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58
Leone Battista Alberti (1404-1472)
From On Painting

Alberti’s On Painting, published in 1435, and his On Sculp-
ture, which appeared in 1464, are among the most influential
, and revealing documents of the Early Renaissance.

The fundamental principle will be that all the steps of learning
should be sought from Nature: the means of perfecting
our art will be found in diligence, study and application. I
would have those who begin to learn the art of painting do
what I see practised by teachers of writing. They first teach all
the signs of the alphabet separately, and then how to put syl-
lables together, and then whole words. Our students should
follow this method with painting. First they should learn the
outlines of surfaces, then the way in which surfaces are joined
together, and after that the forms of all the members individ-
ually; and they should commit to memory all the differences
that can exist in those members, for they are neither few nor
insignificant. Some people will have a crook-backed nose; oth-
ers will have flat, turned-back, open nostrils; some are full
around the mouth, while others are graced with slender lips,
and so on. . . . But, considering all these parts, he should be
attentive not only to the likeness of things but also and espe-
cially to beauty, for in painting beauty is as pleasing as it is
necessary. The early painter Demetrius failed to obtain the
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highest praise because he was more devoted to representing
the likeness of things than to beauty. Therefore, excellent parts
should all be selected from the most beautiful bodies.

59
Leone Battista Alberti
From On Architecture

Modeled on Vitruvius' treatise on architecture (1st century B.C.),
On Architecture was completed in 1452 but not published until
1485, after Alberti’s death.

The most expert Artists among the Ancients . . . were of [the]
opinion that an Edifice was like an Animal, so that in the for-
mation of it we ought to imitate Nature. . . . It is manifest that
in those [animals] which are esteemed beautiful, the parts or
members are not constantly all the same, . . . but we find that
even in those parts wherein they vary most, there is something
inherent and implanted which tho’ they differ extremely from
each other, makes each of them be beautiful. . . . But the
judgment which you make that a thing is beautiful, does not
proceed from mere opinion, but from a secret argument and
discourse implanted in the mind itself. . . . There is a certain
excellence and natural beauty in the figures and forms of
buildings, which immediately strike the mind with pleasure
and admiration. It is my opinion that beauty, majesty, grace-
fulness and the like charms, consist in those particulars which
if you alter or take away, the whole wou’d be made homely
and disagreeable. . .. There is . .. something . . . which arises
from the conjunction and connection of these other parts, and
gives the beauty and grace to the whole: which we will call
Congruity, which we may consider as the original, of all that
is graceful and handsome. . . . Wherever such a composition
offers itself to the mind either by the conveyance of the sight,
hearing, or any of the other senses, we immediately perceive
this congruity: for by Nature we desire things perfect, and
adhere to them with pleasure when they are oftered to us; nor
does this Congruity arise so much from the body in which it is
found, or any of its members, as from itsclf and from Nature,
so that its true Seat is in the mind and in reason. . .. This is
what Architecture chiefly aims at, and by this she obtains her

beauty, dignity and value.

60
Girolamo Savonarola (1452-1498)
From a sermon delivered in Florence
in 1493

The monk and religious reformer Savonarola preached against
the growing worldliness of Florentine culture and was highly

influential in that city for a time. As a result of bis unwillingness
to curb bis outspoken criticisms of the papacy, he was excom-
municated in 1497 and burned at the stake in 1498.

The primitive Church was constructed of living stones, Jesus
Christ himself being the chief corner-stone. The Church was
then a garden of delights, a very heaven upon earth. How holy
was the zeal which animated its pastors for the good of souls?
How anxiously did they employ themselves in things divine!
... Alas, how changed the scene! The devil, through the
instrumentality of wicked prelates, has destroyed the temple
of God. . ..

The holiest festivals are devoted to worldly amusements,
to indecent spectacles, and to games suited to a heathen taste.
Oni Christmas Fve, instead of filling our churches and sharing
in their sacred offices, and proffering to God their thanksgiv-
ings for his inestimable love in the redemption of the world,
Christians, so called, go off to taverns, to gratify their appe-
tites, and to practise all sorts of evil. This very day I beheld
in the streets females, who know better, exercising seductive
arts, and clothed with meretricious ornaments. Such are not
the insignia of female purity. Priests appear in public, arrayed
more pompously than laymen. They are to be found in gam-
bling houses and taverns. . . . Go to Rome,—go through all
Christendom; study what is passing in the houses of great
prelates and grand masters. Poetry and oratory chiefly occu-
py their thoughts. They prepare themselves by the study of
Virgil, and Horace, and Cicero, for the cure of souls. Will you
believe it? . . . The primitive bishops . . . were poor and hum-
ble men; they could not boast of great revenues and rich
abbeys like the modern. They had neither mitres nor chalices
of gold; or, if they had them, they were ready to sacrifice them
for the necessities of the poor. . . . In the primitive Church, the
chalices were of wood, and the prelates of gold. Now-a-days
the Church has prelates of wood, and chalices of gold.

