept of au ideal city
plan, with monumental solated buildings on wide
squares, beautitul in their balanced proportions.
This mood is reflected in papal plans for rehabili
tating Rome, and in the surviving small aty ot
Pienzaordered by Pope Pius T (from 1438; hg. 100)
from Bernardo Rossellino. Besides an Albertian
cathedral and palace, it is remarkable tor its self-
conscious provision for distant vistas.

Abont 1446 Alberti began to design buildings
for admiring princes, leaving the construction to
others, whom he often instructed by cortrespondence.
He was thus protected trom blame tor faulty execu
tion, and established the modern split between

10t LeoN Batrista ALBERTL Exterior.
S. Francesco, Rimini. Designed 1450.
Width of fagade g6”
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102,  LEON BATTISTA ALBERTI
Palazzo Rucellai, Florence
1440 51. 65" 7 85

designer and technician. For the lord of Rimini he
designed the exterior of the family burial church
San Francesco, better known by the dvnastic name
of the Tempio Malatestiano (executed 1450; fig
101). Wrapping a modern screcn around a Gothic
interior, Alberti placed ou the front the first Renais




103. LeoN BaTTisTa ALBERTL Fagade,
S. Andrea, Mantua. Designed 1470.
Height to top of pediment 75

sance church fagade, adopting the Roman triumphal
arch design of a central arch and two smaller ones,
separated by columns. On the side walls a row of
arches rests on heavy piers, which Alberti con-
sidered the only logical suppoit for them. Both in
front and on the sides the thickness of the wall 1s
strongly articulated, a constant in Alberti’s work.

Soon he designed Palazzo Rucellai in Florence
(fig. 102), one of the earliest Renaissance town
houses. Here the distinction between the curtain
wall and the post-and-lintel construction of pilasters
and cornices is shown only by difference in texture,
but itis the essential motifof the design. The curtain
wall is conceived of as on a farther plane, but on the
narrow street the whole is actually executed as it in
a drawing in two dimensions. Since the “curtain”
areas between pilasters are largely made up of framed
windows, the sense of a skeleton construction is
strong. Alberti's last work, Sant’Andrea in Mantua
(figs. 103, 104, 105), also ordered by the local
marquis, is his richest and most influential state-
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104. Leo~ Batmista Areertr Plan,
S. Andrea, Mantua.
Width of nave 61°, length 380"

ment. Indeed, its command of large dramatic units,
emphatically pulled toward the center, made it a
favorite object of quotation in the Baroque period.
The front porch is treated as if it were a very thick
wall, cut into by a colossal three-story arch contrast-
ing with smaller openings at the sides, all again
articulated with a post-and-lintel skeleton. The scale
contrast is repeated inside, where the big arch reap-
pears repeatedly on the side walls of the nave as
entrances to the chapels. There are no aisles. The
interior space 1s thus centralized again, driven down
the nave tunnel along the rhythmic arcade to the
domed choir. Because the big outer and inner arches
are identical in height, the roof heights cannot
match, a problem not resolved in the design or ex-
ecution. Thus the incomplete blend of idea and
realization is traceable. Yet Alberti, the only Renais-
sance architect before Palladio who works primarily
with exteriors (see pp. 235-36), shows in his constant
emphasis on wall thickness his awareness of the
task of articulating the construction.







cOLORPLATE 11.  Paoro Uccerro. The Deluge. ¢. 1450 Fresco, 717 169", Green Cloister. S. Maria Novella, Florence
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2 5. Castagno, Pollaiuolo

Between 1397 and 1306, as we have seen, five 1¢
markable Florentine paimers were bor, as well as
one pictor ial s lll};lnl and one late-blooming archi
tect. By chance, no other mmportant painters weie
born until 1321, making a contrast of generations
easy (just as with the sculprors born around 1380
I'he painters ot the decade 1367-1106 presented
man’s activity and his environment i equipoise
I'hrough perspective, the cosmos 1s seen walling the
people about, but not dominating them. There is
a parallel to the stoic philosophy expressed by
Alberti, that man cannot change fae and bad
fortune but can use his mind o understand and
discount them, so that they cannot defeat his essential
nature either.

This formula of geomewric balance between

form and space yiclds, in the next generation, 1o an

cmphasis on the higure. Castagno (1421-1457) and
his close successors make man dominant over space

I'heir learued skill in perspective 15 emploved to
lessen the role of the environment. Figures stand

before either a lat wall, or a blank paint surtace or

the open sky, and they often elbow out toward us
Irom niches not big enough for them or stand on a
hill that drops down behind 10 a tiny distant pano
rama, all relationships avoided by the preceding
generaion

I'he set of mine lamous men and women fres
coed i a conntry villa (fig. 100), a modern variaton
on the "nine woithies”™ of medieval halls.?? 1llus
trates thas vividiv. The hguies here are three Floren
une soldierstatesmen of the recent past. three
Florentine writers i Dante, Boccaccio, and Petrarch

and three famous women. They ditfer in tone L



soldiers do most of the elbowing forward—but are
chiefly single sculptural presences, as hard as the
marble slabs behind them and influenced by Dona-
tello’s niche statues. Castagno’s later painted tomb
of a general in the Cathedral (1456)% typically
modifies Uccello's earlier fresco (see fig. go) by
eliminating the perspective construction and in-
troducing two muscular pages. His greatest work,
the Last Supper for a convent refectory (colorplate
17), wraps the statuesque figures in a perspective
room, and so, unlike the others, appears to retain
the approach of the previous generation of painters.
But in ltact it embodies an unresolved contradiction
between two systems of space, one for the figures
and one for the architecture. The figural space sets
just one man at each end of the table, with room
perhaps for a second, and ten behind the table, and
thus is verv wide and shallow; the room measure-
ments have a much greater depth, exactly half the
width, as proved by the cloth hangings and the
molding that runs under the ceiling. The space we
accept is the one asserted by the figures, so that this
fresco, like Castagno’s other works, does illustrate
domination by figures over a minor environment.
And the men are sculptures, tough like Masaccio

figures, exuding impact through their density of

color and stoniness.

I'he next brilliant painter to emerge, Antonio

del Pollaiuolo (1431-1498), is an actual sculptor, so
it is not strange that he has a quite similar approach
to painted figures. They are not stony but suggest
metal, his own favored medium in sculpture.
Athletic heroes are recurrent: David, the Florentine
symbol of resistance;#! the martyred Saint Sebas-
tian;* and especially Hercules, painted for the
Medici town house (1460). Hercules (figs. 107, 108)
fghts and wins in shining anatomical precision of
line, high above exact landscapes that rush back in
low perspective. This new space, which does not en-
close the figure but leaves it all the more statuesquely
isolated above the world, seems typically Renais-
sance, but emerges for this purpose only about 1460,
utilizing Flemish procedures. Pollaiuolo’s anatomi-
cal skill was much admired, and he probably en-
graved his Battle of Ten Naked Men (hg. 109) as
an aid to artists, showing ten variations on the body
in action, again before a shallow, flat backdrop. It
is his only engraving, and the earliest in ltaly by
any distinguished painter or sculptor. Pollaiuolo
worked ina great variety of media, including designs
for embroidery (from 1466) and a silver panel to be
inserted in a fourteenth-century altar.#3 Only in
these “minor art” contexts does he design perspec-
tive spaces in the geometric manner of his prede-
cessors, and may thus suggest that it seemed old-
fashioned to him.

Teas AmTA 5 ama b A

106.  ANDREA DEL CAsTAGNOG. Nine Famous Men and Women (portion . frieze from Villa Carducci, Legnaia

Fresco, each secrion 8

Cenacolo di S. Apollonia, Florence



er Porramvo:

ANTONIC




26. I'rends in Florentuine Painting at Mid-century

Old-fashioned painters survived alongside the mod
ern movement, with its “realism™ of perspective
I'he late fourteenth-century tradition persists
such painters as Bicai di Lorenzo (docs. 1416-
d.1 452).and Lorenzo Monaco’s Gothic persists more
richly, as in outdoor frescoes 1 the Cathedral square
1445-46).* But the modern ait was favored by
(ll[](.ll comment .Ul[l llll most l]llli(lll-‘llll ]hlll“ll\
T'his 1s thoroughly illustrated by the 1eaction of the
remarkable archibishop Antonino, who was the only
saint of Renaissauce Florence, the first theorist of
mercantle capitalisim, and a dose adviser o the
Medici. He attacked the luternational Gothic style
of Gentile da Fabrniano as a frivolous distraction
from the holy events depicied, and asked for natural

st and simplicity in painting, a set of qualities best

0. Bexozzo Gozzovrl Pr n of Magi 1459. Fre
Palazzo Medici. Florence

matched m his environment by Masaccio. This is
connected with Antonino’s idea of what was later
called “natural religion.” the ancestor of Deism; he
was opposed to the concept of religion as irrational
and supersensuous, shared by medieval scholastics
and modern agnostics alike. His view that the em-
pirical world supports faith can also be linked to
the fact that the pioneers of the Renaissance in
Florence produce mainly religious works, while
secular work of the ume tends w be old-fashioned
and Gothic. contrary o a familiar formula about
the close relations of humanism and the Renais-
sance. The modern masters of Florence produce
secular works in more than minute amounts only
after about 1450

At mid-century the most hmpressive old-




fashioned painting is the [rocession of the Mag
1459; fig. 110) frescoed by Benozzo Gozzoh (1420-
1497) on the walls of the private chapel of the Medici
mansion. This favorite theme of International
Gothic is treated once again as a delightful cavalcade
with golden ornament. At its two ends many poy
traits are tucked in, suggesting more interest in the
modern Flemish prelerence lor real partculars
than in the metrical order of Masacaio and Castagno

But at the same date Fia Filippo Lippi. too. was

inserting portraits at the edges of g frescoed scenes.

g

and the two artists are also alike in keeping old
fashioned landscape conventions, with scooped

cliffs. Thus Benozzo, who had worked for vears as

an assistant to Ghibert and Fra Angelico, operates

at the more old-tashhoned end ot the available range
of styles, in a work for Florence's greatest secular
patron. He is also happy to copy a king's horse
litevally from Genuile, and woday the work's Genule
like luxury and anecdote have won it a tourist
popularity, but it was esidently not a success witl
patrons since Benozzo never got another order in
the city. He spent the rest ol his long life in Pisa and
even smaller provincial wowns. where he carefully
signed himself “Benozzo of Florence.”
[n Masaccio's revolutionary generation every
painter was either a2 modern inmovator o1 old
fashioned, but in Castagno’s there are halfway imi
tators of the two modern generations. Pesellino
1422-1457) derives from Filippo Lippi, and also
reflects Domenco Veneziano, in small, beautufully
drawn scenes ol clear. luminous action. | he early
work of Alesso Baldovineti (1425-149q) reflects
very beautifully the translucent solumes of Domen
1o Veneziano's hgures. but puts them in the new
spaces of Pollaiuolo, building up forms against the
sky above superh sweeps ol low landsc ape (hg 111
Later he explores the shallow space patterns too,

but at the end of his life fades into becoming a

repainer of mosaics. Pesellino retains the older
spatial equipoise, but since he has alwavs been
understood as an artist of second rank. he s not an

exception to the trend of his gencration by which

equipoise gives way to the dominant figure. It is
true that his work has helped to ke p alive a general
impression that perspective space interested Floven
tine painters throughout the ificenth century.rathes

than a partucular generation



27. Trendsin Florentine Sculpture at Mid-century

112, MicHELOZZO MICHELOZZ1.

Bartolommeo Aragazzi Bidding Farewell to His Family,
from tomb of Bartolommeo Aragazzi. 1438.
Marble, 30" % 29" (without restored side frames).
Cathedral, Montepulciano

If, instead of scanning one sculptor’s whole career
and then another’s, as is usual, we looked at them
all in the decade of the 14405, we would notice a
drop insculpture in Florence. Donatello, after thirty
years at work, went away for a decade, yet that did
not bring commissions to others. Luca della Robbia
left work unfinished and turned to his ceramic pro-
duction. Michelozzo (soon to be noticed) turned
almost entirely from sculpture 10 architecture, and
the most promising youth, Agostino di Duccio,
emigrated. Even a faithful hack, Bernardo Ciuf-
fagni, constantly busy earlier, suddenly vanishes
from all records. Thus almost no sculpture was
done in Florence; in the 1450s, there was a revival,
but without any of the large-scale projects typical of
1401-34. This seems to be related to the greatest
political change in a century, the shift of power in
1434 from the guild committees to Cosimo de’ Me-
dici. At once no desire was felt for outdoor monu-
ments, expressive of community consciousness, ot

o4

the type of Ghiberti’s two Baptistery doors and the
sets of statues for Or San Michele, the Bell Tower,
and the Cathedral. Some of the older projects were
finished off, others stopped. Then about 1450 we
see new sculptural types which emphasize private
ownership, indoor location, sophisticated collect-
ing, and celebration of the individual: the portrait
bust, the small bronze, and a greater role for tombs.
Style has a parallel change.

Michelozzo (1396b-1472) worked for years as
assistant or junior partner to various of his contem-
poraries, especially Donatello, He made his mark
with the tomb of the papal secretary Aragazzi, in
Montepulciano (finished 1438; fig. t12). It is more
literally classical than other work of that date, even
Luca della Robbia’s, in the airless juxtaposition of
cylindrical people. 1t also makes its subject archae-
ological, apparently reflecting the patron's schol-
arly interests. 1t may be noted that, consistent with
the preponderance of nonsecular work at the time,
humanists and modern artists had rather slight con-
tact. A successful humanist might order a tomb,
and both groups shared a curiosity about Roman
sculpture, but neither group was much involved
with the other’s chief concerns. It seems typical that
when humanists praise an artist in their writings
(showing that they could), it is not a modern Flor-
entine, but Pisanello.

Agostino di Duccio (1.418-1481), in reliefs for
churches in Rimini and Perugia, created a strange
flat style, with drapery swirling around hard bodies
in curved parallel lines. 1t is not a Gothic line, and
its first appearance in a learned archaeological con-
text (fig. 113), decorating the church in Rimini for
which Alberti designed the exterior (see fig. 101),
suggests thatit was meant as a variant type of Roman
imitation, reflecting the ornament we know on neo-
Attic vases and Arretine pottery.

When young sculptors again emerge in Flor-
ence. thev seem interested in isolated vehement
figures, like those in Castagno’s paintings, but often
diluted hy a pleasure in rich. polished ornamenta-
tion. Pollaiuolo’s bronzes, the most brilliant work
of the time, will he considered separately (see p.113).



113.  Acostino ot Duecto. Saturn

Marble, 54 172" 36 1

Chapel of the Plancts, S. Francesco, Rimini
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114, BErRNARDO Rossevrivo. Effigy, on tomb of

Leonardo Bruni d.i 444
S. Croce, Florence

Marhle, width 10'y”

115. DEesIDERIO DA SETTIGNANO. Angel. from
the Tabernacle of the Sacrament. 1461
Marble, height 36”. S. Lorenzo, Florence

Bernardo Rossellino (1409-1464), also active as an
architect under the wing ol Alberti, is inspired in
sculpture by Michelozzo. His greatest pleasure
seems to be in refined moldings and frames, of the
kind now generally regarded as “typical Renais
sance.” s shapes for doors and especidlly for tab
ernacles to hold the sacrament were very influential.
His chiel work was the tomb of lLeonardo Bruni
d. 1444 hg. 11p), conceived as a wall tabernacle
with delicate ornamental figures but focusing on
the sensitive portrait. It it was produced soon after
the death of Bruni, the chancellor of the Florentine
republic, it would be the most ambitious work of
the decade, but it may well have been delaved, like
most tombs.

Desiderio da Settignano’s (docs. 1453-d. 1464

chief works are still another tabernacle for the sac

%
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116, ANTONI0 RosseLLINO. St. Sebastan. from
altar dossal. Marble, height ¢. 56
Galleria della Collegiata, Empoli

rament (fig. 115), and the tomb ol Carlo Marsup
pini,* the next chancellor of the republic, both
accepting the formulas of Bernardo. In bis time he
was labeled “lovely and sweet,” but his grace 1s not
so much in decoration as in the treatment of the
fgure, immensety refined and civilized. Under the
thin smiles and alabaster glow of his heads of
women and children there ave tougher skulls than
photographs suggest. and his angels lift their heads

with tresh excitement
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Bernardo's youngest brother, Antonio Rossel-
lino (127-1179), swings between suave Madonna
reliefs, many times repeated i low velief by inita-
tors, and tough portrait busts of old men that allude
to ancient Roman types. His Castagno-like Saint
Sebastian (fig. 116), a hard body in expressive spiral
motion, scems surprising after the deticate Madon-
nas, but makes it less surprising that his most mon-
umental tomb, lor a Portuguese cardinal-prince

who died in Florence,* lacks his brother's decora-

tive boxed unity and splits visually into its various
forceful statues. A similar doubleness is striking in
Mino da Fiesole (1429-1484). who is most famous
for smiling cherubs and for tombs of alimost two
dimensional delicacy but who also produced the
first examples of the portrait bust, such as the Piero
de’ Medici (14535 fig. 117), with rocky jaws and
hrutal realism. The unity of tone among all these
carvers tells us that the Florentine Renaissance was
now an established institution.

117 Mixo pa Fresors

Piero de* Medici. 1453

Marble, height 18

Museo Nazionale, Bargello, Florence



28. Michelozzo and Florentine Architecture

The small sculprures and the secular painungs ol
1450 adorn a new kind of building, the palazzo
The word need not mean p‘d.m-, but town house,
mansion, or, in other contexts, just building. \
Renaissance visual type tor dwellings is first seen in
the 1440s, a quarter-century later than churches
and public buildings. The thyee pioneer examples
are Alberti's Palazzo Rucellar (see hg. 102}, the
Palazzo Pitti (115%), which scems less mventive
though its later enlargement and royal use (sce p
233) perhaps encomaged a tradition that Brunel-
leschi had designed it—and Palazzo Medici by
Michelozzo (probably begun vyyy; fig. 118, N
chelozzo was Cosimo de’ Medici's favorite builder,
constructing his country retreats and the churches
he endowed. \ project by Brunelleschi for the town
house was rejected by Cosio as too pretentiouns,
according to a report, yet it may be reflected in the
finished version, Michelozzo's one masterpiece, a
complete structure in contrast 1o the annexes and
remodeling that generally occupied him. lIts sud-
den appearance, mature in the first example of the
building type, may also suggest that itis simply the
natural way to transforn the older Florentine house,
which was tall and narrow, often with shops on the
street floor. Palazzo Medici eliminates the shops
and is wider, and thus can create a squarish balance
of width and height. We are invited to read the
qualities of each story through changes in texture—
the rough stone blocks at the bottom, as ot a fortress,
the cutsquares in the middle, the completely smooth
top—a lightening that suggests lessened weight and
receding perspective, The whole is then framed at
the far end of the eve’s upward journey by the grand
cornice, defining the building as a unitand prevent
ing it from floating against the sky. Although the
removal ol the shops assists the analogies between
the three stories, the corner ol the ground floor was
used lor a public porch, later hllectin. Tt all seemed
a classic formulation, using essential Renaissance
axioms eastly.

Yet Michelozzo's later major work at Santissima
\nnunzata (L{4J=55: hg. 119) shows none ol this

empirical qualitv. He remaodeled the interior, and

118.  Micuetozzo Micuerozzi. Exterior,
Palazzo Medici, Florence. Begun 1444
Height 80'¢

added a square colonmaded courtin front, a circulay
domed choir at the other end (execnted later with
changes), and some other annexes. These spatally
self-conscious innovations, based on concepts about
ancient Roman building, were attacked as impracti
cal for the church services because the opening from
the main nave into the round choir was too narrow
1t seems ironic that the necessary practical adjust

ments were provided by Alberti, the architect whom



we think of as a theorist in contrast 10 the builder
Michelozzo. In fact the two architects shared the
same classicism and excitement about centrally
planned spaces, which may thus be regarded as
dominant in the mood of the time. After Micheloz-
70 left Florence in 1435 under attacks on his skill,
the trends of the following vears there are less clear,
and only ahout 1475 does another strong personal
style emerge.

116.  MicHELOZZO MicHELozzl. Plan,
SS. Annunziata. Florence. Remodeling
begun 1444. Total length 314",

width of nave 26

2g. Sienese Painting in the Early Fifteenth Century

Siena was by now a backwater with a glorious past.
Its own painters seemed plcasc(l to repeat tradition,
though interested in suggestions from Florence.
The most r1alented, Sassetta (docs. from 1423-d.
1450). was rediscovered in the late nineteenth cen-
tury and much liked as an “available primitive”
of the Fra Angelico tvpe, medieval enough to sug-
gest high-minded purity but modern enough to be
comfortablv realistic (fig. 120). His suavely incsed
line and his pleasure in elaborate deep spaces iden-
ufy him readily as Sienese, but the absence of any
immediate ancestry has discurbed critical treatments
of him. When some of the more poster-like paint
ings related to him were recognized as the work of
imitators, he was tied closely to modern Florence,
especially Fra Angelico. But his simply modeled
doll-like smiling people, moving on errands of good
ness through wide bright spaces, are better associ-
ated with aslightly earlier moment in Florence, with
Ghibertr (who visited Siena 1n Sassetta’s youth).
From him Sassetta learned to place smoothly tubu-
lar hodies, with precise folds, in well-constructed

120.  SAsSETTA. St. Francis Meeting Poverts
Chasti

Panel, 33" % 21", Musée Condé, Chantilly

. and Obedience, from an alarpiece
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little buildings. It was a natural attachment, since
Ghiberti admired the great Sienese of the past. Sas
setta only loses a little of Gliuberti’s bodily flexibil
itv, and adds a sensitive color harmony implying
fresh aiv

More truly Gothic and primitive, Giovanni
di Paolo (docs. 1423-1482) adapts Sassetta’s patterns
with a repetitive stylization as of folk-art schemas
fig. 121). Very tall thin people, with incised con-
tours and incised renderings of the veins in their
hands, walk through perspective fields where the
parallel hedges are incised. The peasant reduction
of a sophisticated source is clear, and its iconic ab-
straction has a special appeal to part of twentieth
century taste.

I'wo other painters looked at newer Florentine
devices than did Sassetta, though with less sureness
of instinct. Domenico di Bartolo's (docs. 1428-1444
realism of facial details and anecdotes of costumed
crowds seem a response to Gentile da Fabriano's
visit to Siena, and show the vounger generation's
capacity to modernize Gentile with organized space
and cool harmonies of color much as Domenico
Veneziano does. The boldest, even desperate, effort
to jump into the Renaissance is made by Vecchieta
docs. 1423-d. 1480), who insisted on richly mod-
eled higures steeped in changing light to the point of
strained caricature. Unlike any of the rest, he did
much work away from Siena, and eventually solved
the prohlem by turning to sculpture. Indeed Mi
chelozzo, who was at work nearby when Vecchietta
was in his teens, seems to have been the stimulus for
his painting style, to judge from the stiff but ex-
aggeratedly active figure types. Vecchieta’s abortive
revolution in painting and his very handsome Do-
natellian bronzes of later years usher into the city
an art that is satisfactorily Renaissance but no long
er Sienese in the raditional sense in which the term

1s the name of a style.
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g0. Pilero della Francesca

tomb, and little or no interest in perspeciive. Piero
was already a prominent local citizen, and soon was
receiving job offers from lords and churches of that
area and even bevond. His most famous work, the
fresco cycle of the Legend of the Wood of the Cross,
was begun in this same energetic vein for the main
(’lmpvl of the Franciscan church in Arezzo (fig. 123;
colorplate 18). 'The theme was old-fashioned, typi-
cal of these proviucial commissions, based on the
medieval stories that had grown up around the rel-
16s ot wood from the cross in the churches of Eu
rope. The account starts with Adam’s death, and
shows us striding aud mourning people, anatomical-
Iy sophisticated and passionately dramatic, strung
out on the shallow stage. They also have the smooth
ttanslucency and exact placing in the ai that had
been so important 1o Domenico Veneziano.

Bur at this point Pievo's work seems to have
heen iuterrupted by a visit 1o Rome (1458-59) and
exposure to Alberti's 1deas abont city planning,
with their sense for clear geometric space measure-
ments. This may have triggered in Piero something

that has no liteval precedent, and is a new aspect

122.  PiERO DELLA FRANCESCA. Resurrection.

2" % 67", Pinacoteca. Sansepolcro

Fresco.

123.  PiERO DELLA FrANCEScA. Death of Adam,
group at right. Fresco, entire work
12"~ 24°5". 8. Francesco, Arezzo

Working in Florence as an assistant to Domenico
Veneziano, the yonug painter Pievo della Francesca
(docs. 1439=1. 1192) evideutly participated in the
imvention ol the new style of the muscular figure
along with Castagno, the most talented Florentine
of his own age. Such at least is one of the ways of re
constructing his beginnings, after which, we kuow,
he returned to his small native town of Sansepolcro,
in the hills between Areszzo and Perugia. On this
view his hrst major work is the Reviurrection for the
local city hall (fig. 122), which indeed Castagno
seemns to have echoed in a work ol about 1.447.%%
Piero’s fresco is a masterpicce of this style, with the
bony and drooping flesh of the large-eved figurc

rigidly looming over the flat marble slabs ol the

100




of Renatssance pamnning. i the 1est of the hiescoes
of the Arezzo series, starting with the famous Queen
of Sheba scene, and then in the Baptism altarpiece
and the small Flagellation (hgs. 124, 1235), the trans
tucent  figures tim mito remote, u\[m'\wmh-s\
counters in a pure geomettic world. They stand
with the hxity of columns, alive only n the inten
sty of their form and hght. Perspective became so
important that Piero wrote a book about it, the
first after Alberti’s.®™ This art has appealed 10 the
same modern taste that developed in connection
with Cézanne and Seurat,

in fater years Piero refaxes to the point of be
ing interested in particular things, poruaits, and
textures, especially shining ones like jewels and
water; the double portrait of the count and count
ess al Urbino* shows all these concerns. Hisresearch
attutude toward hight also led him to a nocturnal
fresco i the Arezzo sevies, the Iveam of Constan-
tine, which 1s a drama of oprical abstraction. Piero’s
elegant comrol of the adjusuments of proportion
between areas, 1 scale and cotor, is very much of
the Renaissance, but his temporary abandonment
of human expressiveness is not, and is what makes
him most effective today. His intense cultivation of
putre torms may be connected with his retiring trom
his Florentine training to his remote tittle town.
Other artists of great talent with a similar experi-
ence (for example, El Greco, Georges de la Tour,
and Cézanne) have tended to rely less and less on a
hnk to nature and more and more on reworking
their own styhistic patterns, and all ol these emerged
{rom obscurity to fame during the early twentieth

century.

125, PIERO pELLA FRANGESCA
Flagellation. Pancl, 23" < 32
Galleria Nazionale delle Marche
Ducal Palace, Urbine

124. PiERO DELLA FRANCESCA. Bap
Panel, 66" < 45", National Gallery, London




31. Pisanello and Jacopo Bellini

I'he version of International Gothic that Gentile
da Fabriano took from Venice to Florence in 1.

23

al in

was assimilated as part of a recent Gothic reviv.
Florence, but in Venice it was a subtle amendment
of the established Gothic past; very little done there
earlier could be related to the Renaissance. The
other north ltalian wwns with their feudal courts
(Milan, Verona, Ferrara) also favored a Gothic
vocabulary, generally in the vein of Simone Mar-
tini; their masterpiece was the tomb of Can Grande
della Scala (see fig. 5¢
to have taken two visual forms. One is an art of

Asin Florence, Gothic seems

ornamental rhythmic line like Lorenzo Monaco’s,
and Stefano da Zevio (docs. 1425-1438) in Verona
is the most polished painter in this style. The other,
like Gentile da Fabriano’s, makes patterns not from
line but from beautiful real objects; both are equal-
ly decorative and luxurious. A notable new vehicle
in this context is artists’ notebooks of drawings,
made common at this date becanse parchment was
giving way to cheaper paper. The eatliest of interest,
still on parchment, is by Giovannino de’ Grassi

(docs. 1389-d. 1398), a Milanese who has only left
50

this book,?® one sculpture, and some manuscript
illuminations. Like others, his sketchbook empha
sizes costumes and animals, including exotic ones—

monkeys, greyhounds, and leopards. No such note-

books survive from Florence at this time; they were
evidently kept when treated as mines for repeating
ornamental motifs, not as memoranda of artists’
observations.

From this emerges one great master, Pisanello
(docs. 1422=d. 1455). His earliest work, a fresco of
the dnnunciation in Verona (1423-24),3! is in the
“Lorenzo Monaco™ vein, but soon the influence of
Gentile da Fabriano transforms him. His master-
piece in painting is the fresco of Saint George Res-
cuing the Princess (fig. 126). Tales of chivalry are
typical pleasures of this culiure, 1o be seen here and
in Maloty's Morte d’Arthur,?? dreams of feudalism
as it had never been imagined 1o be during the
actual feudal age. The princess in her ermine and
the knight in his chased armor are less notable than
the horses in their trappings, which provide an-
other example of the real decorative object, but one
whose sweaty gravity seems the more imposing. And
Pisanello’s drawings (many now assembled in a
notebook®) are also keener than Giovannino de’
Grassi's in being quick sketches, not standard motifs
he

as many duller imitations were soon mixed in with

to be traced.

1 success has hidden their quality,

his originals. What is probably a typical early draw-
ing (though sometimes thought to be by another
artist) is the Allegory of Lust,® a nude gitl in an

120, ANTONIO PIsSANELLO.
St. George Rescuing the Princess
Fresco, 19°6” % 10'8".
Museo Civico, Verona



127.  ANTONIO P1saneLco.

Medal of Vittorino da Feltre

Bronze, diameter 2 5/8”.

National Gallery of Art. Washington, D.C.
Samuel H. Kress Collection

elaborate peacock-like hairdo, sprawliug on bony
hips; the reform of the countly formula by the un-
conventional direct vision is typical of Pisanello.
He works within existing {formulas but sharpens
them; he is one ol the great nonrevolutionary artists,
but a reforming one.

His most surprising novelty is the reinvention
of the bronze medal, of which he remains to this
day the one complete master. His medals are not
die-cut and stamped (like coins) but cast, so that
they are small sculptures (figs. 127, 128). They are
repeatable portraits, at first luxurious favors that
lords could hand out, like amographed photographs
today, yet soon including the poor man but respect-
ed teacher Vittorino da Feltre, and other scholars.
Fhe backs show pictorial mottoes, chosen by the
subjects but freely worked out by Pisanetlo. One
for the king of Naples, with a nnde leaping on a
boar and a greyhound beside it, shows how in the
new medium courtly motifs could still be made to
come alive. As these medals mark the individialism
of the sitters, they also mark the artist’s; the usual
signature, Opus Pisani Pictorss, must take a farger
proportion of the surface than signatures on any
other works of art.

Venice m the fourteenth century had been
politically part of the Balkans more than of Tl
aud had produced Byzantine panters while receiv-
ing visiting Gothic ones from north laly. Late in
the century its own painters were Gothic, too, but

128, ANTON10 PisANELLO.

Medal of King Alfonso of Naples, reverse.
Bronze, diameter 4 1 4"

National Gallery of Art, Washington, D.C

129. Jacoro BeLrixi

The Beheading of Fohn the Bapuist,
right half. Pencil, 167 ~ 137,
British Museum, London
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around 1420, as the city turned its mtevests 1o the
control of the nearby mainland. Venetian painting
finally entered the Renaissance. When Gentile da
Fabriano went from there to Florence, he took along
his Venetian assistant Jacopo Bellini (docs. 1424-d.
1470). There is a notable analogy in the works of
Jacopo Bellim, Masolino (the Florentine whose
work changed under Gentile's impact), and the
Sienese Domenico di Bartolo: all depend on Gennle
for their soft shadowed modeling. but throw away
the accompanying courtly apparatus and replace it
with excitement about perspective. hn all of them
perspective tends to be more luxuriant than system
atic, producing colonnades 1o infinity and nests of

spiderweb arches. Jacopo’s version leans on the

2. Mantegna

ANDREA MANTEGNA. St James Led to

Execution. Fresco Idestroyed!.
1 016", including borders
Ovetari Chapel. Church of the Eremitani

Padua

structnres Altichiero had pamted in Padua (see hg.
52). His pamntings are largely lost, and we know
him, again. mainly from notebooks of (h.uvmgs,“5
which stretch the perspective experiments to the
point of reshaping subject matter (hig. 129). He will
draw the hgures ol an event small and at one side,
magnifving the scale of the building and making
the flow of space the heart of the eftecr, a genuine
visual innovation which sets a great Venetian tradi-
tion going. When it appears in landscape. it hints
at independent owing of air and light. This may
have been explicit in his painungs, if we may infer
from the latest of several surviving small Madon-
nas,” which replaces contours with gently subdued

tonalism.

Jacopo  Bellim  tounded  Veneuan Renaissance
pamting in the literal sense, through his tannly. His
daughter married Andrea Mantegna (1431-1506),
the phenomenon who at eighteen was beginning to
produce his first masterpiece, the Ovetari Chapel
frescoes, nearby m his native Padua (begun 1448).
He had naturally been much attracted to Donatel-

lo’s Padua reliefs (see hg. g8), whose emphasis on

indsed drawing and space construction was easily
translatable mito pamting. He renders not only the
shayp contours of the keved-up people, but an equal-
1y fine network of gauzy thieads in their blueprinted
environment, necatly tactual and detailed. His future
fatherin-law stiinulated Mantegna’s hobby of the
archaeological 1ecording of ruins (as did his local
teacher), butmoreimportant, heatfected Mantegna’s
sense of space. In the later parts of the Ovetari Chap-
el. Mantegna adjusts the perspective to the view-
er'’s position on the floor below and makes people
project forward from the picture plane, erasing the
line between the picture space and our space (hg.
130). This is contrary to the usual Florentine pos-
tulate that perspective sets up a balanced, self-con-
tained cosmos in the picture, a packaged totality.
1ts sources are some slighter but suggestive experi-
ments by Donatelloand Jacopo Bellmi withacontin-
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uum of space in which people are minor incidents
When Mantegna opens up the sky behind the stage
100, the effect is that of a line of vision from our eye
becoming intense in the segment of drama and then
reverting to lower intensity as it continues to in-
finity. The single continuity of space inside and
ountside the painting is basic to Venetian Renais-
sance art as it evolves in Giorgione and Titian.
Mantegna, who is nothing if not a constant
experimenter, develops this idiom in his great San
Zeno wriptych of the Madonna and Saints (fig. 131
The figures are inside a roofless porch. Its front
columns are the carved frame ol the alarpiece (as,
long ago, in Piewro Lorenzetti; see fig. jo0), which
thus push in front of the picture plane and are also
reciprocal with the far piers that take us into the
open blue. In another experiment, in one ot the
predella scenes originally beneath, the ground drops
down toward us at the front, marked by foreground
figures far enough below the rest so that we only
see them from the waist up. They look into the
scene, becoming an equivalent for ourselves; such
predella panels are naturally a critical point for
contact with the observer. The most famous of these
experiments is the toreshortened Dead ( hrest (hg.
132), where the rationally vet violently distorted
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image is used 1o assert the shock of tragedy, and the
projectile effect of the feet involves us.

I'he marquis of Mantua, who needed to adorn
his court not merely with art but with a celebrated
artist (reflecting the emerging role of the artist as
personality and entrepreneur), induced Mantegna
to be his painter with a large salary which Mantegna
used to build a mansion to his own learned design.
His masterpiece for the marquis’ palace is a fresco
cycle all around one room, showing the marquis
and his family in ceremonial activities (hnished
1474 fig. 133, colorplate 19). Since the room was
no doubt used tor the same sorts of ceremonies, the
uniform flow of reality from viewer into picture is
evoked in a further and startling way. Again people
with massively realistic faces step in front of the
picture plane established by the framing pilasters.
But the most famous spanal trick is the ceiling:
Mantegna opened up a view of the sky, with people
(some mythological cupids, some the marquis’ Negro
servants) looking down at us as we look up (hg. 134).
It is another logical but spectacular extension of

133.  ANDREA MANTEGNA. The Duke of Mantua ond His (
Camera degli Sposi, Ducal Palace, Mantua

urt

133. ANDREA MANTEGNA. Ceiling,
Camera degli Sposi. 1474. Fresco, diameter 60”
Ducal Palace. Mantua

1474. Fresco, entire wall 198" x 26°5"




the space through the stage segmem, letung the
eye continue on a straight line to infinity. Here and
in his later work Mantegna damped his linear
constructions with broader modeling (e.g., 1n the
Parnassus, 1497,57 for the study of the young mar

chioness Isabella), with gentler landscape a

easier

39. Ferrara

The dukes of Fervara were great importers of artists
in the 14405 they had Alberu, Pisanello, Jacopo
Bellini, and Piero della Francesca, in 1450 Rogier
van der Wevden. But then by luck a local school
emerged, producing a series of three brilliant paint-
ers who again begin by responding to Daonatello’s
work in Padua nearby; the connection was eased
no doubt by Niccolo Baroncelli, a bronze sculptor
and pupil of Donatello’s who lived in Ferrara from
1443 until his death in 1453. Cosimo Tura (docs.
1430-d. 1495) is chiefly a painter of single figures
sometimes a court allegory but often a saint. Their
reality comes from his brilliant imitation of burnish-
ed metal, bent in fanciful intricacy, not only in
robes but in gesturing arms and turning heads
(Ag. 135). Donatello literally strained and tortured
the metal in his late fudith (see fig. gg), implying
psychological stress in the figure; the fact that it is
metal which is contorted makes the tension a per-
manent condition, and thus an nretrievable fate.
I'ura. like other provincial imitators of subtle urban
creations (e.g., Giovanni di Paolo, with whom Tura
shares a fashion today ), rigidifies such pulling forces
into decorative pattern and line and, characteristi
cally, does not vary them during a forty-vear career
The ultimate effect, far more sophisticated indeed
than Giovanni di Paolo’s, is of a shining hligree of

twining glittering forms.

motion. He circulated some of his compositions as
well as his mastery of incisive drawing in engray
ings, which were the hnest by any artist tin lualy
I'hey kept his fame alive when most ffteenth<en

tury art had become ignored (e.g., in a uulization

by Rembrandt



136. Francesco per Cossa,
Astrological Figures for the Month of March. 1470. Fresco, 3’3" > 11",
Palazzo Schifanoia, Ferrara

137. Ercorr b’ RoBERTIL Pretd.

Pancl, 13" < 12",
Walker Art Gallery, Liverpool

I 12

Francesco del Cossa (docs. 1470-d. 1478) pro-
duced his masterpiece as part of a crew frescoing a
pleasure villa for the duke (1470; fig. 136). He did

not have Mantegna's status; indeed his application
to be paid more than the rest of the crew, because
of his professional reputation, was rejected, in a
context that suggests that here the medieval role
of the artist as a feudally dependent craftsman re-
mained almost intact. And the anonymous execu
tants present us with a group style. Cossa’s modern
modeling clashes with the theme of the frescoes—
a set of the signs of the zodiac, scenes of the influ-
ences of the planets on men, and typical activities
of the months (the duke watches a falcon catch its
prey, the duke gives his court fool a coin)—local
variants on a medieval image, Cossa’s figures, reflect-
ing Donatello less than Mantegna, vibrate with
ouly slightly tinny textures, smooth faces, and clear
fields of space. Yet he retains from Tura what seems
a Ferrarese idiom of taut yet ornamental poses, so
that the solated standing figures symbolizing the
astrotogical system are his most brilliant images.
In Cossa’s panel paintings the protagonist is the
single colutnnar figure, sometimes seen from below
and sometimes gaining heroic dignity from the
austere restraint of the artist’s tight drawing and
round mass.

