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Preface

This book is intended to serve as a component of a course
of study that involves two principal types of activities.
First, the path to understanding Baroque and Rococo art
and architecture begins by looking closely at individual
artworks, describing salient features, and formulating
questions based on observation. It is hoped that the reader
will undertake this process by poring over the illustrations
while also investigating the abundant visual resources in
specialized publications and on the Internet. The activity
of looking should also include firsthand experience with
objects from the period, whether in a local art museum or
by means of travel.

A second, corollary activity is the assembling and anal-
ysis of relevant information. The book contributes to this
process by providing essential data along with the inter-
pretation of key monuments. Chapter divisions are based
on chronology, geography, and medium, with emphasis on
the main centers of art production. A drawback of this
approach has been the separation of media in a period that
sought to achieve a synthesis of diverse arts, but the over-
riding consideration has been clarity of presentation.

One of the pleasures of writing has been the sup-
port and encouragement offered by so many individuals.
The project depended on the initiative of two peerless
editors-in-chief at Pearson: the late Bud Therien made
the initial invitation, and Sarah Touborg saw the project
to completion. Members of their staff, Helen Ronan and
Carla Worner, offered many courtesies. In London, Kara
Hattersley-Smith oversaw production by the exceptional
team at Laurence King Publishing, among whom Donald
Dinwiddie guided me through the various steps. | can-
not fully express my debt to the copy editor, Tessa Clark,
for whom my manuscript was the last assighment in a
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distinguished career, and who spared me innumerable
infelicities of prose. My thanks go to the picture editor,
Julia Ruxton, whose perspicacity proved valuable in track-
ing down images, and to Grita Rose-Innes of Rose-Innes
Associates, who provided the handsome design.

At three signal stages over the years the publisher
engaged scholars and teachers to critique groups of chap-
ters. For their thorough reading of the various typescripts
[ am deeply indebted to Jill Blondin, University of Texas
Tyler; Alden Cavanaugh, Indiana State University; Victor
Coonin, Rhodes College; Stephanie Dickey, Queen’s
University; Alison Fleming, Winston-Salem University;
Alejandra Giminez-Berger, Wittenberg University; Carl
Goldstein, University of North Carolina Greensboro;
Dorothy Habel, University of Tennessee Knoxville; Lisa
Hanes, University of South Florida; Donald Harington,
University of Arkansas; Heidi J. Hornik, Baylor
University; Barbara Johnston, Columbus State University;
Bonnie Kutbay, Mansfield University of Pennsylvania;
Tony A. Lewis, Louisiana State Museum; John W. Myers,
University of North Carolina Wilmington; Allison
Palmer, University of Oklahoma; Catherine Puglisi,
Rutgers; Lisa Rafanelli, Manhattanville College; Wendy
Wassyng Roworth, University of Rhode Island; Nina E.
Serebrennikov, Davidson College; Brian Steele, Texas
Tech University; Janis Tomlinson, University of Delaware;
Catherine Turrill, California State University Sacramento;
and Jennifer Webb, University of Minnesota Duluth.

As the manuscript neared completion, many friends
and colleagues generously undertook detailed readings
of chapters in their area of expertise: Christopher Allen,
Robert Berger, William Barcham, Kristin Lohse Belkin,
Hugh Belsey, Wayne Franits, Jack Freiberg, Hilliard T.



Goldfarb, Melissa Hyde, Alison Kettering, Estelle Lingo,
Tod Marder, Carole Paul, Shelley Perlove, Julie-Anne Plax,
Pierre du Prey, Michael Rabens, Michael Schreffler, Robin
Simon, Nicola Smith, Michael Yonan, and Rochelle Ziskin.
| am also grateful to those who responded to inquiries,
in particular, Werner Heimberger, Stuart Lingo, Harry
Murutes, David Rosand, and John Beldon Scott. A book
of this nature is entirely dependent on the work of several
generations of scholars, and | have striven to acknowledge
these sources in the bibliographies. In addition, Oxford
Art Online has been consulted at every turn, and | wish to
record my general indebtedness to its numerous authors.

www.MySearchLab.com
<http://www.mysearchlab.com>

Among my many students who made contributions
were Bobbie Fernandez, Segundo Fernandez, Kathy Gillis,
Bernadine Heller-Greenman, Preston McLane, Nancy R.
Rivers, Julianne Sandlin, and Diantha Steinhilper. Sarah
Buck ably assisted with the eText edition of the book.
Finally, the patience and support of my family and friends
are deeply appreciated. The book is dedicated to my stu-
dents, past, present, and future, in Tallahassee, Florence,
and London, in gratitude for all that they have taught me.