61
Leonardo da Vinci (1452-1519)
From his undated manuscripts

Leonardo, the consunmate High Renaissance man, wrote on a
variety of intellectual topics. The comparison of the arts, or Para-
vone, was a common subject in High Renatssance scholarship.

HE WHO DEPRECIATES PAINTING LOVES NEITHER
PHILOSOPHY NOR NATURE

If you despise painting, which is the sole imitator of all visible
works of nature, you certainly will be despising a subtle inven-
tion which brings philosophy and subtle speculation to bear
on the nature of all forms—sea and land, plants and animals,
arasses and flowers—which are enveloped in shade and light.
Truly painting is a science, the true-born child of nature. For
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painting is born of nature; to be more correct we should call
it the grandchild of nature, since all visible things were
brought forth by nature and these, her children, have given
birth to painting. Therefore we may justly speak of it as the
grandchild of nature and as related to God.

A COMPARISON BETWLEEN POLTRY AND PAINTING

The imagination cannot visualize such beauty as is scen by
the eve, because the eve receives the actual semblances or
images of objects and transmits them through the sense organ
to the understanding where they are judged. But the imagi-
nation never gets outside the understanding; . . . it reaches
the memory and stops and dies there if the imagined object
is not of great beauty; thus poetry is born in the mind or
rather in the imagination of the poet who, because he de-
scribes the same things as the painter, claims to be the paint-
er's equal! . . . The object of the imagination does not come
from without but is born in the darkness of the mind’s eye.
What a difference between forming a mental image of such
light in the darkness of the mind’s eye and actually perceiving
it outside the darkness!

I you, poet, had to represent a murderous battle you
would have to describe the air obscured and darkened by
fumes from frightful and deadly engines mixed with thick
clouds of dust polluting the atmosphere, and the panicky
flight of wretches fearful of horrible death. In that case the
painter will be your superior, because your pen will be worn
out before you can fully describe what the painter can demon-
strate forthwith by the aid of his science, and your tongue will
be parched with thirst and your body overcome by sleep and
hunger before you can describe with words what a painter is
able to show you in an instant.

ON PAINTING AND POETRY

Poetry is superior to painting in the presentation of words,
and painting is superior to poctry in the presentation of facts.
... For this reason I judge painting to be superior to poetry.
But as painters did not know how to plead for their own art
she was left without advocates for a long time. For painting
does not talk; but reveals herself as she is, ending in reality:
and Poetry ends in words in which she eloguently sings her
own praises.

62
From the Journal of Luca Landucci

Landucer's journal entry for January 25, 1503, records varied
oputions on the placenent of Michelangelo’s David (fig. 645).

Considering that the statue of David is almost finished, and
desiring to install it and to give it an appropriate and accept-
able location, with the installation at a suitable time, and since
the installation must be solid and structurally trustworthy ac-

cording to the instructions of Michelangelo, master of the said
Giant, and of the consuls of the [wool guild], and desiring
such advice as may be useful for choosing the aforesaid suit-
able and sound installation, etc., they decided to call together
and assemble, to decide on this, competent masters, citizens, and
architects, . . . and to record their opinions, word for word. . . .

All of these [28] men . . . gave advice as to where, and in
what place, the said statue was to go; their statements are
recorded below verbatim in their own words.

MESSER FRANCESCO, FIRST HERALD OF THE SIGNORIA
There are two places where such a statue might be erected.
The first is where the Judith is [Donatello’s Judith and
Holofernes, then located outside the Palazzo Vecchio] and the
second the center of the courtyard of the Palace, where
the David is {Donatello’s David, see fig. 578, then located
in the courtyard of the Palazzo Vecchio]. The reason for the
first is because the Judith is an emblem of death, and it is
not fitting for the Republic and I say it is not fitting that the
woman should kill the man. And even more important, it . . .
was crected under an evil star, for . . . then we lost Pisa. The
David of the courtyard is a figure that is not perfect, because
the leg that is thrust backwards is faulty. For these reasons I
would advise putting this statue in one of the two places . . .
but with my preference for where the Judith now is.