Ercole de’ Roberti (docs. 1479-d. 1496) began
as the one talented assistant to Cossa in the same
fresco project, and later helped him in other work.
His figures, again, stand incised against the sky,
very tall and with less weight than Cossa’s. But in
his narrative pictures the opening up of Tura’s



twisted tensions to a more human modernity resules
in a forceful discharge, people running and shout-
ing, falling and beating each other, in stiff collisions
expressing passionate grief or excess of violence.
All 1s coutained within the tght incised Ferrarese
line, modified by Ercole to stylized lozenge patterns
that move teeteringly. This is most impressively

34. Pollaiuolo, Verrocchio

Other young Florentine talents soon followed Cas-
tagno (and the young Piero della Francesca) in los
inginterest in perspective organization, substituting
a sculptural muscular style. Typically, some of them
are now also sculptors. Pollaiuolo’s paintings of
athletes (see figs. 107, 108) dominating their su1
roundings may be ouly duplications of his bronzes,
his favorite medium. The tiny bronze of Hercules
holding Antaeus away from the ground by pure
muscle (fig. 138) has a three-cornered base like Do-
natello’s Judith. In this case it tells us that the sculp-
ture has no front view, and that we must try all three
approaches to follow the interlocked forces. 1t is a
small object for a table, which one picks up 1o ex
amine. kven more than the portrait busts of the
same generation, it marks the new dominance ol
small-scale indoor private sculpture. These small
bronzes, perhaps evolving from lamps or inkwells,
are now becoming the fust pure aesthetic objects
Pollaiuolo, who made only one engraving (see fig.
109), is also only known 1o have made one of these
Altogether he is a nonmonumental artist, though
he abandoned Florence for the monumental com-
mission of the tomb of Pope Sixtus 1V (from 1484)
in Rome,* followed at once by another tomb, for
Pope Innocent VI (finished 1498; fig. 13g). They
are more claborate than any previous papal tombs,
reflecting the growing role of the popes as territorial
lords, and the seated figure of lnnocent, smiling
and giving us a blessing, alive through the madula-
tion of curves and lights, is the first true ancestor ol
Bernini’s papal tombs. Yet the brilliant complexi
ties in it still keep an effect of all-over ornament.

Andrea del Verrocchio (1485-148%8) worked

visible today in a small Pieta (hg. 137), amore ditect
source for Michelangelo's carly Pieta (see fig. 201

than the north Furopean sculptures sometimes
cited. Ercole, who died prematurely one vear atter
the elderly Tura, marks the end of this wradition
1t has an echo in sculpture in the local groups of
clay fignies by Guido Mazzoni >*

138.  AxTtonto peL Porratoro
Hercules and Antaeus. Bronze, height 18°
Museo Nazionale, Bargello, I'lorer



139. AxTton1o DEL PorLaroro. Tomb of Innocent
VIII. 1498. Bronze, height of rectangle and
lunette about 13". St. Peter's, Vatican, Rome

in a great variety of media. But in all of them, like
the stone sculptors, the effect is made by combining
ornamental frames and tough Castagno-like heads.
Verrocchio’s early work is all bronze ornament, but
its grandeur of scale and original design already
lift it from a decorative level. His tomb for two of
the Medici (1472; fig. 140) 1s a handsome porphyry
sarcophagus encased in bronze foliage, beueath a
tall lattice of bronze rope. The ropes pull thickly,
the closest to active realistn possible in ornament.
So we are not surprised that his bronze David®
is a Castagno type, stringy-tendoned and almost
smiling, an apprentice in the street with none of
the classicism of Donatello’s David. It is also splen-
did technically, with the most precise embroidery
stitched on the shirt. Verrocchio received the largest
commission of the generation (hg. 141), for a two
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140. ANDREA DEL VERRocCHIO. Tomb of the
Medici. 1472. Marble and bronze, height

of opening 15" Old Sacristy, S. Lorenzo,
Florence

figure group to replace one saint in the old Or San
Michele set when a different organization became
—83). In the niche Christ stands and
is approached by Saint Thomas, who reaches out to

a patron (1165

touch His wound doubtiugly. Thomas s partly out
of the niche, like a Castagno soldier (see fig. 106);
Christ is more remote psychologically, and hierati-
cally central, and the spatial difficulty of the group
in the niche is elegantly handled.

Verrocchio’s paintings were few, but he had a
large shop. T'he most significant is the Baptism of
Christ (fig. 142), again a composition of two related
figures. They stand high above the horizon as in
other paintings of this generation, and the irregu-
larities of the stringy bodies are silhouetted. The
metallic precision of flesh surfaces in Verrocchio’s
painted figwes was a formula imitated hy many



141. ANDREA DEL VERROCCHIO 142. ANDREA DEL VERROCGCHIO

Christ and Doubting Thomas. 1467 and Leoxarpo oa ViINcL.
Bronze, height 7°5”. Or San Michele, Baptism of Christ. Panel, 69
Florence Ufthzi Gallery, Florence

provincial painters (such as Matteo di Giovanni in
Siena, Fiorenzo di Lorenzo in Perugia).
Verrocchio, too, left Florence for a big com-
mission, an equestrian statue in Venice (14815 fig.
14%), but he died before it was finished. This mon-
ument to a general, Bartolomeo Colleoni, is the
ouly rival to Donatello's Gattamelata in Padua (see

fig. g7). less profound but at once more decorative
and more energetic. The converse of the earlier
active bronze ropes, here the popping eyes are as
close to ornament as active realism may come. The
strength of the work is the surprising synthesis of
these diverse qualitics.

143. ANDREA DEL VERROCCHIO

Equestrian monument of Bartolommeo Colleoni
Begun 1481. Bronze, height 13

Campo SS. Giovanni ¢ Paolo, Venice




35 Antonello da Messina;

144

Begun

Francesco L.aurana

Naples plavs almost no role in Renaissance art. After
the early fourteenth century, when the visits of
Giotto, Simone Martini, Tino di Camaino, and
others left their marks, a century of civil war between
dynasties left sterile ground. The brief conquest
about 1440 by the connoisseur-king René of Anjou
brought modern methads of painting from Flanders
to the leading local painter, Colantonio (see p. 298).
King René was overthrown by the more stable Al-
fonso of Aragon, who marked his ascendency with
a spectacular triumphal arch of many stories (fig.
144). It 1s a gateway, a feudal work in which the
many artists’ personalities are less marked than the
king's (as in the astrological frescoes at Ferrara; see
p- 112). Sculptors are recorded who came from many
places, but they functioned like members of a me-
dieval cathedral workshop. Aside from the influence
of arecent work in Naples by Michelozzo %! the style
is very literally Roman, with a relaxed, broadly
modeled figure type and neutral space. After the
king's death the sculptors scattered again, but some
later effects of their work can be found.

Antonello da Messina (docs. 1457-d. 1379)
started painting in his native Sicily in the provincial
reflection of the late medieval Spanish style which
was normal there. He no doubt traveled to Naples
and learned about recent Flemish painting, but his
great moment was the discovery at thirty-five or so
of Piero della Francesca’s most luminous and formal
work, probably in Rome. He creates hiis own variant
on it in paintings, nearly all small heads: Christ,
Mary, and secular portraits. They are of a very
smooth geometry indeed, with light often gleaming
on an egglike skull, but not as remote in feeling as
some of Piero’s. The close-ups of taces with a droop
ing lip or swiveled eve, sometimes supported by a
lifted hand or the emphasized measurement of
space between head and hand, provide concentrat
ed images of states of feeling. The liking for por

traits and the small scale are themselves Flemish

imphal Arch. Castel Nuovo, Naples

3. Height 125°, width 296



tastes, and one elaborate work, Saint fevome in His
Study (hg. 143), fills a hard light-box with small
objects everywhere that show how a more literal
Flemish sense of the world was potential in Anto
nello all the time. One laiger panel of Saint Scbas
tian (hg. 146) is again a single concentrated smooth
form, here not the egg of a head but the cylinder of
a body. We have lost Antonello’s largest set of
works, painted, in a continnation of his wanderings,
in Venice. There this backwoods genius had an
unexpected success, for the altarpiece became a
model to young Venetian painters who were seeking
to make three-dimensional forms out of himinous

color alone
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147. Fraxcesco LAURANA. Battista Sforza
Countess of Urbino. Marble. height 20”
Museo Nazionale. Bargello, Florence

T'he Dalmatian Francesco Laurana (docs.
1458-d.1502), one of the carvers of King Alfonso's
trinmphal arch, fied to France to the rival King
René and there emerged as a maker of medals, the
best of the generation after Pisanello. With wide
blank edges, they build up portraits of Louis X1 of
France and others that are strongly characterful
with simplified form; perhaps this is the reaction
of an easily influenced artist to a move from the
context of Roman carving to one of Flemish por-
traits. But it hardly prepares us for Laurana’s sud-
den maturing, also at thirty-five, when he returned
south to Sicily. His Madonnas there, and his por-
traits soon after, in Naples again, for princesses in
the circle of King Alfonso’s son Ferrante, are limited
in range and expressiveness but perfect and unfor-
gettable (Ag. 147). As mannered portraits, they have
superficially seemed to typify Renaissance culture.
The half<losed eyes, slight smiles, and barely sug-
gested hair draw all attention to the egglike forms
like Antonello’s, and they are certainly based on
him, carrying Piero della Francesca one more step
toward simple abstraction. It is often speculated
that Laurana was affected by Piero directly, partly
because both happen to have made portraits of
the same princess;% but he probably never saw a
work by Piero, and certainly evolved this procedure
in Sicily shortly after Antonello had.

36. Botticelli and Ghirlandaio

Shortly after 1480 Pollaiuolo and Verrocchio, the
most prominent artists of Florence, and Leonardo,
the brightest young talent, all left the city for betrer
long-term employment elsewhere with, respective-
ly, the pope, the Venetian senate, and the duke of
Milan. It was an unprec edented vote, so to spc;xk,
against the city which had become proud of its art-
ists but was slowing down economically and also
finding rivals in its invention, Renaissance style.
At this date a neutral observer, a minor painter in
Urbino, surveyed all the notable painters and sculp-
tors working in ltaly and judged Mantegna the
greatest. Florence manifested a retrospective atti-
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tude, with such tell-tale evidence as the first biogra-
phy of any artist (Brunelleschi),®3 the first historical
plaque ever installed in a building (to Giotto in the
Cathedral),** an effort to bring Fra Filippo Lippi's
body back for reburial, and systematic quoting of
older compositions in modern works. The “second
team" of artists remaining at home also handled
perspective in a new way, neither to express a bal-
ance of figures and environment as the 1400 gener-
ation had, nor, negatively, to exalt the figure as in
the more recent generation, but as a routine cliché.
They often revive the balanced space of the earlier
artists but now with completely svmmetrical stage



spaces, that were almost never used by the origina
tors of perspective.

Botticelli (1445-1510) in his youthful work
echoes the general group sivle of the generation
before him, especially Pollaiuolo. Saint Sebastian

1474)% tied 1o a tree and seen against the sky, and
Judith (fig. 148), whose walk is sharply silhouetted
into a dance, use the space in Pollaiuolo’s Hercules
panels (see figs. 107, 108) and his incisive drawing
of muscles under tension, but Botticelli intention
ally slips a cog, loosening alert 1autness into the
tension of fatigue. The same vehicles appear in his
grander compositions, the famous Spring (color
plate 20), with dancers before a shallow hedge, to be
compared spatially to Pollaiuolo’s engraving (see
fig. 109), and the Birth of Fenus (fig. 149), where
sharply drawn people, thin and stylized with gold
lines, remote from feeling. respond to-a-skyv blank
to the point of abstraction. The patrons were the
Medici, aesthetically sophisticated owners of villas

in which they also had small bronzes and collections

148.  SANDRO BoTTICELLL JFudith.
Panel, 12” ¥ 10”. Uffizi Gallery, Florence

149. SaNDRO BorTicerLrl. The Birth of Venus. Canvas, 5'9" x 9"2". Uffizi Gallery, Florence




et

150. SaxprO BoTTiceLLr Nativity. 1500.
Canvas. 33" ¥ 29". National Gallery, London

of older and ancient art and cultivated the fashion
of neo-Platonism. This teaches, in its literary dif-
fused version, that physical love and beanty intro-
duce us to spiritual versions of themselves which
wipe out the original physical factors. Botticelli's
classical goddesses of love, grace, and wisdom be-
long to this world, and so, more intrinsically, does
his style, whose formalist extremisimn tends to dem
bodily life. But this is only true in comparative
terms, and a close look at his most linear arabesques.
as in the thininterlaced hands of the Graces, shows
accurate drawing and hrm, massive modeling. 1o
avoid wving Botticellt to a decadent syndromie, we
may recall that a contemporary called him "virile’
in comparison to other painters. His portraits are
like Antonio Rossellino’s, while his Adorations ot
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the Magi employ exact if uninterested perspective.
His continuing attachment to the Medici aftex
their fall makes it unlikely that he was a devotee of
Savonarola's antiluxurious evangelism®® as has been
supposed. Savonarola’s theme of God destroying
the wicked city appears in just one of Botticelli’s
works,®7 which thus may be a client’s order. A more
remarkable late work is the Nativity (1500; fig. 150),
with a strange prophetic inscription, an archaistic
composition derived from the Fra Angelico tradi-
tion, and angels whose linear bending patterns do
indeed distort their bodies with expressive effect.
But in his last vears his unshaded modeling had
become obsolete; he could get no work, and died
forgotten. His unhnished drawings for Dante’s
Divine Comedy® may be of these years.
Ghirlandaio (1449-1494), a successful painter
of fresco cveles all his life. was perhaps the first 1o
rework the spatial formnla of his predecessors’ pred-
ecessors, the painters of the 1400 generation, set-
ting up narratives neatly and symmetrically in rooms
or on similar stages. But within them the details
are new, especially the small anecdotal objects of
daily life that mark the pleased discovery of Flemish
methods. This particularism has a larger effect in
portraiture. Earlier, clients of frescoes could have
their portraits in a corner, among the onlookers of
a miracle, or could even pose as models for the main
figures. But Ghirlandaio paints them in modern
dress in front ol the tableau of the traditional sub-
jects, offering two levels of reality as of audience
and pageant. In his cycle of Saint Francis (complet-
ed 1485) the most masterly scene, the Approval of
the Franciscan Rule (hg. 131), wraps portraits of
the patron and his friends around three sides of the
formal composition, which 1s closely derived from
a fourteenth-century work. The background is a
photographic view of Florence. There is a reversal
of the Florentine assumption that the ordering of
reality is superior to the details. Ghirlandaio is at
his finest in separate portraits, notably the Old Man
and a Little Boy (fig. 152). The old man’s diseased
nose is not more emphasized than the sense of love
filling the space between the two heads. Ina por-
trait, Ghirlandaio can even invent a composition.
Benedetto da Maiano (1.442-1497) is the Ghir-
landaio of sculpture. His vivid bust of Pietro Mel-
lini (1374: fig. 153) modifies portrait sculpture by
covering the head with wrinkles and the shoulders
with embroidery, shifting the emphasis from mass



151. DomENICO GHIRLANDAIL

The Approval of the Franciscan Rule
+83-85. Fresco, width 122
Sassetti Chapel, S. Trinita, Florence




o surface realism. His narrative panels of the story
of Saint Francis,®” ordered by the same client, take
their space systems from Ghiberti. Since there are
no records of his working as an architect, the wadi-
tional linkage of his name with just one spectacu-
larly good building, Palazzo Strozzi, is open to doubt

(see fig. 165). He may well have contributed designs
for such sculptural elements in it as the splendid
bronze lamp holders around the outside. Yet these,
the most dashing such objects ever made, certainly
owe much to their execution by Niccold Grosso,
it Caparra, who because of them was remembered
with respect in later generations as the best of Ren-
aissance blacksmiths.

153. BENEDETTO DA Malano.

Pietro Mellini. 1474.

Marble, height 21"

Museo Nazionale, Bargello, Florence

37. Perugino and Pinturicchio

A painter growing up at this time in one of the many
small towns south ol Florence had a choice between
the figural imagery of the leading Florentines, like
Pollaiuolo, or Piero della Francesca's local revolt
from it. Perugino (docs. 1472-d.1523), so called
because he was connected with Perugia, began with
frescoes in the Pollaiuolo-Verrocchio vein, but then
created a beautiful variant on Piero. Pamting for

Pope Sixtus in the new Sistine Chapel (1480-82),
he avoids all drama in the mild, softly turning fig-
ures of his Christ Giving the Keys to Saint Peter
(colorplate 21), all in a row in the lont. Behind
them is a vast city square, articulated at the far end
by two symmetrical Roman arches through which
we can see the farthest, whitest sky. Here the sym-
metrical space is a powerful aid in exaling dis
passionate architectonic calm, rich with filtered
atmosphere. In the Chapel Perugino led a crew of
bright voung painters, Ghirlandaio, Botticelly,

Signorelli, and others,”® and they evidently bor-

rowed his symmetrical tormula, but to less intens
effect.

Perugino maintained two successtul studios,
in Perugia and in Florence, and his work in Flor-
ence about 1490 marks his peak. Painting Saint
Bernard's vision of the Virgin (fig. 154) he sets each
quiet figure in front of a square pillar, and there is
a deep tunnel of air in the middle; the only sense
of an event is in the lifted band ol the saint, an ar-
chitectural irregularity. The big frescoed Crucifix-
ion {13493-96)7! sets gentle, sweetish figures before
an infinite empty whiteness, chilly at the base and
gradually rising to a mild blue, and then ties them
(o the painted frames on the same plane. But he had
no further variations to offer, and in old age he
shuttled among the villages around Perugia to pro-
duce the same altarpieces again and again, as did
his many followers.

Just one of these is distinctive, Pinturicchio
(docs. 1480-d.1513); he is a vulgarized Perugino,



55. Luvca SioxoreLny. The Sch
Canvas, 6’3" ¥ 85" ‘destroyed
Formerly Kaiser Friedrich Musc

a coustn of Ghirlandaio in his tastes. His best-known
work is the fresco cycle of the life of Pope Pius 11

in Sieva (begun 1503),7 unusual for its modern
theme, commissioned by the family. The relaxed

v clothes, in

figures stand ceremomally, in gau
symmetrical spaces. There is much ornament and
gold leaf. Earlier, in his works at the Vatican in
the new Borgia apartments of Pope Alexander V1
begun 1492),73 the gold surfaces seemed to be at
tempting to take attention away from the scattered
looseness of the narrative tone. Pinturicchio’s most
notable fresco series had been his first, tn the Roman
church of Aracoeli,”* most closely indebted to Peru
gino and perhaps to Signorelli.

Luce Signorelli (docs. 1374-d.1523), growing up in
Cortona, another small town south of Florence,
was laced, like Perugino and many other painters
in the area. with the rival pacterns of the city of
Florence and of his teacher Piero della Francesca.
Reversing Perugino's evolution, Signorelli, the
greatest figure of the area in his ume, began with
a vouthful reflection of Piero, and then when he
learned about Verrocchio produced a unique syn
thesis that is provincial but powertul. It appears
in his earliest important painting. the Scourging of
Chrest, 7 where a firm perspective space ts in hay
monious proportion with a new kind of man, as
defined in musculatare as any painted by a Floren
une, and as dramatic, and even like Verrocchio’s
in the tinny shine of flesh. Yetitalso uses this texture
to stylize the form into an mtentionally stitf-jointed
pattern that has its own architectonic abstraction
Signorelli’s people remain constructed metaphors

of sweatv humanity, an abstraction in which he pro
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156.  Luca SioNoRreLLL The Punishment of the Damned. 1499-1504. Fresco, 19°7" ¥ 23" Cathedral, Orvieto

duced endless altarpieces among the small towns
of the area. His rare inanimate objects show the
same geometric handling; a favorite is an open book
with stiffly fanning pages. He attracted the patron-
age of the Medici, for whom he painted a unique
homage to pagan gods, the School of Pan (fig. 155).
I'he slightly stilted athletes make a formal group
having isolated dignity like a Madonna and Saints,
and their tension between life and geometry, each
threatening to flatten the other, became the sur-
prising inspiration in the twentieth century for the
German painter Max Beckmann. Signorelli also
painted portraits rich i distant grandeur and in
tough personality. But his masterpiece is the fresco
cvcle in the Cathedral of Orvieto, a minor hill town
(1499-1504; fig. 156). The end of the world and
the Last Judgment are the themes: the latter, with
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parts of the subject distributed on the vaulted ceil-
ing and wall surfaces so neatly that the unity of time
and meaning is not noticed, is actually the same
subject that Michelangelo paiuted later on one wall
(see fig. 306). At 1ts date it no doubt gained extra
power from the dread of a calamity in the magic
vear 1500, which also stmulated Diirer's Apoca-
lypse series of 1497-98 (see fig. 427). he Reswrrec
tion of the Dead and the Punishment of the Damuned
are the most powerful segments. Heaps of congested
nudes, twisting in torture, are marked by ropy ten-
sion like the muscles in an anatomy book, and by
geometric tricks of foreshortening like examples in
a perspective book, ¢ reating a pamiul but imperson-
al anguish. The all-over regular rhythms of line
contain the squirming bodies as in a net, height-
ening the pressure on them. Here and in Pan



Signorelh tound themes involving the nude at an
emotional distance which carried him bevond his
other achievements. Like Perugino, he spent the
last twenty years of his life in obscure village-church
work.

The unusual and underestimated art of Me-
lozzo da Forli (1448-1494) is alfected by his origin
in a town, otherwise without importance for us, in
the remote southeast corner of the great north Ital-
ian plain, at a time when its artists were dominated
by Mantegna. His early life is unknown, and has
been linked to Piero della Francesca on the loose
grounds that both were interested in perspective
and that Forli is near Urbino, to us best known as
a center of Piero’s activities. But a better reading
can be obtained if we take note that even in Urbino
the most admired painter in Jtaly was Mantegna,
according to a local artist who was a friend of Me-
lozzo's. With these clues, a look at Melozzo's impres-
sive fresco for the papal library in Rome, Sixtus [V
with the Librarian Platina, is suggestive (1477; fig.
157). Compared with Mantegna's court frescoes at

157. MEerozzo pa Forui. Sextus IV with the
Librarian Platina. 1477. Fresco, transferred

to canvas, 12’ x 10'4". Pinacoteca Vaticana,

Rome

Mamua completed in 1474 (see fig. 133), it has a
very different architecture, but hoth structures re-
flect the rooms in which they are painted. More
interesting is Melozzo's seizure of Mantegna's con-
cept that the fresco is continuous with the viewer's
activity in the room, in subject as well as in its per
spective, He supports this with firm portraiture
having the serious-ninded realism and plain weight
of Roman busts. In a dome in Loreto” he again
follows Mantegna in cutting through to the blue
sky, with foreshortened attendants clustering about.
He is most pioneering in his fresco for the apse of
the Santi Apostoli, Rome, an Ascension of Chrust
(fig. 158), where a wind from the side flaps the robe
of Christ laterally while he rises up, a motion of
mass that anticipates Roman Baroque painting
more literally than do the works of Michelangelo
commonly cited. Melozzo’s special interest is that
he is the first Renaissance painter of distinction 10
make Rome his permanent headquarters, setting
the stage for Raphael and others in this as he does
in some of his ideas.

158. MEerozzo pa Forui. Ascenston of Christ,
for apse of SS. Apostoli. Fresco 'detached),

9’9" % 7'10". Quirinal Palace, Rome
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39. Architecture in Central Italy, 146 5-1 500

Some notable individual buildings of this period
echo Alberti in varying degrees. Duke Frederick of
Urbino, patron of Piero della Francesca and other
painters, had his palace built by a walented architect
of whom no other work survives, Luciano Laurana
(docs. 1465=d.1474). lts exterior focus is a design
of twin towers flanking a verucal set of four arched
porches (fig. 154). an agreeable civilian revision of
the gateway on the castle of the king of Naples
see fig. 111), who was an admired mentor ol the
duke. This looks across the valley, as in Albertian
Pienza. Within, the main feature is the two-story
courtvard (fig. 160), with its two white friezes that
bear a long inscription, like Alberti's at the top of
Santa Maria Novella. The two friezes and the in-
tersecting verticals (pilasters above columns) make
a net of white lines over the brick walls, recalling
the system of Palazzo Rucellai (see iig. 102). But the

159. Ltciaxo Lavraxa. Loggia on exterior,
Ducal Palace. Urbino

Total height of porches 50", width 13’

3
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duplicate pilasters in the four corners are new, fram-
ing each of the four walls as an independent plane.
Since the four walls as they touch set up the court-
vard space, the system is of pl.’lllc‘\ and space, an
early Brunelleschian way of thinking made explicit
through the new. tighter Albertian vocabulary.

I'he Sienese Francesco di Giorgio (1139-1502)
also worked at the palace. In his generation Siena
ceased to be a carnier of its own style tadition and
became simply one of the hill towns among which
artists journeyed; typically, Francesco worked in
his friend Signotelli's home town. Cortona, and
vice versa. He had begun as a skilled painter in the
Verrocchio manner then current in the avea, with
nervous but fivmly sculptural tinny figures. Later
he was a similarly skilled bronze sculptor in the
vein of the mature Donatello. But he was outstand-
ing as an architect, spending much of his time as a
military engineer designing artillery (a short tech-
nical step Irom bronze sculpture) and forts (a short
step from palaces). His drawings lor forts show com-

plex shapes based on how artillery can be fired;

160. Lvciaxo Lavrasa.
Courtyard, Ducal Palace, Urbino.
Begun 1465. 110 square, height 39




162.  Grrriano pa Sancarro. Fagade,
Villa at Poggio a Caiano near Florence

Dimensions of the two main floors 47°

their dynanmic asymmetrical logic anticipates Mi
chelangelo and fort designers of later ages. His writ-
ings on architecture expound the idea, assumed in
Renaissance architecture already, that building
plans should develop then proporuons from the
human body .77

One major building by him survives, Santa Ma-
ria del Calcinaio in Cortona (model 148 ¢; hg. 161).
Externally, the four crossarins extending from the
dome are articulated with pilasters at the outer

Exte

ends, so that the effect is of struts over which the
walls are drawn tight; the interior structure has a
similarly taut effect, setting up a series of big hollow
cubes. Fhe exterior was influential in Rome in the
following vears, notably in the fagade of the anony-

mous Cancelleria palace

Giuliano da Sangallo (1345-1516). the most
prominent Florentine architect of this ume. began
as a woodworker and sculptor. He made a mark

with a counuy house {or Lorenzo de” Medici, the
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(il LIANO DA SancaLLo. Exterior,

S. \Iun.n delle Carceri, Prato.
Begun 1484. Each arm 72’ ~

164.  GIULIANO DA SaNGaLLo. Plan,

S. Maria delle Carceri, Prato.
88" 88"
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villa at Poggio a Caiano (hg. 162). The hrst Medici

villas had been fortified farms, but this is a pleasure
retreat. It is isolated by being built on a wide base-
ment platform, as Alberti recommended for im-
portant buildings. (The curved steps are a later
replacement of the original scraight ones.) The
temple front has also an Albertian classical dignity,
but seems a nearly flat ornament, useful in marking
the center opening cousidered suitable to dignify
villas i contrast to ordinary dwellings. A central
plan church, Santa Maria delle Carceri in Prato
(begun 148.1; higs. 163,164), very near Florence, sim-
ilarly emphasizes the surtace more, and the con-
struction less, than Francesco's church at Cortona.
Outside, above the platform, the wall is articulated
with green marble stiips, a Florentine tradition,
ou the same plane as the white between them. In-
side, the richer pilasters and the short crossarms
make a more unified space between these brackets
than Cortona. As the villa is the perfect illustration
of Medicean aesthetic culture, so the church is the
first instance actually built of the preference in
Remnaissance architectural thought tor central-plan
spaces proportional to man, ravely realized because
they were inconvenient for celebrating Mass. The
Albertian pilastered walls, diminished to the planar

BexepeTTo DA Maiaxo and 1L Cronaca. Fagade, Palazzo Strozzi,
Florence. 1489. 105" % 134"
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effect of the early Brunelleschi, parallel Lauanas
results and suggest an eclectic lormala of the period.
The perfect illustration of the Florentue town
house, Palazzo Strozri, was built following a model
that Giuliano made (1 §3¢; fig. 165), but the designer

was probably Simone Pollaiuolo. 1l Cronaca, a sex

viceable builder. Its polished proportions are no
more admirable than its superb masonry details
As the finest exccution of what was now a set for
mula, it suggests the nature of the palazzo more
readily than the more individualistic originating

ones of forty vears hefore.

40. Painters in North Italy, 1450-1500

In the duchy of Milan the changeover from courtly
Gothic 1o Renaissince occurred with one remark-
able master, Vincenzo Foppa (docs. 1 156-d.1515/16)
His first known paintings, such as the Crucifix
ion (1456)™ and Saint Jerome (hg. 166), blend the
figures mito a gray and shightly fuzzy air. Three-
dimensional classical modeling is there, perspective
is skillfully performed, but there is no Florentine
mass-void balance; the figures wilt and blur into
their world with modest informality. This presenta
tion evolves from Jacopo Bellini's airy explorations.
Because Foppa soabruptly cuts off Milanese Gothic,
he has been called a pure inventor ot Lombard
realism, or his inspiration has been sought far off
in France; but this nearer link is the closest to his
visual effects. Following a set of frescoes in Milan
with active elaborations of perspective,™ his later
works are chictly Madonnas and rontine altarpieces

Painting in Venice (as well as very minor work
in Yerona and other towns) stems mainly from Man-
["},’.ll}i.\ ('K"]\ Hlnl\(('ll)l('(t'\ i ])x“lll.l (see I). l(il N
Carlo Crivelli (docs. 1.457-1193) adopts Mantegna’s
hiteral mannerisins of handwriting, cutting line, and
strice spatial units, so that brilliant unshadowed
people are cut to fit an area. Sharp drawings of

gripping fingers o1 of screaming mouths can, as in

Mantegna and Mantegna's other admirer 1ura,
evoke spectacular grief, but here the chief effect 1s
decoration, not feeling. In this context that means
a falling back into Gothic, and indeed Crivelli had
to leave Venice and make a career in small moun-

66, V'iNcenzo Foppa. St. Jerome. Panc

na Carrara, Berga
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167.  ViTTORE CARPACCIO. The Leavetaking of St. Ursula and the Prince. 1495. Canvas, 9’2" « 20"

Accademia, Venice

1ain towns far from his birthplace, like Benozzo
Gozzoli. 'This suggests a new modernity of taste in
the city, It is established by Gentile Bellini (docs.
1465-d.1507), Jacopo's son, who became the official
state painter, producing historical scenes for the
Doges™ Palace,®” and in 1479 was sent off to Con
stantinople when the sultan asked the Venetian
senate for an artist. Geniile’s work has suffered like
his father's from loss and, also, damage. After imita-
tions of his brotheran-law Mantegna, we have some
small portraits of doges and one late remarkable set
of narratives for a religious society, the School of
San Giovanni Evangelista (1496-1501; colorplate
22). Thev tell the society’s own boastful history
centertng on its relic of the true cross. Masses of
people take part in parades, with minute hnear
detail, betore equally detailed buildings. These are
portraits of the squares and canals of Venice, seen
with amapmaker'saccuracy,and begin the Venetian
love affaiv with the sights of the city that continuey
to the eighteenth century. Splendor accines from
associations and from the evocation of spanal ex
pansion laterally rather than perpendicularly.
I'hese are inventive variants on Mantegna's images
continuing the observer’s experience.

Vittore Carpaccio  (docs. 147 who

worked n a similar vein on commissions hrom the
humbler religious societies, is more admired today.
He begins with his most famous series (1390—gR),
ten huge scenes ol the life of Saint Ursula, a story
of a princess’ courtship and pilgrimage that gives
ample occasion for panoramas of cities with jostling
crowds. complicated buildings. and brightly colored
anecdote (fig. 167). But the incidents are disciplined
by geometry; suitable 1o the human materials of
his vision, 1t 1s not an angular geometry but curved,
with patterns of cvlinders recunrring evervwhere,
from the slick tights worn by the pages 1o rows of
trumpets. This shape is a token of the interplay in
his art between rhythm and reportage. It is refined
in a later series for the local Slavic society (1502-7).
In the most famous scene, Saint Augustine in
His Study (colovplate 23), the saint becomes con-
vinced in his mind that his friend Saint Jerome has
died far away and been received in Heaven, and
this feeling is made visible by the subtle light flood-
ing an empty room, from which all the chairs and
papers have been pushed aside. This luminous
gentlencess pulls the reality of oddments into unity
in Carpaccio’s maturest work, without suppressing
their qualities. From Jacopo Bellini luminosity
had developed mito the typical Venetian auitude.



41. Sculptors and Architects in North Italy,

146 5—1 500

Families of stonemasons, often working as both
builders and carvers, have come down from the Alps
to the north laalian cities from the Middle Ages
onward. In the early Renaissance they willingly, as
good craltsmen, learned the newest style and vsed
it with honesty and skill, but it was not their idea
or expressive of their viewpoint. Pietro Lombardo
(docs. 1163-d.1515) brought Renaissance patterns
in stone to Venice. His first known work is the Ro
selli tomb in Padua (1464-67) %) a svstematic reuse
of the newest Ilorventine tvpe, Desiderio da Set-
tignano's, with lively classical figures and refined
ornament. Its principal change is in pressing the
reliel carving down so that it has an ellect of being
ironed flat, leaving sharp cieases. Perhaps his s
how a stonecutter would see Donatello's expressive
modeling. Pietro’s later veliefs use this incisive pla
nar carving for characterization of faces. as in the
bust of Dante on his tomb (14%82).%2 His most spec
tacular work 1s the building of the church of Santa
Maria dei Miracoli in Venice (finished 1(8: hg
168), a jewel hox encrusted with marble inside and
out, expressing its sound four SGUare masonry as a
matter of pride like Palazzo Strozzi in Florence. His
tomb statues, tending toward blank cvlinders with
classical heads, inspire or perhaps parallel chose
of another Lombard., Antonio Rizzo (docs. 1465
1499). They were rivals in producing tombs ot
doges, with many-storied and statued triumphal
arches. Rizzo's masterpieces, the Adam and Fve in
his still Gothic annex of the Doges’ Palace (fig. 164},
have the globular tautness of wineskins, given stony
dignity by their volume and precision.

Another such craftsman, Mauro Coducci (docs.
1 6g-d.1504), oflered modern architecture o Ven
ice with a series of churches based on Alberti's in
Rimini; they articulate the fagade with columns
under a semicircular top. His masterpiece, San Ziac
cana (from 183 fig. 170), is so Venetian in ex
plonting light and shade among the projecting and
receding members inside the emphatic frame, and
SO convinang m construction, that it loses the sense
of being an imitation. 11is interviors use very thin

SUPPOTts, square spaces and white and gray stone,

168. PieTrRO LoMmBarpo. Facade,
S Maria dei Miracoli
Completed 148g

creating cool hight, harmomous proporuons. and
amild centmipetal effect. He also evidently designed
the Palazzo Vendramin Calergi. which retains the
traditional local scheme of a wide central window
tea and narrow walls beside 1t. onh shifting o a
Renaissance vocabulary of column, arch, and cor
nice, with balanced proportions. It thus reintorces
the scenic rhythm of palaces along the Grand Canal

The dukes ol Milan poured vesoutces mto

their burial church near Pavia, the Cevtomsa +Chatr



169.  A~xTtoxto Rizzo. Eve. Marble, height 6°g
Doges' Palace. Venice

terhouse, i.e., Carthusian monastery). (ilovanni
Antonio Amadeo (1447-1522), with many assist-
ants, carved much of its sculpture and built the
lower half of its fagade (from 1474). The lacter turns
out to be like one by Coducci, a heavily framed
marble rectangle, rich with windows and active
ornaments. Alberti’s Renaissance wall has now be-
come a decorative lashion, with fantasies of classical

ornamentation. Amadeo’s early carving is placidly

and gracefully Gothic, but was then transformed by
the impact of the Mantegazza brothers, Cristoforo
and Antonio (docs. 1464-d. 1482, 1195, respectively),
the rivals with whom he shared the fagade carving.
Iheir carving is distinctive and mannered, cutting
people out of zigzags and lozenges in a further styli-
zation of Pieuwro Lombardo’s creased and ironed
reliefs. From this they make sharp expressionist
images of running motion and stress, applied all
over so that it becomes a pattern. Ultimately derived
from Donatello’s late reliefs. they are analogous,
as provincial responses, to Cosimo Tura’s frenzied
ornarent

Mavro Copvccer. Fagade. S. Zaccaria,

Venice. Begun 1483 120 il
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171.  NiccoLO DELL’ ARCA
S. Maria della Vita, Bologna

Donatello also stirred the remarkable “iccolo
dell” Arca (docs. 1464=d.14¢4) in Bologna to model
a lifesize set of clay figures to be grouped as a
cluster representing the lamentation over ( hvist's
body (fig. 171). The idea for such groups came from
France. Niccolo's figures have a shock eflect of natur-

alism, suggesting plaster casts of people. but are

42. Giovanni Bellini to

Jacopo Bellini's vounger son Giovanni (docs. 1459-
d.1516) was the great painter of the tamily, first
imitating and later superseding his brother-in law
Mantegna. tn his vouth his labor was merged in the
family enterprise, and only some small devotional
panels have been isolated as probably his. He first
appears clearly, between thirty and  thirty-five
with a group of masterpieces vers much like Man
the g Garde

uniates

tegna fig. 172), a small

panel Hterally a Mantegna composition

given seriousness by broadening o

are related to the folk art
ums. Niccold's stone sculpture for the tomb of Sain
Dominic relatively

begun 146¢)% Is restrained

though here and there it flares out with an imagi

native adjunct of disproportionate ornament

500

ind even some of 1ts details, such as the fores I
ed sleeping man he toreground fence wn
ing off into our space, and the cldt w S ¢
rock. But the drawing 1s dhitterent: the clith s not

rendered with a close net

and simpler. as at the mold was set anc 1ld be
removed, lecting light wash over the edges. In the
great 2ieta™ the nregular t » € tw
o 5 g
itied surfaces a ni o8

of lines; surlaces are larger



Grovanst Berrint

Vadonna and C}

in the sireaky twilight background. The first great
altarpiece. for Santi Giovanni e Paolo (1464),"
gives us the same sharply placed. cool-toned people.
Space is stretched far, as by all the Bellini paincers,
but in a new wav, without Jacopo's improbable
intricacy and scale contrast, Mantegna's lorward
pressure. or Gentile's lateral probes. Giovanmi's,
as one would expect, is easier and more optical;
the viewer's eve, locusing on the main hgures,
cidentally finds whatever 1s bevond them in the
same sighthne. Grovauni therefore provides a “sec
ond theme” far bevond the people, a sunset or
town or populated landscape on which we come to

est at the hovizon. 1 hus begin Bellin's lamous

Girovasyt BeLuisi. the Garden.

