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PREFATORY NOTE

Ix this interesting treatise a German writer has made an
attempt, and a curiously successful one, to deal with the great
period of the High Renaissance in Italy from a somewhat novel
point of view—that, in fact, of the craftsman himself, rather
than that of the interpreter. Passing over the anecdotic and
historical aspects of schools and periods, he has made a syn-
thetic study of that completed form of art which has been
described—mistakenly, he contends—as a return to classic ideals
brought about by the discovery of antique models. He has
confined himself for purposes of demonstration to the works
of the great masters of Central Italy. The book is of modest
dimensions, and its author does not claim to have dealt ex-
haustively with his vast theme, but rather to be one of the
pioneers in a field that has been strangely neglected by art-
historians and the newest school of art-critics—the field of
pure aesthetics. Insisting strongly on the necessity of systematic
work on this fruitful ground, Herr Wélfflin does not wander
haphazard among the artistic phenomena of the period. The
whole question of colour, for instance, has been left for future
consideration. He deals here with problems of form alone.

From this point of view he has given us an excellent treatise
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PRHFATORY NOTE

on composition, or design, to use that word in its widest sense,
dealing chiefly with the character and action of figures, and the
pattern made by them. The result is a trustworthy guide to
the minds of those painters who belonged to the Schools of
Florence and Rome—the schools of pure design, as distinguished
from those which placed their chief dependence on colour and
chiaroscuro. Speaking broadly, his reasoning is the unconscious
reasoni;)g of the painter put into words, so that he conveys to
the reader the whys and wherefores of things from the artist’s
own  standpoint. Anyone reading Herr Wolfllin carefully may
fairly assume that he is following the workings of Raphael’s
mind as he built up things like the Disputa, the School of
Athens and the Madonna di San Sisto.

WALTER ARMSTRONG.
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INTRODUCTION

CLASSIC ART?!

THE word “ classic” has a somewhat chilly sound. It seems to thrust
us out of the brilliant, living world into an airless space, the abode of
shadows, not of human beings with warm red blood. Classic Art represents
for us eternal death, eternal age, the fruit of the academies, a product of
teaching rather than of life. And our thirst for the living, the actual,
the tangible is so insatiable! The art the modern man demands is an art
that savours of earth. The Quattrocento, and not the Cinquecento, is the
darling age of our generation; we love its frank sense of reality, its naiveté
of vision and emotion. We readily take a few archaisms of expressions
into the bargain, so pleasant is it to admire and to smile at the same time.
The traveller at Florence pores with unquenchable delight over the pictures
of the old masters, who tell their story so artlessly and sincerely that
he feels himself transported into the cheerful Florentine room where a
woman receives her visitors after child-birth, or into the streets and squares
of the medisval city where the people stand about, and whence one or the
other of the actors in the scene looks out of the picture at us with a
vitality positively startling. Everyone knows Ghirlandajo’s paintings in
Santa Maria Novella. How gaily the artist sets forth the legends of the
Virgin and of St. John, telling the story in a homely, but not a sordid
fashion, showing life under its holiday aspect, with a healthy delight in
colour and profusion, costly raiment and ornaments, rich architecture and
plenishings. 'What could be daintier than Filippino’s picture in the Badia,

1 It will, of course, be understood that throughout this work, the author uses the
term ¢‘Classic Art” in a special sense, applying it to the Art of the High Renaissance
in Italy,—T=.
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of the Madonna appearing to St. Bernard, and laying her slender hand on his
hook ? And what an aroma of Nature breathes from the lovely girl-angels

who attend the Virgin, and press forward, timid vet inquisitive, behind
her mantle, their hands mechanically folded in the attitude of prayer, as
they look wonderingly at the strange man. Before Botticelli’s charm even
Raphael himself must yield, and he who has once fallen under the spell of
his sensuous melancholy will be apt to find a Madonna della Sedia
uninteresting. .

The early Renaissance calls up a vision of slender-limbed, virginal

figures in variegated robes, blooming meadows, floating veils, spacious

halls with wide arches on graceful pillars. It means all the fresh vigour of |

youth, shining eyes, all that is bright, transparent, lively, cheerful, natural
and varied. Pure nature, vet nature with a touch of fairy splendour.

We pass unwillingly and distrustfully from this gay and many-coloured
world into the still and stately halls of classic art. What manner of men
are these? Their gestures seem strange to us. We miss the child-like
unconscious charm of a more intimate art. Here there is no one who looks
at us like an old friend. Here are no cosy rooms with homely utensils
scattered about, but colourless walls and massive architecture.

Indeed, the modern Northerner approaches works of art such as the
School of Athens so wholly unprepared for their enjoyment, that his
embarrassment at a first sight of them is not unnatural. We can hardly
blame him, if he secretly asks himself why Raphael did not rather choose
to paint a Roman flower-market, or some such animated scene as that of
the peasants coming to be shaved on Sunday mornings in the Piazza
Montanara. The artistic problems solved in those other works have no
points of contact with modern dilettantism, and we, with our archaic
predilections, are fundamentally incapable of appreciating these master-
pieces of form. We delight in primitive simplicity. We enjoy the hard,
childishly clumsy construction, the jerky, breathless style of the precursors,
and neither understand nor value the artistically rounded, sonorous periods
of their successors.

But even when the thesis is more familiar, as when the Cinquecentists
treat the old simple themes of the Gospel cycle, the indifference of the
public is still comprehensible. It feels itself on insecure ground, and
cannot tell whether it should accept the gestures and ideas of classic art as
genuine. It has had to swallow so much false classicism, that it turns with
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zest to coarser but purer fare. We have lost faith in the grandiose. We
have become weak and distrustful, and everywhere we detect theatrical
sentiment and empty declamation.

And the_factor that counts for most in our distrust is the perpetual
suggestion that this art is not original, that it derives from the antique,
that the marble world of the:buried past laid a deathly hand on the
‘blooming life of the Renaissance:

Yet classic art is but the natural sequence of the Quattrocento, a
perfectly spontaneous manifestation of the Italian genius. It was not the -
outcome of imitation of a foreign exemplar—the antique—it was no
product of schools, but a hardy growth, springing up at a period of most
vigorous life.

This correlation has been obscured for us, because—and herein perhaps
lies the real ground of the prejudice against Italian classicism—a purely
national movement has been taken for universal, and forms which have life
and meaning only under certain skies and on certain soil have been
reproduced under wholly different conditions. The art of the High
Renaissance in Italy is Italian art, and its idealisation of reality was after
all, but an idealisation of Italian realities.

Vasari himself so divided his work as to open a new section with the
sixteenth century, that period in relation to which the earlier stages were
to appear but as preliminary and preparatory. He begins the third
division of his art-history with Leonardo. Leonardo’s Last Supper was
painted in the last decade of the fifteenth century. It was the first great
work of the new art. Michelangelo made his début at the same time.
Nearly twenty-five years younger than the Milanese, he too had new things
to say in his very first works. Fra Bartolommeo was his contemporary.
Raphael followed at an interval of about ten years, and Andrea del
Sarto came close upon him. Broadly speaking, the first twenty-five years
of the sixteenth century are taken as representative of the classic evolution
in Romano-Florentine art.