SANDRO BOTTICELLI
Cosimo [Rosselli] has hit upon the place where I think it can
best be seen by passers-by [steps of the cathedral]l, with a

Judith at the other corner. Perhaps also in the Loggia of the

Signoria [a covered, open-air assembly hall used for state cer-
emonies]—but preferably at the corner of [the cathedral].

GIULIANO DA SAN GALLO

My judgment too was much inclined in favor of the corner of
the Duomo that Cosimo mentioned, where it would be seen
by the people. But, consider that this is a public thing, and
consider the weakness of the marble, which is delicate and
fragile. Then, if it is placed outside and exposed to the weath-
er, I think that it will not endure. For this reason as much as
any, I thought that it would be better underneath the central
arch of the Loggia of the Signoria.

LEONARDO DA VINCI

I agree that it should be in the Loggia, where Giuliano said,
but on the parapet where they hang the tapestries on the side
of the wall, and with decency and decorum, and so displayed
that it does not spoil the ceremonies of the officials.

SALVESTRO. WORKFER IN PRECTOUS STONIES

Almost all the places have been talked about, and much has
been said one way or the other. But I believe that the man who
made it did so to be worthy of giving it the best possible loca-
tion. Though for my part | favor the place outside the palace

[Palazzo Vecchio].
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T 63
Michelangelo Buonarroti (1475-1564)

Sonnet

In addition to being a painter, a sculptor, and an architect,
Michelangelo was also a prolific, although unpublished, poet.
This sonnet was written in 1554.

My course of life already has attained,
Through stormy seas, and in a flimsy vessel,
The common port, at which we land to tell
All conduct’s cause and warrant, good or bad,

So that the passionate fantasy, which made
Of art a monarch for me and an idol,

Was laden down with sin, now I know well,
Like what all men against their will desired.

What will become, now, of my amorous thoughts,
Once gay and vain, as toward two deaths | move,
One known for sure, the other ominous?

There’s no painting or sculpture now that quiets
The soul that’s pointed toward that holy Love
That on the cross opened Its arms to take us.

64
Giorgio Vasari (1511-1574)
From The Lives of the Most Excellent
Italian Architects, Painters, and Sculptors

- from Cimabue to Our Times

Vasari was inspired to write the Lives by bis patron, Cardinal
Farnese, later Pope Paul 1. The book, first published in 1550
and expanded in 1568, was based on interviews conducted
throughout Italy. Vasari personally knew many of the artists
about whom be wrote, including Michelangelo.

When Michelangelo had finished the statue [a portrait of
Pope Julius I1, later destroyed], Bramante, the friend and rela-
tion of Raphael and thercfore ill-disposed to Michelangelo,
seeing the Pope’s preference for sculpture, schemed to divert
his attention, and told the Pope that it would be a bad omen
to get Michelangelo to go on with his tomb, as it would seem
to be an invitation to death. He persuaded the Pope to get
Michelangelo, on his return, to paint the vaulting of the Six-
tine Chapel. In this way Bramante and his other rivals hoped
to confound him, for by taking him from sculpture, in which
he was perfect, and putting him to colouring in fresco, in

which he had had no experience, they thought he would pro-
duce less admirable work than Raphael. . . . Thus, when
Michelangelo returned to Rome, the Pope was disposed not
to have the tomb finished for the time being, and asked him to
paint the vaulting of the chapel. Michelangelo tried every
means to avoid it, and recommended Raphael. . .. At length,
seeing that the Pope was resolute, [he] decided to do it. . . .
Michelangelo then made arrangements to do the whole work
singlehanded. . . . When he had finished half, the Pope . . .
daily became more convinced of Michelangelo’s genius, and
wished him to complete the work, judging that he would
do the other half even better. Thus, singlehanded, he com-
pleted the work in twenty months, aided only by his mixer of
colours. He sometimes complained that owing to the impa-
tience of the Pope he had not been able to finish it as he would
have desired, as the Pope was always asking him when he
would be done. On one occasion Michelangelo replied that he
would be finished when he had satisfied his own artistic sense.
“And we require you to satisfy us in getting it done quickly,”
replied the Pope, adding that if it was not done soon he would

“have the scaffolding down. . . . The work was executed in great

discomfort, as Michelangelo had to stand with his head
thrown back, and he so injured his eyesight that for several
months he could only read and look at designs in that posture.
... I marvel that Michelangelo supported the discomfort.
However, he became more eager every day to be doing and
making progress, and so he felt no fatigue, and despised the
discomfort.