National Gallery. London

4 !ﬁu :?\‘\; Ersge

landscape vignettes, always atmospherically fresh,
and separate in space and psychology from the quite
conventional devotional figures in front hg. 173).
Bellini's art is one of straightforward painterly sen
sibility, both in its innovations and its acceptance
of voutines, in contrast 1o Mantegna's conceptual
svstemizing; the two ot them might be compared
with Matisse and Picasso. In compositions Bellini
is quite willing to lollow formulas, but he 1s abso
Jutely independent in the appearances ol things,
color, air, and space.

In 1175 he was drawn away ftom Mantegna
by the attraction of Antonello da Messina. This

led to the Pesaro altarpiece.* a traditional composi-



tion with its figures smoothly set in place but sull
less linear; they are glowing and «vlindrically aut,
as 1s also the vigorously hresh panorama of a com
plete hill town behind. The Resurrection™ poses
oddly jointed people, perhaps reused from another
subject, in1 live textures, before a wild sunrise. Light
is even more powerful in Saindt Fran n Lostasy
fig. 174), where the figure on one side looks at the
air on the other—as in Jacopo Bellini—and in the

Iransfiguration of Chis

In both, a heavenly
light mav be part of the subject, making people
freeze in place, veu iselt pleasingly warm. Light's
mtluence on form is sull more pervasive in works
ol standard design like the San Giobbe altarpiece ™

the Frari alarpiece ol 138,901 the Madon

the Trees OV where the calm formal people ave sut
lused by itsshight dimness, abolishing definite edges
Both these tendencies appear in the strange Sacrec
{llegory (colorplate zp), a masterpiece where the
lack of interrelationship between the small, tormal
figures has left the subject matter puzzling. Since
Giovanni does not show concern with his themes
those not standard are not comprehensible. Tere

the people contemplate the central space, or medi

mountain

tate, while bebind a river a complicate

1 hones colored light 1s filled with mcadents. Sen

75. GiamBa a Civa
Fokn the Bapt S

Pa €

S. Mar (@] \






Supplementary Notes to Part One

1. St. Thomas Aquinas, Summa Theologica. written 1266 73.
2. Nicola Pisano, Fontana Maggiore, Perugia.

3. Eero Saarinen 1gto to61 | son of Eliel Saarinen 1873
1950 , a distinguished envirommental architect. The son worked
in his father's architectural office until the latter’s death. and
became an architect of great structural ingenuity and monu-

mentality.

4. Giovanni Pisano. figures for exterior of Baptistery, Pisa:
now removed to interior of huilding.

5. St. Francis altarpiece. Bardi Chapel, S. Croce, Florence.
6. Magdalene altarpiece. Accademia. Florence

7. The other is the Madonna and Child at S Maria dei Servi,
Orvieto.

8. Guido da Siena, Madonna and Child, City Hall, Siena.

9. Cimabue, Cructfix, San Domenico. Arezzo,

to.  Giotto, fresco eyeles in S. Croce, Florence: life of St.
Francis, Bardi Chapel; lives of St. John the Baptist and St. John

the Evangelist, Peruzzi Chapel.

i1, Duccio, Madonna with the Three Franciscans, Pinacoteca,
Siena.

12. Duccio, Maesta. Museo dell'Opera del Duomo, Siena
‘panels in pinnacles and predella, and some from hack of
altarpiece, now dispersed in numerous collections .

13. Duccio, Denial of Peter, from the Mnesta. Museo dell'Opera
del Duomo, Siena.

14. Duccio, The Three Marys nt the Tomb, from the Maesta,
Museo dell'Opera del Duomo. Siena.

15. Tino di Camaino, tomb of Cardinal Riccarda Petroni,
Cathedral, Siena.

16.  Andrea Pisano, doors now on south side of the Baptistery,
Florence; twentv-four panels of the life of John the Baptist and

the Virtues.

17.  Pietro Lorenzeuti, altarpicce of the Madonna and Child with
Sants, Annunciation, and Assumption, Church of the Pieve. Arezzo.

18.  Ambrogio Lorenzett, Annunciation. Pinacoteca, Siena.

19.  The Little Flowers of St. Francis, account formulated in the
fourteenth century from older versions: published 1476

20.  Francesco Traini, aitarpiece of St. Dominic. Museo Civico.
Pisa.

21.  Giovanni Boccaccio. Decameron, written 134853

22. Fra Domenico Cavalca. Vite dev Santi Padn « Lives of the
Holy Fathers || written before 1342,

23. Tommaso da Modena, Pertrats of Domintcan Saints, meeting
room of the Dominican convent, Treviso.

23.  Gnariento, twenty-nine panels now in Museo Civico,
Padua.

25. Lorenzo Ghiberti: in addition to the two statues mentioned
at Or San Michele. St Stephen for the Linen Drapers Guild.

26.  Donatello: in addition to the two statues mentioned at Or
San Michele. St. Lows of Toulouse for the council of the Guelph
party now in Museo Nazionale, Bargello, Florence .

27. Louis H. Sullivan '1856-1g24', a pioneer of the Chicago
School of architecture.

28.  Fra Angelico, St. Peter Martyr alarpicce, Museo di S.
Marco, Florence.

29. Fra Angelico, altarpiece for the Linen Drapers Guild,
Museo di S. Marco. Florence.

30. Paolo Uccello, Battle of San Romano dismantled : now in
the National Gallery, London: Uflizi Gallery, Florence; and
The Louvre, Paris.

31. Domenico Veneziano, Adoration of the Magi, Sraatliche
Museen, Berlin-Dahtem.

32. Donatello, Jeremiah, Museo dell'Opera del Duomo,
Florence.

33. Donatello, St George and the Dragon, marble relief below
St. George, Or San Michele. Florence.

34. Donatello, Mary Magdalene, Bapustery, Florence
35. Donatello: two bronze pulpits carved with relicfs of the

Passion of Christ, Pentecost, and the martyrdom of St. Law-
rence; on cither side of nave, S. l.orenzo, Florence.

;6. Leon Battista Alberti, Della pittura - written in Latin, 1435.
published in [talian, 1436

37. Alberti, Dere nedifreatorss, completed 1452, published 1485
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38.  Vitruvius, De architectura 1On Architecture . written first
century B.c.: published in Latin, 1486: in Italian, 1321,

39. The Nine Worthies. a popular theme in the fourteenth
century: consists of three Old Testament heroes, three pagan
heroes. three medieval Christian heroes.

40. Andrea del Castagnv, Niccoli da Tolentino, Cathedral,
Florence.

41.  Antoniodel Pollaiuolo, Darid Victorious. Staatliche Museen,
Berlin-Dahlem.

42.  Antonio del Pollaiuolo, Martyrdom of St. Sebastian, National
Gallery. London.

43.  Antonio del Pollaiuolo. Burth of jokn the Baptist, silver relief
panel for altar frontal, Baptistery. Florence; now in Museo
dell'Opera del Duomo, Florence.

44. Frescoes of the life of St. Peter Martyr, on exterior of
Loggia del Bigallo, Florence

45. Desiderio da Settignano, tomb of Chancellor Carlo
Marsuppini. S. Croce, Florence.

46.  Antonio Rossellino, tomb of the Cardinal of Portugal,
S. Miniato, Florence.

47.  Andrea del Castagno, Resurrection, Cenacolo di S. Apol-
lonia. Florence.

48.  Piero della Francesca, De prospectivn pingendi  On Perspective
in Painting .

49.  Pierodetla Francesca. two portraits: Federige da Montefeltro,
Count of Urbino, and Battista Sforza. Countess of Urbino, Uffizi
Gallery. Florence. On the back of the count’s panel. The Triumph
of the Count. accompanied by the Cardinal Virtues : on the back of the
countess’ panel. The Triumph of the Countess, accompanied by the
Theslogical Virtues.

50. Giovannino de’ Grassi. sketchbook, Biblioteca Civica,
Bergamo.

51. Pisanello. Annunciation. Brenzoni tomb, Church of $
Fermo, Verona

52.  Sir Thomas Malory, Morte d"Arthur, finished 146g9-70

33. Pisanello, the Vallardi Codex. so called after the owner
who sold it to the Louvre. Paris. in 1836. Other drawings in

NUMEerous museums.

4. Pisanello, Allegory of Lust. drawing. Albertina, Vienna.

o

535. Jacopo Bellini, notebooks: on vellum, The Louvre, Paris;
on paper, British Museumn. London.

36.  Jacopo Bellini. Madonna and Child. Accademia, Venice

be)

Mantegna, Parnassus. The Louvre. Paris.
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58.  Guido Mazzoni, sculptural groups in terracotta of religious
subjects, in Busseto, Modena, Cremona, Ferrara, and Venice:
his masterpiece is the Lamentation, S. Anna dei Lombardi, Naples.

39.  Antonio del Pollaiuolo, tomb of Pope Sixtus 1V, Vatican
Grottoes, Rome.

60.  Andrea del Verrocchio, Dartd. Museo Nazionale, Bargello,
Florence.

61, Michelozzo. Cardinal Rainaldo Brancacci monument,
S. Angelo a Nilo, Naples.

62.  Bautista $forza. countess of Urbino: see above, note 49.

63.  Antonio di Tucci Maneui, probable author of the biogra-
phy of Brunelleschi.

63. Bust of Giotto, by Benedetto da Maiano: epitaph by

_ Poliian 1490 .

65.  Botticelli, St. Sebastian. Staatliche Museen, Berlin-Dahlem.

66. Girolamo Savonarola ' 1452-1493, a Dominican monk
who came to Florence from Ferrara and called for reform of the
Church through his writing and preaching. He domiuvated
Florentine political life from 1494 on, but his accusations of
church corruption led to his condemnation to death by burning.

67. Botdicelli, Mystic Crucifixion, Fogg Art Museum, Harvard
University, Cambnidge, Mass.

68.  Botticelli, drawings for Dante’s Divine Comedy, preserved in
Kupferstichkabinett, Berlin-Dahlem, and the Vatican Library,
Rome.

69. Benederto da Maiano, pulpit with narrative panels depict-
ing the lifé of St. Francis, 8. Croce, Florence.

70. Sisune Chapel wall frescoes: left wall, scenes from the life
of Moses: right wall. scenes from the life of Christ. Other painters
in the crew were Cosimo Roselli. Pinturicchio, Piero di Cosimo.

71. Perugino, Cruafision. S. Maria Maddalena dei Pazazi,
Florence

Pinturicchio, frescoes of the life of Pope Pius 11  Aencas
Silvius Piccolomini , Piccolomini Library. Cathedral, Siena.

Pinturicchio, fresco series in the six Borgia Apartments,
atican. Rome.

-1 Pinturicchio. frescoes of the life of S. Bernardino. S. Maria
d’Aracoeli. Rome

75. Luca Signorelli, Scourging of Christ, Brera, Milan.

76.  Melozzo da Forli, dome of Sacristy of St. Mark. Basilica of
the Santa Casa. Loreto.

77.  Francesco di Giorgio, Turin Codex: Trattato di architettura
cizile ¢ militare - Treatise on Civil and Military Architecture! | written












176.  Lroxarpo pa ViNcl. Adoration of the Magi. Begun 1481. Panel 8" x 8'1”. Uffizi Gallery, Florence



1. Leonardo to 1500

Leonardo da Vinci (1452-1519), one of Verrocchio’s
many pupils, staved in his shop for some vears as a
foreman painter, and there produced the first High
Renaissance painting. Verrocchio painted his Bap
tism of Christ (see fig. 142) m his familiar style,
with wiry, real figures and a low perspective. As
usual in this story, two angels hold the clothes, but
they are painted in different ways. One has a face
with a neat contour line, round eves, and shiny hair,
and sits up straight; the other turns its neck like a
swan, and has fluffy hair into which one sees, and
eves into which one also sees, just as one does into
the jewels, like pools. This figure is by Leonardo,
and 5o too is a part of the landscape that is a con-
tnuum of dim light rather than a stack of rocks.
He mav also have retouched Christ’s skin, ytelding
flesh unlike the linear strict meal of John's. Leo-
nardo is presenting a further level of visual realism,
available only when an earlier level has been mas-
tered: things do not heve boundary lines, but yield
to other things as they begin to turn a new side. Life
is a continuum of organic motion, like the angel’s
turning neck and many things that Leonardo later
drew with special interest: water, grassy plants, hair,
the action of running, dust—all not so much things
as processes. It was recognized at once that Leonardo
had created a modern kind of art, and vounger

artists found Verrocchio and all his generation stiff

and unsubtle. This is already the High Renaissance,
which was quickly to produce so many particularly
famous artists: Michelangelo, dehd(‘l. Titan. A
reason for this is that painting was felt to be actually
tmproving technically as it became more realistic
(so older artisis were cast aside), but this group
reached the final stage of realism (and so remained
in honor); later generations could not coutinue
furither in the same direction, but only rearrange
the same elements.

Before the Baptism, Leonardo had pmlmhl\
painted the more traditional Annunciation,! and
the portrait of Ginevra de’ Benci,? with shadowy
water and skin but lacquered hair. His first big
commission was for the Addoration of the Magi
(1481; fig. 176), which remained unfinished (when

he left to work for the duke of Milan) with the hgures

blocked out in a light brown tone on a deep brown

background, so that they seem at first to be leaning
out of caves. When one has looked long enough to
read the picture better, one sees the extraordinary
dvonamics of the people’s lives, reflecting a moment
of drama with tremulous varietyv. T'he background

with leaping horses is equally in the process of a

-1
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178. LEONARDO DA VINcI. Last Supper. 1495-97. Mural, 13'g"

moment. But at the same ume Leonardo rethought
the traditional composition of this story, which
showed two groups meeting each other in prohle,
the Holy Family and the Three Magi, a natural
treatment. Leonardo gives it a central emphasis and
thus a stronger focus on the Holy Family. He is like
a scientist in that he observes phenomena intently
but also likes to deduce regular schemes from them,
laws or patterns; both the phenomena and the order
are more complex than before. The same composi
tion recurs in the irgin of the Rocks painted in
Milan, a central group in a cave (fiig. 177). The cave
is an old mouf which suits Leonardo, who remarked
thac it 1s helpful 1o paint people in the shade.

In the Last Supper for a monks’ relectory in
Milan (1495-97; fig. 178), he reorganized the old
design of this theme, which had been a row of
thirteen people like a group photograph. He sub-
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29"10". Refectory, S. Maria delle Grazie, Milan

divided them 1nto a pattern of three, three, one,
three, and three, while also heightening the sense of
the spontaneous instant. The painting soon lost its
color because Leonardo did not paint it in the usual
fresco technique but used oils, an experiment
through which he hoped to gain more shadow.
Experiments, not always successful, were stimulated
by his universal curiositv about how things work
and hve, and he couldn’t take any wadition for
granted. He hoped to cast in bronze a statue of a
man on a leaping horse, using a design scen on
Roman coins, but had to settle for a more modest
effort, with a quietly walking horse that carries the
weight of the bronze on all four feet.? His revolv-
g stage worked, but his project for a canal failed.
At this time he was also keeping anatomical note-
books and exploring the basis obf architectural

proportiots.



2. Filippino Lippi and Piero di Cosimo

Young Florentine painters ol the 1480 telt 1.eo
nardo’s impact at once, even in his absence, some
what shifting the center of gravity from the methods
of the dominant figures, Botticelli and Ghirlandaio,
who had formed their own methods in the 1470s.
Filippino Lippi (docs. 1467-d.1504) 1s obscure as
an apprentice to his father Filippo and later as an
assistant to Botticelli, but then emerges with an
approach built on Ghirlandaio’s. He too takes
perspective space to be routine, often making it
symmetrical. and pays homage 1o the old masters,
most strikingly when he modifies his personal style
in adding scenes (a typical enterprise of the time)
to Masaccio’s unfinished Brancacci Chapel fresco
cycle (see p. 71). Homage 10 the past and to exotic
Flanders join in his early masterpiece, Saint Ber
nard's vision of the Virgin (hg. 179), a composition

closely derived from Rogier van der Weyden's Saint

176.  Fruaepizo L
The Viston of St. Berne
Badia, Florence

180.  Fiuwppivo Lippr
Triumph of St. Thoma

Aquinas. 148893

Fresco, width of wall 7
Caraffa Chapel. 8. Maria sopra Minerva, Rome

Luke Painting the Virgin (see fig. 374), so con
vemiently similar in theme. Yet Filippino's is highly
personal. Rocks zigzag outward like roughly piled
books, little monks gesticulate like actors, little
devils peer from crannies, pages curl; and the saint’s
pose and his fingers in vibration—all use sensibility
of line to induce unsettled nervousness. Despite
Filippino'sreliance on line, 1 eonardo’s ideas appear
in the strong shadow and, more basically, in the
insistence on living processes. \ major {resco in
Rome, the Triumpie of Saint Thomas Aquinas
(begun 1488; fig. 180), gives us a Ghirlandaio city
view bevond a ssmmetrical room. but in tront the
shrill debating among the scholars is made visual
in the thrown and torn books, forming a sull life ot
mtellectual tension. In his most important fresco
cvcle in Florence (finished 1502)* the scene of Sair

Philip Destroying a Dragon sets up a ssmmetrical
wall strang with lamps like a nervous Christmas
tree, and similar fussy decoration bestrews the

Resunrection of Druviana, in o design quoting
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Giotto. For a patron who admired Savonarola he
painted a hollow-cheeked Christ in a Crucifixion
on a gold background,® a medievalism that seems
suitable since Savonarola’s preaching of doom and
Filippino's forms both combine anxiety and
archaism.

Piero di Cosimo (1462-1521) worked chiefly
for rich private houses where a non-Savonarolan
paganism was cultivated. He painted some beautiful
if unoriginal altarpieces, with deeply glowing color
surfaces and occasional anecdotaltokens of admira-
tion for Flanders, but his fascinating work is secular.
lts unique themes have their kinship, and that
remote, with second-rate engravings that had been
made to illustrate books of history and mythology;
he makes them as sophisticated as Botticelli and
humorous as never before. A series showing primi-
tive men hunting seems to reflect the amused curios-
ity of a patron about a learned theory of the origins
of human civilizaton, quite un-Christian. The

3. Painting in Milan after

Foppa, the finest painter in Milan among the gener-
ations just preceding, must have seemed, with his
gray atmospheric art, 1o have prepared the ground
for local painters to receive Leonardo (see fig. 166).
Many voung ones were so carried awayv that they
could only copy him. A few soon made their mark
by treating these copies explicitly as decorative
objects; later others gained strength by retreating
partway into tradition. There is a laboratory of
tension here between a setiled conservative tradition
and a modern import.

Of the fist group, Boluaffio (1464-1516)
painted smiling Madonnas turning their heads in
the darkness, but his enamel-like firmuess of texture
and brightness of hue seem to contradict Leonardo’s
meaning. Andrea Solario (docs. 14g5-d.1524) also
produced Madonnas, of which one has become an
anthology piece, the Firgin with the Green Cush
io1.? Leaning over the Child's body, she is all curv-
ing smiling intimacy, with pretty decorator’s colors,
within the Leonardesque context. Solario’s thought-
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Discovery of Honey (colorplate 25) is part of another
set similar in mood, a comedy of the weaknesses of
the Greek gods. Piero enters into this spirit by
painting figures that are properly modeled but
always a bit eccentric i their gestures and faces.
Somewhat more Botticellian in evocation, and Leo-
nardesque in lighting, is the Death of Procris,% a
tragic love story from classical poetry, where people
of a species slightly diffevent from the human ap-
pear as statuesque victims, in a rich landscape. A
head of Cleopatra is a fancy pmnail,7 areal but odd
profile before a live sky. His only actual portraits
were done for a friend, the architect Giuliano da
Sangallo.® All his work over forty years is undated
(consistent with his minor-league practice), adding
to the puzzles. He has irrelevantly been admired
recently as a pre-Surrealist because of the surprising
connections among real things in his work, but his
painting manner was conservative in his time and
uninteresting to young artists, so he was forgotten.

L.eonardo

fulness about what space can do emerges also 1n
portraits, notably his late Chancellor Morone (fig.
181), impressively staring, with his hands projected
in front of him on a table and concentrating his
personality.

Of the later group Sodoma (1477-1549) first
emerges from provincial Vercelli, fifty miles west ol
Milan; like Leonardo, he traveled south in 1500.
He saw the current work of Perugino and Pinturic-
chio in Rome before settling down to become the
leading artist in Siena. There he contnues to out-
Leonardo the 1.eonardo style of about 1504, twining
and gauzy. A once-famous Saint Sebastian (1525)10
lifts his slashed body in almost smoky ethereality,
gazing at Heaven; to late Victorians he seemed in-
spired, tomore recent observers, sugary. I'heswoon-
ing of Saint Catherine of Siena (begun 1526),'* a
limp gray S-curve, seems to foretell Bernini's Saint
Theresa and the Counter Reformation, which in
some respects 1ap a permanent aspect ot human
concern, Current taste finds Sodoma most acceptable



when, back in Rome, he paints a fresco of the Mar
riage of Alexander and Roxana tor the house of the
Sienese banker Agostino Chigi (fig. 182). The bride,
featherily melting, realizes a type seen in Leonardo’s
drawings, and the bridegroom is a neoclassic Apollo
in prohle, surrounded by columns.

Bernardino lLuini (docs. 1512-d.1532) may
have learned from Sodoma. I1e emerges in a 1.eo
nardesque vein when already mature, and lus
smiling Madonnas refer back to the earth tones and
firm modeling of the fresco medium. He is most
mteresting in secular villa decorations, with narra-
tves from the Old Testament, mythology, and,
surprisingly, daily life, where people stand about
as if unable to move, mflexible poles for all their
graded textures. Luini's style is dehydrated Leo-
nardo, using the comfortable local traditon of
Foppa, and had in 1ts archaism the special virtue
for Victorians of the cushioned primitive, pure but
casy, like Fra Angelico and others.

Still more archaic is Gaudenzio Ferrari (docs.
1508-d.1546), who spent most of his life in Vercelli.
His art is less of the pm\‘im es than of folklore; he

182. Sopbowma.

The Marriage of Alexander
and Rovana

Fresco, 121" ¥ 21°9"

Villa Farnesina, Rome

181 ANDREA SOLARIO

Portrait of Chancellor Morone
Panel 24
Collection Duke Gallarati Scout, Milar

T

workedincountrysanctuaries where painted wooden
statues of the Christian story stood before backdrops
ol fiescoed crowds. The Passion-play tone accom
panics proluse storvielling, boirrowing composi
tions at times from Diirer woodcuts. T'he exuberant
patterns of (lmpm\, in stvlized swirls, setting up an

abstract fanning motion in the figure, have no Tualian

This

parallel, but have ties to mountain artists farthes
north, like Nicolas Manuel Deutsch. or the Master
H. L. and other carvers of wooden aliarpiece com
plexes at this date (see PP 332-3%). Gaudenzio’s
sense of the fluid figure is the only evidence of 1.eo-
nardo’s passage, ina stvle one generation away from
Gothic
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4. Bramante

Another great artist in Milan besides Leonardo was
establishing the High Renaissance by his work
during the same twenty years. Donato Bramante
(1444-1514) was born near Urbino, and trained as
a painter probably under Piero della Francesca,
but his few surviving paintings are more influenced
by another visitor there, Francesco di Giorgio. He
is first seen in Milan as the designer of a strange
engraving, apparently an illustration of perspective
to assist painters, parallel to Pollawuolo’s for anatomy
(fig. 183; see fig. 109). As if it had marked a transi-
uon, he then settles into being an architect. His
remodeling of Santa Maria presso San Satiro (from
1482; hgs. 184, 185, 186) attracted Leonardo’s at-
tention; Bramante was repeating Francesco’s move

183. DoNATO BRAMANTE. Architectural Fantasy
Engraved by Previdari after a drawing by
Bramante. 1481. 20" x 20”. British Museum
London
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to architecture, and Leonardo was also interested
in Francesco’s expert bronze casting and proportion
theory, so that stimulating interplay can be guessed.
San Satiro has a circular chapel with niches cutting
into it, thythmic concave accents in the convex
mass, and this is topped by an octagonal lantern with
windows cut deep in each side. Decisive managing
of a central plan by pure three-dimensional units,
alternate masses and voids, is basic to Bramante.
The main interior area is dominated by a heavy
barrel vault over nave and transepts, climaxed in
the hemispherical dome over the crossing. The
fourth crossarin is a fake, a perspective optical illu-
sion of a choir, recalling Bramante's start as a
painter; a nearby street left no room for that cross-
aim to develop symmetrically with the others. Tts
visual purpose is to reinforce the sense of space
stretching outward from where we stand, as in the
mside of a balloon. The same suggestion is made
on a larger scale in the choir of Santa Maria delle
Grazie (1492—97; hgs. 187, 188), where a harmonious
space on the scale of grandeur is bounded at the
far end and above by semicircular masonry. Our
view extends deeply and then is closed 1n a cup, a
pressure and return balanced by the equipoise ol
the measurements and by the massiveness of the
plain walls. We are still at the center of the rational
cosmos, but it is no longer of human scale; the new
growth impllE\ that we, no longer (‘(lll;ll with our
environment, may become either overawed by it or
manipulators of it, just as Leonardo’s science was
attentive to awesome natural forces and also sought
their control.

Going to Rome with some thought of retiring
and studying antiquities, Bramante found a new
career among the many new projects there. The
modest cloister for Santa Maria della Pace (1504)
alternates stocky piers and voids as equal forces,
thus again making three-dimensional units from
the original modules. Attached to the piers are not
classical half columns but pil}l\[ﬂ's, sliding down
the sides of the piers and maintaining the unity ot
vocabulary in a second melodic line. The small
shirine built in 1502 beside San Pietro in Montorio



184. 185. DoxaTo BRAMANTE
Plan of 8. Maria presso

S Satiro, Milan

and exterior of circular chapel.
Begun 1482

Nave 200" long. transept 226’ wide
height of chapel 486"

to mark the spot of Saint Peter's crucifixion (figs.
189, 190), too dignified to be called a jewel box,
instantly became, as “the Tempietto,” a classic work
defining the High Renaissance, like 1eonardo’s
Last Supper. 1t is a ratio between two cylinders, an
inner, tall, solid one and an outer, short, transparent
one; the solid one is articulated with concavities,
the transparent one with columns; the whole was
intended to be inserted in a circular courtyard, a
dynamic celebration of the civede as an evocation ol
perfection.

Fhus Bramante was ready to undertake the
new Saint Peter’s, where the imperious Pope Julius
11 proposed to tear down the greatest landmark of
thecity and replace itwith the world's largest church,
within which (then or soon after) he planned to
give a dominant location to his own tomb. Bramante
planned the church (1505-6) as an equal-armed
cross, with a central dome over lour huge piers (figs.
191, 192). I he arms are huge niches ending in semi
circles; each has its own transverse arms and so do
those arms; thus he fills a square which consists of
spaces thrown oll from the center and then from
smaller and smaller centers. The piers also are
gouged by niches balancing opposite niches, so that
the central piers have an intricate profile, logical
and lively like one of Francesco di Giorgio's forts.
Allthis is on an immense scale, and Bramante only
had begun to build the central crossing when he
died at seventy.

186. Doxato BramanTE. Interior,
S. Maria presso S. Satiro. Milan. Begun 1482.
Height under arch 34°g”, depth of choir 4
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Doxato BravanTe. View toward choir
S. Maria delle Grazie, Milan. Begun 1492
Height of crossing t10

188. Doxato Bramaxte. Plan of choir
S. Maria delle Grazie, Milan. Begun 1492

Choir area 12¢

18g. Doxato BRamanTE. Tempietto
S. Pietro in Montorio, Rome. 1502.
Height 47°

1go. DoxaTto Bramante. Plan.

Tempietto, S. Pietro in Montorio,
Rome ‘woodcut from Serlio, I/ terzo
liby

darchitettura, 15351

Diameter including steps 37
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164.  BramaxTiNo. Crucifixion
Canvas, 122 1/2" < 8’10 1/2"
Brera, Milan

5. Leonardo’s Last Years

Leonardo’s return home to Florence in 1500 was
exciting to voung artists, who watched attentively
his work on the cartoon—the full-scale drawing—
of his Firgin with Saint Anne (fig. 195). He had
already prepared one version in Milan, and still
later painted it in a third form. The theme is essen-
tially medieval, designed 10 expound the genealogi-
cal relationship of grandmother, mother, and child,
a diagram of meaningand nota report of the visible.
But Leonardo liked it as a token ol processes of
growth, like the theme of 1.eda and the Swan'2 that
he was also working on. In both subjects the iigures
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Bramante’s arrival in central ltaly is reflected
in the rise of central-plan chuiches of sonnet-like
orderliness, much more modern than Giuliano da
Sangallo’s and somewhat more so than Francesco di
Giorgio’s. Santa Maria della Consolazione at Todi
(begun 15006, perhaps on a Bramante design), has
an interior much like Francesco di Giorgio's at
Cortona not far awayv, with four equal semicircular
arms, but its dome is much more ornate. Giuliano
da Sangallo’s younger brother Antonio (1455-1531),
mostly a builder of forts, produced his masterpiece
in Sau Biagio at Montepulciano (1518; fig. 193).
The walls are still thicker and more orchestrated,
with niches cut in, columns bounding these, and a
frieze of metopes running above. This heavier
vocabulary is part of the monumentalization that
concerned Bramante.

In Milan Bramante had left one remarkable
disciple in painting, called by the nickname Bra-
mantino (docs. 1503-d.1536). His figures in per-
spective space are plotted at scattered points like
chessmen, vertically suff before diagramed walls
(fig- 194). This now archaic fixity is accented further
by viewpoints from below making them bizarrely
schematic as they evolve from jointed shapes, like
Erocole de’ Roberti’s, to a Raphaelesque classicism.
T'his is an antimodern Mannerism like Gaudenzio
Ferrari’s, but complete and expressive within its
own constructed world.

twine among each other or among plants, a sinvous-
ness accompanied by a further reduction of the
edges between lorms and air. The newly formed
republican government of Florence commissioned
a Cavalry Bautle (1503-6; fig. 196) to be painted in
its assembly room in the city hall, a work intended
(like a similar commission to the vounger Michelan-
gelo; see fig. 203) to show off both a military victory
and the specialty of the leading Florentine artist.
Horses leap against each other, fighting men are
interlocked, the dust rises, anatomical detail is

absorbed into speedy motion. [ his painting was



195. LEOXARDO DA ViNeo
The Virgin with St. Anne

Charcoal on paper, 55" % 40",

National Gallery, London

never hinished, but Leonardo did pammt the poruraic
of a citizen’s wite which we call Mona Lisa (iig. 147

T'he lamous smile is another image of a process, a
face in motion, but as in the Last Supper new obset
vations are combined with new patterns in this
tinished painting. The tolding of the hands, which
seems quite ordinary, is a device to provide a con
vincing base for a half figme, and indeed, it turns
the forms into a pyramid, rising and narrowing with
the inevitability of a theorem. Another product of
these years is his supervision ot Gianfrancesco

Rustici’s (147 4=1554) large bronze group above one

of the Baptistery doors, John the Baptist Preac hing
(1506; see fig. 56), the closest we can come to a
sculpture by Leonardo. Traditional i its simple
poses, it is vibrantly animated in its surfaces and
gestures in a way otherwise seen at this time only 10
small-scale works.

leonardo’s wandering last vears are mainly
represented by drawings (figs. 198, 199). At this
time he made most of his anatomical studies, which
are rightly catled not so much anatomy as physi
ology, since, unlike those in modern medical text
books, they convey the function and action as well
as the forms. 1t was now too that he speculated about
the flight of birds, and the oceans that had covered
mountains in past epoc hs, and made the drawings
of floods that extend beyond physical experiments
to an imagery of doom, either @ personal feeling o1

a dramatic creation.

196. LeoNaroo pa Vi
The Battle of Anghiar:
py by Peter Paul R
Designed 1503-6
Pen. ink. and chalk. 187 « 25

The Loutre, Paris
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1g8. LEeonaroo pa Vixar
Studies of the Human Neck

and Shoulders. Pen, 15" x 10”.
Royal Library, Windsor Castle
Copyright reserved
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197. Leoxarpo pa Vixcl. Moena Lisa.
Panel, 38" x 21",
The Louvre. Paris

19G.  LeoNarRDO DA Vinct. Deluge
Chalk, 6 1/2" <8 174",

n Rovyal Library, Windsor Castle.
et s Copyright reserved




6. Young Michelangelo

Michelangelo's (1475-1564) family had some social
pretensions, so until he was thirteen he staved in
school rather than being apprenticed. Then he
entered theshop of the favorite painter of Florentine
society, Ghirlandaio, but did not like it much, if his
later memory is trustworthy. Perhaps reaction drew
him to sculpture, though not to the style then prac-
ticed, which was similar to Ghirlandaio’s. His
natural refuge was in a greater past, in this case
Donatello and ancient Roman sculpture, both to
be seen in the Medici collection. The two were com-
bined in the work of Bertoldo (docs. 1461-14q1),
once an assistant to Donatello and now the keeper
of the Medici antiquities, probably as a restorer.
The boy was allowed with others to study the objects
and was even, he said later, a regular guest at the
Medici table. This seems possible in the light of his
first sculpture, at about age sixteen, a battle of men
and centaurs in high relief.!3 It was stimulated by a
court poet’s reading of a Latin poem on this theme,
and imitates Roman sarcophagi in marble as Ber-
toldo does in bronze. But it is uncourtly art, with
simplified and very dense forms, suggesting the
collision of intertwining volumes.

A break in Michelangelo’s lite resulted from
Lorenzo de’ Medici's death in 1492 and the fall of
the family from power, when Savonarola became
the city leader. A puritan evangelist, Savonarola
opposed all but devotional art, and the evidence
that Michelangelo supported him is shaky. After
working in Bologna and returning home briefly,
Michelangelo took a Cupid' to Rome and there
carved his first large work, Bacchus (fig. 200); both
were anti-Savonarolan in theme. The Bacchus is
technically bold, perhaps suggested by Rossellino’s
Saint Sebastian (see fig. 116). The god, again dense
in volume, teeters and turns drunkenly, with an
action suitable to the statue’s original placement
in the middle of an outdoor space. 1t was followed
at once by his big Pieta (fig. 201), a theme not then
standard in Italian sculpture though familar in
painting (it is unfortunate that fame has given this
example the popular title of "1 he” Pieta). Among
earlier ones, the painting by Ercole de’ Roberti in

200.  MICHELANGELO. Bacchus

Marble, height 6'8"
Museo Nazionale, Bargell

Florence
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Bologna (see fig. 137) was probably familiar to

Michelangelo. The tmage of Mary with the dead
Christ on her knees had first emerged as an abbrevia-
tion of the scene of Christ mourned. The power ol
this overlifesize polished marble comes from its
vohume, since it is restrained in expression and
gesture; the Christ’s face derives lrom Verrocchio
(see fg. 141). The group absorbs its contrasts ol
vertical and horizontal, clothed and naked, living
and dead, into one moundlike mass. At twenty-four
Michelangelo was clearly the most talented sculptor
around, but he had not modified tradition.

He found Savonarola gone when he returned
to Florence in 1501, and a republic now anxious to
re-create the age belore the Medici takeover ol 1434,
including the big public works ol art. The city and
other public bodies expropriated some Medici-
owned statues and commissioned new works like
Rustici’s bronze group and Michelangelo's David
(1501=4). This colossal hgure (fig. 202), setup before
the city hall, is 1n the same bland, quiet, balanced
weighty style as the Pieta. But by the time 1t was
finished Michelangelo had changed his 1deas. Side
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MICHELANGELO. Pretd. 1498.
Marble, height 5°8”. St. Peter’s, Vatican,
Rome

202.  MicHELANGELO. Dantd. 1501—4.
Marble, height 135"
Accademia. Florence




203.  MICHELANGELO.
Battle of Cascina (copy
Designed 1504.

Grisaille on panel, 30" x 52"
Earl of Leicester, Holkham Hall
courtesy Courtauld Institute of Art,
Londan)

by side with Leonardo he began (1504) his own big
scene for the aty hall assembly room, likewise
patriotic and geared 1o his specialty (fig. 203). This
Battle of Cascina showed soldiers, who had been
swimming, answering an alarm, athletic nudes in
complex positions. I 1s a solider 1evision of Pol-
laiuolo’s engraving (see fig. 109), with figures in

7. Young Raphael

Raphael (1483-1520) is perhaps the least liked today
of artists generally admitted to be great. He seems
to approve and praise the world too readily and

create too easily. He was indeed a “quick study” of

every style he saw, and could without strain rework
any into his own unmistakable synthesis. But he
coustantly abandoned the elegant results to try new
ones, often more problematic.

His father, a painter in Urbino, died when
Raphael was eleven, and he worked under Perugino
before becoming an independent master at seven-
teen, a hitle younger than average but not pro-
digious. 'Fhe altarpieces he painted for Perugia and
still smaller places are in the undramatic local wadi-
with

tion of Perugino and Piero della Francesca

suave figures in cool space. Yet from the start his
people are warmer and more mobile thau Peru-
gino’s, their contour lines not jost traced bue swell-
ing with gentle breath; this was partly because he
was a talented and critical pupil and partly because

three neat rows. Naturally influenced by Leonardo,

as all young artists in Florence were, Michelangelo
concentrates on force in process, and vet this 1s no
less dense in weight than the earlier works. From
now on a seeming contradiction, great solidity fused
with fervor of action, creates the special power of
Michelangelo’s works.

he had also seen Signorelli, the strongest painter of
the area. At first he is most accomplished in small
panels like the Three Graces (hig. 204), where shift
ing curved line bonds the soft skin to the deep soft
air, In 1504 he moved to bigger competition in
Florence, where he p;linu:d small Madonnas and
portraits while continuing to get altarpiece commis-
sions from Perngia. The portraits of Angelo Doni
(fg. 205) and his wile'® reflect Leonardo’s Mona
Lisa, with pyramids growing from a base of bent
arms, but exclude the potential of motion and of
psychology in favor of pure pictorial effects, with
emphatic structural areas of color. This i1s when
most of the traditonally famous “Raphael Madon-
nas” were painted (fig. 206). Fhey relate the two
tigures dramatically through changing patierns of
curves, such as the forearms of mother and child
enclosing each other reciprocally. Here the two
available traditions, the geometricspatial one ot
the small central lalian towns and the mobile-
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204. RAPHAEL. The Three Grace
Panel, 7" x 7"

Musée Condé. Chantilly

206. RAPHAEL. La Belle Jardiniére.
Panel, 48" x 31 1/4"
The Louvre, Paris

205. RAPHAEL. Angelo Domt
Panel, 24" <17
Pitti Palace, Florence
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figural one of recent Florentine painters, are comn-
pletely blended, so that Raphael almost restores
their common source in Masaccio; hence when he
makes a big fresco it will resemble the 7ribute
Money.

In 1508 he went to Rome and suddenly was
challenged by a large commission from Pope Julius
I1 for a roomful of frescoes. In the resulting Stanza
della Segnatura (1509-11) he responds with his
usual apparent ease. !

nce the room is vanlted, each
wall is a big half-circle, and the rather unvisual
themes assigned were Theology, Poetry, and Philos-
ophy, along with smaller tmages (colorplate 26,
fig. 207). Raphael presents the ideas through groups
of theologians, poets, and philosophers in conversa-
tion. Like Leonardo designing the Last Supper, he
evades lining them up as for a group photograph
and invents softly changing rhythmic patterns of
action which add uptoa general symmerry. Listeners
turn their heads keenly, smile and point; chains of
curves set up animation and repose; a muse’s con
tinnous quarter turn is measured by the folds in
her robe and finished off in her head and feet.