Tallahassee, Spring 2012

Pearson’s MySearchlLab with eText is the easiest way for students to master a writing or research
project. MySearchlab is available at no additional charge packaged with a Pearson textbook and is
also available as a standalone product.
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greater flexibility, students can download the eText to a tablet using the free Pearson eText app.
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0.1 Norman Rockwell, The Art Critic, 1955. Oil on canvas,
39% x 36%" (100 x 91 cm). Norman Rockwell Museum,
Stockbridge.

Correggio, Assumption of the Virgin, 1522-30. (Detail of FIG. 0.15)

[ntroduction

In a Saturday Evening Post cover for 16 April 1955, entitled The
Art Critic, a young artist holds a portable easel, paint box,
and palette laid with colors as he intently examines with
a magnifying glass a brooch on the bosom of the lively
woman in the framed painting hanging in a museum (FIG.
0.1). Modeled after the female types of Peter Paul Rubens
(see FIG. 8.13), she glances at him with bemusement, while
the gentlemen in the portrait adjacent, adapted from a
civic guard picture by Frans Hals, show their stern disap-
proval (see FIG. 6.10). In this amusing image the American
illustrator Norman Rockwell (1894—1978) captured sev-
eral of the principal goals of artists who lived during the
Baroque and Rococo periods: to bring painted figures to
life, to suggest a fleeting moment in time, to unify real and
artistic space, and to portray various states of mind. The
pearls worn by the woman are a reminder that the words
baroque and rococo, like many art-historical terms, postdate
the time period they now designate and were first used in
a derogatory sense.

The French word baroque derives from a jeweler’s term
coined in the second half of the sixteenth century in Spain
(barrueco) and in Portugal (barroco) to describe the highly
prized bulbous or oddly shaped pearls imported by sea
to western Europe. These pearls were often fixed in a
bejeweled setting to combine an artifact of nature with
one created by man, as in the Swan Pendant fashioned by
an unknown Netherlandish artist in the 1590s (FIG. 0.2).
By the eighteenth century this meaning of baroque was
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0.2 Unknown Netherlandish artist, Swan Pendant, 1590s.
Baroque pearls, gold, enamel, diamonds, rubies, 72 x 2%s"
(19.2 x 5.9 cm). State Hermitage Museum, St. Petersburg.

absorbed into the English and German languages, and by
extension it came to mean anything bizarre, irregular, or
eccentric, a figurative meaning still current today. Thus in
the second half of the eighteenth century, French writers
on music, art, and architecture used barogue in a pejora-
tive sense to criticize compositions judged to be overly
elaborate, rough, or complicated, citing in particular the
seventeenth-century buildings of Francesco Borromini
and Guarino Guarini (see FIGS. 4.12 and 4.23). In 1855 the
Swiss cultural historian Jacob Burckhardt in his guide to
the arts in Italy, Der Cicerone, used the word to character-
ize the overall visual style of the seventeenth century
(Barockstil), implying a period of decline compared to the
beauty and loftiness of Renaissance art. The word shed
its negative association chiefly through the writings of
Burckhardt’s pupil Heinrich Wolfflin, whose Renaissance und
Barock (1888) and Principles of Art History (1915) propose a
system of comparative analysis to show that seventeenth-
century art was different from but not inferior to that of
the Renaissance.

