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not. Even animals dream. A cat’s ears and

Pmm.}: arr preaM, whether they want to or

tail sometimes twitch in his sleep, while dogs
whine and growl and paw the air, just as if they
were having a light or chasing a squirrel, Even

1. ™% sLoT ox ronoED parEr. With a bit of effort, i
is not too difficult to find two galliping awmaly here.

when they are awake, animals “see things,” so that
a cat’s fur will rise on his back, for no apparent
reason, as he peers into a dark closet. And we,
too, have goose pimples when we feel frightened.

That is imagination at work. People are not the
only animals who have imagination, but we are
the only ones who can tell each other about it, Tf
we tell each other in words, we have made a story
out of it, and if we take a pencil and draw it, we
have made a picture, To imagine means to “mike
an image” or a picture in our minds.

There are many different ways for our imagina-
tions to get started. Thus it may happen, at times
when we are sick in bed with nothing to do, that a
crack in the ceiling will suddenly begin to look
like an animal or a tre¢ after we have kept our
eye on it for some time. Our imagination fills in
the lines that aren’t there, Even an ink blot on
folded paper (figure 1) will make us think of a
lot of other things, although it was made entirely
by accident. Psychologists know this and have
made up ink blot tests to find out what is on our
minds; for each of us, depending on the sort of
person we are, will see different pictures in the
same blot.
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IN THE OLD STONE ACE, some 20,000 years ago,
when the first pictures we know of were made,
people lived in caves, and their biggest worry
was how to find enough to eat. They had not yet
learned how to keep cattle, and they did not know
about farming, so they depended mainly on hunt-
ing for their food supply. When the hunting had
not been gﬂ{lﬁ, tht:}f had to go hu_ugry. There
were, of course, all sorts of birds and fish and small
animals they could catch, but these were not
enough to live on, so they always hoped to kill
something big, like a deer or a bulffalo, which
would yield enough meat to last them for some
time. They wanted very badly to kill these ani-
mals, but they were afraid of them, too, for they
only had the simplest of weapons as yet. In fact,
they knew nothing about metal, so that whatever

tools they had were made of wood, bone, or stone.

Aud they had to hunt on foot because they had
not yet learned how to ride horses.

No wonder, then, that the cavemen’s minds
were always full of the idea of hunting large ani-
mals for food, and of how dangerous this was.
And because they thought so much about these
things, it is not surprising to find that almost all
of their paintings are of these animals, which al-
ways look very powerful and lifelike.

How did the cavemen learn to make such skill-
ful pictures? We don't really know for sure. But
since the pictures are done on the sides of caves,
which are rough and bumpy, it is possible that
the idea of making pictures came from these
bumps, just as the ink blot suggests ideas to us.
Some hungry caveman, staring at the wall of his
cave, might have imagined that a particular bump
looked like an animal and perhaps drew an out-
line around it with a burned stick from the fire.
He could then complete the picture by filling in
the parts that were not there, and finally he
learned how to make such a drawing all by him-
self, without the help of the bump on the wall
of the cave.

Figures 2 and 4 are modern copies after cave
paintings. Figure 5 shows you a cave wall as it
really looks, and you will notice that the animals
are all scrambled together, without auy kind of
order, Once you get them sorted out, you can
recognize each one easily. Why. then, did the
cavemen spoil their pictures by doing one on top
of another? It is because they did not want them
for decorations, Even if the pictures were not
such a jumble, we could tell this from the fact
that all the caves that have pictures in them are
very dark and difficult to get into.

If the cavemen artists had done their animal
paintings merely for pleasure, they would have
put them near the entrance of the cave, where

2. oLD STONE AGE CAVE PAINTING / Standing Buffalo / About
20,000 B.C. Font-de-Gaume, Frunce. See comment above.
The amoothly curved outlines, the huge body and head ax
against the small, tapering legs, make the animal appedr even
more powerful and menacing than it must hace been in reality.



5. oo sTONE AGE CAVE pAmTiNG / Wounded Bison / About 20,000 B.C. Altamim, Spain, Here we see one of the maost
extraordinary echicvements of prehistoric ert. The dying animal has collapsed on the ground, its legs no longer able 10 carry
the weight of the body. Yet even in this helpless state the head is lowered in defense against the spears of the hunters that
threaten it from the lower left hand corner, Only the keenest observation could yleld such an image.

everybody could look at them. As it is, they are so
well hidden that they have been discovered only
recently and by chance. The cave in figure 5 was,
in fact, found in 1940 by some boys who had gone
out hiking with their dog. Suddenly the dog was
gone, and in looking for him they found the hole,
overgrown with brambles and weeds, through
which he had fallen into the cave.

But what were the pictures for, then? They
must have been a kind of hunting magie, because
some of the animals have spears or arrows stick-
ing into them (see figure 6). The cavemen must

4. OLD STONE AGE CAVE PAINTING S Wild Boar [/ About
20,000 B.C. Altamirs, Spain. The ease with which the Stone
.‘J.!__{P artisty wene able to d et eotiom 3 om of the most
astonishing things about them. This bear is the very image of
speed and energy as i bounds forward in attack, or flight.
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5 6. OLD STONE AGE CAVE PaInTING / General View of Cave and Detail / About 20,000 B.C. Lascaux, France. The animals
here are different from those in Font-<de-Gaume ond Allamira: stugs, wild horses, and cattle. (The fierce bluck beast balow
could be the incestor of the fighting bulls of today.) Except for & few that seem to have been done as a group, the images
goerlap without any kind of erder. There are also great differences in scale (the largest figures dre life-size).

have thought that if they made a painting that
looked real, and then “killed” it, it was almost like
killing the animal itself. Perhaps they threw stones
or jabbed the picture with their spears, too, This
made them feel strc mger and surer, so that when
they finally went out to hunt their prey, they
had a better chance of success because they were
no longer afraid, Once they had “killed” the pic-
ture, they did not care about it any more. One
cammot kill a real animal twice, and so they felt
that one cannot kill a painted animal twice, either.
The next time I;lie}’ got reutl}' to hunt, tht:}' had to
make a new picture to “kill” first,

It is remarkable that the cavemen took so much
trouble with their animal paintings. After all, they
were guiug to use them onl v once. Pcrhapﬁ thl:*}-'
felt that the magic would work best if the animal
looked as much like the real thing as possible.
And they were probably right, since they unsed
the pictures as targets, to learn exactly where to
hit the animal in order to bring it down.

In any case, it took a good deal of skill to make
such convincing pictures. There must have been
some cavemnen who were hetter at this than the
rest—who had special talent for art. After a while




they were probably allowed to stay home and
practice making pictures, while all the others had
to go out hunting. Even 20,000 years ago, then,
the painter was a special kind of person, although
we might say that he was mainly supposed to be
a magician,

Today we no longer believe in that kind of
magic. We kuow better than to get mixed up be-
tween living things and the pictures of these
things. But even now our feelings sometimes get
confused, no matter what gur reason tells us. For
instance, it still happens that after a sudden quar-
rel people will tear up the photograph of some-
one they used to love; they know well enough
that they cannot actually hurt anybody by doing
so, yet it gives them great emot ional satisfaction.
We need hardly be surprised, therefore, that the
men of the Old Stone Age, who understood very
much less than we do about the difference be-
tween thinking and feeling, could get pictures
confused with real things.

Art is always as much concerned with the way

7. svssaw pasntne J Twe Bull Elands / Before 1000 AL
Ceiling of a cave at Glengyle, Cape Colony, South Africa. Until
not long ago the Bushmen, living relics of the Stone Age, did
vicidly realistic pictures similar to those in the caves of France
and Spuin. They ecen knew about foreshortening.

people feel about things as it is with the way
things really are. Usually, both km)wing and feel-
ing go to make up a pictur-:r, and so painting& are
different from one another, depending on whether
the artist was more interested in what he saw or
knew, or in what he felt; also on how much he
saw, and knew, and felt.

8. ABORICINAL PAINTING OK TREE Bank / A Spirit Man Spearing Kangareos / Contemporary, Westem Ambem Land,
North Australin, The drawings of the North Australion notives are another modemn sureival of Stone Age urt. Their magic
purposa iz strikingly evident: not rrnfy e hlh'y dane on picees of bark, so0 l‘flr:y could actually be taken alomg on the hunt,
but they are "X-ray” ploturcs showing some of the bones and inner organs of particular impartance to the hunter.
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ur cave picTunes tell us a good deal about

life in the Stone Age, and also about the way
our imagination works. We say our imagination,
because the minds of the cavemen were not really
so very different from our own, otherwise we
would not understand their pictures as well as
we do. The difference between us and the cave-
men is not in the kind of minds we have. It is in

the things we think about and feel about, Per-
haps pictures will also help us to understand
how men managed to leave the life of the Stone
Age behind and how, over many thousands of
years, they gradually changed into the kind of
people we are today.

When we speak of these changes we call them
history. There are many ways of looking at his-
tory. Perhaps the simplest is to ask ourselves
about the main differences between us and the
men of the Stone Age. Even though the cavemen
had far greater physical strength than we do, their
life was very much more dangerous than ours—
and much less interesting, The big animals they
hunted were really their masters, because the peo-
ple depended on them so completely. When the
animals moved away, they had to move, too, so
they never built houses for themselves, only rough
shelters. And if they could find no animals to hunt,
they starved. In the Stone Age. men worked to-
gether only in hunting (and the painters helped,

8. EoYPTIAN wall PawTinG / Men, Boats, and Animals / About 3500 B.C. Hiemeonpalis, Upper Egypt. What strikas
us when we compare Hds pictire with those of the covemen if the flat, pattern-like effect. There s no shading any mare,
and the figures have been simplified to the paint where they look like a kind of shorthund. They are, howeser, carefully
planned to fill the entire surfuce without crowding or overlapping. This sense of order i a new, fmporiant echiwcement.




10. woveriay Toma paNTING / Harcest Scenss / About 1400 B.C. Thebes, Upper Egypt. Here the sense of order hasg
congealed into a strict set of rules which the Egyption painter did not dare to break for almost three thousand yeers,
Characteristicolly enough, the measuring of the fields (at the top) and the exact recording of the yield (in the center) were
juist as important to the Egyptians as the actual cutting of the grain (bottom right),

too, with their magic) but today we cooperate in
a thousand complicated ways; we depend on each
other much more than the cavemen did,

Now, this modermn way of living could come
about only because we are very much more or-
derly than the people of the Stone Age. We think
ahead. We plan things, while the lives of the cave-
men were just as disorderly as their paintings.
How did people discover the need for order? Just
as soon as they found out that there were ways of
controlling their supply of food instead of letting
the food supply control them. First they learned
how to tame and keep some of the animals they
had hunted before. They became herdsmen who
moved about with their shr:c'p. or goats, or cattle,

or camels, always looking for grazing lands.

Other people found a different and even better
way to control their food supply. They tamed not
only animals but plants, too, collecting the seeds
and growing their own crops. In order to do this,
they needed a warm climate and a good source of
water. That is why the first farmers settled along
the banks of the big rivers, such as the river Nile,
in Egypt. And we shall now take a better look at
the ancient Egyptians, because the history of
Europe and America really begins with them.
When they started planting their grain, they also
planted the seeds of a way of life which has grown
into our own way of life today.

Figure 9 shows you a part of the oldest paint-

13
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11. EcyeriaN Toms PANTING / “A Pond in a Garden,” from
Thebes, Upper Egypt / About 1400 B.C. British Museum,
London. The rules of Egypitian painting demanded the most
significant view—which meant the [lattest, most spread-out
view: the pond from abeve, fish, birds, and trees from the side.

ing in Egypt. It was made on the wall of a temple
or tomb in a place called Hieraconpolis, on the
banks of the Nile, almost 8000 years ago. There
are some lively animals in it, and people fighting
with them and with each other. The big white
shapes are boats: At this time, then, the Egyptians
still did a Jot of hunting, but they no longer de-
pended on it as the cavemen had. They knew how
to make and use all sorts of tools, for they built
solid buildings of brick and stone, with smooth

walls, and boats for sailing up and down the river.
There must have been many separate tribes or
states along the valley that made war on each
other. Notice the two men in the lower right-hand
corner: the one with the white, dotted body is
beating the one with the black body, who belongs
to another tribe.

If we compare this picture with the cave paint-
ings, we shall find that the figures in it are not
nearly so real-looking. There is no shading such
as we see in the buffalo (figure 2). They seem flat,
as if they were glued to the wall, and the artist has
left out many details. He uses a kind of shorthand,
the way some modern comic strips do, so that a
cirele with a dot stands for a face, a crooked line
for an arm, and so on.

As a matter of fact, the Hieraconpolis painting
was probably meant to tell a story, somewhat like
a comie strip. At the time it was made, the Egyp-
tians had just invented the earliest kind of writ-
ing, which was done with pictures and is called
hieroglyphics. The painter now was also a writer.
When he had to tell a story he did it with these
simple figures, which were actually “letters” or
“signs” that stood for things or words. Because the
figures were used over and over again, they came
to look less and less real as time went on. We say
they became “conventional” or “stylized”—and at
last they turned into the letters of our own alpha-
bet, which are no longer pictures at all.

There is something else we notice about the
Hieraconpolis painting. We cannot tell whether
or not the figures in it are supposed to be con-
nected in some way, because there is no “setting,”
no indication of landscape or even of the ground
they stand on. But there is no messy overlapping,
either, and the figures are spread evenly over the
whole surface. These animals, then, were nat
made to be “killed” for hunting magic. But the

12, ecvrrias Tomm pawting [/ Feeding the Oryxes [/
About 1800 B.C. Beni Hasan, Upper Egypt. In eceryday
scenes such as this, the Egyptian painter often showed the
mast acute power of observation. The sraceful putlines of the

tio antelopes have been draum with groat skill and assurance.



Egyptian painting is connected with another,
more complicated kind of magic; and in order to
understand that we must know something of
Egyptian ideas about religion, and especially
about life and death.

When the Egyptians settled down to farming,
order and planning became much more important
to them than ever before. They had to know when
to plant and harvest their crops. So they began to
observe the regular movements of the sun, the
moon, and the stars, and invented a calendar al-
most as good as our own. They also kept written
records. But the Egyptians found that their har-
vest depended on a great many things besides the
times of year. If the weather was bad, or if they
did things the wrong way, they would not have
enongh food for the winter.

It was hard for them to understand why this
sometimes happened, while at other times every-
thing turned out just right. The only explanation
they could think of was that the sun, the moon,
the clonds, the water, the animals, the plants, and
even the earth itself, were all inhabited by power-
ful spirits that could be either helpful or harmful,

depending on whether they liked you or not. The
more important among these “nature spirits” came
to be worshiped as gods. The Egyptians thought
of them as great rulers like their own kings, ex-
cept that they were wiser and lived forever.

"Forever” was a very important idea with the
Egyptians. They believed that men, too, had a
vital spirit, or soul, inside them, and that when a
person died his soul would leave his body and
keep on living separately. But they also thought
that in this “afterlife” the soul still needed a body
to come back to. Because of this; they went to
great trouble to preserve the bodies of the dead—
they made mummies of them by drying them and
wrapping them up, and then put them in strong
tombs made of stone, so nobody would disturb
them. Their kings, the Pharaohs, and other im-
portant and wealthy people even had statues of
themselves placed in their tombs, as “replace-
ments” if something should happen to the real
body,

They also believed that the spirit of the dead
needed the same material things as a living per-
son, 50 they furnished their tombs like a regular

13. zoveman wait pamwvmvg [ “The Daughters of [khnaton,” frem Tell El-Amama / About 13680 B.C. .ﬂs!unulmn
Musenm, Oxlord. Hhhnaton was the mort extravrdingry of all the Pharaohs. He tried to make his prople wership o single

ﬂrpn.,n'n.. being instead of the many different gods of the traditional religion, During i reign the atrict rules of art, too, werg
relaxed to some extent; in this plcture, the King's daughters behave more like playful little girls than like royul ,.-mu,-_ e,

< “'_.._'\_.-'_ : o
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14, Ecypmian painTivg / Limestone Floke with Sketch of
Two Bulls Fighting /7 1500-1100 B.C. Metropolitan Museum
of Art, New York. Flat bits of limestone were the cheapest
surface the Egyptian artist had for sketches and practice drauw-
ings. Many show a freedom never permitted otherwise,

household, except that everything was made to
last forever. Of course, even the richest man could
not take all the things he owned with him into the
tamb, such as his land, his animals, and his serv-
ants. Instead, he had pictures of them made on
the walls, where his spirit would find them.
Figure 10 shows you such a wall painting, or
“mural,” from a tomb in Thebes, done about 2000
years after the one from Hieraconpolis, It was
painted almost exactly 1400 years before the birth
of Christ, during a period of Egyptian history
known as the Empire, when the power of the
Pharachs reached far beyond the Nile valley
proper into the neighboring regions to the East

and South. At the top of the mural, the dead man’s
servants are measuring a wheatfield with a rope.
At the bottom, they are cutting the wheat with
sickles, while the dead man himself sits under a
canopy which protects him from the sun. In the
center, there are his chariot and some servants
measuring a pile of grain. This harvest scene
strikes us as very orderly and carefully drawn.
The fgures no longer look as if they were float-
ing—they have their feet firmly on the ground,
even if the ground is only a thin, straight line.
We can also tell right away what they are doing,

Still, the picture is not very lifelike. For one
thing, the figures are put together in a strange
way: their heads, arms, and legs are shown from
the side, while the bodies and the eyves are seen
from in front. Now, the artist must have known
that we don't see people that way in real life,
where we never get a very good view of anything
in one glance, because most things are round
rather than flat, and we can see only one side of
them at a time. We don’t really mind this, for if
we want to know what is around the corner, we
just walk up to it and then take another lock; or if
we see somebody’s back and want to know what
his face is like, we wait until he turns around. But
we can't walk through a picture, and the figures
in it cannot turn around. So the Egyptian painter
made up for this by inventing a special kind of
human figure where all the important parts of the

15. xcrrrian papvnus / The Sky Goddess Nut / About 1000 B.C. Department of Antiquities, Cairo. The groaf crrving
body of the goddess represents the star-covered firmament, supported by the god of the air. The reclining figure is the god of
the earth. Symbolic pictures such as this are the most rigidly formal and rule-ridden in all of Eg _;_rsf:uu art, The images of
tha pode here are interspersed with hieroglyphic writing, and there is only a difference of degros between the oo,
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18. EcrrriAn ToMB PAINTING / "Girl Dancers and Musiciana,” from Thebes, Upper Egypt / About 1400 B.C. British
Museum, London, There were few pleasures the well-to-do Egyptian was willing to forego in the hercafier, Evidintly the
painter, tov, liked doing these gitls; he has captured them so well that we can almost hear the plereing music as we watch
them wriggle. Egyptian art as o whole is so solemn that it tends to make us forget how fully the Egyption enfoyed life.

body show up equally well in one view. He also
knew that in real life a harvest is a complicated
business, with many people doing different things
one after the other, We would have to watch them
for quite some time if we wanted to understand
what they are doing. How could the same story
be told in a picture, where there is no space and
no movement?

The Egyptian artist realized that a lifelike
painting, of the kind the cavemen had done, was
not what he wanted, because it would let him
show the harvest only the way it looked at one
particular moment, and not the whole story of the
harvest. And since he was working to please the
spirit of a dead man, the story had to be com-
plete; otherwise the spirit might miss something.
So our painter has made everything much clearer
and more orderly than it ever is in real life. His
figures are spread out on the wall, and they over-
lap only when several of them are doing the same
thing; some are extra large, to show that they are
more important than the rest. And if he wants to
tell us that something is far away, such as the trees
in the top strip, he puts it above, not behind, the
foreground figures.

Our painter, then, does not show us what he
actually sees, but what he knows. He follows a

strict set of rules, which we call the Egyptian
“style”—the Egyptian painter's way of doing
things. These rules may strike us as a bit peculiar
at first, but after a while we come to feel that they
are really very wise and well thought out. Some-
times, too, the rules could be broken. Look at the
horse in our picture: its dappled color, its pranc-
ing movement make it seem much gayer and
livelier than the rest. Now, horses were unknown
in Egypt when the rules for painting were set up,
so our painter did not apply his rules as strictly as
usual in this case. And that is why the horse looks
so much less “frozen” than the other figures.

17. EcyemaN papyuos / Lion end Antelope  Playing
Droughts / About 1000 B.C. British Musemn. London.
Whether or not the Egyptians had a “sense of humor™ they

certainly did not lack a sense of fun, although it is uncommon
in their art. The two animals here probubly illustrate o fable.

.




have found an astonishing nation of sailors quite ‘

unlike the Egyptians, While the riches of Egypt

. came mainly out of the Nile valley, the Cretans
_%ggfgygg were hold traders and pirates who made up for

the poor soil of their homeland by bringing in

. . food and many other important things from all
% 7 //‘;;3 %"Mf . the countries round about.

We have not yet learned very well*how to read
Cgﬂiﬁ é their kind of writing, so that we do not know a |
great deal about them. But from the ruins of their
palaces, and from the pictures they did, we can
guess that they were perhaps the richest and most
adventurous of the early Western nations.
The wild boar hunt in figure 21 is a Cretan

I

F WE samep Norti and a little to the west from painting from the walls of the Palace of Tiryns, l
the mouth of the Nile on the Mediterranean in southern Greece, done about 1200 B.C. Unfor- |
Sea, we would come to a long, rocky island called  tunately, only a part of it has come down to us, so |
Crete, and then to the southem tip of Greece. we can no longer see the hunter whose hand, on \

There, between 2500 and 1000 B.C., we would the right, sticks a spear into the animal. But what

18. crETAN waLL parwmiNg / “Toreador.” from the Palace at Knossos / About 1500 B.C. Museum, Candia, Crete. A youth I
(in the center) and two girls are playing a dangerous game: they seize the horns of & charging bull and somersault over his back.
This was no mere sport but a ritual test, a way of worshiping the bull as a sacrod animal, Echoes of it appear in the Greek
h_*gcﬂd af the Minataur, and in the !:u”ﬁg}:r.s of I‘rx.i{:_ril, tehile its origing mat) well go back to the Stone Aga (e ﬁgﬂ'ﬂ:‘-'l 5, B).
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is still there—the racing hounds and the ferocious,
galloping boar—reminds us more of the cave
paintings, with their vigorous, real-looking ani-
mals, than it does of the “frozen” Egyptian style.
Yet the Cretan painter must have learned some-
thing from the Egyptians, for his picture, despite
its rapid movement, is an orderly scene, not just
a wild tangle of animals. And like the Egyptians,
too, he makes his forms cling to the wall, and
follows definite rules—the three dogs are all done
from the same pattern, except for their spots.
There is no hunting magic here, but there is no

2 : s o jo= s - ke
servi f the dead. either. For the Cretans, hunt- 16, gpETAN WaLL wAarsTISG f "Cal nnrl'_f’hw.a:unr, from th

\ ceo l_- ¥ g Palace at Hagia Triada / 1700-1580 B.C, Musewn, Candiu,
ing was a sport, and the picture was done not from Crete. This little drama of & cat silently stalking iis prey shones
Fear but for 1&1&3511:&. 1t tells us of the thrill of the haw vicidly Cretan art could record the actunl behavior of ani-

chase, and of the enjoyment of nature that we WEIE T o] folipeciiotnun. e U8 dnd e

find in all of Cretan art. The gay and graceful
shapes, the clear colors, must have made it a
splendid decoration for the palace wall.

20, emerax rorreny / “The Qctopus Vase,” from Gournia /
Abhout 15300 B.C. Museom, Candin, Crete. As a nation of siilors,
the Cretans loved the sea and f8a ereuttres, On this cave the
strunds of seaweed and the waving army of the octopus gre
dmwn with such freedom of movement that they seem to be
floating in the water,

97, MYCENAEAN WaLL rasTInG / “Boar Humt,” from the
Pataer at Tiryna / About 1200 B.C. National Musenm, Athens
Sec comment ahovu. Cretan civilization also included parts of
the Grook wmainland, These offshoots, and the works of art pro-
duced there, are called Mycennnan, ax agoingt thoke of Crere,
which are termed Minodan.
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BE CRETANS WERE CONQUERED, and their pal-
TIICES destroved, by warlike tribes that came
into Creece from the north around 1100 B.C.
These Creek tribes also learned a great deal from

the Cretans, and this helped them to build up a
great civilization of their own—greater, in some
ways, than any the world has seen since. They
soon settled and formed separate states, each
named after its main city. Athens, in the region
we call Attica, became the most important of
these city-states, and it was there, between the
cighth and the third centuries B.C,, that the
Greeks produced their keenest thinkers and their
tmest artists.

When we talk about the masterpieces of Greek
art, we usually think of temples and statues, and
not of paintings, That is because quite a few of
the famous temples and statues are still there,
while the paintings that used to be on the walls
of the temples and houses have all been de-
stroyed, We can read about these pictures in an-

29, gREEX VASE PaNTING / Hercules Feasting Ameng the Gods on Olympus (detail) / About 510 B.C. Staatliche Antiken-
sammlungen, Munich. The Ju ro, wwine oupr In hand, is enfoying & well- garned rest in the abode of the sods, after a life filled
with strenuous lebors, Hiz sseord and shield gre suspended among the vings behind him, to show that hiz fighting days are
over. The subject is very well suited to the purpose of the vase on which it appears, a lurge two-handled vessel for wine.
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293, 24. GREEX vASE PAINTING / Funerary Vase (below right) and Detail with Mourning Scene {above), from Attlea / Eighth
century B.C. Metropolitan Musewm of Art, New York, Huge vessely like this one served a3 grave monuments They are open
at the bottom, so that offerings coulid be penred through them into the ground. The pictures which decorate them, howeoer,
do not refer to the hereafter It show the funeral tself, “geometric” in style but with great expressive power.

25 cnEEk vase Parvrng | Hercules Strangling the Lion of
Nemea / About 500 B.C. Metropolitan Museumn of Art, New
York. Thiz scene, like that in figure 22, done in the Archaic
style, still has some of the rigid quulities of Egyption painting
but strives for ever-greater freedom of setion,

21



26. GREEX vasm pamvTing A Mislc Lemon J About 510 B.C. Staatliche Antikensammlungen, Munich. Sherily before
00 B.C., Creek vase purinders began to switch from black ficures to black backerounds, so that the bodies showed the
natural reddish color of the elay, The fizures sood out more boldly, and details could be filled in with preater case by
pamting fnslead of sorate hing lines jnlo the clay. Artisle now began to slgn their work: this vase i3 Ly Fhintias,
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cient writings, and we know that the Greeks were
just as proud of their great painters as they were
of their architects and sculptors, Fortunately,
however, we have lots of Greek painted pottery
(or "vases,” as we call them, although they were
made to hold wine or oil or water, rather than
flowers). These vase paintings are often very
beautiful, but of course they are much simpler
than the large pictures were. From them we can
get at least an idea of what the lost wall paintings
must have been like,

In figures 23 and 24 you see a very early vase,
from the eighth century B.C. Most of the forms

27. GREEE YASE paNTING Lapith Killina a' Centgur |
4904580 B.C. Stantliche Autikenssmmibunpen, Munich Tho
wilvantiges of the “red-fisured”™ technique are ecident here:
the elaborate detail of the armor ared the boldly foreshortened
centaur's body would be impossible in a “black-figurcd” vase.



are made up of triangles and squares, and every-
thing is fitted into such a tight pattern that it tukes
us a while to realize that this is a scene of mourn-
ing: in the middle, the dead man is stretched out
on & simple bed, and there are long lines of people
on both sides, wringing their hands or tearing
their hair in sorrow. How different this is from the
Egyptian paintings, where nobody ever betrays
his emotions! Here at last we find a picture of
people not only doing things but feeling things.
This shows us that the Greeks, from the very start,
were much more interested in the living than in
the dead. To them, life was a glorious adventure,
and the dead were only shadows whom nobody
had to fear,

The vase in figure 25 was made about 500 B.C.,
in a style called Archaic to distinguish it from the
carlier, Geometric style. It is painted in black
and dark red against the natural clay color
of the vase. The lines inside the figures are
made by scratching away the paint with a needle.
This illustration shows us the hero Hercules wres-
tling with a lion. The Greeks believed that Her-
cules became a god instead of a shadow after he
died, because of his heroic deeds on earth (see
figure 22). Their gods behaved very much like a
family of human beings—they quarreled among
themselves, fell in love, or played jokes, and when
they liked somebody especially they would
adopt him as one of their own. The two fgures
on our vase are a bit stiff in the joints, because the
Archaic artist was still using pretty much the same
rules as the Egyptian painters. But they are also
tull of energy and spirit, and that is exactly what
the Egyptian painters had left out of their pic-
tures.

In the hundred years that followed, the Greeks
concentrated more than ever before on facing the
problems of this world instead of the next. They
completely discarded all the age-old painting
rules which the Egyptians had so carefully worked
out and which had stuck in everybody's mind for
thousands of years. Look at figure 33, a pottery disk
done about 460 to 450 B.C, in what we call the

28, AvExanonos oF atiens / “The Knuckle-Bone Players,”
from Herculaneum / First century B.G. National Museum,
Naples, This small picture on a marble panel is a faithful copy
after a Classic Greek original four hundred years older, which
must hate looked rather like the vase painting n figtire 29,

29. omeex vase pawtTinG / Bridal Scene / About 420 B.C.
Nationul Museumn, Athons. The fluid vase of this group of
young women makes w strong comtrast with the Archaic red-
figured vase in figure 26, done less than a contury eurlier. Here
is an examplo of the Clessic style of Greek art at ity best
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30, 31. ErauscAN TouMu pamNTING / Fishing Scene / About 520 B.C. Tarquinia, Italy. The Etruscons were the anciend
inhabttants of Central Haly until they were conguered and ahsorbed by the Remans. Thetr refigion included o strong belicf
in aftorlify, somenhot like that of the I?:_’.';;:.'I:.rrz.;. ancd their art, (oo, toax greatly concerned with the needs and vomforts of the
dead. The picturés on the walls of Etruscan tombs, however, gre ar Hvely and energetic oz Cretan or Greek paintings,
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32, EcyrmiaN ToME vAINTING / Dostical PﬂTun
had no wmterest i rendering doep space; he ilid not cary the seale of things according o their distance from the belolder.

Size to himn e wn absolute meantng—it (mdicated degrees of tmportance, The hweservant giels oo our picture are vony much
smadler thim thelr mutresy, not because the artist thought of them gz children it becanse they belong to w differont class.

ttions [ Abont 1400 B.C. Thebes, Upper Exypt. Since the Egyption paintor



89, curex parsTED ok [ Goddess Offering & Riibon te a Youth / About 460-450 B.C.
Metropolitan Museum of Art, New York. These figures no lomger look flat; the Greek pamter
has dizcovered hoti to foreshorten the forms of the bodly, so that they seem round and naturnl.



4. mosax waL easTise J " Lady Musteian awd Young Giel” from a vills at Boscoreale / First century B2C. Metro-

proditan Musenm of A1, New Yoark, Here we find not wondy fereshortening but skilljnl modeling in liwht and shade, to make

thic figeires luok as solid o rewd us statue The flat red barkgrownd e Ips to emphasize their three-dimensunal quality




eoyero-Roaax [ Portrag Paved, from the  Faigeon, Lancer Egpgt [/ Sevopdd contury
AD \I:_-n-._.imhr__“. Muoseum of At New York, Eomn thi b thibs panid s dibtoched toom

FrenrnTig, b i comdance W I.'II- l'i';i"ll'llllr I'--.'_rlr.f'-fn'r-'h frERre "-1II CHLET N, '- 1-"'|“l" L el Hl--'lll:u.
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36. ETRUSCAN TOMB PAINTING / Musicians / About 480 B.C. Tarquinia, Italy, The
style of this picture gices ws a fairly good notion of what the lost Archaic wall paintings
of the Greeks must have been Hke, The Etruscans had great admiration for the oriistc
genlug of Greece, and tmported Greek works of art dn large numbers; many of th
finewt Greek vaves (sucdi ax that in ﬁgurr 27 ) hooe been found insdde Etruscan tombs

7. ETnrscan ToMB PAINTING / A Pair of Dancers / 480-470 B.C. Tarquinia, Ttaly. The Etruscans” ideas about the here-
after appear to have meluded punishment by fisrce demons, corresponding to the later notion of Hell, and ¢ "paradise” of
eternal bliss. Their visions of the latter state. hotever, were rather raucous by modern standards. ns suggested by this gay
couple who are dancing, wine fug in hand, with a sensuous abandon oddly reminiscent of “fitterbugging” or “rug-cufting.”
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48. 30, nomMaN wall waieTive / Frieze / About 30 B.C. Villu of the Mysterjes, Fompeif. The subject of this composition
of almost life-size figures con bo defmed only in general terms: i has to'do with the mysteries of the cult of Bacchus. While
the breath of Classical Greek ant can be felf strongiy hese, especially in the magnificent Heeing womdrn (5ed below), this iz
not & capy but en original creation of the time of the Emperor Augustus, when the glory of Rome was at its height.

Classic style. The painter has used several colors
on a white ground, almost as if he were working
on a piece of paper, and the picture does indeed
look much more “modern” than those we have
seen before. The lines are no longer scratched in
but drawn with a brush, so that they flow more
gracefully and smoothly,

But the most remarkable thing about these lines
is that they somehow make the igures look round
and natural, rather than flat. If you compare the
disk with the Archaic vase, vou will see why: in
the Hercules, we still find the old combination of
front and side views, but the young man in the
later picture is drawn the way he would ac-
tually look from where we stand, so that we see
much more of his left side than of his right. The
right shoulder, for instance, is strongly fore-
shortened—it looks much smaller than the other.
But exactly because of this we get the impression
that it is farther away from us, and this makes us
feel that the entire figure reaches back into space
instead of sticking to the surface of the picture.

Figure 29 shows a slightly later example of the
Classic style. It is even more frecly drawn, and
the forms have even greater roundness. It comes

from a vase that was a wedding present and shows




40. momax warL vamsTing / Architectuml View, from the 41,  mosMan Walt paasTisg [/ YActor and Mask" from Her.

bedroom of a villa at Boscoreale / First century B.C, Metre- eulareum [/ About 30 AD. Natiornl Museum, Nuples, The
politan Museam of Art, New York. By means of such elabo- brushwerk is freer and more sketchy here, and there s u greater
rtely foreshortened cistus of buildings or gardens, Roman senxe of light and aic than {u the fricze on the opposite page,

painters “opened” wally and made small rooms seem larger. Yet the finely bolanéed desien s equally Classical In spirit

42, poman wary pawre / “View of a Garden,” from the Villa of Licia, wife of Augustus, af Primaporta / Aboit 20 B.C.
Nationn] Museum, Rome, The u.gfum'.gh:'ng range of Roman peinbing becomes evident whan we realice that this CIN YT
and painstakingly faith ful view of a garden was done abowt the same time as the frieze in the Villa of the Mysteries. The artist’s
sensuous pleasure in the heauty of fowers, fruit, and folinge was not to be equaled wntil 1400 years later (see figure 95)




43,  nosan watt parsmive [/ "Peaches and Clogy Jug,” from
Pompeii / About 50 A.D. National Museum, Naples. Still lifes
suich ax this, usually creating the illusion of o niche, were
enother way for the Roman painter to “break through™ the
salid surface of the wall,

the crowning of the bride—a part of the wedding
festivities—and the bringing of presents. Here the
artist has sketched his figures directly on the red
clay body of the vase, and then filled the spaces
in between with black. These graceful young
women, standing or sitting with such ease and
assurance, make us feel completely at home, We
must not think, however, that they were meant to
be portraits. The Classic Greek artist was not yet
interested in particular people, with all their per-
sonal imperfections; he preferred to make all his
figures as beautiful as he could—he idealized
them.

Only in later times, when Greek art had spread
to all the countries around the Mediterranean Sea,
do we find real portraits, such as the very fine one
in figure 47. It comes from Egypt, about the third

44, 45.  nostan mosaic / “The Battls of lssus™ (details), from Fompeii / About 100 B.C. Nationu! Museum, Naples. Mosaie,
an anclent method of making designs out of small cubes of colored marble set into plaster, was brought to such technical
perfection by the Romans that they could use it ta copy paintings The Battle of Lssus reproduces o famous Greek picture of
ghout 315 B.C.; below we see the defeated Perstany under Darius { Alexander the Great and the Greeks are off to the left).
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46, moaran panTing [ Male Portrait on Gold-Backed Glass /
Third Century A.I). Archeologieal Museum. Arezzo. This ting
picture (the original 1 slightly smaller than our reproduction)
has the intimacy of & personal keepsake, Such portraft minia-
tures bocome popular again in the sixteenth cenfury

century A.D., but its style and technique are
Greek. The picture is done on a wooden panel,
and the colors are not mixed with water, as in all
the paintings we have seen so far, but with hot
wax. This makes a thicker, creamier kind of paint,
which allows the artist to model his forms by
blending light and dark shades of color right on
the panel.

The man who painted our portrait has done a
wonderful job of modeling; that is one reason
why his work looks so solid and real. But our
painter also had a special feeling for all the little
things that make this boy’s face different from
anybody else’s: the stubby nose, the square jaw,
the small, curved mouth, and the dark, shiny eyes.
Of course the picture has style, too—otherwise
we could not tell it from a snapshot—but we find
it difficult to say just what this style is, since every-
thing seems so fresh and natural to us. If we did
not know that our picture was done 1700 years
ago, we might well think that it was painted only
}'Eslcrday.

The technique of painting with wax could be
used not only on wooden panels but also on the
walls of houses. However, the favorite way to do
mural paintings in ancient times was by another
method called “fresco,” which means that the
artist worked with water colors on the freshly ap-
plied, moist plaster. The Romans were particu-
larly good at this, as we know from the many
murals that have been dug up among the ruins of
their towns,

In the fifth century B.C., Rome was a small
city-state like Athens, but the Romans had a
much greater talent for government and politics
than the Greeks, Their state grew more powerful
as time went on, until it became a mighty empire
that stretched all the way from England to Egypt
and from Spain to Southern Russia. Although they

47. Ecrpro-posas / Portrait of o Boy, from the Foiyum,
Lower Egypt. Third century AD. Metropolitan Museum: of
Art, New York. See comment abote. The term “Egypto-
Homan™ docs not rofer to the style of the work but only to the
fact that @ war done while Egypt was under Roman tule.



48, mosaN umosam /A Ship in Distress / About 450 AD.
$. Giovanul Evangelista, Ravenna, The craftsman who faid the
floor of which this is a piece, na longer knew the sophisticated
technigue of the “mosaic-paintings” of Pompeii. His redically
simple, flat design grows out of the nature of his materials,

had conquered the Greeks as early as the second
century B.C., the Romans always had a great re-
spect for Greek art, so that many of their own
painters (as well as their sculptors and architects)
were influenced by the Greeks.

If we put these Roman pictures together with
some of the Greek vases, they help to give us a
hetter notion of the lost masterpieces of Greek
wall painting. In figure 34 you see such a Roman
mural, from a house in the small town of Bos-
coreale, near Naples. It was done less than a
hundred years before the birth of Christ and is so
large that the figures in it are just about life-size,
Yet it will remind you of those in figure 29, which
in reality are only a few inches tall.

B0, nomax aasarc [/ Gir Athlete (detail of a pacement) /
About 400 AD, Piazza Armerina, Sicily. This oddly. modern-
looking malden was recently found in a villa that must have
been mne of the last outposts of the pagan way of life after
Christianity hod become the official religion of the Roman state.

49. momax mosarc [ Cat and Chicken; Ducks and Still Life
af Birds, Fish, and Sea Shells, from Pompeil / About 50 B.C.
National Museum, Naples, Here the realism of paintings like
the still life in figure 43 i translated aa mecessfully ax The
Battle of lssus renders the dramatic force of its Grevk original.




36

51. momas sosaic / “Gladistors” (detail), from the pavement of @ Villa at Torrenuooa /[ About 300 AD. Borghess Gallery,
Rome. The bloody and cruel combat of gladiators was a faverite “spectator sport” in Imperial Rome. Our mosaic must have
been made for @ man who owned & stuble of these brutish professional fighters and was proud enough of their victories to
have them pictured. Such scenes are a far cry indeed from the athletic contests of the Greeks (compare figure 33),

The Roman lady still has something of the ideal-
ized beauty that we find in the Greek picture,
even though she is not nearly as graceful. At the
same time, she seems more real, and not only be-
cause of the careful shading. Her face, with its
strong nose; looks as if it might be a portrait, and
the little girl behind the chair could be her

daughter. The Roman painters often combined
the real and the ideal in this fashion. It is hard to
say how much they took from the Greeks and how
much they invented, but they are important to us
because through their work the Greek style of
painting was kept alive so that it could be handed
on to the artists of the Christian era.

52,  mosan sosare [/ Tiger Killing & Bull / Fourth century
AD. Palazzo dei Conservaterd, Rome. The most demanding
tachnigue the Romang :Lw.u:]'n;:rﬂd for translating ;mi’n!inga into
more durable materialy was sectional mosaic, which consists
af crtout pieces of marble fitted together like o figsaw puzzle.
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N we THINE of the many countries
g ; ‘ {' and the different kinds of people that
came under their rule, we cannot help

wondering how the Romans ever succeeded in
holding their Empire together. It must have heen
a difficult task. Fortunately, the Romans were
too wise to rely on military force alone. After they
had conquered a country, they made the people
into “Romans” of a sort by teaching them Roman
ways and even allowing them to become Roman
citizens, with rights and duties fixed by law. There
was one thing, however, that the Romans failed
to do: they did not give the people within the
Empire a common religions faith, The official Ro-
man religion was similar to that of the Greeks,
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but the Romans never insisted that everybody had
to accept it. All they required was a formal sacri-
fice every year to the emperor, who was to them
a kind of hero-god, like the Greek Hercules. For
the rest, the Creek gods, the Egyptian gods, and
all the other local gods were allowed to compete
with each other; and since there were so many of
them, nuhn-d}' l't‘all}' knew what te believe in,
Such confusion was all very well as long as the
Empire was stable and peaceful, but when things
began to go badly people felt a great need for the
comfort and assurance that comes from a strong
faith. It was then that they turned to the tollowers
of Jesus Christ, the group most zealous in offering
such a faith to the rest of the world. By the time

53, gamLy cumsTIaN warr pamsTing / The Good Shepherd, the Story of Jonah, and Praying Figures / 200-250 A.D.
Ceiling of the Catacomb of Samnts Peter and Marcellinus, Rome., The design forms a cross, the hasio syl af the new
faith. To Early Christians, the miroculons roscue of Jonak held the promise that they, too, would rise from their graves through

the power and merey of the Lord, The image of the Good Shepherd wh
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o gioes bis life for his sheep, stands for Christ.
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the Empire was about to collapse, Christianity
had won out over all the other religions, and the
Christian Church was well established.

Jesus of Nazareth was born among the Jews,
who had long believed in a single God while their
neighbors worshiped many different gods. God,
as the Jews thought of him, was all-powerful; he
had created the entire universe and ruled over
everything. All men were his children, but he had
A :-'.pcc-ia] concern for the Jews, his chosen pvu[llt.u
to whom he had made known his will in the form
of laws or commandments. These laws, written
down in the Old Testament, told men exactly
how they must act toward the Lord and toward
each other in order to lead good lives. This was
a great and new concept: that God is just, and
that the only way to please him is by obeying his
commandments.

Jesus, too, accepted the laws of the Old Testa-
ment. But he said that to observe these laws was
less important than to love God, because God was
filled with kindness and mercy for all men, even
those who broke his laws. Jesus also believed that
we must be as kind and forgiving to other people
as God is to us, His own life, and his death on the
cross, as told in the f‘rﬂ.'-:prls of the New Testament,
give us a perfect example of what he meant by
this, To his followers, Jesus was the Son of God,
the Saviour whose coming had been predicted in
the Old Testament, They believed that those who
placed their trust in Christ would rise after death
and live forever in Paradise; and that God oftered
this hope not only to the Jews but to all races and
nations, to rich and poor alike.

54 EARLY CHREISTIAN WALL PAINTING / Madonng and Child
Third century AD. From the Catacomb of Priscilla, Rome.
Here, as in fisure 53, the style of the picture still reminds us
quite strongly of earlier Roman murals, even though the posos
tend to Dbecome “frozen” and forms lose their roundness,

55. EARLY CHRISTIAN PANEL / Madonna and Child / Fiith
or sixth century A.D. 5. Francescn Homuns, Home. This
image fs painted in the same hot-wex technique as the por-
tratit of a Doy in figtire 47, but the ddeal of beatty representod
here is aleeady far removed from Classical art. Compare the
Byzantine Madonna in figure 67,

Pt



This last part of their faith explains why the fol-
lowers of Jesus were so eager to spread their mes-
sage everywhere, Soon after his death, they went
to different parts of the Roman Empire. There
they taught the new religion and formed the
carliest Christian congregations, or Churches. The
most important Church was in Rome; and there,
too, we find the first pictures by Christian artists.
They were painted on the walls of long under-
ground passages called catacombs, where the
Early Christians buried their dead. Figure 53
shows you the remains of a ceiling decoration
from such a catacomb, done about two centuries
after the death of Christ. Its style is borrowed
from Roman painting, but the figures in it look a
bit stiff. and seem to cling to the white back-
ground. Obviously, our artist was not much in-
terested in modeling or foreshortening.

We cau tell from this that the Early Christians
even then had a new and different outlook on life.

Their thoughts were centered on the Saviour and
on the life hereafter, rather than on their own
strength or on the glories of this earth. Thus the
beauty and power of the human body, so impor-
tant in Greek and Roman art, no longer held much
meaning for them; instead, they wanted pictures
that would show the power and glory of Christ,
and tell of his mission on earth,

Now, the Early Christian painter could not do
this directly. He could only hint at it by using
s:,mlmlsruthat is, figures or signs that stand for
something which we cannot see. The picture in
the middle of the ceiling is such a symbol; it shows
a shepherd and his Hock, but it stands for Christ.
the Good Shepherd of men’s souls. Since every-
thing depends on Christ, the other scenes are ar-
ranged around this center like the spokes of a
wheel. They form a big cross, the simplest and
most general symbol of the new faith. The stand-
ing ﬁgurf:s represerit the members of the Church.