It is not altogether easy to take a general survey of this epoch.
Familiar as its masterpieces have been made to us from our youth up
2y means of engravings and reproductions of all kinds, it is only by slow
legrees that we can form a coherent and lively idea of the world that
sore these fruits. It is otherwise with the Quattrocento. The fifteenth
rentury still lives before our eyes in Florence. Much has disappeared,

B 2
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much has been removed from its natural setting to the prisons of the
museums, but still, there are many places left in which one seems 130
breathe the very air of the period. The Cinquecento is represented in
more fragmentary fashion ; in fact, it never achieved complete expression.
In Florence one feels that the vast substructure of the Cinquecento lacks
its crown. The final development is not clearly apparent. I am not
alluding to the early removal of easel pictures, in consequence of which
there is very little of Leonardo’s left in Italy, but to the dissipation of
- forces that took place in the verv beginning. Leonardo’s Last Swupper,
which belongs incontrovertibly to Florence, was painted for Milan.
Michelangelo became half-Roman, Raphael wholly so. But among their
Roman achievements are the Sistine ceiling, an absurdity, a penance to
the artist and the spectator, and those paintings Raphael was obliged to

execute on walls in the Vatican, where no one can see them properly.
Of the rest, how much was actually finished, how much of the short
period of perfection went further than the initial project, and how much
escaped immediate destruction? Leonardo’s Last Supper itself is a wreck.
His great battle-piece, destined for Florence, was never completed, and |
even the cartoon is lost. Michelangelo's Bathing Soldiers shared the same

fate. Of the tomb of Julius IL, only two figures were executed, and the ‘
facade of San Lorenzo, which was to have been a mirror reflecting the

soul of Tuscan architecture and sculpture, was never carried out. The ‘
Medici Chapel is only a partial compensation; already it verges on the
baroque. Classic art has left us no monument in the great style, in which

architecture and sculpture are welded together for perfect expression ; and

the great achievement of architecture, in which all the artistic forces of

the age combined, St. Peter’s at Rome, was destined after all to be no true

monument of the High Renaissance.

Classic art then may be likened to the ruins of an unfinished building,
the original form of which must be reconstructed from fragments widely
scattered and from imperfect tradition, and there is perhaps much justice
in the assertion that in all the history of Italian art there is mo more
obscure epoch than that of its golden age.
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I
PRELIMINARY SURVEY

ItaLian Painting begins with Grorro. It was he who loosened the
tongue of art. What he painted has a voice, and what he relates becomes
an experience. He explored the wide circle of human emotion, he dis-
coursed of sacred history and the legends of the saints, and every-
where of actual, living things. The heart of the incident is always
plucked out, the scene, with its effect upon the beholders, is always brought
before us, just as it must have taken place. Giotto, like the preachers and
poets of the school of St. Francis of Assisi, undertook to expound the
sacred story, and to elucidate it by intimate details; but the essence of
his achievement is to be found, not in poetic invention, but in pictorial
presentment, in the rendering of things that no one had hitherto been able
to give in painting. He had an eye for the speaking elements of a scene,
and perhaps painting never made such a sudden advance in expressive
power as in his time. Giotto must not be looked upon as a kind of
Christian Romantic, who bore about in his pocket the outpourings of a
Franciscan brother, and whose art had blossomed under the inspiration
of that infinite love by which the Saint of Assisi drew heaven down to
earth, and made the world an Eden. He was no enthusiast, but a man
of realities ; no poet, but an observer ; an artist who is never carried away
by the ardour of his eloquence, but whose speech is always limpid and
expressive.

Others surpassed him in fervour of emotion and in force of passion.
Giovanni Pisano, the sculptor, shows more soul in his more inflexible
material than the painter Giotto. The story of the Annunciation could
not have been more tenderly told in the spirit of that age than by Giovanni
in his relief on the pulpit at Pistoja, and in his more passionate scenes
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there is somethmg of Dante’s fiery spirit. But this very quality was his
undoing. He forced expression too far. The desire to express emotion
destroyed the sense of form, and the master’s art ran riot.

Giotto is calmer, cooler, more equable. His popularity will never
wane, for all can understand him. The rough traits of national life
appealed to him more strongly than its refinements, and he sought his
effects in clarity rather than in beauty of line. His works are curiously
lacking in that harmonious sweep of draperies, those rhythmic movements
and attitudes which constituted style in his generation. Compared with
those of Giovanni Pisano, they are clumsy, and with those of Andrea
Pisano, the master of the brazen gates of the Baptistery at Florence,
absolutely ugly. The grouping of the two women who embrace and the
servant attending them in Andrea’s Visitation, is a sculptured melody.
Giotto’s rendering is hard, but extraordinarily expressive. One does not
easily forget the line of his Elizabeth bending down to look into the
Virgin’s face (Chapel of the Arena, Padua); whereas of Andrea’s group
one retains but a vague impression of harmonious curves.

Giotto’s art reached its highest expression in the frescoes of Santa
Croce. In clarity of representation he here went beyond all his earlier
works, and in composition he essayed effects which entitle him, in intention
at least, to rank beside the masters of the sixteenth century. His own
immediate successors could not understand this aspect of hisart. Simplicity
and concentration were again abandoned ; painters desired above all things
to be rich and varied ; in the effort to be profound, they produced pictures
that were confused and ambiguous. Then, at the beginning of the fifteenth
century, a painter appeared who set things right by his vigorous initiative,
and determined the pictorial aspects of the visible world. This master
was Masaccro.

The student at Florence should not fail to see Masaccio immediately
after Giotto, in order to note the difference in all its intensity. The
contrast is amazing.

Vasari makes a remark about Masaccio, which has a somewhat triv 1&1
and obvious sound. ¢ He recognised that painting is but the imitation of
things as they are.”! One might ask why the same should not have been
said of Giotto. The sentence has probably a meaning deeper than the
superficial one. What now seems to us a commonplace—that painting

1 Vasari, Le Vite (ed. Milanesi), 11. 288.
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should give an impression of reality—was not always an axiom. There
was a time when this requirement was quite unknown, and for the sufficient
reason, that it was believed to be essentially impossible to suggest the
tactile quality of material objects on a flat surface. This was the received
opinion of the whole medisval period. Men were content with a repre-
sentation that merely suggested objects and their relation to one another
in space, without any idea of inviting a comparison with Nature. It is
a mistake to suppose that a medigeval picture was ever approached with
our preconceptions of illusory effect. It was undoubtedly one of the
greatest advances achieved by humanity, when this limitation was recog-
nised as prejudicial, and when men began to believe that it might be
possible to achieve something which should come near to the actual
impression made by Nature, though the effects might be produced by very
different means. No one man could have brought about such a re-adjust-
ment of ideas. A single generation indeed could not suffice. Giotto did
something towards it; but Masaccio added so much, that he was very
justly described as the first artist who attained to * the imitation of things
as they are.”’ .