14 Introduction

The word rococo similarly originated as a term of deri-
sion, first used in 1796—7 by students in the studio of the
Neoclassical painter Jacques-Louis David to describe
the old-fashioned, “feminine” style of painting popu-
lar during the reign of Louis XV and associated with his
most famous mistress, Madame de Pompadour. Rococo is
evidently a synthesis of three words: rocaille, the French
name for a decorative veneer of rocks and shells used in
garden fountains and artificial grottoes; coquillage, deco-
rative shell motifs in these ensembles; and barocco, in
the sense of irregular or misshapen. Used in English in
about 1835 to denote something out-of-style, rococo first
entered the official French dictionary in 1842 to describe
an outmoded ornamental style of the Louis XV period.
In Germany it initially implied a late, decadent stylistic
phase of art and by mid century more specifically the
decadent phase of art that followed the Baroque. The
word received major critical rehabilitation in 1943 with
the publication of Fiske Kimball’s book The Creation of the
Rococo, which traces the evolution of wall paneling, first
in eighteenth-century France and then in Germany. For
example, the Gilded Chamber of Madame Adélaide at
Versailles contains the essential features of Rococo décor:
sinuous lines, asymmetrical motifs, and naturalistic details
like flowers and shells (Ange-Jacques Gabriel and Jacques
Verberckt, 1753, 1759; FIG. 0.3). Kimball’s restricted use of
the word still prevails among many historians, and espe-
cially French scholars.

Here the words Baroque and Rococo do not signify
stylistic designations, because attempts to define Baroque
style or Rococo style usually falter—with the excep-
tion, as just mentioned, of the Rococo label for decora-
tive arts during the eighteenth century. Rather, following
a trend that has persisted in some scholarship for over

0.3 Ange-Jacques Gabriel and Jacques Verberckt, Gilded
Chamber of Madame Adélaide, 1753, 1759. Palace of Versailles.



a half century, | employ the words Baroque and Rococo Often characterized as an age of crisis in Europe, the
sparingly but broadly as a convenient way to designate  Baroque and Rococo periods witnessed dramatic changes
two closely related periods, 1585 to 1700 and 1700 to  that lacked clear-cut resolution in four broad geographical

1785 respectively. areas (FIG. 0.4).

0.4 Map of Europe in 1648.
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Society

The Baroque inherited from the medieval and Renaissance
periods the concept of the Great Chain of Being, accord-
ing to which each individual had a preordained position
within the social hierarchy. This status was ordained by
God and confirmed by laws and traditions governing priv-
ileges, dress, comportment, and diet. At its most basic, the
organization of society conformed to the three estates,
each with further subdivisions: The first estate comprised
men of the Church, the second the aristocracy, and the
third the remaining majority, both middle class and peas-
antry. Crisis came in the form of upward movement within
the estates, which was always considered a transgression
but was easier to achieve over the course of the seventeenth
and eighteenth centuries. For example, the purchase of
land to which a title was attached improved one’s status;
a sovereign could fill the royal coffers through the sale
of patents of nobility; investment in overseas colonization
might be extremely profitable. On another front, women
strove to break out of the confines of the home and the
convent to acquire an education and a profession. Artists
fought their own battles with the intent of elevating them-
selves socially, and a few, who lived a princely lifestyle and
were attendant at court, even achieved knighthood.

Monarchical Government

Most Europeans accepted the concept that monarchy rep-
resented the most typical form of rule: A single person,
through birth and the sanction of God, received the right
to sovereignty. Whereas in England the king was increas-
ingly contained by Parliament, in France the monarch and
his ministers brought centralized government to its most
perfect form, absolutism, in which the arts operated as
an arm of government. As much a sovereign as head of
the Catholic Church, the pope ruled the Papal States in
central Italy on the monarchical model. Kings and queens
identified themselves less by nationality (“king of France”)
than by dynasty (“Bourbon”), and thus many wars were
initiated by rulers laying claim to foreign lands. However,
it was not always good to be the king. Monarchy suffered
upsets with the assassination of two French sovereigns—
Henri Il in 1589 and Henri IV in 1610—and the behead-
ing of Charles | in England in 1649 and of Louis XVI in
France in 1793. At the same time, alternative forms of gov-
ernment proved successful, notably the long-established
republics of Venice and Genoa, and the newly established
United Provinces in Holland.