65
Giorgio Vasari
From The Lives of the Most Excellent
Italian Architects, Painters, and Sculptors
from Cimabue to Our Times

Gian. Bellini and other painters of [Venice], through not hav-
ing studied antiquities, employed a hard, dry and laboured
style, which Titian acquired. But in 1507 arose Giorgione, who
began to give his works more tone and relief, with better style,
though he imitated natural things as best he could, colouring
them like life, without making drawings previously, believing
this to be the true method of procedure. He did not perceive
that for good composition it is necessary to try several various
methods on sheets, for invention is quickened by showing
these things to the eve, while it is also necessary to a thorough
knowledge of the nude. . ..

On seeing Giorgione’s style Titian abandoned that of
Beltini, although he had long practised it, and imitated Gior-
gione so well that in a short time his works were taken for
Giorgione’s. . . . He also did a marvelious Venus and Adonis. . . .
In a panel of the same size he did Perseus freeing Andromeda
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from the marine monster, a work of unsurpassable charm. . ..

Titian’s methods in these paintings differ widely from
those he adopted in his youth. His first works are executed
with a certain fineness and diligence, so that they may be
examined closely, but these are done roughly in an impres-
sionist manner, with bold strokes and blobs, to obtain the
effect at a distance. This is why many in trying to imitate him
have made clumsy pictures, for if people think that such work
can be done without labour they are deceived, as it is neces-
sary to retouch and recolour them incessantly, so that the
labour is evident. The method is admirable and beautiful if
done judiciously, making paintings appear alive and achieved
without labour.

66
Raphael Sanzio (1485-1520)
Letter to Baldassare Castiglione

Castiglione was the author of the famous book of Renaissance
manners, The Courtier. This letter, probably written in 1514,
~ suggests Raphael’s familiarity with the Platonic notion that
individual creatures and things ave imperfect expressions of an
original “ideal.” The individual who wishes to glimpse that ideal
can do so only through the bigher powers of the mind. The con-
cept became central to the classical idealism of Renaissance and
post-Renaissance art.

I have made drawings of various types based on Your Lord-
ship’s indications, and unless everybody is flattering me, I have
satisfied everybody; but I do not satisfy my own judgment,
because I am afraid of not satisfying yours. I am sending these
drawings to you. Your Lordship may choose any of them, if
you think any worthy of your choice.

The Holy Father, in honoring me, has laid a heavy burden
upon my shoulders: the direction of the work at St. Peter’s.
I hope, indeed, T shall not sink under it; the more so, as
the model T have made for it pleases His Holiness and has
been praised by many connoisseurs. But my thoughts rise still
higher. T should like to revive the handsome forms of the
buildings of the ancients. Nor do I know whether my flight
will be a flight of Icarus. Vitruvius affords me much light, but
not sufficient.

As for the Galatea, I should consider myself a great master
if it had half the merits you mention in your letter. How-
ever, 1 perceive in your words the love you bear me; and 1
add that in order to paint a fair one, I should need to see sev:
eral fair ones, with the proviso that Your Lordship will be with
me to select the best. But as there is a shortage both of good
judges and of beautiful women, I am making use of some sort
of idea which comes into my mind. Whether this idea has
any artistic excellence in itself, I do not know. But I do strive
1o attain it.

67
From the Canons and Decrees of the
Council of Trent

The Catholic church responded to the growth in Northern
Europe of independent “Reformed” churches (inaugurated by
Martin Luther's 1517 critique of the Church) by attempting
to stop the Reformation and win back the territories and peoples
lost to the Roman Church. These various measures of the six-
teenth and early seventeenth centuries are collectively called
the Counter Reformation. One agency of this development was
the Council of Trent, a series of three meetings of church lead-
ers in 1545-47, 155152, and 1562-63. The following is from
one of the council's last edicts, dated Decermber 3-4, 1563, a
response to ongoing Protestant attacks against religious images.

The holy council commands all bishops and others who
hold the office of teaching and have charge of the cura ani-
marum, that in accordance with the usage of the Catholic
and Apostolic Church, received from the primitive times of
the Christian religion, and with the unanimous teaching of
the holy Fathers and the decrees of sacred councils, they
above all instruct the faithful diligently in matters relating to
intercession and invocation of the saints, the veneration of
relics, and the legitimate use of images. . . . Moreover, that the
images of Christ, of the Virgin Mother of God, and of the
other saints are to be placed and retained especially in the
churches, and that due honor and veneration is to be given
them; not, however, that any divinity or virtue is believed to
be in them by reason of which they are to be venerated, or
that something is to be asked of them, or that trust is to be
placed in images, as was done of old by the Gentiles who
placed their hope in idols; but because the honor which is
shown them is referred to the prototypes which they rep-
resent, so that by means of the images which we kiss and
before which we uncover the head and prostrate ourselves,
we adore Christ and venerate the saints whose likeness they
bear. That is what was defined by the decrees of the councils,
especially of the Second Council of Nicaea, against the oppo-
nents of images.