56, svzanTINe mosarc / Emperor Justinlan and Attendants / About 547 AD. S. Vitale, Ravenna, See also color plate,
figure 8. Under Justinion the Bysantine Empire reached the height of its political power, emd Byzantine artists produced
their finest work. Mosaics such oz this differ from Roman ones (compore figures 49, 50) not only in style but alse in technique
and materinl; composed of little cubes of glass, rather than marble, their rainbow-bright color daz=les the beholder,
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57. nosax svatvne [/ Mlistration from the “Vafiean
Vergil" / Fiith or sixth century AD. Vatican Library, Rome.
This scene, separated from the text by a heavy frame, looks
like & toindow cut into the page of the book. Its style still recalls
Roman wall paintings of an earlicr day (sev figure 42).

with their hands raised in prayer, pleading for
help from above. In the four half-circles our artist
tells the story of Jonah, from the Old Testament.
Jonah had gone on a boat against the wishes of
God, so the sailors threw him into the sea and
a whale swallowed him. You see this in the scene
on the left (the whale is shown as a kind of sea
monster ). On the right, the whale is lu:tting him
out again, because Jonah had prayed to God while
inside the big fish. At the bottom, he is hack on
dry land, meditating upon the mercy of God.

To the Early Christians this story meant that
they, too, would rise trom the dead through the
power of God, just as jnnnh had risen from the
whale. And they needed to be reassured, for they
were having quite a hard time themselves. Still,
more and more people joined them as time went
on, so that in the fourth century even the em-
perors were Christians, Not long after this, Chris-
tianity became the official religion of the Roman
Empire, and Christian art, too, hegan to take on
a more official look. But by this time the western
part of the Empire was falling to pieces, and the
capital had been moved to Byzantium, in eastern
Greece. The official Christian style ol painting
is called Byzantine after that city, whose modern
name is Istanbul.

This style of painting lived on, without any im-
portant changes, for a very long time. The Byzan-

B8, Earry cEmsTIAN suNaTURE [/ Jllustrabion from the
"Vienna Genesis” / Early sixth century A.D. National Library,
Vienna, The pages of this mantseript are deep purple, and
the lettering siloer (notw turned black). Here the figures are no
longer inside a “window”; the page itself now serves as sky.

tine Madonna in figore 67—that is, the Virgin
Mary with her son, the Infant Christ—probably
dates from around 1200, but it would be much the
same if it had been painted a few centuries earlier
or later. It is done on a wooden panel, like the
portrait of the boy in figure 47, and the subject
may remind you of the lady with the little girl in
figure 34; but these comparisons only show us
how different it is from Roman or even Early
Christian painting. The Byzantine artist did not
think of the Madonna as anything like an ordi-
nary, human mother. To him she was the Queen of
Heaven, far removed from everyday life and
beautiful beyond any man's imagination. And he
has painted her the way he felt about her: not as
a woman of Hesh and blood but an ideal figure
bathed in the golden light of heaven.

If we now look at the Early Christian Madonna
in figure 54, we can see that it stands about half-
way between the Roman lady and the Byzantine
Madonna. It is much more human than the later
picture, but the dark, staring eyes and the stiffness
of the body tell us that we are looking at some-
thing sacred and symbolic. Subjects like this were
repeated over and over again, and each time they
became a little less natural as one painter copied
from another (compare figure 55), until at last
they reached the frozen, superhuman majesty of
the Byzantine style,
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EANWHILE, WESTERN EvRore had been in-
M vaded by warlike tribes from the north and
east. They conquered the Roman armies and made
independent local kingdoms of the various pro-
vinces of the Empire, mixing with the people
whom they found there, The nations of western
Furope as we know them today—the English, the

50, musi savuscmer / Page from the Book of Durrow /
Aboit 700 AD. Trinity College Library, Dublin. The monk
who decorated this page borrowed his interlacing bands and
fighting animals from the art of his pugon ancéstors. The
tiny cross is the only Christian element here.

60. 1ms manvscurr / Crueificion, from a Gaspel Book / About 750-80 AD. Stiftshibliothek, St. Gull, Switzerland.
8l. canolnciay Mavuscurr / St. Matthew, from the Gospel book of Charlemagne / About 800, A.D. Schatzkammer,
Kunsthistoriches Museum. Vienna. 82, canoumscian sasvscarer / St Mark from the Gospel Book of Ebbo of Reims |
816-35 A.D. Municipal Library, Epernay, France. During the “Roman revival” under Charlemagne, Northern artists quickly
learned how to master the images of Early Christian art. The Christ in figure 60 is still a mere knot of interlacing bands,
while the St. Maithew could almast be mistaken for a Roman author. The §t. Mark clearly derives from such models, but

here every line has the energy of the interlacing bands of figure 60.
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French, and the rest—all got their start in this
melting pot. But first the tribes had to be taught
about Roman civilization and about Christianity.
They were now the heirs of everything that had
been achieved by the older nations, and there
was a great deal they had to leam.

During this troubled time, the Church was the
only stable institution left in western Europe. The
task of spreading both faith and education fell to
the monks—devoted religious men who lived to-
gether under strict discipline in special communi-
ties. The monks, however, were not only priests
and teachers. From the fifth to the twelfth cen-
turies—that is, for most of the period we know as
the Middle Ages—they were also the leading
artists and craftsmen,

In those days almost every monastery had a
workshop for making copies of the Bible and
other hooks. This was done by hand, since print-
ing had not yet been invented, The monks did not
even know about paper; they wrote on vellum, a
material made from the skin of calves, which was
much more expensive but also a great deal

tougher. Medieval manuscripts, produced so la-
boriously, were meant to last for a long time,
and many of them are still in fine shape. The writ-
ing shops also included painters whose job it was
to illuminate—to “brighten up”—the manuseripts
with pictures and ornament. These miniatures
(from “minium,” a red pigment) were done with
marvelous care. For many centuries they were the
most important kind of medieval painting, and
the best of them can stand comparison with any
mural or panel picture,

It is not surprising that the monks took manu-
script painting so seriously. After all, their faith
was based on the Bible, which to many people is
still simply “the Book.” Since it contained the
word of God, every copy of it was sacred, and to
illuminate it, to make it as beautiful as possible,
was a way of worshiping God. Perhaps this idea
will help us understand the manuseript page in
figure 59, from the Book of Durrow, which was
done by Irish monks in the eighth century. The
words that go with this picture are those of the
Gospels—the life of Christ written by the four

63. eanonivciax maxvecntrr / Hlustration to Psalm 44, from the Utrecht Pralter / About 832, University Library, Utrecht.
The fruntic movement in this pen drawing shows a style closely related to that of higure B2, The angels grouped around the
bed in the upper conter illustrate verse 23: “Awake, why sleepest thou, O Lord™ On the left, the faithful crouch before the
Temple, “for . . . our bally cleaveth unto the corth™ At the gate, they wre killed “as sheep for the slaughter”
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84. siciLiax mosarc / Christ in Majesty / About 1148. Cathedml, Cefulis, Sicily. Southern Italy and Sicily had belomged to
the Eastern Reman Empire, and Byzantine influence persisted even under the Normans, whe established a kingdom there in
the elecenth century. This mwesome Christ, gazing upon us with elmost hypnotic infensity, U equal to the finest works of
Byzamtine art in Greece itself. Note that one page of the book he is holding bears an inscription in Greek, the other in Latin,

Evangelists, Matthew, Mark, Luke, and John—but
our artist has not tried to illustrate the sacred
story. Instead, he has “brightened it up” with a
wonderful piece of omament. These interlaced
bands and weird, bandlike animals do not come
from Early Christian art; they are borrowed from
the native art of the tribes that had just settled in
western Europe. And yet, the picture has a Chris-
tian meaning. You will notice that it is made up
of a circle with a small cross in the center, and a
wide frame around it. This is our artist’s way of
showing the contrast between two different

waorlds: the frame, with its fighting maonsters,
stands for the cruel, dark world of the pagans, the
unbelievers; while the circle is a symbol of the
world under Christ.

Let us now turn to figure 61, a miniature
painted around 800 A.D., at the time of Charle-
magne, the first medieval emperor, who ruled
over France, Germany, and most of Italy, Charle-
magne not only revived the idea of the Roman
Empire in the West; he also wanted his people
to leamn everything they could about Roman civi-
lization and about Early Christian art (because
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85, excrs noMaNESQUE: MaNuscrrT [/ Tiger ond Cub,
from a Bestiary [/ Aboul 1185 The Plerpont Morgan Library,
Now York. The modiecal intercst in animale oas moral rather
than scientific. Here the tiger licks her own image in the mirror,
mistaking it for her cub, which is being carried off.

that, too, came from Rome). In the pictures of
Charlemagne’s own Gospel Book, there are no
interlacing bands and tangled-up animals. In-
stead, we find the four Evangelists, carefully cop-
fed from Early Christian manuscripts. The one
you see in figure 61 is Saint Matthew. Everything
about him—the powerful body, the bold head, and
especially the use of shading and foreshortening
—reminds us of Roman art. We might well mis-
take him for an ordinary author if it weren't for
the halo, the large disk behind his head, which is
a symbol to tell us that he is filled with the spirit
of God. (The Byzantine Madonna and Child in
firure 67 have halos, too.)

But the Roman spirit of Charlemagne’s time
did not last, His empire was split up among his
heirs, and in art, too, the native ornamental style
of interlacing bands and animal forms came back
after a few years. However, the painters also re-
membered what they had learned under Charle-
magne—how to draw human figures and tell stories
with pictures (see figures 62, 63). So they began
to combine the two styles into one. The result was
a great new style, the so-called Romanesque,
which flowered in the eleventh and twelfth cen-
turies. Despite its name, it is not at all Roman in
spirit, although many of its forms are of Roman
origin,

Figure 69 shows you a fine early example of
Romanesque painting. It is the first page of the
Cospel of Luke, from a manuseript illuminated in
a French monastery soon after the year 1000 A.D.
Look at the marvelous way the ornament, the text,
and the illustrations are woven together herel
There is so much to see that we hardly know
where to start. The wide frame reminds us of the
one from the Book of Durrow, but the interlacing
bands have sprouted leaves and flowers, and the
animals are less fierce and easier to recognize. The
large shape in the middle of the page is the initial
letter “Q.” again outlined with plant and animal
forms. It frames a scene from the Gospel: the
angel Gabriel announcing the birth of Saint John
the Baptist to Zacharias. In the tail of the "Q" we
see another sacred story, the birth of Christ,

These pictures show us that the Romanesque
painter was well acquainted with Byzantine art

86, anciro-vommas ssmnomeny / The Bayeux Tapestry (detail) / About 1080. Town Hall, Bayeux, France. The entire
waork, oridered jor Bayeux Cathedral, i a linen strip 230 feet long depicting the Norman conguest of Englind in 1066, The
lively narrative style and the apitated gestures of the figures show the influence of the Utrecht Psalter style (compare figure 63),
which could be felt on both sides of the Channel untll the twelfth century.
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67. wvzaxtine sanoon S Madoona and Chilid Entheoned ¢ Ahoor 1200, Nativoal Callere af
Art, Washington, 1.0, (Mellon Callection,) The frozen, suporhuman magestiy of this imae
on o tricclition that  be gat o than seven hundred ey earlicr (rompare fizures. 54,




B8, myeasyove stomad /) Ewgpuror Justingon and Attendants (detall of puoes 56) About 347 AL S Vikde,
Buvenmn. The Emperar shares with the Madonna i figere 67 wol only the halo Dt tho shinering pald heck
pround, intended to represont the splendor of heavenly space. The inténse sturc of the large, dack giyis stressos the

Ir_]( o] J'F.--' '|;_.'.‘J'|:f J'n'Hu.‘ hlmu ol !L. ‘:.‘.lrf]’;_ “.F.HIJ.I iy Il:-:f:fr'.u iy .li'.l.l'ullulilr.lI H-'-T, J‘ﬂl“rl ru-hk- Farrnenis.
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Y.  nomassgUE staxvsoneT / Intbial Page of the Gaspel of 58, Luke / French, about 1000 A1, The Fioypent
M*JT::.{.‘!II Library, New York. Heee v o splendid rxaemple of the medieoal illiminator's peniig for weaving toouther
arnment, fexl, and (ustratiom 0o one hareonfons wehole, Insiele the farge letter “Q," Cabricl announces the
birth of §t. John to Zacharizs: the el feames e bivrth af Christ.




T nosasEspue seazvscinrr ¢ The Death of the Viegin / Germim, abaut 1010 A 12, Staurshib-
liothek, SMunich, This minwture har all the expressive foree and the momimaental design of o wall
peinting. In the wpper part, the sout of th Virgin, carnied by two angels, s received by the Lovd.
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and respected its authority. When he designed
the ormament of the frame, he simply invented his
patterns as he went along, but for the sacred
stories of the Bible he did not trust his own imagi-
nation. They had to be illustrated “correctly”™
that is, the way they had been done by earlier
artists—otherwise people might not recognize
them. But if our artist has used Byzautine pictures
as his models, he has not copied them very ex-
actly. While his figures have a good deal in com-
mon with the Byzantine Madenna in figure 67,
they are much more forceful and expressive. In
fact, they seem to be full of the same kind of
energy and excitement as the plant and animal
forms of the frame. This also explains why the de-
sign of the whole page hangs together so well, de-
spite its many different elements.

The storv telling power of the Romanesque
style can be seen even better in another picture
(figure 71), a mural of the twelfth century from
St. Savin in France. The subject here is the story
of the Tower of Babel, from the Old Testament.

This tower was to be a real skyscraper. The peo-
ple who built it wanted to reach all the way up to
heaven, to show that they were just as powerful
as God. But they never finished it, for God sud-
denly made each of them speak a different lan-
guage, so they could no longer communicate with
each other. In our picture, the men on the right,
led by the giant Nimrod, are carrying stone blocks
for the masons on the tower. On the left you see
God warning them to stop. The artist has put all
this into a long, narrow strip that may remind vou
of the “strip pictures” of ancient Egypt (ligure
10). But how intensely and dramatically the Ro-
manesque painter tells his story! In the Egyptian
painting, all the figures seem to be standing still.
Here, every line is in motion; people are heckan-
ing to each other, straining under the load of
the stones, arguing with God. We know right away
that this is a great test of strength between ambi-
Hous men and their Creator, and we share the
excitement the artist must have felt when he
p:li]';tnd the picture.,

7l mosaxesoue wall pasting / The Building of the Tower of Babel / Twellth century. Saint-Savin-=sur-Cartempe,
France. See comment above. The wally and vaults of Romanesque churches provided ample space for murals such as this,
but only a small number of examples have surcived to the presont day. The forms here, bounded by selld dark outlines,
have preater weight, and the figures are more densely erowded together, than bofore (compare figures 63, 66}
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URING THE EARLIER MIDDLE AGES, the towns

left over fraom the time of the Roman Em-
pire were almost deserted, and those that had
been newly founded remained small and quite
unimportant. Most of the people lived in the open
country, where they farmed the land belonging
to the monasteries or the nobles. But from the

twelfth century on, the towns began to grow
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78, cormc smaviaTune / Page from the Psalter of St. Louis
About 1260, Bibliuthéqm- Nutlmale, Puaris, The slender,
nwaying firures are characteristic of Gothic art. So -t the shad-
ing, which gives the forms rowmdness, thpugh as yet very
limited. The architecture, toe, is now rendered more éxactly

again. More and more people left the countryside
to become “burghers,” free town-dwellers no
longer bound to the land owning overlords, This
brought about a great change in medieval life.
The burghers were skilled craftsmen and enter-
prising traders, so that the towns soon became the
centers of wealth, and of art and learning as well.
Also, city life made people more independent and
practical-minded. It opened them up to new ideas,
and gave them a greater interest in the world
around them.

Out of this new spirit came a new style in art
called the Cothie, It started in France about 1150
A.D. and spread from there to all the other coun-
tries of the Western world. The miniature in figure

72, sumolas oF vErous / The Crassing of the Red Sea
1181. Enamel plague from the altar at Klosternouburg Ab-
bey, Austrin. This splendid work stands on the threshold of
the Cothic styli. Romanesque expressivencss & here combined
with a new interest in modeling, and the figures seom far more
natural than hefore,



74, from a prayerbook dated 1295 A.D., will show
you how very different Gothic painting is from
Romanesque. It was done by a burgher, a profes-
sional manuseript painter in the city of Paris,
rather than by a monk. The subject is the famous
Biblical story of David’s victory over Goliath, but
our artist has treated it as if it had happenud in
his own lifetime. The giant Goliath, in the center,
and King Saul, on the left, are wearing the armor
of medieval knights. What really surprises us,
however, is the new interest in shading, which
gives all the forms a softer, more natural look.
While our picture as a whole has little depth,
there is enough modeling here to Iift the figures
away from the flat pattern of the background,
and the way their feet m’f:r]ap the frame shows us
that they are meant to be in front of the page, not
just on it.

Another kind of painting that Hourished in
Gothie times was done on small pieces of colored
glass, which were cut to shape and then fitted to-
gether with lead frames into large stained glass
windows, as in figure 79. This difficult and limited
technique makes modeling almost impossible. But
perhaps we should not think of stained glass win-
dows as pictures at all; they are really transparent
screens whose beauty depends on the marvelously
rich and brilliant color patterns. These windows
were an essential part of Gothic architecture, In
France, Engl.'md. and Germany tim}' reached such
great size that the churches began to look like
gluss houses, and there was little space left for
murals.

Italy alone was an exception to this rule, There
the churches kept their solid walls, and mural
[}rﬂinting continued to be a great art for many
centuries. But the Italians were different from
the nations to the north in other ways as well.

75. cormc wALL parvtie [/ Madonna and Child Enthroned
About 1260, Cathedral, Gurk, Austria. This impressive mural
it done in @ peeuliorly German style that combines Cothio
influence from France with sharp-edged, angular drapery
patterny devived from Byzanting art (compare figura 64}

T4, masTEn HoNong (¢) / Daovid and Goliath, from “The
Prayer Book of P’Iif.lppi? the Fair™ / 1203, Bibliotheque Na-
tiomale, Paris. Sce eomment on the laft. The shading here is
s0 vigorons that the fipures ook ox ff they were carved in relicf,
Note the well-obserced leaves of oak and maple trees,




T8, veccio / Christ Entering Jerusalem / 1308-11. Muosetm
of the Cathedrul, Siena. Ducclo, like Giotto, wanted to lead
Italien art back to more notural forms, but he went ahout i
enather way: ke “unfroze™ the Byzantine style of juinting, so
that it became more lively and realistic.

8. oy /| Christ Entering Jirwsalem /10051306, Areno
Chapel, Padun. This mural forms an interesting contrast with
figure 78, While Duccip strives to bring the story to life by
4'I;ﬂr.rxazjﬂg upen the setting end the incidemtal detail, Ciotta’s
apprroach ix radically simple and diroct.

77, coaanve / Crucifie / About 1285-90. 8. Croee, Florence,
Although hi was supposed to haoe been the teacher of Gigtto,
Cimabue’s art is -:u:ru.:.tﬂy cloger t0 Duccio. In this Christ 1we
soe o urdy & new: concern with the wr.‘ighr and bulk of the
hody but a very moving expression of suffering.




STATNED GLASS WIND f The Viegin with ‘ﬁr fetail] Abour 1150, Cathedral, Lo Mais. The style of these fieures, on the
threahold of the Goth 'r |’ hus th vxpn i I|.-':;_;[, irf l':'-..lr.u.-,ri--.-..:,'m puttnting (compare ficare T1 |
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sl awrro S Lamentation over Chicixd £ Aboat 1305008, Arena {.'I..q:u_--'l_ Poacliun. Ser alo ﬁ_::“r,- TR Ta ks 2om-
temporiaries, Glotto s priciires med ox real av wture herselfs liore wes an aee thet haed roken Mirisiagh the
Burrine g the Byzanittne frucition, an aré af sirliel, Laprigibilo ,lr's::“:.-_-_g expressing prady and i"”‘-"’-'f,flﬂ'f orailins.




41, aworro / Madosne ewd Child Entlhroned 0 About 1310, L C.th!':., Flog-
ence; The revolutionary boldness of Giotta, his majestic sense of colume, & partic-
rih;rh_; .[:Irrkmg 1] WE compre thiy pranict] witth s Biypzunting ancestoy (séo future 67 ),



8L seareedk stanTist ) Ol Carngprg the Cross ;1 About 1340, The Loovie, Paris

Sinvone bl learsiced from Duceio o to stege o scoene ke this: the calorful erowd poter

Ing e of the citiy wate vevalls the nlifer master’s Clirist Entering Jerusalem (figure 76)




53, woaEMIAN sMasten S The
Crucifivdon / About 1360, Farmerdy
stabe Musoums, Berdin, Like South.
vri France. Bolienia: in Hh il
liswrtcentl contury Mecane a pate-
way of ltalian influence. The
IJI”'J‘“H“JJH”I |'”J]||:|‘.‘|'J.1Lr.rl' ol Pi.-‘.'l_:ru:
praduced the finest painters of Cen-
frad v,




Bd  evevsi sasten S The "Wilton IJJ,I.rr!p'h" J About 1415, National Gallery, Linulon. The style of this
clitrming work is zo interniativaal that some scholars #3407 v ! French. It shows Richand [ being
prosanted to the Virgin by his patron saints. The King's face is not an individual likenoss (he died in 1399),

AT BICIT:

BE.  Paltl OF LisnunG Ao aworrens f Fobrwery, from the “"Verg Rich Baok of Hours™ of the Dl af Barry
About 1415, Condé Musenin, Chantilly. Franee, In contrast to the refined vlvpuince of i oourtly kceney | aueh
mx e ro ;u.udur'.*q: phove), the Imtermationad Style olso fostorod sharpenyrd obsercation o) weaburi el averyday .I'i'j;-_







B, GENTILE D4 FARRIANG Aidtoration of e Magi 0 1423 Uizl Galléry, Fhorenee. Eden fhogl

here have greater i soffeditn. this TNalta ¢ of the Internationsl Style betrays its !
with the Northorn examples on the 3 compare. the Madonsia of The “Wilten Diptych”)




87. asmnocio roreszeETT / Presentation of the Infant Christ in the Temple /1342, Ulhizi Gallery, Florence. The monu.
mental figures of this painter from Siena betray the influence of Giotto, while the setting shows u bold new interest i deep
mpace. The interior of the temple is no longer a mere frame or backdrop; it has become a real "container™ for the figures
swhich are now clearly indoors (notice how they are overlapped by the two columns in the foreground),

61



They had never quite forgotten that they were the
heirs of the Romans and E.‘s_r]}' Christians, and
they knew much mare about city life. Italy had
wedlthy and powerful medieval towns earlier than
any other country, so that we meet a particularly
bold and modemn spirit among Italian Cothic
painters. The greatest of them all was Giotto, born
in the city of Florence in 1266. He is the first
painter in history who is as much admired today
as he was during his own lifetime. Since a good
many of his works have come down to us, we can
find out for ourselves why he became so famous.
Looking at his Lamentation over Christ (figure
80), which is one of a series of murals in a private
chapel in Padua, we feel right away that it must
be a large picture, rather than a miniature, This

has little to do with the actual size—it's the big-
ness of the shapes that makes the painting seem
so large. There is no fussy detail in these strong
and simple figures. Their weight and roundness
almost makes them look like great rocks. We call
such figures monumental, because they remind
us of a stone monument, firmly set in place for all
time.

Yet Giotto's people are full of human feeling,
We share their sorrow over the death of Christ,
whether we look at the weeping angels in the sky
or at the mourners below. Through their gestures,
and the expressions on their faces, thev speak to
us so clearly and simply that we ourselves become
part of the scene. There is something else, too,
that makes The Lamentation such a powerful

BS. amnnocin LoneszETTt / A Tuscan Town / About 1340, Picture Gallery, Siena. Here iy another daring thoust into un-
knowun termitory—a bird's-eye ciew of a killtap town by the sea. (It is not a detail from a larger painting but & complete
work in 4 own right.) If Ambrogio's picture, with the ground tilted uptcard so steeply as to leave no room for the sky, sug-
gesis a Eincd of relief map rathes than a frue fﬁmfxm:;u.‘, it gtill containg the seeds of the fﬁﬂvﬂi’:‘fgt'd fﬂ:lt:’ﬁm;m of the futurs,
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BO. Tosaso pa monesa /A Saint of the Dominican Order /
1352. Chapter House, 5. Niccold, Treviso, ltaly. Temmaso
combines the influence of Giotte with the detailed realivm of
Northern Gothic ard, He hos left ua the oldest knoum pictre
of eyeglasses (invented a few decades earller),

wark of art: its composition—by which we mean
the way the figures and other forms are arranged
inside the frame. When we look at story telling
pictures like the Romanesque mural or the Gothic
miniature, our eye travels from one detail to the
next. In The Lamentation, on the other hand., the
large, simple forms and the strong grouping of

). ciovanst pa miLaxo / Lamentstion over Chrlst J 1385,
Academy, Florence, This image of the Christ of the Passion,
dead yet with @ semblance of life since he i shown standing,

is less dramatic than Giotte’s Lamentation: et it has an ingi-
macyl af feeling that touches us even more deeply

the ligures allow us to see the entire scene at one
glance. Giotto has composed it the way a great
stage director would put on a dramatic play in the
theater. Even the scenery makes us think of a
stage set; it leaves just enough room for the bulks
figures, but the background looks flat. If we [ol-
low the foreshortened right arm of the Saint John,
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01, wrixcesco At / The Three Livine and the Theee Dead, detall from the freseo "The Triumph of Death™ / About
1950, Camposanto, Pisa. The startling realisn of this seene seminds ux that the Middle Ages were not only a time of faith

it 8 Hme o
i

in the center, we can measure the actual depth of
the “stage.”

Before Giotto, Italian painting had been (_'!:}51:1}'
tied to the Byzantine style. It you compare his
work with the Byzuntine Madonna in figure 67,
you will understand why he came to be remem-
bered as the man who led Italian art back to
natural forms. The painters of Siena, a town not
far from Florence, had a similar aim but went
about it another way (see figures 76, 75), They
“unifroze” the Byzantine style, so that it became

more lively and realistic. Among the best was

f pestidence, when whole towss could be depopulutod by the plagie, as in Tuscany in 1345. Traind probably
il omi F..'fumu! memorics in o ;.-lln fing the [error of men anicl animals at the -'-'JL“-'II and smoll of rotfing ”"-"Ji

Simone Martini, wlio I}eail.h:d the small wooden

panel of Christ Carrying the Cross (figure 82).

The picture is done in tempera, a technique used

for hoth miniatures and panels (the colors are
mixed with egg yolk and water, making a thin,
smoolh ;1;1iu| that dries to a h_:U*—:_‘[Il enamel-like
film ). The fine detail and the brilliant colors give
this kind of |1:iilifil1_g i if_"'\'lr'l'1'l|.!llﬂ.‘ *]H:liii}' Very dif-
terent from [resco. Some of Simone’s figures still
remind us of Byzantine art, while others show the
influence of Giotto in their bulk and expressive-

ness. Giotto's sense of druma is missing, to be sure,




UL sasren newmas / Coin Sleying Abel, from the St Peter's
Altar /1378, Kuusthalle, Homburg, This North Gernidn artist
was influenced by Bohemian painiing (compare figure 83),
which in turm vwed o good deal to mch Italiany as Tommaso
e Modene. Beeteam tiury hate cistted Italy in the 13907

03, TE MASTED OF NEILICENEHEUY Thig Anmumedation
About 1400, Kunsthistovisches Museum, Vieniw, Oned se
j.;;.':r:.it'ﬂ' ax French, this charmning ru.r.r-":pllu" ef the Intcrnational
Style ix none comsidetrd Austrion, The stone being puit in place
u‘lg the two ting anpels symilnlizer the Coming of Christ

84 oormc smivivtune S A Hai !.':n;:_' Party, from "{_Jur il
Mary's Psalter™ / About 1320, British Museum, Londos,
Everyday svenes such aa this delicately tinted drawing appens
on the marging of Gothic r;rurr::.\-'.'ri;lh fu:l:l_" before ”""If‘ll are pier
mitted to enfer into wored subjects, Compare the Hromanergus
hunting woeney in figure 69
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U, i sASTEN OF THE PAREMENT DE sanponse / The
Crucificion, with Portraits of Charles V of Frunce and His
Queen (xilk hanging) f About 1370, The Louvre, Paris. Slen-
der, praceful fiptires, subtle modeling, and softly curcing
drapery distineuich his masterpioce of the School of Paris.

but Simone has a wonderful eye for the little
touches that bring the scene to life, such as the
costumes, or the pushing and pulling of people
in a crowd, Notice how he has struggled to give
depth to his painting: he shows us not only the
[}L‘nph‘- pouring out of the city, but the city itself.
The foreshortened view is a bit awkward still, but
at least the picture space is no longer limited to a
narrow foreground stage.

Simone Martini also became an important link
between Italy and Northern Europe. He spent
SOTNE years in the south of France, where he came
to know French Gothic art while the French
learned about the new Italian style from him
(compare figure 98). By the end of the fourteenth
century, exchanges of this kind had become so
frequent that there was no longer much of a dif-
ference between the Italian and the Northern

85. smicwmon sROEDERLAM |/ Presentation in the Temple
and Flight inte Egypt / About 1395, Municipal Muoseum,
Dijor. The laft half recalls the Presentation of 1342 by Am-
brogio Lorenzetti (figure 87). Like many other artists then
working for French patrons, Brogderlam was e Fleming,

47, cormc mmxiaTuRe / Hares, from “The Hunting Book of
Gaston Phibus™ / About 1400. Bibliothéque Nationale, Paris.
Such lovingly observed animals are characteristic of the Inter-
national Stile; so & the nconststent scule, Pecorative effect
still seems more imporfant to this artist than spatial depth




painters. They all worked in a style which we
often call “International Cothic” in order to stress
their similarity of outlook.

Let us look at some pictures from this period,
which lasted until about 1420. The panel in figure
95 was painted in the 1390's by Melchior Broeder-
lam for the Duke of Burgundy. It is one of a pair
of wings to fit an altar shrine ( this explains its odd
shape). On the left side, which shows the Christ
Child being presented to the High Priest in the
Temple, we see how much Broederlam has
learned from the Italians about architectural
space in painting (see figure 87). His temple looks
a bit' unreal, as if it were a sort of cage built
around the figures, yet it has a good deal of depth.
There is Italian influence, too, in the heavy-set
figures. The soft, flowing folds of the costumes,
on the other hand, remind us of the David and

Goliath miniature. Such ample garments were
popular among the artists of that time, since they
made the figures look bulkier. On the right we see
the Holy Family—Mary, Joseph, and the Infant
Christ—flceing into Egypt. The softly shaded
rocky slopes, the trees and flowers done with such
loving care, show us how important landscape
painting had become by now. For Broederlam,
every detail of the natural world was worth look-
ing at—plants, animals, and peaple; his charming
donkey is certainly painted from life, and the
Joseph makes us think of a rough, simple farmer.

The same interest in nature and the everyday
world is found in the Very Rich Book of Hours,
painted around 1415 by Paul of Limburg and his
two brothers for the Duke of Berry, one of the
great noblemen of France. Figure 85 shows the
calendar for the month of February and the min-

HE. FOLLOWEN OF SIMONE MAnTING / Scenes of Country Life (detall) / Abeut 1345, Palace of the Popes, Avignon, For
most of the fourteenth century Avignon, rather than Roma, was the official residence of the Popes, ind thus became a gate-
way for Italian influences in France. In these frescoes the handling of space is very much bolder than in the work of North-
ern painters; the trees here serve the same depth-creating purposes as the columns in Lorenzetti's Presentation (figure 87)
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0B, wmaszEreo / Pen Sketch of Monkeys / About 143040,
The Louvre, Paris. These vicid sketches from life were proba-
Ky done af a private soo, Exotic animals had become a fash-
fenable callector's Wem wf the time of the International Style,
especkilly among the princes of Northern Haly,

jature that goes with it, telling us about country
life in midwinter. And what a complete and de-
lightful picture it is] We can almost feel the cold
in the still, clear air as we watch the birds seratch-
ing for feed in the barnyard, the farmhands warm-
ing themselves at the fire, or the peasant driving

his donkey toward the village among the snowy
hills in the distance.

The Birth of Christ (figure 100) was done in
1423, as part of the great altar in figure 86, by
Gentile da Fabriano, an Italian who must have
known the work of such Northern painters as
Broederlam and the Limburg brothers. The soft
shading, the loopy folds of drapery, the carefully
studied animals and plants—all these are familiar
to us by now; what really interests us about this
panel is the lighting, In the pictures we have seen
so far, we could never tell what time of day it was,
or what kind of light the artist had in mind. Here
for the first time we have a real night scene, and
we know exactly where the light is coming from.
Its main source is the Christ Child himself. He
had been called “the light of the world,” but unti]
now nobody had painted this divine light as if it
were a warm little campfire. Only in the years
around 1400 did artists begin to realize ilmtrlighi
is something separate from form and color and
perhaps even more important, since the way we
see things depends on how the light strikes them.
You will read more about this discovery in our
next chapter.

100, gesTiE pa Fasmiano / The Birth of Christ / 1423, Ulfizi Gallery, Florence. See comment abooe. The panel forms
part of the base (or “predella” ) of the .r.rifgni.‘ffﬂr in fgure 86, Gentile had & strong influence on Fisanello. He, too, must have
had the habit of shetching anmaly dircetly from life; the ox and ass in our picture show far keener obsercation than the
htman figures, whose softly flowing draperies still recall the style of the Parement de Norhonne (fgure 96),
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something new began. The calendar may tell

us that March 21 is the first day of spring,
but if we are asked about the real start of the
new season we find we cannot pin it down as
neatly as that. It is just as hard for us to say
when the modern age began. We do know, how-
ever, that the Middle Ages came to an end be-
tween the fourteenth and the sixteenth centuries

IT 15 ALWAYS HARD to find out exactly when

—in some places this happened much sooner than
in others—and that the Western world entered a
new era called the Renaissance. Gothie art, with
its growing interest in nature and its more hunian
approach to religious subjects, has shown us that
people’s outlook on life was beginning to change
even earlier,

From about 1420 on, this curiosity about*ani-
mals, plants, and people became a tremendous

101 nuserT R JAN vax kvcx / “The Baptism of Christ,” from a Book of Hours / About 1416-20, Muses Ciview, ‘Turin
This landscape shews us a plece of the real world, as #f o window had been out into the page, not g toy-size world ag fn
the Fl.’b'mc.rry mindature by Pawl of Linlurg (comparg figure 85). Such imaginery windows do not fit very well an g mat-
soript page. so the Van Eycks soon switched to panel pictures instead.

PR ¢ nente manie mee nosniome dng
',-j" R \5 nomne meo, copoling 08 meut ai
%77 /5‘ gladuum asuaun (ubtegumento

A manns (ue protertt me pluome




urge to explore the whole world and everything in
it. People were less and less willing to take things
on faith; they wanted to ask their own questions
and look for themselves, Bold seafarers set out for
unknown lands and came back with reports that
helped to fill in the blank spots on the map. Co-
lumbus, who discovered America in 1492, was
one of these, Other men explored the field of me-
chanics and invented important new techniques,
such as printing (about 1450) which made hooks
so cheap that many more people could afford
them than before. And the artists, too, tumed into
explorers. Simply by taking a fresh look at things,
they discovered that the world around them was
full of beauties and wonders that no one had been
aware of until then, In fact, Lht:}' often knew more
about the workings of nature than the scientists
of their day, because they had learned how to use
their eyes, while the scientists still relied on medi-

eval “book learning.”

102 Detail of Figure 108. Into thiy scene of Hell, which has
the ewful reality of a nightmare, the Van Eycks have poured
all the violent action they seem to avoid everyichere glse. Thetr
realistic way of painting mokes coen such an “wnnatural” sub.
jeet, with ity demons ond damned, belicoable

105, jan van evce / Man in the Hed Turban (Self-Portrait?)
1483, National f._-.il:_-r:.', London. In mediecal art there had
beem to real portraits. N ;:i'ﬂjhr-t‘! wanfed likenicsses Hi{:y
could recognize, and painters learmed how to record the I"rmgn

that make one person look different from anather
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HILE BOTH TIIE ITALIAN :J.nl'l LI.IE' ?\ii}rlh-

i \ ern painters broke away from the Interna-

tional Style at the same time, they did not do it
in the same way. That is the reason we use dif-
ferent names for their work, Ttalian fifteenth-

104, jax vax evex Jf The Modonng Enthroned with the
Chancellor Nicholas Rolin / About 1434, The Louvre, Paris.
The man who ordered this painting no longer seems to necd a
Saint fo introduce him to the Madonna (see ficure 84). As
larze a3 she, he confronts her in her hoavenly throne room,

century art is called "Early Renaissance™; that of
the Northern countries “Late Gothic"™—even
though the two styles have a good many things in
common. Late Gothic painting had its start in the
wealthy towns of Flanders (or Belgium, as we call
it tudu}‘}. Let us look at the earliest of these preat
masters, the brothers Hubert and Jan van Eyck.
One or the other of the two probably did the min-
iature of the Baptism of Christ (figure 101). It was
painted only a year or two after the Very Rich
Book of Hours (Rgure 85), and yet what a dif-
ference there is if we compare the two! The Lim-
hurg brothers were more interested in all the
charming details thev had collected than in the
scene as a whole; their picture makes us think not
of a real landscape but of a toy model where

everything is just as small as they have painted it.

105, mapenr caseews [/ Pordrait of o Lady / About 1425-30,
Natiomal Gallery, London: This niaster wes another preat e
plorer of the natural world at the time af the Van Eycks. He is,
however, lesy interested in light ond color than in making lik
forms look asz solid and rounded as possibie.
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106. wocen vax pen wevoex / Christ Taken from the Cross / About 1435, The Prado, Madrid. In this aliar, the greates
af his youthful works, Aoger shows how much he owes to the art of Robert Campin. The figures are pluced not in a land-
weape, ax we might expect, but in a shallow bozlike shrine, as carved and painted satues ere. Yet their mournful faces
and gestures speak to us so powerfully that we cannot help feeling ourselves part of the scene,

In The Baptism of Christ, on the contrary, we
are shown a piece of the real world, as if a win-
dow had been cut into the page. If we could
wander about in this landscape, we would find
everything to be life-size, not toy-size,

And why are we so convinced of this? Because
the van Eycks had made a great discovery: what
we see in real life depends on how the light is
picked up by the things we are looking at, and
also on the air that is between these things and
ourselves. Some surfaces, such as rocks or trees,
swallow up most of the light that hits them, while
others make it bounce back, like a mirror. In our

07, Detail of Figure 109. One of the two men in the mireor
i¢ the artist (his rignature reads, in Latin, “Jan can_Eyck was
hera”). He hes acted as a witness, and the picture thus becomes
il aorf of marrage eertificele.
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105,  srumenT on ax vax ke [/ The Cr ifixion and The Last J:‘h‘l!l;'_:.u'li nf /- Abont 1420, \1.r'1||||r|||:1.'.r| Museum
of -Art, New York Thes: Ir'-'iFn'-l'w gere ctinbisil fov a |.-r.'1||'.'.'rr.'.'h'-r." et bechnigue the YVan Egcks had b Hpod to |."r'1'r|'-r, I,
|'4.IFH.r.'frJrH_;: il Irlr.'r'lll" aned fem oy It p.'m.llr:: X -r-ffr r aherdes aad & vicher Bl .'u.'lril_'_' of teney than doas T alomi
Notice how the colors _ui'.' f'l”h v i the distanes ynbll we ean ne fur:-_::.'r tell where warth lircives rrH and -,-L'“- ..ru-g:_lr.-.‘
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!lll HORREAT CAMPIN / .'L.r.l'l'f.-.-nrm -i].'uq‘l f'-||ii'4||!l .-'-|.1|-r'.|t | 1253, MNatinomal f..||||.'|_1. I_.:_u||Fn;||_ ‘1.:_1 itf i Fiorre K1l
"‘:'lll ey of Hegien bown glenes ‘
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L noser vas pen wivees [/ Chrst Appearnig to His Mother ¢ About 40, Metiopolitan
Musewm ot Are, New Yok, The YViegio Mary has been reading her prager book; suddondy, she
frids the prosere of hezr S, whee hars vison Jrom the grave, and furns her grief-strickan face

torcard hirn while b tialses i honels s if b Peassnn hier, I Hr’r;‘_:-"r can der 1% '.llr"h'” o
thaet Telw peeeein covwrern 48 wif the worltd arimnd ws bt the wordd of lman f*'l'lllli_L;‘ wathm s



112 swco vas oen coks [/ The Bidh of Chelst / About 14768, Uiz Gallery, Florence. The altur of which thiz is the center
prtiel was done (n Brages for Tommase Portinard, @ Florentine businessnan by the boldest and most: dramatic Flemish
master of the time, Not since Roger van der Weyde hirist Takeyn from the Cross (figune | ve we met stich expressivi

power. Note especially the wonderful sraup of shepherds staring in breatidess, wids eted adoration at the newbom child




113 JEbssgl biea Fuorrtfinny i il Paereeed o “The Cearveleen o Woorlefy Delletibe” Celistail o g 137 About 15000

I Prady, Maded. The thussn o v wileere i Mt Rlee of Diist oy Peemree xlieriila wari’s I'."- v el an an I:ns-:r.“!',:,-,_-_- re petitiim

o the Crrigingl Stn of Actani g Eve whieli les floosied ws @l 00 be tha Jrrisosiizry of our caridl lesives










picture, the calm water of the river acts in this
way—it reflects not only the light of the sky but
the trees and the castle along the bank. Earlier
artists had not bothered with mirror images. The
van Eycks, on the other hand, looked upon them
as an important test of the painter’s power: if you
could show the difference between a reflection
;1[“] 11|P rl""d.l tll]ng in _\'ﬂll!’ pif.'lllru':'. th(':l'l }'Ull IIH.{I
learned all there was to know about light.

What the van E}'C]‘.S found out about air was
equally new and important. We all know that in
fogey weather the air sometimes gets so “thick”
that we can see qu_\; a few feet ahead. But the air
is never completelv clear. It alwavs acts like a
huz}' screen between us and the t]liﬂgs we are
looking at; the farther away these things are, the
dimmer and greyer they seem. The van Eycks
were the first painters to understand this clearly.
In The Baptism of Christ, every form is both
“air-conditioned” and “light-conditioned,” so that
all the details fall into place just as they do in
nature. What holds the scene mg:rth{'r, then, is a
new kind of order based on the behavior of light
and air. It is a very strict order, which works only
if the artist sticks to it in every detail. If he makes
any exceptions, for the sake of story telling, or
:-:jmﬂmlil:' meaning, or decoration, his picture will
no longer look like a window into the natural
world. The van Eycks kmew this, too; they have
put Christ and Saint John in the best spot they
could find, but the ligures are still so small that
we hardly notice them in the wide and wonderful
landscape.

Imaginary windows don't fit very well on a
manuscript page, because the letters and the or-
nament keep telling us that the page is something
flat and white, and that we must not try to look
through it. No wonder the van Eycks soon

AT LEFT:

15. sovrmiens raesci MasTen [/ The Avignon Pletd / About
1470, The Louvre, Puris. "Pieta” fs the Nallan word for "pity,”
bt it haix alse come to mean the jinape of e dead Christ
i f.'n- .‘.iii .rllf ”I':. mather Suefi Iu:r':r.n'.w wre i m.llr':lI i make
tis wharre the Virgin's grief by reminding us of Ha: happier days
when the Madonna held the Infunt Clirist on her lup, Although
thin work s entirely Late Gathic in fecling, it has 8 momuy.
mentality more Jtalian than Flemish,

118, nocer vax mEx wWeYDEN [/ Francesco o Esle About
1455, Metopalitay. Museum of Art, New York Unltke Jun

van Eyck, Roger stresses the main outlines of the fuce, insdteml

of exact detail. His portraity have @ more driking “personal
ity" bart tell us lose ahowt the way the silter actually looked

117, ermnus cumstus / Pordeait of a Young Girl / About 1465
70, Formerly State Museums, Berlin, Thir delicate, graceful
picture shows a hu;:j:.:'; union of influences from hoth Jan oan
Eyek {with sohom Potrus Christus had worked in the early
1440rx) and Roger van der Wegden, i
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switched to panel pictures, where they could
“paint away” the entire surface inside the frame.
You will see how successful they were in this if
you turn to the two pictures of figure 108. These
are painted in a complicated new technique the
van Eycks had helped to develop, using one or
more coats of very thin oil paint on top of tem-
pera. The oil paint would let the colors under-
neath shine through, producing softer shades and
a richer blending of tones. The tall and narrow
shape of our panels indicates that they are the
wings of a small altar; perhaps they fanked a
larger center panel which has been lost.

The left-hand wing shows the Crucifixion. We
seem to be loocking down at it, as if we were
watching it from a helicopter. This was the anly
way the van Eycks could tell the story of the
Crucifixion clearly but without breaking the rules
that made & window out of the picture. If t].lﬂ:lr’
had put us down on the ground, they would have
had to make the figures in the foreground so large
that our view would have been eut off.

i L16. pmo sovrs , The Prophet Elfoh in the Wilderness /
About 1465, Altar punel in St. Peter's, Louvain, Bouts, the 11% coxnap witz / Christ Walking on the Water / 1444
' gentlest and most poetic of the early Flemish painters, here Musée d*Art ct d'Histoire, Geneva. The most remarkable part

, shows Elijah being awakened by an angel who bids hm to var

of thiz altar panel by & Flemish-trained Swiss painter & Ha
of tha heaven-sent food that ol sastabe lim "for forty days”

backeround, a faithful "portrait” of the Lake of Geneva. Sucly
a readistic setting makes Christ's miracle, too, reem very real




120, “sasTen oF arx” / Jeremiah / About 1450, Royal Mu-
seums of Fine Arts, Brussels. Here we have another portrait
imposed on-a Biblical subfect: this Jeremiah bears the features
of King René of Anfou, who riled in southern France at the
time our picture was painted (for an altar in the toun of Aix)

Here you can see even better than before how
completely the van Eycks have mastered the light
and air of the natural world. Notice how the colors
get paler in the distance until we can no longer
tell where the carth leaves off and the sky begins.
Perhaps it will have struck you that despite the
milling crowds there is hardly any drama or ac-
tion in the picture. The van Eycks have paid just
as much attention to all the things that are not
part of the story—the rocks on the ground, the de-

tails of the costumes, the landscape—as to the hu-
man figures. But this does not mean that they
were any less religious than the painters of the
Middle Ages, If you could ask them, they would
probably say that God had created not only man
but the rest of the natural world as well: why then
should a pebble or a blade of grass be less worthy
of our respect than man himself?