Religion

At the beginning of the Baroque, Europe was still reel-
ing from the effects of the Protestant Reformation, which
began in 1517 with Martin Luther’s protest against cleri-
cal abuses in the Catholic Church. The concept of a sin-
gle, universal Church, based in the Vatican and grounded
in the belief that St. Peter was the first pope, gave way
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to numerous Christian sects, which included Lutheran,
Calvinist, and Anglican churches. These engaged in theo-
logical disputes with each other, and even in the Roman
Church conflicts between religious orders and problems
with new sects threatened stability. Religious divisions
incited numerous wars—for example, the Dutch War
of Independence from Spain (Eighty Years War, 1568—
1648)—and triggered the flight of sections of society,
such as the exodus in 1685 of Huguenots from Catholic
France to avoid persecution. A ban on the use of religious
imagery in most Protestant churches effectively erased
a whole class of art commissions, while the Catholic
Church pressed harder to control and harness devo-
tional pictures in the interest of conveying articles of faith
more effectively.

Science

Fragmentation within religious groups and alternative
readings of scripture may have undermined faith, but the
Church also suffered as a result of new tools and methods
of scientific examination and the new scientific societies
that were organized in the capitals of Europe. Scientists
investigating the human body and the material world pro-
duced data that was out of sync with traditional percep-
tions that had been accepted for centuries and upon which
the Church and monarchical government depended for
support. On the grandest level, the geocentric concept
of the universe was challenged by the German Johannes
Kepler and the Italian Galileo Galilei, who confirmed
Copernicus’s heliocentric system. Demonstrating the laws
of gravity in his Principia Mathematica (1687), Isaac Newton
irreversibly demonstrated the mathematical-mechanical
view of the universe.

The new science was bolstered by the new philoso-
phy, which centered on the work of the Frenchman René
Descartes. Cartesianism provided a rational, nonsupernat-
ural vision of man and the world that was refined by some,
like Baruch (Benedict) Spinoza in Holland and Gottfried
Wilhelm Leibniz in Germany, and challenged by others,
such as Thomas Hobbes in England. These developments
have their corollary in art in the heightened investigation
of the natural world, and the portrayal and utilization of
scientific instruments.

Despite these crises, religion and science managed to
coexist. Another belief inherited from the medieval period
concerned the transcendental view of nature: the concept
that the objects of visible reality are symbolic of a higher
level of meaning. This accounts for the prevalence of alle-
gorical subjects in art—the metaphorical use of personi-
fications and symbols to convey ideas—for which artists
consulted literary texts, emblem books, and dictionaries of
symbols. Two great systems inherited from the past con-
tinued to provide meaning (and indeed they still resonate
today): biblical subjects and classical mythology. Many
artists and patrons embraced Cicero’s dictum, Historia



magistra vitae est (History is life’s teacher), choosing histori-
cal subjects that contained what the ancients referred to
as an exemplum virtutis, a figure or theme providing an exam-
ple of virtuous behavior. Within the hierarchy of subject
categories for painting and sculpture, art theorists ranked
historical and allegorical subjects highest, in the belief that
images featuring the human figure were the most capable
of conveying basic truths and teaching moral lessons.

Sources of Baroque and Rococo Art

Although the sphere of art was affected by social, reli-
gious, and scientific crises, what remained consistent was
the strong desire on the part of artists and architects to
emulate and compete with the great figures of antiquity
and the Renaissance. Painters and sculptors embraced the
concept of naturalism, whereby the figural arts were con-
ceived as not an abstraction of nature but a reaffirmation
of the visible world. Leaving aside issues regarding the way
the eye perceives nature and the formal conventions that
govern artistic expression, we can identify two opposing
extremes within the broad continuum of naturalistic art-
works: mimetic realism, defined as nature copied liter-
ally, with flaws intact; and classicism, the intellectualized
perfection of nature in pursuit of transcendent Truth or
the Ideal.