7. Rapuaer. The School of Athens. 150g-11. Fresco, base line 25'3”. Stanza della Segnatura, Vatican, Rome

Homer very graphically thrusts out a haud in the
classic gesture of a blind man, and is also dictating
to a scribe who twists his head up to hear. It is a
vividly recognizable anecdote whichalsostays within
a formal choreographicsystem of curves. The Poetr,
wall has a window; there Raphael set the poets on
Mount Parnassus, which rises around the window
as if 1t were not awkward, and indeed we never
notice how peculiar the shape of the painted surface
1s. For Philosophy Raphael designed a grand space
reflecting Bramante's intentions for Saint Peter's.
Huge vaults and piers, alternating with spaces,
reverberate into the distance; to this the imposing
Masaccio-like figures respond in a dignified parade.
With this work, the School of Athens, Raphael
established his permanent authority as the master
of the High Renaissance figure, softly tonal and
sculpturally firm, majestic and restrained, spon-
taneously alive and produced by formulas of grace.
Having done so, he a1 once abandoned it 1o explore
wholeheartedly what he had already taken into
account, the more difficult imagery of his strongest
rivals, Michelangelo and the Venetian painters.
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8. Andrea Sansovino; Fra Bartolommeo

208.  ANDREA Sansovino. Baptism of Christ
above “Doors of Paradise’ . Begun 1502
Bronze. height g'3". Baptistery, Florence

By the tme of Michelangelo's generation, second-
rank artists in Florence were also involved in the
High Renaissance. Andrea Sansovino (docs. 1491-
da

tradition, but seemed 10 enjoy the experimental

9) always belonged solidly in the local carving

end of its range. He was perhaps an apprentice
to the little-known but lively Francesco Ferruca
(1437-1493), an associate of Verrocchio. His first

marble altar in Florence!® and his later tombs
of two cardinals in Rome (1506-4)17 use the same
thin running ornament as Mino da Fiesole, but
some of the figures are surprising in their open-
mouthed athiletic pressure. His first monumental
work, a Madonna for Genoa Cathedral (1504), lets
grandeur grow ina controlled breadth of curvilinear
power which, as in the young Michelangelo, is an
appeal o ancient Roman art. ‘This reaches its peak
i his masterpiece, the two over-lifesize figures of
the Baptism (begun 1502; fig. 208), a group for the
Florence Baptistery that is part of the new campaign

164

of big outdoor sculpture like Rustici’s group over
another door on the same building (see fig. 50).
The easy tull-fleshed movements, gracefully inter-
related and alive, are readily labeled "Raphael-
esque,” vet the work is earlier than Raphael. Rather
both artists were moving toward the High Renais-
sance orchestration of the figure, less linear and
more monumental, imposing in a way that is some-
times academic. Sansovino was learning from Roman
art and Leonardo, and also from individual hold
works of his predecessors, like Antonio Rossellino’s
Saint Sebastian (see fig. 116). Rossellino also is
behind Sansovino's most startling experiments with
the spatial depth of marble reliefs, undercutting
figures and objects in a technically involved and
clever way whose excitement depends on its virtuos-
iy, Like some ol his contemporaries carving in

209.  Fra BARTOLOMMEO.
Marriage of St. Catherine. 1511

Panel, 8’5" » 77"

The Louvre, Paris




north Ttaly, he is essentially an expert craftsman
whose vehicle, tollowing f.eonardo, happens to be
the High Renatssance.

Far Barolommeo (1472-1517) also gives the
impression that Leonardo and Raphael had allected
him. before it was possible. hn an early Last Judg
ment (1494=1501)," a warming up of a neat Peru-
gino-like artangement does indeed Gt in with the
1igos. including an application to a more tradition-
al layout of beonardo’s shadows figure modeling in
the early Adoration. When he joined the Domini-
can order in 1300, he stopped painting tor three
years, but then emerged as such a master of the
traditional foymal alarpicce that he succeeded
without question to the leadership of Florentine
painung in 1508, when Leonardo and Raphael
had gone away and again a “second team” remained.
I'he figures in his large paintings are sl related
to their world in the Perugino way, fixed in sil-

houette against an abstract sky, but we are not
visually reminded of Perugino because these figures,
swathed in toga-like robes, have such dignified
breadth and easy stances. The shadowing of the

9. Andrea del Sarto

Andrea (1486 1530) is the first artist of talent in
Flotence who finds the High Renaissance already
an institution. His predecessors, mcluding Raphael,
had worked to construct a set of lorms for represent-
ing the human figure that would convey their dis
coveries of ity reality. Andica, like artists who
admired Raphael in later centuries, simply used
that set of forms, so that he evolves not in a steady
linear increase ol control of reatity hut ina meander
among available forms according to his taste. Tl
changed situation is connected with the tag calling
him “the faultless painter,” which means that it is
the best one can say of him: he is highly accom
plished but not original. ft is also connected with
the brilliance of his drawings, mosthy of the fignre
or (unlike Leonardo) sketches tor paintings. But
their freshness and loose contours are retained in

surface means that the tie between igure and air is
not a cutting contour but an absorbent unitv (hg
209). | he semicircular plans, the emotional detach
ment of saints each related only o the viewer, the
fixity of position, secem oddly like a throwback to
“diagrammatic” Dominican imagery of the four.
teenth century (see fig. 45). The construction of the
figures, with a biush stroke like Leonardo’s or
Raphaet's but without those artists” related dramat-
ic evocation ol human meaning, gives us a High
Renaissance academic style. After a visit to Rome
in 1514, when he saw the newest works by Raphael
and others, Fra Bartolommeo takes this tendencs
further, painting huger but still more vacant people.
Academicism also seems hinted at by the discounec-
tion between his finished paintings, with their in
creasing limitation o pure protile and full face, and
his loose, sparkling drawings of figure groups. not
to mention the direct original natralism of his
landscape drawings. These drawings had to be
dehvdrated for use in the paintings, just as happened
later in the classic home of the academic, seven
teenth-century Bologna.

the paindngs, which thus never become chill, and
so contradict the idea of academicism, unlike Fra
Bartolommeo’s.

Since Andrea was so obviously an admirable
craltsman, it seers fitting that his early works are
old-fashioned. Small, vivacious, but rather puppet
like figures ave frescoed in a big space, usualhy sym
metrical; it seems a step as tar back as Ghirlandaio,
bevond Filippino and Pievo di Cosimo who used
such frameworks for more complex purposes. But
his early masterpiece, the Both of the Fogm
(1511 vecalls Ghirlandaio only in using the
theme 1o record contemporary bourgeois life; the
suave smiling faces. the easy rhythmic trns, the
fuzzy contours, aie all homages to teonardo’s glow
ot life. Andiea typically adds a factor linked o the
aatt of fresco, the warmith of earth colors. Mineral
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210. ANDREA DEL SarTO. Madonna of the Sack. 1525. Fresco, 5°9” x 112",

Courtyard Annunziata, Florence

reds, yellows, and greens are to remain ty pi(a], and
their slight suffusion in shadow marks his independ-
ent, double relation to modern and old.

The famous Madonna of the Harpies (15175
so nicknamed from a minor detail of ornament, to
distinguish it from other Madonnas)?® depends
more closely on Leonardo in its suppressed gray
tones, and on Fra Bartolommeo in its rigid tormality
asa holy piece for the altar. But perhaps suchrigidity
was what Andrea needed as a counterpoise tomodern
softness, and in his mature work he likes to arrange
strict balances between soft parts. A classic instance
is the Madonna of the Sack (1525; fig. 210), where
the Virgin, sitting on the ground, balances the big

P
10. The Sistine Ceiling

Michelangelo interrupred work on his battle paint-
ing and on a set of twelve large statues in Florence
to go to Rome to plan the tomb of Pope Julius 11,
From this time on he always worked on very large
projects, like this tomb involving forty statues.
These excited his large-scale imagination but could
never veach completion because he was always
tempted to accept new ones. So his life became a
series of grand beginnings. Julius IT was a similarly
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white sack that Joseph leans on; the two shapes are
adjusted in distance and color and thus equalized,
both with vague cushiony edges. To be able 1o com-
pose refined balances of fuzzy materials was a neces-
sary art in the new Florentine situation, but not an
easyoue. Inthe Last Supper (1527)2! colorful figures
with shimmering color plaues are set into a huge
blank space, while in Andrea’s latest works large
figures are arranged without any environment. The
ordering of formal elements into a vivid and seduc-
tive scheme is the test of a successful work, very
much as in some “formal” painting of the twentieth
century.

large planuer, who wasalso arranging with Bramante
to redo Saint Peter's, and soon after with Raphael
for his room of frescoes (see p. 163). The tomb was
set aside when, perhaps, the pope grew more intet-
ested in the building, and Michelangelo with some
awkwardness was put instead to painting the ceiling
of the Sistine Chapel (1503-12; figs. 211a, b). It was
a blow because he had less interest in painting and
because ceilings in chapels are usually minor, and



rationally limited in their decoration to single

figures, while the walls show narrative scenes (in
this case by Perugino and others). Suill, it was the
most important chapel in the Vatican, aud Michel
angelo consoled himselt by managing to change
the project to narrative scenes, an essentially poor
idea which he carried out with such assurance that
1t was imitated for centuries; for him the awkward
ness is a device in expressing power. | here are nine
scenes taken Irom Genesis (because the wall below
already told the stories of Moses and of Christ; see
colorplate 21): three of God creating the world,
three of Adam and Eve, and three of Noah. There
are also, around the edges, reflecting the first project,
seven prophets and five sibyls (female prophets of
Christ’s coming, in pagan traditions; recently paint
ed on Roman ceilings by Filippino Lippi and
others).

Michelangelo hrst painted the last scenes and
the adjacent prophets and sibyls. These first parts
revert, in their stable masses, to the ieta and to the
vears before he had learned about the mobility of
life from Leonardo. The Delphic Sibyl is a svm

2112, b, MICHELANGELO. |
General view of chapel and

diagram of ceiling,

Sistine Chapel, Vatican. Rome

Ceiling fresco, 1508-12. r <

length 131", widrth 34 ~ 4

metrical beauty, and the Deluge, despite its theme
and our tendency to associate it with Michelangel
esque violence, is aseries of detached wetl-rounded
figure groups. All this suggests Michelangelo’s cau
tion in a strange context, but he soon hit his stride.
Fzekiel (fig. 212) is a mass pushed by a windstorm
and responding with sidewavs intensity; hisstrength
is great, but the difficulty he faces 15 greater still.
T'hus we are given tragedy in the Aristotehan sense,
the failure of the great, which is the onlv truly tragic
theme (unlike the success ot the great and the failure
of the small). In the nearby Creation of Eve the
hulking people are cramped and bowed. and in the
masterly double scene of Adam and Eve rempted
and expelled (fig. 213) the big-boned but cowed
people, with rippling shivering contour and neu-
rotic fear of being touched. quote the admired
Jacopo della Quercia (see fig. 65). The Cumacan
Sibyl, in the paradox of her immense muscles.
immense age, and painful seeking in her book.
svinbolizes this dichotomy of physical resources
wremendous vet inadequate.

Afterashort hreak. Michelangelo, onresuming
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MicHELANGELO. Ezekiel. 1508-12. Fresco,
ontaining figure r1'8” v 12'5"
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Vatican, Rome
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went hack to the classic calim of the first parts, hut it
is modified hy the richer expressivencss attained in
the meantime. 1 his gives us the famous scene of
God creating Adam (see fig. 1), the limp athlete in
repose, physically perfected but awaiting the life
that God on his grand harge of angels will bring
The second half of the ceiling goes through the
same evolution as the first, from the stable to the
nerve-racked, but like the second stable beginning
the second agitation is more subtle and inward
than the first. Jeremial’s immense body droops
with grief (colorplate 27), evoking the same monu-
mental and tragic contrast between great powers
and their insufficiency as in £zekiel, but in less
physical terms. The very last igures are the most
twisted and complex, including the elegant, difficult
Libyan Sibyl and God Separating Light from Dark
ress, a tovso pushing at the corners of its frame. In
this huge collection of people, more easily completed
than statues, Michelangelo was evidently modifving
himself very fast and excitedly. This happens in
works having manv parts more often than in a
similar quantity or ume-span of separate works,
because a new idea that came to him too late can be
applied immediately to the next related unit. When
it was finished Michelangelo had reached his full
statement of superhuman strength and loss. He at
once applied it 10 sculpture, returning to the pope’s
tomb with Moses (fig. 214). simply one more prophet
as to type, but, as stone requires, less involuted
For the tomb he also carved two attendant Slaves,??
who express struggle but in a late stage, close to

defeat, a slackening of a once fierce efforc. High
Renaissance sweep of motion had conquered un-
expected areas

11. Raphael’s Last Years

After the triumph of the Segnatura. Raphael repeat Bramante died. and the new ofhce of curator of the
ed himselt as to his outward conditions, producing antiquities of Rome. Perhaps he would have left
large fresco sets with apparent ease, mainly for the painting enurely for architectu f he had lived
popes. Within a few years he headed a large enter longer

prise and became a superintendent who hardly used But the qualitics of the paintings do not repeat
his hands at all; the projects grew larger and larger T'he second room of the Vatican, the Stanza d Flio
indluding the supervision ol Saint Peter’s after doro 11511=14:, concerns themes of the Churcl



overcoming its enenies, showing action rather than
groups of portraits. It is full of onlookers in modern
costume (like Ghirlandaio’s frescoes) who are on a
different plane of existence, more particularized and
more passive, from the protagonist; but with Ruphw
el's usual easiness of solution we take in the dis-
tinction without stopping to find it odd that two
sorts of lives are being led. The Miracle of Bolsena,
a vision of the wafer of the Mass bleeding, proving
that it is Christ’s body, transmits the sensuous action
through fresh color, showing that Raphael had been
looking at some Venetians at work, and diverging
from our standard views ol Raphael as well as from
the Florentine tradition of form. In Saint Peter
Freed from Prison (colorplate 28) a violent light
shines at us from behind the bars, silhouetting them,
and having a variant in the sensttous moonlit armor
of the guardsat thesides. Thisluminousand textural
painting absorbs the figures of Peter and the angel
in the cell; these are new versions of the Raphael
figure made of rhythmic curves, his permanent
graphic and gracetul formula, but heavier and am
pler than betore.
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The focus from the back of the painting toward

us recurs from now on, for violent expansiveness.
In the Expulsion of Heliodorus a tiny praying figure
at the far end of the funnel triggers the action, and
its results are at the front, in big flung wrestling
figures. The tiny far cause and large near effect, with
the rushing funnel between, are varied in the next
set of frescoes. in the Stanza dell'Incendio (1514-17);
in the Fire in the Borgo (hg. 215), in the distant
center the tiny pope at a window prays and stops
the fire that has panicked the foreground crowd.
The drama 1s stretched on extremes of space and
scale, a new paradoxical version of the interaction
of drama and geometry evoked by the Florentine
tradition. The rest of the frescoes in this room are
by assistants.

I'he heavier curving rhythms appear in famous
later Madonnas. such as the Madonna of the Chair,*®
with its total interlocking of curves packed together
in embrace, and in the fresco of Galatea (fig. 216),
asolid well-fleshed rendering of a Leonardo twining
motion. This fresco was painted for the papal banker
Agostino Chigi, Raphael’s most important patron



after the popes (see p. 177). Later, on Raphael’s
design, his assistants painted the ceiling of an open

porch in Chigi’s house, suggesting an arbor overhead

and the sky seen through it, as in Mantegna, exc ept
that the openings are also frames for mythological
scenes of Venus, Cupid, and Psyche (finished 1519
It 1s a new style for the classical love stories that had
pleased Botticelli’s patrons

In the late years the one set of big paintings
by Raphael’s hand (because they were made as
working sketches) are the cartoons for tapestries to
be hung in the Sistine Chapel (1515-16). The first
Saint Peter's Miraculous Catch of Fishes, is an open
air lightscape like Saint Peter Freed from Prison;
others are as restrained in their verucal classicism

as the contemporary Sistine Madonna,?** who only

~
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217. RAPHAEL Pa aching
Victoria 1 Albert Museum, 1




sways slightly because she is indeed a live creature,

as all figures are perceived to be after Leonardo had
worked. Those were the two poles of Raphael’s mood
when he began this series, but as he proceeded it
changed 1o a view of crowd action that moves bevond
simple energy, to reject balance and resolution. In
Saint Paul Preaching in Athens (hg. 217) the leftand
rightsides of the crowd and its space are competingly
square and round, farand near, tight and loose. Such
exploration of open-ended unclassic rhvthm is tull-
est in Raphael’s strange last pamting, the Trans
figruration (1517-20; fig. 218). Like the Fire in the
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218.  RapHAEL lower portion
completed by Girrio Romaxo
The Transfiguration. 1517.
Panel, 13°4" v 92"

Pinacoteca Vaticana. Rome

Borgo it balances a higure ol spiritual power, high,
small, tar off, and weightless, with some verv material
people, heavy, low, and nearby. But the two parts
are now wholly separate, and we can only connect
them inonr own minds as reciprocals and as events
adjacent in ume. Thus Raphael does not keep to
worn harmonious grooves, like his later imitators

who have hurt his reputation. His experiments in-

torm and dramatic vehicles were probably more
stimulating to most younger artists than the absolut-
isms of the altevnative great somces, Leonardo and

Michelangelo



12. Architecture in Rome

Under Pope Julius tl and his successor Leo X
(1.1513=21), Rome had a boon. in secular building
particularly. But it began natarally with the Vartican
and Bramante himselt. The palace had been a casual
conglomeration of towers and apartuments, unaf-
fected by Alberti’s hopes of order. T he most obvious
first step was Bramante's high scieen on the city side
(from 150q), consisting of a threestory porch, o
loggia, each a long arcade. (1t was later tarned into
one side of a comrtvard, the Cortile di San Damaso.)
It reflects Albertian emphasis on using the thickness
of walls visually and practically, and. indeed, began
with a plan to 1emodel the small two-story loggia
that Alberti had designed in tront of Saint Peter's,
until then the most modern design in the area. But
Bramante’s grandest schieme was to tie the Vatican
buildings to a small villa on a nearby ll by con
structing two parallel cortidors and arcades. three
stories high at the palace end and one story at the
villa end, making the whole into one huge building
and giving the Vatican the scale 1t has today (hg.
219). The area between the two conidors. the
Belvedere courtyard, was to be arranged with three
stepped terraces lor gardens and an outdoor theater;
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219. Doxato Bramaxte. Belvedere Courtyard,
Vatican, Rom
Pen and ink. Gabinetto dei Disegni, Ufhzi,
Florence

Drawn by an observer, c.1560

220, DoxaTO BRAMANTE. Palazzo Caprini. Rome
destroyed; engraving by Lafréry,

as one looks upward trom the palace end there are

two big niches in plain walls, Bramante's trademark.

to mark the mtermediate and end walls (from 1505).

Bramaute built a two-story house for himself on an
orniginal design (later owned by Raphacl; hg. 220):
the lower story, of 1ough cement blocks, contaims
shops; the upper iy the dwelling, with a lively in
and-out thythm of recessed windows between light
weight halt columins. The whole fagade alludes 10
the torce of gravity and to the contrasting social
purposes and status involved, and so neatly that it
became a standard imitated everywhere, from Louis
NXIV's Louvie to mneteenth-century government
ottices. The more ornate and formal upper floor
becamie tagged in lahan as the “noble story
Bramante’s only rival was Baldassare Peruza
(1 {%1-1536), a painter who built the banker Agos
tnoe Chigi's bouse (1509-11; called the “Fanesima™
after a later owner). Set 1 a garden at the edge ot
town, its open porch on one side replaces the e
court usual in town mansions (hg. 221). Beside the
porch two side wings project forward. perhaps
reflecting a tradition of castle wowers, but the elegant

surtace is very urbane, leaving a square area for
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222. RapuaiL. Chigi Chapel,

S. Maria del Popolo, Rome. 1515.

Height 4879", 21°4” square

221. Barpassare PEruzzi
Garden fagade

Villa Farnesina, Rome
1500-11. 58" <121

223, ANTONIO DA SANGALLO THE YOUNGER.
Fagade, Mint (presently Banco di S. Spirito),
Rome. 1523-24. 507 :
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224. ANTONIO DA SANGALLO
THE YOUNGER

Projected plan,

St. Peter’s, Vatican,

Rome. 818" « 557"

cach window between interwoven thin pilasters and
cornices. The wall handling is little altered from
one already standard in Rome, derived from the
devices preferred by Francesco di Giorgio, Peruzzi's
teacher, to suggest the third dimension. Inside the
house Peruzzi painted classical friezes, a ceiling
representing Chigi's hotoscope, and, most star-
tlingly, a wall of columns between naturalistic land-
scapes as they might be seen in the neighborhood of
the house. This illusionistic elfect may also have

been used elsewhere, since very few eailier domestic
frescoes have survived. Peruzzi's one other remark-
able painting, the Presentation of the Virgin in a
church fresco cycle,? adopts the architectural

expressiveness of Raphael's recent Saint Paul

Preachung in Athens. His architecture altogether,
painted or built, uses a sharp geometry to explore
intellectual possibilities; twenty-five years later he
designed one other great building (see hg. 268).
Raphael learned architecture from his friend
Bramante, and before succeeding him at Saint
Peter’s had designed Sant’Eligio degli Orvehci (1509
which, 1n its remodeled state, follows Bramante in
having an iuterior of expanding curved space, but
dilfers in its clean, thin walls as unarticulated as
the inside of an egg. That Raphacl thought of
these as painters’ walls is suggested by his next
interior, the very original burial chapel for Agostino
Chigi (hg. 222), a square with sliced-olf corners
rising to a dome, for which he designed mosaics
that seem to be windows to the sky like Melozzo da
Forli's (see p. 125). Most typical is the unfinished
Villa Madama, a series of three communicating
semicircular rooms, quoting ancient Roman spaces
aund perfect for holding receptions. On the thin
curved side walls, marked by tant pilasters, are big
niches that have small niches in them daintly em
bracing us; the flat side opens onto 2 garden, and
the whole context is a suggestive parallel to Chigi's
porch where he was painting the ceiling at this time
Villa Madama, a lightened variation on Bramante
with spatial imagination, workable structure, and
socialinood all in tune, is more personally Raphael's
than his work on Saint Peter’s, which languished.
[here Bramante’s plan for a centralized church was
changed to the more conventional long one, and at

the ends of the short arms. perhaps for balance, semi-

ANTONIO DA SAaNGALLO THE Youncer. Fagade, Palazzo Farnese,
Rome. 1534-46. 95" < 195




circular colonnades were added, but none of this
was carried out.

When Raphael died Saint Peter's was taken
over by Antonio da Sangallo the Younger (1485-
1546). nephew of the two Sangallos encountered
betore. and the only architect of this age who came
from a stonemason background. Most ol his life he
built forts aud remodeled wings of buildings, and
he left a vast file of sensible structural drawings.
The first rare suggestion of his personality 1s in the
Rome Mint (1523-24; fig. 223). It somewhat inap-
propriately uses Bramante's “noble story” pattern,
but above the rough base the upper arca is not on
Bramante’s scheme but the more waditional inter-
weave of pilasters and moldings. Sangallo picks up
style where he finds it, but then is firm in handling
the vocabulary as well as the slightly concave facade,
suggested by the site, which pulls the forms together.
His entire shapes are more adept than his phrasing.
tHis model tor the resumed work on Saint Peter’s

(1539) 15 more effective in its proposal to reconcile

the equal-armed with the convenuonal long plan

13. Glorgione

tn 1500 the seventy-year-old Giovainm Betlin sull
dominated painting in Venice. Most young paiuters
imitated him, aud his brother Gentile and Carpaccio
were ineffective as rivals. Gilorgione (docs. 1500—
d.1510) worked a revolution while adhering o the
concern for spatial continuity that was now a V'ene-
van fixenve, and specifically to Bellini's version of
it built on color sensibility. Yet even in his first
matuve works. The Pempest (colorplate 29) and
the Castelfranco altarpiece (hg. 226), he cannot
follow Bellini's easygoing willingness to let the
uaditional big tconic image, the formal Madonna
OT portrait, occupy the foreground. To him this
evidently seemed inconsistent with the optical effect
of the visual held, and the assumption of equality
throughout it; hence his paintings look like the
backgrounds 1 Bellini’'s. With further modesty,
the spatial thrust keeps to an intimate area. But this
mvolves a fundamental change from all ffteenth-
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by attaching an almost separate extra wint to an
equal-armedstructure (fig. 224), than initsnotorious
exterior, which adds forests of columns to the smaller
earlier sets without allowing for the enlarged scale.
Sangallo’s masterpiece, Palazzo Faruese (1535-46,
1ebuilding a smaller house; hg. 225), works by sim-
ply discarding most of the style vocabulary. Its front
omits all vertical accents, leaving only the corner
frames, the borizontal moldings marking each of
the three stories, and the heavy window frames. The
result, a horizontal mass with a window rhythm
that could continue indefnitely, is almost like one
ol his forts. The mild corner framing is the main
change from an early Renaissance house hike Palazzo
Strozzi (see fig. 165). Michelangelo, who inherited
Sangallo’s tasks, hated and tore down what Sangallo

had done at Saint Peter’s but respected Palazzo
Farnese. He altered paits still to be built, but in the
existing structure revised only one window, to shift
the rthythm from an ahmost regular beat to a strongly
accented center.

century painung, because 1t substitutes untey for
the older dualism ol figure and world, mass and
void, that had been dominant in various ways from
Masaccio to Raphael. There is now only the field of
space, in which the hgure is as incidental as a tree
or building. Giorgione’s results were probably
triggered by seeing the logical tonal unity called for
by Leonardo (who visited Venice in 1500). Yet
Leonardo bad retained the figure as an element
separate [rom the space, and only his shadowiness
made for unity; Giorgione's eye and palette are
Bellinian. This unity became the special character
of sixteenth-century Venetian painting based on
light and brush stioke, as compared with fifteenth-
century Florentine painting based on perspective
and higure modeling.

In Giorgione the new dependency of the peo-
ple on their environment affects them dramatdically;
they become passive and isolated. In the Castelfranco



226.  Gioreione. Enthroned Madonna with St
Liberalis and St. Franas. Panel, 67
Cathedral, Castelfranco

Canvas, 48"~ 56
Kunsthistorisches Museum, Vienna




aliarpiece the Virgin sits very high (a design bor-
rowed from Cossa) so that each figure is remote
from the rest, caught in the air and in its own
thoughts. The middle of the space in The Tempest
is occupied only by air, in its most positive aspect
as a storm, and figures relate across space in slow
meditation. Giorgione introduced the reclining
nude as a classic theme for painting, but his (unlike
most later ones) is sleeping and outdoors.2® His
Three Philosophers (fig. 227; probably the three
Magi tracking the star, a subject in backgrounds of
earlier Adorations of the Magi) quietly watch the
landscape and the light that duskily penetrates their
bodies. Giorgione’s closest antecedents are such
works as Bellini's Saint Francis and Carpaccio’s
Saint Augustine (see fig. 174, colorplate 23), which
give equal value 0 a figure and an empty lit area,
and Jacopo Bellini's drawings of spaces inhabited
by tinv figures (see fig. 129), used only for testing
perspective. Giorgione is further from these than
from the Impressionists: Renaissance painting is
often described as based on the figure, in contrast to
nineteenth-century art, but this half truth gives the
later age too much credit for originality.

All this involved a revamping of technique,
patronage, and subject matter. Giorgione made no
drawings, but revised on the canvas drast‘i(‘ally, as
X-rays have revealed. He worked mainly for patrons
who collected art in their houses, who had a taste

tor philosophical conversauon (as i Bembo's The
Asolans®” and Castiglione’s The Courtier.*S both
written in these years') and for pastoral poetry which
rejects society and its problems for an imagined
parklike nature, pensive love, and melancholy
songs, later seen in Shakespeare's 4s You Like It.
This produces Titian's “Concert Champétre” with
its lute players and nudes,®® and Giorgione's Ihe
‘Tem pest, whose subjecthas been vigorously debated.
X-ravs have shown the central storm area unchanged
in earlier drafts, but the male figure was preceded
on the canvas by a female nude, suggesting that the
figures cannot have had a serious role in thematic
planning. Consistent with this, a Venetian connois-
seur about 1530 described the picture without pro-
viding us a title. The resulting hypothesis that there
is no subject has been rejected as unique and impos-
sible in the period. Such a claim, however, depends
on checking paintings only; similar mood imagery
without specific narrative is clearly assumed as
natural in the lower-ranking products of this culture,
like prints and furniture decoration,and Giorgione's
small picture for a domestic wall is perhaps a sophis-
ticated offshoot from these. Or it may be that, as in
seventeenth-century landscapes with small fore-
ground groups of people, there isan intended theme
“for form’s sake,” so casunal that it was lost to aware-
ness at once.

14. Contemporaries of Giorgione

Giorgione's art had such an impact that there is
danger of explaining too much by it. Some “Gior-
gione-like” imagery of earlier date, like Giovanni
Bellini's suggestive Sacred Allegory (see colorplate
24), reminds us that such ideas were growing any-
way, as usual in innovation. Cima, an older artist,
resembles Giorgione in subject matter when, for
example, he paints Endymion asleep in a meadow, 3
involving the overtones of pastoral landscape and
amorous mythology. But beside a Giorgione it has
a naive, 11 a.a. look. The most impressive paral-
lels to Giorgione were painted by the aged Giovanni
Bellini, who was still trying out everything he came
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across. His Baptism of 1502%1 modifies his eatlier
ratio between protagonists and distant landscape
focus by pulling the landscape upward into a hard
hedge of mountains and dimming into bonelessness
the figures thus hedged; this still leaves their duality
intact. The San Zaccaria altarpiece (1505; hg. 228)
modifies tradition in that the saints, under a dusky
dome of gold, no Jonger look at each other or at us,
but all meditate in shadows. The only exception,
the ange) on the step watching us, is perhaps picked
up from Diirer. A more literal bow to Giorgione's
Castelfranco altarpiece is the strange Saint ferome
with Saints Christopher and Augustine (1513),%2



where the center saint sits on a hill at the top of the
painting and the two below ignore him, though
sharing the gentle haze. To be sure, such isolation
Is also an acceptance of a medieval tradition, in
which images are lined upinarow, and some of the
saints may have a landscape fragment as an attribute.

In the many portraits that Bellini (like Gior-
gione) was now painting of thoughtfully gazing
aristocrats, the figure remains a solid chunk sand-
wiched between a front parapet and a pillow of
clouds. The same style pervades the Nude with
Mirror33 which he painted at eighty-five. In the
great Feast of the Gods (
for the duke of Ferrara, the gods are drinking before

514 colorplate 30) painted

228. Grovaxyi Bs
AMadonna and Saint 5
Panel. transferred anva
165" < 7°g

S Zaccaria. Venice

a fence of trees and Priapus steals up to a sleeping
nymph, soon to be awakened by a braying ass. In
this ribald tale from Ovid3* the chunky little figures
retain their sculptural identity within the kaleido
scopic dance of color; Giovanni Bellini was simply
using, and mastering, one more method of picture
making, without himself changing.

Alvise Vivarini's one notable pupil. Jacopo de
Barbari (docs. 1497-1511), was the first Italian artist
above the arusan level o practice printmaking in
quantity. This came about through his links to
Germany; his fust print, published by a German
merchant in Venice, was an astonishing bird’s-eve

view of Venice, a woodcut on many sheets that took
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229. Jacopo DE’ BarBARL View of Venice, portion. 1497-1500.
Woodcut, entire dimensions 50"

230.

Jacoro e’ Barearr. Stll Life.
Panel, 20 1/4” % 16 1/2",
Alte Pinakothek, Munich

108", Metropolitan Museum of Art, New York

three years to produce (1497-1500; fig. 229). It isa
completely novel object, made possible by a fusion
of northern minute description and Venetian atmos-
pheri( sweep. He then went to Germany, worked at
the courts of several princes, and, along with small
paintings, engraved tall igures in a special sinuous
linear style, with drooping heads and thin folds like
wilted lilies. This was developed from some late
works of his reacher Vivarini, who had been seeking
away, in line with current taste, toward atmospheric
and psychological subtlety. Barbari had some in-
fluence on Germanartists such as Diirer and Baldung
Grien. He also seems to have produced the first
autonomous still-life painting in history (fig. 230),
again a blend of northern particularism and the
Venetian feeling for luminous textures. On the
level of opening up modern themes for painting,
though nototherwise, heis comparable to Giorgione.
The strangeness of his work from an Italian view-
point has led to the opinion that he worked under
German influence, but the many similar German
examples are later.



Bartolommeo Veuneto (docs. 1502—

30) was
Gentile Bellini's one lively pupil. He naturally
remained a somewhart dry port

it specialist, though
rich in evoking personalities. Heads of women in
fancy costumes gaze out at us; these too have been
associated with Germany, but only the costumes
seem to justify this. He is most remarkable in record
ing fine young gentlemen, in brilliant costumes,
on a large scale, with a weary melancholy touching
their refined tuxury (hg. 231). Here this minor art-
ist has documented the Giorgionesque personality
for us.

231.  BartoLommeo VENETO
Portrait of @« Man.

Panel, 26" x 20",

Museum of Fine Arts, Houston
I'he Edith A and Percy S, Straus
Collection

15. Giulio Campagnola; Riccio

The great masters who established the High Renais-
sance were rapidly followed, for the first time in
history, by widely circulated reproductions in the
form of prints. Leonardo’s Milanese drawings, sculp-
ture,and the Last Supper weve copied by anonymous
craftsmen, and Raphael’s paintings and drawings
were published systematically by his associate Marc-
antonio Raimondi, who made this his career, and
by others. The growth of professional printmaking
(as in Barbari), of book publishers, and ol the great
fame of the painters are all interrelated. Giorgione's
graphic echo was a somewhat more independent
master. The engravings of the Paduan Giulio Cam-

pagnola (1482-1515) include copies of Diirer prints,

but his Giorgionesque works are probably not
copies, but popularizations of the Giorgione mood.
T'his is presumably related ro the absence ol Gior-
gione drawings. Melancholy pastorals and other

favored contexts give us the vouth contemplating
askull, a nude Venus, an astrologer (fig. 232), all in
small corners of broad landscapes which often in-
clude a view of Venice. With a retrogression con-
sistent with his role as a popularizer, the handling
of space and form 1s still Bellinian, relating the
substantial figures to second themes in the far land-
scape. But the new art is effectively transmitted by
a new technical and visual invention (a recurrent
factor in the Giorgione circle), the “dotted manner.”
This evades line and lets thin shadows wash over
the surface, drawing the landscape into subtle con-
tinuity with the figures.

Giorgionism is not sculptural, and Venetian
sculpture continues to be infertile. The leading
figure is Fullio Lombardo (docs. 1476-1532), son of
Pietro. He carved archacological figures in Padua,

a suitable place for them, with its learned traditions



‘AMPAGNOLA. The Astreloger. 1509,
Engraving. 4" > 6" Prints Diviston,
T'he New York Puhlic Library

233. ANDREA Riccio. Arion.
Bronze, height ¢”. The Louvre. Paris

of writers and of Mantegna. Like some other aca-
demic classicists, he comes to life when a portrait
forces him not to generalize but to apply his
sensitive balance of masses to something specific
(Guidarelli tomb, Ravenna3?).

But in Aundrea Riccio (1470-1532) Padua pro-
duced one sculptor who has fascinating parallels

with Giorgione He began as a goldsmith, but then
spent vears over a strange example of jeweler’s
elaboration, the bronze Easter candlestick for Sant’
Antonio, Padua (1507-17). It is twelve feet high
and freely intertwines hundred of religious, alle-
gorical, and pagan figures on its many levels. They
became his repertory, yielding hundreds of bronze
figurines (fig. 233), mostly pagan and literary—
satyrs, nude shepherds, dragons, and, more startling,
crabs, spiders, and many goats. The external paral-

lels to Giorgione are the small scale, the context of

patronage—these are aesthetic toys for connoisseurs

186

—and the exploiting of an unusual technical vehicle.
Riccio is the first artist to make a career of the small
bronze, preceded by the partial explorations by
Pollaiuolo and by Bertoldo and Bellano. Donatello's
pupils in Florence and Padua. A more interesting
parallel to, not an imitation of, Giorgione is the
overtone of pathos, the idyllic regret for classical
civilization or the sadness of the satyr caught in the
subhuman and begging for alms or love. All this is
evoked with poignant gesture, and with modeling
that emphasizes extremities like an outstretched
finger or pointed chin, and also presents the body
as a satisfactory solid base with balanced weights
of its parts. Such depth of feeling is the more sober-
ing in what at first seems a virtuoso plaything. The
small scale of Riccio's work and its separateness from
the standard family tree of sculpture has led to
neglect of him in general surveys, but he is Michel-
angelo’s most original contemporars.



16. Palma; Sebastiano del Piombo

Two Venetian painters in Giorgione’s age group
had claims to share his revolution, hut both soon
drifted toward other magnets. Jacopo Pahna (docs.
1510~d.1528; called Palma Vecchio, Palma the elder,
to distinguish him from Palma Giovane, a grand-
nephew) came {rom the provincial city of Bergamo,
on the border between Venetian and Milanese
territory, and atways retained links there. The dis-
tinct small tradition of painting in that town is
finely represented at this time by Giovanni Carian
(docs. 1509-1547); he painted figures in large
squarish planes near the front of his space, parallel
to us but with sensitive velvet and fleshy textures,
so that in portraits especially they maintain a digni-
tied presence. Pahina always liked a somewhat old-
fashioned tradition in aharpieces, but he offers a
drenched Giorgionesque effect in his early portrait
traditionally labeled “Aviosto.”?6 In it he surrounds
a soft, tired face with sumptuous hair, laurel
branches, and big red sleeves, vividly combining
allusions to luxury and poetry. But in later works
he treats the motifs with greater superficiality, and
they seem Giorgionesque only in official type. Saints
sitting in meadows and plump blond nudes are all
backed up by heavy foliage; the men have feelings
but the women are only pretty. The forms grow

234.  Jacoro Parma.
Jacob Meeting Rachel.
Canvas, 4’0" ¥ 8’3"
Gemildegalerie, Dresden

heavier and more insistently matenal, and the
reflection of Titian is equally external. The most
impressive later painting is Jacob Meeting Rachel
(fig. 234), where a Biblical theme legitimizes the
pastoral and amorous interests.