While the story of the Crucifixion could be
told in terms of the natural world, the subject of
the right-hand wing had to be made up entirelv
from the artist’s imagination. It is the Last Judg-
ment: at the end of time, so the prophecy goes,
all the dead will rise from their graves to have
their deeds judged by God. We can see them com-
ing out of the ground and the ocean in the middie
of the picture. Above them is the Lord, sur-
rounded by the blessed souls who are being ad-
mitted to everlasting life in Paradise. Down be-
low, the sinners who have been condemned to
living death in Hell are being tortured by devilish
monsters (figure 102). Into this Hell, which has
the awful reality of a nightmare, the van Eycks
have poured all the violent action, all the expres-
siveness they seem to avoid everywhere else. Here
we see that the new painting rules can be applied
even to a subject as “ymnatural” as this; far from

121, wsmsows mastER / Cuer Reading the insgription on the
Muogic Well, miniatare from "The Heart Setzed with Loue™ /
About 1460. Natiomal Library, Vienna. This splendid mamo-
seript was ence owned by King Rend. Poet and painter, he
.".'rm;:usr:f the texct and may also have done the lustrations
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stifling the artist’s imagination, they only help him
to make these fantastic demons more believable,
andl the pains of the damned more heart-rending,
than ever before.

In medieval painting there had been no real
portraits, because nobody had thought it worth-
while to record the things that make one person
look different from another, Now, in the fifteenth
century, people wanted portraits they could rec-
ognize, such as the Man in the Red Turban (figure
103), which was done by Jan van Eyck in 1433
The sitter may very well be the artist himself
(there is a slight strain about the eyes, as if the
man were gazing into a mirror ). Here again we
marvel at the rich play of light and shade, which
gives us the “feel” of every surface, from the
stubble of heard on the chin to the crinkly fabric
of the turban. Yet we learn very little about the
character of this man: his face is as calm as the
landscape in The Baptism of Christ,

The picture in figure 111 dates from about
1440, It is the work of another great Flemish
master, Roger van der Weyden, who had heen
strongly influenced by the van Eycks. Roger’s
main concern, however, was not the world around
us but the world within us—he was the great ex-
plorer of human feelings in religious art. Our
panel shows Christ appearing to His mother after
He had risen from the grave, The Virgin Mary has
been reading her prayerbook; suddenly, she feels
the presence of her son and turns her grief-
stricken face toward him, while he raises his
hands as if to reassure her. There is an air of deep

122, o masTiEn OF aottass / A Young Princesy / Abont

1490, Colleetion Rolert Lebman, New York, This impartant
French artict was strongly influmnced by Hugo van der Goes
(see figure 112) The hint of sadness i the litte girl's foce
might ke an echo of the dyle of Roger van der Wetpdan,

123. jean gpouguer [/ Etiesme Chevalier and S0 H{t.'plmn i
About 1450, Formerly State Museums, Beéelin, Fouguet, like
20 raniy French Jainters, s el :'nqm-.e.'.*.'c.—_f udth Italian et
The architecture in this picture it Halian, and the figures, too,
have an [talian strength and stnplicity.
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124, sarcwaeL pacnen / The Four Latin Fathers (Jesome, Augustine, Gregory, and Ambrose) / About 1483, Pinukothek
Municl. This master from the Austrian Tirol was both a peinter end a wood carcer; hix fizures here gctually look Tiks
statues in richly decorated ndches, Their sharp-edged, spifa) forms are chargeteristicolly Late Gothic, but Pacher's masteny
af perspective foreshoriening betrays the influence of North Itolian painting (compare Mantegna, figure 148),

sadness and suffering about these two figures that
immutliatul:.f touches our heart, because their feel-
ings seem as real to us as the painted architecture
or the fine, airy landscape in the background. The
setting may strike you at first as rather too elabo-
rate, but if you study it more closely von will find
that almost every detail has a meaning related to
the main figures: the stone carvings on the arched
portal tell us about other events in the life of the
Virgin, and in the distance we see Christ leaving
His tomb while the soldiers on guard are asleep.
This is perhaps the most astonishing thing about
Late Gothic painting—how the natural world is

125, jeass memiase J Portrail of an Halien [ About 1485,
l{u_\-'-.il Museum of Fine Arts, Antwerp, .\f:r:ru'm_;.". working in
Bruges, must have known not only Hallans bug Htalion plctures,
top. From them he learned how to place thie sitter againg an
open londseapn und (o give him the kind of self-assurance we
nsually mizs in Flemash portraits,




128, cEewrceEx TOT SINT JANS / The Birth of Chrivt / About
14890, National Gallery, London, This wonderfully gentle night-
time scene; by a fellow countryman of Jerama Basch, recalls
the “discovery of light™ at the time of the International Cathic
Style around 1400 (compare figure 100)

made to contain the world of the spirit in such a
way that the two actually become one.

It was Roger who made the new Flemish style
known all over Northern Europe. Among the
countless artists from neighboring countries who
felt his influence there was a Frenchman whose
name has been fc:-rgf.}ttt'.n; we know mll}‘ a singltr
work by his hand, but that picture is one of the
most famous in all of Late Gothic painting ( figure
115). We call it The Avignon Pietd, since it was
found mear Avignon, in the south of France.
“Pieta” is the Italian word for “pity,” but it also
has come to mean the image of the dead Christ in
the lap of His mother. In our picture the Madonna
is lanked by Saint John and Saint Mary Magda-
lene. The figure kneeling on the left is the man
who ordered the painting,

The Fietd does not tell a story; it is meant,
rather, to make us share the silent grief of the
Virgin by reminding us that a younger and hap-

127. yemose poscu / The Garden of Worldly Delights / About 1500, The Prado, Madrid, The three panels are so densely
filled with cetail that thetr full beauty and imoginatioe power can be grasped only ot clote range (see figures 113, 114). The
entire work demands to be “read” slowly, like a long religious poem such as Dante’s Divine Comedy, and #s meaning i
tast as compliz. Bosch must have worked from a very exact plan, even though many of his tmages are hard to decipher today,




pier Madonna once held the Infant Christ on her
lap in much the same way. There are many things
in our picture that recall Roger van der Weyden,
but its design is very much simpler, and in this
simplicity lies its strength. It has a "higncss" about
it that makes us think of Giotto. And we may not
be uItngulhr—r wrong: Avignon is closer to Iml:.-
than to Flanders, so that our master might well
have been touched by Italian art even though his
Pietd remains entirely Late Gothic in feeling.

At the end of the century, the most important
French painter was again an artist of uncertain
name: we call him the “Master of Moulins.” The
young princess (figure 122) whose picture he
painted about 1490 could not have been more
than ten years old. We can tell by her elegant
costume and by the castle in the background that
she must be somebody important. Fortunately,
our painter has not been overawed by her high
rank; he shows her as a delicate and gentle little
girl, perhaps a bit too serious for one so young,
Or could it be that the hint of sadness in her face
is just another echo of the style of Roger van der
Weydenr

But let us return once more to the Netherlands,
Figure 128 was painted by Jerome Bosch, an
r:'.*.'tr:mru:':inur}' Dutch master who seems closer to
the van Eycks than to Roger van der "'ﬁfeydcn. Its
soft, airy background will remind you of The
Baptism of Christ, and the jerky gestures and
excited expressions of the figures have something
in common with the violent Hell scene of The
Last Judgment. Bosch, toe, shows us a kind of
hell, but it is a hell of man’s own making. His
painting was inspired by a popular book, The
Ship of Fools. It tells us that the world is full of
silly people who float through life as if it were a
pleasure trip instead of preparing for the day
when God will judge their deeds on earth. And
yet I.hcy don’t seem at all ]lu]!;}}', l.h'ﬂ'pih? their
frantic merrymaking: in their greed they overeat,
get drunk, and fight, while their ship is drifting
toward dangerous waters. We can be quite sure
that the journey will come to no gU{ld end.

125, jenome nosce / The Ship of Fools / About 1500, The
Louvre, Paris. The message here & a good deal easier to grasp
than in the great alter on the opposite page, but the same
gfummy view of lurman nture can be seen in both works. Sin,
to Basch, was clearly far more eeal than Saleation,
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Wof Bosch's figures, but actually they show
us a grim, even hopeless, view of human nature
and of man's place in the world (compare ﬁgllres
113, 114). As the Middle Ages came to an end in
Northern Europe, there were many people who
felt as Bosch did—lost, frightened, longing for a
new faith to take the place of the old. But in
Italy this mood was not so general. Many Ttalians
welcomed the new era as a “rebirth,” for that is
what the word “Renaissance” means and they
were the ones who coined it. It was, they said,
the rebirth of those powers of the human mind
that had created the glories of Greece and Rome.
The thousand years since the death of Classical
Antiquity they called the Middle Ages, the
“time in-between,” when little of importance had
been done in the arts. And the style that had come
into Italy from the North they labeled Gothie,
because they disliked it so. (The Goths were one
of the tribes that had helped to destroy the Ro-
mar E[iipire.] T{'-dﬂ}' We Tio Iml;_!_:f:r dt’Spiﬁl’: the
Middle Ages or Gothic art, although we still use
the same words.

Of course the Italiane did not try to turn them-
selves into Classical Romans pure and simple.
They certainly had no idea of giving up the Chris-
tian faith. Still, they believed we ought to rely
more on ourselves, instead of depending on God
for everything. “Since the Lord has given us such
remarkable powers of mind, and such a beautiful

world to live in,” they asked, "is it not our duty
to make full use of these gifts?” The Ancients,
they felt, had in many ways done a better job of
this than anybody else, so there was a lot to be
learned from them. But they thought of them-
selves as the rivals of Classical Antiquity, not as
mere imitators; they took from it what they
needed, and left the rest.

Florence, the home town of Ciotto, was the
birthplace of Renaissance art. In painting, the

129. rna piueeo weel / Madonng and Child Enthroned
1437. National Museum, Tarquinia, ltaly, This panel makes an
interesting comparizen with the work on the opposite page.
The powerful bodies and perspectice foreshortening tell us
that Fra Filippo was an enthusiastic follower of Masoreio,



130, sassacews / Madonmwag and Ohild with Anpely [/ 1426, Natiomal  Gallery, Landon. Tha
antestry of this altar panel can be traced back ter Coiathes sernel heyand. The ‘-:f.'a'r.f background,
too, fv tracitiopal, bt effwrwize N picture ehows all the n'rgufui'-rmmry rlrrmhn'g-.-. af !.I'a._m.-'g 0%
Trinity frisce (furee 138)



191, Foa ancerico aso Fra eilireo ceet /O The Adoration of the Magl / About 1445, Nutional Gallery of Art, Washington,
D, ¢ (Samiel L Kress Callection, ) Thero gy still o good doal of - the pecturesyue. cluooem of the International Gotlie Style i
thiz paned, with ite cotorful crowds and wellobwerood apomals, Onily g few of the figures betray the influence of Masaecio,



1532, aspuea ber easracxe [/ The Vietorious Daeld /0 About 1450055, Natiomil Gallery of Art, Washineton,
O (Widener Collection.) This fean. enorgetie young ficre his been "Eransabid™ from an endient shatue (e figur;
I!;_.' r..-u"nl"]'_f”l.l..i‘ frrercsl i madoment ;:Jl.tf gotiom _ruriuh' v iy ””‘”.jrfﬂ”f nite trnd in .li_:l'”l’-'.i Hq"ll!-‘-'uh.'u:.'i art.
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135, awowvasst pELxy S 5L Fronciy in' E y f Aboul 14585, The Frick Collection, New Yook, Fa this l'rrh’!,r masterpicee of lan "'-'r'r:;.lf
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new style sprang from the work of Masaceio, a
youthful genius who died about 1425 when he
was barely twenty-eight years old. We have only
a few pictures by his hand, but these show us
that he was an even bolder explorer than the van
Eycks. The fresco of The Holy Trinity with Saint
John and Saint Mary (figure 138) owes nothing
to the International Style; we can tell from the
monumental, bulky figures, and the “l}ignﬂss" of
the design as a whole, that Masaccio has gone
back a full hundred years to the style of Giotto.
And yet we find a great difference between the
two: Giotto’s figures remind us of carved stones,
while Masaccio’s seem to be made of flesh and
blood. But then Giotto was, after all, a medieval
artist. When he painted a human figure, he
thought only of what it would tell us, or how it
would make us feel; he was not interested in put-

ting it t(wgcthr:r the way such ﬁgurcs are put to-

gether in real life. Masaccio, on the other hand.

138, sasaccio / The Holy Trinity with St. John, St. Mary,
and Tweo Donors / About 1425, Santn Maria Novelln, Florence.
Note how the artist has adjusted the perspective to a beholder
whose eyes-are on @ level with the bottom edge of the frésco,
abiout five feet above the foor of the church,

138, raoto vocrnvo / The Battle of San Romano / About 1455. Natonal Callery, London, The panel is one of a set of three
commamorating a victory won by the Florentine forces in 1432, Here every form, even the landscape, shows the clarity
and order—but also the stranpe “frozen” quality—thot reflect the artist’s entliusiasm for perspective, Uccello sees the world
in terms of solid geometry rather than of lght and color, Compare The Battle of Issus, fizure 44,




140, posExico vexeziaso [/ Madonng end Saints / About
1445, Uizl Callery, Florence, This altar panel is as remarkable
for its brilliant, sunlit colors as for the harmony of its design.
St. John, the second figure from the left, looks directly at the
beholder as he points to the Christ Child.

tried to do exactly that. We might say that he
wanted to do Giotto over again, but from nature,
You will see what this means if you look, for ex-
ample, at the Saint John and Saint Mary. Al-
though they are wrapped in heavy cloaks, we can
feel the shape of their bodies under the drapery,
and this is !;tmlt‘ﬂ!iug we haven't been able to do
since we looked at the Roman mural in figure 34,
Masaccio had never seen anything like that, but
he worked in much the same way as the Ancient
painters: he thought of the bodies of his figures
first, and then put the clothes on them separately,
In order to do that, however, he had to find out

141, preno neris Faascesca / Mustrations from the Treatise
“De Prospectiva Pingendi” / About 1480, Biblioteca Palatina,
Parma. View of a cube, with oll six sides foreshortened, and
the hicad of @ man seen in profile, from above, and from below:
See poge 101 for a more detailed explanation.

how clothes behave—what kinds of folds you get
when you pull a cloak around your shoulders, or
bunch it over your arm, or let it hang to the floor.
This is why the draperies in the Trinity fresco
have the natural flow of real cloth,

But Masaccio also needed to know about the
forms underneath the drapery; and that was very
much more difficult, for it meant that he sud-
denly had to relearn everything the Ancients had
discovered (and the Middle Ages had forgotten)
about the workings of the human body. A look at
his Christ on the cross will tell you how amazingly
well he succeeded in this. The most remarkable



thing about the figure is not just that every bone,
every muscle is in the right place; it's the way all
these details fit together. Masaccio realized that
the body is like a complicated and finely adjusted
machine, which will run only if all the parts are in
working order. That is why all his figures look so
strong and full of energy. If you tum back for a
moment to the Christ of Roger van der Weyden
(figure 111), you will find that there, too. the de-
tails are well observed, but the “working order”
is missing; the joints seem stiff, the muscles weak,
and the whole body makes us think of a wooden
puppet dangling from invisible strings instead of
standing firmly on the ground. (At least that is
what Masaccio would have thought.) Late Gothic

figures never look as if they could do anything by
themselves; Early Renaissance ones do, even
when they are standing, or hanging from a cross.

The Trinity fresco also shows us another great
discovery. Its architectural background is fore-
shortened according to a set of rules which we
call scientific perspective. Earlier painters had
used foreshortening of a sort, too, but they had
done so in hit-or-miss fashion, without any rules
to guide them. Only scientific perspective made
it possible to get a clear and consistent picture of
things in space, since it was based on mathematics
and the exact measuring of angles and distances.
In themselves, the new rules had nothing to do
with art or imagination, and yet they were dis-

142, vien0 peLra FRANCESCA / The Resurrection / About 1460, Picture Callery, Borgo San Sepolcro. This Christ, unrvaled
in Early Renaissance art, has a body as sirong and beautiful as that of a classical god, while heés gaze recalls the spiritunl
intensity of the Byzanting Christ at Cefali (ficure 64). To Piero, the miracle of the Resurrection is not a spectecular drama
but an evont as swesomely simple and direct as the rising of the sun in the stillness of early morning,
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148, Ancient Statue of o Fleeing Man /
Uthis Caller v, Flarence, rr:mfmn: ﬂgu_rc
132 and see commant on page 103.




covered by artists, rather than by scientists, be-
cause the artists of the Early Renaissance were
so eager to get a firmer grip on the shapes of the
natural world.

While Masaccio’s bold new style was greatly
admired by his fellow artists, it took some time
for his ideas to be fully understood. In many other
Florentine pictures we can find echoes of the In-
ternational Style as late as the middle of the fif-
teenth century. The round panel in figure 131, be-
gun by Fra Angelico and finished by Fra Filippo
Lippi about 1445, is of this kind. It shows the
Magi—the three wise men or kings from the East
—kneeling in adoration before the Madonna and
Child. They are accompanied by countless serv-
ants and animals, as befits their great wealth. You
see this crowd pouring through the city gate on

the left, but there seems to be no end to them, for
the people coming down the mountain in the
background still belong to the same vast train.
All this makes a wonderfully gay and colorful
scene but we miss the order, the clarity and sim-
plicity of Masaccio, Just take a look at the build-
ings—their lines are slanted in a curious, mixed-up
way, without regard to scientific perspective. And
the graceful peacock on the roof of the barn in
the middle of the picture is much too big, On the
other hand, we can feel the influence of Masaccio
in the dignified Joseph standing next to the Ma-
donna, and in the lively nudes near the city gate.

Among the painters who were willing to follow
Masaccio all the way, the greatest was Piero della
Francesca. In figure 133 you see part of a mural
he did about 1460 in the town of Arezzo, to the

144, AxTodm roLLaworo / The Repe of Dedanira  About 1475, Yale University Art Gallery, New Haven, Connecticut,
Hereules, on the right, is shooting at the contour Nessus, who ix abducting his wife. Pollainolo’s fizures, muscular yet grace-
ful, betray the influence of Andrea del Castagno (compare figure 132). Here, strenuous movement and action have replaced
the severe, menumental forms of the pionecers of perspective such es Masaccig, Uecello, or Piero della Francesca.




south of Florence. It shows the Roman Emperor
Constantine, who has just become a Christian, at
the head of his army; he is holding up a small
white cross for his pagan enemies to see, and so
great is the power of this symbol of faith that they
flee without a fight. (They fill the right-hand half
of the picture, riot shown in our plate.) Piero has
not given his soldiers the kind of costumes and
arms t.he_v actually used in Constantine’s day,
even though he could have found out about these
things by studying Roman art if he had wanted to.
Yet every shape in the painting has so much firm-
ness and clarity that we mav well compare Piero’s
style to the finest Classical works of the Ancients.
No other painter ever came as close as he did to
the monumental spirit of Masaccio.

Perhaps it will help you to understand the
secret of Piero’s greatness if you take a look at
figure 141, which shows you some illustrations
from a famous book he wrote on the rules of per-
spective for painters, While these are really scien-
tific drawings and not meant to be works of art,
they do tell us something about how Piero studied
the forms he put into his own pictures. At the top
you see a cube, in foreshortened view; this is taken
from one of the earlier chapters, which deal with
mathematical shapes because they are easier to
take apart than the shapes of the natural world.
Below, there is the head of a man, seen from the
side, from abaove, and from below, The last two
drawings also show the odd outlines you would
get if you were to slice through the head at var-
ious levels, and the thin straight lines help you
to line up the three views with each other. If you
now turn to The Battle of Constanting once more
and look at the rearing white horse on the left,
for cxamp[c* you can see that Piero must have
studied its shape by this same mathematical meth-
od. But Piero also had a splendid feeling for

145. Detal of Figure 144 The fine airy landscape in the
backeround of Pollaiuolo's puﬂi'f—ﬂ vlew af the countrysids
around the cily of Florence—recalls similar vistas oy the great
Flemish mastérs (compare figure 104), Northern painting 10as
much admired among Floventine artists at this Hme.

1468, axones ManTECNA / St James Led fo His Execution /
About 1455, Ovetari Chapel, Church of the Eremitani, Padua,
This fresco reveals the artist's tense, expressive style as wall
a5 his passionate interest in angient Roman moenuments. For

the bold “worm's-eye”™ perspective, compare figure 138,

101
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47, axmoneLro pa sessixa / The Crucifision / 1475, Royal
Museumn of Fine Arts, Antwerp. Antonello, although a Sicilian,
wis by far the most “Flemish” in style and painting technique
wemong the Italian masters of lis time. He must have had close
contact with a folleer of Jon van Eyck (Potris Christus?)

design and great power of expression, otherwise
our picture would not look so vigorously alive.
And he understood the new order of light and air
which we first found in the works of the van
Eycks. The brisk, clear morning air, the surl.lighl
glistening on the shiny armor—these tell us as
much as the forms themselves about the sense of
adventure, the wonderful self-confidence of the
age of “rebirth.”

So far we have seen no direct influence of
Classical art on the painters of the Early Renais-
sance, This is not really so strange: the fifteenth
century knew almost nothing about ancient paint-

ing. Still, our painters did learn from Classical art,
by taking ideas from ancient sculpture and fitting
them into their own work. In figure 132 you see
how this could be done. It shows the victorious
David, painted on a leather shield by Andrea del
Castagno soon after 1450. While such a shield
was meant only for display, not for actual fight-
ing, its owner wanted everybody to know that he
would face his enemies as bravely as David. In
our picture, David has already won out over
Goliath, but he is again wielding his sling and
challenging all comers. Perhaps you will remem-
ber the Gothic miniature (figure 74) where David
appears as a mere child who could never have
done what he did if his hands had not been
guided by the Lord Himself: That was the medi-
eval way of looking at the story. Castagno ob-
viously thought otherwise: to him, David was an
athletic young man whose courage came from
God but whose strength and skill were his own.

148, AxnREA MANTEGHA / Portion of a Cefling Fresco / About
1470, Ducal Palace, Mantua, Here Mantegna, in a lghter vein,
has used his mastery of perspective to “open up” the center of
the ceiling, so that we feel obseroed by indiscreet seroant girls
and threatened by o precariously placed flowverpot,




This is why he turned to Classical sculpture for
help, since the Ancients had known a great deal
more about the human body in action than he did
The statue in figure 143 will show you how Cas-
tagno has followed the outlines of his ancient
model even to the windblown drapery. Curiously
enough, however, the Classical ﬁgure is not a hero
at all; in fact, he is running away and his hand is
raised for protection. Castagno has changed the
meaning of the pose from fear to defiance
Castagno's David seems much less solid and
bulky than the figures of Masaccio or Piero della
Francesca, His forms are more graceful, tense,
and nervous, We find a similar style in the dra-
matic Crucifixion panel (figure 134) by Andrea
Mantegna, who was one of the first, and also the
greatest, of the Early Renaissance masters in
North Italy. He came from the town of Padua,
near Venice, and it is likely that he was influenced
by Castagno, who had done some murals in Ven-

149, crovasea peLust / The Dead Christ between St, Mary
and St. John /- About 1480, Brera U.‘i]tl."r:.'. Milan. In this pic-
ture we find the influence of both Mantegna (who was Bellini's
trather-in-law) end Antomello da Messina. The gentle depth
of feeling, however, is Bellini's very oum

150, cexTmie sELrist [/ Corpus Cliristl Procession on St Mark's Square / 1946. Academy, Venice. Gentile, although less
great an artist than his brother Gilovannd, has left us some splondid records of the p&gcam'ry af Venetian lifo. This proces-
sion, against the backdrop of the richly decorated fagade of St. Mark’s, with #s Byzantine domes glistening in the sunlight,
ir a colorful spectacle indeed. The setting of the scene still lovks much the same today. )
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152, arovanmt eereea / Doge Leonardo Loredano / About
1501, Nutional Gallery, London. In this formal portrait of the
head of the Venetian Republie, the rigid pose and the elaborate
costume emphasize the dignity of the sitter's rank, yet the foce
is alive with individus] character.

ice during Mantegna's youth. His figures look even
more strained than the David; the tautly stretched
Christ and the mourning group under the cross to
the left are so intensely expressive that they make
us think of Roger van der Weyden and The
Avignon Pietd, while the deep, airy background
landscape reminds us of the van Eyck Crucifixion
in figure 108. As a North Italian, Mantegna un-
derstood Late Gothic painting better than the
Florentine masters did, but he also was a keen
student of scientific perspective. Instead of letting
us float above the scene, the way the van Eycks
had done, he places us on a level with the figures
in the picture, so that we are far more directly in-
volved with the tragic story before our eyes.

151. yromesxTiNE MASTEN / A Young Lady / About 1480,
Formerly State Museums, Berlin. Many Italians of the Early
Renaissance preferred the comeo-like precision and elegance
of strict profile portratts such as this, to the three-gquarter view
with ity more subtle shadings of character,

153, sm=mvormo na Fonrey [/ Sictus IV end Hie Familises /
About 1477, Vatican Callery, Rome. Kneeling before the Pope
is the humenist Flating, head of the Vatican Library, Melozzo's
style combines the monumental spirit of his teocher Piero della
Francesca with the expressive force of Mantegna.
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154. pomesico cumiaxoato / The Birth of the Virgin / About 1490, Santa Maria Novella, Florence, The cycle of which
this fresco forms a part includes many scenes that seem to be taken direetly from the life of the artis’s own time. The lei-
surely, detailed storytelling art of Ghirlandaio is the counter-art of Gentile Bellini's in Venice (compare figure 150). Among
the group of lady cisitors in the foreground we find several fine portrait heads.

The difference between Late Gothic and Early
Renaissance art shows up particularly well in por-
trait painting. We are not sure who did the
elegant young lady in figure 151—an important
Florentine master, certainly, of the time around
1460—nor do we know her name, but she must
have been one of the famous beauties of her day,
and the picture is quite frankly meant to make us
admire her. One might almost call her a very re-
fined pin-up girl, who knows her own good looks
and is pmud of them, Our artist has given her such
a self-assured air that the Young Princess of the
Master of Moulins (figure 122) seems downright
timid by comparison.

In figure 136 you see another kind of portrait.
This picture of an old man and his grandchild was
probably ordered by the little boy's [ather, and for

much the same reason that we today take family
snapshots—to remind us of people we love. Do-
menico Ghirlandaio, who painted it in Florence
about 1480, admired the realistic style of the
Flemish masters. He has recorded the wrinkles, the
warts, the diseased nose of the old man exactly as
he saw them. But there is also something here that
we don't find in Late Gothic portraits: the picture
tells us not nnl}’ what the old man looked like but
what kind of a person he was. We would never
think of comparing this face to a landseape (as
we did with The Man in the Red Turban by Jan
VAT F.}'{'.k in ﬂgun: 103), because it is alive with
the glow aof love and tendemess. And the little boy
looks up to his grandfather so trustingly that we,
too, 1o Itmg{rr mind the ug|}'_._ swollen nose and

think only of the warm human feeling with which
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135, saxumo sornceiil / Primavera / About 1478, Ullid Gallery, Florence. This allegory of springtinie, with its wealth;
of allusions to classical literature and mythology, was designed for the refingd taste of a small circle. We, too, enfoy tne
delicate poctic air of the picture, even if we no longer understand the meaning of every detail. The weightless figures moo-
ing with unsarthly grace against a hackground of dark foliage, suggest the decorative pattern of a tapestry.

the artist has endowed these two people.

Our next pictures bring us back once more to
the idea of the “rebirth of antiquity,” since their
stibjects are taken from the religion of the Greeks
and Romans. Needless to say, the Church frowned

on such pagan stories, and yet we find mare and
more of them toward the end of the ffteenth
century. Needless to say, the artists who painted
them, and the patrons who owned them, did not
actually believe in the ancient gods. Sandro Botti-
celli, for instance, who did the famous Birth of

156, Venus, Valcan, Cupid, and the Three Graces / From a
French Mamuseript of about 1480, Bibliothéque Nationale,
Paris. Here o Late Gothic artist has attempted to picture the
unfamiline world of pagan mythology. Compare the delight-
fully awkward results with the elegance and ease of Botticelli.

LOE



Venus in figure 137, was a deeply religious man;
neither he nor anybody else in Florence accepted
the goddess of love as “real” the way they ac-
cepted Christ or the Madonna. If we want to
understand this picture, we must think of it as a
sort of poetic dream where Venus, born of the sea
like a shimmering pearl, stands for that “rebirth
of mankind” which was the great hope of the
Renaissance. And she looks as frail as a dream,
too—pale, delicate, without weight or bulk, she
bends like a reed in the gentle breeze from the
mouths of the two wind gods on the left. How
solid and powerful the David of Castagno seems
as against these gossamer creatures!

Another “pagan” picture fﬁgure 157), painted
by Piero di Cosimo, is the very opposite of Botti-
celli's Venus: down-to-earth, gay, and colorful.
Here we see Bacchus. the god of wine, and his
goat-footed companions, the satyrs, at a sort of

picnic on a sunny summer afternoon. The god
himself, looking slightly tipsy, stands on the right
with his lady love, Ariadne, but most of the satyrs
pay little attention to him; instead, they busy
themselves about the old willow tree in the center
of the scene. If you look closely, you will find
that they are all making as much noise as they can
by banging their pots and pans, for they have dis-
covered a swarm of bees, and the noise will make
the bees settle in a cluster on one of the branches
of the tree. The satyrs want to collect the honey,
from which they will make a kind of wine, Piero
di Cosimo tells us all this as if Bacchus and the
satyrs were just plain friendly country folk. And
that, in a way, is what he really believed. The
ancient gods, he thought, were actually people
who had lived in the early days of mankind, be-
fore history began. The discovery of honey must
have been very important to these simple people;

157. wvERo o1 cosovmo / The Discocery of Honey / About 1498, Worcester Art Museum, Massachusetts, Piaro, although a
Florentine, scems more akin in some ways to the Late Gothic miniature of figure 156 than to Botticelli in lis approach
to classical subfect matter, He was, in fact, a great admirer of Flemish painting. But perhaps it would be more accurate
to say that he wanted to give Bacchus and the satyrs the same air of everyday reality as in Ghirlandaio (compare figure 154)
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155, rvea siovoreLnl / The Damned Cast into Hell / About 1500, Cathedral, Orvieto, This fresco, one of the erouming
achicvements of the Early Renaissance, echoes both the discipline of Pierp della Francesca and the physical energy of Pol-
laitiolo. In contrast to the nightmarish tortures and grotesque monstors of Late Gothie art (figures 102, 114), Signerelli does
not rob the Damned of their dignity as human beings; he depicts their fate as a tragedy, rather than ax g horror story.

it was, after all, a first step toward civilization.
That is why they honored the memory of the first
beekeepers by making gods out of them. Thus
Bacchus and his companions in our picture stand
for “man’s slow progress through the ages™—a less
poetic idea than Botticelli's dream of “mankind
reborn,” but a far more realistic one. Piero’s style,
too, is more realistic. Like Ghirlandaio, he was in-
terested in Flemish painting; the fine airy land-
scape background of his picture shows this North-

ern influence particularly well. But the landscape
is not merely pleasant to look at, it also helps to
drive home the “lesson” of the story. The rough,
barren hill on the right stands for the primitive
early days of man’s lif¢ on earth, while the one on
the left, with its little town and steeple, tells us
of the blessings of civilized living. Thus the entire
panel reflects the hopeful outlook of the Early
Renaissance.



She AL of Gontis

S WE ENTER THE SIXTEENTH CENTURY, W aI-
A most come to feel that the idea of “re-

birth” was more than an idle dream.
There were so many great men that they seemed
like a new race of giants, gifted with creative
powers such as the human mind had never known
before. At first glance, this Age of Genius may
strike us as a much happier era than our own
troubled times. In actual fact, however, it would
be hard to find a century more unstable, more diffi-
cult to live in, than the sixteenth. It was a time of
never-ending conflicts, both of arms and of ideas,
for the discoveries of the previous hundred vears
had by now thoroughly upset the old order of
things everywhere. The wealth of America and of
other new-found lands across the ocean started a
scramble for power among the nations of Western
Europe, with colonies and overseas trade as the
stakes. These wars, in turn, were all mixed up with
the great religious crisis, which disturbed people
more than anything else that happened during
those trying days. In the countries north of the
Alps, great reformers such as Martin Luther and
John Calvin declared themselves independent of
the authority of the Pope and established Protes-
tant Churches of their own, The fact that they
found so many followers shows that there was a

159. reoxampo pa visct / Skeleh of a Flying Machine /

About 1485, Institut de France, Faris. The pilot moves the

four wings by means of pulleys. Leonardo was the first to find

a rational approach to this age-old dream of man. He later

realized that our muscles are too weak for powered flight and
proposed gliders instead.

need for this Reformation of faith; but the
struggle between the two opposing camps was so
cruel and bloody that it made quite a few people
lose their trust in religion altogether.

How, we may wonder, could great master-
pieces of art be created in the midst of all this
turmoil? It is indeed difficult to say why we find
so many men of genius in some periods, and so
few in others. Still, let us keep in mind that the
sixteenth century was also an age of challenge,
when old barriers were breaking down and new
horizons were opening up everywhere. Perhaps
this gave men a better chance to stretch their
minds, and to accomplish great things, than they
could have found in a more orderly world.
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MoNG THE ARTISTS of this time, three are so
tamous that their names have become house-
hold words: Leonardo da Vinci, Michelangelo,
and Raphael. They lived during the High Renais-
sance in Italy, a glorious period at the beginning
of the century that was like the Classical Age of
Ancient Greece. Leonardo da Vinel came closer to
being an all-around genius than any other man in
history; he thought of himself first and foremost as
an artist, but his notebooks and drawings show
that his idea of art took in a lot of things that we
would call natural science today. He believed so
strongly in the eye as the perfect instrument for
exploring the natural world that to see and to
know meant the same to him. Artists, he said, are
the best scientists; not only do they observe things
better than other people—they think about what
they see, and then tell the rest of us about it in
pictures. Nowadays scientists prefer to put their
imnwlmlgc into words (they have had to invent a
great many new ones for this purpose ), but in the
Renaissance a good picture was stll “worth a
thousand words.”

Leonardo’s own drawings are so clear and full
of life that even if we don't know how to read his
notes we can grasp his ideas by just looking. No
matter what we may be particularly interested in,
we are apt to find that Leonardo was interested
in it too, He was the first man to design flying
machines (figure 159) and to make exact pictures
of the inside of the human body (figure 173),

161. rEonanvo pA vive: / The Virgin of the Rocks / About
1485. The Louvre, Paris. This is the sarliest of the pictures
Leonardn is known to have completed. The dusky half-light
of the grotto blends the colors and softens the outlines so that
they appear as if seen through a thin veil of mist

among many other things. His scientific mind can
also be seen at work in one of the studies he did
for a big battle picture about 1504 (figure 162).
The point of the drawing is that animals and men
have the same sort of expression on their faces
when they are moved by the same strong emotion.

180. Detall of Figure 181, The angel turns toward us with a tender smile, as i he
had just become aware of our presence. By this glonce (and his pointing gecture)
he asks us to follow the example of the Infant St. John in adoring the Christ Child.
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182, rroxamon na vises [/ Sketches for the "Battle of

Anghiar” / About 1504. Royal Library, Windsor Castle.

{Crown copyright reserved.) Leonardo became interested in
the facial expressions of animals becanse he wanted the horses,
ton, to fight each ather in his battle scend, wlong with the men,

In this case it is rage, and the man, the lion, and
the horses are all baring their teeth and snarling.
Here we really have one of the earliest studies in
psychology, which we like to think is something
very modern.

Leonardo never finished the battle scene, but
during those same years he did his most famous
painting, the Mona Lisa (figure 184). If we com-
pare it with earlier portraits (figures 136, 151), we
will see immediately that Leonardo’s seems more
complete, more rounded. The figure, the low wall
behind her, and the distant landscape are mno
longer set off against each other as separate things;
the picture as a whole has now become more im-
portant than any of its parts. This new harmony
was one of the aims of the High Renaissance.

163. reTER ravL nwmens / Drowing after Leanarde’s cartoon for the “Battle of Anghiari™ / About 1605, The Louvre, Paris,
T'hese horsemen fighting for the battle standard were the center of Leonardo’s compositien. The violence of the action is
particulirliy striking when compared with the “sow-motion” battles of Uccelly (figure 139). Yet vven here Leenarde aims
at harmany of form; the explosice encrgy of the figures remaing firmly within the lozenge-shaped outline of the desizn.
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172, reoxnanco pa viver / Coastal Landscape in a Storm / About 1510, Roysl Library, Windsor Castle. (Crown copy-
right reserved.) His interest in the order of the natural world led Leonardo to study the formation of rocks and the mone-
ment of water and air. Toward the end of is life, ke put all he had learned into a series of magnificent drowings of “nature
in action™—thunderstorms, tidal waves, and earthquakes. That is how he imagined the end of the world.

Leonardo has achieved it here not only by com-
posing the picture more carefully but by paint-
ing it as if everything were seen through a slight
haze that swallows up the small details, softens
the outlines, and blends the shapes and colors to-
gether. In this way he leaves a good deal to our
imagination, and that is why the Mona Lisa strikes
us as so wonderfully alive. This is true both of the
landscape (where Leonardo suggests to us how
the earth “grew” from rocks and water) and of

173. reoxanpo pa vver [/ Child in the Womb / About 1510,
Royal Library, Windsor Castle. (Crown copyright reserved.)
This drawing, a milestone in the history of science, shows espe-
cially well what Leonardn had in mind when he said that “to
ged and “to know™ are the same.
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174, 175. sirciErasceno [/ Interior of the Sistine Chapel and Detail of “The Last Judamont”™ / 15341541, Vatican, Rome,
A quarter of a century—and the great crisis of the Reformation—separates The Last Judgment from the Sisting Ceiling, It (s
therefore not enly the subject but also the ertist’s advenced age and a general changa in spiritual clinuite that account for
it S,JJ"JH_T n;aud Df [hp. ,.r;,f;-r “_'L.':j.'. hflch[:f;lnj;l:}n F:r;.-.. been l_:f:‘l-‘ifl'.y irrajmr&srd u:n‘h SJ"IE‘;PIH:"L'”!'.'L frﬂmn fﬁ;’[:h‘.‘ L‘EH_J,

the face, with its mysterious smile. What is the
Mona Lisa thinking about? That really depends
on what we are thinking about as we look at her,
Perhaps Leonardo himself was a bit like that;
people always found him even-tempered and
friendly, but nobody ever knew for sure what was
o his mind.

Michelangelo was in many ways the exact op-
posite of Leonardo. He, too, had many different
strings to his bow—he was a sculptor, architect,
and poet, as well as a painter—but he took no
interest in science. Leonardo could compare a
man's face with that of a lion or a horse because
human beings to him were simply part of nature
as a whole. For Michelangelo, on the contrary,
man was a unique and almost gmllike lhiug; and
the artist was not a Lﬂ!uﬂ}' ubﬁun'hlg scientist it

a creator under whose hands dead materials sud-




denly came to life. In order to do this, the artist
needed more than a brilliant mind—he had to be
inspired, and inspiration could come only from
Cod, since the artist was, in a way, competing
with Him. Michelangelo himself never knew
whether to regard his gift as a blessing or a curse.
His violent personality, always tom between hope
and despair, filled those who knew him with such
awe that they really felt there was something
superhuman about him. He has done more than
any other man to shape our idea of what genius is
like, so that even now we still tend to think of
genius as a strange, uncontrollable power that
holds the artist in its grip.

Michelangelo’s masterpiece is the huge fresco
covering the entire ceiling of the Sistine Chapel
in the Vatican (figure 175). He did it between 1508
and 1512 for Julius II, the great Pope during
whose reign Rome became the center of Italian
art. Figure 177 shows you one of the main scenes,
The Creation of Adam. Tt will remind you of the
monumental style of Giotto and Masaccio, but
there is a forcefulness of action and feeling here
such as we have never seen before. These mighty
creatures, stronger and more perfectly formed

178, soomrraxoren / The Resoreetion / About 1535, The
Louvre, Paris. For condrasd compuire s drawing witly The
Resurrection by Piero della Francesca (figure I42), Michel-
angelo’s Christ, instead of solemuly fecing the behelder, leaps
from the tomb like o prisoner suddenly set free,

than any man, come to us not from the real world
of nature but from the ideal world of Michel-
angelo’s imagination. The figure of God rushing
through the sky is nothing less than creative
energy itself. Adam, in contrast, still clings to the
earth from which he has been molded. Their
hands reach out to each other, and we can almost
teel the breath of life Hlowing into Adam. No other

177, socmeLaxceLo / “The Creation of Adam.” from the Sistine Ceiling / 1508-1512. Vatican, Rome. Ses comment abooe.
In the view of the interior of the Chapel on the facing page, this section is visible just below the top of the picture. The
drama of the seene appears even greater once we realize that Adam is sraining not only toward his Creator but also tonwvard
the unborn Eve, who glances at him from the sheltor of God's left arm.
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178, naviant / Self-Poartrait / About 1497, Ashmolean Mu-
geum, Oxlord, Even in hils teens R-:tpi::.r.r:'-f t.rfﬂ'u:flr} wigs A mas-
terful drafesman, He apprars here as @ youth of almost femi-
nine gentloncsy, with the dreamy eyes of a post. His personal
charm gast ity spell on all who knew him during his brief life.

artist bas ever equaled Michelangelo’s vision of
this fateful moment. Around the main scenes on
the ceiling there is a framework with seated fig-
ures in niches, One of these, the Prophet Jeremiah,
is shown in figure 165, ITis body has even greater
bulk and strength than those in The Creation of
Adam, yet all his energy is turned inward upon
the dark thoughts that £l his mincd. Michelangelo
has portrayed something of his own character in
this gloomy ligure.

How different are the paintings of Raphaell
Younger than Leonardo and Midlulang_e]ﬂ, he
was the happiest and least complicated of the
three. He, too, came to Rome at the request of
Julivs 1, but he had already seen Leonardo’s
work in Florence and had learned a great deal
from it, In the '[nw.*h' Madonna of 1507 Higun"
166), the softness of the modeling and the calm

179, naritaes / The Dream of Scipio / About 1500, National
Callery, London. This tiny panel, only seven inches square,
sheivs the hero focing a choice between a lfe of pleasure and
of virtue. Even the landscape &s “moralized”: the rocky roud
of virtue leads away from the plain of pleasure.

beauty of the Virgin show the influence of the
Mona Lisa. Yet Raphael has none of those dis-
quieting mysteries that make Leonardo so hard to
understand.

In Rome, the Sistine Ceiling made a deep im-
pression on Raphael. This phase of his style may
be seen in The Expulsion of Heliodorus (figure
182), ane of the frescoes he painted in the Vatican
Palace. It illustrates the story of a pagan Greek
soldier who had brashly entered the Temple in
Jerusalem in order to carry off its treasures. In the
center of the picture, the High Priest at the altar
is asking the Lord’s help, and his prayer brings
the three armed messengers of Ged, on the right,
who are chasing Heliodorus and his men away.
These figures are as powerfully built as those in
the Sistine Ceiling, and even more agitated. But
with Raphael there is no "battle of feclings” with-




in the {igures, such as we saw in Miehelange]n's
style. What we admire most about The Expulsion
of Heliodorus, however, is its masterly composi-
tion. Only a genius could have made a stable,
well-balanced whole out of so many figures doing
different things. The way the architectural frame-
work forms the backbone of the entire picture
reminds us of Masaccio’s Trinity mural (Bgure
138), except that Raphael’s design is far richer and
full of movement.

After the death of Julius IT in 1513, Rome did
not long remain the great center of art it had
been. Meanwhile, a new school of painting had
grown up in the rich seafaring and trading city of
Venice. The first master of the Venetian High

180, 181, marumarr. / The School of Athens / 1509-1510. Vatican, Rome. The fresco was painted on one of the walls of
the library of Pope Julius IL [t shows the " Athenian school of thought™—a great assembly of Greek philosaphers, each of them
in a characteristic pose or activity, with Plato and Aristotle at the center. Raphael conceys the harmony of the classical werld
of ideas through the lofty architecture a3 well as the lively yet disciplined grouping of the figures,
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182, maviapn / The f'.':.;.‘llf.':ir.lll of Hellodeorus / 1511-1514. Vatican, Reme, In kl:rping with the :'.‘I:-!?j'r'-"l, Raphae! hera
adopts @ fur more dramatic style than in The School of Athens, full of sweeping movement, The impressive figure being
carried into the hempls on the left is none other than Julivg 11, whe sow himself a5 @ modern successor to the High Friext

in the story, successfully ealling upon Diving aid in order 1o expel the forvign powers who had invaded Italy at that tima.

183, mavmam / A Young I.an'y with a Veil, "La Donna Ve-
late” /7 Abwmit 1513, Fitti Palace, Florence. Hu;.l.i'im'll his It!'ft
us @ large number of splendid poriraits. Ln Donnu Velata,
although more opulent than the Mona Liza, shows how strongly
Huphaﬂ had been impressed by Leonarde’s picture.

183, pavsarct / CGalates / Abow! 1514, Villa Famesina,
Rome, The style of thix fresco 18 elese to The Expulsion of
Heliodarus. Tte subject, the nymph Galatea standing on o ahell,
recalls Botticelli's Venus (figure 137) but Raphaels seulptural,
roundod forms ereate a very different effect.




185.. axionea muL santo / The Holy Family / 1525, Cloister of the Annunziaty, Florence, Andrea, the youngest of the Flor-
entine High Renaissunce musters, was influenced—and to some extent overawed—by the work of the "big three": Leonardo,
Michelangelo, and Raphael. This fresco, with its breadth of form, its air of dignified repose, showws him at his very best.
It is alto one of the lust examples, in cither Florgnce or Rome, of the triie High Renalssance style.

Renaissance was Giorgione, who died in 1510
when he was still in his early thirties. Yet he is
ranked among the greatest painters in history, for
it was he who brought to Venetian painting most
of the special qualities that set it apart from all
the other styles of the sixteenth century. In his
splendid Concert (ligure 167), we find it hard 1o
tell what kind of story the artist had in mind. All
we can say is that the figures seem happy in each
other’s company. Perhaps the difference between
the two young men gives us a clue to the riddle:
one is a barefoot hoy, very simply dressed, while
the lute-player sports an elegaut and colorful cos-
tume. Could Giorgione have wanted to contrast
country life and city life? The twa women must
have a Classical meaning of some sort; they are
probably nymphs or similar woodland spirits as
imagined by the Ancients.