An important early step in the education of an artist
was making copies from drawings, prints, and sculpture.
This was a way to establish a visual repertory of great
works that would serve as inspiration. It is essential to
recall that the concept of the avant-garde did not exist in
the seventeenth and eighteenth centuries, and that artists
saw themselves as inheritors of the tradition of ancient and
Renaissance art. Whether designing a painting, sculpture,
or building, the artist always consulted major exemplars
from the past. Nowadays, copying a detail or entire com-
position may strike us at best as pastiche or at worst as
plagiarism, but charges of the latter in the Baroque were
exceptional. The cosmopolitan centers of Italy were com-
monly acknowledged as the fountainhead of art, prompt-
ing artists from throughout Europe to travel from site to
site along the peninsula, observing and drawing as part of
the process of finishing their professional education.

In order to learn the lessons of ancient sculpture, art-
ists not only relied on reproductive prints and casts, but
also went to Rome, Florence, and Mantua to see the great
Greek and Hellenistic exemplars, usually known through
Roman copies. Among the sculptures believed to set a
universal standard of perfection, the Laocosn, with its dra-
matic presentation of the Trojan priest and his two sons
killed by serpents, represented the highest achievement
of the ancients (attributed to Hagesandros, Athanadoros,
and Polydoros; second or first century BCE; FIG. 0.5). The
group, discovered in a Roman vineyard to much acclaim in

0.5 Attributed to Hagesandros, Athanadoros, and Polydoros,
Laocéon, second or first century Bce. Marble, height 8’ (244 cm).
Vatican Museums, Rome.

1506, is carved in the round but conceived as a narrative
in high relief to be placed against a wall, thus affording
the best view of its stunningly naturalistic nudes shown in
dynamic movement. The Laocoon enjoyed a reputation as
the primary exemplum doloris (example of suffering) because
of the emotional tension expressed in every part of the
idealized bodies, and its ability to evoke a strong visceral
reaction.

Baroque naturalism would not have been possible in
painting, drawing, and other two-dimensional media with-
out the formal solutions developed by fourteenth- and
fifteenth-century artists to deal with the problem of por-
traying solid masses in a believable space.

The devices of naturalism include the anatomically
correct figure, the draped figure, contrapposto poses to give
the semblance of life, tonal modeling to convey volume,
a consistent light source, foreshortening, and linear and
atmospheric perspective. In order to link the figures psy-
chologically with the viewer, artists also experimented with
representing states of mind through posture, gesture, and
facial expression, as well as the semblance of eye contact.
In the third quarter of the fifteenth century an extraor-
dinary synthesis of the devices of naturalism appeared in
Andrea Mantegna’s frescoed walls and vault of the Camera
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0.6 Andrea Mantegna, Camera Picta, 1465-74. Fresco. Ducal
palace, Mantua.

Picta in the ducal palace of Mantua (1465—74; FIG. 0.6).
Combining portraiture, ancient history, mythology, land-
scape, and feigned architecture, Mantegna (1431-1506)
produced a landmark example of illusionism, a term used
here to mean the rendering of a fictive world that gives the
impression of being a literal extension of the real world.
He accomplished this by taking into account the position
of the observer with respect to the scale and location of
painted figures and objects. His efforts astonish, especially
the Pantheon-like oculus in the center of the vault, with its
view of clouds and sky, figures smiling down at the specta-
tor, and the stone balustrade rendered in one-point linear
perspective, as if seen from below looking up (the Italian
term is di sotto in si, literally, from below upward).

The masters at the turn of the sixteenth century, the
period traditionally called the High Renaissance (1475—
1520), fully assimilated the devices of naturalism while
taking them in the direction of classicism. Three bril-
liant artists, all with ties to Florence—Leonardo da Vinci
(1452—1519), Michelangelo Buonarroti (1475—1564), and
Raphael (1483—1520)—Ieft a body of work that subse-
quent Renaissance and Baroque painters admired greatly.