Sebastiano del Piombo (docs. 1501=d.1547
CHICTEES as & lmilll(‘l with a set ol saints whose tenta
tive movements, downward gaze, and subtly dimmed
spaces are decisively Giorgionesque.3” But he trans-
ferred his career quickly to Rome, and painted for
Peruzzi's newly built Chigi villa (1511; see p. 175)
a series of scenes from Ovid's Metamorphoses, the
Fall of lcarus and others. The bright figures against
a stitl brighter sky have a Venetian breeziness that
was certainly interesting to Raphael, but Sebastiano
admired Raphael even more, making silhouettes of
curving bodies emphasize their dramatically indic
ative gestures. Ever dependent, Sebastiano attac hed
himself to Michelangelo to render his concepts in
painting, which the master did not enjoy doing
I'he most extraordinary resulc is a Pieta (hg. 235

two stony figures with undetailed brown surfaces in
a deep moonlit sky, a tonal sculprure. Later, aside
from a few altarpieces, Sebastiano restricted himself
to portraits, and in that narrow range created novel

breadth of design. He loosened the normal limita-




235.  SEBASTIANO DEL Plomgo.
Pietd. Panel, 8'10" ¥ 7
Musen Civico, Viterho

tion of portraiture as an iconic, timeless image, and
allied it instead to temporal or narrative painting
by showing his cardinals and officials chatting with
their secretaries, who are painted as smaller portraits
at their sides; the central porlrail retains its formal
patterns, only its outward relationships change.
(Mantegna and Jacopo de’ Barbari, in single ex-

17. Ferrara and Bologna

By 1500 there was a modern artist or two in every
town, with some autonomy of regional style. Bologna
in the fifteenth century had made do with important
visitors like Jacopo della Quercia, or less important
ones like Marco Zoppo (1133-1478), who, in his
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periments, had anticipated this play with the tension

between icon and narrative, and Raphael had used
the design without the narrative implications.) At
about forty-five Sebastian obtained a sinecure and
stopped painting almost entirely, having also quar-
reled with Michelangelo and lost this last crutch.
He apparently could not accept his own talent.

shiny, tortnous figures, was a weaker provincial fol-
lower of Mautegna than Tura and Crivelli were in
their provinces. Ercole de’ Roberti came from
Ferrara in the 1480s, and his forceful siyle had
strong influence here as elsewhere. From that back-



ground two young Bolognese painters emerge in
the 1490s, their cagerness for modernity enhanced
by the crossroads location of the city, hetween Flor
ence, Milan, and Venice. But the sources they
tapped were not the most lavorable.

Francesco Francia (docs. 1479-d.1517), who
started as a goldsmith, painted an early masterpiece
in his Sarnt Stephen Martyred,?® suggesting a bright
sheet of tin crumpling as it is hit hy stones, and
strongly centered in the saint’s eye with its keen
glance of pain. His partner Lorenzo Costa (docs.
1483-d.1585) at first copied Tura, but then he
formulated a Robertian type of spindly figue
against a pale sky which he retained through many
shifting versions. These painters’ first sell'revision
was to a Venetian key, consisting mainly of a use of
Giovaini Bellini’s compositional arrangements for
almrpie(es, with thrones under p;|\i]inm, and a
slighter nse of his figure types; and it seems to have
come less from Bellini himself than from imitators
like Bartolommeo Montagna and Francesco Bon-
signori. A more serious though still superficial
modernism they then adopted was Leonardesque
shadow, but again it utilizes the work of {.eonardo’s
literal imitators in Milan, like Giampietrino, and
produces a soft snaky form and a devout gaze.
Perugino’s visit to Bologna, when he was past his
prime, stimulated a slight modification toward a
more old-fashioned modeling, clean and round.
The result of all this, in many Francia Madonnas
and Costa heads, is round substantial faces, pleasant-
ly gentle, looking out from adarkened space.anothe
variation on the soft post-primitive art, devoutly
plain but easy, that later attracted Victorian ad-
mirers. The style is also important because it spread
among the two hundred pupils of Franciaand Costa,
who apparently conducted something closer 0 a
school than ashop. These pupils worked chiefly in
Ferrara.

Of them, Ortolano (docs.

512—1524) painted
beautitul, 1dentical, archarstic altarpieces, with
brightly lit figures in landscapes, drawn in slightly
angular planes. Garofalo (docs. 1501-d.1559) began
with a brilliant variation in Ferrara on Mantegna's
ceiling (fig. 236; see fig. 13), where a chorus of
Costa-like ladies and gentlemen looks down at us.
But then, after a visit to Rome, he spent forty years
repeating litde Holy Families, all with a classical
modeling and suavity borrowed trom Raphael, that

seem alittle strange in the strong, even, early Renais

236. Garoravro. Ceiling fresco. 1519
Diameter including painted balcony 10’11”.
Palazzo del Seminario. Ferrara

237. ALTOBELLO MELONE
Massacre of the Innocents. 1516-17.

Fresco, 57" % 5'11”". Cathedral, Cremona




238.  AMICO ASPERTINL
Miracle of S. Frediano.

;o

Fresco, 104" % g’g". S. Frediano, Lucca

sance lighting. Both ot them are probably atfected
as well by an older pupil, Boccaccio Boccaccino
(docs. 1493-d.1524/25), who went back to his paren-
tal town of Cremona and painted many crisply
drawn round-eved Madonnas. His one spectacular

opportunity was the big fresco series in Cremona
Cathedral, shared (1510-19) with others, including
Altobello Melone (docs. 1516-1517), whose style
also comes from Costa. Both, with self-assured figure
drawing, let their hard, individualized people col-
lide in energetic scenes (fig. 237). Altobello may
have taken the lead in this;little other work of his
apparently short life is known, but he seems to have
had exceptional talents, mixing a broad swashy
brush stroke with ideas from Diirer woodcuts to
represent tough mercenary soldiers, sharp-nosed
merchants in big hats, and equally down-to-earth
versions of Christ. The crisp technique, developed
earlier to accompany a neat sort of image, now
underpins scenes with very little composition at all,
tending instead to pour out notes of observed action.

The oddest Costa pupil was Amico Aspertini
(docs. 1506-d.1522), whose restless hunt for devices
of vitality took him, when he visited Rome, to
Pinturicchio’s fancy ornaments and to ancient battle
sarcophagi whose scrambling crowds he recorded in
drawings; appeals to antiquity at this date were
often far from academic. He perhaps admired most
the frescoes of Filippino Lippi. His own swirl
nervously with fantasy figures, swimmingand crouch-
ing, sometimes with one puffed cheek, often in rags
and ribbons, an undigested tumult of small original
ideas. After two sets of narrative frescoes in Bologna
(1506)39 and Lucca (hg. 238), he seems to have
turned to sculpture. His squirming masterpiece,
Nicodemus with the Dead Christ *° comes from the
tradition of Niccolo dell’ Arca’s wableaux (see fig.
171) but has a High Renaissance command of
broader, imposing forms.

18. Dosso and His Successors

The most brilliant developer of Giorgione's ap-
proach was Dosso (docs. 1512=d.1542), a probable
native of Ferrara who stayed at home, apart from
brief wips, and was the resident court artist. His
first major work was a Bacc hanal ** made to accom-
pany Giovanni Bellini's Feast of the Gods and much
influenced by it, with clean cvlindrical igures velax-
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ing in a meadow. But this indirect approach to
Giorgione soon gives way to direct attachment. His
activity has to be reconstructed from several dis-
tinct strands. One is in the records of his lifelong
service of the ducal pleasures, which led to paint-
ings of flowers, animals, a panorama of Ferrara, scene
painting, and designs for pottery; all were made for



239. Dosso. Melissa. Canvas, 69" x 68”.
Galleria Borghese, Rome

the moment and lost, but they provide a suggestive
correction to our usual ideas of Renaissance themes.
A hint of these nonliterary, nonhuman images
remains in the deep sweeping landscapes between
caryatids and an arbor that he painted in a rare
visit away,* under the influence perhaps of the
Farnesina frescoes in Rome. An intermediate tone
appears in the small diamond-shaped ceiling paint-
ings for Ferrara,* with grinning and violent
heads, All this seems quite separate from the formai
works, church altarpieces that are more and more
Raphaelesque as time goes on, with substantial
fgures tnning in broad movements. A third strand
is in smali Madonnas, mythologies. and scenes
apparently of the moment, painted in swilt scrokes,
a spatter for a tree’s foliage and a wisp for a figure's
arm. Small figures with ardent movements, in glow
ing colors, are drowned in nature, in high grass or
a clump of bushes.

In a few of his masterpieces Dosso blends all
his possibilities; these are mostly works of bizarre,
still unexplained subjects, produced no doubt on
the basis of the whims of local poets like the great

Ariosto, spinner of tales of love, dragons, and the
duke’s chivalrous ancestors. Besides the Allegory of
Music¥ and  Jove Painting  Butterflies 3 the
greatest of these is Melissa (fig. 239), a witch seeking
inspiration like a Michelangelo sibyl, a grand seated
hgure wearing a dress as rich as a rug in its depth of
tone. She holds a smoldering torch; a big dog and
a suit of armor lie beside her; trees close in and
shadow her; and far away, soldiers are sitting on the
ground. With garden-like nature, colorful glitter,
and enticing strange themes, the picture is totally
Giorgionesque in its evocation of magic poetry.
But the sensual immediacy is stronger in flavor now
perhaps under the intluence of court interests.

Dosso’s many associates were in general more
academic; the repetitive small hright scenes by his
brother Battista (d. 1548) and Mazzolino (docs.
1504-1528) are toward the Raphaelesque end of
Dosso’s range. His truest follower is in a later gener
ation, Niccolo dell’ Abbate (1512=1571). In Bologna
and later at the French court he painted fresco
series for rich houses, with illustrations of Virgil
and Ariosto and leisured people in meadows. His
series ol musicians and card players (fig. 240) charms
us by its effect of telling us about social reality, going
one more stage than Dosso toward simple reporting,
away from Giorgione’s poetic heightening of such
experience. But actually it is the same record of
aristocratic social life seen a hundred yvears earlier
i International Gothic domestic frescoes, as in the
Borromeo house in Milan. Only the fashions have
changed, and they now follow Giorgionesque
pastoral.

240. Niccord pELL’ ABBATE. Card Players.
Fresco, 71" < 16'6".
Palazzo dell'Universita, Bologna




19. Young Titian

Though Titian (docs. 1510-d.1576) was probably a
pupil of Giorgione's, he first appears at age twenty
rebelling against him with the effectiveness of a
young genius and vigorous extremisin, Titian's
earliest known works, outdoor frescoes painted in
a joint commission with Giorgione, are in ruins,
but the Christ with the Woman Faken in Adul-
tery7 is probably of the same moment. Physically
emphatic people meet in a quick unorganized way,
with forward pressures and bumping knees, and
oddly rough proportions in head height and spatial
depth. He pays autornatic homage to his master in
the shightly dimmed continuity of very rich trans-
lucent color areas, but he also appeals to prestigious
masters one degree more removed, such as Man-
tegna and Diiver, and asserts the immediate, sen-
suous factuality and warm energy of the body that
are always fundamemal in him. Soon he modifies
the contrast, and a swiftly painted set of frescoes
in Padua (1511) shows us people still heavy, thick,
aund sparkling with life but for the most part stand-
ing in passive rows (fig. 241). Titian's use of big
proportioned figures, majestic and imposing, is
normal in the High Renaissance, but he makes
them very alive by infusions of light, evading the
tendency of massive forms to become academic and
dea

1. In contrast with Michelangelo (who works
with potential power), he would persuade us of the
glowing life of quite passive people. In the Padua
frescoes only one scene, representing a murder,
shows foreshortening in the Mantegna formula of
shock (see p. 109).

In a few years Titian's expressive mood moved
completely into the Giorgionesque vein, most ob-
viously in the famous Concert (fig. 242), where the
subject is suitable. The close-up figures evoke the
sensuous experience of art as they listen intently
and watch each other's reactions. Yet the central
motif is muscular, the elastic diagonal pull between
the fingers pressing the keys and the neck turned

242. Tinan. The Concert. Canvas, 43" x 48

Piui Palace, Florence
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241. Timan
The Miracte of the Speaking Infant. 1511

Fresco, 106" x 1074".
Scuola del Santo, Padua




the opposite way. In the [liree Ages of Man¥ an
empty landscape Qlls the center, as in Giorgione's
Tempest, but at the sides the hgures again feel with
iheir bodies. Simpler works are single female fig-
ures, Salomed® or the Girl Combing Her [air"
girls idealized only slightly into objects of aesthetic
admiration. The key paintding of the group is Sacred
and Profane FLove (colorplate g1), the nudity of the
girl yearning for Heaven balanced with the pleasure
of rich materials in the earthly girl’s robe. They sit
to be contemplated, in large symmetry, belore a
landscape whose distant sunset is more like one of
Bellini’s than the vaguer mysteries of Giorgione's
lights.

Penduluin swings between forceful and quiet
styles seem to mark Titiau’s life, and the huge .{s-
sumption (1516-18; hg. 243) reverts to the active
grandeur of almost a decade earlier. It is set at the
end of a long Gothic church, pulling its space into
focus. Above the brawny aposties with glistening
arms is a slice of deep sky, then the heavy yetsoaring
Mary surrounded by sailing robes and clouds of
angels, then another slice of sky and God the Fa-
ther. Luminous big colored forms are the elements
of a physical life that moves with smooth excite-
ment. Other altarpieces of the following vears, using
similar sandwiches made of forms and sky and freely
borrowing poses from Michelangelo but refusing
his psychological implications, alternate with Bac
chanals that continue the series begun by Giovanni
Bellini for the duke of Ferrara (see colorplate 30).
The Worship of Venus (1518),°! a packed sea of
tumbling cupids Kissing and fighting, and the A4n-
drians (1518-19),5% dancers and drinkers around a
river of wine, culminate in Bacclhus and Ariadne
(1523; fig. 244), a procession with satyrs and leop-
ards moving diagonally across a sunny island to-
ward the sky. The surprising altarpiece for the
Pesaro family (finished 1526)3 sets the Madouna
and saints along a diagonal line in depth, while
columns rise up in front of and bebind drifting
clouds; but the donors, the real contemporary peo-
ple, kneel in stiff archaic profie on the front plane.

Toward 1530 textures of cloth and flesh be-
come the chief concerns of a new group of quiet
works, inclnding many portraits. A nude in furs
and earrings shows us textures that seem more high-
ly charged in the painting thau in real life because
the focused light enhances the already special limi
tation to their visual qualities only.>* Such pictures

243, Trimian

The Assumption of the Virgin. 1516-18.
Panel, 226" % 11710".

Church of the Frari. Venice
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were enjoyed by Titian’s lordly patrons as “the
woman in the blue dress” or “the nude” more than
as illustrations of namable topics. Meanwhile the
artist lived luxuriously, was created a count by the
Holy Roman emperor, and enjoved the most in-

20. Lotto, Pordenone

Venetians of Titian's age group who painted in
their own distinct styles failed in their careers. The
brilliant Lotto (docs. 1503-d.1556) shares a rebel-
lious agitation against the calm classicism of preced-
ing traditions with Titian and other major and
minor contemporaries; but unluckily his rebellion
was also antimodern, seeking against the grain to
conserve a figure-space duality (see p. 138). He had
been deeply tanght by his old master Alvise Viva-
rini, and rebels only in the self-conscious layers of
his painting. His earliest distinctive work, the por-
trait of Bishop Rossi (1505),°% masters a gently
luminous cubic effect in the Bellini wadition. lts
allegorical cover-panel® is more unusual, a pastoral
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244. Tmax.

Bacchus and Ariadne. 1523.
Canvas, 69" x 75".
National Gallery, London

teresting and talented society of Venice, while at
the same time he showed business acumen in his
contracts and assembled a huge crew of assistants.
At forty he no longer had any rivals and dominated
the procedures of Venetian painting,

landscape making a contrast between disorder, a
Riccio-like satyr, and order, a child with compasses.

Such command of current fashion soon yields
to Madonnas with saints tossing their heads, and
then to altarpieces where sculptural figures twist
indistress, in flapping garments and wriggling folds.
When such figures appear not in traditional altar-
pieces but in less formal, more psychological works,
we have many sharp, unquiet portraits and scenes
like Susanna and the Elders (1517),57 whose neat
space, with bright realistic background landscape,
contains bodies swung around under pressure built
up and not released. 1n Christ Takiug Leave of His
Mother (15215 fig. 245) the thick forms flop on the



ground, and in the Arnunciation® an aungel with
dislocated bones greets Mary, who, overcome, flut-
ters her hand along the [ront plane as though it
were a window while a realistic cat races hetween
them. Lotto absorbs poses from German prints,
which many action-minded ltalian painters were
using, into his Veunetiau vehicle of colored throb-
bing surfaces. And he was modern iu his concern
with the potential mobility of all his figures. But he
resists the modern unity of the visual field, and seeks
to keep the figures as distinct from their background
as they were in the early Renaissance, with its more
stable images. Since Lotto’s people are alive and
irregular, their duality with the environment must
be a discordant one, and their restless probing un-
balance seems to evoke their uncomforiable relation
to the world. They tautly offer papers, nervously
tear up flower petals, or merely stare with a pain
the more poignant because of Lotto's mastery of
vivid tonal harmonies.

Pordeuone (1483-
co cveles in churches in proviucial mountaiu towns

39) learued to paiut fres-

north of Venice. A visit to central [taly about 1515
seems to have left him excited about the monumen-
tal grandeur of Michelangelo's Sistine Ceiling, and
perhaps also the spatial daring of Melozzo da Forli.
The vesult is an imagery of power that rivals Ti-
tian's Assumption, painted at the same moment. Iu
the same Cremona Cathedral cycle where Boccac-
cino and others worked, Pordenone produced a
masterpiece in his scenes of Christ's Passion and
death (1521; fig. 246), based on the thrust of mus-
cular forms aud thick spiraling lines. These occur
in wool folds, horses’ thick manes, sickles, and tur-
bans, and then in muscles powering swords and
ropes which are propelled like whips or lassos, so
that we feel how they inexorably hit their victims.
The large scale harnesses the space between walls

246.  PORDENONE

Chnist Led to Calvary.
1521. Fresco, 10'8" x
Cathedral, Cremona

245. Lorexzo LotTo.

Christ Taking Leave of His Mother. 1521.
Canvas, 50" x 39",

Staattiche Museen, Berlin-Dahlem

and ceilings, where angels tumble from the side ol
a dome or a false prophet from the sky. After years
as a journeyman in many small-town churches, Por-
denone came to Venice when he was almost fifty,
proposing to compete with Titian. He benefited
from Titian's increasing work for foreign lords and
kings and lessening interest in Venetian jobs, but
just as Pordenone received his official appointment
he died, and his achievements remain little known
because of their obscure locations.




Savoldo, Romanino

247. GiroLAMO Savorpo. St. Mary
Approaching the Sepulchre

Canvas, 34" % 31 1/4".

National Gallery, London

Giroramo Rosaxizo

The Death of Cleopatra

Fresco, width at base 8'g”
astello del Buonconsiglio, Trent

N
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Magdalene
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The flourishing town of Brescia, on the road be-
tween Venice and Milan, belonged in the fifteenth
century to Milan and sent Foppa there, but in the
sixteenth to Venice and sent Savoldo there. Giro-
lamo Savoldo (docs. 1508-1548) lived in Venice all
his adult life, and the label “Brescian school” for
him was at one time the result of local pride, more
recently a hastv deduction from the great gulf be-
tween him and Titian. H the Venetian school means
the stvle of Titian, then Savoldo has to belong to
some other school, but in fact he, like Lotto, was a
product of a different Venetian strain. Perhaps
trained by Cima, he kept all his life to the old-fash-
ioned sense of the human form as impenetrable and
separate. He seems to insist on it, in that nearly all
his pictures—most exceptionally—represent one
figure and little more, a heroic static mass. Visiting
Florence in his youth, he shared the general attrac-
tion to northern art, but, again old-fashioned, seems
to have liked Van der Goes best. His early Seated
Hermits®® show the resultant mountain-like figures,
stable and complex in silhouette, deep and rich in
color. He was tempted a little later by Giorgione,
when Titian was, but found in Giorgione an
aid toward quietude; Savoldo’s Holy Families and
musicians sit in the dusky, subtle air, translating
pastoral dreaminess into passive grandeur. His con-
servatism is shy rather than combative like Lotto’s,
and it is typical that despite lack of success, he stayed
in Venice instead of moving about as Lotto and
















Pordenone did. He also recognized as a problem
in his work the inconsistency between hgural auton-

omy and atmospheric realism. H
make the figure more and more luminous and
planar, so that although separate from the environ-
ment, it is congruent with it. ‘This reaches a para-
doxical crisis in his masterpiece, for once full of
excitement, the candleldit Saint Matthew (color-
plate 32), where the extreme contrasting light and
dark mark the separation of the red body and the

answer was to

black space but also create a single optical field.
This nocturne, a tour de force, nearly made him
famous. But in his last works he returns to probing
unity still further, making his higure of Magdalene
(fig. 247) a silver-gray plane in the dawn.
Romanino (1484/87-docs. 1559) stayed in
Brescia, but he is not labeled as of a “Brescian
school.” His training seems to have been with the
Bologna-Ferrara group, especially its Cremona
annex, but a visit to Padua at once converted him
1o Titian’s fireworks of big active people in high col-
or. He was also delighted by Venetian technique,
and became a master of the sketchy visible brush

22. Correggilo

Of the many painters to come at this time hom
middlesize north Italian towns, Correggio (docs.
151.4—=d.1523) is the greatest. At some later times, es-
pecially in the eighteenth century, he was placed on
the short list of giants along with Leonardo and
Raphael, but today the solt luxuriance of his sur-
faces and his extraordinary technical ease seem
repellent, and he is further from our taste than
Raphael is. But a close look will compel recogni-
tion of his brilliant inventiveness in design as well
as his accomplished execution.

His early work alludes to the sources natural
in his city of Parma, the same as in nearby Bologna:
Mantegna's late work and Francia’s dilution of
Leonardo. His Madonna of Saint Frands (1514-

0 uses the composition of Mantegna's Madonna
of Fictory,%! with the daring diagonal relationship
of figures at a distance, but the paint style comes
from Francia. Still it is so much more alive that it
looks more like a direct derivation from Leonardo.

stoke used lor dynamic effects, But his work is
never l'ull,\'\'cne(izln, always a bit leaner and never
as comfortable in opulence. He shared his friend
Melone’s atraction to German woodcuts for the
excitement of irregularly interacung bodies and
caricatured realism (see hg. 2497). Hence his frescoes
in Cremona (1519-20), after Melone’s but before
Pordenone’s, are a bumpy drama of soldiers at their
devices and plump citizens in shimmering light,
with Titian-like live textures of glowing cheeks,
velvet, and armor. The sense of events is satirical,
and in later frescoes in Brescia his Olympian gods
on house ceilings are neither classical nor poetic,
but incongruously naked peasants of comic vitality.
Technically, his use of keen line as a spice for his
basic reliance on the truth of color has an equally
striking result (fig. 248). Just as Delacroix is said
to draw with color, Romanino paints with line;
his brush works like a pen constantly shifting in
breadth and thrust. All his resources are blended
in his effects. He is an original quirky talent who
left no talented successors, though later Caravaggio
certainly enjoyed his coloristic roughness.

Moving soon to Parma (hom his small hometown
nearby) he got his hist unusuial commission, cetling
frescoes for the small parlor in which a worldly and
intellectual abbess received guests to the convent.
The painted arbor through which we see the sky is
still Manteguesque, but the new details are im-
mensely sophisticated. The openings are oval, a
softening change, and through them we see pairs ol
children playing games in constantly changing nio-
tifs ol fantasy; below are tiny allegories of the course
of life, with learned allusions. The children already
show how, moving from 1.conardo, Correggio dey el
oped his own special forms like elaborately shaped
clouds, shadowy, downy, and evanescent. This ceil-
ing leads to two church domes. In the hrst, San
Giovanni Evangelista (1520-24; colorplate 33), we
look up to see Christ i the middle of the heavens.
his arms and legs spread out inegularly as if we
were looking from below at a swinimer. At the base
of the dome literal clouds and people are mter-
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249. CORREGGIO. Adoration of the Shepherds

ron

Holy Night). 1530. Panel, 8’5" x 6'2".
Gemaldegalerie, Dresden

woven, the people only slightly more complex in
form. Audacious virtuosity and weightlessness at-
tain grandeur in the second cupola, for Parma
Cathedral (1526-30), where Mary, being received
in Heaven, is one of the figures mingled with the
clouds, and Christ, who receives her, i1s again seen
from below. The angels push their legs about like
beating wings, making a loosely irregular sithouerte
of vibration.

Altarpieces take even more s prismg, if simi-
lar, liberties with tradition and the law of gravity.

In an early one®? the three figures—saint, Madonna.

and saint—are at descending heights from left 10
right, in a beautiful texture as of matte porcelain.
In the Madonna of the Basket5® the Child slips
forward diagonally, pushing his feet at us, as the
spine of a diagonal design. In both the famous "Day”
“Night” altarpieces—the Madonna with Saint
Jerome (finished 1528)%% and the Adoration of the
Shepherds (1530; fig. 249)—the light and figures

and
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are placed so that the masses form an 1sosceles tri
angle with its base the left side of the painting and
its point at the right, containing a tangle ol twisted
garments and smiling faces. It 1s striking that vi
tosity and luxuriousness are developed as much
here as 1n Correggio’s evotic pagan mythologies,
where they are so much more easily exploited. As
a present for the emperor, the duke of Ferrara or
dered both the Dana#,% who smiles to herself as
she sits up on her mattress and holds her legs apart

to catch the divine shower of gold, and the Leda,5®

whose swan kisses her with a beak at the end of a
twisting neck, which is at the end of a downy body.
The most pertect Correggesque erotic image is /o
(hig. 250), who, true 1o the Greek myth, embraces
the god Jupiter when he comes in the form of a
cloud. The cloud contains a face and foggily enfolds
her, while she lets her head fall back in boneless
but precisely rendered ecstasy. This is the peak and
the end of the career of Correggio; he died at forty,
having made more than anyone else out of l.eo-
nardo’s fluid forms of hte.

29. Michelangelo: the Medici Years

In 1512 the Medici recaprured Florence from the
republic, and in 1513 one of them was elected Pope
Leo X. Michelangelo had been shuttling between
the republic and the papacy, and so now had one
patron. He again put aside the tomb of Pope Julius
11, although he probably worked privately about
1520 on the four Slaves that 1o us seem so expres-
sive as rough fragments (fig. 2;

. Michelangelo’s
procedure of determining the 1ors0 first, leaving
the extremities for later, seems to imprison them
in the stone blocks and make them more poignant
than polished statues. Though this was not the ar-
tist's intention, it so moved Rodin in the nineteenth
century that he made it a basis for his art, and Mi-
chelangelo was conscious of it at least to the extent
that he thought of unfinished sculpture as a symbot
of unreached ideal goals.

Under the Medici popes, Leo X and Clement
VII, both very permissive patrons, Michelangelo
came closer than at any other time to completing
a big set of sculptures. These were the Medici tombs
in San Lorenzo (1320-34), made for two scions
of the family who died young. He designed and
built the chapel for them (fig. 252; see also fig. 80)
and then worked simultaneously on seven statues,
including a Madonna. Fach tomb has a figure of

251.  MIiCHELANGELO. Slave.

Marble, height 8'7"
Accademia, Florence




252.  MicHELANGELO. Medici Chapel (including Medici Madonna and tomb of Lorenzo de’ Medici
Begun 1519. Main area of chapel 34’6" square. S. Lorenzo, Florence

254. MICHELANGELO. Dawn, from the tomb of
Lorenzo de’ Medici. 1520-34

Marble, length 6g".

Medici Chapel, 8. Lorenzo, Florence

253. MICHELANGELO.

Tomb of Giuliano de’ Medici, with
Night and Day. 1520 34. Marble,
bay 22'9” x 153"

Medici Chapel, S. Lorenzo, Florence




the deceased and two symholic hgures (fig. 259).
Michelangelo secms 10 have inveuted an original
symbolism and fitted to it the odd and novel curved
lids of the tombs on which the figures lie. Day and
Night in one case, Dawn (hg. 254) and Twilight on
the other, evidently allude to the endless round of
time which leads to death. But then, Michelangelo
said, the death of the duke has blinded day and
night, and he carved them so. T'his tone ol courtly
flattery is remote from our conventional notion of
Michelangelo as an unsocial tragedian, but it is a
real factor, just as fattery of Queen Elizabeth [ is
integral to Shakespeare. The figures seem often in
modern comments to be remembered as passion-
ately heroic (like the Moses; see fig. 214), more than
they candidly are. Dawn comes closest, pnshing
upward along her curved base as is suitable to her
role, and in the process suggesting panic strain.
But 7Twilight is vestfully contemplative, like a ma-
turer version of the Sistine ddam (see fig. v). Day,

with enormous bunchy muscles, stares with inartic
ulate blindness, but Night, the most finished figure.
is a thin-cheeked, richly ornamented beauty of al-
most [eonardesque grace. Similar ornament and
proportions mark the two dukes, who seem to origi-
nate a new type of court portrait. The figures are
unrealistic, with emphasis on their official costumes
and thus on their status; this formula was one of
Michelangelo's influential inventions. The tombs
realize in spatial tension all the formal grandeur of
their heavy, simplified shapes; motion is under-
stood as required to secure each figure in place.

Two single sculptures of this period show
rather thin male nudes standing in a serpentine
twist like the Medici Madonna. One is the “ David
or Apollo,”%7 the other the Fictory, standing over
its victim like Donatello’s Judith. The resolution
of stability into a spiral, the most exireme form ot
mobility that remains vertical, was also very influ
ential on young artists.

24. Sculptors in Michelangelo’s Orbit

To be a rival for commissions with Michelangelo
was unlucky. He was not only eager to start new
projects and overwhelming in his desigus for them,
but difficult in his personal character, always berat-
ing everyone, including hinself, for failure to meet
high standards. Many of his contemporaries were
content to be craftsmen or to imitate him. But sev-
eral strong personalities offered 1o compete, with
drastic results.

Jacopo Sansovino (1486-1570), the brilliant
pupil—unot son—of Andrea Sansovino (see p. 164),
went to Rome with Andrea and looked at ancient
sculpture, but more at Raphﬂel. I'he result on his
return to Florence was his Bacchus (1512; fig.
255), for a garden, a magnifcent criticism of Mi-
chelangelo’s early work (see fig. 200). Rejecting
unbalance and pressure, it lives in ascending and
expanding curves, like Raphael's, harmoniously
extended into the third dimension. Perhaps a Raph-
aelesque sculprure was the only possible wav to
create an altewnative to Michelangelo, but the
technical case and assurance of the Bacihs vecalls

that Sansovino was also the heir of the strong and
graceful Florentine carving of the late ffteenth
century, as seen in Antonio Rossellino’s Saint Se-
bastian (see fig. 116). After losing a job for which
he competed with Michelangelo, Sansovino went
back to Rome, where his big Madonna®® is more
directly classical and more ample in harmonies,
like a later Rapbael Madonna. When Rome was
sacked in 1527, he gave up and fled to a new career
in Venice, where he was a tremendous success (see
pp. 230=41).

Baccio Bandinelli (1493=1560) was constantly
favored by the Medici rulers after 1512, and carved
a number ol their portraits. His career centered
around a huge marble block which was first meant
for Michelangelo, then for him, then for Michelan
gelo again, and finally cavved by him into the Jiem
cules and Cacus (hnished 1534 fig. 256). [t was set
beside, and meant to complement, Michelangelo's
big David (sce fig. 202). fiven though the David was
thirty vears older, the {1oculey looked old fash
ioned:simple minded. boxy and inflexible. almost a
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Museo Nazionale

Bargell

256. Baccro Baxpinert

and Cacu

Marble, height 164

Piazza della Signoria, Florer

set of four planes with lines cut on them. It has a
geometric logic of design which constricts it; Ban-
dinelli was a devotee of theory who could never
see why his well-planned works were not as well liked
as Michelangelo’s, and he made it more difficult
by always seeking large commissions. His schematic
drawings are, if mannered, strong and intense, and
he was an effective teacher. Perhaps he can be most
happily remembered through an untypical work
made on his design, an engraving of his studio at
night with his pupils drawing among the lamps (fig
257). Flatness, linearity, small scale, and personal
theme are all favorable.

In a younger generation Guglielmo della
Porta (docs. 1534=d.1577) is a fine sculptor who
belies the supposition that in Rome in the 1540s
there were only Michelangelo and some slavish
imitators of him. Della Porta had the typical back-

ground of a Lombard stonecutter, as apprentice




to and then collaborator with an uncle. During
these long modest vears he }mli»]u'd a zest for por
traiture and for ornament. When he came to Rome
in 1537, Michelangelo had retired from new sculp
ture projects of large scale, and encouraged and in
fluenced him. He took to the new styles he found
with skilled comprehension, like other traveling
carvers from Lombardy before (see p. 131). On
Michelangelo's recommendation he was assigned
(1549) the tomb of Pope Paul I11, and spent the rest
of his life on it. He planned a huge freestanding
block with eight allegories, reflecting Michelan
gelo's tombs of Pope Julius and the Medicar dukes.
and proposed the four seasous as a theme, like the
Medici Chapel times of day. But the consultant on
allegory rejected this and steered him to Roman
coins, and Michelangelo vetoed the scale of the
planhc(nuwi! took too much space in Saint Peter’s;

finally his nude Justice was covered up. As a result

257. AcosTino VENEZIANO (after 2
Baccio Bandinelli . Sculptor's Studio. 1531
Engraving, 12" % 11”. The Metrog
of Art. New York. Elisha Whittelsey Fund, 1949

GuGLIELMO DELLA PORTA
i Marhle, height

of these calamitics he now shows up best in his po1
traits ol Pope Paul 111, in Saint Peter’s and else-
where (fig. 258). with a masterly sweep of grand
rhetoric. The sharply expressive solid head makes
a firm and lively center, and colored marble, used
with great aplomb, reve ils that he has grasped a
new styvle, Titian's, after Titan visited Rome and
portiaved the pope (see fig. 279). Hle imposes a force

ful order on the pulsating and gaudsy materials



25. Pontormo, Rosso

Following Fra Bartolommeo and Andrea del Sarto,
the bright young painters in Florence were Andrea's
assistants. Pontormo (1494-1557) emerged at twenty
as the chief talent. Not surprisingly, he was a superb
draftsman, and followed his master’s accomplished
harmonies, if in a slightly less relaxed way. His
isitation (1514=16),7 and the pastoralanythologi-
cal fresco of peasant pagans in the Medici villa at
Poggio a Caiano (1520-21; fig. 259), a sunny genre
scene, have contour lines a bit sharper than An-
drea’s and the forms are pulled more tautly togeth-
er, less like Leonardo. Perhaps this higher tension
reflects unsureness, but it is maintained as a positive
principle in the Passion frescoes for a convent
(1522-24; fig. 260), where Diirer prints are used as
asource. The figures, no longer easy and cushioned,
become bony and thin; in Christ before Pilate, a
tall skeletal Christ in white, isolated in the middle,
bows his head while the floor strangely shoots up
behind him and down to us. Then in the Entomb-
ment altarpiece (1525-28; colorplate g4) space disap-
pears and the composition is a card house of linear

259. Jacopo PoNToRMoO. Vertumnus and Pomona. 1520-21.
Villa at Poggio a Caiano (near Florence)

bodies twisting around each other, with masklike
faces and round eyes, in bizarre harmonies of pink
and icy blue. In his drawings of the same time line
becomes autonomous, as the contours of badies are
shaped into ornamental rhythms. This is Manner-
ism, in which style is not a pattern for presenting
nature, but for presenting its own technical vehicles,
including previous styles. The resulting new forms
and distortion of nature are personally bold and
imply sophisticated culture in the audience. Theo-
ries of its rise have included inner stress and emo-
tional reaction to the decline of ltaly or of the
Catholic Church as powers. But the forms seem to
use distortion no more in tragic than in amusing
themes, and in the tragic theme of Christ’s death
simply retain the traditional Renaissance point of
view that the work should bring out the dramatic
qualities of the assigned subject. (Such an attitude
lacks the personal emphasis of modern painting,
but would be familiar today for actors or architects.)
But a source of Mannerism in inner stress is sup-
ported by Pontormo's behavior, which was eccen-

Fresco, 15" % 33"




Jacoro Poxtorwmo. Christ before Pilate
Fresco, g'10” < g€

| Galluzzo, Florence

tric and antisocial, making him fnally a recluse

concerned with daily meals, a few friends, and his
art. It is not likely that he was anxious to state a
pessimistic view of public affairs. The main result
of his personal quirks was that after his great decade
he subsided into court portraiture of a sure-handed
artificiality.

Rosso (1495-1540) had an identical early ca
reer. His frescoed Assumption (1517),7) in the same
set with Pontormo’s I'isitation, is further from An-
drea; it uses its command of realism to produce
caricatured faces. In his great Deposition from the
Cross (13215 fig. 261) the controlled line and model
ing are so abstract that the too-tall figures are geo-
metric colored p].lllt‘s. often lwt'n'_v('-\lmp:-«L which
are assembled into irregular prisms or polygons
Only here, in Rosso as in Pontormo, is the stress
tragic in effect. The color planes again mark his
Moses Defending the Daughters of Jethro {(colox
plate 35), and often build up the figures, color units
of artificial rainbow sequences. in imphed but

unstated spaces. I'he elegance of his tall, hot-toned,

impracticable people was translated, wher

to Rome, into superb and influeniial ¢

He was still more influential afier he fled the Sack

of Rome and went to the court of Francis I of France

who had had poor luck with his previous invitations

o Leonardo and Andrea del Sarto. Rosso st

ten vears ai the palace of Fontainebleau, pain
mythologies in a long gallery, framed them in stucco
moldings of an elaborate decorative logic, and starn
ed the Fontainebleau school, which specialized in
erotic scenes filled with styvlish hgures 100 1all and

willowy to be possible.




26. Beccafumi, Parmigianino

Mannerist style in painting emerged in various
places at once, hut only where several conditions
were present. It is the third stage, following first
the creation of the High Renaissance as an unprece-
dented harmonious formulation of nature (by Leo-
nardo, Michelangelo, or Raphael), and a second
stage of great or minor masters (Andrea del Sarto,
Correggio, Sodoma) who cannot carry naturalism

262. Dowmexico Beccarumi.
Birth of the Virgin
Pancl, 7’8"~ 4’9
Pinacoteca Nazionale, Siena
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any further, and who simply refine the harmonious
formulas. Their pupils from the beginning learn
these sophisticated patterns by heart, and allusions
back to nature can easily fade away. If the pupil is
talented, original, or rebellious, powerful styliza-
tions result. The key to this is the existence of the
second stage, so that the first Mannerists never had
direct contact with the intensive study of natural
forms by someone like Raphael, but only with the
intensive study of Raphael by a formal stylist like
Andrea del Sarto

It 15 not known whether Beccafumi (1436-
1551) was taught by Fra Bartolommeo or Sodoma,
both polished rearrangers of the forms of Leonardo.
Since Beccafumi was Sienese and visited Rome in
his youth, Sodoma is his traditionally assigned mas-
ter, with a few compositional ideas adopted from
Fra Bartolommeo, but the opposite view is also
held. His sinuous figures and the archaeological
element in his early works, like Sodoma’s in Rome,
seem to confirm the tradition. The figures, through
Sodoma's sweet and luminous ones, derive from
Leonardo’s Leda; in Beccafumi the S-curves be-
come unrealistic patterns and the light becomes an
inner glow shining out as if through a plastic mem-
brane (fig. 262). These ghostly and sugary people
occupy an elegantly distorted and patterned space,
making large and small figures that seem far from
each other collide laterally. He borrows intricate
compositions and sets of scenes from the Raphael
shop. Despite his pleasure in yellows and pale pinks,
he isreally a tone painter in the Leonardo tradition;
this is the context of his strongest technical crea-
tions, the gray painted sketches on paper and the
stone inlay scenes for the floor of Siena Cathedral
(fig. 263).