Oddly enough, not knowing the story seems to
make little difference to us. The charm of the pic-
ture, we feel, is in its mood rather than its action, as
if the artist had conceived a poem—calm and gen-

tle, with a hint of melancholy—and then painted
it instead of writing it down. Now, Giorgione was
not the first painter to be interested in mood, but
with him it became more important than anything
else. Michelangelo and Raphael had created an
ideal world through their mastery of form; Gior-
gione created his ideal world—a warmer and more
human one than theirs—out of light and color.
Instead of making us stand in awe, he invites us
inside to share it with him. In The Concert, the
golden rays of a setting sun bring all the details
into harmony. If we could only make this won-
derful moment last forever! But the shadows are
deepening, and night will be here soon.
Giorgione’s new way of painting was explored
further by Titian, who outlived him by a great
many vears and became the most brilliant and
famous of all Venetian artists. Titian, however,
also knew something of the work of Michelangelo
and Raphael. In The Entombment of Christ (fig-
ure 168), which he did about 1525, the figures are
far more powerfully built and more expressive



86, croncwone / The Tempest / About 1505. Academy,
Venice. The portic feeling for the moods of nature that we
mel in the 5t Francis of Giovanni Bellini ( flgure‘ 135) reaches
a new height in this work of Bellinds slar pupil. The figures
here are meve incidents in the landscap.

157, vraax / Man awith the Gloce / About 1520, The Loovre,
Faris. See commment abooe, The dreamy, intimate gquality of
this portrail, the soft outlines and deep shadoies, echo the style
of Glorgione, who influenced the early werk of Titian to such
an extent thal the fwo are often hard to fell apart,

than those of Giorgione, and the design is more
monumental. Even s0, we are again touched more
deeply by the mood of the scene than by the ac-
tion; and this mood depends on the kind of light-
ing and color we saw in The Concert. The darken-
ing sky, the rapidly fading sunlight make the grief
of the mourners seem particularly real—they can-
not bear the thought of leaving the dead Saviour,
and yet thcy must l‘.:lm'r{} him in the grave before
evening turns into night. So the men force them-
selves to finish their task while the women take a
last look at the limp, pitiful body.

Titian's greatest fame was as a painter of por-
traits. All the important men of his day, from the
Pope and Emperor on down, were eager to have
their pictures done by him. You will understand
why if you look at the Man with the Glove (figure
187). With quick, feathery strokes of the brush,
Titian captures the “feel” of the materials so com-
pletely that they seem richer and more precious
to us than they would be in real life. And the
sitter, too, we suspect, looks more attractive than

188, vrrmax / Paul [ and Hiz Grandsons / 1548, Mational
Museum, Naples. Tiian's keen insight into human character
is strikingly ecident here; the ting figure of the Pope, shriveled
with old age, shows & truly owesome dominance over his fall
companions. For contrast, see Melozzo da Forll (figure 153).
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189, Tmax '/ Bacchus and Aricdne / About 1520, Niational L'l:ﬂ'l-.'l_'_". London. In & warmly lit Giorgiono-like |r:':r1rf.'rrnp.",
Bacchus h.‘a;:.ﬁ- from his chariot to uﬂ'ﬁ hiz love to the fri;__:hh“m.‘;f ;__-:l'f!. The imp:.:b_.-h:c yet :‘g?.";!‘."';.“;'{'l J'I'HI-'1'|'H'I'J.‘I11‘ of those ﬁ'._:_
ures slems from the Hr'-__'_h Rengissance ard of Florence and Rome, which Titlan had jusl come to know at that Hime. H.;.-',;
l;{ar.t'-‘u.‘l'ﬂg colors, on the other hand, and the richly sensuows tregtment of tho entire scone, are Ifmrm;;‘rh!y Venetion.

he actually was—not more beautiful, perhaps, but
more interesting, more sensitive. Lost in his own
thoughts, the young man seems quite unaware of
us. It is this slight touch of sadness that gives him

stich unusual appeal.

The new broad manner of using oil paint in-
troduced by Giorgione and Titian no longer de-
manded the smooth surface of wooden panels.

The Venetians now preferred to do their pictures

on canvas. This was so much cheaper and more
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190, 191, Tmax / Cheist Crowsed with Thoms / About
1565, Bavarian Stiate Collections, Munich, During the final
'-u'h;-.x of hig career, Titiun began to paint in'an ur.u.rr:t'n,qu froe

anid personal way, spreading thick masses of plgment with
broad, gquick strokes of the brush. In this picture we see this
style carried to its furthest limits: there gre no lenger any solid,
liht-reflecting surfaces hore—the forms emerging from the
arkness seam to glow from within

192, ciasmarTETA Monony S A Taetlor / About L1570, Na-
titmal Gallery, London, In the mid-sixteenth century the North
ltalian tovens of Brescie and Bergamo were nited for a group
of painters whe had groum i under the influence of Gior-
pione and Titlan but whose work shows @ more strgichtforoard
realism. Moronds Tailor looks like a piece of vigorous prose ai
cempirried to the postry of Titian's Man with the Clive (fig-
trg J87)

convenient that painters have been using canvas
ever since. It also allowed the Venetians to make
oil paintings as large as murals. Christ in the
House of Levi {ﬁgure 169), done in 1573 |1y
Paolo Veronese, is a splendid example of such
wall decoration. The sparkling, colorful costumes
and the rich architectural setting make us think of
a gay party in the palace of some Venetian lord,
rather than of a story from the Bible. But if the
picture does not strike a very l'EIigiHl].'i mood, Vero-
nese gives us a wonderfully vivid account of the
festive scene, as if he had staged this pageant of
Venetian life for our Speti:ﬂ henefit.

Florence, Rome, and Venice were the main cen-
ters of Italian art in the sixteenth century. But we
also find some important painters in smaller places
(see figures 195, 196, 200, 201). The most original
of these was Correggio, from the town of Parma.
In his Holy Night (figure 197), the bold lighting
Iooks very Venetian, while the figures show that he

must have known F:nmnthing of Leonardo, Michel-

angelo, and Raphael. And yet the picture as a
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193, 184, paoro venowesk /[ Ceiling Fresco and Detail /
About 1567, Villa Gincomelli, Masér, IT.ﬂ)'. This IN‘IIHIL'L‘.! vault
recalls Mantegna's ceriling in Mantue (figure 148), but the per-
sprettve lusion has now heen carried to far greater J-rl:'ﬂ;_i?’r.'
it includes the circle of mythological figtres seated on elovds
i the center, as well as the .af:;'rﬂl'ngfy vend ladies lru':.‘?‘fflg dlewn
on us from thefr paintid balcony. Veronese wax ne mere dec-
orator. He created a festive world that still enchants us loday.

195, cmorasto savorno S 58 Mattheiw / About 1535, Metro-
politan- Museum of Art, New York, Here s another instance
of “North Italian realism™ (Savolde came from Brescla), This
night scane ks remarkable for the dramatic effect of the lamp-
light, which helps 1o convey a strong sense of religious decotion,

198. cavneszio vERRARL / Detail of a Celling Fresco / 1538,
Santa Maria del Miracoll, Sarenno. Perhaps you will detect an
echo of Lemmardo da Vinci (compare figure 160) in these
surmpluons rJri;:tf musICIans,  on the aome of a p:fg_r:'rmagu
church not for from Milan,




whole is quite unlike any of theirs. First of all, the
figures don’t stay put inside the frame but keep
bursting into the picture from outside, like the
huge shepherd on the left or the whirling cloud
of angels above him. Obviously, Correggio is
much less interested in balanced design than in
making us feel the excitement of the story. He
shows us the birth of Christ as a great miracle,
but one that looks real and natural, too. That is
why he has made it a night scene lit up by the
newborn Child, just as Gentile da Fabriano had
done (figure 100). In his own day Correggio was
not regarded very highly. But a century later
many other painters took over his sensational
style, and he became as famous as the great mas-
ters of Rome and Venice.

197. conmecom / The Holy Night / About 1530. State Pic-
ture Gallery, Dresden. Correppio’s style no longer belongs to |
ihe H:’gﬂ Renogissance, econ touely his ﬁgurr? mgy romingd
of Leonards, Michelangelo, and Baphael, Hix sweeping com-
positions are prophetic of the Barogue.

198, comreccio / Detail of a Criling Frosco / About 1525, Cathedral, Parma. These ecstatic angels aro part of the As-
sumption of the Virgin, which covers the dome of the church, Correggio’s interost in perspe r.‘J'iI‘E."-'lJ'.rrJ.‘.'i't‘fH comes directly
from Mantegna, whose pupll he had been. Here he “apens up” the whole curcod surface and tramsforms # into a sin-
glie preat vivion of Heaven filled with fizures freely soaring in space. How resivained Yeronese's ceiling looks in comparisem!
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198,  conmmooio /- Jupiter and fo / About 1532, Kunsthis-
torisches Museum, Vienna, In f-rarr-._;_:-__:r--. i i m:jrr.uxr':!r
distinouish the J‘Il.l astires of the senses from ..-Frl'rr'i'r::;n' fou. fo,
melting in the embrace of a nebulous Jupiter, ds the direct Kin
of the fubilant angels in the wmastee’s religlous works,

20l CIovVARN] ANTOND PONDENONE
Coling Fresco f 1520, Cathedral, T're-
visn,  Unlike most Venation painters,
Parddenane did ks finest work in fresco.
Here he has borrowed Michelangelo's
II-UHJ'_:;‘-' JJIF the Lord Ifru“l. the Sistine Ceil-
.-'J|"=: aﬁg;ur- 177) and Jrie cied 1F onto &
J. FIHLET E‘J:u'.'.,' t':'l.ur. 'Iru ||{h'-|!{.r|.'. f".r_pnI- FUOF LS
aftun achieves effects like Correpieia’s.

200, vonewzo rotro / The Birth of Chrst / About 1526
Picturs f:.ﬂ]lrr_\', Stenn. Alheoweh g Venctian, Lotto was -\'fTﬂII,L_[-ry
tingzed with "North Dalian realtem.” In this charmingly domestic
Nutivity, the Infant Cheisd, for once, actually looks like a net-
bom ¢hild, even to the dampling wabilical cord
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Norttorr
Renaiisance

nounD 1300 TaE PaNTERS of Northern Europe
A showed a growing interest in Italian art, The
Late Gothic style, however, was still very much
alive, and there followed a long tug-of-war be-
tween the two until the Italian influence finally
won out. We can get a good idea of this “hattle of
styles” by comparing the two greatest Northern
painters of that time, Matthias Griinewald and
Albrecht Diirer. Both were Germans whose back-
grounds had much in common; and yet their aims
were as different as could be. Griinewald’s mas-
terpiece, the Isenheim Altar, was done just about
the time Michelangelo finished the Sistine Ceil-
ing. Its four huge wooden wings are painted on
both sides (figure 207 shows you the altar with
the outer panels opened up;: in figure 203 you see
the outside of these panels). Griinewald had al-
ready felt the influence of the Renaissance: he
knew more about perspective than he could have
learned from Late Gothic art alone, and some of
his figures, too, are surprisingly solid and vigor-
ous, But his imagination is still completely Late
Gothic, and he uses Italian ideas only in order to
make this world of dreams and visions more real,
more exciting than ever before. The Isenheim
Altar is the final outburst of this particular kind
of creative energy—an energy so intemse that

202, wmarrmas critsewarn / St. Dorothy / About 1516
Formerly State Museums, Berlin. Griineweld's interest in light
and color is evident not only in his painted works but also in
drawings such as this. Compare its delicate shadings with the
clear-cut lines of Diirer (figures 214, 218),

everything in these panels twists and tums as
though it had a life of its own. Compare the An-
nunciation in figure 207, for instance, with the
earlier panel by Roger van der Weyden (figure
111). Roger's Christ enters so quietly that he
hardly seems to move at all, while Crilnewald’s
angel is blown into the room by a tremendous gust
of air that makes the Virgin reel backward. On
the two center panels a fairy-tale orchestra of
angels entertains the Madonna and the newborn

Child. There is a great burst of light above the

clouds from which God the Father. in all His
glory, gazes upon the young mother and her babe.
In this tender and poetic vision, heaven and
earth have truly become one. Only the Holy Night
of Correggio arouses similiar feelings, different
as it is in every other way.

In The Resurrection, on the right, an even more
awesome miracle happens before our eyes: Christ
leaves the earth and becomes God once more. But
He does not merely rise from the grave—He ex-
pfﬂdgs upward in a spiraling rush, still trailing His
shroud and shining with a light as brilliant as the
sun against the midnight sky, while the guardians
of the tomb, the forces of death, blindly grope
along the ground in utter defeat, Here the strange

135
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204, sarrinas cnusewarn J The Cructfivion, from the Isenheim Alter / 1509-1511 Musée Unterlinden, Colmar, Hers
we see the somber aspect af the altar, as against the foyous spirit of the inner wings (figare 207 ), This Christ is both
Cod and man; never have the agonies of His ficsh been more starkly recealed, et his great size s far beyond human scale
The bystanders reflect His double noture—those om the left mowrn Him as a mam; St John aeclaims Himm as Saviour,

genius of Grilnewald has created its most unfor-
gettable image.

Little is known about Griinewald’s life. In the
case of Diirer, on the other hand, we can trace his
development almost year by year. Figure 216
shows you a drawing he made of himself when
he was only thirteen and had just started his train-
ing under a painter in his home town of Nurem-
berg. Even then, Diirer could draw with great

tiuiit-uc}' and assurance, but the st}'fe of the por-

trait is still entirely Late Gothic. Its sensitive yet
euriously timid look will remind you of the Young
Princess by the Master of Moulins (fgure 122). If
we now tum to the painted self-portrait (figure
217) done in the year 1500, we can't help wonder-
ing whether this impressive, almost Christ-like
fizure is really the same person as the naive boy
of the drawing. During those sixteen years, every-
lhing about Direr had t-h:u:gvd: his style, his
ideas, and his way of looking at himself. On his




M.  pucas ceaNace THE ELoEn / Rest on the Flight to Egypt 7 1504 Formerly State Musoums, Rerlin
Cranach came from Francenia, the same region tha produecd Griinewwald wnd Diiver. The Flight to Egypt i
lerer @ tender ddyl in g faiey-dete forcst where ting anecls, playful as nature sprites, minister to the Holy Family
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20 FARMICIANTISNG / The Madona tcith the Lang Neck About 1535, Utha Gullery, Florence:

\ithoush Farmie w greatly admived Raphiel, Tis k ; ot aoknmeledoe e ¢ standlaridy
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208, myTonEtIo S Prese fon of the Viegin / About 1530, S, Maria dell” Onto, Venice: Tintoreito, the o b Mannerlst
painter of Venice, is to hate swid thae le wanted 1o cambine the draftsmanship of Mich it ith the calor of
Titian. Yet when we look at hiy work we are struck, first of all, by a peenliar excitement reflecting his own powerfal personality.
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210y L credo [ Assumiption of Hie Yirgin / 1377, Art Tusttate of < hlL-l-'[_ilil. | ﬁl“f;.':h ”ll'jlrtlllrl
atilll Betrayy El Groco's Venotian background, it already shows thie sestalic gestares, the poan-
presved spacy, gt the brttle “tin-foil” .fr.,‘;u'ru 5 af s Liter, Mammoerizl work (see figurs 241 )
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211, awseecer pbeen / Two Heads Divided into Facets (pen 212. avrsmecir pimen / Young Hare (water color) / 1502
drawing) / 1519. Formerly Siichsische Landesbibliothek, Dres: Alberting, Vienna, Thiy appeoling and meticulous "portrait”
den. Such “cubist”™ studies of sclentific perspective show thar of the little anfmal represonts the Late Cothic, Eyekian sido of
thiz was indeed the earliest system of abstraction, since it de- Duirer's art: his infinite humble respect for every detail of the
manded that reality be reduced to geometric shapes. visible world.

213. avsnecur pimen /[ Alpine Landseape (water color) / Probably 1495, Ashmolean Museum, Oxford, Déirer inscribed
thiy view, “Italion mountaing”; he .:.lf-t.lbﬂflfy did it, ﬂ'fﬂng with seceral others, on the oy home from his first lealion four-
ney. The lightly brushed, delicate tints have o freshmess that give the scene an amazingly modern look Perhaps we

should be grateful to whatever chance event kept the artist from “finishing” the sheet. '

kgt por !
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214. avarecHT pimes © The Artist's Mother (char-
coal drawing) /1514, Formerly Kupferstichkabinett,
Berlin, There s an exprossic force in these freatrires
thit mitkaes s l'.'ri'u;i |Jf‘ f-erJllr'lL‘l’Il'ff. Tlrlr' TUTGEEs lrlf
ald age upEem Jl:lrf’[r and mind have mn-h‘; beeti T
cieerdedl werth sueh frj_;_{frh'nrll.t: diveetness

216, avenecT ounes / Self-Portrait (siloerpoint
draweing) / 1484, Albertina, Vienna, Diirer did this
remarkable drawing at the age of 13, “out of n
mirror,” as i inseription notex The ideq, az well
as the demanding technigue, he probably took from
his paldsmith father

i "
ad 1 S

215, avLsnEcH? ntren / Demonstration of Perspective Draw-
ing of & Lute {woodeut, fram the artist’s treafive om geometry)
1525. This apparatus produces scientifically correct foreshiort-
ened views on a purely mechanical basis. How it works is
explained on page 148,

e Ay

217, avenecer pinen J Self-Portrait / 1500, Pinadothek,
Mimich, The deliberate resemblance fo Christ rﬂ'!r'r:h the
Renmissance tdea that the artist of genius v endowed with o
Ganl-given authority, since his creative power derives from
the ereative power of God,

218, arsswcar viiren [/ Knight, Death, and Devdl (engraving) /| 15185,
Here Itallan and Northern elements aee strikingly combined: see pape 150,






first visit to Italy, Diirer discovered both a new
kind of art and a new kind of artist. He had been
brought up to think of painters as modest crafts-
men; in the South, he found, they enjoyed the
same respect as scientists, scholars, and philoso-
phers, So he decided not only to make the Italian
style his own, but to educate himself in all the
fields of learning that went with this new ap-
proach to art. More than that, he felt called upon
to spread his own knowledge among his fellow
artists, like a missjonary preaching a new faith. In
the self-portrait of 1500, he sees himself in this
important new role; it is an idealized picture of
the artist, much as the Mona Lisa is an idealized
portrait of 4 woman,

Diirer's “mission” was helped a great deal by
the fact that he was the finest print-maker of his
time. These prints were of two kinds: engravings,
where the lines of the picture are cut into a sheet
of copper with a steel point; and woodeuts, where
the spaces between the lines are carved out of
the surface of a wooden block, leaving a raised
design. Both copperplates and woodblocks can
then be inked and many copies printed from them.
Such prints, needless to say, are much cheaper

316 220, avnmechT abToonren / Alexander the Great Defeating Dariug, and Detall ¢/ 1529. Pinakothek, Munich. Even
though his work s full of Rensissance detail, Altdorfer necér shared Diirer’s enthusiasm for Tratian monumentalily. His
fame vests on his wonderfully poetic fandscapes, such s the setting of this picture. The masses of tiny soldiers clash:
fieg i Al foreground seem for liess exciting than the cosmic drama of the sunrise “defeating” the mpan

@

B

-

e b T

i hj' - .
» - = ’-.




221. vucas crANach toE sroen S The Judgment of Paris
1530, Staatliche Kunsthalle, Karlerube, The playful charm of
the artist's Best on the F]_Ight (sce figure 204 ) can still be famm'
twenty years later, in his delicious but utterly un-classical pric-
tures of mythological subjects.

than paintings, so that a great many more people
can afford to buy them. The woodcut in figure
215 is from a book Diirer wrote about scientific
perspective (this was another idea he got from
Italy—Piero della Francesca had written a book
on the same subject). Tt shows a device for making
correctly foreshortened pictures in a purely me-
chanical way. The two men are “drawing” the
lute on the table as it would appear to us if we
looked at it from the spot on the wall where you
see a little hook with a string passing through it.
Diirer knew, of course, that such pictures were
not works of art but simply records of a scientific

223. wouLr nuseR / Landscape (pen drawing) / About 1530.
Print Collection, Library, University at Erlangen, Germany.
The drawings of Huber, a south German like Altdorfer and
akin to him in many ways, show an energetie “hamduriting”
and a pasvion for movement that make us think of Van Cogl
(compare figure 430)

222 avmnecur actoonsen / Landscope with Satyr Family
1507. Formerly State Muoseums, Berlin, Here again we are
reminded of the fairy- tuls spirit of Cranach’s Rest on the Fight.
These satyrs in their forest refuge look very mueh like a pagan
counterpart of the Holy Family

149



experiment. He just wanted to prove that “cor-
rect” perﬁpirrtiw did not dt'pend on un}']'m{]y':i
skill or judgment. Still, devices like this led peo-
ple to invent hetter ways of making mechanical
pictures. Soon the hook-and-string was replaced
by the camera obscura, a box with a lens at one
end and a screen of viled paper at the other. The
image projected by the lens could then be traced
directly on the paper, or, as in the camera of to-

day, recorded on lm,

¢ Family Portratt / About
15530, State Collections, Kassel, This Dutch family prowup, solid,

234, MAENTES VAR HEEMSKENK

dignified, yet lively and good-lamared, has much in commeon
with Holhwein's perteait of George Glvze (seg figurs 203). The
pose of the nudie child is faken from Italian et

But Diirer did not imitate Italian art slavishly.
He picked what he thought interesting and im-
pressive and then combined it with his own ideas,
in the spirit of his own time and place. In his
splendid engraving, Knight, Death, and Devil
( Eigunr 218) the horse and rider have the calmness,
the monumental form of similar Italian works,
such as the mounted soldiers of Piero della Fran-
cesca (ligure 133), while Death and the Devil

show the same weird imagination that we know

225, wmoHoLas MeLiann . A Young Maon Among Reoses

About 1588, Vietoria & Albert Museum, London. (Crown copy-
rght.) Such mindatures, hardly larger than our figure, were
popular in Elizabethan England, Ours was probably ordered

by the gentimental éldgant ay'a keepsake for hiv ladylove.



298, Ar left: BANS HOLBEIN THE YOUNGER
The Dead Ch / 1621, Offentliche Kunst-
sammbung, Basel, In this carly masterpicee,
which s also his most powerful relighons
twork, Holbain has combined Italian clarity
teith an expressiveness that can be compared
|rn!y to Griinewald

227, HANS HOLBEIN THE YOUNGER / Eras-

mus of Rotterdam / 1525, The Louvre, Paris.
Holbein here glves us not enly a sensitive
character p{m:rnyuf: he endows the preat
htrmarist with an intellectual wthority for.
IF.':'l'f_l,r reserved to the Evangelidts or the
Fathers of the Church

228. wans moLwEN THE YOUNGER |/ Henry VIH / 1540, Corsing Gallery, Rome. This
portrult conceys the authority of the sovereign ruler “by the Grace of God,” but the
picture makes ux feel that Henry VI owed his position as mih to his oun rothless,

commanding personality,

e T




228, MIETEN AERTSEN |

A Meat Stall / 1551 Museum of Art, Uppsali University, Sweden. Despite a few earlier exam-

pls, the histary of still life as an independent subject begina with pictures such as this. In the background we often find
i tiny Bildical scene, ns a sovt of excuse, There is as yot little interest in gelection or arrangement; the objects, piled in
b L h;'g:;.-.t, are meand 1o pverchelm us with thetr senyuous ﬂ.’-ﬂji!!;.

230, sanves vax moyMmerswaeLe / The Virgin and Child 4
About 1340, The Prado, Madnd. Herd & another striking ex-
ample of Netherlandish realism: an “authentic™ Madonna
based om o Jeudsh model. She may have been one of the refu-
gees from Portugal who settled in Flanders after 1536.

from the Van Eyck Last Judgment (figure 102).
The contrast between the two styles helps to
make Diirer's idea clear: his I{uighi is the exact
opposite of those idle pleasure-seckers in Jerome
Bosch's Ship of Fools (figure 128). He “knows
where he is going”; his journey through life fol-
lows the road to Heaven (represented by the city
in the distance) no matter how frightful the dan-
gers along the way. The words of the famous
hymn, “Onward, Christian Soldiers,” might well
serve as a title [or Diirer’s picture.

Hans Holbein the Younger was the last of the
great German masters of this period. His best
known works are the portraits he did in Eughmd.
where he spent his later vears as court painter to
King Henry VIII (Rgure 228). The portrait of
Ceorge Cisze (figure 205) strikes a happy balance
between the Northern European love of fine de-
tail and the solidity and dignity of Italian Renais-
sance art. While the sitter has not been idealized

in any way, his pose has something of the restful,



| harmonious quality of the Mona Lisa; and com- 3

pared to Late Gothic portraits, this young mer- . .
chant seems to have a new confidence in him- . : T
self and in his own worth. Holbein shows him in
his office, surrounded by business papers, seals,

writing {'.qllipmcnr, even a vase of Howers. These

thiugs mlT}' add to the fut-]iug of quiect pr’ide con-
vc}'ed h}’ the picture as a whole.

At the time Holbein came to England, the re-
ligious Reformation movement was already wide-
spread in Northern Europe, and artists felt its

231. PIETER WRUEGER Alpine Landseaps (pen drowing)
About 1553535, The Pierpomt Morgan Library, New York,
This mafestic view shows hine deep an impression the Alps
had made wpon Hnn[‘lc_-'n.f wwhen he civded H'.:lf:; in 1553, Could
he have seen Leonardo drawings such ey figure 1727

232, mETER pRUEGEL [/ The Retwen of the Hunters / 1565, Kunsthistorisches Museum. Vienna. The painting is part
of a set that echoes the “calendar landscape™ of Late Medieval ant (see fizure 85) Buil now the seasonal activities of
man have become mere Incidents within the great annual eycle of death and rebirth that iy the breathing rhythm of all
rurture. In our picture “the dead of winter™ can be sensed in the cery air

i
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233, mETER BRUEGEL / FPeasant Weddmp /| About 1565, Kunsthistorisches Museumn, Vienna, This is the artist’s most
famous painting of peasant life. Shown ax simple-minded, ¢ven crude folk, the peasants also strike us as grove and dig-
nified, perhaps hecause every shape in the picture has g0 much weight and roundness. Most impressive of afl, however,
is the composition, which i ax monumental as thet of ang Htalian master

effect more directly, perhaps, than anyone else.
The new forms of faith all agreed on one point:
religious art, they claimed, tempted people to
worship statues and pictures rather than God him-
self, Wherever the Reformers won out, the Church
no longer demanded the sacred subjects that had
been the mainstay of medieval art. As a result,
religious pictures became much less important
than before, since painters had to turn to other
subjects in order to make a living. Holbein, as we
have seen, concentrated on pt:—rtmitﬁ. In ﬁgtrri*
206 we meet a different kind of new subject. The
picture was painted in 1567 by the great Flemish
master Pieter Bruegel, at a time when the Neth-
erlands, under the banner of the Reformation,
was fichting a bloody war of independence
against Catholic Spain. It shows the Land of

Cockayne, a fool's paradise where we find tables
always laden with tasty dishes, houses with roofs
made of pies, and other wonders. Bmcgel, of
course, wants to teach us a moral lesson, but he
no longer needs religion for this. The men under
the tree are not unhappy sinners in the grip of
evil; they could act as responsible human beings
but, like most people, they are not wise enough to
know what is best for them in the If‘.-ug fqiiih Hy
becoming slaves to their appetites, they have
given up all ambition, all self-respect, for the sake
of a kind of animal h:zppim'ss: the Imigilf has
dropped his lance, the farmer his flail, and the
scholar, on the right, has given up his books. “Be-
ware of the fool's paradise,” Bruegel seems to
say, "it'’s more dangerous than hell because peo-
ple like going there.”



AMunneriime

N rravy, the home of the Catholic Church, the
Reformation did not touch the artists directly.
Yet there, too, the great crisis of faith had a deeply
unsettling effect upon their work. After 1520, the
confidence of the High Renaissance in the almost
divine powers of the human spirit was no longer
shared by the younger artists; to them, man
seemed once again at the mercy ol forces over
which he had no control. So they began to show
the human figure in strange new ways. twisting
it into ever more complicated poses and pulling it

234, wccovo peELL ARRATE / Lancdscape with the Story of
Eurydice / Abour 1555; National Gallery, London. The figeres
reflect the Mannerist élegance of Parmigioning, while the
sweeping bimdscape suggests Flemish influence (Niceold spent

the latter part of his life in France)

out to unnatural height. Some of them even de-
veloped a strange taste for the Late Gothic. This
disturbing phase of Italian art used to be looked
down upon as the "duuﬂ_v of the Renaissance™:
that is what the term Mannerism meant. But we
now accept it as an important style in its own
right, and the highly personal flavor of the best of
the Mannerists seems partienlarly exciting to ns—
perhaps because we, too, no longer believe in fixed
ideals in art. You can see the beginning of the
new style in the extraordinary Self-Portrait (fig-
tire 236) h}r a young painter from Parma called
Parmigianino. It shows the artist m:a-:rﬂ:u' as he saw
himself in one of those roumd, convex mirrors, so
that his hand looks nmnﬁtrmu-;]}' larpe and the
walls and ceiling of the room are bent into curves.
Why was Parmigianino so faseinated by these
distorted shapes? Was it merely scientific curi-
osity, or had he come to feel that there was no
such thing as a steady, “correct” reality, that
everything depended on vour personal point of
view?

In Parmigianino’s picture the artist still faces
the outside world, even if he does it “through the

235, rosToRmo [ Study of a Young Carl (chalk drawing)
About 1528, Uizt Gullery, Florence. Pontermo and Rosso were
the first Florentines to break away from the High Renatssance
style. The fragile, withdrmuwn look of this portrait hints at the
arttil's awn fnner. anxiety,




256, rvansncrasxo [/ Self-Portrail /1524, Kunsthistorisches
Musenm, Vienns. Here the “anti-classical” spirit shows itself
in the artist's n'-r:l-r::.rmph‘.!'u acceptance af what he sees in the
mirror; before this, omly Northern art had produced wuch
"duplicates” of reality (see fignee 107),

Eleemora of Toledo snd Har Son
Ahout 1550, Ui Gallery, Flornemee, This coldly
wlegant porirait of the wife of Duke Cosimo | of Tuscany
againgt o deep-Dlue evening sky luw the sume unapproachable
air s Hollbwin's Henry VI (fioure 225)

237,  AGNDLO NRONTING
Ceipvanni

looking glass.” The early Mannerists working in
Florence went even further; they dependnd far
less on nature than on their own private worlds of
dreams and visions, This is certainly true of the
drawing by Jacopo da Pontormo (figure 235) and
of the Descent from the Cross in figure 239,
which was done by a painter known simply as
Rosso. The spidery, angular figures, their frenzied
gestures and expressions, the weird, unreal light
—all these give the picture a ghostly, frightening
quality that is not soon forgotten. Rosso’s men
and women are no longer acting, they are being
acted upon, their garments, and their very bodies,
have turned brittle, as though frozen by a sudden
blast of cold. Nothing could be more remote from
the Classical balance of the High Renaissance
than this nightmarish, “anti-Classical” style.

In Venice, Mannerism did not appear so
quickly, but by the middle of the century we find
it firmly established in the work of Tintoretto, the
most important Venetian master after Titian. His
Presentation of the Virgin (Agure 209) is less
“anti-Classical” than Rosso's Descent; the vigor-
ous poses of some of the figures may remind you

238, rean coourt [/ Froncis | 0 About 152530, The Loovre
Parls. The “Internationn] Court Pertrail .';!yfr-" that comse fo
the fore in London wnder Heney VI and in Florence tinder
Cosimo 1, way have existed cven earlier in France, a3 g
gested by this very polished cxample,




239, wosso FIORESTING / Deéscent fronp the Cross /[ 1521,
Picture Gallery, Volterru, Ttuly, See comment on facing poge,
In this great pioneer work of Mannerism, Rosso lainched the
eestatic, vivionory .\‘th: that was fo be carried to its furthest
limits by El Greco (compare figures 210, 241)

of Michelangelo, whom Tintoretto admired
greatly. Even so, you can feel the Mannerist spirit
in the odd perspective, in the unsteady light with
its sudden bright flashes and deep, inky shadows,
and in the agitated gestures of the figures as they
watch the twelve-year-old Mary going up the
steps to the Temple. What matters most to Tin-
toretto is not the simple, straightforward story
from the life of the Virgin but the tense, excited
air he has given to the scene, as if it were some
tremendous drama.

240, Txtonerio [/ Moses Ralsing (he Brazén Serpent

1576—58]1. Scunla dl S. Rocco, Venice. ”l.'u!'l.' |.l_f the Jrokees Tivre
recall Michelangeld's Last Jodgment (see figure 174) but in-
stead of individual figures we see whirling masses and o flick-

ering pattern of highlights and shadows

This style of painting fitted in well with a new
trend in the Catholic world. In defense against
the Reformation, the Church had begun to stress
the mystical and supernatural parts of religious
experience. This Counter Reformation was at its
strongest in Spain, and in Spain, too, we find the
last and most striking of the Mannerist painters,
He is known tmI:l}.' simply as El Greco, “the
Greek.” since he came from the island of Crete.
His style of painting, however, was formed in Ven-

ice, under the influence of Tintoretta and other
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241, EL aneca S Cprening of thy Fifth Seal / About 1604-14
Metropolitan Musoun of Art, New York. Tn this seene from
the Hevelation of St Jehn (he i the large, ecstatic figure on
the left), the souls of the martyred saints ore clothed in robes,
hefore the Lagt Judzment

243 cwisErreE AnciapoLps /S Swinmer (vegetable still lfe i
the shape of a bust) / 1564, Kunsthistorisches Museum,
Vienna, Double tmages sweh as this spring from the same
taste for “ecoentric reglism”™ that we met in the painted mir-

rov-imiaee of Pormigionino (foure 256)

242 pr gieco [/ Cardinal Nifio de Gueoara 7 1508-1601,
Metropolitan Museum of Art, New York. El Greco's only full-
length portrait iz -a traly frightening picture—frightening be
catse this wielder of vkt .-mmnriry seems 50 tense and inze-
cure, despite his coldly tutelligent glance

masters. He wenl to Spain as a mature artist and
settled in the town of Toledo, where his first greal
success was the Assumption (figure 210), of 1577.
It shows the Virgin Mary being carried to Heaven
alter her death, in the presence of the Apostles.
The sudden flashes of light and the curiously un-
real colors will remind you of Tintoretto, but in
spirit the work seems closer to Rosso's Descent.
Here again we find the sharp-edged, “frozen” dra-
peries, the angular, frantic gestures, the drawn-
out limbs. And El Greco handles space in an even
more personal way than Rosso; he uses foreshort-
ening, but without perspective, so that we cannot
tell from what level we are viewing the scene.
Then, too, there is a good deal of modeling in the
ﬁgures. and yet thc}' look like cardboard cutouts
placed one over the other, with no space between
them. Thus El Greco makes it quite impossible
for us to separate the real from the unreal, the
world of ft'.{:ling from the world we can see and
touch.
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teenth-century art. We often speak of it as the

Baroque, but nobody seems to be quite sure
what this means, or ought to mean. The word
itself might be compared to the term Gothic,
which at one time meant simply that Late
Medieval art was poor, althongh it has become
thoroughly respectable since then. Baroque,

IT IS NOT EASY TO DEFINE the Spir.it al seven-

244, axxiBaLE cannaca [ Detail of a Ceiling Painting |

\

too, started out as an insulting tag for certain
kinds of seventeenth-century art; bhut because it
did not come into general use until recent times,
its negative meaning has not vet worn off com-
pletely, Quite a few people still feel that it's all-
right to call some seventeenth-century artists Ba-
roque but not others. In this book we shall be
less cautious; we shall use Baroque for the last

15971680 L. Farness Palace, Home Shurify Lsfore 1600, fwo greul
“anti-Mannerists” appeared in Rome: the revolutionary realist Caravaggio (see page 165)

, and the cantiouws reformer Anndhale

Carracct, Both felt thar art must draw closer to nature, but Annibale approached this aim I-'y studying classical antiquity
and such modern classies as Raphael, Michelangelo, Correggio, and Titian.
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245 camavacew S The Concersion of Si. Paul / 1600-01
Sta. Maria dol Popolo. Rome. Here, even maore than in figure
246, i i the Heht elone that ereates a sense of dramatic action
By “freezing” all body movement, Corevaggio sresses the
intpard character of 5t. Pauls exporience.

phase of the Renaissance era (after Early Renais-
sance, High Renaissance, and Mannerism ), just
as Cothic means the last phase of Medieval art.
If you think of it like that you will understand
more easily how seventeenth-century art could
be as rich and varied as it was and yet have a
decided character ol its own.

In many ways the Baroque age is a summing
up of all the dilferent trends we have seen since
the early fifteenth century. People were no longer
so upset by the exciting new ideas and discoveries
that had hrought the Medieval world to an end;
they had learmed how to live with them and what

to do with them. Farlier, we had found daring

explorers like Columbus setting out to bring back
the riches of unknown lands. These were now fol-
lowed by colonists, such as the Pilgrim Fathers
who settled in New England in 1620. The coun-
tries along the Atlantic coast of Europe—England,
Holland, France, and Spain—had all gained im-
portant overseas territories and grew more pros-
perous and powerful than they had been before,
while Germany and Italy became less so. In the
sciences, we no longer find all-around geniuses
like Leonardo and Diirer opening up new fields
of knowledge all at once. They had taught the
specialists how to use their eyes, but it remained
for the latter to describe the workings of nature
in an orderly and systematic manner. So now there
were men such as Calileo and Newton, who
summed up the behavior of moving bodies in a
few simple laws that held good for every kind of
motion, whether of the earth circling around the
sun or of an apple dropping from a tree. These
important scientists of the Baroque age laid the
foundation for the technical marvels of our own
day.

The struggle between the Reformation maove-
ment and the defenders of the old faith had now
reached a stalemate, so that there was less open
conflict than before. The Catholic Church, its
strength revived by the Counter Reformation,
could feel secure once more, and the city of Rome
again became the goal of artists from all over
Furope. They came, of course, to study the great
masterpieces of Classical Antiquity and of the
High Renaissance; but they also learned from the
Ttalian artists of their own time, and these, in turn,
picked up ideas from them. Seventeenth-century
Rome was a sort of melting pot of styles, where
North and South, past and present. flowed to-
gether in an endless and bewildering stream.
lﬁr-r;; visitor came away from it with different im-
pressions, yet the experience gave all of them
'mmt-lhing in mmmnn—mmllgh. at any rate, to
make us feel that the Barogue was an interna-
tional style, however much it might vary from one
place to the next.









Ahdwotton of the Diughters of Loncippres Abowmt 1616, Pumkothek, Munich,
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HE FOREIGN ARTISTS who arrived in Rome
Tlmvar{l the year 1600 found the Italians all
excited about a young painter from Northern
Italy named Caravaggio, who had himself come
to the city only a few years before. A look at his
Cardsharps (figure 250) will make you realize
how little his work has in common with the art of
the Mannerists. Caravaggio had leamed a good
deal from the Venetian High Renaissance style
(compare fi gures 167 and 168), but his own out-

251 camavacan f Victerious Cupid / About 1602, Formerly
State Museums, Berlin. By giving thiz mischicvous cupid the
o af .'lfil’.'hl.'h.l'.‘l‘l_lrfé'il.lr.!‘ "k'!r_'t::l} (oirnett at Lefi ), Caravapgio
also boptized Michelangelo, solutvd his famous nameseke,
whils poling fun at the Michelangelo cult of conseroatioes.

250, canavaccio J The Cardsharps / About 1583, Private Collection. See comment above. In Home, where Caravaggio
painted this picture soon after his arrh al, praple were struck by s bright colors, and spoke of i ar being "in the mamer of
of Giorgione,” Our artist, however, muwr also have been impressed with the works of later North Italian masters such as
Savoldo, whose 5t. Matthew (figure 195) is placed a3 close to = as the cardsharps and shows ¢ strilerdy dramabic lighting




953, onamo cExTILESGH / Rest om the Flight to Egypt / About 1630 Kunsthistorisches Museum, Vienma, One of the mosd!
appealing followers of Caravaggio, Gentileschi carried the new realism to Northern Europe, This picture differs greatly from
alder interpretations such as figure 204: the Holy Family rests against a stark gray wall; no angels comfort them; Joseph
has collapsed with exhaustion, They are humble folk swho share the plicht of all the “displaced persons” of our pwn day.

look was mnaturalistic, which means that he
wanted to show the world just as he saw it in
everyday life. In our picture he has painted some
soldiers such as one might meet in any Roman
tavern, piu}'irig a crooked game of cards: the
young scoundrel on the right has some extra cards
hidden behind his back and is about to spring
them on his victim, following a signal from the
older man. Will they get away with this, we won-

der, or is there going to be a fight? Caravaggio
does not tell us; he only builds up the suspense.
Clearly, there is no moral lesson to be learned
here. At first people were shocked at this kind of
subject—they claimed it was neither noble nor
beautiful enough for a large painting. Yet they
could not but admire the way Caravaggio had
made the group come to life. Two things im-
pressed them particularly: Caravaggio’s new sense

OHS  ANKIDALE CARILACOL Lanelyeaps udth the
Flight into Egypt / About 1600, Doria Gallery, Rome.
Here Annibale has ereated o truly classical fd;'kfn‘upﬂ.'
an idealized, “composed” vicw of naturo which nep-
ertheless shares the intimate pastoral mood of Vene-
tian landscapes (compare firures 167, 186),
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254. cumo mest / Aurora / About 1813-1614, Ceiling Iresco, Casinn Rospigliosi, Rome. The wurt acade HHH'J' the Carraca
fn Hr*fn Tl Irn_hfuc;_lf;a uumh: r of talented painters, of whom Reni became the most femous. His Aurora clear] by b troays i
.;d_mrrurmn for the classical ideals of Raphael (compare figure 1 et the onrushing motion v Baroque rather than High
Renaissance in spirit. Nor, we may be sure, would Raphael ever have chosen dappled horses for Apollo’s chariof.

955, cuEncing / Aurera / 1621-1623. Ceiling fresco, Villa Ludovist, Rome. Although Guercino, too, haid studied at the Car-

racei academy in Bologna, his Aurora shows none of the classicism of Renl’s, The fﬂt‘:‘r resembles a framed ]'n.rh sre placed
overhead: Guercing's, in contrast, covers the entire ceiling as well o8 the walls, using all the In:r*prnf:u tricks of Veroness
{see figure 193) and Correggio (figure 198) to argue away the differimee between lﬂ:r:m!l and realily.

'r} f-l'l‘




258, apax prsiEmven / Landscape with the Temple of the
Sibyf / About 1608. National Gallery, Prague. A German who
tived in ltaly, Elsheimer harmonized many approaches to
lundscape painting: German, Flemish, Vinetian, and the clas-
mical ome of Annibale Carracct (sed figure 253)

857. pETED PAUL BuBexs / Self-Fortrail with lsabella Brane /
160810, Pinakeithek, Munich. This early work of the greatest
Flomish Baroque painter xtill has a curiously “Elizabethan” air
that recalls the elegant Young Man Among Roses of Nicholas
Hilliard (Agure 223},

058 preTno oA conrons / Detail of a Coeiling Fresco / 1633
30, Palurzn Barberini, Rome: With this ceding—af which we
soe here only a small comer—Homan Boroque decaration
reaches dan overpowering climax. Yet, incredibly, Piatro de

rved his scheme from the Farness Gallery (figure 244)

of timing, which let him catch his characters at

exactly the right moment; and his dramatic use
of light and dark. He was the first painter who
spotlighted his pictures like a stage director,
contrasting brilliant highlights with sharply out-
lined, deep shadows, in order to make every face,
every gesture as expressive as possible.

In The Calling of Saint Matthew (figure 2486),
Caravaggio has taken an even holder step: he
paints a story from the life of Christ as if it were
happening right then and there in a Roman street.
These men sitting at a table outside a cheap, drab
tavern clearly belong to the same disreputable
class of soldiers as the Cardsharps. Matthew, who
sits with this group, points questioningly at him-
self as the Saviour approaches from the right with
one of His fli::l;.'ipk:ﬁ. They are obviously poor and
humble people—both of them are barefoot, and
their Sil'll]_]]l_‘ dress makes a strong contrast with

the eolorful costumes of the others. As Christ

2549, veTEn PAvL BuBExs / Crucifision Allar / 1620, Royal
Musenm of Fine Arts, Antwerp. The Beroguee spirit cun frans-
form even the Crudificion into @ secénd of -dramatic -action
Rubens has done so by depicting the moment when the Roman
centurion plerces Christ's sicde with a lance, Chrizt enclures the
soound with hercic calm, whils the l'ht!.'f on the ﬂIEII-t #eeme to
recoll in fear, There is g mdden flush of light, for the thrusd of
the lance alzo reveals (o the cendurion that Christ és the Messiak,
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260, pETES PAuL nusess / Helene Fourment / Abour 1638,
Kunsthistorisches Museum, Vienoa. In thiz glowingly sensu-
aus picture, the aging artist celebrates the beauty of the young
woman whom he had married in 1630 and who had become his
favorite model, The pose is deriood from a peinting by Titlan,

raises His arm in a beckoning gesture, a golden
beam of sunlight carries His call across to Mat-
thew, It seems a perfectly natural kind of light,
but the way it points at Matthew and lets the
hand and face of Christ suddenly emerge from
the dark, gives it a 5}rtn’lmiic meaning, too. As a
matter of fact, this beam is by far the most im-
portant thing in the picture. Take it away, and
all the magic, all the expressive power, disappears
with it. You will understand now how Caravaggio

3681, ANTIONT VAN DYeE / James Stuart, Duke of Lennoz /
About 1835, Metropalitan Museum of Art, New York. Vin
Diyck, Rubens” most brilliant pupdl, lncked hix master’s vitality.
This portrait, dime after he hod seettled in England, breathes
“class-consrions” elegance rather than human warmth

could translate an important Biblical story such
as this into the workaday reality of his own time
and yet fill it with the deepest religious feeling;
it is his discovery of light as a force that raises nis
tavern scene to the level of a sacred event.
Caravaggio’s naturalism seemed less strange
to visiting foreigners than it did to the Italians.
But then the human, everyday approach to re-
ligious subjects had been familiar to Northern art-
ists ever since Cothic times, While he was not




exactly a prophet without honor in his own coun-
try, it was in the Netherlands, in France, and in
Spain that Caravaggio left the deepest impres-
sion, His ideas influenced all the important mas-
ters of Baroque painting, even those who became
far more famous than he did.