Moreover, let the bishops diligently teach that by means
of the stories of the mysteries of our redemption portrayed
in paintings and other representations the people are instruct-
ed and confirmed in the articles of faith, which ought to be
borne in mind and constantly reflected upon; also that great
profit is derived from all holy images, not only because the
people are thereby reminded of the benefits and gifts be-
stowed on them by Christ, but also because through the saints
the miracles of God and salutary examples are set before
the eyes of the faithful, so that they may give God thanks for
those things, may fashion their own life and conduct in imita-
tion of the saints and be moved to adore and love God and cul-
tivate piety. But if anyone should teach or maintain anything
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contrary to these dectees, let him be anathema.

If any abuses shall have found their way into these holy
and salutary observances, the holy council desires earnestly
that they be completely removed, so that no representation of
false doctrines and such as might be the occasion of grave
error to the uneducated be exhibited. . . . Finally, such zeal
and care should be exhibited by the bishops with regard
to these things that nothing may appear that is disorderly
or unbecoming and confusedly arranged, nothing that is pro-
fane, nothing disrespectful, since holiness becometh the

house of God.

68
From a session of the Inquisition Tribunal
in Venice of Paolo Veronese

Because of the liberal religious atmosphere of Venice, Veronese
was never required to make the various changes to his paini-
ing of the Last Supper (fig. 691) asked for by the tribunal of
the Inquisition in this interrogation. All parties seem to have
been satisfied with a mere change of title, to Supper in the
House of Levi.

Today, Saturday, the 18th of the month of July, 1573, hav-

ing been asked by the Holy Office to appear before the Holy

Tribunal, Paolo Caliari of Verona, . . . Questioned about his

profession:

Answer: I paint and compose figures.

Q: Do you know the reason why you have been summoned?

A: No, sir.

Q: Can you imagine it?

A: 1 can well imagine.

Q: Say what you think the reason is.

A: According to what the Reverend Father, the Prior of the
Convent of SS. Giovanni e Paolo, . . . told me, he had been
here and Your Lordships had ordered him to have paint-
ed [in the picture] a Magdalen in place of a dog. [ answer-
ed him by saving [ would gladly do everything necessary
tor my honor and for that of my painting, but that I did not
understand how a figure of Magdalen would be suitable
there. . ..

Q): What picture is this of which you have spoken?

A: This is a picture of the Last Supper that Jesus Christ took
with His Apostles in the house of Simon. . . .

Q: At this Supper of Our Lord have vou painted other figures?

A: Yes, milords.

: Tell us how many people and describe the gestures of each.

A: There is the owner of the inn, Simon; besides this tigure |
have made a steward, who, I imagined, had come there for
his own pleasure to see how the things were going at the
table. There are many figures there which I cannot recall,

as | painted the picture some time ago. . . .

Q: In this Supper which you made for SS. Giovanni e Paolo
what is the significance of the man whose nose is bleeding?

A: I intended to represent a servant whose nose was bleeding
because of some accident.

Q: What is the significance of those armed men dressed as
Germans, each with a halberd in his hand? . . .

A: We painters take the same license the poets and the jesters
take and I have represented these two halberdiers, one
drinking and the other eating nearby on the stairs. They are
placed there so that they might be of service because it
seemed to me fitting, according to what I have been told,
that the master of the house, who was great and rich,
should have such servants.

Q: And that man dressed as a buffoon with a parrot on his
wrist, for what purpose did you paint him on that canvas?

A: For ornament, as is customary.

Q: Who are at the table of Our Lord?

A: The Twelve Apostles.

Q: What is St. Peter, the first one, doing?

A: Carving the lamb in order to pass it to the other end of the
table.

Q: What is the Apostle next to him doing?

A: He is holding a dish in order to receive what St. Peter will
give him.

Q: Tell us what the one next to this one is doing.

A: He has a toothpick and cleans his teeth. . . .

Q: Did any one commission you to paint Germans, buffoons,
and similar things in that picture?

A: No, milords, but I received the commission to decorate the
picture as I saw fit. It is large and, it seemed to me, it could
hold many figures.