First of all, he amazes us by his thorough mastery of the problems of
space. In his hands for the first time a picture became a stage, in the
construction of which a certain fixed point of sight was kept steadily
in view, a space in which persons, trees and houses had their duly and
geometrically determined places. In Giotto’s works everything was still
massed together; he superimposed head above head, without asking
himself how their respective bodies were to find places, and the archi-
tecture of the background has the appearance of unsubstantial stage
scenery, bearing no sort of actual proportion to the figures. Masaccio
not only portrays possible, habitable houses, but gives a sense of space
that extends to the last line of his landscapes. His point of sight is
taken on a level with the heads, and the crowns of the heads of figures
on the equal surfaces are therefore all of a height. This gives an extra-
ordinary appearance of solidity to a row of three heads in profile, one
behind the other, terminating perhaps with a fourth head, seen full-face.
Step by step we are led into the depths of the given space; everything
is ranged in clearly defined strata, one behind the other. The student
who wishes to see the new art in all its glory should go to Santa Maria
Novella, and study the fresco of the Trinityv. Here, by the aid of archi-



10 THE ART OF THE ITALIAN RENAISSANCEH

tecture, and the use of intersections, four zones are developed towards the
background, and the illusion of space is astonishing. Beside this, Giotto's
work looks absolutely flat. His frescoes in Santa Croce have the effect of
a carpet ; the uniform blue of the sky suffices in itself to bind the various
pictures together in a common effect of flatness. It would seem as if the
artist had had no idea of laying hold of some element of reality ; the
flat surface of the division is at best uniformly filled up to the top, as if
the painter had been required to decorate it in some ornamental fashion.
All round the design are bands with mosaic patterns, and ,when these
patterns are again repeated in the picture itself, the imagination is not
constrained to make any distinction between the frame and the thing
enframed, and the suggestion of a flat wall-decoration becomes unpleasantly
obtrusive. Masaccio enframes his scenes between painted pilasters, and
seeks to produce the illusion of a continuation of the picture behind
these.

Giotto barely indieates the shadows cast by solid bodies, and for the
most part altogether ignores the shadow cast by a body in light upon a
light ground. It was not that he had never noticed them, but that it
seemed to him unnecessary to insist upon them. He looked upon them as
disturbing accidents in a picture, by which the subject was in no wise
elucidated. In Masaccio’s hands, light and shade become elements of first-
rate importance. It seemed to him essential to render the actual condition
of things, and to show the full force of natural effects on material objects.
His manner of treating a head with a few vigorous indications of form
gives a totally new impression. Bulk is expressed here with unprecedented
power. And it is the same with all other forms. As a natural con-
sequence of this treatment, the high tones of the earlier pictures with their
shadowy effects give place to a more substantial system of colour.

The whole structure of pictures was consolidated, so to speak, and here
we may appropriately quote another remark of Vasari’s, to the effect that
it was Masaccio who first made figures stand on their feet.

Besides this there is something else, the intensified feeling for the
personal, for the peculiarities of the individual. Even Giotto differentiates
his figures, but his are only general distinctions. Masaccio gives us clearly
marked individual characteristics. The new age is termed the century of
‘Realism.” The word has now passed through so many hands that it
no longer has any clear meaning. Something proletarian clings to it, a
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semblance of bitter opposition, where coarse ugliness wishes to force itself
in, and claims its rights, since it too exists in the world. The quattro-
centist realism is, however, essentially joyous. It is the higher estimate,
which brings new elements. Interest is no longer confined to the individual
head, but the vast variety of individual attitudes and movements is
included in the realm of worthy motives for representation, attention is
given to the will and mood of each particular material, and the artist
rejoices in the stubborn line. The old laws of beauty seemed to do violence
to nature; the swaying attitude, the varied modulations of the drapery,
were felt to be merely beautiful phrases, of which men had become weary.
A mighty need arose for reality, and if one thing shows sincere belief in the
value of the newly comprehended sense of vision more strongly than another,
it is the circumstance that even supernatural beings for the first time
appear credible in earthly dress, with individual features, and without a
trace of idealism in their representation.

It was not a painter, but a sculptor, in whom the new spirit was next
destined to manifest itself most synthetically. Masaccio died young, and
could therefore but briefly express himself, but DoxarkrLo is a conspicuous
figure throughout the entire first half of the fifteenth century ; his works
form a long series, and he is indisputably the most important personality
of the Quattrocento. He took up the peculiar tasks of the time with
unrivalled energy, and yet he was never carried away by the one-sided-
ness of an unbridled realism. He was a portrayer of men who pursued
the characteristic form to the very depths of ugliness, and then again in
all calm ‘and purity, reproduced the image of a tranquil and bewitching
beauty. There are statues of his in which he drains an abnormal
individuality to the very dregs, as it were, and side by side with these are
figures like the bronze David, where the High Renaissance feeling for
beauty already rings out clear and true. He is withal a storyteller
of unsurpassable vividness and dramatic force. A panel like the St Jokn
relief at Siena may be fitly designated the best narrative of the century.
At a later date, in the Miracles of St. Anthony at Padua, he attacks
veritable cinquecentist problems, introducing excited and dramatic crowds,
which, compared with the quiet rows of bystanders in contemporary
pictures, represent a really memorable anachronism.

The counterpart of Donatello in the second half of the Quattrocento is
VErrocchio (1485-1488), who is in no way comparable to him in personal
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David, by Donatello.

greatness, but is the manifest represent-
ative of the new ideals of a new genera-
tion.

From the middle of the century a
growing desire for delicacy, grace of limb,
and elegance is discernible. The figures
lose their ruggedness; they are of a more
slender type, small of wrist and ankle.
The plain blunt stroke is resolved into
a smaller, finer movement. The artist
begins to take pleasure in exact model-
ling. The most delicate undulations of
surface are noticed. Tension and move-
ment are aimed at rather than repose
and reticence ; the fingers are spread out
with a conscious elegance, there is much
turning and bending of the head, much
smiling and emotional uplifting of the
eyes. Affectation, by the side of which
natural feeling has not always been able
to hold its own, gains ground. The con-
trast is already evident when Verrocchio’s
bronze David is compared with the similar
figure by Donatello. The sturdy youth
has become a lithe-limbed boy, still very
spare, so that many outlines are visible,
with a pointed elbow, which is deliberately
included in the chief silhouette by the

placing of the hand on the hip.! Tension is expressed in every limb.
The outstretched leg, the compressed knee, the straining arm with the
sword are all in strong contrast to the repose which marks Donatello’s
figure. The whole conception is based on an impression of movement.
The head even is now required to express movement, and a smile steals
over the features of the youthful conqueror. The master’s desire for grace

1 The illustration unfortunately does not give quite the true front view. In the
original there is also a difference of size; Verrocchio's David is about one-third smaller

than Donatello’s.




finds satisfaction in the de-
tails of the armour, which
delicately follows and inter-
rupts the fine lines of the
body, and when we note the
thorough modelling of the
nude, Donatello’s summary
process seems empty indeed
compared with Verrocchio’s
wealth of form.

The same spectacle is
offered by a comparison of
the two equestrian figures,
those of Gattemelata at
Padua and of Colleoni in
Venice. Verrocchio expresses
the utmost tension in the
seat of the rider and the
movement of the horse. His
Colleoni is riding with rigid
legs, and the horse presses
forward in a way that con-
veys the impression that it
is being pulled. The manner
in which the commander’s
baton is grasped, and the
turn of the head show the
same intention. Donatello

by contrast appears infinitely simple and unpretentious.
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David, by Verrocchio.

And again, he

presents his large unbroken planes, where Verrocchio breaks them up,
and goes into minute details. The trappings of Verrocchio’s horse are

meant to reduce the planes.