The first of these, Peter Paul Rubens, was from
Flanders, the southem part of the Netherlands
that had remained Catholic and under Spanish
rule when Holland, the northern half, gained its
independence. As a young man Rubens spent
eight years in Italy, eagerly studying the works of
the great painters from the High Renaissance to
his own day. By the time he returned home to
Antwerp, he had learned very much more about
Italian art than any Northern artist before him. It
might well be said of him, in fact, that he finished
what Diirer had started to do a hundred years
earlier—to break down the barriers of taste and
style between North and South, The wonderful
Crucifixion in figure 259 shows you how much
Rubens owed to the Italians: here you find the

powerful bodies of Michelangelo and Raphael,
the sparkling color of Titian, the sweep of Correg-
gio, the naturalism, the drama, and the spotlight-
ing of Caravaggio, along with a force of expres-
sion that will remind you of Griinewald. The
amazing thing about Rubens’ genius is that he was
able to digest all these different sources so that we
don’t even know they are there unless we make a
special point of looking for them. If he borrows
the “words” of other artists, he gives them a new
sound and a new meaning, so that they become
part of his own personal “language.” And what an
exciting, colorful language it is! For Rubens, noth-
ing ever stands still; all his forms are alive with a
flowing, swirling movement that sweeps through
the picture like a windstorm. A Rubens scene is
never complete in itself—it spills over the edges
of the canvas on every side (just compare his Cru-
cifixion with the one by Mantegna in figure 134).
The idea of composing pictures in this way came,
of course, from Correggio, but Rubens carried it
a great deal further. “After all,” he seems to be

262, peren pave nunens / Chalk Deawing for ¢ Figure in “The Garden of Looe™ / About 1632 Stidel Institute, Frankiurt,
2963, prren pavst puness / The Garden of Love [/ 1632-34. The Prado, Madrid. Here Hubens pays perhaps his finest trib-
ute to the pleasures of life. His richly dressed young couples mingle so naturally with the essoulting cupids thet we can no
longer distinguish myth and redlity, which even Titian, whom Rubens admired so much, necer merged so completely,




264. jacow yompaess / The Four Evangelists / About 1820,
The Logvre, Paris, Jordamms, next to Rubens the most impaor-
tant master of the Flomish Barpgue, never went fo Haly; yef,
o5 this plcture shotes, his art owes as wech o the realism of
Caravaggio as it does to the opulence of Rubens

265, mExvrrck rErsrvceaeN S The Calling of 5t. Matthew /
1621, Central Museum, Utrecht, While the picture clearly de-
rives from Corguaggio, it alse suggests memories o] Marinns
can Hoymerswaele (compare figure 230), and the head of the
old man on the vight somehow recalls certain faces by Boseh

telling us, “in the real world there are no limits to
space or time; life as we know it means chung-:r,
movement, action. Why should things be difterent
in the world of art?”

We can see all this even better in figure 247,
which is a small sketch for a very large painting,
one of a series Rubens did for the Queen of
France. It shows her arrival in Marseilles (she
was Italian and had come to France by boat). Not
a very exciting story, you might say—but Rubens
trms it mto a gluriuus spectault:‘- of a kind we
have never seen before. As the Queen walks down
the gangplank. the \\"mgt:d figure of Fame flying
overhead sounds a blast on his trumpets, and Nep-
tune, the god of the sea, emerges from the deep
with his fish-tailed crew; they have guarded the
Queen's Shi[} during her journey, and are over-
joved at her safe landing. In this festive scene
everything flows together: heaven and earth, fan-
tasy and rcaHE}'. motion and emotion—even draw-
ing and painting. For in our sketch these two have
become the same thing. Rubens could not plan
the design of the picture without thinking of light
and color from the very start, just as in real lite
there are no forms apart from light and color, It is
this unified way of seeing that makes his work,
and Barogue art in general, so different from all
earlier styles.

P66, anmtaex sroUuwen ;A Tavern Browl / Abour 1630,
Pinakathek, Munich: Here the cardsharps of Caravaggio have
voma to Blows, but the dupes are new Dutch peasants, whom
tha artlst has obserced with an acute but hardly sympathetic
ey, Such picturas were popularin both Holland and Flonders







The Polisgh Rider Abwart 16 . wew York, Co

[KHRtngyY § pamn % As bt visglure 0 i ¥ teiddy oS ety of colire

hlj.'.'J_" BINER Mo be i i 3 dF L § i | [ PR RS FTRE T T T




Abwoogt 166G Bilksmoseum: Ams L, Among the Drtech

vt s Jan Steen Perd fiact that N

[l
R L] Fosdgtd CRERER DERBFRRREERY TR T




VEBMEER

drmer o ne

fivd ERirevigly the g




ez %
& N

- .
iy,

i f '\.‘i_

J C
271, 272, rraws nars [/ The Womon Regents of the Old Men's Home at Haarlem, and Deted / 1664, Frans Hals Museum,
Huoarlem. In contrast fo the color and excitement of Yonker !|.|_'|.|T|!'| |:_|"i;'__rurl=- 2491 the last works af Hals have an austerily of
mood and a depth of insight into human character matched only by the Bembrandt of the 1650's and 1660's (sew pages 180,
181). Huls was more than 80 years old when he did this magnificent group portrait,

\VI]ILE ruBeENs became the most famous arfist
I

of his time in the Catholic half of Europe,
the first great painters of the Protestant world ap-
peared in Holland. As a wealthy nation of mer-
chants and seafarers, proud of their hard-won
freedom, the Dutch developed such an appetite
for pictures of themselves and of their way of
life that their artists had quite enough to do even
without l.\'urking for the Church. In fact, Holland
probably had more painters, and more art col-
lectors, than any other country during the seven-

teenth Eenhu'}'. Pictures were as pnpulnr then as
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movies or sports are lm]n_\'. so that many Duteh-
men were lured into 1}ucmiling painters by hopes
of sucecess which all too often failed to come true.
At times even the preatest artists of Holland found
themselves suddenly out of favor with the public
and hard-pressed for a living. Actually, this
boom only lasted for about half a century, but
these years are one of the most important chap-
ters in the history of painting.

Not many Duteh painters traveled to Rome.
However, in the early years of the century there
were several who did. They are known as the
Utrecht School, after the name of their home
town. In Rome, these men were so impressed with
the style of Caravaggio that they looked at little
else. The Calling of St. Matthew by Hendrick
'l'r-rh:'tlafg‘hrn { ficure 263), the most talented mem-

ber of this group, is a direct echo of Caravaggio’s

version of the same subject; the naturalism, the
light, the “timing,” all remind us of the earlier pic-
ture. These were the things Terbrugghen and his
friends brought home with them to Holland, for
ather painters to see and get excited about. Thc}'
thus became the connecting link hetween Cara-
r:iggiu and the great masters ol their own coun-
try, who knew better than they did how ta put the
new ltalian ideas to wark

This is what has happened in the wonderfully
lively portrait of Yonker Ramp and His Sweet-
heart (figure 249), which was done by Frans
Hals. the leading painter of the town of Haarlem.
It is hard to imagine Titian's young nobleman or
Holbein’s George Gisze wanting to have himself
shown like this, drinking and carousing; yet the
voung Dutch cavalier of our painting did not

mind posing as the main figure in a gay tavern

205, mesmanvr [/ The Anatemy of Dr. Tulp / 1632, Mauritshuis, The Hapue, Theough this picture, iy first monumental
group portrazt, Rembrandt established himsel] in Amsterdum, It thows a pablic perfarmance by the great anatomist—uo
wears a hat, gz ¢ sign of authority—before the membirs of the suroeon’s puild. Twe of then (4t the l':'-j-' areed on the extriome
left) were added somewhar fater, smbatansing: the oviginal desien.




scene. Apparently he wanted liveliness rather
than dignity, and Frans Hals has given him more
of that than even Caravaggio could have done.
Everything here is keyed to the mood of the mo-
ment: the laughter, the raising of the wine glass,
and—most important of all-the way the picture
is painted. Frans Hals works in broad, dashing
strokes of the brush, never really “finishing ™ any
of the details, so that the completed picture keeps
the freshness of a first sketch (e ynpare the one }1}*
Rubens, figurc 247). We can almost see the artist
battling against time, making every split second
count. How happy he would have been with 2
modern camera! Or so, at least, it seems to us;
actually it took Frans Hals hours, not minutes, to
do a life-size painting such as this, What matters
is that he wants us to think he did it in the wink
of an eye.

Frans Hals was among the most prosperous
portrait painters of Holland, but as he grew older
the puhli{: turned away from him, and he found
himself “out of fashion.” A similar fate fell to
Rembrandt, the greatest genius of Dutch art. In
figure 274 you see one of his earlier pictures, done
in 1633, soon after he had settled in Amsterdam,
For about a decade, it was the height ol fashion
for the wealthy people of this great seaport city
to have their portraits painted by Rembrandt (see
figure 273). He himself. however, was more inter-
ested in religious scenes, of which he did a great
many, although for private collectors rather than
for churches, The subject of purs is Christ in the
Storm on the Lake of Galilee. Here Rembrandt
comes close to Rubens: the forces of wind and
water are clashing so fiercely that they almost
seem to merge into one, crushing the hoat be-
tween them, For the Dutch, who often knew the
threat of the sea from personal experience, as sail-

ors or as lowland dwellers, this scene had a very

TR, NEMORAKD M erint f"r.“.';_.-'flrllj_: -'1.'f|'|'.'lru_"_| Aot 1852
This print shows the gentler light and the more subtle mood
of the artist’s mature gears. Some of the people listening to
Chrisd are basied om modols RembBrandt had found in the gheito

if Amitereclm

974, wesunaxor /s Christ in the Storm on the Lake of Galldes
1633, Isabells Stewart Gardner Museum, Boston. See com-
ment below. Much of Rembrandl's work bafore 1650 shows
the vigorous movement and the dramuotic contrasts we think
of as the more eheiows qualities of the Barogue,

T75. nesmsnasor / Cheist Carnyping the Cross (pen and wash
drawing} / About 1635, Fonmerly Kupferstichkabinett, Berlin
Here again we see ¢ Boroque intensity of action and feeling,
conveyed by violent, sweeping strokes, by extremes of light
and- dark, and by @ desten that beeste the frame




direct bearing on their daily lives; they could
easily imagine themselves in the same boat with
Christ, especially since Rembrandt has painted a
fishing boat of the kind actually in use during
those days. And the followers of Christ are just as
frightened as ordinary men (one of them is even
being seasick), But the most remarkable thing in
the picture is the light, which reveals the entire
scene to us in a single flash, as though it came
from a terrific bolt of lightning, This is Caravag-
gio’s dmmatic timing again. put to waork by
Rembrandt and raised to a new pitch of excite-
ment,

As Rembrandt grew older he became less and
less interested in scenes of violent action, Instead,
he gﬂ.iueﬁ anew insight into the drama of peaplu'S

277. pemEnanor / Soul and David / About 1680, Mauritshuis, The Hapue, The magnificent breadth and frevdem of the

breishwork here recally the late work aof Titign 1'ﬁg1rrr.'.s' I180. 1971). H.l’.'HlFJ‘I'TJ_rIIijIJ uget of Jewish modely sprang i prt from a
destre for “authonticity” (compare fipure 230) but also from the specidl sympethy he felt for a people in whose faces he read
the .qjl'r‘ir:mf hs'ntﬂ_n_;a: ax well g the .-.-uff;rmg.g— of a great past.

thoughts and feelings. The Polish Rider (figure
268) was done some twenty years after the Christ
in the Storm, in this more personal style. We do
not know for sure whether the rider is Polish (the
title was given to him later), only that he is
dressed in a strange, Eastern-looking costume.
Nor can we tell exactly what meaning Rembrandt
had in mind for him, although we can make a
pretty good guess. Like Diirer, Rembrandt was a
maker of prints, so he probably knew and admired
the famous engraving, Knight, Death, and Devil
(figure 218), The Polish Rider is another "Chris-
tian Soldier,” bravely riding through a perilous
world; but here the dangers along the way, and
the goal as well, are left to our imagination,
instead of being spelled out as in Diirer’s print.
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278 nesmrasor /. Fanuly Portrail / About 1664, Municipal Muscum, Bnmswick, Germany. In his late years, Rembrand:
showed o growing awareness of Henatssance art, Here he has patterned his composition after a family portratt of more than
a century before (sev figure 224). He also smriched the golden-trown tone of his pictures with bright greens and reds, which
e spread in heaoy got somehoe transparent loyors against the colvety darkness of the backgroomd

The gloomy landscape and the somber colors sug-
gest that our "]-:niglit“ is not hm'ing an easy time;
his serious, alert glance also tells us of unseen
dangers, while the determined set of his mouth
makes us feel that he will face them with courage.

If Christ in the Storm made us think of Rubens,
The Polish Rider reminds us of Giorgione and
Titian. Like them, Rembrandt has now become a
poet of light and color, a maker of moods rather
than of stories. And yet The Polish Rider remains
1 Baroque picture. Giorgione (ligure 167) respects
the limits of his canvas, he makes all his forms
stay within the frame; with Rembrandt, on the
contrary, the frame does not hold anything in
place. His horseman is merely “passing through”
and will soon be out of sight. And since he moves
in the same direction as the light in the picture,
we almost come to feel that the light is a kind of
force which helps him along. The language of
Rembrandt’s late stvle, then, is not so different

279, menimmanpr / Self-Portrait ; About 1660. The lveagh
Bequest, Kenwood, Londan, Throughout his life, Rembrandt
tiets his oo facorite model. No other painter reveals himself
so completely in his self-portraits, This example combines
great dicnity with simple direciness
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B0 mEncuLEs secnERs | Mountain Landseapwe | About 185035, Uizl Gallery, Florence. This sweeping view, by the preat-
est Duteh landscapist of the early seventeenth century, recalls the grandeur of Pieter Bruegel (sce page 153} as well as the
dramatic lighting of Rembrandt (see figure 274), Rembrandt admiced the somber poetic genius of Seghers: he probably owned
this particular picture and may hove edded the small figures at the lower loft

from that of Rubens after all; he just uses it to say
other things.

The magic of light plays an even greater part
in the religious works of Rembrandt’s old age,
such as the unforgettable Saul and David (figure
277), The Bible tells us that alter his victory over
Caliath, David was taken into the royal household,
but that King Saul grew jealous when people
praised the young hero more highly than him.
One day, while David was playing the harp, he
sutdenly hurled his spear at the boy. Here is a
subject ready-made for Rubens: what a splendid
action picture he would have made of it! Rem-

brandt, on the other hand. shows us not the story
itself but the meaning behind it. His Saul is not
si.mp!} the victim of an evil passion, but a sad and
lonely man so overcome with feeling that he for-
gets all about his royal dignity—he uses a curtain
to wipe away his tears. What is it, we wonder,
that moves him so deeply; has David's playing
filled him with remorse at his guﬂt}.' 1'.]1!111:__':11“-.;"
Or is he mourning the loss of his own }'mn‘_h, now
that a new leader has arisen? Whatever it is,
David remains quite unaware of it; he is just a
young musician husﬂ}' let{'king his h:lrp. Rem-
brandt’s attention and sympathy are centered on
the unhappy king. Through the wondertul play of
light on Saul’s face, he tells us all he has learned
in his lifetime abont the strange ways of the hu-

man spirit.

28], JAN VAN GOYEX Fort on d Riger ¢ 1644 Muoseum ol
Fine Arts, Boston. See comments on facing page. It was Van
Gayen who discovered the pictorial beauty of the Dutch coun
tryside;, with s moisture laden atmosphore and looming gray
skies raflected in rivers and canals




Paintings like this demand a lot of thoughtful
attention if we want to understand them com-
pletely. At any rate, most of the art buyers of
Holland found them too difficult for their taste.
They much preferred pictures of familiar things
and experiences, such as the Fort on a River by
Jan van Goyen ifigurﬁ 281), with its view of a
distant town, its sailboats and windmills. There
is nothing remarkable about this scene—it might
be almost anywhere along the Dutch coast—and
people loved it just because they knew it so well.
Van Goyen, however, is less interested in the de-
tails than in the special mood of these low-lying
"nether lands™ that are always at the mercy of

283, jacon vax nuspaeL S The Jowish Gracesprd

282, jacon vAN MusparL S View of Hadrdem / About 1870,
Formerly Stute Museums, Berlin, This landscape shares the
low horizom of Van Coyen's piotures but creates a very dif
ferent mood through the dramatic, wind-swept sk and the
alternating streaks of sunlizht and shadowe.

About 1655, Picture Giallery, Dresden. See commaent pn following pag

The landseape with ruing is o characteristic incention of Barogue art, for it Involces én gwarenisy of timw, Elsheimer's elassical
ruin i its idyllic setting (figure 256) ecokes the lost golden oge of Grevee and Rome, while Ridsdael’'s medicoal ru in storn

rossed, deserted country iz a orim reminder that Al Iz Vanity

18
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wind and water. His vast gray sky seems calm
enough, yet it holds the threat of those same forces
whose fury we had seen unleashed in Rembrandt’s
Christ in the Storm.

Like so many artists of seventeenth-century
Holland, Van Goyen was a specialist; most of his
works are landscapes of the type we have just
seen. Other Dutch landscape painters favored
different moods and different kinds of scenes.
Figure 283, The Jewish Graveyard, is by the most
famous of them all, Jacob van Ruisdael. Here
the forces of nature are again the main theme,
although the setting is frankly imaginary. The
thunderclouds passing over the wild and deserted
countryside, the ruined building, the rushing
stream that has forced its way between the an-
cient graves, all help to create a mood of deepest
gloom. Nothing endures on this earth, Ruisdael
tells us: time, wind, and water will grind it all to
dust—not only the feeble works of man but trees
and rocks as well. He must have felt that way
about his own life, for he has put his name on the
tombstone nearest to us.

Another group of specialists were the “painters
of things,” whose works we call still lifes. In

284, winLEsM craesz HEDA / STl Life / 1634, Boymans
Museum, Rotterdam, Ses comment above. The origing of the
“banguet still life™ (0s this type & often called) can be found
in such pictures as Heemaskerk's Family Portrait {figure 224),
which incudes o table with food and drink.

figure 284 you see a very fine one by Willem
Claesz Heda, painted in 1634, Earlier masters
had been interested in things, too (look at Hol-
bein's George Gisze, figure 205), but only as part
of a human subject, Why, then, did the Baroque
painters regard still lifes as good enough to put a
frame around, and how did they decide what to
put into such pictures? In our painting, the silver
dish and the great glass goblet are fine and ex-
pensive pieces, interesting in themselves; the oys-
ters go with the wine in the goblet, and the lemon
goes with the oysters. Are we perhaps meant to
wonder why this elegant lunch was left uneaten?
The silver dish has been upset, and one of the gﬂh-
lets is broken, but the arrangement as a whole is
too tasteful and well balanced to fit any kind of
a storyv. What really “explains™ it is the artist's
interest in light and its reflections on these varied
surfaces, It is this that stamps our still life not
only as Baroque but as Dutch Baroque of the
1630's. Compare it with Rembrandt’s Christ in
the Storm of 1633; it may seem hard to believe
that two paintings so different could have any-
thing in common, yet they share a peculiar silvery
tone—the light “fecls” the same in both,

285. jan paviosz. be ures ¢ Flower Stil Life / About 1665.
Ashmolean Museum, Oxford. For another still life by the same
artist yee figure 447. What gives this picture such appeal i
ot only the rich variety of shapes and colors bt the Borogus
energy and citality of every flower




28B.  gan venseen J The Girl with a Red Har ;' About 1660, National Gallery of Art, Washington, D, €. [Malloy
Collection.) This ting preture, here shinen in about the size of the erigingl, & e fescinating study of the nature
of lght and By offect on color and form (nak how the highlights are rendered as plistening “droplees™),




98T. meco vevszouer / The Surrender of Breda / 1634-35. The Prudo. Madnd, The conguest of the Dutch
towen i 1625 had beconie famous because of the Spamsh commuander nerosity toward 0, 2
has done full justice to the vecavion in this masterly grouping of figures against @ vast sweep of landseape.
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288 mEeo veELazguez [/ The Maids of Honer /1658, The Prade, Madrd. In this master

pivee of his late years, Velizques combines 4 privaiture with o poets il shads
that shows s kinship with the best of the Duteh genve painters (compire figures 270, 206)
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280, cEpann TERBORCH ¢ The Concert About  1G55-G0,
Formerly State Museums, Berlin, In rendering the sheen of
sitk or the softness of wvelvet, Terborch had no rivals, Yet he
was ne mere virtuoso of textures; The Concart else impresses
tis toith ifs ﬁrif.'ig balanced ;ff.'mgn aned tho i.‘:'-'.'-'r-.’:'_'lj of s e,

Before we leave Holland let us have a quick
look at the genre specialists, the painters of daily
life. The Eve of Saint Nicholas by Jan Steen (lig-
ure 269) shows a family at Christmas time. Nich-
olas has just visited the children, dealing out toys,
candy, and the traditional Dutch imm:j.'—c:ﬂ{t-;
everybody is having a fine time except the bad
boy to the left, who has received nothing but a
birch rod (for punishment) in his shoe. Jan Steen
has told this story with great relish, embroidering
it with all sorts of warm human touches and de-
lightful details, It all looks very much like the

20992, VENIMEER The Letter / About 1888. Rijksmuseum,
Amsterdam. Of all Vermeer's pictures, this one iy the most
“modern.” The inteérlocking of shapes is so precive, so daringly
original, that its closest relatives would seem to be in twentieth
certury ratfier than in mm-t:-‘::mh-rfn!ury art

24l CERARD TEMNBORCT The Grinder's Family Aot
163540, Frrmerly State Museums, Berlin, Terbareh had heen
tratnad as a painter of low life pence (compare figure 366
bt here, fnstead of telling a .-fra..-‘[.' Be tiews the back-yned

:4'{::'.:({ r—lf the e teith seriotisness andd wirry Ilsr.'.l'.llu_l- i




208, canmy vasnrovs / Self-Portrait / About 1643, Pina.
kathek, Munich. Rembrand's most gifted pupil, whe died in
Delft ot the ape of 32, was the teacher of Vermeer. This pic-
ture u”hrlu:__:.h still eloze to Rembrandt ufu:mfg shotws his dis
tinctly individual style.

205, EmaxvEL pE wrTTE [/ Interior of a Church / 1688, Boy-
mans Muosenm, Hotterdam. Medieval church intoriors were
one of the mang special fields in Duteh painting, This example
shintes an imaghumy eiew L'I'?ﬂ‘ihll‘llrl:__{ features from several
bueildings so as to yleld the richest interplay of light end shad:

2094, Dreco veLarouez / The Water Carrier of Seville / About
16819, Wellington Musoum, London. (Crown copyright re
served.) When he painted this canvas, the 20-year-old Velaz
quez probably had never seen an original by Caravagaio; yei
he grasped all the essentials of Caravaggio's style

298, yieren oy AoocH / The Young Mother . About 1660,
F'Drrm:r!_l,' State Museums, Berlin, Ad their hest, the interiors
of D¢ Hooch have the same ceol, steady light and soma of
the sama peometric sense of order we find in Vermeer, bl
with greater emphasis on description and sentiment




scene that is still acted out in our own homes every
year. Few artists can make us feel the pleasures
—and painsl—of family celebrations quite so well
as this one does.

After the cheerful din of Steen’'s Christmas
part:f. we are struck i]}' the silence and order of
The Artist in his Studip by Jan Vermeer (figure
270). Both pictures were done about the same
time—in the 16680's—but this only helps to stress
the basic difference between them. Steen, the
storyteller, has the vivid sense of timing we know
from Frans Hals. Vermeer, in contrast, shows us
a time-less “still life” world, where nﬂlhing stirs,
not even the Hgures. And yet, strange to say, they
do not look at all frozen; it is rather as if this
room, and everything in it, had been gently be-
calmed h}' some magic spell. The cool, clear day-
light filtering in trom the left prov ides all the ac-
tion there is, and all that is needed, as it glances

297, Foanxcisco pE zupsarax S A Francitcan in Prayer /
About 1639. National Gallery, London. In Zurbaran. the sam
Caravagpio influence that inspired the everyday scenes of the
young i-'f!u:,quu: (fipure 294) gove rise to an art of ausiere
and exalted religious feeling

off the model's bright blue gown, sets the brass
chandelier ugluu, or settles in tiny, dew-like
“droplets™ on the curtain in the foreground. And
now we realize the meaning of the spell: it makes
us aware of the miracle of sight. Looking at this
picture, we feel as if a veil had been I}uHcd from
our eyes, so that everything shines with a fresh-
ness and beauty we never knew before. In his
early years Vermeer had learned a good deal from
the painters of the Utrecht School; through
them, he owes a debt to Caravaggio. But the
quiet perfection of his style reminds us of some-
thing else—of Hubert and Jan van Eyck, the first
great “discoverers of reality.” In one sense, Ver-
meer completed what they had begum; vet he is
also an important discoverer in his own right,
Nf_'g!cctt’d until quite recently, he seems tut].'i}'
far more modemn in spirit than any other Dutch
painter of his time.

298. juseve nmena S The Martyrdom of Si Bartholomew

1639. The Prado, Madrid. Aftheugh he spent most of his lif
in Naples, Ribera here remaing unimistakally Spanish, both in
his human types and in the tough-minded directness: witl
which he renders physical cruelty




2049, meco vELazouez / Infants Carlos / About 1625, The
Pruodo, Madnd. This porirait, paimted not long ofter ho had
sottled in Madrid, still hax the clean outlines, the precise sep-
aration of lght and shade, arad the solemn dignity of the artist’s
Secillian works (see fipnre 204)

Q’/}m}g, Sparnee

N ALL OF SEVENTEENTH-CENTURY art, there was
I only one other painter as completely devoted
to the wonders of seeing as Vermeer: Diego
Velazquez, the greatest master of the Spanish Ba-
roque. He, too, had been influenced by Caravag-
gio (Agure 294); after he was appointed court
painter to the King of Spain, he came to know
Rubens and studied the works of Titian. His ma-
ture St}'lr,n however, is unlike any of these, It can
no more be “explained” than that of Vermeer.
Most of Velazquez' works are royal portraits that
had to follow set patterns (see figure 299), but
every once in a while he would do a picture en-
tirely on his own, such as The Maids of Honor of
1656 (figures 288, 301). It might also be called “the
artist in his studio,” for it shows Velazquez himsell
at work on a huge canvas, probably the very pic-
ture we see before us. In the center is the little
Princess Margarita with her playmates and maids
of honor. Her parents, the King and Queen, have
just stepped into the room; their faces ave reflected
in the mirror on the back wall, which means that
they saw the scene exactly as we do. In other
words, Velazquez has painted a “king's-eve view”
of his studio. But could the King and Queen really
have seen as much here as Velazquez shows us?
Were they as struck as we are 1:}' the soft, shad-
owy depth of the room? Did they sense the drama
of the sunlight Hooding the foregroomd the way
we do? Velazquez' brushwork may at first glance
remind you of Frans Hals, but you will find it a
great deal more varied and subtle, for its aim is

500, Detail of Figure 287, The fluid briducork and stmos
pheric depth of this vista shew ws how deeply Velezguesz wes
affected by the works of Titian end Rubens he saw in the col.
lections of the King of Spain



not to catch figures in motion but, rather, the
movement of light over the figures. Light, to Ve-
lazquez, is what makes color and form; that's why
he puts so many kinds of light into his picture—to
find out how different they make things look; how
the colors of a gown can change from warm to
cool, and its “feel” from crisp to soft. If we had to
pick a single work to sum up the “language” of
Baroque painting, we could hardly make a better
choice than this.

Moving on from Spain to France, we find a very
different taste at the royal court at Paris. King
Louis XIV liked to be called the “Sun King,” be-
cause he wanted it known that everything in
France depended on his will, just as all Jife on
earth depends on the sun. He even wanted to
control the way French artists painted, and he did
this through the Royal Academy, an official school
for painters and sculptors. In the past, young art-
ists had always been trained by working in the
shops of older men; during the Baroque era, this
was still the usual method. But since the Renais-
sance, 45 we have seen, pmctitul skill and ?xpﬂri-
ence were no longer enough for the artist. He
needed to know a good deal of science and theory,
too, so certain masters had founded private acad-
emies where tl‘u_‘j.' taught these things to groups
of young artists. At the Royal Academy of Louis
XIV, practice and theory were combined into a
complete system of instruction, with the aim of
giving the student an approved standard of style
and beauty. This program became the model for
all the later academies, and its echoes can still be
felt among the art schools of today. Even so, it
never worked very well. The most important
tl]ing in art, after all, is [muginatiml. and it is
pretty hard to make rules about that. Artists are
by nature “unruly,” so the best of them usually
stayed outside the academies. In fact. the man
on whose work the “ideal style” of the Royal
Academy was based, preferred to live in Rome at
a safe distance from the pressure of the Court. He
was Nicolas Poussin, the greatest French painter
of the seventeenth century. The Abduction of the

301, Detail of F!gurr 288 Even g small grea such gs this
containg a vast varicty of brush stroke effects—ereamy smnaoth,
feathery, jabling, twisting—designed to capture net the gctual
surface textures but the lighe they reflect

302, msTEBAx mMumiLLo / A Girl and Her Duenma ; About
1665-75, Nutional Gallery of Art, Wushington, D.C. (Widenor
Collection,] The Sevillian tradition of genre painting (see fig
gure 294) surviced in the work of Murille. This elharming pic-
ture may fave impressed Goya (see figure 346),
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303, cEowces ok La voun o The Education of the Viegin
Aboit 183540, Private collection, Paris. Like Vermeer, La
Tour i for more famious now: Hhan Tie was in lils own 1!1'1'1) Hix
pictures, indirect echocs of Caravagglo, combine clarity of
farm with a touching tendernoss of feeling.

Sabine Women (figure 289) will show you why
the Academy considered him such a perfect ex-
ample for its students. The subject is a famous
event of Early Roman times. In the beginning.
there was a great shortage of women in Rome,
since the city had been founded by an adventur-
ous band of men from across the sea. The Romans
tried to find wives among their neighbors, the
Sabines, but the Sabine men would not let them.
So they used a trick—having invited the entire
Sabine tribe into the city for a peaceful festival,
they suddenly fell upon them with arms and took
the women away by force. Poussin was, ol course,
interested in this scene as a drama involving
many different kinds of action and emotion. At
the same time, however, he felt that it must be
treated in a noble and heroic manner, so instead
of trying to imagine how ordinary people would
behave in such a situation he modeled his figures
alter Classical statues and after the masters of the
Roman High Renaissance (compare Raphael's
Heliodorus mural, figure 182). Still, Poussin was

far from blind toward the art of his own day.

304, Lovs Le saix / Peasant Family / About 1640, The Louvre, Pars. Here we see the impact of Caravappio litig Louis Le
Nain has less in common with La Tour than with the low life scenes of the young Velazques (see figure 294). Two centuriés
later, the dignity andd humanity of his poverty- stricken peasants was to fngpire Courbet and Millet (see figures 380, 38], 385)

ned, theough them, the early Van Goph (see figure 420).




35 NICOLAS POUSSIN

Landscape with the Burial of Pheclon

1848, The Louvre, Paris. Tlis atsts h'-'{,r beautiful plctur

stems from the “elassical landscape”™ of Amnihale Cirraced (ser fizure 253). Poussin's view of nalir angd of man's ploce in

it, was a nostalgic vision of harmony and n-hr!.l:'q'r'fy—1lc‘ﬁ'ﬁn!f.j,'!'~" because he knew it to be forever beyond our grasp The vpposity
extreme (s represented by The Jewish Graveyard of Bufscael ( fipure 283)

The ﬂuwing movement in his picture reminds us
of Rubens, and the light has some of the sharpness
of Eunwaggin"s. Drawing and modeling were ob-
viously more important to Poussin than painting
—he believed in form as something apart from

308, sicolas poussiv S Self-Porteait / 1650, The Louvre,

Paris. While Poussin's vigw of himself may seem lacking in
human warmth and intimacy, it i in its own waoy oy recealing
as we could wish; here, clearly, is o man for whom the pursuit
of art has bocome an ascetic discipline

light and color—yet there is a fine color sense in
the Sabine Women, and the soft and airy back-
ground landscape seems almost Venetian, The
entire picture suggests an artist who knew his
own mind almost too well. Poussin’s style did not

307, scoLas Poussmy | i_.'-:phuhas and Aurora / About 1630

National Gallery, London. Poussin's decotion to classical form
—~that is, fo ancient arf and Haphael—is counterbalanced, in
his earlicr years, by an enthusiasm for the Hght ond color of
Titlan (compare figure 189)
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305 mvacyToE moavp [ Lowis X1 1701, The Lovwwre

Puris. The Baroque splindor of this offictal porirat of the ™St
King,” with ity mreat flovmishes of drapeny, by closer fo Ruliend
freha had glovified another French menareh in the 1620, soe

figure 247 ) than to Powssin

just happen; it grew from conscious effort. His
aim, it seems, was an art of the “golden middle
ground” where form and color, thought and feel-
ing, truth and beauty, the ideal and the real are in
harmony with each other. Since all this involved
much discipline and self-control, Poussin’s style
was considered more “teachable” than that of
Ay other important master. Poussin himself wrote
about his work at great length in his letters to
friends or patrons. Sometimes he would discuss
a singje picture, Eh‘pfﬂining in detail EKECH}' what
he had done, and why; or he would set down the-
ories and ideas about painting in general, always
confident that art could be reasoned out like
any other subject. The teachers at the Academy
followed the same method of taking a picture
apart as if it were an intricate piece of machinery.
One of them even made up a sort of scoreboard
of the great painters of all periods with definite
grades for each one in composition, drawing,
color, and “expression” (in the last Caravaggio
got a zero, the lowest markl). All this, of course,
never produced another Poussin, vet we still ad-

mire his work and respect his ideals.

8. cravne vonuas | A Clemp of Trees (brush drawing) / About 1650. Teyler Museum, Haarlem, Claude, like Foussin
chase to spend most of his life in Rome, where he became the most fomons painter of “classical landseapes.” Today, these
seem less impressive than lis drawings from nature, which rec val a freshness of eye atid a poetic sensitivity to the changing
moods of Hght and atmosphere nnmatched by any other artist of his time




Yovvard Rovottrtbion

HEN WE THINK oF the eighteenth cen-
g ,r’ ‘ ,f tury, the events that come to our mind
are, first of all, the American Revolu-

tion of 1776 and the French Revolution of 1759.
We are also apt to remember that it was the Age
of Enlightenment, the time of the great social
thinkers who believed that all human affairs ought
to be ruled by reason and the common good—a rev-
olution of the mind that started many years before

the political revolutions, This is all true enoungh,
yet it gives us a somewhat one-sided view of the
times. It was indeed an age of change, but most
of the changes happened slowly, rather than from
one day to the next, and until the late years of the
cighteenth century, life was not so very different
from what it had been in the seventeenth. In art,
too, the trends that had begun during the Ba-
roque era continued for quite a long time without

310. Detail of Figure 326. Watteau's couples moce with the studied grace of actors, but their radiant charm s fresh and
natural, Here the enchanted world of Rubens Garden of Love {figure 263) has come to life again. If Watteau lacks some of
the full-bodied utliiﬁfy of the great Flemish mazster, he has an i.'Ir*gnhﬁ‘ atrel .ﬂihrhﬂy af totech all his own
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311, wraxcos sovenen / Shephered and Shepherdess /£ 1755
The Louvre, Paris. In Boucher we find both the virtues and
the shorteamings of Rococo painting: we enfoy ite refmed sen.
stionsmiess, hut s chorm, hacing losi the human warmth of
Wiatteaw, strikes us as shallow and cloying

any violent breaks. Since we have seen before
how freely new ideas in art could eross from one
country to the next, it will no longer surprise us
to find that we can trace the pageantry of Rubens,
the realism of the Dutch masters, the severe ideals
of Poussin, even when they appear in other places
and under different circumstances,

In France, the early years of the century saw a
really striking change of public taste, During the
reign of Louis XIV, the Royal Academy had con-
trolled much of the art life of the country, and
the “Sun King” had kept a stern eye upon his
courtiers. When he finally died in 1715, it was as
if the entire French Court had decided to go on
a holiday. The nobles deserted the Royal Palace
of Versailles, where they had been forced to live
before, and built themselves elegant private town

312. Fnascols souceEen ;. Madame de Pompadour / About 1753, Nationsl Gallenes of Scotland, Edinbureh. Boucher en
1:1[.""ff the pr;r\':rm‘nr sapport of Madame do Pompadour, who even took drawing lessons from him, Here he shows the
fevorite of Loewis XV reposing amidst o gorgeons armaiy of texturos—silk, lace, brocade, flowers both real and artificial—to et
aff her powdered beauty. Her real personality remams diserectly hidden behind the fashionable ideal she embodies




313, jEax varmisTE carvze / The Village Bride / 1761, The Louvre, Paris, it is heeed to uniderstand today how Greuse could
be hailed as the apostle of o return to nature, i contrast to the “decadent” Rocoeo style. To us, his pictures seem no loss
theatrical than those of Boucher, and the sentiment no less contrived. The self-conscious pathos of this seene mokos us stes
pect that Greuze actually knew very little abowt the way people fecl and behave in real life.

houses in Paris. These they had decorated by art-
ists who had broken with the old tradition of the
Academy, Their hero was no longer Poussin but
Rubens, who to them represented all the things
the Academy had frowned upon: color, light.
movement, and & frank pleasure in living. An-
toine Watteau, who came from the northern bor-
der of France near Flanders, was the first and by
far the most gifted painter of this new era, which
we often call the Rococo. His Mezzetin (figure
325) shows us Watteau's favorite subject, a
character out of the popular comedy theater of

314. jean wTiEsse worann [ A Twekish Lady with Hee
Sercant (pastel) / About 1740, Musee d'Art o d'Histoire,
Geneva, Liotard was the mose subtle pastellist of his day. This
fresh und cool-toned ftu.r.fy. the fruit of o five-year stay in
Turkey, betrays his admiration for the Dutch penre painters
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315, 316, Above and below, gt [oft: ClovANNT BATTISTA TIEPOLO | Ceiling Fresco, and Detad]l / 1751, Episcopnl Palace,
Wiirzhurg. 317, Above, at right; River God and Nymph (pen-and-wash study for the eeiling painting) / Metropolitan Mu-
soum of Art, New Yark, The Wiirzburg frescoes, Tiopoli's masterpiece, are the last great achiccement of the Ttalian fradition
of decorative wall painting. Cay, opulent, and facile, they eelebrate the final triumph of the Barogue imagination

the time. The easy, flowing brushwork and the
splendid color leave no doubt in our minds about
the influence of Rubens, even though Watteau
lacks the sweeping energy of the great Fleming.
Instead we find delicate, slender forms and a
mood, half gay and half sad, that may remind you
a bit of Giorgione's Concert. Wattean, however,
has made the situation more pointed: Mezzetin
is doomed to serenade his lady love without hope,
both on the stage and in real life—we recognize
him as a relative of those sorrowful clowns that
have survived till today in such popular successes
as the opera I Pagliacei.

Watteau's love of the theater gives us a clue to
the spirit of Rococo society. It was, for the nobles
at any rate, an age of play acting—of pretending
that their life was as free from worry as that of
Frangois Boucher's shepherd and shepherdess
(figure 311), who live in a delightful world where .
the sheep never stray, so that they can devote all
their time to the pursuit of love. Marie Antoinette,
the last Queen of France, actually had a model
farm built on the grounds of the Palace of Ver-
sailles, where she and her friends could play at
being milkmaids and field hands when they tired
of the formality of court life, :




There was, however, another side to French
eighteenth-century painting, especially during
the thirty vears right before the Revolution. It re-
flects the growing importance of the common
man, who, as the “citizen” of 1789, was to be-
come the ruler of France, In 1761, while Boucher
was still catering to the taste of the nobles with
his powdery shepherds and shepherdesses, Jean-
Baptiste Greuze did The Village Bride (figure
313), a subject drawn from the daily life of the
people, which won him the praise of all the lead-
ing critics. He had been trained in the Rococo
stvle, but here he tumns to the realistic genre
painters of Holland for inspiration. His reasons
for picking 2 scene like this, however, were quite
dilferent from those of the Dutch masters, Steen's
Eve of Saint Nicholas strikes us as a real event,
observed with humor and sympathy, while The
Village Bride is “staged” by actors. The bride
looks too bashful, her mother too tear-stained, the

grandfather too venerable to be quite convineing,
We feel that Greuze wants to pull our heartstrings
at all cost—"just look how touching, how sincere
these poor peaple are!” he seems to say. Every-
thing in the picture plays a part in this message,
even such apparently unrelated details as the hen
with her chicks in the foreground; one of them
has left the brood and is sitting alone on the sancer
to the right, just the way the bride is about to
leave her “brood.” Strangely enough, The Vil-
lage Bride was acclaimed as a masterpiece, and
the loudest praise came from the most “enlight-
ened” minds—from the advocates of the rule of
reason, These men liked the fact that everything
in Creuze's picture “meant” something, and that
the artist wanted to appeal to our moral sense in-
stead of just giving us pleasure like the Rococo
painters. They overlooked, of course, that a
worthy moral is not enough—in faet, it is not even
necessary—to make a great work of art.

315. rrancisco cova /. The Parasol / 1777, The Prado, Madrid, This gay and charming “pre-revolutionary” work af Ceya,
designed for the royal tapestey factory, containg more than a faint echo of Tiepulo’s style. Tizpolo spend the last cight gears
of his life in Madridd and died there in 1770, Abeut that time Goya, then 24 years old, set out on fus trip to ftaly; was he
prompted by a desire to see more works hy the great Venetian?
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We can learn this lesson from the Kitchen Still
Life by Jean Siméon Chardin (figure 327). Its
meaning is similar to Greuze’s, but Chardin con-
veys it to us without preaching or acting, and yet
far more irﬁu;‘tiv{.’i}'. He, too, admired Dutch
painting, and his picture comes from such earlier
still lifes as the one by Willem Claesz Heda (fig-
ure 284). However, instead of using expensive
silver dishes and handblown glass, he picked a
few plain, sturdy kitchen pieces and some un-
cooked meat and fowl—the household things of
the common man. Chardin has found so much
beauty in these everyday objects, he treats them
with such respect and understanding, that they

suddenly become important as symbols for a way

14, wikLisas socantit | The Orgy (Sceng L1 from the series

of life, Somehow, we feel, this quiet and unassum-
ing picture has all the dignity and simplicity that
Creuze tried, in vain, to put into The Village
Bride, And the reason is that Chardin speaks to
us in the painter’s own Ianguuge—thmugh color,
light, and form—instead of borrowing the lan-
guage of the stage.

During those years many Frenchmen had a
great admiration for England. The English had
gone through a time of palitical revolution in the
seventeenth century; lht:}' had forced the King
to hand most of his powers over to Parliament, so
that the “common Eng]i:‘-,hman” alread}' had a
voice, atillmu;;{]l a limited one, in his own govern-
ment, As a result, England became the envy of

The Roke's Progress™) |/ aboat 1734, Sir Johs Soane’s Mu-

seum, London, This picture makes an instructive comparison with Grenze (figure 313), who her been called, with undue
flattery, “the French Hogarth,” and who was surely indebted to the incentor of these pictorial morality plays. Hoparth's
sermon i5 50 full of the spice of life that we can enjoy it without taking its lesson of fuce value.
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320, TroMmas carnsnonouce ; Aobert Andrews and His Wife / Al 1T « W, Andrews, Hedlull, Surrey, England. Dy
spite some echoes of Rulsdael (compare figure 282), there i an intensel flavor in this landscape andd in the relaxed

nattiral pose of the courntry gentlemoan and his lacly, Seme years later sborough oas to adapt his poriraits to an ideal of
aristocratic- elegance based on Van Dyck (compire figurey 261, 321)

321, Below: mnoMas cavsborovcn [ Mrs, Siddons o 1785
National f:.'qﬂr'r}'. London. 322, At n';_;:.hr 11 JONHUA HEYS
oLoe [ Mrx, Siddons as the Tragic Muse 1784, Hewry E
Huuti.:!':[tl.m Lihru.r_'.' and Art i::'.sllur:-.', Sai Muaring, California
Gainshoraugh shews her ay the coolly elegant lady of fasfion
Reynolds casts her in a “noble” role of s oun tnvention, [Her
two aspects af British painting are reflecied




the continental nations. Its wealth was growing
rapidly, the overseas colonies prospered, and the
British navy and merchant fleet ruled the seas.
Last but not least, the English had begun to play
an important part in the fine arts.

Since the time of the Reformation, there had
been little painting in England except portraits,
and the leading artists had been foreigners: Hol-
bein under Henry VIII, Flemings and Dutchmen
later on. Even in the eighteenth century, when
English artists came to the fore again, portraits
were all they could count on for a steady living;
but many of them did other 5u11jt:l:ts as important
sidelines, so that these, too, found a home in
England. William Hogarth was such a painter.
His particular interest lay in realistic scenes from
daily life, similar to those of the Dutch genre
masters, Hogarth, however, gave a keen satirical
edge to these pictures and strung them together
into series that told a story in many separate “in-
stallments” (see figure 819). His sense of humor,
as well as his fresh and observant eye, may also
be seen in the delightful portrait of the Graham
children (Hgure 331), Tt will remind you of Jan
Steen, even though Hogarth’s colors are brighter

123, TEOosas carssponouvcH S The Morker Cart 7 1758, Tate
Cullery, Liondon. In this fluidly painted woodland idyl, with
ity atmospheric haze and deep, soft shadows, Gainshorough
fhuse orcated an imaginatioe, poetic landscape far removed from
the Dheteh rradition

and his brushwork freer. The picture is, of course,
not meant to be a genre scene. We can surmise
from the fine costumes that the parents of these
children must have been very well-to-do; they
probably expected our artist to paint quite a for-
mal portrait, with poses borrowed from adults.
Hogarth has done that, but he has also found
ways of relieving the stiffness of such a group.
The two girls, we feel, are just having fun pre-
I;enrling to be ladies, and over on the n'ght he tells
us a little story—the hoy is eranking his music box
for the bird in the cage, huta lurgf: cat has jluﬂp{ad
onto the back of the chair, and the poor bird is
so afraid of its greedy stare that instead of sing-
ing it only flaps its wings and shrieks.

The most famous portrait painter of eighteenth-
century England, Thomas Gainsborough, had a
sideline, too: he did wonderful landscapes. In
his Robert Andrews and His Wife (figure 320),
the outdoors setting is as important as the sitters.
The cloudswept view will remind you of Dutch
landscapes, such as those in figures 282 and 283,
but now the forces of nature seem gentle, rather
than threatening. This land belongs to the coun-

try squire and his lady, and they, in a sense, be-

324. josern wuicut OF DEREY [ An Experiment with the

Afr Pump / 1765. Tate Gallery, London. The subfect of this
picture is az remarkable as the bold use of candlelight; it
records the intense concern with science that brought about
England’'s loadership in the Industrial Recolution




ANToINE waTteay / Meszetin / About 1715, Metropolitan Museum of Art, New York,

tock character ] Rocovo comedy, painted in o fluld, sen shidgue borrowwd from Bu

has so much Tarman “i'\r".r'.'l that e fir]:.r it heired to tell thewteicad ]'rs.'fnrpl'-r Fromn geneine  puzssion




Q0 ANTIIXE WATTEAU Lnharkation | ey {:.'”H.-J il 1717 The Lowvee, Paris. Soe also 8l elibail, ﬁ{[uh 310,

Here wwir oo the smne poatic mivtues of glligory. wygth, and reality as-in Rubons' Curden af Lawve [firur 263),
With this pictirs Watteei became a fall member o) the French Royal Acodemy as “painter of gallent fetes”
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328,  yean spvEoN cHanmy J Back from the Market / 1738 The Louvre, Paris. Hore again Chardin has taken

ouer a Duteh tradition (compare frgure 296) and invested of with a new feeling for the dignity of ecergday life.