Q: Are not the decorations which you painters are accustomed
to add to paintings or pictures supposed to be suitable and
proper to the subject and the principal figures or are they
for pleasure—simply what comes to your imagination
without any discretion or judiciousness?

A: I paint pictures as | see fit and as well as my talent permits.

(Q: Does it seem fitting at the Last Supper of the Lord to
paint buffoons, drunkards, Germans, dwarfs and similar
vulgarities?

A: No, milords.

Q: Do you not know that in Germany and in other places in-
fected with heresy it is customary with various pictures full
of scurrilousness and similar inventions to mock, vituper-
ate, and scorn the things of the Holy Catholic Church in
order to teach bad doctrines to foolish and ignorant people?

A: Yes that is wrong, . . .

Alter these things had been said, the judges announced
that the above named Paolo would be obliged to improve and
change his painting within a period of three months from the
day of this admonition and that according to the opinion and
decision of the Holy Tribunal all the corrections should be made
at the expense of the painter and that if he did not correct the
picture he would be liable to the penalties imposed by the
Holy Tribunal. Thus they decreed in the best manner possible.
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70
Martin Luther (1483-1546)
From Against the Heavenly Prophets in the
Matter of Images and Sacraments

Luther inaugurated the Protestant Reformation movement in
1517 with a public critique of certain church practices, especial-
ly the sale of indulgences. His actions soon inspired a number of
similar reformers in the North, some of whom were more
extreme in their denunciations of the conventional artistic and

musical trappings of the Church. The ideas of one of these,

Andreas Bodenstein, inspired this writing of 1525.

I approached the task of destroying images by first tearing
them out of the heart through God’s Word and making them
worthless and despised. . . . For when they are no longer in the
heart, they can do no harm when seen with the eyes. But Dr.
Karlstadt [Andreas Bodenstein], who pays no attention to
matters of the heart, has reversed the order by removing them
from sight and leaving them in the heart. . ..

I have allowed and not forbidden the outward removal of
images, so long as this takes place without rioting and uproar
and is done by the proper authorities. . . . And I say at the out-
set that according to the law of Moses no other images are for-
bidden than an image of God which one worships. A crucifix,
on the other hand, or any other holy image is not forbidden.
Heigh now! you breakers of images, I defy you to prove the
opposite! ...

Thus we read that Moses’ Brazen Serpent remained (Num.
21:8) until Hezekiah destroyed it solely because it had been
worshiped (I1 Kings 18:4). . ..

However, to speak evangelically of images, I say and
declare that no one is obligated to break violently images even
of God, but everything is free, and one does not sin if he does
not break them with violence. . . .

Nor would I condemn those who have destroyed them,
especially those who destroy divine and idolatrous images. But
images for memorial and witness, such as crucifixes and
images of saints, are to be tolerated. This is shown above to be
the case even in the Mosaic law. And they are not only to be
tolerated, but for the sake of the memorial and the witness
they are praiseworthy and honorable, as the witness stones
of Joshua (Josh. 24:26) and of Samuel (I Sam. 7:12).

71
Albrecht Diirer (1471-1528)
From the draft manuscript for
The Book on Human Proportions

Diirer made two trips to Italy and was exposed to the new art
theories being discussed there, which impressed bim greatly. He
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did not accept them uncritically, however. His rethinking of
Italian ideas often appears only in preliminary form, in drafts
such as this one, written in 1512—13.

How beauty is to be judged is a matter of deliberation. . . . In
some things we consider that as beautiful which elsewhere
would lack beauty. “Good” and “better” in respect of beauty
are not easy to discern, for it would be quite possible to make
two different figures, neither of them conforming to the other,
one stouter and the other thinner, and yet we scarce might be
able to judge which of the two may excel in beauty. What
beauty is I know not, though it adheres to many things. When
we wish to bring it into our work we find it very hard. We must
gather it together from far and wide, and especially in the case
of the human figure. . . . One may often search through two or
three hundred men without finding amongst them more than
one or two points of beauty which can be made use of. You
therefore, if you desire to compose a fine figure, must take the
head from some and the chest, arm, leg, hand, and foot from
others. . ..

Many follow their taste alone; these are in error. Therefore
let each take care that his inclination blind not his judgment.
For every mother is well pleased with her own child. . ..

Men deliberate and hold numberless differing opinions
about these things and they seek after them in many different
ways, although the ugly is more easily attained than the beau-
tiful. Being then, as we are, in such a state of error, I know not
how to set down firmly and with finality what measure ap-
proaches absolute beauty. . . .