The armour in itself, as well as the

treatment of the mane, is a very instructive piece of late quattrocentist
decorative art. The elaboration of the muscular parts was carried
so far by the artist, that soon afterwards the criticism was passed that
Verrocchio had made a horse from which the hide had been stripped.!

1 Pomponius Gauricus, De Scu/ptura.
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-The danger of losing himself in petty details was clearly immi-
nent.

Verrocchio’s chief title to fame is his work in bronze. It was in his day
that the real merits of the material were developed. Men set about to
break up the mass, to separate the figures and to silhouette them with
delicacy. Even from the pictorial side bronze possessed beauties which were
recognised and fully turned to account. The luxuriant wealth of folds in
drapery, as in the group of Christ and St. Thomas at Or San Michele

Madonna. Relief by Rossellino.

depends not only on the impression to be made by line, but also on the
effect of glittering lights, dark shadows, and scintillating reflections.
Workers in marble soon turned the reaction in taste to account. ‘The
eye had leamnt to appreciate the slightest nuances, and stone was
worked with unprecedented delicacy. Desiderio carves his dainty festoons
of fruit, and shows us the joy of life in his busts of Florentine maidens.
Antonio Rossellino, and the somewhat broader Benedetto da Majano,
rival painters in wealth of expression. The chisel renders the soft flesh of
children as accurately as the fine veil of a head-dress. And if we look care-
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fully, the wind seems here and there
to have lifted the end of a drapery,
causing a playful crumpling of the
folds. In the perspectives of archi-
tecture or landscape the depth of
the relief is greatly increased. It
may be said that ail treatment of
flat surfaces shows a desire to leave
an impression of life-like quiver-
ing and trembling.

The typical ancient motives of
plastic art are wherever possible
changed in style, so as to express
movement. The kneeling angel
with the candlestick, as Luca della
Robbia simply and beautifully de-
picted him, is no longer sufficient ;.
he too is summoned to join in the
tumult of movement, and thus a
figure such as Benedetto’s Angel
bearing Candelabrum in Siena is conceived. With smiling countenance
and playful turn of the head the little satellite makes his obeisance, his
dress fluttering in many folds round his shapely ankles. The higher de-
velopment of such running figures is seen in the flying angels. who seem to
cleave the air with a stupendous commotion of lines in their clinging
drapery, whereas being simply reliefs against a wall, they only simulate
the impression of detached figures. (Antonio Rossellino, tomb of the
Cardinal of Portugal in San Miniato.)

The painters in the second half of the century advance on parallel
lines with this group of sculptors of the delicate style. They are naturally
far better exponents of the spirit of the age. It is they who colour our
conception of quattrocentist Florence, and when the early Renaissance is
mentioned, we think at once of Botticelli and Filippino and the sumptuous
pictures of Ghirlandajo.

Fra Fmrro Lirer was the immediate successor of Masaccio; he
modelled his style on the frescoes of the Brancacci Chapel: about the
middle of the century he executed some very creditable work in the choir-

Augel bearing Candelabrum, by Luca della
e & S Robbia. | Y
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pamtmgs of the Cathedral of Prato.
He is not wanting in dignity and
as a Painter in the special sense
he stands quite by himself. His
easel-pictures treat subjects like
the twilit forest depths, which do
not appear again in art till the
time of Correggio, and in his
frescoes he surpasses all the Floren-
tines of his century in charm of
colour. Every one indeed who has
seen the apse of the Cathedral of
Spoleto, where he aimed at pro-
ducing a tremendous marvel of
colour in his Coronation of the
Virgin, will acknowledge that it
has no parallel. For all this, his
: pictures are faultily constructed.
Angel bearing Candelabrum, by Benedetto da 'rhe,v lack space and Cl&rity, and
Majano. have an incoherence that makes

us regret that he was so little able

to profit by the achievements of Masaccio: the next generation had
much to clarify, and it carried out the task. If after a visit to Prato one
goes on to Ghirlandajo and studies the frescoes of S. Maria Novella in
Florence, it is amazing to find how limpidly and calmly he works, how the
space clears itself, as it were, how assured the effect is, how transparent
and comprehensible the whole. Similar merits will be noticeable on a
like comparison of the works of Filippino or Botticelli, in whose veins,

nevertheless, the blood ran far less calmly than in Ghirlandajo’s.

Borricerir (1446-1510) was a pupil of Fra Filippo, but only his very
early works show any trace of this. They were men of quite distinct
temperaments, the Frate with his broad laugh and his uniformly
good-tempered pleasure in the things of this world, and Bottlcelll,unpetu-
ous, fiery, full of suppressed emotion, an artist to whom the superficial
elements of painting appealed but little, who found expression in
vigorous lines, and gave to his heads at all times a wealth of character and
expression. Recall his Madonna with the thin oval face, the silent mouth,
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the sad and heavy eyes; how different is his outlook from Filippo’s con-
tented twinkle. His saints are not healthy beings with whom all goes
well ; he gives his Jerome the consuming fire of the spirit, and he thrills
us with the expression of rapture and asceticism in his youthful St. John.
He is earnest in his treatment of the sacred legends, and his earnestness
grows with age, till he abandons all charm of outward appearance. His
beauty has a careworn air, and even when he smiles it seems but a passing
gleam. How little mirth there is in the dance of the Graces in his
Allegory of Spring, how strange are the forms! 'The crude spareness of
immaturity has become the ideal of the time. In representing motion the
artist seeks the strained and angular, not rich curves, and every form is
delicate and pointed, not full and rounded. The master’s daintiness is all
confined to the flowers and grasses on the ground, the gauzy raiment and
jewelled ornaments, and here the style becomes almost fantastic. But
contemplative lingering over details was far from characteristic of
Botticelli. Even in the nude he soon wearied of minute elaboration, and
tried to achieve a simpler method of representation by broader lines.
Vasari, notwithstanding his training in the school of Michelangelo, admits
that he was an eminent draughtsman. His line is always significant and
impressive. It has a certain violence. He is incomparably effective in
the representation of rapid motion, he even gives a certain fluidity to solid
masses, and when he groups his picture homogeneously round a centre,
some new result of great consequence is produced. His compositions for
the Adoration of the Magi are examples in point.