330, (EAN HONONRE FRAGONATD o The Bathers / Abont 1783, The Lauvree, Puris, e spriedt of the Rociso—its leelty, gro
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long to it. Gainshorough here suggests the charm
of a country life that is real. not make-believe as
in Boucher's picture.

The North American colonies were by now old
enough to have some fine painters of their own.
The two most gifted ones, however, did not re-
main at home long enough to witness America’s
coming-of-age. Benjamin West, a Pennsylvania
Quaker, and John Singleton Copley, from Bostou,
had gone to London a tew years before the Amer-
ican Revolution. They had such snccess there
that they stayed on for good, and West even be-
came court painter to King George ITI and presi-
dent of the British Royal Academy of Painting.
This Academy was patterned on the principles of
Poussin, but its ideals were much less severely
Classical; in Fact, they were broad enough to in-
clude the art of Rembrandt. West’s portrait of
Colonel Guy Johnson (figure 334) is bathed in a
light of Rembrandt-like warmth, although we miss
the Dutch master’s expressive force. The poses of
the figures, on the other hand, seem a bit self-con-
sciously heroic, as if the two were Ancient Ro-
mans, while the costumes, and all the other trap-
pings, are faithfully observed down to the last
detail. Colonel Johnson was one of our first super-
intendents of Indian affairs, He is shown here
with his trusted friend, Thayendanegea, who
looks very much like “the noblest redskin of them
all.” West must have been quite proud of his

333, aLExasDER cozess ;  Landscape
Made of Ink Blots (aquating) / 1754-86.
British Musenm, London, That we some-
limes see images in accidental blots had
already been noted by Leonardo, Cozmms
made a method of i, by deceloping land-
scapey such ax this one from a series of Mots
he hual .i'p!-l,'.\h-‘ﬂ! i the paper more or less
f-‘:.r chance, His idea, which eamed him
meich ridicule, has pnmr.d of great valus ro
modern artists {see fipurs 500)

334, BENyAMIN WEST / Colonal Cuy Johrson / About 1775,
National Callery of Art, Washington, D.C. (Mellon Callec-
tion.) See comment on this page. Before settling in London,
West went to Rome, to study the classics, Reportedly, he said
of a famous Apolle status: “How like a Mohawk warrior!"
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235,  jous sinciETon corLey / Watson and the Shark / 1775, Museum of Fine Arts; Boston. See commeont below, Copley
peinted this picture in the hope af gaining full ﬂu_'m}’],:‘r’,";h[:l in the Royal Arademy. Far more than a showpiece, #l re-creates
Mr. Watson's misadoenture with such genuing passion that # becomes the modern counterpart of the heroic tules of the
ancients. In raising a private ordeal to this level of general significance, Copley blazed o path for many later ariists,

American background, since he stresses all the
little touches of frontier life (including the In-
dian encampment on the left) which no European
painter could have known so well

This sense of adventure may be found even
more strikingly in Copley’s Watson and the Shark
(figure 335). The picture is based on Mr. Wat-
son's own account of his gruesome experience,
which happened in the harbor of Havana and
cost him a leg before he was pulled aboard the
boat. Of course the scene did not look exactly as
we see it here, but then Copley did not really

336. jomw SINGLETON correY / Mrs, Seymour Fort / About
1776, Collection Wadsworth Atheneum, Hartford, Connecti-
cut. In colonial America, poriraits tera the enly Kind of ple-
ture steadily in demand. The young Copley hud helped to coin
a “colonial” portrait style, loss elegont but alio less conven-
tional than that of England (compere figure 321),
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mean to reconstruct it detail by detail. What he
wanted was to make it as thrilling as possible,
and he has used every trick of the Baroque style
to this end. Caravaggio himself could hardly have
“timed” it better. Yet behind all this we feel an
imagination that carries the flavor of the New
World rather than of the Old.

The American Revolution was fought for much
the same reasons that were to bring on the Revo-
Jution in France: unfair taxes imposed on the
people by a government in which they had no
voice. Ironically enough, the French King aided
the Colonists” struggle for freedom, since he saw
it as a chance to weaken the power of England.
Their success may well have been the last hit of
fuel that brought his own pot of political trou-
bles to a boil. Criticism of the weak and corrupt
government, and attacks on the holders of special

497, jacgues Lous navin [/ Marie Antoingtte on Her Way to
the Cuillotine / 1795, The Louvre, Pads. As a viclent anti-
royalist, David had no pity for the former Queen in her final
hour. Yet kis atark little sketeh does not show her as devoid of
haman dignity, even though it stresses her plainness.

privilege had been growing for a long time in
France. We saw signs of this in Greuze's Village
Bride, where the honesty and goodness of the
poor is meant to show up the moral decay of the
aristocrats. Other painters went even further: Ihe}'
depicted the stories of heroic defenders of freedom
in Ancient Athens or Rome, conveying the idea
of “give me liberty or give me death” (see figure
332). Even the style of these pictures carried a
moral message. It was based on the severe, “ideal”
style of Poussin, as a rebuke to painters like
Boucher, who had modeled themselves on Rubens
and were now looked down upon as mere pleas-
ure-seekers with nothing worthwhile to say (it
was at this time that the terms Baroque and
Rococo came into use as unflattering labels).
But the “anti-Rococo” painters were far more
rigid than Poussin in their admiration for Ancient

338, jacgues Lovs pavio J View of the Luxembourg Gar
dens / 1704, The Louvee, Paris. This, David's only landscape,
shotos the view from the Luxembourg Palace, where he was im-
prisoned after the fall of Robespiorre. Here we see him a3 o
pairter pure and rmple, stipped of all theories
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339, yacoues ous pavie [/ The Death of Marat / 1795, Royal Museums of Fine Arts; Brussels, See comment bolow. Th
picture, painted “to avenge the murdor of Meral,” was placed in the meeting hall of the Deputies, In 1785, its removal was
forced by o decree forbidding the public disploy of eny portrait whose subfect had not been dead for at least ten years.
Evimtually the canvas follmced the artist to Brussels, where he had taken refuge after the downfall of Napoleon

art, so that we speak of their work as Neo-Clas-
sic. Just as the artists of the Remaissance had
helped to bring about a new era in science, so
the Neo-Classic artists had a share in paving the
way for the new political era that began with the
French Revolution.

The most important among them was Jacques
Louis David, who took an active part in the Revo-
lution and became its “official” painter. His pic-
ture of the Death of Marat (figure 339) is a me-
morial to one of the heroes of the struggle. David’s
deep emation has made a masterpiece out of a

scene that would have embarrassed many lesser
artists, for Marat had been murdered in his bath-
tub. He liked to do his paper work that way, with
a wooden board serving as his desk. One day a
young woman named Charlotte Corday burst in,
handed him a personal note, and while he read
it plunged a knife into his chest. Whatever her
side of the story—and Marat was hated by many
—David makes us feel that this is no ordinary
murder but something close to the death of a
saint who gives his life for his faith—a saint of
fesh and blood, like those of Caravaggio.
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HE FRENCH REvoLUTION had replaced the

King with a republican government. The

Republic, however, lasted only a decade.
Before the century was out, France was again
ruled by one man, Napoleon Bonaparte had risen
to power as the leader of the republican armies
when the nation was attacked by its neighbors,
who feared that the slogans of the Revolution—
Lihurt}f, Equality, and F I:lf!‘!l'!ii[!n'—*“-‘{'ﬂ.lIL{ SO0N
catch on with their own people. The military gen-
ius of Napoleon conquered them all, except for
England. He then made himself Emperor, a thou-
sand years alter Charlemagne. But in another ten
years, in 1814, his army was beaten, and he was
taken prisoner, by the united forces of England.
Germany, and Russia.

Napoleon is one of the bitter jokes of history.
In order to defeat him, the other countries had
to take over a good part of the revolutionary ideas
they had been so afraid of. For Napoleon did not
undo the results of the Revolution; he simply
used them for his own ends, His was the first
modern army—a mass army of citizen soldiers
fired by a feeling of patriotic duty. His enemies,
who fnught him at first an]}' with soldiers hired for
money, had to create mass armies, too; and having
asked this common sacrifice of evervbody, they

found it more and more difficult to resist people’s

30, AxTOINE GROS Napoleon at the Battle of Arcole / 1798
The Louvre, Paris, This splendid though ]-rﬂ'!‘hi.'glff hero-worship
ing porireit, painted when Gros was 25 and Napoleon 27,

recaptures the color and drema of the Barogue. A tide of emo
tierm fises snpp aeoey Davids NeoClasels doctrines

demands for more rights. Under Napoleon, a man
rose in rank because of what he could do, not be-
cause he came from a noble l'amily; here again the
Emperor set an example to those countries where
personal ability was less well rewarded. No won-
der, then, that after the Napoleonic wars the
common man felt greater confidence in his own
powers and asserted his claim to those hard-won
rights that Americans had been enjoying ever
since 1776,

Napoleon fancied himself an Ancient Roman
Emperor re-born. And the painters who, betore
and during the Revolution, had preached the he-




roic virtues of the Ancient republics, now took
the elegance and splendor of Imperial Roman
art as their model. David himself had been one of
the earliest and most ardent admirers of Na-
poleon, but he no longer held the same com-
manding position as before; a number of younger
artists, who had grown up with the Revolution,
were now taking the lead. They included David's
star pupil, Jean Auguste Dominique Ingres, whose
wonderful portrait of Madame Riviére you see
in figure 348, Notice how women’s fashions have
changed—instead of the billowing skirts of Ba-
rogque and. Rococo days (compare figures 812,
320), Madame is wearing a slim, “classic” gown
that follows the natural outlines of the body.
While not exactly like the costume of the Roman
lady in the Boscoreale mural (figure 34), it does

remind us of her. You will find these comparisons
interesting in other ways, too. As a faithful be-
liever in the Neo-Classic theories of David, In-
gres regarded himself first of all as a draftsman
and designer. Since he thought color and light less
essential than form, he carefully avoided the
broad, flowing brushwork of the Baroque mas-
ters. Yet he was much more of a “painter’s paint-
er” than he thought. In his Madame Riviére, the
colors are of extraordinary beauty, the surfaces
have a delicate pearly sheen, and the poetic mood
is as important as the finely balanced design in
holding the picture together. Compared to the
Boscoreale lady, our portrait seems almost photo-
graphic in the exact rendering of every detail.
Here Ingres shows a concern for “truth” that also
comes from David—we saw it in the Death of

341, asToiNE cros / Napoleon Visiting Plague-Stricken Soldiers af Jaffa / 1804, The Louvre, Paris. The incident had taken
place five years carlier, during the Egyptian campaign; in order fo allay the spread of panic ameng his troops, Napoleon
boldly touches the sores of one of the victims of the dread discuse, Here again, although his painting technique is less free than
in fipure 340, Cros has used the dramatic devices of the Barogue to persuode us that we are witnessing a kind of miracle.




842, posaxtour mores / Odalisque / 1814, The Louvre, Paris. The Neor Eost, aliways fascinating to the West (sei figure
8I4), was even more so after the Egyptian compaign of Napoleon. This odalisque—a Turkish wirrd meaning o harem slace
g,‘rll..j'”pmjw_g the enchantment of The Thousand and One ,\;:;htn Comal ;jc’.' genvuowy, her jlu-tu!-.ﬁ.:r.uurﬁ Lirnilas fr:.‘.muf Ly
rich silks, she embodies an sdeal of beauty strangely remingscent of Parmigienine (figure 208),

843 244, posumigeE 1NcRes [/ Pencll Dmwing for “Louls
Bertin™ / 1832, Whercabouts unknown. Louwis Berfin / 1832
The Louvre, Paris, Hive we see why Ingres waz the greatest
portraitiyt of his day: precise, deteched obsercation in the
drawsing, masvioe force of personality in the finished picture
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345. FHANCSCOD GO Self-Portrail / About 1817-19, The
Prado, Mudrid, This canvas, painted when he was in his early
sevenfics, show g or & man of 4 ishing vigar for his
age.. Its frankness and J_fr.'p!h as & cha

anly by Rembrondt (compare figure 279)

Marat—and that in lesser hands could easily he-

come 4 t{-.-mger. This desire of the time for exact

likenesses had a good deal to do with the inven- 346, FRancisco cova / Mafas o a Balcony / About 1810-15.
tion of photography between 1820 and 1840, Metropolitan Museum of Art, N » The subject lLiere
z \ s | : 318), but now
et Jiirs glven way to a miztle contrast betiween
Meanwhile the BH.ﬂN'-lI.HJ“H‘K'(JCU style. with its the elluring women and the sinister, ologked men.
o

when Ingres was at the lu:ight of his fame.

347. reanciseo cova J The Wirches' Sabbath / 151823, The Prado, Madrid. Goya painted thiz fantastio scene—the
devil in the shape of o goat preaching to a ie of his devoteas—for the dining room of his villa, Tts nightmarnsh infensity
bespeaks the gloomy mood of the artist’s last years in Spatn under the repressive rule of Ferdinand VI In 1624, at 75,
Goya fled to Bordeaus, where he dicd four years later.




38 posaxigue ixowes S Madime Rividre L8, The Lowvee, Poris. With Ingres, Neo-Classiciom

fost ity recolutionary favor. His work became, in foct, the veny maodel of consertative, "official” pdint

g, evenn thioaeh hiis imtfalor wover graspod s masterful clority of form or s subtle sense of color



1449, Fnasoson ot SO The Thicd of Mag, 1505 1514-15 e Prodis, Mudeied. T pad i fles medasaerd &) ciffzeny

of Mailriel vi-kor hod i J o1 Hie e spbbong Iroepsy o) "'-'q;'-"ll'-'-r- : ! ¥ i wwith all the ¢ SRR

v oof @ seene of religens martyediom, His pletwee {0 gzl toall the pesbtunce heroee of modemn times




350, TEeoponE cEmicAvLT / Monnted Chficer of the Guard /1812, The Lonere ris. Heve we e o sord of ideal peort ruit

of this "w'a'|l-'l'lllrtlr|ir|' sl fer, _fl.”i":ﬂ welth the ol aniel excitement iif vklent acthim, | oo of the earliest Rowmemitic Jrnntary

Cairii had still been vadved I the traditten of Barogue art: Govealt revived &, as the n’iil'.-- Pt sudbeed o his own b mper




ot Hiooy Po Alel Loy, Plaladedphin. Dol ol e
pfenidfen sieh ax this
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532, THEODORE CEWICAULT | The Madman / 1821-24. Mu-
seum of Fine Arts, Chent. A .xg_;.rn.pal.fmm: inferest i e insane
was characteristic af the Homantic era, so 1|u!'rn.5:L'I!,a concerned
with the world of emotions. This powerful study i one of «
seriey Géricault did for a doctor friemd

-:'Iltspha:si.'i on imagination rather than “truth,” and
on light and colar rather than form, had never
died out completely, There were artists in Na-
poleon’s day who painted Neo-Classic ideas in a
Baroque way, while others took over the Neo-
Classic “language”™ but used it for .'uighiy imag-
inative, even lantastic subjects. One very impor-
tant painter, the Spaui:ﬂd Francisco Goya, even
managed to turn the Baroque into a2 "modern”
style without being touched by the Neo-Classic
trend at all. Like Velazquez, whose art he greatly
admired, Goya was the official painter of the
Spanish King, although he did a greal many
things besides court portraits. Perhaps his most
powerful works are those devoted to the struggle
of the Spanish people against the army of Na-
[)ﬂl(*.ﬂn? which had :)cr:upi{-d the country but never
really conguered it. In The Third of May, 1508
(figure 349) he shows the shooting of a group of
Madrid citizens who had resisted the fun':ign iri-
vaders. The blazing color, the broad “handwrit-
ing" in paint, the dramatic light, all remind us of
the Baroque. Why then do we feel so strongly
that the picture I}L*Im:gs to the early nineteenth
century in spirit? The subject itself, of course, is
new and daring, but the way Cova has treated it

353, 354, muEopome cEmICAULT / The Haft of the "Meduss,

anid Detall / 1818-18, The Louvre, Paris, In 1815, the French
government ship Meduga sank in a storm, and only @ few of her
men surcived after many days on a makeshife ruft. Géricauli
has pi.l;'rl.ﬂd the climax of the story— —the si -fh:l'mr* of thir reseue
ship—on the ambitious scale and in the spirit of heroic tragedy
fiitherto reseroed for more “noble” subjects. thus bre (ﬁ.r;:r' all
the rules of Neo-Classicism,
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105, EUVGENE DELACTOIX Frédéric Chopin / 1838, The
Lovvre, Paris, Here we see the Romantic conception of the
hero in ity purest form—a blend of Gros's Napoleon (figure 340)
and Géricault’s Madman (figure 352), agonized, rebellious, and
burning with the fever of genius,

is even more so. David's Marat had reminded us
of a religious painting; The Third of May, 1508
makes equally full use of the devices of religious
art—Coya had been deeply impressed with the
work of Rembrandt—and again people are dying,
not for the Kingdom of Heaven but for Liberty.
In Goya's view, however, the real tragedy was
that the shooting should be done by the French.
Like so many others he had thought at lirst that

358, evcese peEracnorx / The Massgere of Chios / 1824
The Louvre, Paris. Like The Haft of the “Medusa,” this was
a contemporary theme, an incident of the Greek strugple for
|u,d.g:}ru-m1,£‘n.';_' agdinst the Turks, Consercalive critics called
“the massacre of painting.”

the forces of Napoleon would carry the ideals of
the Revolution into his own backward country,
The Third of May, 1508 is a memorial to shat-
tered hup-cs-—ﬂml to those of countless others in
the years to come. This same scene has been re-
peated so many times since Goya's day, always
with a different cast of characters and in countries
all over the globe, that it has become a terrifying
symbol of our “era ot revolutions.”
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Er us Now TunN to the Mounted Officer of
the Guard (figure 350), to see how a young
French painter felt about Napoleon. This life-
size picture was done in 1812 by the marvelously
talented Théodore Géricault, then only twenty-
one years of age, as a sort of ideal portrait of the
Napoleonic soldier. Born more than four decades
after David and Goya, Géricault had a viewpoint
very different from either. For him, politics no
longer had the force of a faith; all he saw in the
Emperor’s military campaigns was the color and
excitement of violent action. These, of course,
were just the things that could not be well ex-
pressed in the Neo-Classic style, so our artist has
gone all the way back to Rubens for his source of
inspiration (compare the dramatic Crucifixion by
the older master in fgure 259). Goya had still
been raised in the tradition of Baroque art; Géri-
cault revived it, as the style best suited to his own
temper. With him we meet a new type of painter,
and a new movement in art called Romantic,

The word actually comes from the field of lit-
erature, where “romances” (that is, stories of ad-
venture) were very popular at that time, so that
it describes a state of mind, rather than a par-
Heular style of painting. Few Romantic painters
came as close to the full-blown Baroque as Géri-
cault in his Mounted Officer, but they all shared
a similar outlook. Art to them did not mean a
fixed ideal, the way it did to the Neo-Classic art-
ists. There was no such thing as a single “perfect”
style for them. What mattered in art and in life,
they felt, was not the kind of experience you had
but how strongly you felt about it. One might al-

357, evcess vriacno [/ Arab Attacked by o Liom / About
1850, Art Institute of Chicage. Delacroix’s love of the Orlent
can be folt evenin the antl-Turkish Massucre; eight years later,
he visited Morocco, und brought back a treasury of Arabic
motifs, ga well os g new brilliance of color

398, ruuEwe pErAchorx [/ Young Tiger f’b:ymg with lts
Mother / 1830, The Louvre, Paris. The union of violence and
sensuous beauty that haunts the Oriontal scenes of Delacroix
can also be felt in his wild animals. These tigers, whils realisti-
cully observed, are also beasts of myth and fable.




359, woxope paosyed [ "IEs safe to refegse this one!™ (lith,

ograph) / 1834 Of humble birth and a stounch republican,

Daumier boegan his artistle career as a political cartoonist in
1831; soon afier, he spent stz months in jml for one of his
saoape atbacks on the King,

most say that the Romantics sought emotion for
emotion’s sake. They believed in living danger-
ously, or at least thrillingly (and sometimes the-
atrically). Géricault, for instance, was an ardent
horseman and died after a bad spill at the early
age of thirty-three. As born rebels against any
kind of set rules or values, the only thing they
held sacred was the individual personality; and

360. moxone paosiey /. Don Quizote Attacking the Wind.
mills / About 1866, Collection Mr. and Mrs, Charles §. Puyson,
New York, As a painter, Daumier §s @ Romantic not only in
lits broad, expressive technigue and dramatic composition but
wlvo, wet timves, in his use of literary themes

since they could not express anybody’s viewpoint
but their own, people often found them hard to
understand. In fact, the Romantics enjoyed being
misfits in the society of their time. Here, then, you
see the beginning of a split between artist and
public that still persists today.

Just hefore Géricault’s death, another fine Ro-
mantic painter appeared on the Paris scene: Eu-
géne Delacroix. He and Ingres were to be the two
opposite poles of French painting—"professional
enemies,” so to speak—umtil well past the middle
of the century. At first Ingres, the great conserva-
tive, received all the honors and prizes, although
Delacroix caught up with him in the end, when
people had grown used to the Romantic move-
ment. His Arab Attacked by a Lion (figure 357),
done about 1850, still has a great deal in common
with Géricault’s Officer. Here again you find the
Rubens-like energy of movement, the open, flow-
ing brushwork, the thrill of violent action. By
now, however, the glamorous days of Napoleon
and his Empire were only a dim memory, so that
Delacroix had to go either to literature and his-
tory or. as in this case, to remote places for the
kind of subject that excited his imagination. He
had actually visited the Arabic world of North
Africa once, but our scene is freely invented with-
out any models.

In earlier years, both Géricault and Delacroix
had been much impressed by English painting.
England, where Romantic literature had had its
start, had produced an important group of land-

461. Above, facing JRIGE: IONONE DAUMIEN ! The Fump {petn-
and-wash draging) / About 1860-70, The Louvre, Pards. For
masstve power and momumentelity of design, this drawing s
matched only by Michelangelo (compare figure 185). These
figures have an almost supethuman foree and vitality

362, A pght, focing poge: aosone pavsnen | The Third.
Clasy Carriage / About 1860-70. Metropolitan Museum of
Art, New York, Daumier's mbject hore is the fundamental
paradox of modern city life: the lonelinesy of people tn a crowd
There iva depth of compassion in these fuces that makes s
think st Rembrandt






W3, joun constasLe / Hompstead Heath (oi sketeh) / 1821, City of Manchester Art Galleries. England. Sée comment on
facing page. When Constable’s landscapes were shown in Paris for the first time, in 1824, their freshness and vibrancy of
colir made i deep impression an Delaerois; he retcorked the backgrotind of the Massacre of Chios (figure 356) -0 the story

goex—just before sending it to an exhilition

S64. poux ceome / Slate Quarries / About 1802, Tate Gal-
lery, Londou. Crome, a few years older than Constable, was
perhaps the first to discover that the English countryside could
yield the same range of poetic moods, from the heroic ta the
imtimate, as ltaly or Holland.

365, mcHAnD poNiNcTON [/ View at Versailley / 1828. The
Louvre, Paris. An Englishman trained in France, Bonington
necertholess developed ¢ landscape style akin to Constable’s
in s vivid hues and directness of rechnique, He. too, was

admired by Delacroix
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scape painters at the beginning of the nineteenth
century, all of them Romantic in temper. What
Rubens was to the French Romantics, the Dutch
Baroque landscape masters were to these English-
men. In them they found a feeling, similar to their
own, for the majestic forces of nature and for
man’s loneliness and insignificance when faced
with these forces, Even so, they did not simply
imitate their models, any more than the French
copied Rubens. You can tell this from the view
of Hampstead Heath (figure 363) by John Con-
stable. The picture is one of the countless small
ail sketches, none of them much larger than this
page, that Constable did of this district, which
today is a suburb of London. They were done
very quickly and on the spot, a new and unusual
idea at the time; that is why our picture looks so
different from van Goyen and Ruisdael (figures

981 and 282). The Baroque masters had never
painted landscapes out-of-doors, even when they
wanted to depict a particular place. They only
made drawings, which they could then work
up in the studio at their leisure. Constable, how-
ever, was so fascinated by the ever-changing
moods of nature that these changes became far
more important to him than the things that stayed
the same about a given view. In our sketch, he
has caught a particularly splendid moment—a
great sky drama of wind, sunlight, and clouds,
played over a vast sweep of countryside. The de-
tails on the ground are no more than the “back-
drop,” so they are barely indicated. Perhaps the
seene did not look quite as exciting in reality, but
since his is the only account we have, we see it
through his eyes and believe him.

With William Turner, the other great English

366, casuLLE conot / Jumidges / Abour 1828-30. Smith College Museum of Ast, Northampton, Mussachusetts, The Eng-
ligh landscapists also stimulated the talent of Corot, whose early work has & morning-bright freshness much like theirs. But
Corot at the same time was the heir of Poussin and Claude; in the clear sky and the balunced design of Jumnieges there is o
timeless serenity that is the very opposite of the ecer-changing moods of Constable.
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167, castne conor ¢ Self-Porteait /1835, Ullai Gallery
Floremce, Heee, in whit iy probably the first self-portrait ever
painted out-of-doors, we find the sume clarity and directnicss,
the some precise dividon of Nght and shade az in Jumiéges:

388, puceNe pEracholy [/ Self-Porfrait / About 1836, Uiz
Callery, Flarence. In striking contrast to the workmanlike sim.
plicity of Corot, Delacroix views himself not as a painter but
as a man of the world whose aristocratic bearing blends with
liin Romantic sensibility

landscapist of Constable’s time, we often find be-
lieving rather more difficult. In The Fighting
Téméraire (gure 372) he shows us a famous old
warship, once the pride of the British fleet, being
towed to her last berth against the light of a bril-
liant sunset. These fireworks in the sky suggest a
last salute at the burial of a dead hero who is go-
ing down in glory, like the sun itself, Let vs also
take note (because Turner would want us to) of
the contrast between the squat, monster-like tug-
boat and the silvery tallness of the Téméraire.
All thisis a sp!('nclid show, but it may make some
of us feel a bit uncomfortable, Like an over-zeal-
s urgamisi, Tumer has [}u]led a few &:lnp}: too
many, so that the music becomes dealening.
Landscape painting was perhaps the most origi-

369, casuie conor / The Inlerrupted Ht'uuifug / 1865=T1);
Art Institute of Chicago, The finest works of Coret's later yrars
ure Lirpe figuee pleces sueh ax this, subitly pensive in mood and
of a classical harmony of shape and color that was fo inpress
Mutiser in the 19207k
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874. caspan pavin FrieneicH [/ The Wreek of the “Hoffnung™ / 1821, Kunsthalle, Hamburg. This picture re-onacts o
specific event: the end of an ill-fated expedition in the Bering Strait. It was not only the theme of man's defeat by the forces
of nature, always decr to the Romantics, that appealed to Friedrich; the irany of a ship named "Hope” slowly crushed ta death

in the oy wastes of the Arctic must have strack him as symbolic,

nal part of the Romantic movement in art. At any
rate, it was the most pt}pu]ar. While Constable
and Turner, each in his own way, show us the

AT LEFT:
374, ceonce caven mxciast S Fur Tradess on the Missourd
About 1845, Metropolitan Museum of Ant, New York, See
camment on next page. Scenes such as this show that Amer-
feans were becoming aware of themselees as o nation molded
By the Midele West and Far West rather than by the Atlantic
seabnard alone,

Romantic view of nature more clearly than any-
one else, we find many others all over Europe
doing similar things until far into the second hall
of the century. The New World, too, had its Ro-
mantic landscape artists, even ﬂ‘mugh most Amer-

icans were far too busy coping with nature in
practical ways to pay much attention to the po-
etry of her moods, There were few painters
among the people who settled the wilderness of




the Middle West and Far West. Yet every once
in a while these men would do pictures like the
Fur Traders on the Missouri (figure 373) by
George Caleb Bingham, full of the vastness and
silence of the wide-open spaces. The two trap-
pers in their dugout canoe with the black fox
chained to the prow, soundlessly gliding down-
stream in the misty sunlight, carry us right back
to the river life of Mark Twain’s childhood, to
Tom Sawyer and Huck Finn.

Winslow Homer's Breezing Up (ligure 376),
done about thirty years later than the Fur Trad-
ers, was painted “down East” rather than in the
frontier country, but it shows just as fine a feeIirlg

375, pAVHAELLE PEALE / Affer the Bath / 1823, Nelson Gal-
levy-Atking Museum, Kansas City, Missourl. By tempting wus
to lift the cloth that hides the nude bather, Peale achicves a
witty contrast between the real and the ideal in this “decep-
tion” (as he called such pictures),

a78, wmnsrow sosmER / Breesing Up / About 18T3-T6. National Gallery of Art, Washington; B. C. (Gift of the W, L. and
May T. Mellon Foundition.) Homer had started his artistic career as @ pictorial reporter. When he began to paint in oils,
hie retained his sharp eye for the flesting moment and his frecdam from coneenttonal notions of plrmre'-nmking, The daring
off-center design of Breezing Up &5 extremely effective just becouse it dues not look “gomposed.”
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377, evwanp wicks [/ The Praceable Kingdom £ About 1830, Warcester Art Museum, Massachusetts. The plons {}”;;L.:r
Ricks believed that painting was "one of those trifting, insignificant arts which has wever been of substantial advantage (o
man”; yet, having failed as a farmier, he had no choice but to do what he knew best, though ahways “within the bounds of
mnocence and usefulness.” He i seid to have dene close fo z.‘fg.':fy “Kingdoms,™

for the great outdoors of America. Here we are
off the coast of New I'lngfand at high noon on a
fine, windy day. and we can almost smell the
salty tang of the sea air as we sail along with the
old fisherman and the three boys toward the dis-
tant lighthouse on the left, while the schooner
follows its own steady course off to the right.
Bingham and Homer were talented profes-
sional artists, trained in the big cities of the East.
Neither of them, we may be sure, had ever
heard of Edward Hicks, the Pennsylvania preach-
er and sign painter who did The Peaceable King-
dom (figure 377). Hicks was a folk artist, a man
of :-iimp]c mind and simpln faith, to whom pninl-
ing was still a craft, and the Bible the Word of
God, the way it had been to l‘u--ﬁiﬂﬂ in the Middle

Ages. Like them, too, Hicks had a mmpvlling
imagination. His picture illustrates the words of
the Prophet Isaiah about the coming of peace
among men: ~Lhe wolf also shall dwell with the
lamb, and the leopard shall lie down with the kid.
. . » The cow and the bear shall feed , . . to-
gether: and the lion shall eat straw like the ox.”
On the left we see William Penn signing his treaty
with the Indians, a practical example of peace-
making, but it is the animals that really impress
us. The ferocious lion choking on his mouthful of
straw beside the mild-eved ox; the sl}' woll, the
|L'frpmﬁ sprum‘l out like a fur rug, are all doing
their best to live up to the sacred text. And if we
smile-at the way they act out their roles, we are

also touched lhj.' their serfousness and sim.-{-ri!}'.
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178, wiLtiase panngrr J Old Models / About 1880-82 3 riosas gaxins S The Gross Clinic / 1875, [effers

Museum of Arts, Boston. HarneH's pions.” b Medical College, Philadelphia, This challenge to varlicr
on Peale | ioure 375) and Duteh still life, are far mors mies (a2 273) combines relentless vealiyrm and
than the work r; a virtuoso; in his chowe and arrangement of a powerful dramatic smse within a strikingly I'J"-HTHHIH'FIFIL'-'I i
ohiects we find o formal balance akin 1o modern art sign. Conseroatios called the picture a “degradation of ard”

880, raaxoos suLueT S The Man with the Hoc
1663, Mrs. Henry P. Russell, San Frantisco,
Among those who turned to realism after the
crisis of 1848 (see page 242), Millet hecamae the
painter of pegwent life. The stark form of this

B ~ i N - g v ] + f ]
peure looming up in a hare cxpunse, embodiey

afl the h.m'....-.hqr of backbreaking labor,



Reattim and

.__ﬁﬁ/wmﬂézm

UT LET Us RETURN from the great outdoors to
the noise and unrest of the mid-nineteenth
century. In the vears since the French Revolu-
tion, another and even greater revolution had
been going on everywhere: the revolution in in-
dustry that came with the use of machines. There
had, of course, been machines all along, but their
nsefulness had been limited because they could
be run 1;111]}' h}' wind power (which was unreli-
able) or water power (which had to be nsed on

the spot). The invention of the steam engine in the
late eighteenth century changed all that. Now
the knowledge that natural scientists had been
gathering ever since the Renaissance could be
put to ]JT'HL‘tiL‘-‘dI use in Lllinking up machines for
an endless variety of purposes. This, in turn, led
to more scientifie diseoveries and maore inventions,
right down to the technical miracles of our own
tme.

It is hard for us today to realize how completely
steamboats, railroads, and [factories unsettled
everybody's way of life a hundred years ago.
People marveled at the flood of cheap and plenti-
ful goods made or shipped with the aid of ma-
chines, but the same machines also caused a good
deal of Luman misery. The trained craltsmen of
old were thrown out of work and their places
taken h}' masses of induostrial workers, unskilled.,
badly paid, and crowded together in unhealthy

slums. No wonder the machine was welcomed

381. custave cornser [ The Stone Breakers / 1849, Formerly Picture Gallery, Diresden. (Destroyved?) See pomnent on
next page. Courlet's wark, lacking the sergiment that made the peasants of Millet acceptable to the public. aroused a storm
of eriticismy in the late 1850°3. The artist thrived on confroversy; boisterous and forthright, proud of s provincial back.
ground, he enfoyed defying the officialdom of art and the custodians of respectability,




3582, cusTaveE couneer / Charles Boudeladre / 1845, Musée
Fabwe, Montpellier, France. This intimate study shows houw

stremgly the young Courdet twas fifluenced by Romanticim,

since it casts the groat poet and eritic in the role of the zelf-
absorlaed, f:lru'fy Bohemian shivering in his gorrel.

h‘_\' sOme as - a hlﬂssing while others called it a
Curse, Allugt:ﬂmr, the rise of modem in(lustr}r
overthrew a great many beliefs, habits, and insti-
tutions. It created new tensions and conflicts, yet
at the same time it made people more dependent
on cach other’s labor than ever befare.

And the painters? What effect did the Age of
Machines have on them? The Romantics had put
freedom of feeling and imagination above any-
thim; else: but others Thuught this was just an easy
way to escape from the realities of the time. They
believed that in a period of science and industrial
progress, art should only deal with contemporary
subjects. In 1848, when a wave of revolutions
swept over Europe, inspired by the demand of
the lower classes for better living conditions and
a more democratic society, these Realists began
to portray the life of workers and peasants in a
seripus spiril. Their leader was Gustave Courhet,
whose Stone Breakers ( figure 381) started an up-

383. custave corneer / The Edge of the Forest / About 1830-55. Private collection. In comtrast with the atmaspheric
softness of the Bawdelaire portrail, this landscape b the firm moterial solidity af Courbet’s mature style. The Romuantic view
of nature, with its seurching for poetic effects, has given way to a sturdy, almost "anti-poetic” approach thal stresses the
tangihle qualitics of rock, tree bark, and foliage. Yet we also senso the artist’s keen enjoyment of the outdoors,
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884, 385. cusrave covppeT / The Painter's Studio, and Detail / 1854-55. The Louvre, Paris, Courbet exhibited this huge
canvas in his private Pavilion of Realism of the Paris Exposition of 1855, Subtitled, “A real allegory defining a seven-year
p.fm.s.r.' of my artistic Hife,” it J‘E;;rr(.'m;”cd his Parisian jrr!.'nds { Baudelaire is af the sxtreme ﬂg.ﬁl‘j hiz homae town nm’ghfmra:
{detail below), and other figurés, all intended to conoeyy his ideas about art and socicty.

roar similar to the one caused h}' Caravaggio two
and a half centuries earlier. Here we find no
“noble ideals,” no Hights of fancy, only an old
man breaking up rocks, aided by his young
helper. We learn little about them as persous,
since their faces are turned away from us, yet we
immediately feel S-}"H'li}'sii]l}' and respect for them
because they are so firmly and monumentally
there. The modern artist, Courbet believed, must
stay firmly on the ground of everyday life; he
must paint only what he can see directly, not
what appears in his mind'’s eye; he should try to
rival the old masters, but only in ambition, not
by imitating them.

Even so, Courbet’s own painting technique
still reminds us a good deal of the seventeenth
century. He was more interested in the new ihings
he wanted to say than in finding a new way to
say them. This new way had to be discovered by

anolther great French painter, Edouard Manet.




358, wpovann MaNeT / The Dead Toreador / 1864, National Gallery of Art, Washington, D, C. (Widener Collection.)
Phe convms mikes a fascinating comparieon with its seventeenth-century model: painting in sharply defined areas of sedicl
color, Manet has transformed the shadmwy depth of the cove info ¢ flat cartical plane that counterbolances the strong fore-
shortening of the toreador, so that the figure almost looks like o cutout shape glued onto the newtral backgrbund.

ile shared Courbet’s idea that one should paint
only what the eye actually sees, but he felt that in
order to do this he first had to re-think the whole
language of painting. So he began by leaming
everything he could about this language; he made
copies and studies after the old masters, and for
several years these “pictures of pict ures  were his
main concern (see figures 386, 387). You can sece
the new language Manet worked out for him-
self if you compare his Fife Player of 1866 (figure
304) with the Stone Breakers. Since the Late Mid-

dle Ages when pictures first became “windows,”
painters had always relied on modeling and shad-
ing to make their shapes look round and solid,
and the surrounding spaces deep and hollow.
Courbet, too, still painted that way. Manet, on the
other hand, decided that all this could be done
Ihruugh differences in color alone, rather than
through different shades of light and dark. In his
Fife Pfﬂy.?r. the Tight hits the forms head-on, so
that we find practically no shadows, and no shad-
ing. The whole picture is made up of separate,
flat color patches placed next to each other on
the canvas. Aud every patch, whether it stands
for a thing (such as a part of the boy's uniform)
or just for empty space (like the light grey "patch”
around the figure) has a clear-cut shape ol its own.
What does all this mean? Simply this: that for

357. UNENOWN MASTER (spaN1sET) /A Dead Soldier / Seven-
teemith cenbury. National Gallery, Lomdon. In Manet's time,
the picture was heleved to be by Vi lazques or Zurbaran, tuo
masters he greatly admred. It 15 an elaborate allegory, full of
rynﬂ;u.i.-. of the brevity of man's lifo {skulls, floating bubbles,
and the like)




388. Epovanp MANET / In the Beat / 1874, Metropolitan Museam of Art, New York. In this
picture, done a decade after The Dead Toreador, Manit had adapted his new “language” of
puinting ta a brightly lt, coxual outdour scene that seemy to glide past us as we look at it
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380, avcuste nexomn / Le Pont Neuf / 1872, Collection Mrs. Marshall Field, New Yok, The Imgpressionists
discovered a wealth of eolor in places where earlive putnters had: seen omly neutepd darkniss, To Renolr the

rich blues, preens, and purples of the shadoes are as fmportant a8 the blazing brightoess of the sunlit areas.




890, crAvbE MoNet / Vithewl: Sunshing and Snotw / 1581, Nationul Gallery, London. The silent countryside
fiminertod by the slanting rays of winter sunlight here ylelds as rich o hareest of eolor ws Ronoir's noctilay

~ 1

scene dn the center of Paris. Who wonld wver dare to insist thut snow is white after seeing this picture:




391, Evoan pecas J Café Caneprt: Ab Les Ambassadewry |pasted) / 18T6-TT. Musenmn
Lyans. To Doras, the master drafesman among the [mpressionists gedard elialks were @

welcome substitute for oil, sinoe thay permittid him to drow and print af the same Hme




Manet the picture has become more important
than the things it represents. The limited world
of the canvas, he found, has its own “natural
laws,” and the first of these is that every brush
stroke, every color patch is equally “real,” no
matter what it stands for in nature, Vermeer and
Velazquez had come closest to this idea of “pure
painting” among the old masters. It remained for
Manet, however, to turn the Baroque triumph of
light into a triumph of color.

In the Boat (fgure 388) shows you the next
stage of the revolution Manet had started. Stimu-
lated by younger artists (Claude Monet and
others) who had carried his ideas further in their
own canvases, Manet had turmned to outdoor
scenes such as this, flooded with sunlight of a
brightness that makes all earlier paintings seem

murky by comparison. Color is everywhere, es-
pecially in the shadows (if we can call them
thatl), It is a genre picture, but Manet gives us
only a casual glimpse of the two people and what
they are doing; his brushwork has become quick

302, 393, Epouaun Maxet / The Balcony, und Detail / 18680. The Louvre, Puris. The design of tiis picture was inspired
by Goya's Majas on a Balcony (figure 346); the relation of the two iy much like that of Manet's Dead Toreador and its
Barogue model (see puge 244). Again the subifect has been drained of emotional content, the compaosition & now geometri-
cally precise (compare the two gratings!), and the shadows have become oz solid as the highlights,

249




and sparkling like that of Hals or Constable, so
that the entire scene seems in motion. It was this
that made the conservative critics call the new
style Impressionism; to them, such pictures were

at best no more than quick impressions, un-

finished sketches not worthy of serious attention.
Moreover, they complained, the color was so raw
that it hurt their eyes f_uppﬂrenll}’ they never went
out on sunny days), One of the younger Impres-
sionists, Auguste Renoir, was particularly success-
ful in using Impressionism to catch the bustling
life of the Paris streets. His Pont Neuf (figure
389) shows one of the bridges over the river Seine
in the blazing noonday sun of midsummer, and
again it is the wealth and brilliance of color that
gives the picture such charm and gaiety. The air

' ! 394, epovanp maxer / The Fife Player / 18668. The Louvre,
“. Paris. Tere Manet repeats the bold experiment of The Dead
Toreador (figure 386) with ecen greater emphasis on the flat-
ness of the gray background that frames the boy, end with

hrighter colors,

385. cravoe soxer / The Seine ot Argontewd / 1868, Art Institute of Chicago. This cunvus dhaws Manet's new way of
painking m.fu;ah:d to the outdoors; the entire picturs is built up of F"“*'-J"?!' of solid color, and the reflections fn {he water are
no less “real” in this nefwork of patches than the rest. To Monet, reflections were as fascinating as they had been fo the Van
Eycks (see figure 101!); but for the opposite recron




quivers with the heat reflected from the pave-
ment, but the shade seems deliciously cool—alto-
gether, a perfect day for a stroll.

How could anyone have failed to enjoy the
wonderful freshness of this scene? Yet for most
people during those years the greatest living
painter was William Adolphe Bouguereau, whose
pictures sold for prices as high as those paid for
the rarest of old masters. Figure 400 shows us
one of his works, entitled Youth. We see a young
woman in classical garb leaning against an ancient
Roman fountain and playfully beset by two flut-
tering cupids, the “voices of love.” Maybe there
is nothing wrong with this idea as such—after all,
Botticelli's Birth of Venus (fgure 137) also has a
rather complicated poetic theme, and of a similar
kind. If Bouguereau's painting has lost its appeal
for most of ns, while Botticelli's Venus and
Renoir's Pont Neuf have kept theirs, the reason is
that Bouguereau was not very sensitive to the
beauty of painted shapes and colors; he was satis-
fied simply to “photograph”™ his model, a job that

308, avouste nesom [/ Bather with a Griffon / 1870, Mu-
sentn of Art. Sio Paolo, Brazil. Thir niede, like some other early
works of Renoir, echoes the solid vealism of Courbet (see fip-
ure 384} yot ik also- hos a rich, senmous g[uu: mateled nn.’;;
by Rubens (see figure 260)

3687, AUCUSTE RENOIN SIIJJH for "The Balwrs™ About
1885, Formerly Knoedler Galleries, New York. Bengir dic thiy
drawing, with the firm, simple outlines and stremgly modeled
forms, at a time when a trip to Haly had helped him to redis-
cover the classical tradition of Raphael and Ingres.

398. avcusTe nexois [/ The Judgment of Parir / About 1914
Collection Henry P. Mcllhenny, Philadelphia. In liix old age.
HRenoir united the brilliant rainbow colors of his Impressionist
phase with his awarensss of elassioal form in these shimmering
volupruously rounded bodivs
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199, avousTE nExom ; Le Moulin de la Galette / 1876, The Louavre, Parls, Café life and other casuel formy of amusement
were a favorite subject for Impressionism, but only Renole knew how to capture the human warmth of such scenes; his gay
flirting coupleas under the dappled patters of sunlight and shadow radiate o sense aof happiness shared that is utterly entranc-
Ing. Degas’ café sceme of the same year on the facing page is difficult to endure after this

the camera could have done much more con-
veniently. Maybe that is why people liked his
work so: they trusted it the way they trusted the
camera, which “never lies,” and were quite will-
ing to see inspiration where we today can find
only perspiration and cheap sentiment.
Bouguereau shows us the style of the art acad-
emies at its worst. He thought of himself as the
heir of Ingres and David (and, through them, of
i, A left: ApoLrRE WILLIAM  BOUGUEBEAL Youth
Ahout 1875, Whereabouts unknown., The theme of this pic

ture by the most famous “official” painter of his time is the
sma as that of Renoir above. Which ks the more sucoessful?

.““_ Al ﬂ;ﬁh[‘; EDGAR DECGAS [/ Tfu_' (:L‘Jn (.r_f -.'U.h'i'r?i”u' ! ”".'*Tﬁ
The Louvre, Paris. Degas’ disenchanted couple—or are they
complete strangers®—is a typically Impressionist “slice of life”,
yet their brooding loneliness, behind the =zigzap aof empiy
tables, is an unforgetialle as the sunlit charm of Renoir.






02, eocar pecas [/ Manet (pencil drawing) / About 1865,
Metropolitut Museumn of Art, New York. See comment on the
right. The use of pencil, a "dry™ and precise tool, is in itself
o mark of respect for Ingres (compare figure 343).

(k3. Epcan pecas ; Uncle and Niece / 1862, Art Institute
of Chicago. All Degos” portraits ave of people he himself chose
to do (he despised portraiture as a trads). This group, ad-
mirahly composed, shots his intimate feeling for character and
for the subtle interplay of personalities.