It seems to me impossible for a man to say that he can point
out the best proportions for the human figure; for the lie is in
our perception, and darkness abides so heavily within us that
even our gropings fail. . . .

However, because we cannot altogether attain perfec-
tion, shall we therefore wholly cease from our learning? This
bestial thought we do not accept. For evil and good lie be-
fore men, wherefore it behooves a rational man to choose the
better.

72
Artemisia Gentileschi (1593—c. 1653)
From a letter to Don Antonio Ruffo

Being a woman in what was considered until very recently
a man’s field was not casy, as this letter of November 13,
1649, only begins to suggest. Ruffo was one of Artemisia’s

patrons.

I have received a letter of October 26th, which I deeply appre-
ciated, particularly noting how my master always concerns
himself with favoring me, contrary to my merit. In it, you tell
me about that gentleman who wishes to have some paintings
by me, that he would like a Galatea and a Judgment of Paris,
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Ixlian ideas often appears only in preliminary form, in drafts
suchas this one, written in 1512-13.

How Beauty is to be judged is a matter of deliberation. . . . In
some thipgs we consider that as beautiful which elsewhere
would lack beauty. “Good” and “better” in respect of beauty
are not easy\to discern, for it would be quite possible to make
two differen
one stouter any the other thinner, and yet we scarce might be
able to judge which of the two may excel in beauty. What
beauty is | know Rot, though it adheres to many things. When
we wish to bring it ato our work we find it very hard. We must

igures, neither of them conforming to the other,

gather it together frdm far and wide, and especially in the case

of the human figure. .\ . One may often search through two or
three hundred men wi

one or two points of bejuty which can be made use of. You

out finding amongst them more than

therefore, if you desire to Yompose a fine figure, must take the
head from some and the ¢
others. . ..

Many follow their taste aloNe; these are in error. Therefore

est, arm, leg, hand, and foot from

let ecach take care that his inclinytion blind not his judgment.
For every mother is well pleased Vith her own child. . ..

Men deliberate and hold numberless differing opinions
about these things and they seck aftgr them in many different
ways, although the ugly is more easil\attained than the beau-
e of error, | know not
what measure ap-

tiful. Being then, as we are, in such a st:
how to set down firmly and with finali
proaches absolute beauty. . . .

It seems to me impossible for a man to say that he can point
out the best proportions for the human figurg; for the lie is in
our perception, and darkness abides so heavily within us that
even our gropings fail. . . .

However, because we cannot altogether atxai

fore men, wherefore it behooves a rational man to ch
better.

72
Artemisia Gentileschi (1593—c. 1653)
From a letter to Don Antonio Ruffo

Being a woman in what was considered until very recently
a man's field was not casy, as this letter of November 13,
1649, only begins 1o suggest. Ruffo was one of Artemisia’s
patrons.

I have received a letter of October 26th, which I deeply appre-
ciated, particularly noting how my master always concerns
himself with favoring me, contrary to my merit. In it, you tell
me about that gentleman who wishes to have some paintings
by me, that he would like a Galatea and a Judgment of Paris,

PRIMARY SOURCES FOR PART THREE 627

id not accept them uncritically, however. His rethinking of

and that the Galatea should be ditterent trom the one that
Your Most Ilustrious Lordship owns. There was no need for
you to urge me to do this, since by the grace of God and the
Most Holy Virgin, they [clients] come to a woman with this
kind of talent, that is, to vary the subjects in my painting; never
has anyone found in my pictures any repetition of invention,
not even of one hand.

As for the fact that this gentleman wishes to know the price
before the work is done, . . . I do it most unwillingly. . . . I never
quote a price for my works until they are done. However, since
Your Most Illustrious Lordship wants me to do this, I will
do what you command. Tell this gentleman that I want five
hundred ducats for both; he can show them to the whole
world and, should he find anyone who does not think the
paintings are worth two hundred scudi more, I won’t ask him
to pay me the agreed price. I assure Your Most Illustrious
Lordship that these are paintings with nude figures requir-
ing very expensive female models, which is a big headache.
When I find good ones they fleece me, and at other times, one
must suffer [their] pettiness with the patience of Job.

As for my doing a drawing and sending it, I have made a
solemn vow never to send my drawings because people have
cheated me. In particular, just today I found . . . that, having
done a drawing of souls in Purgatory for the Bishop of St. Ga-
ta, he, in order to spend less, commissioned another painter
to do the painting using my work. If I were a man, I can’t im-
agine it would have turned out this way. . . .