FiLierivo Lirer (circa 1459-1504) must be mentioned in the same breath
with Botticelli. An identity of atmosphere unites two distinct indivi-
dualities until they become similar. Filippino inherited from his father a
fund of talent as a colourist, which Botticelli did not possess. The
outer surface of things attracted him. He treated flesh-tints more
delicately than anyone. He gives softness and lustre to the hair; what
was a question of lines to Botticelli, was a problem of painting to him.
He shows great discrimination in his colours, especially in the blue and
violet tones. His line is softer and more undulating ; it may be said that
he has a certain effeminacy of sentiment. Early pictures by Filippino
exist which are charming in their grace of feeling and execution. Some-
times he seems almost too soft. The St. John in the picture of the

Virgin with Saints of 1486 (in the Uffizi) is not the rugged desert-preacher,
c2
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c?2
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but a sentimental enthusiast. The Dominican in the same picture no
longer holds a book firmly in his hand, but merely balances it upon the
ball of the thumb with a piece of cloth between, while the lithe delicate
fingers move like sensitive feelers. 'The subsequent development does not
correspond to these beginnings. The inner thrill becomes an irregular
outward movement, the pictures are hurried and confused, and the painter
who was able to complete Masaccio’s chapel with dignity and restraint,
can hardly be recognised in the later frescoes in S. Maria' Novella. He
has an infinite wealth of decorative ornament, and the fantastry and
exaggeration, of which Botticelli merely shows a trace, are in him strongly
marked features. He threw himself eagerly into the representation of
movement and often achieves magnificent results by a superabundance
of motion. The Assumption in S. Maria sopra Minerva with angels
revelling like Bacchantes, is a painted Jubilate—then again he sinks
into mere uproar and becomes even crude and commonplace. When he
paints the martyrdom of Philip, he chooses the moment when the cross,
drawn up on ropes, dangles in the air, to say nothing of the grotesque
costumes in the picture. The impression is conveyed that a consummate
ability has been ruined from want of mental discipline, and we understand
why men of far coarser fibre, like Ghirlandajo, outstripped him. In
S. Maria Novella, where the two are seen together on adjacent walls, we
soon tire of Filippino's convulsive episodes, while Ghirlandajo, solid and
sincere, fills the spectator with real pleasure.

GHIrLANDAJO (1449-1490) never suffered from excess of sensibility : he
was of phlegmatic temperament, but his frank cheerful spirit, and his
delight in the pageants of life enlist men’s sympathies. His work is very
entertaining, and he is the painter who tells us most of social life in
Florence. He pays little attention to the subject of the legends. He had
to tell the story of the Virgin and of the Baptist in the choir of S. Maria
Novella ; he has indeed told it, but anyone who did not know it would
hardly understand it. What a picture Giotto mnade of the Presentation of
Mary in the Temple ! How cunningly he brings the whole scene before us 3
the little Mary, who of her own free will mounts the steps of the Temple,
the priest bending towards her, the parents who follow the child with eve
and hand! Ghirlandajo’s Mary is a smartly-dressed school-girl, casting
coquettish side-glances in spite of her rapid advance; the priest is hardlv
visible, for he is concealed by a pillar, and the parents look on at the scene

|
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with indifference. In the Marriage, Mary makes undignified haste to
exchange rings, and the Visitation is a pretty but quite secular present-
ment of a greeting between two women in the street. In the Message of
the Angel to Zacharias, Ghirlandajo cares nothing that the real action is
completely obscured by the numerous portrait-figures in the foreground, who
stand unsympathetically around. He is a painter, not a narrator. The
object itself gives him pleasure. His heads are admirably life-like, but
when Vasari praises his delineation of emotion, no eulogy could be less
appropriate. Ghirlandajo excels in repose rather than in movement. Scenes
such as the Massacre of the Innocents are better rendered by Botticelli than
by him. In general he restricts himself to a simple, quiet presentment, and
pays his tribute to the prevailing taste for movement by inserting a hurry-
ing maid or some similar figure. His observation is never minute. While
many in Florence were making the most searching enquiry into the
problems of modelling and anatomy, of the technique of colour and aérial
perspective, he was content with results already achieved. He was no
experimentalist, no pioneer of pictorial science, but an artist who possessed
the average culture of the day, and thus equipped, aimed at new and
monumental effects. He raised his art from the small style to one dealing
with the effects of large masses. He was rich and yet distinct, gay and
sometimes even great. The group of the five women in The Birth of the
Virgin has no equal in the fifteenth century. And the essays which he
made in motives of composition, centralisation of episodes and treat-
ment of corner-figures are such that the great masters of the Cinquecento
could make them their starting point.

We must take care, however, not to overestimate the value of his
work. Ghirlandajo’s paintings in S. Maria Novella were completed about
1490 ; in the years immediately succeeding Leonardo’s Last Supper was
painted, and if this were available for comparison in Florence, the ¢ monu-
mental * Ghirlandajo would at once appear poor and limited. The Last
Supper is a picture infinitely grander in form, and form and subject are
completely in harmony here.

The assertion often erroneously made of Ghirlandajo, that he summed up
in his art the results of the Florentine Quattrocento, is in the highest
degree true of Lroxarpo (born 1452). He is subtle in his observation of
detail, and sublime in his conception of the whole; he is a distinguished
draughtsman, and no less consummate a painter; there is no artist who
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has not found his own special problems treated by him, and further
devcloped, and he excels all others in the depth and intensity of his
personality.

As Leonardo is usually discussed among the Cinquecentists, we are
prone to forget that he was only a little younger than Ghirlandajo, and
actually older than Filippino. He worked in Verrocchio’s studio, and his
fellow-pupils there were Perugino and Lorenzo di Credi. The latter was a
star, which did not shine itself, but received its light from another planet ;
his pictures seem like careful exercises on a set theme; Perugino, on the
contrary, had originality, and is of great significance in the contin-
uity of Florentine art, as we shall see later. These pupils have made
Verrocchio’s teaching famous. His atelier was clearly the most versatile
in Florence. The combination of painting and sculpture was the mere
desirable since it was precisely the sculptors who were disposed to make a
methodical attack upon nature, and there was thus less danger of falling
into the cul-de-suc of an arbitrary individual style. An intimate -affinity
scems to have existed between Leonardo and Verrocchio. We learn from
Vasari how closely allied their interests were, and how many threads
Leonardo took up which Verrocchio had begun to weave. Nevertheless
it is a surprise to see the pupil’s youthful pictures. The Angel in
Verrocchio’s Baptism (Florence Academy) moves us indeed, like a voice
from another world, yet how entirely unique a picture like the Madonna
of the Rocks seems in the series of Florentine Madonnas of the Quattro-
cento !

Everything in it is significant and new ; the motive in itself as well
as the treatment of form ; the freedom of movement in the details, and
the strict observance of rules in the grouping of the whole, the infinitelv
subtle animation of forms, and the new pictorial value given to light
and shadow, the intention evidently being to give the figures a powerful

plastic effect by means of the dark background, and at the same time to

entice the imagination into the depths by a novel method.?

1 The picture of the Madonna of the Rocks in the Louvre is so superior to the London
example, that it seems inconceivable that there should have been any doubt as to its
originality. The pointing finger of the angel is not beautiful, and the omission of the hand in
the London picture is quite intelligible in view of the later idea of beauty. Leonardo, however,
if he had supervised the replica, would certainly have known how to fill up the resulting
gap: in spite of the more prominently advanced shoulder of the angel there is now a hole
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The predominant impression of
the work at a distance is the reality
of the figures, and the painter’s in-
tention of gaining the effect by
means of pyramidal grouping
strictly according to rule. The
picture has a tectonic structure
quite different to the mere sym-
metrical arrangement of earlier
pictures. Here there is at once
more freedom and more observance
of rule, and the parts have been
essentially conceived in their con-
nection with the whole. This is
the Cinquecentist style. Leonardo
early shows traces of it. There is
in the Vatican a kneeling St. Jerome
with the Lion by him. The figure
is nf)teW'orthy and has been long Raphasl's Madonna di Foligno.
admired, as a study of movement, From Marc Antonio's engraving.
but the question may well be asked
whether anyone besides Leonardo would have so blended the lines of the
lion with those of the saint. I know of no one.