Poussin and Raplmel}, but he simply did not know
how to practice what he preached. Still, the aca-
demic “system” out of which he came was not
wholly bad; a young artist of real talent could
profit from it despite its glaring faults. One of the
great masters of Impressionism, Edgar Degas,
had gone Lhrt}ugh this kind of training. He had
studied with a follower of Ingres, and had come
away with a respect for line and composition that
served him well throughout his life. The splendid
portrait drawing (figure 402) that Degas made of
his friend Manet not long after their first meet-
ing, is far closer to the spirit of Ingres than any-
thing Bouguereau ever did. The pose, to be sure,
seems casual and relaxed, as if Degas had caught
his sitter unawares, yet the figure is carefully com-
posed, and the lines are so gracnful, the forms so

404, Epcar pecas / Two Dancers at Best (crayon drawing)
About 1890, Owner unknown. Like Renoir, Depas after 15850
began to develop a siyle of clossic simplictty and broadth. Even
now, however, his forms have a tonston and controlled power
mich s m'nry he could ackiece




405 jamEs wHNTLER / Nocturne in Blue and Sileer: Old
Battersea Bridge / About 1870, Tate Gallery, London. Even
thaugh his owen twork was no more than a mild echo of Im
pressionism, Whistler come to personify the new mooement in
the eyes of the English and American public

cleanly set down, that we need not be afraid to
compare them with Ingres” Madame Riviére (fig-
ure 348).

Unlike other members of the group around
Manet, Degas hardly ever painted out-of-doors.
Among the favorite subjects of this “indoors and
nighttime Impressionist” were scenes of the thea-
ter and show business, such as the Café Concert
(igure 391). Here the bright colors of the cos-
tumes, the dramatic lighting, the contrast be-
tween the “artificial” world of the stage and the
“real” world of the spectators, have been woven
into a wonderfully rich and vivid pattern. Again
we get what seems to be almost a chance view,
as if the artist had sketched it in a few minutes’
time while passing through the crowded hall
Actually, however, this unstudied, off-center look

407. cravoe moxer / Charing Cross Brdge / 1904, Cour-
tesy Wildenstein & Co., Ine,, New York. In his later years,
Monet became more and more comcemned with the way light
anid color are comditiomed by the atmosphere. His pictures now
began to look like shimmering, weiphtless serevns,

406. janmEs WHISTLER / Arrangement in Black and Cray
(The Artist's Mother) ; 1871 The Lowre, Puris. The title
proclaims Whistler's belief tn Art for Arf's Sake; art, he said,
means shapes and colors, rather than sentiment. Obvlousdy,
e did not guite gractice what he preachad

hides a lot of exact planning. Notice, for instance,
how the string of lanterns to the left of the singer
in the red dress helps to draw attention to her
outstretched arm: how the neck of the bass Giddle
sticking out of the orchestra pit makes us realize
the gap in space between foreground and back-
ground. The way the picture is put together
shows all the care of an Old Master, but an Old
Master with a thoroughly modern mind.
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stonG the earliest admirers of Manet was a
Vi L rather gruff young man from the south of
France named Paul Cézanne. He quickl}' took over

the new language of such pictures as The Fife

408, wavL cezanxg / The Black Clock / About 1870. Col Player and made it the basis of his own work (see
lection Stavros Niarchos, The creamy, solid surfaces of paing, T _ e ; e
the clear-cut division of Hght and dark wreas, all remind us hg“n 408). In the ER:’I} 1870's Cézanne hE’ng t‘lu
of the estly Manet (compare figure 393), but the architectural do Lrighllv lit outdoor scenes similar to Manets
oreler of lesfon i lyrae T 38 3 = -
Srgiy o Her e Mramoay Chalune In the Boat and Renoir’s Pont Neuf, but he never
shared his friends’ interest in the "spur of the

moment,” in movement and change; and toward

408, At lefr: pavL ceeasne / Christ in Limbo / About 1868
70, Collection Mr. and Mrs. Rend Lecomite, Parls, 410, Be-
lont: sEBASTIAND DEL PioMna [/ Christ in Limbe / About 1530,
The Prado, Madrid. In this "picture of a picture,” done from @
reproduction, we again see howe sivemgly Cézanne's ideas about
puinting were influenced by Manet (compare figures 386, 357 ),
and hene well he understood the noture of the “Manet revolu-
Hon™ of the 1560




411 ¥aAUL CEEANNG Vigtpr Chacguet Sedbed About 18T Gallery of Fine Acts, Columbne, Obdo. In

contrast ta the somber tones of his carly work, Cézenne now wses the rainbow-bright colors of Impressioniom, Yes

Liis quest for stability and order s seen in the dovetaiting of corticaly and horizontals (ecompara fivuee 306),




412,  PAVL CEEAKND Friot Beael, Gliss, andd Apples 15709-52 Collection Mr. and Mes. Bend Lecimbe,
Paris. In this sl Ne the artist comlines & feoodnd bafoneed ry ity the moat subtle golor values, The

}1&.:” i#f .‘J_:'_:hf kil shiele wmer the surfaces ix teaiveligded Ido a F.ll'.Jlfi_ll Er-ufrr]‘ scale o coel el W Mosiey,

AT HLCEIT:

£13  vavn cezaxse [/ Howse in Provence /1885868, The Tohn Hemon Act Bastiture, Tmidl J.L:_|||n|jn. Troclionm, Here
thie near angd the far, mean-made porm ang eadural growith, ore both contradod and Brovuohe g armintily=a figrs

muny Wi mere onpressey since 8 atill bears the traces of Cozanne's affort to discipling s own unruly temper.
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415, ravn cezasxe / Momt Sainie-Victoire seen from Bibemus Cruarry | Abour 1898-18900. Baltimore Museum of At (The
Cone Collection.) The pictures of Cdzanne’s old age have a new energy and strength of feeling. Hore the great mountain
near Afx-en-Frovence logms more majestically than ever above its base of rocks and trees. There is no lant of man's presence—
henuses andd voads, so inportant-in the artist's earlier composittons, would only digtarh the lonely graowdeur of this view

1880 he left Impressionism behind and became
the first of the Post-Impressionists. This is not a
very telling label for the mature Cézanne, or for
those who were in sympathy with his efforts, but
at least it suggests that they were not “anti-Im-
pressionists.” These men all knew how much they
owed to the revolution that Manet had brought
on; they were certainly not trying to undo it. On
the contrary, they wanted to carry it further, so
that Post-Impressionism was actually just a later
stage—though a very important one—of the same
basic “Manet Revolution.”

Let us see now what kind of Post-Impression-
ism Cézanne had arrived at. His still life, Fruit
Bowl, Glass, and Apples (figure 412), has the

freshness of color and the free brushwork of an
Impressionist picture, but after you look at it for
a while you will notice all sorts of puzziing fiijjlgs.
There are dark outlines drawn around miost of
the shapes, and the shapes themselves are simpler
than th{:}-’ would be in nature; the table top seems
to tilt upward, and the foreshortening of the
bowl and glass is not “correct.” Also, the colors
seem to follow a scheme that stresses the contrast
of cool and warm tones, and the brush strakes
form a sort of pattern that runs over the entire
canvas and gives it a shimmering effect. Has Cé-
zanme done all this on purpose, or didn't he know
any better? Curiously enough, the longer we
study the picture, the more we come to feel that

261
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416. ravs cezaswe / The Card Players / About 1890-92. Collection Stephen C. Clark, New York, There ts something of
the solomn dignity of Le Nain's peasants in this group (compare figure 304), along with o sense of weight and volume, a
rocklike firmness of shape that can be matched only by Gigtio (see fizure 80). Here we find the exact opposite of Caravagzio’s
Cardsharps (figure 250); a slow, serious gome played with wtmost concentration

these things look right in it, although they are
wrong according to nature. And that is exactly
what Cézanne wanted us to feel. For him, even
maore than for Manet, a framed canvas was a sep-
arate world, with laws of its own that were more
important to him than the laws of nature; he
could not take something out of nature and put
it into a picture without (.-h&uging it so as to
make it fit in. “Bowls, g]:msars. and froit,” he
seems to be telling us, “are not al all remarkable
in themselves, They become remarkable only be-
cause of what I do with them in my picture. That
is my task, my challenge as an artist.” But Cé-
zanne did not think of nature simiﬁ}’ as his raw
material, to be dealt with as he pleased. He had
the greatest respect for it and did not change it
any more than he felt he had to. In his Fruit
Bowl, and perhaps even more so in the slightly

later House in Provence (ligure 413), we can see
how delicately he has balanced the claims of art
and nature: his forms are arranged in depth, yet
they also c]ing to the surface; they are simpler
and clearer than in nature, since the world of
painting is a limited and orderly one, made up of
color patches rather than of atoms. The forms
are carefully related to each other and to the size
of the canvas, yet they always remain part of the
larger world outside, which does not stop at the
frame of the picture.

Cézanne once explained that his aim was “to
do Poussin over again, but from nature,” which
means that he wanted an art as solid and monn-
mental as that of the Old Masters, without giving
up what he had learned from Impressionism, The
same might be said of Ceorges Seurat, another

great Post-Impressionist. Seurat's career was as




brief as those of Masaccio, Giorgione, and Géri-
cault—he died in 1891 at the age of thirty-two—
and what he achieved is just as astonishing. His
main efforts went into a few very large paintings,
on each of which he spent a year’s time or more.
One reason why he worked so slowly was his be-
lief that art ought to be based on a “system”; like
Degas, he had studied with a follower of Ingres,
and his interest in theory came from this experi-
ence. But as with all artists of genius, Seurat’s
theories do not explain his pictures; it is the pic-
tures, rather, that explain the theories.

In A Sunday Afternoon on the Grande Jatte
(figure 414) Seurat has picked a subject popular
among the Impressionists—a gay crowd enjoying
a summer day on an island near Paris, The colors
are of the same rainbow-brightness we saw in
Renoir's Pont Neuf, but otherwise the picture is
the very opposite of a quick “impression.” Seurat,

417. cionces sevnaT [/ Droawing for the “Grande Jatie
even more than Cézanne, sought to regain calm- About 1885. Collection César de Hauke, Faris. Compare fig-

wre 414, Seurat's drawings ave as imporsanal in fechntgues o
his paintings; any trace of “handwriting” has heen blotted out
that l'hl‘: (_:g]g_ﬂd ]je {_lune Dﬂ]‘r' T_-n.r hri_ngi“g the Eiﬂr the subtfe gradatioms of tong thal :!l"ﬁnv the ?.Jmprs

ness and mrmumnntality‘ in paiuﬁrl g and he knew

8. cronces seunar / Bathing in the Seime / 1883-84. Tate Gallery, London. This ts the first of Seurat s large-seule cam:
positinng, less complex than the Grande Jatte, more broadly painted (the Pointillist dots are not yet in gvidence) but just &
poised and defiberate. In fact, because of the greater weight of the ficures and their imforced, relaxed poses, the pliture has a
menumentality uncqualed by the artist’s later works
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strictest kind of order into the confused, shifting
scene, by putting everything in the right place
and making it stay there. The Grand Jatte is
sur::-i}' one of the most l::{}Il'lPIEtL’i}' "th::mght-
through” pictures of all time, as perfectly con-
trolled as a mural by Piero della Francesca (com-

pare figure 133); in fact, it has a timeless tJ.ir-ifn.it}'

that recalls the art of ancient Egypt. This passion

fl'}'.l' 'I!'l.'.:ll"l' cian I['l‘l.‘:“ SEEN even in t}Il.‘_‘ h!'li.‘\'}'ﬂ".‘n‘ﬁl‘l‘i. {:L'

419, EpoUARD vuILLAND / dnlerior ab L Etang-la-Ville /| 1893,
Smith College Museum « } mmpton, Missachusetts,
Here, under the influrnce euree and Gauguin, an Impres-
stonist intérior hay become a seintillating pattern of flal, orna-
maerital surfaces.

viNCENT vax ool S The Polato Eaters van Guogrh, Laren, Holland. In this werk, the lost aned
tious of his early, pre-Impressionist period, we senie the artist’s deep inner sympathy with the poor, The picture
clumsiy , but they only pded to the intensity of exprégdon Van Gogh wanted to achicve. For these simple

ie roening meal hos Hig wolemn importance of @ ritual
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421, wvmveent vas coce [ Peasand of the Camargue (pen
drawing) / 1888, Fogg Museumn of Art, Harvard University
Cambridge, Mussachusetts. Had none of Van Gogh's paini-
ings survived, hiv powerful drawings would still be enough to
safeguard hin place among the great masters of modern times

zanne’s brush strokes, despite their pattern-like
quality, still betray a strongly personal touch:
with Seurat, every stroke has become a precise
little dot af pure color, a tiny, impersonal "build-
ing block™ in the construction of the picture (this
technique is known as Pointillism).

While Cézarme and Seurat were making a
more severe, Classical art out of the Impression-
ist style, Vincent van Gogh led the way in a dif-
erent direction; he believed that Impressionism
did not allow the artist enough freedom to express
his inner feelings. Since these were his main con-
cern, he is sometimes called an Expressionisl,

23, wvincENT van coen | Dr. Gachet 1890,  Siegiried
Kramarsky, New York. Van Gogh came to Dr. Guchet for treat.
ment i the lowt months of his f!j'u.' and found a kindred spirit,
almost another slf. That i why the enguished face of this
portrait so strongly recalls the artist's own

422, vincesT vax coon / Sinflowers . 1BES. Tate Gallery,
London, What Van Cagh seex i these flowers ds oot their
ornamentel quality It the pathos of all living things. Liks
minfature suns, they radiate vitel energy even o8 they shed
their Pt'fu,.': and turn info dry, brown disks
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Van Gﬂgh, too, wanted to “re-do the Old Masters
from nature,” but his heroes were Delacroix and
Rembrandt rather than Ingres and Poussin. Al-
though he was to become the first great Dutch
painter since the seventeenth century, van Gogh
did not start out as an artist at all. His early in-
terests were literature and religion; for a while
he even worked as a lay preacher among the poor.
Only in 1880, at the age of twenty-seven, did he
turn to art; and since he died ten vears later, his
career was even shorter than that of Seurat. Al-
most all of his important works, in fact, date
from the last three vears of his life, which he
spent mostly in the south of France, Toward the
end, he began to suffer from fits of mental illness
that made it more and more difficult for him to
paint. Despairing of a cure, he finally decided to
kill himself, for he felt very deeply that it was
only his art that made life worth living for him.

The drawing, Peasant of the Camargue (fgure
421) is filled with the same sense of pity that had
made van Gogh do religious work among the poor.
The strongly modeled face stands out with incred-
ible force, since everything else (the hackground,
the hat, the shoulders) has been kept flat, for con-
trast. In this way the artist compels us to share his
own experience, to feel what he felt—the look of
inner pain in the eyes, the strange expression of the
mouth with its weak, frozen smile, Like Cézanne
and Seurat, van Gogh reshapes nature, but for
very different reasons. They stress the typical
qualities of things; he picks ont what is unique.
With them, the artist tends to disappear behind
his work: with him, every shape reveals his per-
sonal feelings. Where they seek balance and sta-
bility, he creates movement. Look, for instance,
at the dots in the background of our drawing:

424. At lgft: viscENT VAN GOGH Self-Portrast / 1889, My
aned Mrs, Jolm Hay Whitney, New York. About a year bofore
his death, Van Gogh began to paint i Lenger dned move un
dulating strokes which guve his work a new fluld, rhythmi
quality (compare figure 430, done ondy firee months carlier),
fn this pricture, the sehicling brushwork of the background
creates a pool of darkness agoinst which the fume-bright head
stands pud wdth incredible force

e, o © o T gy

425, Abouve: ravl cavems /- Bonjour Monaldur Cauguin
185990, Museum of Modem Art, Prague. 426 Below
custave counset / Bonfour Monsiour Courbel [ 1854, Musde
abre, Montpellier, France. A more telling controst than this
would e hard to imogine, Courbiet’s picttire, painfod as a
mocking challenge to his eritics, shows the supremely self
asstired artist boing vespectfully grected by o wealthy patron
Cauguwin, mocking Courbet, wanty to be acceptod as a poasant
A e DEGRanrs.




127. Above; pavi cavculy [ The Spirit of the Dead Watéh.
ing f 1892 A Conger Coodyear, New York. 438 Af right
EnOUARD MAaxET . Hympia / 1863, The Louvre, Pards. Manat
had outragod the “respectable™ public because he refused to
pretond that fus nede: model was o reclinmg Venus With
Coupuin, who echoes Manmt's compoxition, the litorary wp-
nificance réturns, but now it b5 the primitive fear of the super
l];rr!'n"r{f |:.|'|"r|'.' JI |IJI' .‘Hmw'llr .".'J.nf 7| .fri.l".*'.xr'.'."

428, raul, cavGUIN Offerings o) Gratitwde {(woodout)
Aboul 18891-83. In their sturk Mock-end-white petterne and
wudied stmplicity of technigus, Gaugrin’s woodeuts of Taliitl

tronsmil primifiediess more effocticely than do hik paintings




430,  vincext vay coon / Hogd with Cypresses [/ 1880, Krilllor-Miller Stute Museuin, Otterlo, Holland. The

gamg southuen Fronch countryside where Cézanne Ted found staliiity and oeder, inspived Vini Goglis passionate
vision of the onencss und alicencss of all naturie, of carth and sky wnited by the same flow of cosmic energy
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111 AL Dalours The Yol f'hn'.tf / 1884, ."!l.H-'I'IgLI het Coallery Iil]li..'rlal Sewt York, [.I“'”f_:!“'ﬂ 'i.fr il
Pgrevssionism lad neglected the ralo of He i fratlone. Ratlor tan oharroe watiee pn-.—-u.-;-.h;. b wantind to = drewm
i fromi of 7 a8 he does in this picture, lich iy meant fo evoke ph wimyple und dirret faith of prwsant falk,




432 HEXHL DE TouLOvsE-LAatTnE: S A the Moulinn Rouge / 1892 Art Institude ol Chic et f.?r".'.pr'h‘ ils
surface paiety, His & an oddly joyless seene. The stony, masklike jaces. the aff-key color scheme, the com-
Lination of large flit areas und overempliatic perspective, produce a disquiecting, mightmarish effect.
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434, jamEs Exsor / Intrigue / 1890, Royal Museum of Fine Arts, Antwerp. Like Van Gogh, this great Belgian painter
was moved to deép moral anguish by the complacent optimism of his time. He, too, was concerned with expression rather
than form. But his is a bitterly mocking art, full of demoniacal laughter. The sinister masked creatures of Envor's imagi-
nation press in upon us ay insistently as the nightmarish witches of Coya (compare figure 347).

they reflect the Pointillism of Seurat, but instead
of staying in place they seem to be flowing this
way and that, as if they had a will of their own,
Elsewhere in the drawing, this same flow of the
pen strokes becomes stronger still.

In the Road with Cypresses (figure 430) the
personal “handwriting” of van Gogh is done with
the brush, but every stroke stands out just as
boldly, and his passion for movement is almost
averpowering. The road streams past us, the trees
lick upward like flames, and the sky is filled with
the whirling motion of the sun, moon, and stars.
This magnificent vision of the wmity of all forms
of life again expresses van Gogh's religious feel-
ing—a feeling as deep and strong as the faith of
the Middle Ages, even though it is based on a be-
lief in the creative force within nature, rather
than on the Christianity of the Bible.

Religion also played an important part in the
work (if not the life) of Paul Gauguin, who de-
cided to turn artist even later in his career than
van Gogh did. Until the age of thirty-five, he was
a prosperous businessman who painted and col-

435. opwon mEpon S Silence ;7 About 1911, Museum of
Modem Art, New York. (Lillie P. Bliss Collection.) Although
linked with the Symbolist movement, Redon was uniquo as
an explorer of dreamlike visions: His Silence has a hauntingly
poetic atr that {3 not soon forgotten,
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particularly struck by the fact that religion still
formed part of the everyday life of these country
people, and in his Yellow Christ (figure 431) he
has tried to express their simple and direct laith.
The Christ is of a Late Gothie tvpe, but on the
level of folk art, since that is the way the three
peasant women in the fnn:grr:-uud think of Him.
The other forms, too, have been simplified and
Hattened out, so as to stress that “tf’}' are i.mug—
ined, not observed from nature, and the brilliant
colors are equally "wn-natural.” Gauguin's Sym-
bolist style owes a good deal to medieval art (com-
pare higure 79), vel there is one hig difference:
sinice he did not share the religious experience of
the peasants, Gauguin could only paint pictures
about faith, rather than from faith.

Two years later, Gauguin’s search for the um-
spoiled life led him even farther afield. He went
to the South Pacific, as a sort of “missionary in
reverse. who wanted to leam from the natives

437, Bovano sMusen / The Sereem [/ 1883, Natiomal CGal-
\ lery, Oslo. See comment, opposite page. “T want o paink pic-
i fures,” Muncli wrote, "that will make people take off their heats
ARy in awe, the way they do in church.”

{36, EDVARD MUNCIH / Pn};-rn'y £ 189405, Mational Cuul'T}',,
Oslo, Shivering with guilt and feasr, this gid has suddenly be-
oot conaciots. of heeself o @ sexwal betng. The haesh lighting
reeenly her nukedness, physically and prychologically, es if
et tivere trapped in the beam of o spotlight.

lected modern pictures on the side (he once
owned Cézamne’s Fruit Bowl, Glass, and Apples).
By 1889, however, he had founded a new move-
ment in art that he called Symbolism. This style
though less intensely Pli‘l’.‘iL}!lili than van Gogh's,
was in some ways an even bolder jump beyond
the bounds of Impressionism. Gauguin felt very
strongly that Western civilization was “out of
joint”; that our industrial society had forced men
into an incomplete kind of life devoted to making
money, while their emations lay neglected. In
order to rediscover this hidden world of feeling

for himsell, Gauguin went to live among the

peasants of Brittany, in westemn France. He was

I



instead of teaching them. Gauguin spent almost
ten years in this tropical setting, yet none of the
pictures he painted there is as daring as the Yel-
low Christ. The most interesting works of this
period are his woodcuts; in their frankly “carved’
look and bold white-on-black patterns we can
feel the influence of the native art of the South
Seas. The one called Offerings of Gratitude (fig-
ure 429) again has religious worship for its theme,
but now the image of a local god has taken the
place of Christ.

Meanwhile, the ideas of Gauguin were taken
up by other artists, among them the important
Norwegian painter Edvard Munch. In The
Scream (figure 437), Munch makes us “see” what
it feels like to be afraid. It is a picture of fear, the
kind of terrifying fear without reason that grips
us after we wake up from a nightmare. The long.
wavy lines seem to carry the echo of the scream
into every comer of the picture—earth and sky

have become one great sounding board of fear,

There is a curiously haunted feeling about fig-
ure 432, too, even though it shows the inside of
a well-known Paris nightclub, the Moulin Rouge.
Henri de Toulouse-Lautrec, who painted this pic-
ture, was a great admirer of Degas, but he also
knew van Gogh and Gauguin. At the Moulin
Rouge still has a good deal in common with De-
gas' Impressionist Café Concert (figure 391),
there is the same sudden jump from foreground
to background, the same contrasty lighting, the
same interest in the gestures and poses of the
performers. But Toulouse-Lautrec sees right
through the gay surface of the scene. He views
it with a cartoonist’s sharp eye for character, in-
cluding his own—he is the tiny, bearded man next
to the very tall one in the back of the room. The
large patches of flat color, on the other hand, with
their dark, curving outlines, remind us of Gau-
guin. Toulouse-Lautrec was no Symbolist, and

438. mEsn DE TotLovsE-tAUTHEC / In the Circus Fernando: The Ringmaster / 1888, Art Institute of Chicago. This
canvas reveals the strong influence of Japenese woodeuts, popular in the West since the 18607s: the flut, bright areas of
color; vigurously simplified, dark contours; composition from the edges inward, around an empty center, with coery
important element cut by the frame; abrupt, overemphatic contrast of near and far,

.*
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139, Hexar pE TOULOUSE-LAUTREC / Ditan Joponals (poster)
Colored Lithograph, 1802 Here the composition of Degad
Caféd Concert (compare figure 391) has been filtered through
the pattern of a Japanese woodcut, as it were, to yield a strik-
ingly effective poster design.

yet his picture means more than an Impressionist
nightclub scene. Whether he wanted to or not, he
makes us feel that this is a place of evil.

In 1886, there appeared in an exhibition of
Post-Impressionist works some pictures by a
painter nobody had heard of hefore. His name
was Henri Roussean, and he turned out to be a
retired customs official who had just started to
paint, without training of any sort, at the age of
torty. Rousseau was a tolk artist, of the same
breed as Edward Hicks, but, strangely enough,
he was also a genius. How else could he have
painted a picture like The Sleeping Gypsy (figure
433)? You will find it difficult to escape the magic
spell of this dream in paint. What goes on in this
calm desert landscape under the light of the full
moon needs no explanation, because none is pos-
sible, but perhaps for this very reason the scene
becomes unbelievably real to us. Here at last we
find that innocence and strength of feeling which
Gauguin had thought so necessary for the Mod-
ern Age. That is why Rousseau, more than anyone
else, may be called the godfather of twentieth-
century painting.

440, nmesns poussear [/ The Dream / 1910, Musewmn of Modemn Art, New York. (Gift of Nelson A, Bockefeller.) In o
little poem, Rousseau fulru'i'-f.f deseribed the enchanted world of this canvas: “Yadwigha, peacefully asleep, enfoys a lovely
dream: she hears o kind snake charmer playing upon ks reed. On stream and follage glisten the silvery beams of the moon;

and savage serpents listen to the pay, entrancing tuns.”
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N oun account of painting since the indus-
I trial revolution, we have mentioned quite a

number of “isms”: Realism, Impressionism
(and Post-Impressionism), Pointillism, Expres-
sionism, Symbolism. In the twentieth century we
find even more; so many, in fact, that nobody has
yet made an exact count. Now, we are apt to find
“isms” of any sort confusing, or even frightening,
That is why many of us will give up trying to un-
derstand modern art before we have really made
a start: we don't want to cram our heads full of
“isms.” Actually, however, this is not necessary
at all. We must always keep in mind that an "ism”
is just a label to help us put things in their proper
places. If it does not do that, we might as well for-
get about it, A good many “isms” in modern art
belong to the latter kind: some of the styles or
movements they are meant to label cannot be
seen very clearly, while others amount to so little
that only the specialist has to bother with them.
After all, it is easier to think up a new label than
to create something new in art that deserves a
name of its own.

Still, we cant do without “isms” altogether,
and for good reasons. Let us think back to the
Renaissance for a moment: there we came to
know many local “schools.” Every country, every

441. oskan xoxoscixa J/ Self-Portraft / 1913, Museum of
Modern Art, New York. Like many other Expressionists, Ko-
koschka here sees himself as a visionary, a witness to the truth
and reality of his inner experiences. The hypersensitive look
seems to reflect a great ordeal of the imagination.

region, every important city had its own way of
doing things, so that we often can tell at a glance
where a picture of this period came from. In the
Baroque era, we still found such differences, but
we also saw more and more international give-
and-take. Since then, this trend has grown apace.
The Age of Machines has made life pretty much




the same throughout the Western world; it has
also forced the same problems on all of us. To-
day we are so involved in each other that no man,
no nation can remain an island any more. We
can see then why local or national “schools™ are
of little importance in modern art. Their place
has been taken by movements, or “isms,” that
have a way of spreading across all boundaries,
Within this bewildering variety, however, we find
three main currents, and it is these that we shall
keep our eve on. They all had their start among
the Post-Impressionists, but in our own century
they have been carried a great deal further. One
of them, Expressionism, stresses the artist’s feel-

ings about himself and the world. Another. under
the name of Abstraction, is concerned with the
order of shapes inside the picture. And the third,
which we shall call Fantastic Art, explores the
realm of imagination. At this point it is well to
remember that feeling, order, and imagination
go into every work of art: without mmagination,
it would be deadly dull; if it had no order at all,
we should find it horribly messy; and if there were
no feeling behind it, it would leave us completely
unmoved. But of course an artist may be more in-
terested in one of these than in the others, and
that is all we mean when we speak of the three
currents,

443, mExmt Matise [/ Bathers with & Turtle / 1908. Collection Mr. snd Mrs, Joseph Pulitzer, |r., St. Louis, Missouri. No
longer a violent Fauve, Matisse here tims for “an art of balance, of purtly ond sevemity.” And the three nudes, with their
backgronnd of sand, sea, and sky, do indeed breathe an air of ddyllic calm and happiness. This painting hung in the
Folkweng Museum, Essen, until Hitler's purge of “degenerate ent”
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xPRESSIONISM is no longer new to us. We
have seen it in van Gogh, in Gauguin, and
even in Toulouse-Lautrec. These were the artists
most admired by a young Spanish painter who
arrived in Paris in the year 1900. His name was
Pablo Picasso, Later on, he became the most fa-
rnous, as well as the most fought-over, of all liv-
ing artists; but during the first few years of his
career he was unknown, poor, and lonesome. His
state of mind is clearly reflected in The Old
Guitarist (figure 443), which represents the first
of Picasso’s many phases. The painting is done
almost entirely in blues, the color of gloom;
this underlines the hopeless feeling and makes
the starved musician ook even more pathetic.
Picasso must have felt like an outcast himself;
that is why his heart went out to those suffering
in silence as this beggar does. Yet the picture is
not all despair. The way the old man accepts his
fate reminds us of a saint. And if we tum back
to figure 210 we shall find similar faces and hands
among the Apostles of El Greco's Assumption.
Our guitarist, then, is of a strange breed—part
Manmerist, part Gauguin and Toulouse-Lautrec
(notice the smoothly curved outlines!), fltered
through the personal gloom of a twenty-two-year-
old genius.

443, panno Picasso / The Old Guitarist / 1903, Art Institute
of Chicago. See comment above, Picasso painted this picture
in Barceloma, where he had been foreed to refum after a mis-
erable winter in Paris. Eurly in 1904 he went back to Paris,
staying in France roer sino

About this time, a group of young French
painters were also tuming to Expressionism.
These men so outraged the public that they came
to be known as the Fauves—that is, Wild Beasts
—and they did not resent the name a bit. Their
leader was Henri Matisse, another of the “old
masters. of modem art (he died in 1954). His
fine still life, Coldfish and Sculpture (figure 449),
is less violent than the earliest pictures of the
Fauves; it can still show vou, however, why they
caused such an uproar, In its extreme simplicity,
the picture certainly takes a long step beyond
van Gogh and Gauguin, but not in the same di-
rection. Here the quick “handwriting” of the
brush betrays no personal anguish; it tells us,
rather, that Matisse had strong feulings about

one thirlg mﬂ}'—tiue act of painting itself. That is




44 mENm paaTmsE / Caermeling / 1003, Museim of Fine
Arts, Boston. For strictness of organization this carly convas
has fewo equals in Matisse's work. The solid, clearly defined
planes of color and the magnificent matter-of-factness of state-
ment suggest Manet and Cézanne (see fipure 411),

448, mExn matisse S The Plumed Hat {pencil drawing) /
1818, Callection John S, Newberry, Jr., Grosse Pointe Farms,
Michigan. Reluxed and descriptice, seme of Matisse's large
drawings of 1917-25 recapture the classic precision of Ingres
and Degas (compare fipires 343, 402, 404)

#47. jax pavmsz ne mEes / The Dessert / 1640, The Loovre,
Paris, Compare 448. Matisse had copied this picture a3 a stu-
dent; twenty years later he did a variant, Cubist in organiza-
tim and Fauce in color yet with respect for the sensuous
reality of the objects.

445. savmce viaminex [/ Houses of Chatou / 1904, Art
Institute of Chicago. The frenzied mocements of the brush,
the bold simplification of forms, are characteristic of the Fauve
group. Their origin is in the work of Van Gogh, which had a
profound impact on these men,




448, pexm sovrisse [/ Variation onoa 60 Lije by Be Heem 7 1915-17, From the Collection of Mo and Mrs. Saomel A, Mars, Clis-
vago. Comjnare frzure 447 Mutisse's ﬂrg'unqiﬁ\'ﬁmri'ri; hwre s ;.u':’r:rjm brst woomoriod e in hila o weomds, “What § aw afber, above all,

is cxpression, . <. (But) . . . expression . . . dovs nat cansist of the prssion. mivrored tpon a haman foee. < oo Tl whole aerengement of
my prcture i expressive. The placement of figures or objicts, the empty spaces around them, the proportions, ve erggthing ey a prret "



48, e savisse (O SHI Lifes Goldfish and Sewdpture [ 18911 Musenm of Modern Art, New York
(Cift of Mr. and Mrs John Hay Whitney.) Despite the drasic economy of shupe and color, everything
in this still Nje is clodarly recognizable. Matisse aliways opposed arbitrary distortions or eceentric color.
“The painter.” ke said, “must ahways foel that he & copying nature—and even whon he consciousty
departs from nature, he must do it with the conciction that i is ondy the hotter to interpret her”




150, oskan koxoscukas S Portrait of Deo Tietze and His Wie /1908, Museum of Modem Art, New
York, (Mrs, John D. Rotkefeller, Jr. Purchase Fumd.) The twoe figures emerging from the reinbow-
colored, mysterious backigrovnd have the quality of an apparition rathes than of meteeial prosence,



451 wmax mecesmaxy /) Depariore ) 1932-535. Musoum of Modern Art, New York, Compure fisure 454,
Painged .';Il.'ﬂff; Lefors  Hillers campaizn dgainst ‘degenerite ant” drove Beckmann inte exile whroad,
this triptych shows a solemn image of hope and freedom flanked by scenes of nightmarish torment.



452, groncEs movaury / The Old Clown / 1917, Collection
Stavros Niarchos. The defeated expression of this foce recalls
Van Gogh's Peasant (figure 421), while the hold Wlack out-
lines and the translucent quality of the wirface evoke mem-
ories of Medizval stained plass.

why his picture is such a delightful “teaser” tor
the eye: the bowl, the vase, and the figure are
foreshortened, and the lively fish in the clear
green water are startlingly “real”; the room, on
the other hand, has been Hattened out into one
salid blue area, the yellow curtain and the view
out the window are equally flat, and there is
no hint of shading anywhere, It is as if Matisse
had said to himself: “Let us see what I have to do
to nature in order to change it into a decorative
pattern, and yet keep it intact as much as I can.”
Nobody has ever managed this union of opposites
as gracefully as he.

The excitement about the Fauves helped to

453, josE crEsmEwTE omozco [ Victims (detall of e mural
L'y.'.'fr"l 1836: University of Guadalujira, Mexico, The Expres-
slonist art of Orozco was shaped by the Mexican Revolution
It springs from o deep humanitarian .wmpmhy with the silent
suffering masses and a contomyt for all ideologies.

attract a lot of modern-minded foreign artists to
Paris. Among them was Amedeo Modigliani, the
talented Italian painter who did the Girl with
Braids (figure 455). He died young, and his life
was far from happy, Perhaps that explains the
wistful poetic charm of this picture, which cre-
ates a mood not unlike that of Picasso’s Old Gui-
tarist. The style, however, with its simplified, dark
outlines, its blocks of hris;hl color, seems much
closer to Matisse, although Modigliani uses subtle
bits of shading here and there to lift the head
away from its background.

The new style of the Fauves had a particularly
strong echo In Germany, where it touched off a
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i54. stax pEcEsany / The Dream / 1921 Private oollec
tion, See commint on this page, Some of the elements of this
seene, suggeiting a grotesque and sinivter side show, ocowr
again and again among the imagery of Beckmann's later works
{eompure the side panels of Departure, wture 451 ).

similar movement. The Dream t[igul‘e 454) is a
picture by Max Beckmann, the most powerful and
original of these German Expressionists. Beck-
maim had come to Expressionismn as a result
of his experiences in World War I, which
left him with a deep feeling of despair at the
state of our civilization. Like Gauguin, he was an
artist with a great deal to say. His problem was
how to say it. In order to show what he saw be-
hind the surface of modern life, he could not
simply paint the surface itself: he needed svm-
bols, but where was he to find them? All the old
ones had long since lost their meaning. So he
did what Gauguin had done: he invented his own.
But because these are new symbols, we must not
try to “read” them the way we do those of earlier
times. Perhaps Beckmann himself did not know
what they stand for, any more than we can ex-

455, amEDEO stomiGLiaMy O Girl with Braids / 1917, Col-
lection Dr. and Mrs, Ermnest Kahn, Cambridre, Massachuselts,
I} this pietues recally Motisse in ity bold .\-[ljl};ﬁcfa‘y af Ting and
color, it also cvokes Modiglionts Italian heritage: the soeet-
ness and prace of Botticelli (compare figure 137).
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450. ranro ricasso / Family of Seltimbangues / 1905. National Gallery of Art, Washington, D.C. (Chester Dale Collec-
tion.) Here the deep melancholy of Picasso's “blue” period (see figure 443) has begun to Uft; he now uses rose and earth
calors as well, and instead of beggars and derelicls he paints harlequing, acrobats, and smilar clreus folk, An avra of wistful,
romantic charm clings to these artistes, resigned to their unsteady, wandering life.

plain the things we see in our own dreams.
“These are the creatures that haunt my imagina-
tion,” he seems to say. “To me they have the
power of symbols that sum up our nightmarish
present-day world. They show you the true nature
of man—how weak we are, how helpless against
ourselves, in this proud era of so-called “progress’.”
His message may well remind you of Jerome

457, panio ricasso J Les Demoiselles o Avignon / 1807,
Museum of Modern Art, New York, (Acquired through the
Lillie- P. Bliss Boquest.) This cancas, the opening fanfare of
Cubism, sums up the sudden “breakthrough” in Picasso's work
since 1005; its distortions are o caleulated assault upon senti-
maent and conventional beauty.
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458. PasLO Ficasso / Nude (charcoal drawing) 7 1010, Col-
iection Alfred Stieglitz Estate. Compare the “sheleton key™ at
the top of the facing page. The violence of the Damoiselles
d'Avignon hag new gicen way fo o calm ond methodical use
af the mrw stractiral devices.

Bosch (figure 128), and there is indeed something
Late Gothic about Beckmann’s tilted, zigzag world
and its jerky, puppet-like figures. He has painted
a modern “ship of fools,” as forceful and dis-
quieting as the first.

Only one other painter shows such deep con-
cern with the state of the world: Georges Rou-
ault, who had once exhibited with the Wild
Beasts. Rouault, however, has found assurance in
his strong Christian faith, and his pictures, such
as the Old Clown (see figure 452), suggest sym-
pathy and pity rather than despair. His subjects,
too, are less violent and of a more familiar kind,
The tragic clown, outwardly gay, inwardly sad, is
known to most of us, but in Rouault’s hands he
becomes a symbol for the sufferings of all man-
kind. We are made to feel this from the way the
picture is painted—in a style that owes much to
van Gogh and Gauguin but perhaps even more to
Gothic stained glass windows. Yet the expressive
power of the shapes and colors belongs to Rou-
ault alone.

Lower Manhattan (figure 468), by the Ameri-
can painter John Marin, shows you power of a
different sort. If Rovault’s picture seems to glow
from within, this one fairly explodes with action.
What other style could possibly give us as much
of the “feel” of the hig city with its crowds, its
noisy traffic, its restless energy? How relaxed and
leisurely the Pont Neuf of Renoir is in compari-
son, even though it was done only half a century
earlier. You will hardly find a more striking illus-
tration of the pace of modemn life than the con-
trast between these two pictures, each of them so
exactly right for the character of its subject.

459. wanvo ricasso / Still Life with Chair Caning / 1911-
12 Collection of the artist. Here we witriess the beginnings
of anwther "breakthrough,” witdel; lieralds the end of the first,
or “facet” phase of Cublsm. The canvas has suddenly become
i tray on which the still life is “served” to us,



BUT WE MUST caTcH v with the second of our
three currents, the one we labeled Abstrac-
tion. What does the word mean? “To abstract

(from something)” means “to draw away from,
to separate.” If we have ten apples and then sep-
arate the ten from the apples, we have an “ab-
stract number,” since it no longer refers to ten
particular things. Now let us suppose we want to
make a picture of our ten apples: we shall find no
two of them alike. If we leave out any of these
small differences, we are already "abstracting” a
part of what we actually see. As a matter of fact,
even the most realistic portrait of our ten apples
will turn out to be an “abstraction” of sorts, be-
cause we cannot do it without leaving out some-
thing. Abstraction, then, goes into the making of
any work of art, whether the artist knows it or not.
The ancient Egyptians, for instance, who drew
the little “stick men” in figure 9, certainly did
not realize they were abstracting, neither did the
Greeks who made the geometric vase in figure 24.
In the Renaissance, however, artists began to ab-
stract in & conscious and controlled way. They
found that the shapes of nature were easier for

480, Above right: PaBLO Fitasse [ Ambroise Vollard / 1910,
Museum of Modern Western Ant, Moscow. 461 Righti
paBLO FiCASSO [ Ambroise Vollord (pencil drawing} / 1915,
Ovmer unknown. These two portraits of the famows ant dealer
make o fascinating compurison, The Ingreslike drawing shotws
Picass rediscovering an interest in exaot reprosentation along-
side hix vigorous pursuit of Cubism; it also helps us to see
how strikingly the sitter’s features emerge from the facet struc-
turs of tha painting.
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462. Eonces ukagts / Le Courrler {collize) / 1913, Phils.
delphis Museum of Ast. (A. E. Callatin  Collectiom.) Such
"peste-ups,” of which both Brogque and Picase did consider-
able numbers in 19213-14, demonstrate the importance of the
“tray” idea we hod firsd encountered i figure 459

463, vauro picasso J Mother and Child £ 1922 Colliction
Mr. and Mrso Alex L. Hillman, New York. Here Ficasso's re-
vived interes in representation, which began with the meticu-
lous pened drowings of 15914-15. reaches its monumental,
“Neo-Classic™ climax.

the eye to grasp if they were analyzed in terms
of the simple and regular shapes of geometry
(Piero della Francesca did this in figures 133 and
i41). Cézanne and Seurat rediscovered this meth-
od and explored it further; according to Cézanne,
“You must see in nature the cylinder, the sphere,
the cone.” It was the wark of these two men that
really started the abstract movement in modern
art.

Toward 1906, Picasso turned away from his
earlier style and started painting in the manner
of Cézanne. He was joined in this by his friend
Georges Braque, who had been one of the Fauves
until then. These two soon went a long way
beyond Cézanne and created an exciting new
style called Cubism. We shall understand the rea-
son for the name if we look at Picasso's Nude of
1910 (figure 458), full of straight lines and right
angles. But where is the nude figure? It is not easy
to find at first, so we have tried to disentangle it
in & sketch of our own, 4 sort of “skeleton key”
to the picture (you will find it on page 289). At
this point, however, you might be even more puz-
zled than before. Why did the artist insist on
hiding a nude among all these shapes? Would
not the angles and planes have made a more
beautiful design if they did not have to represent
anything at all? There were some later artists who
believed that, but not Picasso. To him, as to Cé-
zanme, abstraction was “what had to be done
to nature so as to make it fit the picture”; it had no
meaning by itself, He uses much tighter rules of
order here than Cézanne ever did—rules that al-
most force him to break the human form apart
entirely—but he still needs nature to challenge
his creative powers. In other words, what counts
is neither the nude nor the design but the tension
between the two.

464, AL right: panLD picasso / First Steps | 1943, Private col-
lection, New York. Ever since the mid-10200, Picasss hae heen
combining the formnl discipling of Collage-Cubism with his
Neo-Classie representational style in an endless carlety of new
and exciting croatiods. Here lie makes us relive a basic luman
experience: what it feels like to stand on one's oun lege for the
first time—the frght, the tottering unsureness, bud alto the
sense of adventure






485, juaw cris | The Chessboard / 1817, Museum of Modemn Art, New York. Gris, ¢ fet years youngeér than Brague and
Picasso, had become a Cubist in 1812, and soon developed & highly d.i.ﬂirl.gufa:ﬁc‘d personal r!y!'é'. The Chesshoard has a
somber harmony, 6 tightness of construction unmatched by either Brague or Picasso, yel there is enough fension within ity

balance o avedd the eosy symmetry of the merely ormamantal

In figure 459, Picasso has applied the same ap-
proach to a still lite. Everything is broken up into
anglr:s and pl:l.m-i except the three letters l,'w]'.lus-;-
shapes cannot be made more abstract than they
are to 1}egi:1 with)., But how can we f:rpia.in the
piece of imitation chair caning pasted into the
picture? Why the oval shape, and the rope in-
stead of a frame? Picasso apparently wanted to
make the canvas look like a tray on which the
still life is “served” to us. It was a rather witty
notion of his to put the abstract “shapes of things™
on top of the real things (canvas, chair caning,
and rope). Picasso probably did not realize it

4668, nesmnanoT S The Carcass of Beef / 1855. The Louvre,
Paris. This was the model for the picture by Soutine em the fuc
tng page. The glowwing color and the deeply compassionate
gpririt of Hembrandt haoe bevn o source af inspiration (o mang
Expressionist painiers




467. craam souming S The Carcase of Beef /1926, Collection Mme, Cermaine Bignon, Paris. Com-
pare figcuree 466 The shape of the earciss has nnelirgone a frightening change: it note augeests o dis-
embowled Ninman hw.ld'y Soutine, of Russian-Jewish lirth, became o hmf;ng fﬁ;;m-\wr“m i Paris
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468 yore aamx / Lower Manhattan Ogater cofor] /1820, Collection Philip L. Goodwin, New York.
The modern metropolis, and especially New York with its shyscrapers and surging crowds, hus challenged the
imagination of many patnters, This explosice design expresses thie city's restlvss energy and weree-racking pace.




6. wassiLy Rasoissey / Improvlsation No: 80 /1913, Art lustitute of Chicago, Kandimsky is the father
of what in recent yedrs has been called " Abstrict Exprossionism™; suoh pictures comuoy o sensation: or
stete orf mmidnel ”mlfigh frﬂ'fﬂ combined .ﬂr-'upr't it colurs withow hur:'llu_-_; to represent aoggthing ot afl
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470 CUEORGES BnAgUl Conuttar, Frud and Pitcher 1927, Callection Mr. and Mrse M. Lineotn Sehnister, Now

Yol Vo i fotenlers-of Crilsism Hrrulr'rr' i thee 1 surestdie ol Pt a resdirr of stefl B by el L4

teacdition aof Chliardin gead Cézgnne corparn e 3 112) Iy otie el ambor in tone et wonder

fully xeves the geiectnime of .|'H'.'\|I'--'”'I':' Cematruction ix relievesd Dy the Hded gl treclizetelticl _;'_..-r_-;,J_-,.-..,-,l.