Parmigianino (1503-1540) was a brilliant
challenger at nineteen, in his native Parma, of the
twenty-eight-vear-old Correggio. His early female
saints in the church where Correggio had painted
the dome (see colorplate 33), and his Greek myths
in a villa, suggest a rich mobility of thin figures
through long sketchy strokes that make up a pasty
surface. He begins to play virtuoso games in a round
self-portrait (fig. 264), in which he paints his hand
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very large, as it would appear at the front of a mir-
rored space, not making the conventional readjust-
ment; it is a tour de force of ambiguous truths. He
took this with him when he went to Rome to seek
his fortune. There he was attracted by the engrav-
ings of Rosso's work. The resnlt was a series of
Madonnas only a little more shimmeringly colorful
than his earlier works, but with line that has its
own decorative life. Fingers grow to impossible
lengths and folds make parallel twists like rake
marks. The faces lose texture and become hard,
beautiful masks. He took this style with him when
he fled home after the Sack of Rome in 1527, and it
produced his best-known work, the Madaonna of the
Long Neck (1534; fig. 265). Her head and feet, tiny
in proportion to her body, suggest the close kinship
of this artificial beauty with fashion. This is an 1m-
agined type that many cultures have associated with
chic elegance because it involves novel amusement,
sophisticated appreciation, and luxurious elaborate-
ness. In Parma he had an unhappy life, developing
a consuming interest in alchemical experiments to
the point of going to jail for breach of contract be-
caunse he never finished his largest commission, But
the influence of his elegant formula was enormous
through space and time.

265. FRrRancesco ParmicianiNo,

Madonna of the Long Neck. Begun 1534.

Panel, 85" x
Uffizi Gallery, Florence

27. Mannerism in Architecture

Like Brunelleschi and Bramante, the most brilliant
architects of Mannerist buildings came from other
arts. Michelangelo began his building activity for
the Medici, and his first actual walls were those of
the Medici Chapel (1520-21; see fig. 252). The in-
terior surfaces are conceived as frames for the sculp-
ture, following his earlier designs of the Sistine
Ceiling and for a facade for the Medici Chapel’s
church, San Lorenzo. As a sculptor’s frame, it is full
of active projections and recessions, but, unlike
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sculpture, the unit is not the cut of a chise) but the
masonry bhlock. Hence this is a sort of relief sculp-
ture of cubes, and Michelangelo’s architecture re-
tains this quality for some time. As nonprofessional
architecture it is free of standard conventions, and
so it unexpectedly ties small capitals to wider pilas-
ters, o1 leaves large blocks in narrow niches, setting
up a Mannerist zest for paradoxical games. 1t is also,
like the one statue finished here, the Night, full of
small elegant ornamentation. The library huilt for



266. MICHELANGELO. Stairhall,
Laurentian Library, S. Lorenzo, Florence.
Begun 1523. Entire height 48'8"

the Medici (begun 152.(; ig. 266) in the same con-
vent of San Lorenzo develops the paradoxes further.
The main reading room is again marked by smalt
sharp ornament in ceiling and floor, and the walls
have a strong functional rhythm of windows be-
tween supporting pilasters. But the entrance lobby
with its triple staircase (meant for a tord between
attendants, Michelangeto said) develops witty arti-
fice as never before. Columns are recessed in walls
instead of being in front of them as usual, and they
rest not on the floor but on brackets halfway up;
aud pilasters widen as they rise. The dynamic units
are now not blocks but whale building elements.
The disruption of our sense of normal security
rcapouds, perhaps, to the fact that this is a staircase
in which the human relation to space is unbalanced

267.  Gwrio Rovaxo. Courtyard, Palazzo del Té, Mantua. 152

and inregularly shifting, in any case. I'his is per-

haps the earliest “grand suircase” in an interior,
with balustrades.

Giulio Romano (1499-1546), the foreman ot
Raphael’s enterprises, painted with allusion to
classical sculpture and correct, somewhat drier line,
producing a cultured variation on Raphael's natu-
ral harmoniousness. The finest result is in the
lower part of Raphael’s Transfiguration (see fig.
218). Going to Mantua in 1524 as court artist, he
designed everything, including the ducal plates
and spoons with realistic leaves and fish in them, a
playful fantasy on levels of illusion that rec alls Ric-
cio’s inkwells. But his major work was to build and
fresco the Palazzo del Te, a country house (hig. 207).
Giulio as an architect is two steps from Bramante,
using the younger Antonio da Sangallo’s neat for-
mulas of intersecting moldings and pilasters, so
that we are not surprised when he plays Mannerist
games with them. In the courtyard a keystone slips
down at regular intervals, as if the building were
in decay, but we are also meant to know it is a con-
trivance. The unresolved pull between order and
disorder is developed imaginatively in the frescoes,
where deceptively real horses stand before white
classical pilasters, but since they are on high ped-
estals over doors the deception is not carried all the
way. In the most spectacular room all four walls
are one continuous fresco of gods fighting giants,
and gods throw boulders down on the giants and
toward us, leaving us shocked but amused and
appreciative.

More than twenty vears after the Villa Far-
nesina, Peruzzi (see p. 177), who was occupied mean-

7-34. Height 34’




time with routine work in small towns, built his

second masterpiece in Rome, Palazzo Massimi
(hg. 268). Again the facade is paper-thin and marked
by pilasters, but now it violates conventions star-
tlingly, always with the excuse of practical reasons.
The unique curving front—still effectively bold
today—is justified by the curve in the street, but
it did not appear in the first project. The four
stories, with themr unique rising rhythin of large,
large, small, small, wrail off in an unbalanced way,
but with a reference to the real nature of attic
stories. The portico, deeply shadowed in tension

28. Perino del Vaga;

Florentine Decorative

I'he Florentine Perino del Vaga (1501-1547) joined
Raphael’s workshop at a late stage, when older as
sistants were doing most of the painting. He took
part in small units of big decorations, notahlv in
the ceiling ol the Vatican loggia, ™ but emerges more
clearly later as perhaps the most talented successor
to Raphael in painting. He was drawn into the
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268. BALDAsSARE Peruzzi. Fagade,
Palazzo Massimi alle Colonne,
Rome. 64" < g2’

with the flat wall, seems to suck us in, and refers to
the meaning of front porches. The ingenuity of
such transterved suggestion is at its peak in the
pairs of pilasters running across the front wall,
changing from pilasters to columns right in the
middle of a pair, with the excuse of shifting from
flat to thick where wall shifts to porch. The
two simultaneous rhythms (unchanging pairs; flat
changing to round, and back to flat) symbolize the
interplay of pure and applied thinking about de-
sign. The building remained without successors.

Sculpture

Maununerist orbit of Parmigianino and Rosso, with
whom he collaborated on a project for engravings,
and one of his fellow pupils, Polidoro da Caravaggio
(docs. 1519-d.1543), painted outdoor murals on
house fronts—none survives—which seem to have
been in the lead of the new decorative style. Here
may have originated the approach that we find full-



270. Bexvexuvrto Ceruist. Diana. 1543-44-

Bronze, 6’9" x 135", The Louvre, Paris

fledged in Perino alter he fled the Sack ol Rome
and painted in the new palace of Andrea Doria, the
new ruler of Genoa (fig. 269). 'The frescoed sceues
are rhythmic patterns of people, gracefully active,
filling the frame with an even density and avoidit
depth. Each figure is an ornament in itself as well,
with curving linear elegance. This very influential
style is parallel to Rosso's at Fontainebleau. Ten
years later Perino returned to Rome and painted a
similar palace interior, the remodeled Castel Sant’
Angelo, for Pope Paul HE Conscious of Michelan
gelo’s potent presence, hie modified s friezes into
sculptural monochromes of larger scale, emphasiz-
ing pure formalism even more. He used a large
shop, from which most of the leading painters of
Rome in the next generation came.

26g. Perino DEL VAGA.
The Fall of the G
Begun 1528
Fresco, about 214" % 29l
Palazzo Doria. Genoa

Several talented Florentinie sculptors of Pen
no's age group were decorators in the same mood.
I'hey were slower in maturing, and flourished best
after 1540, under the aegis of the new ducal court
and away from Michelangelo. Niccolo Tribolo

(1500-1550), though a pupil of Jacopo Sansovino’s,

spent years assisting Michelangelo and others on
large projecis, until he came into his own with a
series of complex fountains, a typical display object
of the court. His are indeed the first in the line
that leads to Bernini’s in Rome. His typical figure
is a fat, energetic, dancing baby, whose vivid mus
cularity is a nod to Michelangelo. But it is essen

tially a descendent of Sansovino's Bacclius and early
Renaissance Florentine carving in its solid simple

forims and harmonious mobility.



The much more famous Benvenuto Cellim
(1500-1571) began as a jeweler and goldsmith in
Florence. He turned to large sculpture on a trip
to Fontainebleau, and his Diana for the top of a
gate there is a figure of graceful artifice, not surpris-
ingly in the Rosso style, with long graceful legs and
tiny feet (fig. 270). Coming home, he secured (1545)
his great ducal commission for the Perseus (hg. 271),
a bronze to be set in the main city square beside the
statues by Donatello, Michelangelo, and Bandinelli
(the hrst two of these had been civic symbols, but
all now were regarded virtually as a museum of
Florentine art). The Perseus, though it reveals the
goldsmith in its elaborate base and the polished
detailing of the main figure, handles its grand scale
with authority. It is thus, apart from the special
case of Michelangelo, the fullest statement of Man-
nerist style in sculpture that had been made. Cel-
lint's Autobiography does not so much show us
his age as his superbly vain view of it; its most
significant documentation is of the artist’s feeling
about his patrons the rulers, whose precious acco-
lades meant everything to him.

A brilliant shorclived pupil of Tribolo's,
Pierino da Vinci (docs. 1546-1553), was the only
sculptor of this group to specialize in reliefs, which
are low, luminous, and subtle. His few statues in
the round have a similar surface quality, giving
them an unequaled suave grace. Pierino in some
ways suggests the average tendency of the group,
like Tribolo more fluid in action than the ornamen-
tal Cellini, like Cellini more formally patterned
than the traditonal Tribolo. But the sensitive
handling with which he evoked a gently breathing
life is a personal observation.

271.  BexvestTo CeLviNi
Perseus. 1545-54

Bronze, height 18’

Loggia dei Lanzi, Florence
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2g9. Bronzino and His Contemporaries

In 1530 the last change of government occurred in
Florence, when the emperor declared the Medici its
dukes. Their transformation from politically influ-
ential bankers seems typical of this epoch, which was
turning from commercial and committee power to
hereditary rule (as with the Habsburg emperors).
greater focus on the executive (the Tudors in Eng-
land), and greater centralization (Spain). When, in
an apparent parallel, Florentine painting aban-
dons the rationalistic and humauistic Renaissance
traditions, Bronzino is its instrument. As a devoted
pupil of Pontormo, he follows the style of his Depo-
sition at first (see colorplate 3y), and always in reli-
gious works. The slick cylindrical figures are even
further from reality and gravity; they have lost the
effect of pressing toward a goal that was conveyed by
Pontormo’s throbbing outlines and twisted poses,
and are now unmovingly suspended in a cool light.
One might conceive of this as a Mannerist way of
reacting to the original Mannerists, who may now
be regarded as the natural and given; in one sense it
is twice as Manneristic, adding chill to the old arti-
ficial tension, but in another seunse it can be read as
a doubling back, negating Pontormo’s negation of
harmony and arriving somewhere near the passive
grandeur of Fra Bartolommeo. The exception to
such a view would be in a small group of allegories
such as Penus Disarming Cupid, whose cold eroti-
cism still has a wiuy involvement like Parmi-
gianino’s and a tight weave of its own (colorplate
$6). But Bronzino and his patrons are chiefly inter-
ested in portraits, where he is a great inventor. First
he paints rich impassive citizens clad in black, in
the gray courts of their palaces, precise and complex
in line. His later result, in such a masterpiece as the
Duchess Eleonora (fig.
trait sculptures on Michelangelo’s Medici tombs.
The face is a mask that cannot move, and the three-

, owes much to the por-

quarter length emphasizes the opulent costume, so
exactly rendered that it could be used as a pattern.
Hence the duchess we see is not a woman with a
character, as in earlier Renaissance portraits, butan
embodiment of royal status, as she would sit at a
formal reception. This is the state portrait which

272.  AcxoLo Broxzivo.

Eleonora of Toledo and Her Son. 1533-35.

Panel, 43" x 37". Ufhizi Gallery, Florence
4 37

appears all over Europe from this date on, most fa-
mously in those of Queen Elizabeth of England. Its
antirealism is intentional, the availability of Man-
nerist artificiality was a lucky aid to it, and in
Bronzino it found the master who perfected it as a
vehicle.

When the duke turned Florence's old city hall
into his family palace. Giorgio Vasari (1511-1574
frescoed the ceilings (from 1555) to record the Me-
dici family glory. Each ceiling has elaborate subdivi-
sions, and the scenes mix careful historical portraits
with newly devised allegories. Such organized learn-
edness is suitable to the artist most famous for hav-
ing written the lives of his predecessors, the great
artists (mainly the Florentines) from Giotto on. Lat-
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273.  FraNcesco Sarviatr. Triumph of Camillus. Fresco, 13710" x 194", Sala dell'Udienza,
Palazzo Vecchio, Florence

er he crowned his career by painting the inside of
Brunelleschi’s Cathedral cupola, greatest monu-
ment of the Florentine past. His painting style, wiry
and glittering, and favoring translucent reds in
careful curves, derives from Rosso’s loose and willful
Mannerism but is 1oned down by academic knowl-
edge of Bandinelli and of Giulio Romano's arch-
acology. His fellow pupil Francesco Salviati (1510-
1503) practiced a similar style with a fresher p.jim-
er's touch, without the overtones of an archivist and
entrepreneur so basic to all Vasari did. Living much

D99

in Rome, Salviati, like the other painters there, used
the ideas of the later Raphael, making figures move
in heavy rhythmic processions, and even establish-
ing spatial breadth. He was an ingenious designer
for tapestries, parade floats, and other similar deco-
rative media, and so evolved his mature style, best
seen in his wall frescoes in the city hall of Florence
(hg. 273). Space has vanished, shiny white and
pink surfaces, robes and horse trappings, enclose us,
and only an ingrained volume in the modeling re-
calls Florentine painting.



0. Moretto and Venetian Painters

of His Generation

While Mannerism matured and became a formula
in central Italy, Titian was still finding new sub
tleties of the life of the body in light—in Venice the
Renaissance had not run down. Painters a genera-
tion younger than Titian were unable to uy any
thing else than refined vanations on him. Paris
Bordone (1500-1571) starts in Litian's Assumption
style, producing many Holy Families that sit heavily
on the grass. Big brilliant people lean diagonally
toward each other, their glinting red robes sinking
into the downy green. His masterpiece, the Doge
Receiving the Ring,™ full of wrinkled velvets and
slithering brush strokes, is a typical Venetian record
ofa traditional civic ceremony, as in Gentile Bellini,
stabilizing traditions with pompous pride. Later,
attracted by Giulio Romano's work in Mantua, Par-
15 painted Raphaelesque erotic myths, with {rizzted
blonde girls. They come close to Mannerism, but
not untit about 1550 when it had reached Venice in
other ways. Bonifazio Veronese (1487-1553), more
routine than this, for years painted saints to decorate
government offices, donated by the citizens elected
to those ceremonial posts. His masterpiece, the Find-
ing of Moses (hg. 274), presents the princess of
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Egypt and her ladies by the riverside as if the event
were a luxurious picnic with velvets and dwarfs. As
with all Titianesque painting, its richness extends
from the choice of objects to the textures and shifting
lights, which directly evoke the sensuous gratifica
tion of living.

In the market towns in Venice’s mainland ter
ritories only Moretto (docs. 1516=d.1554) 15 now
comparable to Lotto, Romanino, and other talents
in Titan’s own generation. Moretto was a pupil
of Romanino in Brescia, and his first commission
produces saints who are ambling horsemen, gazing
out from under their big hats as his teacher’s do,
or those of his teacher’s friend Alwobello Melone
But the raw naturalistic thrust has been subdued,
and classical niches isolate figures in cool air. As
Moretto moves farther trom his sources he grows
closer to Raphael, whose work he probably only
knew through prints. Hence the paintings have a
somewhat linear and slow dryness, the price of the
classical clarity which he evidently was looking for
and could not find nearer home. Bv 1530, through
gradual self-revision, Moretto had reached success
in a beautiful and sure, if limited, art, of hroadly

8", Brera, Milan




painted standing figures, large and simple, barely
). The effect
is somewhat like Savoldo’s big detached hgures (see

moving, dusky or silver in tone (fig. 2

fig. 247), but apparently Moretto had to use his own
route to arrive at this because Savoldo’s old-fash-
ioned dualisru of fignre and space was not acceptable
to him. Using Raphael, Moretto amends Savoldo’s
heavy-limbed humble shepherds into judicial ob-
servers with a classicizing majesty, a society without
fashion but with good manners, and sets up the only
effective non-"Titianesque painting of this region at
this time. It benefits from belonging, genuinely in
this case, to a “Brescian school,” since the harmony
of gray air and unaggressive figures harks back to
Foppa. Moretto was always in danger of slipping
back into more literal and complicated Raphaelism,
but his purest paintings, idyllic and contemplative,
were important to younger painters in challenging
Titian directly.

275.  ALEssANDRO MORETTO.

The Virgin Appearing to o Shepherd Boy.

1533. Canvas, 7°5" < 5'10"

Sanctuary, Paitone ‘near Brescia

31. Mannerist Painters in North Italy

The stage was set for a Mannerist penetration of
north ltaly when Giulio Romano painted his ar-
chaeological and erotic exercises in the Raphael tra-
dition in the Mantuan duke’s Palazzo del Te. The
invasion was complete when Parmigianino came
back from Rome.

Primaticcio (1504-1570) started by assisting
Giulio in Mantua, making stucco ceiling ornaments.
From this obscurity he was lifted by an invitation
from Francis I of France to come to Fontainebleau,
perhaps recommended by Giulio in place of himself.
He staved forty years, first under Rosso, whose work
he must have found verv congenial, and then in
charge. The remodelings of the palace have de-
stroved his paintings, quite aside from the loss of his
masquerade costumes, and we have only the draw-
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ings to explain his huge influence in France. In a
minor wav, as Bronzino is to Pontormo so Prima-
ticcio 1s to Rosso; he removes the important factor
of tension, turning the artificial forms into frozen
ornament, courtly and sophisticated. Series of amus-
ing Greek myths. framed in ovals, are played by tall,
beautifully translucent people, formed by (‘rispl\
undulating contours that progress in clear round
drawing like Spencerian script (fig. 276). These
formulas are mechanically repeated by later paint-
ers at Fontainebleau, but Primaticcio, who made
stucco reliefs all his life, found brilliant assistants
and successors in some young French sculptors (see
PP- 394-97)-

Lelio Orsi (docs. 1536—d.1587), a very limited
but distinctive artist, began 100 with a bow to Giulio



276. Francesco Privaticcio, with
assistants. Long Gallery, deail of
stucco sculplure and paintings
Palace, Fontainebleau

Height of frieze ;5

of oval paintir

Romano. He is the only Mannerist in the Parma
area who is not a routine follower of Parmigianino.
His solution was to retreat to a less modern source, a
pattern by which a minor artist often can retain his

character in the orbit of a major one. Orsi’s appeal

277. ANDREA SCHIAVONE

f the Mag

was to Correggio; he explored his black night effects

s of cloth. In Correg

and especially his rippling edg

gio these shapes are a secol

ary result of his soft flur

tering motion, but Orsi’s tiny polished panels n

them central, altering Correggio’s downiness in a
wildly inappropriate way by jelling it into a kind
of modeling-clay texture. This curious conceit cre

ates an ambiguity between agitation and frozen fixi

ty that recalls the local popular tradition of realistic
SC ulpnu(- groups, and gives Orsi an unmistak able
trademark, like eccentric small 1alents of other ep
ochs up to Dali

Andrea Schiavone (docs 1563) immi

grated from the Balkans to Venice and completely

learned Titian’s technique—the zest with whict

brush pulls in the hand, and the wav translucent oil
diluted pigments on a white opaque base suggest
life in colored light. Like many painters in Venice
he was interested in paint and in the reality of ob
served phenomena, but little in commposition and
design. So, like Tinan, he casually borrowed these
elsewhere, chiefly from Parmigianino’s etchings. He
also produced his own, less technically sure but
warmer. Most of all he liked Parmigianino’s very tall
figures with undulating bodies(fig. 277). He changes
their Mannerist, linear inodule to something like a
very wide brush stroke, liquidly and sinuously moy
ing from head to foot. It 1s boneless but lively and
glowing. Schiavone’s achievement is minor, appar
ently because, like Orsi’s, his technical expression
was in a narrow range, a problem recurrent when.

as in Mannerism, a formula of style is important




g2. Titan’s Later Years

2%8. Trriax. Fenus of Urbino. 1538. Canvas, 7'3” » 8'g". Ufhizi Gallery, Florence

While painting more portraits than ever, Titian at
fifty was finishing the twenty-five-foot-long Presenta-
tion of the Virgin for a convent of nuns in Venice
(1334=3%).7 The more he became involved with in-
ternational powers the longer he took to deliver his
local commissions, and perhaps they have the more
visual richness for that. This one, filling the side
wall of a room, shows the girl in profile as she climbs
the steps, and makes the whole scene a frieze of gent-
ly breathing people and shiny columns in veined
marble, that we can never see all at once. The 'enus

of Urbino was called “the nude” by its owner, the

duke of Urbino’s son (fig. 278). It is a direct vision:
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she looks at us with the frank model’s gaze that
Manet repeated centuries later,”® and far behind
her, near a bit of clear sky, servants roll up their
sleeves; one hurrows in a chest. The nonformal real-
ity of the courtesan’s life is tacked on to a standard
immobile icon of the goddess. There is less here of
Giorgione than of Giovanni Bellini (see p. 138): the
easy acceptance of the solid conventional thematic
image, the
unfaltering opticality.

After 1540 another pendulum swing produced

‘second theme” footnoted behind, the

a third period of very energetic scenes. In a series of

7 the foreshort-

ceiling paintings of Biblical fights,



ening makes Abel’s bodyv and Goliath's head seem
abaut to tumble out at us. T he huge wrestlers in the
sky appear to be inspired by a Michelangelo project
for a Samson group. But any Mannerist effect of
tenseness is excluded by the full resolution of all the
movements, and their absorption in the stormy deep
sky. Even portraits grow vehement, like Pope Pa

111 and His Grandsons (1546; fig. 27g), painted ona
trip to Rome, where Titian was lionized. It is an
astonishing document, the aged pope bent double,
with claw hands, one grandson passive in a corner
like a gray eminence, the other bowing sycophanti
cally. But instead of being incredibly satiric, it is
stimply Titian’s almost naive unrevised celebration
of the world as seen through its physical motion. The

majestic
1

r
kneeling before their prized relic has a simtlar loose

roup portrait of the Vendramin family

design and sparkling surfaces of ermine, gold, and

fire I'his culminated when Titian trav

Augsburg to the one patron who A:;.l-:r-nt'l him
Emperor Charles V, the most powerful man onearth
He painted him (1548) on horseback as a victor in

itian’s nearest bow to the system of the

bartle,™®
state portrait. He exploits it as he does other formu
las, but the painting lives in the horse's nervous paw

ing and the rider’s waichful control, all absorbed in

tremulous landscape
For oue of Pope Paul I1l's grandsons Titian
1

painted (1545) another nude, Dana#,%° the beaury
1§ 45

to whom Zeus, in the myth, flies down magical

03]



transformed as a shower of gold. For the Habsburgs
he later repeated the same composition (fig. 280),
replacing the cupid with an old woman who is lean-
ing forward trying to catch the gold in her apron
while Danaé watches, unposed, with her knees up.
A sensual myth, having as its central motif bits of
shining metal flying through air, must surely be the
perfect Titian subject. Erotic myth continues in the
Rape of Europa (1559-62)8" showing the girl
sprawled on the back of the agreeable white animal
in one lower corner of the painting, while the rest
is full of choppy water and streaky sky, and far back
the minute figures of Europa’s friends are waving.

The paint surface is used to set up the stretch of
space and the force of drama, hut in a loose, incredi-
bly asvmmetrical way that seems to emphasize the

280. Timiax. Danaé. 15354. Canvas, 50

painted liveliness of the surfaces. Paint seems to eat
up space again in the Martyrdom of Saint Lawrence
(fig. 281), done for a friend in Venice with a ten-year
delay. The tall canvas relates the yearning saint at
the base to God at the top through the lines of tall
columns. Since this is a night scene, we actually see
little but the fire that burns the saint’s body, the
divine apparition at the top, and the polished col-
umns between like glowing harp strings.

Having discarded line and form and composi-
tion, in the 1560s Titian seems to give up color,
leaving a flickering glow of varnish brown. Like
Donatello, he is working in an old-age style, not try-
ing to satisfy any demands for finish or elaboration,
knowing he can get his own effect with just the right
allusion, like an old singer who retains perfect art.

< 70”. The Prado. Madrid
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A few brightly lit portraits and mythologies appear
but most of the late works are religious, with very
i'l am l'lt‘l“"“!.ll'v (“"AIID\”HJ!I\ Chor [ e
with Thorns (colorplate 37) reuses a design from the
violent ‘forties but dabs at it with a technique like
an Impressionist’s in 15870, and with deep human
expressiveness. The dull copper glints and pasty
swipes convey the relationships of ourselves, the
wounded Christ, and those who poke at him. The
drama is still of body movement, but, like the style
it has been reduced to a suggestion, while its implied
meaning has grown. At ninety Titian was remote
from contemporary painting styles, and these last
works of his were picked up only by Baroque and
nineteenth-century painters after the mass of artists

had gradually worked around to this point

it Church, Venice

33. Falconetto, Sanmicheli, Jacopo Sansovino

Venetian sculpture and architecture continued to be

very secondary, as in the early Renaissance but not

in the Middle Ages). Architectuve develops, though,
its own strong attitude, which is sc enographic, based
on lively facades. The death of Mauro Coducci
marked a break, and after an interval the first inod-
ern architecture is by Gianmaria Falconetto (docs.
1472-1333). He had been a minor painter trained
in perspective tricks by Melozzo da Forli, and had

1

fussv archaeology of Pinturicchio and otheys. Whei

ed in Rome, where he had been entranced by the

at fifty he started to build, he was encouraged by an
was perhaps the executant for a remar kable patron
the patrician philosophical writer Alvise Cornaroin

Padua. For him he built (1524) a garden house and

a concert room, called Odeon, reflecting the new
Roman pleasure pavilions like the \ illa Madama

see p. 179). The facades are thinly linear and orna

99q



282.  MICHELE SANMICHELL
Fagade, Palazzo Bevilacqua, Verona. 1530

61 x 122"

283.  MicHELE SanmicHELL Choir screen,
Cathedral, Verona. 1534. Height 19",

radius 19

230

mental, with pilaster strips, and half columns are the
only three-dimensional element. An octagonal room
with four niches is adorned with thin stuccoes that
copy ancient Rome as neatly as any in Regency Eng-
land. Falconetto also built city gates in Padua with
the same hght neatness, as of a stage backdrop.

The gates built in Verona by Michele San-
micheli (1484-155¢) are very different.®? His begin-
nings as a stonemason in Lombardy were reinforced
by working for the younger Antonio da Sangallo in
Rome, and a long career as a military engineer. Set-
tling then in Verona, he soon built an impressive
group of town houses (fig. 282); like Lombard stone
workers before him, he adopted the available style
vocabulary with skill and zest. They reflect Sangal-
lo's Mint—"noble story” over rough-hewn ground
floor (see figs. 223,285)—and still more Sangallo's
study of ancient ruins. Sanmicheli’s whole style,
typified by the sharp fluting of his columns, is
more literally Roman than that of any other archi-
tect of the “Renaissance of Antiquity.” But it is not
tight and purist; 1ts confident construction, with
sweeping and majestic plain forms, shows the mas-
tery of a familiar meter. That classical forms are only
a vocabulary is shown by the retention of the tra-
ditional Venetian ground plan, with a series of
courtyards from front to back. He is more simply
scenographic in smaller works like Verona's Cathe-
dral choir screen (fig. 283), a pure grand circle of
smoothly polished columns, in several wall tombs
whose framing columns underline their firm and
satistying proportions, and in his imposing city
gates. I'hey typify his two interests, conspicuous
display and military strength.

At the same time Jacopo Sansovino, a refugee
from the Sack of Rome, settled in Venice. Earlier
he had done monumental sculpture and small archi-
tectural jobs; now the pmponimls were reversed.
His later sculptures, when large, tend to 1epeat, and
when small, to function as building accents. He had
not planned to stay in Venice, but was courted by
citizens who had no one to design the splendid dis-
plays they wanted. Soon he was a fixture, one of
the Titian circle, and the deviser of much that we
regard as typical in Venice. At the foot of the Bell
Tower of Saint Mark’s he placed a noblemen’s re-
viewing stand for processions (1537-10; on right,
fig. 284). It is a wall made of three multicolored
marble arches, the piers marked by four bronze
statues. The interaction of architecture with sculp-



ture, structure with decoration, may in its unity
be called pictorial, since it depends on coloy
action. His Mint (1597-15; fig. 285), around the
corner, was meant to be an 1Nposing govermment
building but also a workshop for smiths, so it is visu
ally adifferent “class” of building, with no sculpture
o1 color but enviched by the light and relief effects
of its rough boulder construction throughout, bal-
ancing the deep windows. Between the two in loca
tion and in type is the Library of Saint Mark’s (from
1536; on left, fig. 284), a two-story fagade, the lower
a pedestrian arcade that matches the Gothic
Doges’ Palace across from it. Smooth half columns

bear the arches and roofs, but all nonbearing sur-

285, Jacoro Sansovino.
Fagade, Mint,

Venice. 1537-45

77' > 886"

faces are sculprured, even continuing above the roof
in pinnacles. Between the deep inner shadows below
and the blue sky above. the tapestry-like vibration
of the carved fagade is a happy backdrop for the
promenades of the Venetians. Sansovino also cast
two sets of bronze relief panels for poimis of accent
inside Saint Mark's,® in which he adopts a Titan
like powerful movement of figures in large airy
spaces; but later his sc ulpture is limited to design
ing gilded stucco ceilings over the stairway of the
Doges’ Palace. Like Titian, he works with a contin
uing High Renaissanceapproach, evolving naturally
onward instead of reacting against it and cutting it
off as was done in Tuscany.

284. Jacoro Sansovine

Loggetta and Library

Piazza San Marco. Venice
153740

Width of Loggetia 48

of Library 27
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34. Ammanati, Vignola

Bartolommeo Ammanati’s career profile (1511-
1592) illustrates the situation now typical. A sculp-
tor-architect in the Sansovino pattern, he was a
pupil of Bandinelli in Florence but was more affect-
ed by Michelangelo and by the graceful mild Man-
nerism of the 'forties in Florence. He would always
carve standing male nudes with Bandinelli's inflex-
ible squarish forms, but his other hgures attain a
relaxed poise. For tomb commissions he quickly
evolved a suave formula: a meditative reclining
figure, softened and unified by drapery that hangs
from shoulder to knee, with a satisfying balance of
weights. Its pose and broad gentleness of expression
are inspired by Michelangelo’s Twilight, suggesting
that the period saw that work in a way surprisingly
different from the way we do. The formula appears
in Ammanati’s first large work, a tomb which Ban-
dinelli jealously prevented from being installed **
and again a decade later in his masterpiece, the tomb
of Cardinal Antonio del Monte in Rome (1550-54;
fig. 286). In the interim he had assisted Sansovino,
carving small figures to adorn his buildings, and
developed an architectural scheme which also flow-
ers in the Del Monte tomb. [t is based on a very

286. BARTOLOMMEO AMMANATI.

Effigy. on tomb of Cardinal del Monte. 1550-54.
Marble, width of base ’
S. Pietro in Montorio, Rome

plain slab, richly framed, used as the surface for
very fluid sculptural forms. This tranquil Manner-
ism brilliantly marks the bronzes of the Fountain of
Neptune in Florence (1560-75),% a ducal commis
sion which he took over from Bandinelli; ironically,
its colossal central figure still reflects Bandinelli's
anatomical style.

Growing more involved in architecture, he

287. BartoromMeo Ammanatr Courtvard, Palazzo Pitti, Florence. Begun 1558. Center wall 118"~ 131"
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288, 289. VicNoLA and AMMANATL.
Plan and fagade, Vilia Giulia,
Rome. 1550 55.

Length of plan 544

fagade by Vignola 54'6" » 118

290, 2g1.  Gracomo ViGNoOLA

Plan and courtyard,

Villa Farnese, Caprarola. Begun 1559
Maximum width of plan about 260°;
height of courtyard 626"

diameter 105’

developed a more strenuous and complex expression
in i, no doubt stimulated by his collaboration
with the more experienced Vignola. As the junior
partner in their project for Pope Julius HI's villa in
Rome (1550-55; fig. 288), Ammanati builta garden,
mixing a pool, sculpture, and a deeply shadowed
screening niche. In Florence he then buile for the
duke an addition to the new ducal residence, the
Palazzo Pitti (1558-70; fig. 287), wings extending

back into a garden. The courtvard between the

wings has rough boulder walls (“rustication™) on
all three sides, recalling Sansovino's Mint, but here
disassembled mto stripes that reveal normal col
umns and arches beneath. thus setting up the ten
ston of classical order and raw disorder of Giulio
Romano’s Mantuan villa (see fig. 267). Ammanat
is less witty and brainy than Giulio. but sensuously

richer in his heavy, jumpy textures. His Ponte Santa
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I'rinita (1557)% is often called the most beautiful

of bridges. Since it was a replacement for one washed
away in a flood, it naturally was made with as few
and as solid piers as possible, and a roadway as high
as possible. The result is the wide, shallow, tensile
curve of its three arches; the refined ellipse 1s a Vi-
gnola-like idea, but to combine it with a suggestion
of engineering necessity is unique and powerful.
Giacomo Vignola (1507-1573), a north lalian
who worked mainly in Rome, is rare in being an
architect only (the younger Sangallo and Sanmicheli
were the only ones in the preceding generationj and
surprising as one who had an original stylistic imag-
ination. (It is probably significant that he had had
training as a painter.) In his works the techuical
and the intellectual thus dovetail in a special way.
Unlike the older pure architects, he wrote a book,*?
but unlike the older architectural books it was se-
verely practical, and went through two hundred
editions. He started as a perspective draftsman—a
typical juncture of the technical and inteliectual—
doing backgrounds for Primaticcio’s paintings at
Fontainebleau. His own building trademark is a
network of fairly thick pilasters articulating the
walls, neither flattened pilasters like Peruzzi's nor
heavy half columns like Sangallo’s, but suggesting
structure and its rational compreliension; its source
is Michelangelo. He built the first oval churches
(Peruzzi had drawn some, using ancient Roman
sources), bracketing the favorite concept of the circle
as ideal form with the practical needs of church
services. He does it by stretching the circle into an

oval dome, as at Sant’Andrea in Via Flaminia (fin-

ished 1554). This involves as well another constant
expressive quality of Vignola’s, the elastic pull of
his lines along walls and through spaces. In his
first important work, Palazzo Bocchi in Bologna
(1545), a heavy rusticated door contrasts with a flat
wall surface, making it centripetal; the motifs are
the same copies from Giulio Romano, Sangallo, and
Peruzzi that Peruzzi's pupil Serlio presented in his
architectural handbook,®* but here they have unity
and power. In Rome, at Julius IIT's villa (figs. 288,
289), the door with deep narrow niches squeezed
between extruded rusticated frames is a knot that
pulls the wall's pilaster forms to itself. For his great
patrons, the Farnese family, he remodeled a fort of
Sangallo’s into the Villa Caprarola (from 1559; figs.
290, 2g1). It had been a pentagon. normal in a fort
but odd in a villa; he made the pentagonal central
court a circle and in front added a double curved
staircase, a half oval. These lively softenings of
shape allude to the villa quality. He designed his
greatest interior for the Jesuit church in Rome, a
key commission at the end of his life from Cardinal
Farnese (from 1568; fig. 2g2). The single nave un-
der a vault (stipulated by the patron) reflects Al-
berti’s Sant’Andrea in Mantua (see fig. 103). But it
uses these elements for pulling lines and centraliza-
tion: the nave seems to rush toward the altar with-
out distraction. To call this Mannerist is probably
wrong, since, partly through the quick spread of the
Jesuit order, it was very influential in the Baroque
age and helped 10 make concentrated weight and
powerful motion familiar vehicles of Baroque
expression.

292.  Gracomo VieNoLa. Interior,
11 Gesia, Rome.
Height of nave g5, width 55



35. Palladio

Andrea Palladio (1508-1580) was much like Vignola
in age and other ways. Until he was thirty he was a
modest stonecarver in provincial Vicenza. west of
Venice, and he did his firse major buildings at forty.
Like Falconetto, he was trained by a nobleman in
terested in antiquities. As craftsmanship and intel
lect mix in Viguola, craftsmanship and archaeology
mix in Palladio, along with a Venetian tradiuon of

SU3

ge scenery. His first buildings were rural seats
for small estate owners, cheaply done in brick and
stucco without ornament, emphasizing the Venetian
big central entrance and svinmetrical windows. In

the 15505, with Palladio’s sophistication, they

grow into large villas with side wings and columned
front porches which allude to Roman temples
These units are tied together three-dimensionally
by arithmetical proportions of height, width, and
length, for which he used a half-dozen formulas.
These villas were vear-round dwellings, unlike the
fancier and smaller weekend retreats near Rome
and Florence. One exceptional weekend house by
Palladio is the Villa Rotonda (figs. 293, 294). a
domed box on a rise with four identical temple
fronts, a jewel-like object to look at (like Bramante's
1 cmpittlo, with which it shares its fame as a perfect
object; see fig. 18¢) and to look out from.
Palladio’s fame began when he won the job of
monumentalizing the Vicenza market hall (model
546}, turning it into a Basilica by wrapping a por-
tico around it. This is a two-story colonnade, rich in
rhythm and imitating Sansovino’s Library in the
pictorial play of light, but not depending on sculp-
ture. He then built town houses in a similar vein;
Palazzo Chiericati—tackling a problem like the one
in Vignola's oval church (see p. 234)—blends two
traditions of houses, the important cential entrance
and the covered pedestrian walk running in [ront
fig. 293). The covered walk projects in the center;
above, the central block is left hanging over it, but
the unbalance is absorhed in the active Venetian
luminism of the fagade. 1f the irresolution is inten-
tional, it suggests Mannerism; that label applies
better to Palazzo Valmarana (1366; fig. 2¢6), which

certainly is playing games with the purposes of its




2g5. ANDREA Parravio. Fagade,
Palazzo Chiericati, Vicenza. Begun 1551
58

296. ANDREA Parrapio.
cade, Palazzo Valmarana,
Vicenza. 1566. 46" x 79'6"

elements, like Michelangelo’'s Laurentian Library.
The sides are left frayingly open instead of being
firmly framed, and windows are framed by walls
that may or may not be meant as pilasters. But this
is a technician’s gentle game with his own materials,
not a sharp twist of irony. The later palaces grow
ever more pictorial, with imaginative dynamism in
their half columns and carvings, and grow in scale
bevond the clients’ resources, so that they were
not finished. Palladio’s fame rested on his villas,
especially the early ones, which he publicized from
his small city in a successful book with woodcut
illustrations.®® The reproductions in this medium
conveved their plain shapes and fine proportions,
inviting imitation in distant countries and times
by cultivated readers interested in building, such
as Thomas Jefferson.