None of the early pictures of Leonardo have exercised greater influence
than the unfinished Adoration of the Magi (Uffizi). This work dates
from about 1480, and shows traces of the old school in the multiplicity of
objects. The Quattrocentist delight in complexity is still noticeable, but a
new spirit is expressed by the prominence given to the principal motive.
Both Botticelli and Ghirlandajo have painted the Adoration of the Magi in
such a way that Mary sits in the centre of a circle, but she invariably loses
by this arrangement. Leonardo was the first to make the main motive
dominate. The position of the outer figures at the edge of the picture
forming a sharply defined enclosing line is again a motive fruitful in
results, and the contrast between the thronging crowd, and the Madonna
in the picture. The drawing and modelling have been strengthened and simplified in the

Cinquecentist style, by which much delicacy has been destroyed, however spiritual the
new expression of the angel may be felt to be.
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in the spacious freedom of her attitude, is & specimen of that most effective
style which can be attributed to Leonardo alone. Had we nothing but this
group of Mother and Babe, we should have to reckon him as a creator, so
unprecedently subfle is the posture and the co-ordination of the two figures.
The others have represented Mary straddling more or less upon the throne,

he gives her the more graceful feminine attitude, with knees drawn together.
Later painters took all this from him, and the charming motive of the turn

of the figure with the Boy bending away to the side was repeated exactly
by Raphael in the Madonna di Foligno.
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LEONARDO
1452—1519

No artist of the Renaissance took more delight in the world than
Leonardo.  All phenomena attracted him, corporeal life and human
emotions, the forms of plants and animals and the crystal brook with the
pebbles in its bed. The narrowness of the mere figure-painter was
incomprehensible to him. “Do you not see how many various kinds of
beasts there are, what different trees, herbs, and flowers, what variety of
mountains and of plains, of springs, rivers and towns, what diversity of
dresses, ornaments and arts ? !

He is a born aristocrat among painters, very susceptible to all that is
delicate. He appreciated taper hands, transparent drapery, tender skins.
He especially loved beautiful soft, waving hair. In Verrocchio’s picture of
the Baptism he painted a tuft or two of grass; one sees at a glance that
they are his work. No one else has his feeling for the beauty of plants.

Strength and tenderness are equally sympathetic to him. If he paints
a battle he surpasses everyone in the expression of unchained passion and
mighty movement, and yet he can surprise the most delicate emotion, and
fix the most fleeting expression. He seems when painting some typical
head to have been seized with the unruliness of a sworn realist; then
suddenly he casts off that mood, abandons himself to ideal visions of
almost supernatural beauty, and dreams of that soft, sweet smile which
seems the reflection of an inner radiance. He feels the pictorial charm
of superficial things, and yet has the mind of a man of science and an
anatomist. Qualities, which would seem incompatible, are combined in

1 Leonardo, T'rattato della Pittura.
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him, i.e. the enquirer’s unwearying zeal to observe and collect, and the
most subtle artistic sensibility.

He is never satisfied to judge things, as a painter, by their outward
appearance, but with the same passionate interest he eagerly explores the
inner structure and the conditions of life in every creature. He was the
first artist who systematically examined the proportions of the body in
men and animals, and took account of the mechanical conditions in walking,
lifting, climbing or carrying, and he was also the one who carried out the
most comprehensive physiognomical observations, and consistently thought
out the method of expressing the emotions.

The painter is to him the keen universal eye, which ranges over all
visible things. Suddenly, the inexhaustible treasure-house of the universe
was unlocked, and Leonardo seems to have felt himself bound by an
intense love to every form of life. Vasari relates a characteristic trait; he
was sometimes seen to buy birds in the market in order to set them at
liberty. The fact appears to have made a great impression on the
Florentines.

In so universal an art there are no higher and lower problems; the last
subtleties of chiaroscuro are not more interesting than the most elementary
task of giving corporeal shape to the three dimensions on the flat surface,
and the artist, who made the human face the mirror of the soul with
unrivalled skill, can still repeat that modelling is the chief consideration,
the very soul of painting.

Leonardo had so many new conceptions of things that he was forced
to discover new technical means of expression. He became an ex-
perimentalist, who could hardly ever satisfy himself. He is said to have
considered the Monna Lisa unfinished when he delivered it to the owner.
Its technique is a mystery. But where the work is quite transparent, as in
the ordmary silver-point drawings, which all belong to his earlier period, the
effect is none the less astonishing. It may be said that he was the first to
treat line sympathetically. His manner of making his outline rise and
fall in waves is absolutely unique. He compasses modelling merely
by parallel straight strokes; it is as if he only needed to stroke the surface
in order to bring out relief. No greater result was ever achieved by
snnpler means, and the parallel lines, akin to those of the older Italian en-
gravings, give an inestimable homogeneity of effect to the sheets. We have
only a few completed works by Leonardo. He was an indefatigable observer
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and an insatiable student, always setting himself new problems, but it seems
as if he only wished to solve them for himself. He did not care to decide
or definitely complete any subject, and the problems he set himself were
so enormous, that he may well have considered any conclusions merely
provisional. )

1. Tur Last Sceper

After Raphael’s Sistine Madonna, Leonardo’s Last Supper is the most
popular picture in all Italian Art. It is so simple and expressive that it
stamps itself on all memories: Christ in the middle of a long table, the
Apostles symmetrically arranged on either side of Him. He has said
“One among you shall betray me ! and this unexpected saying throws the
whole assembly into confusion. He alone remains calm, and keeps His
eves fixed downwards, and His silence seems to repeat the utterance;
“Yea, it is so, one there is among you, who will betray me.” It would
seem as if the story could not have been told in any other way, and vet
everything is new in Leonardo’s picture, and its very simplicity is the
triumph of the highest art.

If we look back at the preliminary stages in the Quattrocento, we shall
find it well represented by Ghirlandajo’s Last Supper in Ognissanti, which
bears the date 1480, and was therefore painted some fifteen years earlier.
The picture, one of the most sterling works of the master, contains the
old typical elements of the composition, the conventional scheme which
came down to Leonardo ; the table with the return at either end : Judas
sitting in front by himself ; the twelve others in a row behind ; St. John,
asleep by the side of the Lord, his arms on the table. Christ has raised
His right hand, and is speaking. The announcement of the treachery
must, however, have been already made, for the disciples are full of con-
sternation ; some are asserting their innocence, and Judas is challenged to
speak by St. Peter. Leonardo has at once broken with tradition in two
points. He takes Judas out of his isolation, placing him among the rest,
and abandons the incident of St. John lying on his Lord’s breast
(sleeping, as was added by a later tradition) ; in the modern way of sitting
this incident must have always produced an intolerable effect. He thus
obtained a more perfect uniformity of scene, and the disciples could be
symmetrically divided on each side of the Master. The necessity for a
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The Last Supper, by Ghirlandajo