471 PANLO PICASSO Three Mustciagns 7 192 Musewmn of Moderm Art, New York, (AMreso Slmon l_-,'t_|-_:gi_'n-
hewm Pl Here traditioned franres o) the comedly stage are prud indo the fellom of "I_-._!\."--'|.II_|’|r-_:'p T
thede fwmen  presence s felt, solemn,. ecen sindster, behind the pateluvork of costumics and  masks,




472, PABLO PICass SHill Life on Tahle 1931, Calletion of the artist. The o reetic Clirees rr:|,|'i
bright colors of this composition ereate o sense of bursting gitality akin to the Barogue. Thite is nothing
“still”™ abiout this =il Nfd! The heavy back owtlines recall the lead stripy of stained slasy teinilowss.,
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473, T soximax S Brogdway Bovgie-Woorle 7 1940142 Mugewon of Modern Art, New York. Mosdrtion's
pictreeo, too, i full of Kfo and movetient, despite ity severoly sestrictod oo wbidary of shapes amd eolars,
The tingling staceato rhythm of the desigin captures the very gqualities sugeisted l-y e musical pitls,



474, seanccmacart /T and the Village / 1911 Museum of Modem Art, New York, (Mrs. Simon Cuggen-
hemm Fund.) In pietures such as this, done soom after his wereal in Paris, the goung Hussian-Jocish. artist
wseed the dovices of Colram (compore figere 4385 to build a personal world of dream and WHITRETY ITAEES:



right then and there, but he had just started to
invent a new language of painting, The still
life Le Courrier by Braque (figure 462) shows
us the next step in the growth of this new lan-
guage. Here the main parts of the design are
pasted together out of odd pieces of paper (this
is called a collage, the French word for “past-
ing”), with only a few drawn lines and bits of
shading added to make it complete. As a result,
the real and the abstract have become so thor-

475, wynosasm cEwis / T. 5. Elind 1936, Harvimd Uni-
versity, Cambridge, Massachusetts. Under the impaet of Culs
ism, Lewis became a ploneer of abstract art in England as
early as 1912-I4. In this portrait structural precision i
weddad o a keen sense of raonality.

476, Fensaso vEces / The City / 1910, Philadelphis Mu-
seum of Art. (A. E Gallatin Collection.) Leger’s Cublsm
reflects his love of the clean geometric shapes of modern
machinery and engineering. The City is a civid kaleidoscope
of our highly mechanized civilization, full of optimism and
pleasurable excitement bul aleo stahle and controlled despite
the erowding of fragmented shapes.
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Nuds Dt'-!f.r.‘t'ﬂ.l:.l!lllll_: it Staircase, No, 2

177, MARCEL DUCHAMP
18912 P'!li.]jld!.‘ll_lhl.l Museum of Art. (Loulse snd Walter

Arensherg Calloction.) Here the transparent facets of Culbrizm
serod Lo represent motion in terms of successive phases super.
imposed on each other, gz in a maltiple-exposure photograph.

478, clacosmo matis J Dog on Leadh 1912, A, Conger
Coodyear, New York. Balls belonged to 6 group of Cubist-
inspired [talion artists who, in 1910, lewnched o movement
they colled Futurism, Like Duchamp, thiey were fascinated by
the mechanics of rapid motion
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478, #naxz sanic [/ Tower of Blue Horser / 191213, For-
merly NHHHHJI {_:HJIEF'_E', H-l'l'ii.ll. In H;h ij.'tHrl"-. hrw L reiil o dg.
vices that serce the mock-selentific precision of Duchamp have
become the vehicle of a poetic mysticiom. These are colestial
animals, with moons and stars embedded in their bodies.




oughly interwoven that we can no longer ask:
“What is this a picture of?” Even more than be-
fore, the white paper acts as a “tray,” but does
the tray hold the picture of a still life, or the still
life itself? The meaning, then, is a good deal
more complicated here than in Picasso’s Nude,
but the means have become very much simpler,
since they can be found in any wastebasket,

Actually, it must have been a great strain on
the artist to create balance and harmony from
these chance pickings; a fine collage, such as ours,
is a rare and beautiful thing. That is why Braque
and Picasso did not continue this technique for
very long. Soon they took the final step toward
the new language: they began to do pictures
that Jooked like collage but were actually painted
with the brush. We can see the results in Picasso’s
Three Musicians (figure 471), one of the great
masterpieces of modern times. This picture has
both the size and the monumental feeling of a
mural; its precisely “cut” shapes are fitted to-
gether as firmly as building blocks, yet they are
not ends in themselves (if they were, the painting
would look like a patchwork quilt). Every one of
them has a definite meaning, and the image of
the three seated, masked figures, translated into
this new language, emerges more and more
strongly the longer we look at it. There is space
here, too, although not the kind we know from
the “window pictures” of the Renaissance; in-
stead of looking through the canvas into depth,
we see space in terms of the overlapping layers
of shapes in front of the canvas. That is why
Picasso can now do without shading entirely,
while in the two earlier stages of Cubism he still
needed it. At this point let us turn back to another
musician, done some fifty years earlier: Manet's
Fife Player (figure 394). Does he not strike
us as the true grandfather of our Picasso? He
should, for it was shadow-less paintings such as
this one that started off the “revolution of the
color patch” which had its final triumph in Col-
lage-Cubism.

For Picasso, however, there could be no stand-

480. cronce crosz / “Fit for Active Service™ (pen drawing)
1918, Museum of Modem Ant, New York, (A, Conger Good-
year Fund.) Even in this savage satire on the die-hard militar-
& of the Kelser's Germany we sense the influence of Cubism
(Gross had been to Paris in 1813),

ing still. Once Collage-Cubism was fully worked
out, he had begun to show greater interest in
representation, and by the time he did the Three
Musicians he also painted “Neo-Classic” pictures
such as the Mother and Child of figure 463. Here
the bodies are as rounded and heavy as carved
stone; it is this monumental quality, in fact, that
links the two pictures together, different though
they seem in so many other ways. Picasso has
now returned to the warm, human world of his
early works, but with a new strength of form that
he owes to his Cubist experience.

Meanwhile, the influence of Cubism had spread
far and wide, not only in painting but in sculp-
ture, in the decorative arts, and even into archi-
tecture. Many painters felt that Cubism, as an
abstract “system” of shapes, had a great deal in
common with science and engineering and that,
for this reason, it was the only style for putting
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the industrial landscape of the Age of Machines
on canvas. We can judge for ourselves how true
this is from My Egypt (figure 482). Here the
American painter Charles Demuth has done to
some factory buildings what Picasso did to his
Nude in figure 458, but since his "model” was
made by man, rather than by nature (and was
thus closer to abstraction from the very start) he
did not have to change it so much. Demuth saw

482, caanies nEMmuTH [ My Egypt / About 1527, Whitney
Museum of American Art, New York: Ses comment gbove. Like
so many gifted youmg artists. Demuth had gone to Paris bofore
Werld War |, His personal response to Cubismi, however, did
not laks shape untid some yrars Litter

his main task in bringing out the hidden force and
impressiveness of these industrial shapes. In his
canvas, they loom so large that they almost
frighten us. However, he also asks a question:
“These are the pyramids of modern times; they
are our claim to greatness. Will they last as long
as the momments of old?”

Broadway Boogie-Woogie (figure 473), done
by the Dutch painter Piet Mondrian shortly be-
fore his death in this country, is a more exciting
picture in many ways. Mondrian was the strictest
and most “architectural” of all abstract painters.
His pictures are composed entirely of solid
squares or rectangles, and all the lines have to go
either straight up-and-down or across. Now one
might think that a language with such a small
“vocabulary” canmot possibly say a great deal, but
our painting proves that this need not be true at
all; in fact, it has a spine-tingling liveliness un-
matched by any other picture in this book. The
entire design moves with the pulse beat of the
big city—its flashing neon signs, its stop-and-go

451. jJoserdsTELLL S Amirican Landscape / 1929, anu'-:]}'
Collection Arthur F. Egner, Newark, New Jersey. The shy-
serapers of Manhattan and the tower and cables of the Brook-
lyn Bridge are here compacted into a rousing cision by an
Nalian-Amernican who had been linked with Futurism.




483. pEr monomax / Flowering Trees / 1012, Collection Nieuwenhuizen Segaar Art Gallery, The Hague. There is per-
haps no other artist en whom Cubism had as dramatic an impact, Mondrian came to Paris in 1912 at the age of 40, a5 a
painter In the tradition of Van Cogh and the Fauves, but almost at once liis work underwent a radical change (Flowering
Trees shenos the transdtion) that way to lead himcin the end to Broadway Boogie-Woogie (figure 473)

traffic along precisely laid-out patterns. As a pic-
ture of the kind of life modern man has ereated

for himself out of his mastery over the forces

of nature, Broadway Boogie-Woogie makes Ma- |
rin's Lower Manhattan, done only twenty years I
earlier, look curiously out-of-date, |

484. rasLo picasso / The Studle ; 1927-25. Museum of |
Modern Art, New York: (Gift of Walter . Chrysler. Jr.) For |
Picasso—who here, for imce, seams almost as remole from
nature a3 Mondrign—absiraction ts not g sepuerdte vealm of the
imagination. We may think of it rather as a state of tension
betwoerm image and reality,
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UK THIMD CURRENT, the one we termed Fan-
0 tasy, follows a less clear-cut course than
the other two, since it depends more on a state of
mind than on any particular style. The only thing
all painters of fantasy have in common is the be-
lief that “seeing with the inner eye” is more im-
portant than looking at the world outside; and
since every artist has his own private inner
world, his way of telling us about it is apt to be
just as personal. But why should anybody want
to tell us about his private world of daydreams
and nightmares? And how could it possibly mean
anything to us, since our own private world is
bound to be different from his? It seems, though,

g Bk o
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486. rave xiEE / Conguest of the Mountain / 1939, Mr. and
Mrs. Eero Saarinen. Bloomfield Hills, Michigun. Despite ity
playful theme—the toy engine glowing with effort—this picture
is secerely disciplined in devign and purpese; Klee's mountains
are a maze that challenges and frustrates conguest by maon

that we are not as different from each other as all
that. Our minds are all built on the same pattern,
even if we do not all have equally good ones. And
that goes for imagination and memory, too. These
belong to the unconscious part of our mind,
which we cannot control at will, That is where
all our experiences are stored up, whether we
want to remember them or not: and at night, or
whenever we are “not thinking of anything in
particular,” they come back to us, and we seem
to live through them again. However, the umcon-
scious part of our minds usually does not bring

485. @oncio pE cmmico [/ Melancholy and Mystery of a
Strest /1914, Mr. and Mrs, Stanley R. HResor, New Canaan,
Comnecticut. The dream world of De Chirico is truly an
“ominous” one; eoery object here is an omen, a portent of
unknown and therefore disquieting significance



457. PAUL XLEE |
drawing) / 1922, Museum of Modern Art, New York. Perhaps
the laughter here is directed not only agoinst our faith in me.
chanical invention but also against the sentimental apprecia
tion of bird notses in song and story

f Twittering Machine (water color and ink

back our experiences the way they actually hap-
pened. It likes to disguise them as “dream im-
ages” so that they become less vivid and real to
us and we can live with our memories more easily.
This digesting of experiences is just as impor-
tant as the proper digesting of food for our inner
well-being,

Now, the way our unconscious mind digests
our experiences is pretty much alike in all of us,
although it works better with some people than
with others. That is why we are always interested
in learning about imaginary things, if the person

489. joax wmmo / Composition / 1933, James [ohnson
Sweeney, New York. The artist here contrasts tivo disting
“personalities” made up of fluid, curving shapes that seem to
be full of impulses to expand or contract. This quality, which
is not cany to achieve, makes them extraordinarily “lfelike ™
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488. yoan sino / Landscape with Olfve Trees / 1919, Collec-
tion Mr. and Mrs, Leigh B. Block, Chicago, In this early work,
Mird combines Cubist simplification with a very firm grip on
observed reulity. The wriggling Hueliness of the plants makes
us think of Harlequin's Carnival (figure 493).
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who tells us about them knows how to make them

seem real. What happens in a fairy tale, for ex-
ample, makes no sense at all in the matter-of-fact
language of a news report, but when somebody
tells it “right” we are thrilled. The same is true in
painting. We have already seen one very beauti-
ful and impressive “fairy-tale picture,” Rousseau’s
Sleeping Gypsy (figure 433); perhaps we shall
like some of the later ones just as well.
Melancholy and Mystery of a Street (figure
485), by the Italian painter Giorgio de Chirico,
comes closest to the imaginary reality of the
Sleeping Gypsy. We cannot explain any of the
strange things that happen in it, yet the eerie
feeling of the whole tells us that it must be a

490. sax ennst / Collage / 1920. Collection Jean Arp, Basel
The mocking bitterness of this Dadaist invention is summed
up in the Hile the artist gave it: "1 copper plate I zinc plate
i rubber towel 2 calipers 1 drainpipe telescope 1 roaring man.”

491. sax enwst / Swamp Angel / 1940, Collection Kermeth Macpherson, Rome. Since the early 1820, Ernst has been
the leading spirit of the Surrealist mocement, [n his pictures & luxuriant, sinister world of plant and animal life seems to
grow before our very eyes, born of “natural” chance effects akin to the ink blot landscapes of Alexander Cozens (figure 333)
but infinitely more veried and more imaginatively exploited.




492 paur kR O Park ocar Liocerne) 7 1938 Klee Foundatibn, Bere, Switserlumd, These srestidngly dmple
forms, like simple words wsed by & great poet, sum up o wealth of experionces and wensations: the innocence and
gatety of yormg: Hewering trees iong with the clippied orcdediness peculiar 1o captive plunt life in 4 park.



493, yous suno S The Harleguin's Carnival / 1924-25. Albright Art Gallery, Buffulo, New York. Miro here pre-
senky & miiniature civeus where the PTOLS Wre 08 Iit'ifl'y tix He Im-rfumn!m. atid t'l'l'TlinIiJIg s aboirt ta turn dnido somes
thing ebw—a worlid of self-inflating balloons that bounce, float, wave, wriggle @ delightfully wnrensored fashion,
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484, vves Tanauy J The Furniture of Time / 1950, Collection Jumet Thrall Soby, New
Canman,  Counecticut. Tanguy wses all the devices of roalism — precise: modeling, cost
shadow, atmospherio perspective—m depicting an imaginary world of petrified, fewel-bright
shapes against vant desert horizons, disquicting and ironie like the title of this picture



485, gEx sianx / Liberation / 1945. Collection James Thrall Soby, New Canaan, Ceannectiout, Doeply con-
vinced that art is a public rather than a private affoir, Shuln draws his tmages from evergday Ufe. Yot to call him
a ralist hardly docs justice to his uncanny eye for the poetic and symbolie gualities of reality, or to the subile
waty he combrnes ahstract, imaginative. and representationsl elements (note the influvnce of collage in Liberution!),




dream we are looking at. But de Chirico, who was
no folk artist, had a mind much more complicated
than Rousseau's. That is why his dream world
seems so froubled with hidden fears, as against
the wonderful calmness of the earlier picture.
Marc Chagall’s I and the Village (figure 474), in
contrast, enchants us by its gaiety. In this "Cubist
fairy tale,” dreamlike memories of Russian folk
stories and of the Russian countryside have been
woven together into a glowing vision. Chagall here
relives the experiences of his childhood, experi-
ences so important to him that his imagination
shaped and reshaped them for years without ever
getting rid of their memories.

The “fairy tales” of the Swiss painter Paul Klee
are far more purposeful and controlled than those
of Chagall, even though at first they may strike

498. svcese sErsas [ Padel for ¢ Mural Decoration / 1938,
Collectinn Fruncis 5. Mcu.[lu.lui!.'. ], C‘.‘;}'L_-:dsvi]].{:_ Connecti-
cut. Berman's Neo-Romantic fantusies are filled with a poketic
nostalgia based on Beroque themes and techniquer (for our
panel, compare the “deception” in figure 375).

497. s1aTTA / Deep Stones / 1941, Museam, Tel Aviv. (Gift of Miss Pegay Cugpenheim.) Thiz Chiltan-bern painter joined
the Surrealists in Paris during the late 1950s. Many of his pictures of those years are the mingral counterpart to the animal
and vegetable realm of Max Emst (compare figure 491 flaming jewels embedded in vast, mystery-filled coverns, His work

& also related to that of Yves Tanguy (compare figure 494},
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465, ansinis cosky ¢ The Dinrg of a Sedicer /1945, Collee-
tiom Mr, and Mes, Willlam A, M, Burden, New York. The style
of this pricture, by & gifted Armesian-American who died in
1948, combines Surrealist influences (compare Mird and Matta)
with an Abstract Expressionism that stems from Kandinsky

0%, saLvapon paly | The Persistence of Memory ;/ 1931

Museum of Modern Art, Now York.. Dali' painting technique,
dry and mechanwally exact, s completely at the sercice of s
nubject matter, His plctures are “handmeade color photographs”
of Surnialist doeyredams

us as more childlike. Klee, too, had been influ-
enced by Cubism, but he refined and pared it
down into a marvelously precise language of
his own, His aim was always to create “signs,”
which means shapes that are images of ideas the
way the shape “A” is an image of the sound “A";
except, of course, that Klee's ideas are very much
more intricate than that. One of the simpler
ones is his Twittering Machine (figure 487), where
he mocks the Age of Machines by “inventing” a
sart of mechanical ghost that imitates bird noises,
The Conquest of the Mountain (figure 486), on
the other hand, shows a real machine—a locomo-
tivﬁ—bdmving in human fashion. As it puITS up
the mountainside, it glows with effort, just like a
climber who gets red in the face from doing the
same thing, In this picture, done shortly betore
his death, Klee's imagination is as fresh, his sense
of wonder as strong as ever; at the same time,
every shape has a rightness and dignity about it
that betray the most serious artistic effort.

The Spaniard Joan Mird will remind you of
Klee in some ways. His Harlequin's Carnival (fig-
ure 493) looks like something one might see under
a fairy-tale microscope—a lively and colorful
miniature stage where everybody and everything
is full of magic tricks. However, Mir6 also had
been a Cubist betore he discovered his own world
of fantasy, and the effortless gaiety of our picture
is actually the result of painstaking care in the
design of every detail.

Figure 490 shows us a differenit kind of fantasy,
haunted and disturbing like the dreams of de
Chirico. This is a collage by Max Ernst, one of
the leaders of the Dada movement at the end
of World War 1. The Dadaists were so re-
volted by the cruelty of the war that they declared
Western civilization bankrupt from beginning to
end. They felt they must start from scratch, re-
specting only one law, the law of chance, and only
one reality, that of their own imaginations. Their
main task. they thought, was to shock the public
into the same unsettled frame of mind, and th(’.'}’
tried to do this by exhibiting their creations, most



of which were spur-of-the-moment “gestures”
meant to defy all reason. Our collage is more seri-
ous than that—in fact, desperately so. It is made
up of cuttings from pictures of machinery and
other technical equipment, which have been
pasted together so as to form two nightmarish
“mechanical men.” These stare at us blindly
through their goggles and demand to know if
we recognize them as images of modern man,
slave to the machine and thus little more than a
machine himself,

Yet the Dada movement was not all negative.
It actually helped painters rediscover and make
use of chance effects for artistic creation, as a
ﬂ‘{llII'Itf_‘n‘n'Eigh[ to the purposeful ﬂisc'i]]linc of
Cubism. Those who believed in "taking a chance”
and letting their imaginations flow unchecked,
founded the Surrealist movement, with Max Ernst

500,

as one of its leading spirits. It was he who intro-
duced (or revived, rather) the technique so skill-
fully employed in the drawing by Salvador Dali
(figure 500). The main shapes in this Landscape
with Figures (the rocks, the beach, and the clouds)
are actually ink blots made by chance, just like
the one illustrated at the beginning of this hook.
All Dali had to do was to see a picture “into”
the blots and then 811 in the missing lines, so that
others can see it, too. This does not mean that the
drawing is less a work of art because Dali has ac-
cepted the “help”™ of the ink blots, It does show
us again, though, that the way our imagination
works is still the same as in the days of the cave-
men who saw animals in the bumps on the cave
walls. Only the things we imagine, and the way
we put them into pictures, have changed, These
changes are what the history of painting is about.

sarvanon vald [/ Landseae with Figures (ink hlots, brush, and pen drawing) / 1936, Schaeffer Callordee. New York,
In drawings such as this Dali shows ws how his unconsciowy fastens upon the accidents of technigue and transforms them into
imaginary reality. They have an appeal that is missing in the patntings, where he
can no longer follow the creative oot itzelf.

has covered his tracks so thoroughly that we
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Homer, Winslow, 238-89; 376

Hooch, Pieter de, 2608

Hose in Frovence (| Cézaone),
282, 413

Houses uf Chatou (Viaminek), 445

Huber, Woll, 223

Hﬁa in. the Snout (Bruegel),

1 T;t‘m. Village (Chagall), 313;

Impressionism, 244, 249.55
Improvisation No. 30 [ Kandin-

sky), 489
ln‘;gg_ﬂmlfbhmthmm

In the Circus Fernando: The
R‘;r;gmwﬂ {Toulouss-Lautrec),

Infante Crrlos (Vi uez), 299
L Jean A minigue,
E-!l} 342, 3-14. 348

Ink biot, ¥, 315; 1, 333, 500

Interior al LEl'nngvh-WH: (Vuil-
Tard), 419

ln;?;u af & Church [ DeWitta ),

l'.nh:mul:lmul Gothic style, 67-8,

lnrmuplrd Reuding (Corat), 369

l'mn’Ful (Ensor), 434

Isinbieim Altar (Grimowald), 125-
2623, 207

“I's bafe to selease this one™
{ Dannier ), 359

Jemes Stunrt, Duke of Lemtior
(Van Dyck ). 261

Jeremiah §“"Muaster of Alc™), 120

Jewish Craveyard (], van Ruis-
duel}, 184; 283

Jonah, Story of { Eagly Chrfstian),
40 55

Jordaens, Jucol, 264

Judgment af Parls [Cranach), 221

Tudgmens: of Puris | Renoir), 308

Jumidges ( Corot), 368

Jupiter qnd lo (Corveggio). 199

Kandinsky, Wassily, 469

Kitchen Still Life Chnnlm} 202;
3T

Klee, Paul, 813-14; 455, 457, 492

Knight, Death, ond Devil [Ditrex),
150, 180 218

Koossos. Palace ot, 18

Kanckle-Bona {Alezandros
of Athens), 28

Kokoschka, Oskar, 441, 450

Laely Musiclan and Young Girl
1 ale), 35.0; 34
Lamentation over Christ { Giotta ),
H2-4; 50
Lamentation. gver Christ  (Gie-
ngmldu“ﬂlm:'.m
nd of Cockayne (Brusgel),
154; 208 B

Lﬂdl::apa{l‘[uber} 223
Made -:f fnk Blots
(A Cozens), 333

Lcmfm:npe with Olive Trees
(Mirh), 458 A
Landscape  wit ¥ F
{Ahdarfer), 222 My =
Landscope with the Burlal of
Phoeclan {Poussin}, 505
Landecepe with the Flight into
mﬁ.”"m e S
with Ei
o.,mbhuamff w3

317
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Lindseupe with the Temply of the
{ Elshsinier ),

m:lg s Canbu { hlack-
vise), 27
J.qun:,(:rﬁufﬂ-!} 5.6
Lowt T (H. or ], van

Eyck), 53-4; 103, 108
Lowt | , detall ( Michel-
angalo), 174

Late Gothic style, T1-2, 81-7, 99,
105, 135
de, 303

Léger, F 478
L Nain, Louis, 304
Leomurdo da Vinci, 111-12 121
&89, 159, I60, 161, 183, 164,
T3 173
Letter, The | Vermeer ), 292
Lewis, Wyndham, 475
Liberdation [ Shahn}, 495
Lion and Antelope Playing
Dvatghts (Egyption ), 17
Linturd, Jean Etlenne, 314 :
Fia Filippo, 100; 129, 13
lﬂpigiﬂﬁl A 57, &8
Latto, Loroneo,
Lonly Bertin ( Ingres ), 343, 344
Lowix X1V [Rigaud), 308
Lower Manhartan | Marin), 288,
a05: 468

Madome de Potpedour | Bou-
cher), 312

Mudome Rivilre (lopres), 218,
255; 348

Madimem, The ( Géricanlt), 352

Madonna wnd Child { Campin ),
11

Madonny gnd Child  (Cutacomb
ﬂi FIM“&L “ﬂ: E‘f

Modowmea and Child | Early Chris-
tian), &5

Madonna md Child  Enthronad
| Byizantine ), 40; 67

Madonna and Child  Enthroned
{ Glotto ), 81

Madonna and Child - Enthrened
{Gathle ), 75

Madonna and Child. Enthroned
{ Lippl}, 129

Madonna und Child with Angals
{ Masaccio), 130

Hﬁzm ane Saints [ Venesizng),

Modotna  Entlroned  with  the
Chancellor Nicholas Rolin {].
vaun Eyek ), 104

Madanna with the Infand Chrixt
anid the Infant 5t. Johm ( Riph-
wel), 124; 186

Meadonnae with the Long Neck
{ Pﬁrrn!gimtn;}. 2085

Mugic purpose of pictures, 8-11

Maidy, of Homor [ Velmgoez),
192.948; 2598, 301

Majawy on 1 B-u.laun a ), 340

Male Portrait ﬂﬂycﬂfj
Glass { Roman ), 48

Man i the Red Turbon {]. van
Eyek), 84, 105, 163

Man with the Glove { Titlan},
128-20. 187

Mon with the Hoo (Millot]. 380

Manrt (Degas ), 254, 402

Manet, Edouard, 243-44, 248-50;
3588, 388, 393, 300}, 394, 428

Mantegna, Andrea, 1034; 134,

AL b . : ¥
146, 1458

Manuscripts, 2.4, 40, !FD-I 712,
Bl1; 15, 17, 57, 1-& 60, 61,
62, 83, 69, 70, 73, 74, 85, 121,
156

Mare, Franz, 478

Muarie Antoinette on- Her W‘:gd !

the Guillotine (). L. Da
37

Mena de Hﬂﬁm g‘
France, in Mlu
{Aubens), 172; 247

Meorimy John, 2351 468

Merkst Card' ( Gains i), 223

Mirtini, Simone. 64, 66: 52

Moartnt, Stmone; follower of, 98

Martyrdom of St. Bartholomew
(Rilsera ), 298

Measaeela, 87-100, 101, 130, 1358

Mn;;;ﬂc of Chipy { Deleroix),

Muster Bertram, 83

Mastor Honard, 74

“Muster of Abx,”™ 120

Muster of Heillpenkreuz, 83

Master of Mo 87, 108, 128

Master of the Parcment of Nar-
bonue, 98

Matisse, Ienrl, 278, 284; 442
444, 446, 445 440

Muotta, 487

Ment Stull ( Aestven), 220

ﬂmtim;i, s w'ﬂd-.lh Ages '
elane Al a
Serewt fyﬂlﬂ-rh'n'i mﬂ‘-ﬁ

Melaers du Forli, 153

Momling, Hans, 125

Men, Boat, end Animels | Hier-
acoapolis ), 13-5; §

Mezsetinn | Walteau ), 159.200;
325

erﬁ:rftmfuﬁa 111, '122-24: 165,
IT4, 175, 178, I7T
Middle A&u 37-68; origin of the

Millet, i“mm;du. 380

Minoan 18, 19, 20

Mird, Joun, 314; 485, 459, 403

Modi Amedeo, 285, 455

Mona Lisg | Leatends ), 112 191
23, 164

Mondrinn, Plet, 304-5; 479, 483

“’ngt Claude, 249; 390, 355,

Monkoys ( Plaanallo ), 99

Mont Sminte-Victaire Seen from
l:i[;zm Quarry | Cémnne),

I

Moronl, Giambatiists, 192

Muosaics, 44, 45, 48, 49, 50, 51, 52,
a6, 84, 69

Mosey Roiring the Brozen Serpent
{ Tintorctto ), 240

Marh;r il Child [ Piessso ), 303,
S48

M{;'I!u de i Calette | Bendir),

Hu;ﬁhﬂn Landscape | Bruegel),

Mountain La hers),
st ndscape  { Seghers)

Mounted Officer of the Guard
{ Géricamlt), 227; 350
H&ESW Fort [Copley),

M, Siddons (Gainsharough), 321

Mrs. Siddons as the T Muse
[ Royrulds ), 322

Munch, Edvard 275; 438, 437

Murillo, Esteban, 302

Hgﬁ Lesvon (red-figured vase),

ﬁlﬁdmtTurquiuh}.:ﬂ
yeennean painting, 21
H?&Wfﬁcﬂmmljﬂi:m

Napoleon of the Battle of Arcole
[(Ceoa ), 390

" Gies at e (Gorn), 41

Neo-Classic: style, 218, 218, 225,
ot i

Nitholas of Verdon, 72
Nocturne in Blug end Silver: Old
Buitersea  Bridge ( Whistler ),

405
Mol Doy & Easeosin, N
a y o
2 [ Buchamp ), 477

0 Vise | Gournila ), 20

275 4
O‘.I-Lr‘inﬁng,, method of, 82, 129

Old Clenep { Bouauidt }, 2588; 452
Old Guitarist { Picasso ), 279, 285;
443
Old Man end Hix Graudson (Chir-
landalo), 105; 138
Old Models { Harnett), 378
T SN
ng i - {
O e ¢ (Hogar
TEY, 1), 204; 319
Orazen, José Clemente, 453

Pucher, Michael, 194
Pniaag;r's Studip { Courbet}, 384,
Pair of Dancers !Tﬂnhrlul &
Panel for a Muml Decoration
[ Benman), 496
Parasol, The (Goya), I18
Park wear Liucerna) (Rlee), 493
Parmi I55-58, 208, 236
Paul Il and iz Grondrons
{ Titiom ), 158
Paul of Timburg, 67-8; 85
{ Hicks), 239,

Peaceable Ki
8T
l‘mﬁnand Class Jug { Pompeii ),

l‘eﬂln, Haplhy

metF ﬁctLhﬂmJ L 304

Peaxant of 1 {Van

P %ﬂi’;min el), 233

cinsing ng

P-mt.#muj' m%;li
Iiﬁhim

ﬂ-i. T48-50, I-ﬂ’ 25
Phntngughﬁ. 11, 220, 251,58
Picasso, , 270, 285, 280, 202,

303; 443, 436, 457, 458, 459,
ﬁ, 461, 483, 464, 471, 472,

Plero della Francesea, 100-2; 133,
141, 142

Phiro di Coximo, 107-8; 157

Pietra da Cartone, 258

Pisanello, 59

Plamed Hal (Matisss), 448

Pointillism, 265

Polish Rider {Rembrandt), 180-
H1; 268

Pollainnlo, Antondo, 144, 145

Pond in ¢ Garden [Thebes), 11

I“r.tgntim Neuf (Renoir), 250-51, 263;

Pontormo, Jacopo du, 158; 235
Pordentme, Glovanni Antonio, 207

Portralt of @ Boy (Faiyum), 83,
33; 47

Portrait of a { 1), 105
Portrait of uzg.:’ung Cirl (Potrus
Christus ), 117

Portrait of an Italian {Memling),
135

Portrait of Dr. Tietze and His
Wifa {Kokoschka ), 450

Portralt Panel |Falyum), 35

Post- , 258-70

Potato {vﬂl Gogh), 20

Poussin, Nicols, 183946, 239,
rﬁﬁ%twdﬁ
rmmumumu).m

Prmmm in the Temple (Bros-
mﬂqﬂﬁh Infant Christ
g;'l'.fi Temple | A, Lorensetti},

Fresentation of the Virgin (Tin-
toretto ), 1568-57; 209
Primavcera { Botticelll), 155
‘Elijah in the Wildernssi
D, Bouts), 118

Pﬂ}pﬁd Jeremiah (Michelingelo),

Pualter o St. Loul (Cothic), 73
Puberty {Munch), 436

ﬂqﬂm“uﬂm { Géricault),
Bﬂ;"ﬂfwﬂ { A Pollaiuoly),
44, 145
d. 124.25. 166, IT8, 179,
80, I81, 182, 163. 164
Realism, 24244
Hﬁﬂgu'md vases, 30, 32; 24, 27,

Redon, Odilon, 425

Reformation, 106, 153-54. IS5,
160, 204

Hembrandt, 179-82, 184; 267,
268, 273, 274, 275, 278, 27T,
878, 279, 468

Renatissance, 68; Early, 71, B8, 97-
108; High, 111-12, 12124,
Northern, 135-36, 145-54; ari-
gin of word, 58

Reni, Guido, £54

Renoir, Au i E50-51; 389,

Ao m‘i‘f,

on the o Epypt
Rl g Sanis
ani  the fa

{0, Gentileschi}, 252

Resurroction, The [Griinewald),
135; 207

Bﬂ?;ﬂm The (Michelangels),

Rezurrection, The (Piero  dolla
Francescu ), 142
ﬂﬂ;;‘rznrdth:lfuntm { Broegel ).

Revolution, 197, 213,
-215; French, 197, 201, 215, 217,
241; Industeial, 241-42

Teyoytd

Rigand, Hylcim.h: 308
Mgc;r'rcd and Nigmph { Tiepolo ),
Rozel vertth { Van Y
g0 oo
ﬂuﬁﬂf Andrews and His Wi
Rococo style, 199, 200, 201, 215
Rbmmmqm le, -t-lﬂ'-tg
L] 5
Romantic mm':]:::mt, o87-28, 291-
32, 23739, 942
Rosso Fiorentino, 156; 239
Rouault, Ceorges, 285; 452
Rousseau, Henrd, 278; 433, 440
Roymerswicle, Hmm vin, 230
Rubens, Poter Paul, 171.72; 183,
g 245, 257, 258, 260, 262,

Auisdael, Jucob van. 184 282
253
$t. Dorothy (Critnewald ), 202

Si. Froncis in Eestasy [ Glovanmi
Bellini), 135



s:.:mldm!fhﬂm-
S&Hnrki Bm&niﬁbbo

5:. Muﬂ.llm I',Gupel Book of
Charlemagne ), 43-4; 61

5t. Matthew (Savoldo), 195

Saiml of the Dominican Order
(Tormnaso da Modena), 89

Sceney of Country Life | Folloater
of Stmone Muartiui ), 95
Sdllg:l of Athens. {B.lplmnl}. 180,
Scream, The (Munch), 275; 437
Sul;w.:ﬁs.nudﬂ Piombao, 410
Seghers, Herculos, 250
Seing at Argenteund] {Monet ), 395
g;?‘l'mfmﬂ { Corot), 367
-Portrult { Delacroix ), 368
Fortrai? (Direr), 136:218, 21T
S Partriit (C. F:.hntlm}l. 203
Portrait (Goya), 3
-Portrait (Ko hlnll 441

Salf-Portrait { 1
f 20 3% Parmigiunine ), 155-

Sel MHEPMB}, A
-Portrait ( Raphael), 17,
Poriratt | Rembrandt), 279

Self-Portrait (Van 424
f-Portrait with ﬁﬁl’m
s«-.:m. Gearges, 263.65; 414, 417,

Sﬁ-uhn. Ben, 495
Shephard and She
{ Bauchar ), 200;

Ship in Distress ( Roman), 48
Sfl?lmﬂf Foolz (Bosch), 87, 288;

Luea, 158
W"ﬂm].m
Sistine Chapel, interior of, 175
Sixtus IV and Hix Femiliars
{H;lu:? da F;uéﬁh IE}:
Sketc 4 achine
@mﬂnh Inﬂé:g
Goddess Nut gyptian}), 15
Slate Quiarries (], Crome), 364
. B:‘G’ Gymr (H. Rousseaa],
Soup, The lﬂmuniﬂ]. a8l
Souting, Chalm, 467

herdess

5 Mm ' §
pﬁhﬂi i Kangaroar
Spririt the Dmd Watehing

Standing Buﬂuln lf Font-de-
Gauma ), 2

Swamp Angel ( Ermst), 491
Symbalism, E'.i'i-?‘.i :‘

Tailor, A (Moroni ), 199

Tanguy, Yves, 494

Tﬂwtm Brawl [ Browwer), 2668

Il'lﬂ'ﬂ'ﬂﬂ of, B4
} 186

Ter_l:ngghl:u. Hmdri.r:.i l'?& 265
Thebes, tonbs in, 18, l'ﬂ... L, 18,

32
TM&M Carriage ( Daumiler),
Th:;i of May, 1608 (Goyn), 225

mmUﬁngandlhtThruDﬂd
{F. Traima), 01

Tﬁ:'?; Muticions ([ Pieassa), 303;

Tiepolo, Ciovannl Battista, 315,

L

L] N

Tigor Killing ¢ Bull (Roman), 52

Tintaretto, 156-57; 200, 240

Tiryna, Palace at, 18-19; 21

Titlan, 127-20; 168, 157, 188, 189,
1540, 181

Tonmmmuso da Modenu, 89

"TIWE {Paluce st Knossos),

Toulouse-Lantrec, Henri de, 275-
T8; 438, 438, 450

Tﬂ;ﬂg of Blue Horees (Maro),

Tmmi, ﬁr

Tt.lil.f:l'l.l... Francesco, 91
Tl’f;;ph of Raligion (Tiepolo),

Turkish Lody with Het Servant
[ Liotard), Si4

Turner, William, 231-382, 237, 372
Tuseust Town (A, Lovenwsitd), 8%
ngrmrg Machive (Kleo ), 514;
Two: Bull Elonds { Bushimnm ), ¥

Tnﬂ Bulls Fighting (Egyptian),

Tu:omﬂmmr af Aest (Degas),
Two Heads Divided into Facets
{Dibrer §, 311

Uceello, Pacls, 139

Uncle and Niece lDefu} 09
Utrecht Psalter { Carolinglan), 63
Utrecht SchﬂuL 178, 191

Van der Goes, Hugu, 113

Vou der Weyden, Hoger, 84-0;
106, 111, 116

"I’l.ll. Dyek, .‘m‘lhnn

a Eyck, Huilert or ]un T2

EI4 101, 102, 103

Vi Eyd:, Jun, 71-2, 8i-4, 105;
101, 102, 103, 104, 107, 108

Yo Vincent, 26587, 273;
420, 437, 422, 433, 424, 430
Van Goyen, Jan, 183-84; 281

Variation on a Sell Life by De
Hmn { Matisze ), 445
22-3, 30, 82:
20,82, 25,54,
:5 26, 37, 29
Viaticon Verpil { Romia ), 57
Veluiques, a, 182-93; 287,
288, 294, 208, 300, 301
Veneriuno, Domenico, 140
Venur, Vulcan, and the Three
Graces ( Late Gothic), 156
"ﬁ:;gnﬂu:r. Jun, 191, 192, 270, 258,

Veronese, 150; 169, 103, 164

Very Rich Book of Hours ( Paul of
Limburg ), 87-8; 535

Vétheuil: Sunshine and  Snow
{ Monet }, 390

Victims (Oruzco), 453

Vfﬂﬁn{ﬂmﬂm Cupid (Caravaggio),

Victoriows  David | Custaguo ),
102-8; 152

Vi‘?;wcm:miEmly Christian ),

mﬁs at Verswilles | Bouington),
V&{:;afnﬂun!m { Villa of Livia),

View of Haarlem {]J- van Ruls-
dael), 282

View of the Lusembourg Cordesu
ﬂg. L. David), 338

v mo&m Mysieries (Pompeli),

Villape Bride | Greuze ), 201, 202,
215; 313

Virgin Adoting the Cheist Child
{ Correggio ), ITO

Virgin and Child [ Roymer-
swaele ), 230

Vitgin end Child uith
( Griinewiild ), 135, 207

Virgin of the Aocks { Loomardo ),
oo, 161

Vir, 'n'?;n'-th Apostles (Gothic];
al;

Viaminck, Maurics, 445

Vallard | Picassa), 460, 461

Vulllord, Edousrd, 418

Water Carrier of Seville [ Velaz-

Wi und tha Shetk (

ateern. and ¢ )

214-15; 335 cuph:f

Wittiau, Antotne, 1909.204); 310,
J25, 328

Wax painting, method of, 34

West, Benfanin, 213-14, 334

Wespnotth Bay { Constable). 371

Wiistler, Jumes, 405, 406

Wilidl Beasts. sve Fuuves

Wild Boar ( Altamii ), & 4

"Wiltow Diptyeh” [English Mas
ter), 54

Witches' Sabbath (Gaya), 347

Witte, Emanucl de, 285

Wite, Gonrad, 119

Wornum Repovts of the Old Men's
g:;'nc af Huoarlem (Hulk), 271

Woodcut, 148-50, 275; 215, 429

Westeniclewd Bioon { Altambm ), 8; 3

Wreck of the "Haffnung” | Fried-
rich}, 374

Wright uf Dy, Jaseph. 824

'I'dn‘ir;;a Cheist  ( Caugnin), 274
o

Yomker Romp ond His Sweethomt
i Hals), 178-79; 249

'Fn;;sg Girl, study af (Pontormn ),

Young Hore (Diirer), 212
Tnung { Florontine Mastex ),

Tﬂunﬁ rl'..m'fy with a Vel (Naph

Young Mﬂn Among Hoxes (Hil
lHard), 25

Young Mother (Do Hooch), 296

Young Princens ( Master of Mou-

- lns}, '?'T. IUE;IIES "
oung Maying - with - Its
Mather .’I.hlﬂ.::fi:lﬁm

Youih [ Bouguereau ), 251-52; 400

Zurbaran, Fruncisco de, 267
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by the owners or custodians of the works of art reproduced, except for the lollowing, whose courtesy
in fumishing photographs is gratefully acknowledgad:

Alinari, Florence (figures 38, 41, 44, 45, 52, 77, 78, 89, 100, 129, 138, 146, 154, 158, 174, 180, 183,
188, 187, 193, 194, 197, 245, 253, 255, 342, 368, and figure 280 through the courtesy of Mr. Leo Collins,
New York): Alinar-Giraudon, Paris {(160); Anderson, Rome (39, 51, 56, 76, 88, 81, 148, 175, 152, 196,
108, 240, 301, 345, 367, and Agure 42 through the courtesy of Lady M. GCabriel. Mr. Kisco, New York);
Biichergilde Gutenberg, Zurich (30, 31); Braun & Cie,;, Mulhouse (250, 311, 400). Brogi, Flovence (28,
38, 37, 49, B4, B7, 142 149, 150, 153, 177, 181, 184, 185, 188, 225, 237, 2531 Bruclmann K.G.,
Munich (203, 236, 253); Bulloz, Paris (303, 337, 343, 352, 399, 409); Clarendon Press, Oxford (figure
7. from M. Helen Tongue, Bushman Painting): A.C. Cooper, Ltd., London (320, 363); Pierre: Devinoy,
Paris (71); Durand-Ruel & Cie., Paris (404); Editions “Cabiers d'Art,” Paris (figure 461, from Christian
Forvas, Pablo Picasso)i Copyright Editions Cercle d'Art, Paris (460); Edixione Artistiche Fiorentini,
Venice (200, 201); Fine Art Engravers, Ltd., London (392); Giraudon, Paris (96, 59, 161, 163, 238, 264, 304,
308, 340, 341, 344, 353. 355, 356, 358, 361, 354, 355, 303, 401, 468); Hirmer Verlag, Munich (figure
316, from M.v. Freeden and C. Lamb, Das Meisterwerk des Giovannd Battista Tiepolo. Foto Carl Lamb);
Hofmann SWB, Basel (226); Foto Kleinhempel, Hamburg (92, 374); M, Knoedler & Co., Inc,, New
York (397, 408, 424); Jusn Arauz Lomeli, Guadalajara (figure 453, through the courtesy of Professor L.
Schmeckebier, Syracuse, New York); Mas, Barcelona (108, 127, 230, 241, 242, 263, 268, 299, 300, 318,

7, 410); Pierre Matisse Gallery, New York (488); R. Piper Verlag, Munich (illustration to chapter
heading, page 279, from the Callection of Reinhard Piper); Adolph Studly, Jr., New York (454); Time,
Ine., New York (15); Verlag Herold, Vienna-Munich (figure 72 from Floridus Rohrig, Der Verduner
Alrarl; Vizzavony, Poris (425).

Copyright ACL, Brussels (101, 104, 118, 120, 125, 147, 258, 339, 434); Direktion der Antiken-
sammlungen, Munich (22, 26, 27); Archives Photographiques, Paris (6, 66, 98, 227, 303, 310, 313, 334,
385, 406, 428, and figure 447 through the courtesy of Mr. Alfred H. Bam, Jr., New York); Bayerische
Staatsgemiildesammiungen, Munich (124, 190, 191, 217, 219, 230, 257, 266, 293); California Palsce of
the Legion of Honor, San Francisco (496); Foto GFN, Rome (55, 244); Hessische Treahondverwalliung
der Fritheren Proussischen Kunstgutes, Wiesbaden (117, 123, 151, 202, 214, 222, 351, 282, 280, 201,
266): Landon County Comndl, Trustees of the Iveagh Bequest, Kenwood, London (279); Bildurchiv Foto
Marburg, Marburg Kunstinstitut (315); Metropolitan Musewm of Art, New York (10, 18, 18, 20, 215,
276, 359, 306); Muscum of Fine Arts, Boston (218); Museum of Modem Art, New York (416, 427, 439,
452, 458, 459, 478, 479, 48], 485, 489, 408); Board of Trustees for the National Galleries of Scotland,
Edinburgh (312); Oriental Institute, Univensity of Chicago (12, and fllustration to chapter heading, page
12), Bildarchiv D, Ost. Nationalbibliothek, Vienna (58, 75, 121, 212, 216); Philadelphia Museum of Art
{378); Pontificia Commissione per Archacologia Sacra, Reme (53); San Francisco Museum of Ant (aB0);
Copyright of the Trustees of Sir John Soane’s Museum, London (319); Soprintendenza Alle Antichiti Della
Campanin (43); Soprntendenza Alle Antichitd, Syracuse, Sicily (50}, Soprintendenza Alle Galledia, Flor
ence (80, 140, 235, 230); Soprintendenza Antichita, Florence (46); Board of Trinity College, Dublin
(59); Courtesy UNESCO (8); Victoria & Albert Museum, Lendon (2684); The Warburg Institute, London
(143).

Mr. Alfred H. Bam, Jr., New York (243); Mr. William Chapman, New York (Bgure 5, from the
color fim Lascaux: Cradle of Mon's Art); Dr. Herbert Kilhn, Mainz (fgure 3, and ilhistration to chap-
ter heading, page 8); Archiv Dr. L. Miinz, Vienna (273); Dr. Lothar Pretzell, Schloss Celle, Germany
(491} Professor M. Weinberger, New York (223).

Figures 162, 172, und 173 are reproduced by the gracious permission of Her Majesty Queen Elizabeth I1.
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