In Palladio’s latest years his ambitious mathe-
matical, archaeological, and scenic effects are clear-
est in churches, to which he turned only at this
time. They are mainly in Venice. In his learned
and practical way he solved the much-onsidered
problem of how to put a classical front on a church
that has a high central nave and lower aisles: the
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answer is to build 1wo temple fronts, one tall and

narrow and the other wide and low, as if behind
the first (figs. 297. 298). The scenic effects appear
further in the white plain interiors enriched by
soft light and spatial sequences, where all paintings
and sculpture are hidden in niclies. Arcades par-
tially screen naves from crossings and choirs, which
are distinct in their visible uses buc draw the eye
through the screens; the whole has a grand scale
and Palladio’s unassertive mastery of three-dimen-
sional proportions. Siuce geometric sensitivity un-
derlies his sensuous surfaces, as in the great Venetian
musicians of this time, he can move among building
types and from spare 1o elaborate torms. And thus
he is the only match for the great Venetian painters
then at work, Tintoretto and Veronese, and a stimu-
Ins in surprisingly many ways to architects of later
centuries.






coLORPLATE 38, Jacopo TiNTORETTO. Miracle of the Slare. 1548. Canvas, 138" - 17'11". Accademia. Venice
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OLORPLATE 40.  FEDERIGO Baroc he Nativity. ¢.1580 3« 41”. The Prado, Madrid




36. Tintoretto

Around 1545, when Titian begau to work almost
entirely for his great international clients, young
Venetian painters for the first time in several gen-
erations had an opportunity for independent careers.
Tintoretto (1518-1594) worked steadily for the lo-
cal government and confraternities, like Carpaccio
before him, but always remained anxious. When
famons, he would stil} take small fees and modify
his style to meet competition, even imitating young-
er artists like Veronese and Palma Giovane. His
famous sketchiness, mmplaincd of by Titiau’s con-
noisseur friends, is surely connected with hisdesire
to do as much as possible.

His first great success (1548) was a scene of the
saint freeing a slave, for the Confraternity of Saint
Mark (colorplate $8). Sunny and shining in the
established Venetian language, it is new in the fig-
ures, which are clearly meant to startle by thei

2g7. A~DREA PaLrapio. Fagade,
S. Giorgio Maggiore, Venice.
Begun 13556. 105” % 886"

208. ANDREA PaLtapio. Plan,
S. Giorgio Maggiore, Venice.
Begun 1556. Width 157°, length 272

virtuosity. They are foreshortened, bac kwards, on
diagonals, and understandably more conservative
in solid modeling than Titian's. This to be sure is
prepared by Titian’s recent experiments and by
Tintoretto’s awareness of Michelangelo's figure
movement; Sansovino had already conjoined those
strands in his hronze reliefs (see p. 231). The Pres-
entation of the Virgin (fig. 299) is also offered as a
sensational challenge to Tiuan's handling of the
theme as a latera) frieze. Tintoretto makes it pure
recession into pyramidal depth, the more striking
because the chief figure, the little girl, is at the far
side at the top of the stairs; then he invents devices
1o keep her, despite all that, the center of our con-
cern. These effortful paradoxes seem Mannerist,
but are resolved in the natural dappling of light
and color, in ways parallel to Palladio’s Palazzo
Chiericati of the same moment (see fig. 295). A mas
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terpiece of trickery eased by light is Suwsanna and
the Elders ®® where the elders poke their heads
around the two ends of a steeply foreshortened
hedge. The hedge is covered with roses, and Su-
sanna’s schematic diagonal pose is absorbed in the
water reflections. Such a witty nude is rare for Tin-
toretto, who usually takes a simple and direct ap-
proach to his usually simple themes.

T'he sculptural figure plays a lesser role in
Tintoretto’s maturity, a phase introduced by the
Healing at the Pool of Bethesda (1559).%' The crowd
of bodies is packed into a continuous rhythmic
group of tied diagonals, marked by pools of color
and shadow and reduced emphasis on particular
hues. The contrast of the driven crowd and the
vertical columns suggests that Tintoretto had looked
at the reliefs in Padua by Donatello (see fig. g8),
who was being revived by the Florentine Manner-
ists. The firm construction of linear forces in space.
with closely grouped figures, is also conspicuous
in the three later Mivacles of Saint Mark (1562-

in them an immense empty hall or portico

299. Jacoro TINTORETTO.
The Presentation of the Virgin.

Canvas, 14" % 15°9".
S. Maria dell’Orto, Venice

in diagonal perspective contrasts with diagonally
falling forms and ropes pulling against them. The
schematism of figure placement that he seems to
need lets him push his breathless, fervent athletes
in charged thrusts, but he is using the Venetian
controls of pervasive air to correct the earlier splin-
tering tendencies. This style dominates the first
group of many for the “Scuola” or Confraternity
of San Rocco, with which he eventually arranged
an annual salary. The huge Crucifixion (1565-67)
organizes the crowds in triangular clusters, bordered
either by silhouettes or light patches. In Christ
before Pilate (fig. 300) the Pontormo-like Christ,
tall, emaciated, and intense, is part of a rhythm of
spaced columns. Some of the paintings replace
architectural patterns by a stormy sky, now tra-
ditional in Venice; the Crucifixion at San Cassiano
(1568) puts all the diagonal crosses in the right
half and storm clouds in the left.

n the 15708 Tintoretto was able to let his rich
air dominate and the schematic patterns relax, so
that the figure groups can turn in softer curves; in



the big upper room at San Rocco (1577-81) the

Temptation of Chy for all 1ts confronting diago-
nal blocks of figures, drowns them in a world of
vegetation and ruins. These sketchy canvases are
contemporary withmore smoothly finished mytholo
gies for the Doges” Palace (1578), similar in gently
revising the diagonal formula. The New Testament
series at San Rocco (1583-87) extends this tendency
further, especially the Saint Mary of Egypt sitting
in her striped landscape, and leads to the final
triumph, the huge paintings for San Giorgio Mag-
giore (1592-94; fig. go1). where complete tonal
unity brackets the crowd life. Like Andrea del Sarto
responding to Leonardo, Tintoretto responds to
Titian by constant preoccupation with problems of
figure composition, even in drawings. But in Tin-
toretto, a greater artist than Andrea, the references
back to nature and its resources are always strongly
maintained.

301. Jacopo TINTORETTO. Last Supper. 1592-g4. Canvas, 12° < 18'8". S. Giorgio )




37. Veronese

[intoretto and Veronese are the two equally great
Venetian painters of their age. Where Tintoretto
is excited, Veronese is quiet, so that Tintoretto has
received more public attention, but Veronese has
probably had more effect on painters: his works in
the Louvre have meant much to the hedonistic
color tradition in French art, from Boucher to
Matisse. This difference is connected with his early
life in Verona, a provincial town that had not had
recent notable painters like those in Brescia and
Bergamo. It had long been a preserve of Mantegna
imitators, from the greatest miniaturist of fifteenth-
century laly, Liberaleda Verona (docs. 1465-1526),
who produced earthy fantasies like a minor Tura,
to a group in the early sixteenth century whose
ruby-like surfaces are modified by Giorgionesque
moodiness (Caroto, Giolfino, Cavazzola). Paolo
Veronese (1528-1588) was more impressed by Mo-
retto of Brescia, whose silver light and grand relaxed
figures in classic poses remained important to him
all his life, helping him in his detachment from

302. PaoLo VERONESE. Women on a Balcony.
Fresco, width 5'3”. Villa Barbaro, Maser
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Titian. He also felt a congruence with Sanmicheli,
the one major artist of Verona when he was grow-
ing up, and painted frescoes in one of Sanmicheli’s
villas.®3 To be sure, he first emerges like Tintoretto
with a virtuoso piece, a Temptation of Saint An-
thony (1552)% with Michelangelesque and fore-
shortened dynamics. It led, easily, when he moved
to Venice, to ceiling paintings for the Doges’ Palace,
ovals with allegorical figures at striking angles of
vision.® But the figures do not commit themselves
to the allegorical subjects; they are real people,
alive in animated color areas with contrasting bril-
liant sky areas around them, who wait in their satins
to go on stage and represent Temperance or Honor
in a pageant. Titian’s rejection of Florentine con-
ceptual painting for the physical life had been ex-
tended by Tintoretto, who no longer cared for
stories of loves of the gods but only for dance figura-
tions; and it is taken still further by Veronese, who
has scarcely any interest in interpersonal contacts.
His first masterpieces are the ceilings at San
Sebastiano (1555-58; colorplate 3g), on the theme
of Esther. The figures pose against columns, their
faces and robes and the buildings all forming thinly
painted planes, luminous and squarish, in sensuous-
ly magnetic colors of pale key—apple green, chalky
blue, canary, and persimmon. The squarish shapes
of the white Sanmicheli-like building fronts tend to
make the canvases work as two-dimensional designs,
as well as quite fantastic perspective arrangements.
Veronese frescoed the main rooms of Villa Barbaro
at Maser, one of Palladio’s most ambitious symmet-
rical villas. The ceilings have allegories, worked out
by the learned owner, of his family’s marital happi-
ness and farm prosperity, but these allegories are
simply pretty girls along with other equally simple
elements of fresh vision (fig. 3o2), the family serv-
ants, children, a hunter, and pet animals leaning
over white balconies or walking toward us through
trick painted doors. Along with the single, true,
serious figures, there are illusions of wide open
landscape through fake windows, but these were
considered minor art and may well have been paint-
ed by an assistant. There follows a series of big



banquet canvases with Biblical themes, the Mar-
riage at Cana (1562-63), Last Supper, Supper at
Emmaus, and still others. The architecture is grand
but the space has become elementary, without per-
spective tricks; marble columns define an area and
in it are gold satin robes and far flat skies. Extra
figures swarm—pages, dwarfs, and caterers—and
Veronese was actually called before the Inquisition
for disrespect (1577); his defense was that painters
have a tacit license to fill leftover space in church
pictures with diversions. He was sentenced to revise
his work, but instead simply changed the title from
the Last Supper to the Feast in the House of Levi.
The late masterpieces are ceiling canvases in the
Doges’ Palace (1575-77; fig. 303), still simpler, now
omitting not only perspective but almost all archi-
tecture. The allegorical girls sit against the sky, a
flat patch of lit color, creating a human essence
against the thin blue. This concentrated seriousness
oddly makes the names of the allegories, Industry,
Meekness, etc., more memorable than any that
preceded them.

38. Bassano, Vittoria

Jacopo Bassano (docs. 1535-d.1592) either ranks
with Tintoretto and Veronese and is merely less
known because he lived in a little town, or else his
limited environment did restrict his development.
Jacopo da Ponte remained all his life in Bassano
(s0 that he was known by its name), a place far
smaller than Brescia or Bergamo, not even having
a bishop. He learned in Venice, as a pupil of Boni-
fazio Veronese, his brush technique and airy realism
of pleasant scenes, but returned home, perhaps so
as not to be in competition with Titian. He then
painted mainly altarpieces for nearby towns and
villages, in many styles, using Pordenone, Parmi-
gianino, and others, a variability which has induc ed
complex theories of his evolution. But he seems,
rather than adopting any of these styles as his own,
to have represented them as he would have a person,
so that a Mannerist figure does not imply refined
decoration but is being seen as a visible shape and

303. PaoLo VeroNEse. fndustry. 1575-77

Canvas, 59" % 87" Ceiling, Sala Collegio

Doges' Palace. Venice

coolly recorded. This was partly because, in his
isolation, he became acquainted with painting
styles in fragmentary wavs, often through prints.
After his early paintings his figures move little, but
pause in detachment like a film still (fig. 304). They
are also absorbed into his brushwork, which is
fresh, luminous, and brilliant as in all the great
Veuetians. His surface is bright and fat as a cravon
drawing, but shinier and pastier, full of streaks or
dabs. 1t rejects not only Titian's and Tintoretto's
brushed energy of the figures, but also Veronese's
constructions of beautiful people, and celebrates
onlv the beautiful visible fheld. Such detachment,
related 1o his remoteness, would today produce
pure painting, but in him was expressible through
subjects considered secondary, either low-class
situations in religious painting (the shepherds in
the Nativity, the man helped by the Good Samaritan,
the parable of the laborers, beggars at feasts. hermut
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ia Nazionale, Palazzo Barberini, Rome

saints) or paintings of animals, seasons, and noc-
turnes. Bassano developed all these many—but
related—motifs, which were so successful in a cheap
market that his sons mass-produced them. His own
later work submerges all the Mannerist styles he
had learned into a new personal one in which a
fragmented paint surface close to Titian’s builds
a direct vision of undramatic shepherds and optical
nocturnes close to Savoldo. El Greco, a late pupil of
Titian who drew on Mannerist prints and lived in
isolation, has striking technical parallels with Bas-
sano (see pp. 415=-18).

Many decorative sculptors worked on Jacopo
Sansovino's big projects, and later emerged on their
own. Someare prolific butroutine (Danese Cattaneo,
Fiziano Minio), but one is remarkable. Alessandro

305. ALESSANDRO VITTORIA
Daoge Niccolo da Ponte

Marble, height 28”

Seminario Arcivescovile, Venice
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Jacopo Bassano. The Adoration of the Shepherds. Canvas, 41"




Vittoria (1525-1608) was led by his training to model
figures whose life is in beautifully spiraling rhythnis,
somewhat like Sansovino’s other most talented as-
sistant, Ammanati (see p. 232). But Vittoria's tem-
perament seems to have been vehement and eager,
causing him to venerate Michelangelo but to be
awkwardly hasty. His colossal stone entrance statues
(1550) for Sansovino’s Library (see fig. 284) are
overpowering but lumpy, his Mannerist tall saints
twisting in ecstasy sometimes seem off balance.
Effects that call for planning are absent, but Vit

39. Michelangelo’s Late

In 1534 Michelangelo left Florence for the last time,
mainly to avoid the Medici duke, and in the same
year Clement VI, the Medici pope, died. There-
after Michelangelo, staying in Rome, had a series of
popes as his only patrons. He was involved with
immense projects, some of which seemed to reach
fruition with less difficulty than before, and he was
regarded as an awesome patriarch and genius. His
style has a more open, simplifying self-assurance;
the works may be complicated, but the treatment
is not so intricate. Pope Paul 111 was interested in
the worldly success of his family, the Farnese, but
also in church reform (he called the Council of
Trent), and Michelangelo’s work reflects both con-
cerns, The latter dominates his paintings: first the
huge fresco of the Last Judgment (1536-41; fig.
306), which, reviving a medieval arrangement of
this theme, fills the end wall of the Sistine Chapel.
At the top center Christ judges, and souls slowly
rise on one side and slowly fall on the other, all of
them hulking bodies without waists, brown on a
blue field. Heaviness is sluggish, a changed basis
for the frustration of action (fig. 307). In the pope’s
new Pauline Chapel Michelangelo’s two frescoes
(1541-50)% celebrating Saints Peter and Paul are
the only ones he ever painted at eye level; perhaps
therefore the figures move back into space, and the
air and color modulations are important.

He also had a growing interest in large archi-
tectural schemes, and designed a city center on the

toria is a master of stucco sculpture, which he had
tearned for Sansovino's ceilings and then applied to
unusually large figures in rows, with impeluous
angular motion. And he is most impressive in
portraiture, a vehicle much in demand but alwass
treated as secondary by Titian and Sansovino. Vit
toria’s graphic old gentlemen of character (fig. 303),
exploiting dashing mobile fragments of robes, are
among the few personal variants on Mannerist
mobility that were used without change in the
Baroque age.

Years

Capitoline Hill (figs. 308, 309, 310). The two build-
ings already there were at odd angles; he made one
his focal center, with a grand staircase, and matched
the second at the side by a third symmetrical with it
on the other side. The result is a wedge-shaped
axial space, ordered and dynamic. The two side
buildings have each a long portico on the lower
story and a solid wall above, tied together by colossal
pilasters. The effect of a skeleton of heavy beams
suggests structural rationalism along with sump-
tuous ceremony. The change from Michelangelo's
previous relief style to a more directly three-dimen-
sional approach is also seen in Saint Peter’s, which
he took over at Sangallo’s death (1546). Getting rid
of Sangallo’s forest of standardsize columns, he
turned to fewer and larger units (figs. 11, 312; see
fig. 224). He returned to Bramante’s central plan
but made it both simpler and livelier; the building
becomes a square with four projecting semicircles
so large that the corners of the square seem the
secondary points. Since the exterior walls are given
the same decorative treatment all the way around
(not shifting in reference to each wall), there is
a mobile effect of constant shifting along an almost
wayward path. The building is too big to permit
the viewer to grasp the correspondence of each angle
to others elsewhere, and Michelangelo uses this
difficulty for a new feeling instead of trving to reduce
it. Colossal pilasters accent each turn of the wall,
theirsize emphasized by the vertical rows of windows
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306. MICHELANGELO.
Last Judgment. 1536—41.
Fresco, 48" % 44"

Sistine Chapel, Vatican, Rome

307.  MicHELANGELO. Damned Soul,
detail of Last Fudgment. 1536-41.
Sistine Chapel, Vatican, Rome




309. MicHeLANGELO. Plan,
Capitoline Hill, Rome.

Axis, to door of
Palazzo Senatorio, 249’

308. MicHELANGELO. Project for Capitoline Hill, Rome
(engraving by Dupérac, 1569

Fagade, Palazzo dei Conservatori, Capitoline Hill, Rome Entire dimensions 63" > 141

310. MICHELANGELO.



311, MicHELANGELO. View of apse, St. Peter’s, Vatican, Rome. Begun 1547.

Wall height 144

squeezed between them. The result is a sense of
live force on a superhuman scale, rising to the dome
that Michelangelo planned butdid notbuild. Inside,
the piers also have more complicated profiles, refer-
ring to the wider, more fluid openings between the
areas.

In his very last years Michelangelo explored a
new building style, even more strongly three-dimen-
sional through its erasure of articulating columns,
leaving smooth massive forms. But these projects
were not executed. Instead we know his late sculp-
ture, done for no patron but himselt. A /70a, % at
first meant for his own tomb, reverts to an early
Renaissance tormula of Christ’s body held up to our
gaze by three symmetrical mourners. As the weight
slips down, the mass carries the conviction of tragedy.
Abandoning this as still inadequate to his concept,
he turned when over eighty to a two-hgure version,
in which the spindly thin Mary and Christ are iden-
tical except that the Christ slips lower (fg. 313). He
was working on a third revision of this in the week
of his death. Like Titian's last works, these were
notations too unformed to be influential untilseveral
generations had worked around to similar expressive
approaches.

313. MICHELANGELO. Pretd. 15
Marble, height 6°4".
Castello Sforzesco, Milan

312. MICHELANGELO.
Plan for St. Peter’s,
Vatican, Rome. 450" square

52-64




40. Gilambologna

I'he grand duke’s fountains and other objects of
display kept many sculptors busy in Florence. Am-
manati and Cellini were joined after 1560 by Vin-
cenzo Danti (1530-1576), who resembles Cellini
in his polished linear sharpness because both had
been trained as goldsmiths. His large bronze group
of the Beheading of John the Baptist (1571; fig. 314)
is most notable for the fashionable Salome, leaning
her sinall head to one side. So does the upper figure
of Honor Conquering Deceit,*® an elegantly twined
version of Michelangelo’s I'ictory which had already
been imitated by Ammmanat, Cellini, and Pierino
da Vinci. All these sculptars had died or lessened
their activity by about 1575, when Giambologna
emerged as the leading sculptor of the Medici and
of Italy.

Giovanni Bologna (1529-1608) was born and
trained on the French-Flemish border, and was
returning from an ordinary tour of lwaly when he
was induced to siay in Florence. No doubt what
first attracted patrons there was his virtuosity; he
bubbled over with facility. Itappears in the fantastic
naturalism of small works, like the bronze sketch of
a turkey walking, which reflect his Flemish taste

(fig. 315). He could also adopt with ease the Man-
nerist canon of the figure turning artificially, and
especially his small bronzes add urbane polish 10
his sources. Indeed, his eager exploration of avail-
able methods, as well as his habit of doing revised
versions, make it hard to trace his career. Still
more suggestive is the Bacchus,®® his bow in his
first big work in Florence to the older Renaissance
radition represented by Sansovino’s.

With balanced rhythms and a remarkable fu-
sion of the local Mannerist system and his Flemish
naturalism, Giambologna’s mature works bring
Mannerism back to life in a newly powerful way.
Thus his first large work, the Neptune fountain in
Bologna (1563-67; made after losing out to Am-
manati in competing for the one in Florence),'% is
formal and strict in placement, yet the figure has
the air of a big bear waking and growling. His
famous Rape of the Sabine Woman (1579-83; fig.
$16a, b) is a tower of twined figures simpler and
truer than the pose would seem to permit, and
Hercules and the Centaur (from 1594),'% even more

subtly, holds its bursting stress in equipoise ina way
that signals the birth of the Baroque rather than late

314. ViNceszo DaxTi.
Beheading of Fohn the Baptist
‘above South Doors). 1571.
Bronze, height 8”.
Baptistery, Florence




315. GiamBoLOGNA. Turkey. Bronze, height 24"

Museo Nazionale, Bargello, Florence

Mannerism. In his fountain statue of the A pennine
(1570; fig. 317), a mountain god (because streams
are born from mountains), he covers the colossal
crouching figure with rubble stalactites under which
the personified mountain crawls like Caliban; an
abstracted fantasy has stimulated elemental life. 1t
is Giambologna who makes it seem normal that
generals or rulers put their statues on horseback in
city squares; in Florence he started a series that was
continued in Paris, with Henri 1V, and in Madrid.
(Since Donatello’s and Verrocchio’s, a century
before, there had been none, but now they became
continuous.) The Sabine Woman marks Giam-
bologna as one of those artists who have created an
image more famous than themselves, an anonymous
item of general culture; still more so is the flying
Mercury.1% We see that they have virtuosity and
life too, regardless of changing taste, and these, not
the classical subjects, are the point. The name Sabine
IWoman was given only after the sculpture had been
finished.

316a, b. GIAMBOLOGNA.
Rape of the Sabine Woman.
1579-83. Marble, height 13°5"
Loggia dei Lanzi, Florence



On a lower level, minor contemporaries of
Giambologna invented some images that jump out
of the taste of their time. The intentionally sweaty,
awkwardly mobile art of Vincenzo de” Rossi (1525—
1587), realistic in detail and often vulgar, has kept
him underrated in Florentine tradition, though his
Dying Adonis, Theseus Embracing Hippolyta,
and six Labors of Hercules'%3 are tinglingly original
and have an anonymous popularity. Valerio Cioli

1520-1599), despite a Bandinellian rigidity in his
habits of design, was able in his youth torival Giam
bologna's naturalistic use of Mannerist conceits by
carving the duke’s fat dwarfsitting nude on a tortoise
(fig. 318), and later echoed it in a series of garden
statues, of which a woman washing a child’s hair is

the most effective.!%4




41. Leone Leoni, Moroni

The date 1530, when the pope crowned Emperor
Charles V' (who had recently sacked papal Rome)
in Bologna, best marks the end of the Italian pattern
of independent cities, other than Venice and in part
Rome itself. Thereafter for centuries ltaly was a set
of Austrian or Spanish dependencies. Milan had a
viceroy, and the duke of Florence, installed by an
imperial gesture, was happy to marry the daughter
of Spain’s viceroy in Naples. These circumstances
shaped the career of Leone Leoni (1510-1592),
residenr of Milan and portraitist of Charles V. He
was first a diecutter of coins and medals in Rome;
since like most medals (but not Pisanello’s) these
were struck rather than cast, Leoni was trained to
incise rather than model a head. Only when he was
forty and master of the Milan Mint did his strong
and ambitious character lead him to large-scale
work. After visits to Brussels and Augsburg he drew
several Habsburg portraits, and soon after in Milan
cast lifesize statues from them (hg. 319). Their au-
thority is in their firm volume, marked on the surface
by metallic shine and intricate linear ornament.
Along with the smith’s training which made it pos-
sible for him to produce a figure of the emperor
that could be shown either nude or in a suit of
armor,!%> he may well have been spurred on by
seeing in Flanders work by Conrad Meit (see p. 383),
the Habsburg portrait sculptor of the previous gen-
eration, which similarly connects plain density and
sharp linear definition. The masklike remoteness
of Leoni's royal faces, in the state portrait formula,
is a startling contrast with his only large works in
stone. They are a row of slaves carved on the front
of his own house, with dangling heads and legs cut
off at the knee (fig. 320). Leoni was a violent person,
who had even been a galley slave after a fight in
Rome, and these statues articulate his private char-
acter remarkably. The splendid house of the suc-
cessful artist was agrowing tradition (from Mantegna
to Giulio Romano and Vasari), but such an acute
difference between public and private art is new,
and foretells the habits of the official artists in the

age of absolutism, such as the Carracci and Bernini.

Yet it seems natural that in this early tentative case 319. Leoxe Leoxt. Mary of Hungary. Bronze,
height 5°5". The Prado, Madrid
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320. LroNE Lro» ulptured fagade,
Casa degli Omenoni, Milan. Width 54"

the difference results in part from the private art
being executed by others; Leoni designed the slaves,
but perhaps more in the role of patron and owner
than as master of the workshop assistants.

Painting in Milan at this period (until a fore-
taste of the Baroque appears with young artists
about 15375) was a Mannerist routine, alluding to
Parmigianino and to Raphael. But the single sculp-
tor, Leoni, has a suggestive parallel with the single
painter of nearby Bergamo, Giambattista Moroni

(docs. 1547-d.1578). They share the specialty of

portraiture—ic is the first instance in an Italian
painter—and the Spanish social context. I'hough
Bergamo was under Venetian rule, many of Moroni's
sitters wear Spanish clothing or have Spanish or
German mottoes. He inherits from his teacher
Moretto the eftect of the subtle gray air on the quiet
substantial figure. Early ones are relatively active,
with jumpy silhouettes, but more and more they

21. GiaueatTista Moront. The Tailor.
Canvas, 38” % 29", National Gallery, London

wear black and stand before gray walls, and
faces, watchfully noted forreality butnot psychology

achieve a monumental stability. Gestures continu

to illustrate a sitter’s motto or trade, as in the fantous
Tailor (fig. 321), cutting cloth but looking out witl
the usual tranquil assurance. (Most of the sitiers
are noble, and this portrait must have been a private
favor.) Moroni, like Bassano seemingly contented
as the only talent in his town, has immortalized the
local society, which has the same restrained confi
dence in its mores that we find in other stable and
complacent provincial centers, such as the one in
Edinburgh immortalized in Raeburn’s portraits
two centuries later



42. Alessi and Tibaldi

322. Gareazzo Aiesst Interior view toward
courtyard, Palazzo Cambiaso, Genoa.
Height of courtyard 45’, open area 21" < 13’

Genoa had less to do with early Renaissance art than
any other sizable city in ltaly. It had no artists of 1ts
own and did not even, like Naples, invite visitors
for stays of any length. lts grear families constantly
fought civil wars, but it did manage oddly to umport
unique quantities of Flemish paintings, no doubt
connected with the unique dominance of its life by
the port and shipping, to the exclusion of local
manufactures. But when in Charles V's time Genoa
became a client state, it brought Perino del Vaga for
ten years to paint court decorations. And from 1550
the architect Galeazzo Alessi (1512-1572) set the
tone of elegant living. Alessi was a trained builder
from Perugia, who typically began by assisting
Sangallo with forts, and then skillfully absorbed in
Rome the sophisticated style of the painter-architect
Peruzzi. He learned it from Peruzzi's works and
from the somewhat decorated version in the hand-
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book of Serlio, Peruzzi's pupil. In Genoa Alessi
could expand from modest labors to rather grand
mansions and villas, which play on the forms of the
Farnesina and Raphael’s Villa Madama, with ele-
gantly proportioned fagades of thin pilasters (fig.
322). In his majestic church, Santa Maria Assunta
di Carignano (from 1549; fig. 323), he virtally
executed Bramante's plan for Saint Peter’s, only
making the dome taller. For clients in Milan he
seems to have added ornament, still more similar to
Serlio, encrusting church facades with carvings, and
in Palazzo Marino designing a particularly imposing
courtyard with a double-columned portico under
an elaborate upper-story wall. His originality is not
in forms but in the airy grandeur of his space han-
dling. Entrance halls wider than long, courtyards
growing out from the palaces into porticoed gardens,
the bridge from the front of Santa Maria di Carigna-
no across to another hill and its interior which re-
places Bramante's sharp geometry with a luminous
broad stability, these are the optical creations of a
master more of building than of designing.
Pellegrino Tibaldi (1527-1596) grew up in
Bologna in a family of Lombard stonemasons, but
was trained as a painter under local imitators of
Raphael. He too went to Rome, joined Perino del
Vaga's large crew, and became his most independent
assistant. His talent in decorative painting flowered
when he frescoed a ceiling, back in Bologna, for

323. GaLEAZZO ALEsst. Plan,
S. Maria Assunta di Carignano, Genoa.
174°6" % 156



Cardinal Poggi, with Mannerist igures in violent,
tricky positions (hg. $2.1). They bow remotely 1o the
Sistine Ceiling but belong more inspiritwith Giulio
Romano's court Mannerisimn, designed to be shock
ing and witty; they also have some of the sugary
decorative richness ot that other Mannerist fresco
painter in Rome, Salviati. The figures are audacious
and absurd in taking impossible poses, and know it.
This is a solution to the problem ol Michelangelo’s
suffocating power: to admit one is imitating him
but make it au impersonal game. Tibaldi’s wittiness
reappears thirty-hve years later in his [rescoes in the
Escorial library near Madrid ' but otherwise he
paiuted almost nothing. Working as an archirect in
Milan lor Archbishop (eventually Saint) Carlo
Borromeo, he again lnlu}s artfully with ]m\\'m!ul
motifs, etlective because he really is bold as well as
clever. Here too lie is like Giulio Romano, when
he makes a column begin to fall but then carves an
angel to catch it. He is most impressive in his Col
legio Borromeo (1564; fig. 325) for the University
of Pavia, where big niches alternate with windows
in up-down and in-out harmony, and rusticated
boulders swoop forward to clamp the main door.
The plastic exuberance and whimsical vitalism
are more genuine successors of Michelangelo’s Lau-
rentian Library than any other Mannerist archi-
tecture, but rest on the structural stonemason
background. Tibaldi's last works develop a cleaner
style with spadial stress upward, 1nto a dome, and
bold hee colonnades in lront of a church fagade,
whose centralizing force predicts the High Baroque.

PerLEGriNO TiBarp1. Facade
Collegio Borromeo, Pavia. 1564
836" x 236"

324. PELLEGRINO TiBaLDI. Giant. Fresco,
entire dimensions 6’11 % 11'10”.
Ceiling, Palazzo Poggi. Bologna




44. Painters in Rome and Florence after 1550

In 1550 Vasari’s Lives included only one living
artist, the seventy-five-year-old Michelangelo. 1n

1568 the second edition of the Lives expanded to
include some who were quite young, but this only
reinforced its attitude that art had reached a peak
with Michelangelo and Raphacel and then declined.
Certainly the attitude of Mannerism toward past
art as a mine of style tended to assume, and to rein-
force, the same view, and today we admire the work
of many Roman and Florentine painters younger
than Raphael, but few younger than Bronzino. The
Medici dukes did very well with their sculptors,
culminating in Giambologna, who was a European
figure though perhaps not a Florentine one. Their
architects, similarly busy with festivalsand mansions,
repeat old ornaments with a professional neatness,
decorative and rather gentle, that seems to mark
their awareness that they are wearing their tremen-
dous heirlooms in a provincal backwater (Ber-
nardo Buontalenti; Giovan Antonio Dosio). Indeed
Florence had lost its political and commercial
importance completely and was comparable to an
cighteenthcentury German duchy employing good
musicians. Among painters, Bronzino’s chosen heir,
Alessandro Allori (1535-1607), is totally routine,
but in 1570 he and a group of Vasari's students pro-
duced an original decorative work, the study of
Duke Francesco 1. A series of rectangles and ovals,
with figures of graceful artifice in the Parmigianino
vein, surprisingly describe the trades and industries
of Tuscany (fig. 326). These to be sure are an odd
list, ranging from alchemy to coral fishing, but still
create freshly, once more, the Mannerist idea of
artifice played against observation. The whole proj-
ect is a minute treasure vault, and hardly any of the
young artists ever accomplished anything else; its
qualities were evidently brought to life by Vasari,
again the entrepreneur of a systematic project, and
by the hedonistic duke.

Rome was better off because of its continuing
great role as the papal city, and the presence of the
aged Michelangelo. Yet the leading work about
1550, Salviati’s and Perino del Vaga’s wall decora-
tions, still exploiting Raphael's last formulas, must
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have been discouraging. Typically, the chief excep-
tion to the trend worked a very narrow vein. Daniele

da Volterra (docs. 1532—d.1566)

astrong individual
talent, rebelled by the simple expedient of becoming
a virtual copyist of Michelangelo’s recent work.
His pictures are closer than ever to being sculptural
drawings, without color or space around the figures.
These are gigantic, usually looming before us alone
or in pairs colliding, with rippling muscles and
harder texture than Michelangelo’s own. This
limited range actually avoids any sense of competing
with Michelangelo, but by concentrating power in
these elementary images creates the most serious
painting of the time, in both senses, of nonfrivolous
andimposing. Hisone master piece, themany-figured

326. Francesco Moraxpint, I Porpi
The Foundry. 1570. Canvas, 45" % 34",
Studiolo of Francesco I, Palazzo Vecchio,

Florence



Deposition from the Cross, is early (15415 fig. 327);
thereafter timidity reduced him more and more,
finally to a few sculptures, of which a head of his
master Michelangelo is the most significant (1564~
66).197 Ocher painters began to use a very odd man
nered blend of Daniele and Perino’s ornament.
This appears in the talented Taddeo Zuccaro
(15209-1566), who died young, aud the less talented
Siciolante da Sermoneta (1521-1580?

; both paint
hulking monumental groups of hgures covered with
wriggling folds.

Sculptors’ problems are illustrated by the re-
peated encouragement Michelangelo gave to young
sculptors who were not imitating him, and who

327. DANIELE DA VOLTERRA
Deposition fr
Detached fresc
S Trinita dei Monti, Rome

Cr 5

about 13" < 8'6

indeed were the best. Tu each case he helped to
secure a big commission for a womb and himsell
provided an architectural plan for 1, but the resule,
in the 1540s, was that Gugliehno della Porta got
bogged down and never did another large work,
Ammanati in the 15505 lelt Rome and turned to
architecture more and more, and Leone leont in
the 13608 was not in Rome anywav. In 1570 Vignola
was the oune first-rate artist there, and he was one
of those rare architects who practiced no other art
Yet at hts death in 1573 he bequeathed 1o Giacomo
della Porta the Gesii, the church which may well be
called the first Baroque work of are, and so confirmed
the fertility of Rome



44. Cambiaso, Barocci

The belief that (except for Venice) ltalian painting
was in a bad wav in 1575 is a normal, but wrong,
extrapolation from Rome and Florence. The same
odd phenomenon that saw Palladio, the greatest
living architect, content to stay in Vicenza and send
out illustrated books allowed small. previously
unproductive towns like Bassano, Bergamo, and
Urbino, and the sterile great citv of Genoa, each to
have a painter superior to all those in the established
centers. This may have astylisticcause: therepetitive
artificiality of Mannerist imitation puts a preminm

Luca Caysaraso

nna of the Candle

vas, 577 % 43" Palazzo Bi
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by contrast on freshness and even provincial naiveté,
soon to be illustrated at its peak by Caravaggio’s use
of his Lombard training in his Baroque revolution.
It may also have an economic cause: ltaly declined
as a patronage center, and the leading artists of
Venice, Genoa, Milan, and Urbino all made trips
to Germany and Spain anvhow; when that hap-
pened, Florence had no advamage over Urbino.

I'he Genoese luca Cambiaso

emerged at the same moment as Alessi, by looking at
what visitors had done in the city, not so much at
Perino del Vaga as at Beccafumi, who had been there
more recently. Hence come his ceiling mythologies,
with foreshortened figures in a filmy translucent
brown. His drawings, in transparent brown wash,
have a quick zest of line, and his shorthand methods
include cubes for figures (a convention that he did
not inveni—Diirer had used it). Both paintings and
drawings exist in enormous quantity, and stories
were told of his painting with both hands. The
paintings are very unequal; the altarpieces often
reflect local provincial traditions, the mythologies
the lubricity of Perino. The strongest are the reli-
glous stories containing a tough genre element (fig.
328); in them he, like Romanino earlier, borrows
from German prints, which seem to match the plain
surface handling.

I'he much more remarkable Federigo Barocci
(1526-1612) also liked luminous color surfaces. He
visited Rome while voung but returned to his native
Urbino, where he avoided company and lived in
poor health. The turning point came when in some
indirect wav he learned of Correggio. The mining
habits of the Mannerists had made possible such
direct leaps back across generations, but the dead
ends of their imitative works seemed to recommend
a return to a pre-Mannerist art. This was indeed
being tried in Florence by Santi di Tito (1538-
1603), but he produced merely an academic render-
ing of Andrea del Sarto, with neat figures in blank
rooms (though he does seem to foretell Guido Renti).
Barocci's return to Correggio produces something
more, because Correggio had himself been so ex-

perimental and because heisused onlvas a stimulus.






Supplementary Notes to Part Two

1. Leonardo da Vinci. dnnunciation. Uthzi Gallery, Florence.

2. Leonardo da Vinci. Ginevra de” Benci. National Gallery of
Art. Washington, D.C.

3. Leonardo da Vinci, project for colossal equestrian statue of
Duke Francesco Sforza of Milan: stages of design shown in
drawings, mainly in the Royal Library, Windsor Castle.

4+ Filippino Lippi. frescoes of the lives of Sts. Philip and John
the Evangelist, Strozzi Chapel. S. Maria Novella, Florence.

5. Filippino Lippi. Crucifixion, 1497, Staatliche Museen, Berlin-
Dahlem.

6. Piero di Cosimo. Death of Procris, National Gallery, London.
7. Piero di Cosimo, Cleopatra, Musée Condé, Chantilly.

8. Piero di Cosimo, portraits of Giuliano da Sangallo and of his
father Francesco Giamberti, Rijksmnseum, Amsterdam.

o. Andrea Solario, Virgin with the Green Cushion, The Louvre,
Paris.

1o. Sodoma, St. Sebastian. Pitti Palace, Florence.

t1. Sodoma, St. Catherine of Siena, Chapel of St. Catherine,
S. Domenico, Siena.

12. Leonardo da Vinci, Leda and the Swan: known through
several drawings: a copy of one by Raphael: paintings by
Milanese imitators.