tectonic arrangement governs him. But he at once goes further, and forms
two triad groups on the right and on the left. Thus Christ becomes the
dominating central figure, differing from any other. In Ghirlandajo’s
work there is an assemblage without a centre, -a juxtaposition of more
or less independent half-length figures, enframed between the two great
horizontal lines of the table, and of the wall at the back, the cornice of
which is close over their heads. Unfortunately a corbel of the vaulted
roof is placed exactly in the middle of the wall. What does Ghirlandajo
do? He moves his Christ quietly to one side, and does not feel any
hesitation in doing so. Leonardo, who considered it most important to
bring out the chief figure prominently, would never have tolerated such a
corbel. On the contrary, he looks for new aids to his object in the forma-
tion of the background ; it is not a mere accident that his Christ is seated
exactly in the light of the door behind. Then he breaks away from the
tvranny of the two horizontal lines. He naturally retains that of the
table, but the silhouettes of the groups are free above. Novel effects are
aimed at. The perspective of the room, the shape and decoration of the
walls, are made to reinforce the effect of the figures. His chief preoccupa-
tion is to make the bodies appear plastic aud imposing. Hence the depth
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of the room, and the partitioning of the wall with tapestried panels. The
intersections assist the plastic illusion, and the repetition of the vertical
line emphasizes the divergence of direction. It will be noticed that there
are nothing but small surfaces and lines, which in no way seriously distract
the eye from the figures. A painter of the older generation such as
Ghirlandajo, with his background of great arches, at once created a standard
of proportion in his picture, measured by which the figures necessarily
appear insignificant.! Leonardo, as we have said, only retained a single
great line, the inevitable line of the table. And even out of this he made
something new. I do not mean the omission of the rectangular corners,
in which he had been anticipated ; the new point is the courageous repre-
sentation of the impossible in order to secure a greater effect ; Leonardo’s
table is far too small ! If the covers are counted, we find that the required
number could not possibly be seated. Leonardo wished to avoid the
dispersal of the disciples down the long table, and the impressiveness thus
given to the figures has such force that no one notices the want of room.
Thus it became possible to bring the figures into compact groups, and keep
them in close contact with the central figure.

And what groups these are! What action they convey ! The word of
the Lord has struck like a thunderbolt. A storm of passionate feeling
bursts forth. The demeanour of the Disciples is not undignified ; they
bear themselves like men from whom their most sacred possession is to be
taken away. An immense fund of completely new expression is here
added to Art, and when Leonardo works on the same lines as his prede-
cessors, it is the unprecedented intensity of expression whieh makes his
figures appear unrivalled. When such power is brought into play, it is
obvious that many pleasing accessories of conventional art are necessarily
omitted. Ghirlandajo still reckons on a public which will thoughtfully
scrutinize every corner of a picture, and must be gratified by rare garden-
flowers, birds, and other living creatures. He devotes much care to the
* service of the table, and counts out a certain number of cherries to each
guest. Leonardo restricts himself to bare essentials. He is entitled to

1 The outer lines of Leonardo’s picture do not correspond with the section of the room ;
thereis a considerable space above the upper edge of the picture. This intersection is one of
the devices which makes it possible to compose with large figures in a confined space, with-
out a cramped effect. Both the representation of the room and the effect aimed at by this
motive were alien to Quattrocento tradition.
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expect that the dramatic interest of his picture will prevent the spectator
from regretting the absence of such minor attractions. This tendency to
simplify was carried much farther at a later date.

It is not our present purpose to describe in detail the figures according
to the motives, yet we must notice the scheme observed in the distribution
of the characters.

The figures at the edges are tranquil. Two profiles, absolutely vertical,
enframe the whole. These reposeful lines are maintained in the second
group. Then there is movement, rising to a mighty crescendo in the
groups on the right and left of the Saviour. The figure on his left hand
throws his arms out widely “as if he suddenly saw an abyss opening before
him.” On, the right, quite close to the Saviour, Judas recoils with an
abrupt gesture.! The greatest contrasts are juxtaposed. St. John sits in
the same group with Judas.

'The manner in which the groups are contrasted, the relation they bear
to each other, and their skilful connection in the foreground on the one
side, and in the background on the other, offer matter for constant reflec-
tion to every student, all the more that intention is so skilfully concealed
by the apparent inevitability of the arrangement. These are, however,
points of secondary importance compared with the one great effect, which is
reserved for the main figure. In the midst of the tumult Christ sits
motionless. His hands are stretched out listlessly with the gesture of one
who has said all that he has to say. He is not speaking, as He is in every
earlier picture ; He does not even look up, but His silence is more eloquent
than words. It is that terrible silence, which leaves no hope.

In the gesture of Jesus and in His form there is that tranquil grandeur,
which we term aristocratic, in the sense akin to the term “noble.” The
epithet does not suggest itself before the work of any Quattrocentist. We
should have thought that Leonardo had gone for his model to a different
class of men, if we did not know that he himself created the type. He
has here worked out the best of his own nature, and certainly this distinc-
tion is the common property of the Italian race of the sixteenth century.
How the Germans from Holbein onwards have striven to achieve the charm
of such a gesture!

1 Goethe’s mistake, which has since been repeated, must be corrected. He thought
that St. Peter’s movement was to be explained by his having struck Judas in the side with
a knife.
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The Last Supper, from an engraving by Marc Antonio.

It might, however, be said again and again that the point, which
makes the Christ in this picture appear so absolutely different from the
older presentations, is not completely explained by His form and mien, but
that the essential difference is found rather in the part assigned Him in the
composition. The unity of the scene is lacking in the earlier painters.
The Disciples are talking together, and the Saviour is speaking, and it is
open to question whether a distinction has always been made between the
announcement of the treachery and the institution of the Lord’s Supper.

In any case it was quite alien to the Quattrocentist conception to make
the utterance of the speech the motif of the chief figure. Leonardo was
the first to venture to do so, and by this boldness he gains the boundless
advantage that he can now hold fast the dominant tone throughout an
infinity of supplementary notes. That which has caused the outbreak of
excitement still continues to ring in our ears. The scene is at once
momentary, permanent, and exhaustive.

Raphael is the one master who has grasped Leonardo’s meaning here.

D
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There exists a Last .Supper of his school, which Marc Antonio has
engraved, where Christ is depicted in a psychologically similar attitude,
motionless, gazing fixedly before Him. With widely opened eves He looks
into space. His ix the only full face in the picture, an absolutely vertical
line.! Andrea del Sarto appears verv inferior by contrast. In a com-
pomtlon of much pictorial beauty he chose the moment when the traitor
is made known, by the dxppmg of the sop, and thus depicts Christ as
turning to St. John, whose hand he takes soothingly into his own.
(Florence, 8. Salvi). A beautiful idea, but this single trait destroys the
domination of the principal figure and the unity of feeling. Andrea may
have certainly said to himself that it was impossible to compete with
Leonardo.

Others have attempted to effect a new result by the introduction of
the trivial; in Baroccio’s large Institution of the Lord’s Supper (Urbino)
some of the Disciples durmg the speech of the Saviour are ordering a
servant in the foreground to bring up fresh wine, as if there were some
question of drinking a health.

There is one last remark to be made on the relation of Leonardo’s
picture to the space in which it was painted. As is well known, it forms
the decoration of the upper end of a long narrow refectory. The room
is only lighted from one side, and Leonardo took the existing light into
consideration, in determining the illumination of his picture, a proceeding
by no means unique. It comes from high on the left, and partially
illuminates the opposite wall in the picture. The differences of tone in
the light aud shade are so marked that Ghirlandajo seems monotonous
and flat in comparison. The table cloth stands out clearly, and the heads
irradiated with the light are thrown into strong relief against the dark
wall.  One further result followed from this acceptance of the actual
source of light. Judas, who no longersits apart as in earlier pictures, but
is introduced among the rest of the Disciples, is nevertheless isolated. He.
is the only one who sits quite with his back to the light, and whose
features are therefore in shadow. A simple but effective means of cha-
racterisation, which the young Rubens perhaps bore in mind, when he
painted his Last Supper, now in the Brera.