I must caution Your Most Illustrious Lordship that when
1 ask a price, I don’t follow the custom in Naples, where they
ask thirty and then give it for four. I am Roman, and therefore
I shall act always in the Roman manner.

73
iovanni Pietro Bellori (1613-1696)
Fram Lzves of the Modern Painters,
culptors, and Architects

Unlike Vasari's LiveN\Bellori’s book is more selective and criti-
cal. He often ignores orsives minimal treatment to those artists
and architects who offend®d bis classical taste. Bellori’s account
was published in Rome in 1

it most glorious in the presence of the Gr
painting was most admired by men and
stay the same,
ith perpetu-

Giotto had slowly advanced over the long period of two



76
Nicolas Poussin (c. 1593-1665)

From an undated manuscript

Poussin’s ideas on art were central to the formation of the
French Academy in 1648 and, because of the preeminence of
that academy, therefore to the entire European academic move-
ment of the seventeenth through the nineteenth centuries.

The magnificent manner consists of four things: subject, or
topic, concept, structure and style. The first requirement,
which is the basis for all the others, is that the subject or topic
should be great, such as battles, heroic actions and divine mat-
ters. However, given the subject upon which the painter is
engaged is great, he must first of all make every effort to avoid
getting lost in minute detail, so as not to detract from the dig-
nity of the story. He should describe the magnificent and great
details with a bold brush and disregard anything that is vulgar
and of little substance. Thus the painter should not only be
skilled in formulating his subject matter, but wise enough to
know it well and to choose something that lends itself natu-
rally to embellishment and perfection. Those who choose vile
topics take refuge in them on account of their own lack of
ingenuity. Faintheartedness is therefore to be despised, as is
baseness of subject matter for which any amount of artifice is
useless. As for the concept, it is simply part of the spirit, which
concentrates on things, like the concept realized by Homer
and Phidias of Olympian Zeus who could make the Universe
tremble with a nod of his head. The drawing of things should
be such that it expresses the concept of the things themselves.
The structure, or composition of the parts, should not be stu-
diously researched, and not sought after or contrived with
effort but should be as natural as possible. Style is a particular
method of painting and drawing, carried out in an individual
way, botn of the singular talent at work in its application and
in the use of ideas. This style, and the manner and taste

emanate from nature and from the mind.

_ 81
Sir Joshua Reynolds (1723-1792)
From “A Discourse, Delivered at the

Opening of the Royal Academy,
January 2, 1769”

An Academy, in which the Polite Arts may be regularly culti-
vated, is at last opened among us by Royal Munificence. This
must appear an event in the highest degree interesting, not
only to the Artists, but to the whole nation.

.t is indeed difficult to give any other reason, why an
empire like that of Britain, should so long have wanted an
ornament so suitable to its greatness, than that slow progres-
sion of things, which naturally makes elegance and refinement
the last effect of opulence and power. . . .

The principal advantage of an Academy is, that . . . it
will be a repository for the great examples of the Art. These
are the materials on which Genius is to work, and without
which the strongest intellect may be fruitlessly or deviously
employed. By studying these authentick models, that idea
of excellence which is the result of the accumulated expe-
rience of past ages may be at once acquired, and the tardy
and obstructed progress of our predecessors, may teach
us a shorter and easier way. The Student receives, at one
glance, the principles which many Artists have spent their

whole lives in ascertaining. . . . How many men of great nat-
ural abilities have been lost to this nation, for want of these
advantages? . . .

Raffaelle, it is true, had not the advantage of studying in an
Academy; but all Rome, and the works of Michael Angelo in
particular, were to him an Academy. . . .

One advantage, I will venture to affirm, we shall have in
our Academy, which no other nation can boast. We shall have
nothing to unlearn. . ..

But as these Institutions have so often failed in other
nations . . . I must take leave to offer a few hints, by which
those errors may be rectified. . .

I would chiefly recommend, that an implicit obedience ‘
to the Rules of Art, as established by the practice of the
great Masters, should be exacted from the young Students.
That those models, which have passed through the appro-
bation of ages, should be considered by them as perfect
and infallible Guides; as subjects for their imitation, not
their criticism.

[am confident, that this is the only efficacious method of
making a progress in the Arts; and that he who sets out with
doubting, will find life finished before he becomes master of
the rudiments. For it may be laid down as a maxim, that he
who begins by presuming on his own sense, has ended his
studics as soon as he has commenced them. Every opportuni-
tv, therctore, should be taken to discountenance that false and
vulgar opinion, that rules arc the fetters of Genius.
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