13. Michelangelo, Battle of Lapiths and Centaurs, Casa Buonar-
roti, Florence.

1. Michelangelo, Cupid. formerly in the collection of Isabella
d'Este, Mantua (now lost).

15. Raphael, portraits of Angelo Doni and of his wife Mad-
dalena, Pitti Patace. Florence.

16. Andrea Sansovino, altar of the Sacrament, Corbinelli
Chapel, S. Spirito, Florence.

17.  Andrea Sansovino, tombs of Cardinal Ascanio Sforza and
of Cardinal Girolamo Basso della Rovere, S. Maria del Popolo,

Rome.

18. Fra Bartolommeo, Last Judgment. Museo di San Marco,
Florence.

19. Andrea del Sarto, Birtk of the Virgin, courtyard, SS.
Annunziata, Florence.

262

20. Andrea del Sarto, Madonna of the Harpies, Ufhizi Gallery,
Florence.

21.  Andreadel Sarto, Last Supper, Convent of S. Salvi, Florence.

22.  Michelangelo, Dying Slave; Rebellious Slave, The Louvre,
Paris.

23.  Raphacl, Madonna of the Chair, Pitti Palace, Florence.

24. Raphael, Sistine Madonna. Gemaldegalerie, Dresden.

25. Baldassare Peruzzi, Presentation of the Virgin, S. Maria della

Pace, Rome.
26. Giorgione, Sleeping Venus, Gemildegalerie, Dresden.

27.  Cardinal Pietro Bembo, The Asolans (Gli Asolani), written

1503.
28. Baldassare Castiglione, The Courtier (1l libro del cortegiano).
written ¢.1514. published in Venice, 1528: English translation,
1561.

29. Titian, Concert Champétre. The Louvre, Paris.

30. Giambattista Cima, Endymion, Galleria Nazionale, Parma.

31.  Giovanni Betlini, Baptism, S. Corona, Vicenza.

32. Giovanni Betlini, St. Jerome with Sts. Christopher and Augus-
tine. S. Giovanni Crisostomo, Venice.

33. Giovanni Bellini. Nude with Mirror, Kunsthistorisches
Musenm, Vienna.

34.  Ovid, Fasti, written in late first century B.c.: six books on
the days from January to June—myths, legends, rituals, notable

events.

35. Tullio Lombardo, tomb of Guidarello Guidarelli. Accade-
mia, Ravenna.

36.  Jacopo Palma, Arioste, National Gallery, London.

37. Sebastiano del Piombo, Sts. Bartholomew. Sebastian, Louis of
Toulouse, and Sinibald, S. Bartolomeo, Venice.

38. Francesco Francia. St. Stephen, Galleria Borghese, Rome.

30. Amico Aspertini, frescoes in Oratory of S. Cecilia, S.
Giacomo Maggiore, Bologna.

40.  Amico Aspertini, Nicodemus with the Dead Christ, S. Petronio,
Bologna.



41.  Dosso, Bacchanal, National Gallery, London.
32.  Dosso, Camera delle Cariatidi. Villa Imperiale, Pesaro.

43. Dosso, diamond-shaped panels for Castello Estense.
Ferrara: now Galleria Estense, Modena.

44. Dosso. Allegory of Music. Horne Collection, Florence.

45- Dosso, Jave Painting Butterflies. Kunsthistorisches Museum,
Vienna.

46.  Giorgione and Titian, frescoes painted for the Fondaco dei
Tedeschi: some fragments now in the Accademia. Venice.

47.  Titian, Christ with the Woman Taken in Adultery, Corparation
Art Galleries. Glasgow

48.  Titian, Three Ages of Man. National Gallery of Scotland ‘on
loan from the Earl of Ellesmere . Edinburgh.

49. Titian, Salome. Galleria Doria-Pamphili. Rome.

30. Titian, Girl Combing Her Harr. The Louvre, Paris lone of
several versions!.

51.  Titian. Worship of Venus. The Prado. Madrid.
32. Titian. Bacchanal of the Andrians, The Prado. Madrid.

53. Titian. Pesaro altarpiece, S Maria dei Frari, \enice.

5¢4. Titian. Aude 1 Fur Coat, Kunsthistorisches Museum.
Vienna also Hermiiage, Leningrad .

53. Lorenzo Lotto, Bishop Bernardo de” Rossi. Museo Nazionale
di Capodimonte, Naples.

36. Lorenzo Lotto, Allegary (cover panel to Portrait of Bishop
Rossi', National Gallery of Art, Washington. D.C. 'Samuel H

Kress Collection .

37. Lorenzo Lotto, Susanna and the Flders. Contini-Bonacossi
Collection, Florence.

58. Lorenzo Lotto, Annunciation, S. Maria sopra Mercanti,
Recanati.

39. Girolamo Savoldo. The Hermit Saints Anthony and Paul.
Accademia, Venice.

60. Correggio, Madonna of St. Franas. Gemaldegalerie,
Dresden.

61. Andrea Mantegna, Madonna of Victory. The Louvre, Paris.

62.  Correggio, Rest on the Flight 1nto Egypt. with St. Franas.
Ufhzi Gallery, Florence.

63. Correggio, Madonna of the Basket. National Gallery.
London.

64. Correggio, Madonna with St. Jerome. Galleria Nazionale.
Parma.

65. Correggio, Danaé. Galleria Borghese, Rome.

66. Correggio, Leda and the Swan. Staatliche Museen, Berlin-
Dahlem

67.  Michelangelo. “Dawmd or Apollo,” Museo Nazionale.
Bargello. Florence.

68.  Michelangelo, 1ictary. Palazzo Vecchio, Florence.
6g. Jacopo Sansovino, Madonna. S. Agostino, Rome.

70. Jacopo Pontormo. Fisitation, courtyard, SS. Annunziata,
Florence

71. Rosso Fiorentino, Assumption of the Virgin, courtyard. SS.
Annunziata, Florence.

72. Parmigianino. Story of Diana and Actaeon. fresco cycle.
Castello Fontanellato near Parma:.

73. Raphael, Loggia of the Vatican: thirteen bays overlooking
courtyard of S. Damaso. each bay vaulted in four frescoed zones
painted by artists in Raphael’s workshop.

-4  Paris Bordone. Doge Receiving the Ring, Accademia. Venice.
75.  Titian, Presentation of the Virgin, Accademia, Venice

76. Edouard Manet, Olympia. 1863, Museum of Impressionism,
The Louvre, Paris.

77. Titian, Cain Slaving Abel, The Sacrifice of Isaac, and Darid
Slaying Goliath. ceiling paintings, Sacristy, S. Maria della Salute,
Venice.

78. Tivan. Vendramin Family, National Gallery, London.

79. Titian. Charles 1 on Horseback, The Prado, Madrid

8o. Titian. Danae, Museo Nazionale di Capodimonte. Naples.

81. Tinan, Rape of Europa. sabella Stewart Gardner Museum.
Boston.

82. Sanmicheli, gates for Verona: Porta S. Giorgio. 1527:
Porta Nuova, 1333 40: Porta S. Zeno, 1341 : Porta Palio, begun
1546.

83. Jacopo Sansovino, eight bronze reliefs of the iife of St.
Mark. on tribunes in choir, St. Mark’s, Venice: right tribune,
1537: left, 1544

84 Bartolommeo Ammanati. effigy of Mario Nari from his
tomb |in fragments'. Museo Nazionale, Bargello. Florence

85. Bartolommeo Ammanati, Neptune Fountain, Piazza della
Signoria, Florence

86. Bartolommeo Ammanati. Ponte S. Trinita ‘across Arno
River), Florence.

87. Giacomo \ignola, Regola delli angue ordim darchitettura
Rule of the Fuze Architectural Orderc. | first published 1562
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88.  Sebastiano Serlio, Il primo i-quinto) libre d'architettura ( The
First [to Fifth) Book of Architecture , published separately in Venice
and Paris, 1537-47.

89. Andrea Palladio, I quattro libri dell’architettura | The Four
Buaoks of Archutecture), first published Venice, 1570.

go. Tintoretto, Susanna and the Elders, Kunsthistorisches
Museum, Vienna.

gt.  Tintoretto, Healing at the Pool of Bethesda, S. Rocco, Venice.

92. Tintoretto, miracles of St. Mark: Finding of St. Mark’s
Bady. Brera, Milan; Removal of St. Mark’s Body, and The Muracu-
lous Rescue of the Saracen by St. Mark, Accademia, Venice.

93. Paolo Veronese, frescoes in Sanmicheli's Villa Soranza,
Treville di Castelfranco: fragments preserved in sacristy of
Cathedral, Castelfranco: Museo Civico, Vicenza; Seminario
Patriarcale, Venice.

a4.  Paolo Veronese, Temptation of St. Anthony, Musée des Beaux-
Arts, Caen.

65. Paolo Veronese, ceiling paintings in Doges’ Palace, Venice :
many still in situ ; others in Accademia, Venice, and The Louvre,
Paris.

96. Michelangelo. Crucifixion of St. Peter ; Conversion of St. Paul,
frescoes in Pauline Chapel, Vatican, Rome.

97. Michelangelo, Pieta, Cathedral, Florence.

98.  Vincenzo Danti, Honor Conquering Deceit, Museo Nazionale,
Bargello, Florence.

99. Giambologna, Bacchus, Borgo S. Jacopo, Florence.

100. Giambologna, Neptune Fountain, Piazza del Nettuno,
Bologna.

101. Giambologna, Hercules and the Centaur, Loggia dei Lanzi,
Florence.

102. Giambologna, Mercury, Museo Nazionale, Bargello,
Florence.

103. Vincenzo de’ Rossi: Dying Adonis, Museo Nazionale,
Bargello, Florence; Theseus Embracing Hippolyta, Boboli Gardens,

Florence; six Labors of Hercules, Palazzo Vecchio, Florence.

104. Valerio Ciol, Woman Washing Child’s Hair, Boboli
Gardens, Florence.

105. Leone Leoni, Emperor Charles V, The Prado, Madrid.

106.  Pellegrino Tibaldi, ceiling frescoes of the Liberal Arts,
Library of Printed Books, Escorial.

107. Daniele da Volterra, Portrait of Michelangels, Museo
Nazionale, Bargello, Florence.






1. Jean Pucelle

Evervwhere north of the Alps, nearly every work of
art in the fourteenth century is completely medi-
eval. Architecture is most obviously so; it had
dominated the other arts in the Gothic world, and
perhaps for that reason was unlikely to seek out
change. Special Gothic media like stained glass and
ivory carving were equally waditional. A very few
outstanding works of sculpture show innovation.
The one widespread change occurs in manuscript
illustration, in its great center in Paris. Naturally
influence from laly helped this along, but it also
involves a great original personality, Jean Pucelle
(records c.1323-d.1354).

A large shift was also going on in the condi-
tions of patronage. All the Gothic cathedrals had
been hegun, aud only continuations and annexes
were to follow. They had implied roughly equal
importance among towns of varying sizes from Char-
tres to Paris, communities stimulated to great en-
terprises by their bishops, and they had interlocked

329. MasTer HoxoRE. Stories of David.
illuminated page in the Breviary of
Philip the Fair. 1296.

Vellum, page 6 7/8" < 4 1/2".
Bibliothéque Nationale, Paris

330. Maciot(?). St. Denis Preaching,
illuminated page in the Life
of St. Denis. 1317. Vellum,

illumination 9" % 5",
Bibliothéque Nationale, Paris

all the arts in one project. But now Paris was achiev-
ing the dominance it has today, the royal family
was becoming the main patron, and though reli-
gious themes continued preeminent, the works
were less often destined for churches. As the cathe-
dral is the typical vehicle of the finest thirteenth-
century achievements, in the fourteenth century it
is the yoyal person’s prayer book, rich but small like
a jewel. Pucelle’s masterpiece is a Book of Hours
measuring less than three by four inches made for
Queen Jeanne d'Evreux (hg. 331). A Book of
Hours is a compilation of an individual's prayers
fOf lll(’ Year; no wwo books h.l\'(‘ th‘ same text.
Pucelle was also a pcnunality, such that forty vears
after the book was made, the queen in her will be-
queathed “my book hy Pucelle.” He is only the
second outstanding French illuminator known to
us by name, preceded by an anonymous sea but
followed by more and more frequent allusions to
admired artists.

His predecessor a generation hefore had been
Master Honoré from Amiens, whose Breviary for
King Philip the Fair (1296; fig. 329) representedreal,
thick people, in vigorous actions channeled through
flowing Gothic rhythms, on flat hackgrounds. The



leading master of Pucelle’s youth, Maciot (docs.
1302-1319), may be the artist who illustrated a Life
of Saint Denis for King Philip the Tall in 1317
(fig. 330), with lively groupings of Paris street
crowds, butstill in a flat diagrammed environment.
Pucelle’s most obvious innovation 1s to explore
depth; he draws dollhouses, rooms with walls all
around except in front, with receding beams and
light and shadow, and in them, people acting out
the scenes (figs. 331, 332). I'hese schemes are taken
directly from Duccio, and Pucelle may have been
in Ttaly. But if that were all, he would only count
as local talent, the first to import an invention into
a province. He is also famous for importing another
modern device, the didlevies that had recently
developed in English illustration. These ave the
little figures in the margins beside formal scenes—
comic, whether real or fantastic, showing anecdotes
of games, fights, and lovemaking—sometimes quite
unconnected with the official scenes but often paro-
dies of them, such as the fables of apes and foxes
that mock human behavior. (Contrary to a cliché,
medieval art does not ignore the everyday physical
world; it just classifies it in another section of its
system.)

Pucelle uses these marginal types and adds
a new one, in which the main story is sprawling out
from its frame (fig. 332). The margin is then likely
to show the tougher or earthier part of the holy
event: the margin of the Resurrection in the Brevi-
ary of Belleville shows the sleeping soldiers; below
the Adoration of the Magi we see the Massacre of
P, pagan
idols falling to the ground. These annexed scenes

the Innocents; below the Flight into F

and Pucelle’s depth probing are two symptoms of
his personal tendency to break down the Gothic
allocation of data in clear slots, and to create allusive
links and fluid continuities through which people
stretch themselves. Again in his grotesques, the
ornamental rectangles that had previously filled
paragraph-ends grow into the margins as live crea-
tures. He loves spatial and physical thrusts, as in
the intensely geometric and natural anecdote of a
figure running up a spiral staircase, or a night scene
as atmospherically fresh as Taddeo Gaddi's a little

332. Jeax Pucerik. Saul and David,

illuminated page in the Belleville
Breviary. 1323-26.

Vellum, page g 1/2" %6 1/2".
Bibliothéque Nationale,

Paris

331. JEAN PUCELLE. Annunciation, illuminated
page in the Hours of Jeanne d’Evreux.
1325-28. Grisaille and color on vellum,

page 312" x2 1 2". The Cloisters,
Metropolitan Museum of Art, New York
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later (see fig. 28). As he likes color less than ranges ol
gray, so he is inexhaustible in motifs of action, peo-
ple wringing hands, beating and dropping things,
excitedly finding themselves penetrating the world.
T'he world itself in motion is the theme of his most
famous invention, a set of illustrations in the Brevi
ary for a calendar in which, month bv month, a
landscape of trees grows twigs and then loses its
leaves, without human observers except for a peas-

ant in December who comes to cut branches. Pucelle
is still a Gothic draftsman of flowing line and a
medieval artist whose vehicle is a part of some larger
object, in his case a book, and his calendars still
emphasize systems for dividing up the cosmos. But
he remakes the calendar through his sense of nature
and the visible continuum of organic life, just as
in his style he uses his Italian sources for new posi-
tive purposes.

2. French Painting, 1340-1380

433. Fishing. Fresco (portion), height of
entire visible area 14'10”, width 147"
Chamber of the Deer, Palace of the Popes,

Avignon

The only competition for Paris was Avignon, home
of the popes for seventy vears (1304-78). The palace
that was gradually built through their stay is an
immense structure that is now the best surviving
illustration of the transition from castle to palace.
It was also one of the earliest, preceding King
Charles Vs rebuilding of the Louvre. A casual mix-
ture of thick donjon towers and open courts, it is
adorned with frescoes. The most snrprising to us
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are the pleasant scenes of fishing, hunting, and
hawking, with figures strolling before a flat green
wall of landscape (fig. 333). We are likely to label
this as the style of tapestries, which, being helpful
in warming the increasingly numerous rooms, seem
perhaps to have evolved later in imitation of such
murals. Secular frescoes of this kind were probably
frequent in castles, being described in chivalrous
romances, hut secular paintings have a far lower
chance of survival than church paintings (just as
among buildings we have ruins of castles but sur-
viving churches). T hese frescoes were painted under
the supervision of the papal master painter and
priest Matteo Giovanetti (docs. 1336-136%8) from
Viterbo, near Rome. We can think of him among
French artists, since we know his work only after
he got to Avignon, and even his obvious dependence
on Simone Martini may have been acquired or
reinforced there. His palace frescoes recall the style
of Simone’s other chief pupil, Barna da Siena (see
fig. 47). Both alter Simone’s twining line to make
the people thicker, settled on the ground plumply
in rocky landscapes, with loose and jumpy inter-
relations. Barna is more passionate and Matteo
more earthy, hut the insistent temperaments of
both manage to use their master’s more subtle and
aristocratic patterns to mark a personal note, even
if more blaring and less modulated than his. In
Matteo's series of the life of Saint Martial (1344-
t5)! the most startling wall has as its theme all the
churches the saint founded. It presents them as a
kind of picture inventory, a rougher and more



primitive version of Sienese spatial surveys like
the Lorenzettis’. This and the hunting landscapes
done under Matteo's eve suggest that, even when
reduced to an elementary form in this outpost, the
Sienese teachings were highly capable of relating
imaginatively to new problems.

Paris was more sophisticated and perhaps the
largest city in Europe, but no doubt Parisian artists
watched Avignon as a clue to hahian methods. This
may explain the siyle of the teading artist at King
John II's court, whose varied works have heen
grouped under the name Maitre aux Bogquetaux
(*Master of the Thickets™). In a late work, illustrat-
ing the poems of Guillaume de Machaut (c. 1370),?
figures in manuscripts for the first time relate 0 an
open landscape with a sense of breadth that reflects
monumental painting, and with the same rather
loose, tough, bunched effect as Matteo’s. But Gothic
training makes the artist modify this vision conserv-
atively, constructing tall people out of smooth
curves and flattening the panorama of hills. A closer

link to Matteo appears in a panel painting that
334- King John II af France. c.1360.

may be this master’s, the porwrait ot King John . o
g Panel, 22" x 13”. The Louvre, P

in profile (c. 1360; fig. 334), olten honored as the
first French painting, produced with a working
svmbiosis of Gothic curvilinear formulas and solid
cubic modeling. The least heavy of his works, if
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335. MAITRE AUX
BogueTaux ?

Lot and Abraham,
illuminated page in the
Bible of Jean de Sy.
1355-¢.1380. Vellum,
page 16" 12",
Bibliothéque Nationale
Paris




they are really his and not simply the product of a
group style, are the small illustrations in the large
Bible with the commentaries of Jean de Sy, made

5). Figures and
trees are strung alternately along a base line with
no other environment, both sinuously forceful and

for King John (1355—c.1380; fig.

with a tough thrust of gesture.

The tendency to slip back to provincial tra-
ditions from Pucelle’s difficult refinement of ob-
servation seems confirmed by the case of André
Beauneveu (docs. 1360-1402). He was a sculptor
at first, much favored by King John's son Charles

V' for his own (1364-66) and other tombs, standard
but strong carvings in the High Gothic tradition.?
Later, when he illustrated books for Charles’ broth-
er the duke of Berry (c. 1380-85),% he naturally
produced sculptor’s figures without context or color,
enthroned bearded men repeated with few varia-
tions in a vigorous Gothic formula of rhythmic
gesture and tolds. The contemporary chronicler
Froissart recorded him as the duke’s most esteemed
artist, as he had apparently been Charles V's, but
both patrons also made use of rather more modern
talents.

3. Accomplishments around King Charles V

King Charles V' emerges as an active patron, curions
about ideas, constantly wanting his portrait painted
but letning it be realistic. When he made the Louvre
over into a palace, he built a grand spiral staircase
with lifesize statues of himself and relatives on its
exterior. The subjects and their location make an
instructive contrast with the rows of saints carved
in the thirteenth century for cathedral doorways.
The Louvre figures are lost, but their appearance
may be guessed from echoes such as the nine statues
in three high 10ws on the north tower at Amiens
Cathedral (1376-80): three saints, thiee roval per-
sons, and three civil servants. The Chancellor
Bureau shows us a sharp inquiring face above his
conventionally folded robes, and the whole figure is
independent from the building. Also an echo of the
Louvre project, it seems, is the most brilliant sculp-
ture surviving from this period, of Charles and his
queen, from the Chapel of the Quinze-Vingt in
. 1370; fig. 356). Some High Gothic sculp-
ture s as open and undetailed in its solidity as this,

Parts (¢

but the minimizing of pattern in [olds and face is
new, letting plump queen and fresh-faced king get
their dignity from frank human individuality.

336.  King Charles V.

Stone, height 6'5".
The Louvre, Paris




All the king's architecture, nearly all of the

major painting, and a vast amount of the sculpture
is lost as a result of the Hundred Years” War, the
intermittent struggle with England during which
his reign is a relatively mild phase. (His father had
been captured in battle and died a knightly pris-
oner.) One impressive big picture remains, known
as the Parement de Narbonne (c.1370; hg. 337). 1t

is a nine-foot-wide white silk cloth for the front of

an altar, drawn in black because it was for ritual
use during the mourning period of Lent. Gothic
tracery frames the scenes, with King Charles and
Queen Jeanne kneeling in their own niches. As if
cued by the standard decorative frames, the hgures
are sharply drawn in grand curves, whic h build
strong forms and also communicate the physical
pressure of their pain. in the austere denial of space
the unknown Master of the Parement might seem.
like Beauneveu, to be regressing in time, but his
focus on physicality is so modern that the spaceless

ness may be a conscious device of expressive stress.

337. Parement de Narbonne.
center portion

Silk, entire dimensions
27" % 9’5"

The Louvre, Paris

The Parement may have been rare as a large paint
ing when it was made, since we later hnd its artist
illustrating books,? and there even probing spatial
depth in small scooping ways.

The leading vole of book iHustration in car-
rying modernity seems conhrmed by one more
remarkable portrait of King Charles. 1t is the fron-
tispiece of a Bible, in which the seated king, dressed
in the academic gown of a Master of Arts, receives
the book as a gift (fig. 338). The opposite page 1s
filted by a huge inscription recording the date, 1371,
and the names of the king. the donor, and the artist.
John of Bruges, whom we know as Jean Bondol
(docs. 1368=1381). He is the first of a long line of
Flemish painters who dominated French royal
pavonage. This, his only certain painting, is far
more otiginal than Beauneveu’s and more forward-
looking thau the Parement inits soft glowing torms,
modeled without line, n a space firmly established
by a squarish platform. The King. in this casual,

unstructured freedom to move, seems to push his

S



4. Claus Sluter

Philip the Bold, duke of Burgundy, received an
appanage from his father King John 1 almost equal
to his oldest brother's royal inheritance. He lived
partly in his provincial capital of Dijou, partly in
Paris, but in 1384 he inherited Flanders, the richest
and most urban part of the Netherlands, from his
father-in-law. Since part of Flanders was outside the
borders of France, he became even more independ-
ent; the Flemish merchants were concerned about
managing their town goveruments, so 1t was con-
venieut to both sides for Philip to collect Flemish
taxes but use the money to adorn his feudal court
in Dijou. Like his brothers, he also considered that
the hest artists were Flemish, so we tind town-bred
artists working at the roval and ducal courts. Among

chair torward to see the book better. -

“he assump-
tions abont modeling here are related to vecent
painting in Florence, such as Maso's (see colorplate
4). Thisaccidentally surviving page shows the origin
of a widespread phase of Renaissance style, discard-
ing linear convention for a human realism eased hy
soft light and grace. Yet Bondol's only other sur-
viving work is the design of a set of tapestries for
the king's mititaryaminded brother, the duke of
Aujou, on the ('muplvx theure of the Book of Reve-
lation (c. 1575).%5 These are the oldest existing
tapestries (other than small fragimeuts), but as
works of Bondol they are odd since they are copied
from a thirteenth-century book that he needed to
work out the old-fashioned themes. Thus the Paris
court had ambiguous values, and the king's other
brothers, the dukes of Berry and Burgundy, were
far more stimulating patrons.

338.  Jean Bonpor. Frontispiece,

Bible of Jean de Vaudetar. 1375.

Vellum, illumination 8 3/4" ¥ 6".
Rijksmuseum Meermanno-Westreenianum,

The Hague

these is the greatest sculptor ot the century and one
of the most original i auy century, Claus Sluter
from Haarlem (docs. from 1380-d.1j05), the first
of the great realists of the Netherlands.

A monumental realism had emerged at tumes
in High Gothic sculpture, as in the transept portals
of Chartres, but always m the context of figures
framed and set in a big encyclopedic system that
tended to cool down their individual difterences.
Organization overruled realism entirely in most
tourteenth-century sculpture in France, Germany,
or England, and it offers smooth stamped-out cur-
vilinear formulas for faces and robes. Even the
rare realistic face seems to be treated as a type.
Hence Sluter's powerfnl reference to particular ex-



340, 341. CLAUs SLUTER. Mo, vid, and Jeremiak, on the Well of Moses. Stone, height of each figure about 5’8

Chartreuse de Champmol, Dijon




perience, supported by imposing weightiness, has
as another expressive factor its loosened relation to
its environment. The process recalls ltalian thir-
teenth-century painting but is now more violent,
since naturalism at this later date has a more ex-
plosive birth. Sluter came to Dijon from Brussels,
the year after the duke inherited Flanders, to work
as an assistant, but he took over in 1389 when his
master died. lu 1393 he carved the doorway sculp-
ture of the new Carthusian monastery (hg. 339)
where Philip was planning his dynastic tombs. At
either side duke and duchess kneel, each presented
by a patron saint, and are received by the Virgin,
set against the central door post. This is basically
a classic Gothic door-sculpture arrangement, even
underlined by very heavy ornamental brackets
above and below the figures; but those kneeling
thereby leave a gap above themselves which is all
the more conspicuous, like a musical rest. The look
directed by the people across the door openings
involves real space and siretches the selfsufficient
internal rhythm of the system near to the breaking
point. Robes are thicker and heavier than usual,
almost sloshing around the feet, and are soft and
pliable so that an imposing materialism gives the
figures reality and significance, vet these qualities
are infiltrated into a standard Gothic linear rhythm
of folds. The ducal faces reflect the realism in King
Charles V and Queen Jeanne at the Quinze-Vingt
(see fig. 336), by Sluter's clearest predecessor. Other-
wise his sources are a problem, eased by this earliest
work which shows new principles but only a small
change in the visual qualities of the sculptured
figure. He next built (1393-1404) inside this mon-
astery a hunge Crucifixion group over a fountain.
The base survives in place, under the name of the
Well of Moses, with six prophets (¢.1300-1 jo3; figs.
340, 341). These are set in front of pauels, but ir-
regularly; the tension between a firm static frame
and the naturalistic mobile figure is basic to Sluter.
It appears within each figure too. the tanrastic
naturalism being constantly underlined by ormna-
mental patterns. Zachariah's soft old flesh mixes
with a frizzled beard, Jeremiali's bony and fleshy
face is framed by an ornamental neckband, David's
is set in a crown and formal curls; these mixtures
were more marked when the figures were painted
and Jeremiah had his eyeglasses!

Powerful particularism in conuast with pat-
terned background reappears in Sluter’s last, unfin-

ished work, the duke’s tomb (carving begun 1404).
A frieze of small mourners all around the sarcoph-
agus was wraditional; he modifies them to small
separate statues in an arcade, again loosening the
scheme (hg. 342). These become the famous pleu-
rants, weepers, showing endless variety of incidental
evocations of grief, natural vet cubically simplified
and therefore impressive, most of all when the wypi-
cal soft robes hide even their faces.

Shuter’s shift of emphasis from organization
o particularity is a Renaissance innovation and
has its chief impact on the Flemish painting most
famous through Jan van Eyck. ln Burgundy it
merely resulted in copies for fifty years, partly as
a result of a later duke’s discouraging removal o
Flanders. Broadly it affected all European sculp-
ture, not least the Zuccone of Donatello (see fig. 93).

342.  CLAUS SLUTER. Mourner,

from the tomb of Duke Philip of
Burgundy. 1404. Alabaster, height 18"
Musée des Beaux-Arts, Dijon



5. Broederlam and Bellechose

343. Hesri BeLrecHOSE
Cruafixion, with Communion
and Martyrdom of St. Denis.
1416. Panel, 3'3" x6"10"
The Louvre, Paris

When the duke ol Burgundy wanted a Flemish
altarpiece, he seni the panels to Ypres and let Mel-
chior Broederlam (docs. 1381-140g) paint them
there. The result was this artist’s only surviving
work, since later religious wars destroved what he
did at home. A Flemish sculptor, Jacques de Baerze,
produced the central gilded wood relief of the al-
tarpiece and two hinged wings that fold over it,
and Broederlam’s part was the outer surface of the
wings (colorplate 41). They are oddly shaped, and
on each he had 1o crowd two scenes, one indoors
and one outdoors. He does not fight against the
frame, like Sluter, but tends to ignore the trickiness
of its forms, even while using every bit of available
surface. Where Sluter builton real mass, Broederlam
hunts real spaces, constructing one complicated
building in a corner view next to another seen
straight on, and making our eyes climb a mountain
where people, a wayside shrine, and a castle cling.
T'he people, in big curving robes, develop in this
vehement environment a pushy vigor of action. It is

most obvious in the fat Joseph, a famous figure
drinking as he walks in front of the donkey, an
earthy matter-of-fact peasant whom Bruegel will
later see in the same way. Broederlam’s vivid low

comedy is only one phase of the three-dimensional
mobility of all the people. Not only do the people
push energetically through the spaces. but so does
the light, blending in depth from tone to tone,
lubricating the flow of force so that the beautiful
opalescent glows move over the surface. Sluter and
Broederlam share a revolutionary concern for vi-
brating physical activity of people, with a base of
spatial environment, which is not Burgundian but
Flemish. Its origins are seen slightly in the Maitre
aux Boquetaux, but primarily in Pucelle and the
Sienese painters (see pp. 267-68). These had, how-
ever, suggested more fully the sense of restless hu-
man energy, and not as much the highly runed
manipulation of spaces that now supports it. Broe-
derlam’s elaborate and articulate working of space
makes Pucelle’s look primitive, but he has modified
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the pressure of physical motion relatively litte.
One other large altarpiece survives that the
Burgundian court commissioned from a Flemish
painter. Jean Malouel was court painter in Dijon
until his death in 1415 (earlier he had apparently
worked in Paris, and several small votive images ol
the dead Christ seem to reflect bis presence there).
When he died his position in Dijon was taken over

by another Fleming, Henri Bellechose from Bra-

bant (docs. 1416-1440), who fulhlled Jean's com

miunent o paint the altarprece for the Carthusian
monastery, representing Saint Denis (1416, fig. 343).
fis figures have a physical impact of almost brutish
massiveness, but also a soft surtace continuity be-
tween figures and 1obes as in the Flemish Bondol
(see fig. 338). Both qualities will reappear, and this
altarpiece, old-fashioned in presenting several indi-
dents on one gold panel, exemplifies average trends
from which extraordinary individuals like Broe-
derlam stand out.

6. T'he Duke of Berry and the Limbourg Brothers

344.  Guy pE DammarTiN. Great Hali,
Chéteau of the Duke of Berry,
Poitiers. 1330. Width 56

276

I 'he duke of Berry was less oriented o politics and
war than the other brothers, King Chatles \ and
the dukes of Anjou and Burgundy. Beyond his re-
sponsibilities as a teudal ruler, he was happy to live
a life of luxury and patronage. He tiaveled among
the many rich castles he built, taking along his tap-
estries, jewel cases, and illustrated manuseripts, of
which a hundred survive out of three hundred in
his inventory. Only one castle remains, at Poitiers
(fig. 344). There we see his grand dining hall with
three fueplaces at one end surmounted by a carved
balustrade, and statues of the roval family more
elegant and less individual than Charles \'s. The
room is as rebuilt in 1388 after the English had
destroyed it. The duke’s master mason, Guy de
Dammartin, emerges from a typical family of build
ers—hiis brother had done the duke of Burgundy's
Carthusian monastery at Dijon. The duke's womb
(begun 1403)7 presents his marble recumbent statue
by Jean de Cambrai (d. 1y38); its characterizing
realism bewrays admiration for Sluter, but the form
is an incised cube rather than a cushiony mass. The
duke’s first sculptor was Andié Beauneveu, who
came after Charles V died, but Beauneveu's only
surviving work for the duke 1s painted, the hgures
of prophets illustrating a psalter in the sculpunal
way already noticed. Aunother of Chailes Vs artists,
the Master of the Parement de Narbonne, painted
tor the duke a Book of Hours which is full of ex



345. THE LiMBOURG BROTHERS. January,
illuminared page in the Trés Riches Heures
of the Duke of Berry. 1416.

Vellum, illumination g” x 6”. Musée Condé,
Chantilly

pressive looping rhythms of line like the Parement,
but freey in color and depth. But his favorite painter
seems to have been another Fleming, Jacquemart
de Hesdin (docs. 1384-1410). The identity of his
work is controversial, since he was evidently a man-
ager who worked in collaborative teams. If his hand
can be isolated in one of the duke’s Books of Hours,
now in Brussels,® he has a less personal style than
the Gothic Master of the Parement and a less mod-
ern one than Broederlam. It offers processional
but lively groups before spatial backdrops, with
the typical Flemish soft organic surface, shilting
litle from the schemes of the Maitre aux Boquetaux
but less linear and more jointy in detail.

After Jacquemart died the duke engaged ol
de Limbourg (docs. 1 go2—d.1 {16) and his two broth
ers, who produced the most famous manuscript
illustrations of this age, the Trés Riches Hewres
of the Duke of Berry (1415-16). When we know
Broederlam, the Boucicaut Master (see p. 279).
and other contemporary explorers of landscape and

346. THE LiMBOURG BROTHERS. October,
illuminated page in the Trés Riches Heures

of the Duke of Berry. 1416.

Vellum, illumination 8" x 5*. Musée Condé,
Chantilly

peasants, the 71és Riches Hewres seems less surpris-
ing. On the other hand its realism also conceals
tracings from older art, like the pack of hunting
dogs copied from Giovannino de’ Grassi's notebook
of animal motifs (see p. 102). Yet of course it still
remains an extraordinary document of life and work
of art, especially the famous calendar which, like
others, records typical activities of each month (col-
orplate y2; figs. 345, 346). People enact their lives
in front of castles which render accurately the duke
of Berry's various homes; there is a somewhat two-
stage effect of front and back as in Jacquemart, but
also an atmospheric blend as in Broederlam, and
more than his in cast shadows and clouds. In one
month the duke feasts. in another ladies stroll and
pick flowers, and the sense of luxury is heightened
by the artificial rhythm of very thin curving line,
a Late Gothic device like Lorenzo Monaco's in the
same vears (see fig. 59). In other months the duke's
peasants plow or sit by a fire while snow covers
the fields. and the realism is as specitic as in Broe-
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derlam’s Joseph (see colorplate 41), all the more
graphic through the contrast with the huge castles.
The sense of seeing everyday life among various
classes is inescapable, and the ladies strolling are
as true as the peasants working; a contemporary
report describes the morning routine of the lady of
a manor who walked with her attendants, sat on the
grass and prayed from Books of Hours, and returned

picking flowers. The contrast of classes was con-
scious and sharp, as in the contemporary poetry of
Chaucer., But (despite our temptation to see it so)
this does uot imply social protest, and of course not
in the duke’s luxurious book. What we have is a
medieval habit of classifying all the world in slots,
and a modern visual realism. The result is social

reporting.

7. The Boucicaut Hours and the Rohan Hours:

Some Conclusions

King Charles V1, who became insane and under
whom the second phase of the Hundred Years’ War
was lost at Agincourt, symbolizes the loss of central
power. His father Charles Vs artists did not come
to him but to his uncles, the dukes. His gold and
jewels, recorded in long inventories, were melted
and dispersed. One bauble survives, a New Year’s
gift to him in 1404 from Queen Isabel, a fantastic
jeweled gold-and-enamel ornament (later pawned)
in which the king kneels before the Virgin while
his horse and groom wait below (fig. 347). It seems
typical of this court art that the horse is more prom-
inent than the Virgin, giving the object its famil-
iar name, “the little golden steed.” It is a mixture
of anecdotal realism and radiant glow.

Generals are the most interesting Paris pa-
trons; in the roval burial church of Saint Denis the
one remarkable 1omb at this time is of the swash-
buckling Bertrand du Guesclin (fig. 348). It was
carved in 1397 by Thomas Privé and Robert Loisel,
the latter a French pupil of a Flemish sculptor of
Charles V, Jean de Ligge, but shows a quick ap-
preciation of Sluter in its rich surface and irregular
ugly detail. Another rare survivor is the tomb of
the count and countess of Mortain (14127),° whose
hard mass has a fascinatingly gauzy surface.

The marshal Boucicaut, military governor of
many cities, ordered the finest Paris painting of the
reign, a Book of Hours as marvelous as the duke
of Berry's Tres Riches Heures, though less famous
(finished c.1415; fig. 349). It is extreme in modernity
and in backwardness. The unknown Boucicaut
Master loves the Gothic and feudal, displaying the

347. The Virgin with King Charles VI
Kneeling. 1403. Enameled gold with
jewels, height 24”. Parish Church,
Alrotring



marshal’s coat of arms evervwhere and using a tine
rhythm as thinly graceful as any in the Fres Riches
Heures. But he explores space and light subily, with
gradually shifting gleams that avoid the front-hack
discontinuities of the Trés Riches Heures calendar
pages. In the famous [Isitation the Virgin's train
and her book are held by pages, while the light
runs back to an aumospheric panorama more visu
ally modern than anything before in north or south
Europe; medieval and modern intersect when sun
rays are shown by gold lines. Interior spaces are
as sensuously alive as landscape; developing from
Broederlam, partial side views in deep rooms let us
see glittering little objects, no longer fabulous
jewels but ordinary objects picked out by real light,
and therefore pleasurable. The artist, who has left
many other, simpler works, may have been Jacques
Coene (docs. 1398-1.403), another Flemish visitor
A little later (1415 or 1925) a very diflerent
anonymous artist illustrated another Book of Hours
for the ducal Anjou family; it is called the Rohan
Hours, from a later owner. Its space is not at all
modern, but its fignres are, and the effect is like the
popular drama of the time. In the scene of the shep
herds informed of Christ’s birth, a very [at shepherd
with a hig bagpipe and his thin wife are lower-class
character types who fill the page as anccdotes of the
shepherds hll extra scenes in Fnglish miracle plays.
The physical exaggeration changes in the Passion
scenes, with distortions of horror that culminate in
the famous scene of man’'s death (fig. §50). There is
a dried, shrunken corpse as seen on some tombs of
the time, with an oversize God looming above; this
is the tone of the play Fveryman. The expressive
violence that insists and simplifies makes the mes
sage loud and clear today, to a remote audience,
but in its own time marked provincial extremism.
I'his is the last token of even partly medieval art,
for by now the Renaissance has re-observed all the
themes and left only a trace of the old patterns.
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