! The pen and ink drawing in the Albertina (Fischel, Raffael's Zeichnungen, 387) which
is now correctly ascribed to Giov. F. Penni, cannot be accepted as the drawing made for
Mare Antonio’s engraving ; it is quite different in composition.
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2. Tue Moxxa Lisa

The Quattrocentists had already attempted at various times to go
beyond the mere drawing of a model in a portrait, they had attempted
to present something more than the sum of separate features which make
up likeness, to show more than the permanent fixed forms which stamp the
character. Something of the spirit of
the hour, some indication of the passing
emotion of the soul, was to be reflected
on the face. There are busts of young
girls by Desiderio which produce this
effect completely. They are smiling, and
the smile is not stereotyped, but seems
the reflection of the happy moment.
Who does not know these young Floren-
tines with laughing mouths, and eyebrows
uplifted above eyes which even in the
marble seem to flash ?

There is a smile, too, on the face of
Monna Lisa, but only a faint smile:1 it
rests in the corners of the mouth, and Bust of a Florentine Girl, by Destderio.
ripples almost imperceptibly over the
features. Like a breath of wind which ruffles the water, a movement
passes over the soft contours of this face. There is a play of lights and
shadows, a whispered dialogue, to which we never weary of listening.

The brown eyes look at us from the narrow oval of the lids. They are
not the flashing Quattrocentist eyes; their glance is veiled. The lower
lids run almost horizontally and recall the Gothic forms of eyes, in which
this motive is used to produce the effect of fulness and liquidity. The
whole surface under the eyes speaks of an intense sensitiveness, of delicate
nerves beneath the skin. One striking trait is the absence of eyebrows.
The curved planes of the eye-sockets pass without any sort of accentuation
into the excessively high forehead. This is no individual peculiarity. It
can be shown from a passage in Il Cortigiano® that it was fashionable for

1 Politian, Giostra 1. 50. ‘‘ Lampeggid d’un dolce e vago riso.”
2 Baldassare Castiglione, I! Cortigiano (1516). It is said there (in Bk. I.) that the
men copy the women in plucking out the hairs of the eyebrows and forehead (pelarsi le

ciglia e la fronte).

p 2
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ladies to pluck out their evebrows. It was also considered a beauty to
show a wide expanse of forehead, and therefore the hair on the front of
the head was sacrificed. This accounts for the immense foreheads in the
statues of voung girls by Mino and Desiderio. The delight in the
modelling of the white surfaces, which the chisel reproduced so tenderly
in marble, outweighed every other consideration. The natural divisions
were eliminated and the upper parts exaggerated out of ail measure. "The
style of the Monna Lisa in this respect is thoroughly Quattrocentist. The
fashion changed immediately afterwards. The forehead was made lower,
and a distinct advance is noticeable in the rigorously defined eve-brows.
In the Madrid copy of the Monna Lisa the eyebrows have been deliberately
added. Even in Leonardo’s own drawings (for example in the beautiful
full-face with the head inclined in the Uffizi) they have been inserted by
a later hand (cf. the illustration on p. 27). The hair, chestnut brown
like the eyes, falls along the cheeks in graceful waves, together with a
loose veil which is thrown over the head.

The lady sits in an arm-chair, and it is astounding to note the stiff
perpendicular carriage of her head in the midst of such softness of exe-
cution. She clearly holds herself according to the fashion of the day.
An upright bearing implied distinction. We notice this peculiarity in the
Tornabuoni ladies in Ghirlandajo’s frescoes: when they pay visits they
sit bolt upright. Popular opinion on this point changed, and the altered
ideas reacted directly on the position of the figures in portraits.

For the rest, the picture is not deficient in animation. Here Leonardo
passed for the first time from the bust with its scanty segment of the body,
to the three-quarters length. He now makes the model sit in profile, giving
a half-turn to the head and shoulders and bringing the face full to the front.
The action of the arms is also expressive. The one rests on the arm of
the chair, the other comes foreshortened from the background, and one
hand is laid over the other. Leonardo does not add the hands as a mere
superficial enrichment to the portrait. Their easy indolence Jof pose adds
immensely to the individuality of the sitter. We can trace the delicacy
of the sense of touch in these truly soulful fingers. Verrocchio anticipate:i
Leonardo here, in introducing the hands even in his busts.

The costume is fastidiously simplz, almost prim. The line of the
bodice must have seeme I hard to a riper Cinquecentist. § The pleated gown
is green, of that green which Luini reiains; the sleeves, a yellow-brown ;



Portrait of Monna Lisa, by Leonardo da Vinci.
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not, as formerly, short and. narrow, but reaching to the wrists, and
crumpled into many transverse folds, they form an effective accompani-
ment to the rounded compact surfaces of the hands. The shapely
fingers are not burdened by any rings. The neck too is without any
ornament.

The background consists of a landscape, as in the works of older
painters. But it is not, as formerly, immediately connected with the
figure ; there is a balustrade between, and the view is enframed by two
pillars. It requires minute inspection to detect this motive, which is not
unimportant in its consequences, for the pillars have the appearance of mere
narrow stripes, save at the bases. The later style was not long content with
such suggestive drawing.! The landscape itself, which stretches away towards
the top of the picture above the level of the sitter’s eyes, is of a strange
kind ; fantastically peaked mountain-labyrinths, with lakes and streams in
the foreground. The strange result of the shadowy execution is, that the
background has a dream-like effect. Its reality is of a different degree to
that of the figure, and this is no caprice, but a means of achieving the
impression of corporeality. Leonardo here applies certain theories as
to the appearance of distant objects, which he has discussed in his treatise
on painting (7'rattato della Pittura No. 128. 201). The consequence is
that in the Salon Carré of the Louvre, where the .Monna Lisa hangs, every-
thing else, even pictures of the seventeenth century, seem flat by com-
" parison. 'The gradations of colour in the landscape are precisely the same
as in Perugino’s Apollo and Marsyas—brown, greenish-blue, and bluish-
_green into which the blue sky blends.

Leonardo called modelling the soul of painting. It is before the Monna
Lisa, if anywhere, that the meaning of this dictum may be learnt. - The soft
undulations of the surface become a living fact, as if the observer himself
were gliding over them with a spirit-hand. The aim in view is as yet not
simplicity, but complexity. Anyone who has studied the picture repeatedly
will agree that it calls for close inspection. At a distance it soon loses its
real effect. (This is true also of photographs.) It is in this respect that it
is principally to be distinguished from the later portraits of the Cinque-
cento, and in a certain sense it represents the conclusion of a tendency,
which had its beginnings in the fifteenth century, the completion of that
“subtle”™ style, to which the masters of plastic art above all devoted their

1 ¢f. the sketch for the Maddalena Doni by Raphael in the Louvre.
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energies. The neo-Florentine school did not sympathise with this. It
was only in Lombardy that its delicate threads were gathered<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>