18 Introduction

Using the oil medium, increasingly common in Italy
from the 1470s, Leonardo achieved jewel-like colors and
transparent glazes in the Virgin of the Rocks, the central panel
of an altarpiece commissioned by the Confraternity of the
Immaculate Conception for their chapel in S. Francesco
Grande, Milan (1483-5; FIG. 0.7). The work epitomizes
the classicism of High Renaissance painting: The pyrami-
dal grouping of the figures, the emphasis on the triad of
primary colors, and the idealized figures (most evident in
the perfect behavior of the Christ child and infant John
the Baptist) create a perfect world that, unlike Mantegna’s
Camera Picta, holds the viewer at a respectful distance.
The simple motif of Mary’s downcast gaze suggests a
complex inner emotional life. Initiating a trend toward
dark paintings, Leonardo located his figures not in a
typically bright space but in a shadowy, mysterious set-
ting, shrouding them in sfumato (“smoky” blurring of the
forms). Furthermore, he practiced an empirically based

0.7 Leonardo da Vinci, Virgin of the Rocks, 1483-5. Qil on panel,
6' 6%" x 4' (200 x 122 cm). Musée du Louvre, Paris.



0.8 Michelangelo, Sistine Chapel ceiling, detail, 1508-12. Fresco. Vatican.

naturalism, seen here in the realistic details of anatomy,
plant life, and geology.

Michelangelo, working as sculptor and painter in
Florence and Rome, created a body of work that earned
him the epithet “Divine” during his lifetime. Rejecting the
foreshortening and consistent figural scale that are integral
to the illusionism of the Camera Picta, Michelangelo cre-
ated, like Leonardo, a perfected realm—naturalistic but
of a higher order—in the Sistine Chapel ceiling in Rome
(1508—12; FIG. 0.8). In part inspired by ancient sculpture,
The Creation of Adam epitomizes his focus on the expressive
human form, as may be seen in the contrasting pair of the

idealized nude male, Adam, and the draped, explosive
form of God the Father. Comparing Michelangelo’s pre-
paratory drawings after the model in the studio with these
frescoed figures reveals that he tempered an exhaustive
study of the body by simplifying and clarifying the mus-
culature. The figures’ sharp contours and bright tonalities
are evidence of the central Italian emphasis on disegno (lit-
erally, design or drawing), the use of line to define form
and create volume.

Although Raphael would create his most celebrated
works in Rome, where he settled in 1508/9, his Entombment,
the main panel of an altarpiece commissioned by Atalanta
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0.9 Raphael, Entombment, 1507. Oil on panel, 5' 11%2" x 5" 9%"
(174.5 x 178.5 cm). Borghese Gallery, Rome.

Baglioni for her family chapel in S. Francesco al Prato,
Perugia, was conceived in Florence (1507; FIG. 0.9). It too
demonstrates the High Renaissance trend toward ideali-
zation in its sculptural rendering of the bodies. The clas-
sicism of the piece is evident in many details: the relief
composition of the figures located in the foreground
space; the adoption of a motif, drawn from antique sculp-
ture, of the dead hero transported by athletic males; the
use of local color; and the stylized facial expressions com-
parable to those in the Laocoon.

After 1620 the influence of these artists and their con-
temporaries in central Italy and the province of Emilia, of
which Parma and Bologna were the main centers, resulted
in a shift toward a new approach to form called Mannerism
by some historians, from the Italian manicra (manner, style).
While Mannerist artists drew inspiration from both
ancient statuary and High Renaissance classical sources,
and maintained convincingly realistic details, overall they
rejected naturalism in favor of a consciously affected aes-
thetic. The most famous example is the Madonna of the Long
Neck by Parmigianino (Francesco Mazzola, 1503—40), who
was born and trained in Parma and resided in Rome in
1524—7. Parmigianino originally conceived the altarpiece
as a conventional enthroned Virgin and Child flanked by
Sts. Jerome and Francis (commissioned by Elena Baiardo
for her deceased husband’s family chapel in Sta. Maria
dei Servi, Parma; begun 1534; FIG. 0.10). However, he
moved the saints to the background and left the work
partly unfinished before his untimely death. Despite the
downcast gaze of the Virgin, which shows the influence
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0.10 Parmigianino, Madonna of the Long Neck, begun
1534. Oil on wood, 85 x 52" (219 x 135 cm). Galleria
degli Uffizi, Florence.

of Leonardo, her attenuated proportions defy classical
norms while insinuating a new canon of beauty through
analogy with the sloping contours of the vase and the col-
umn. The space remains unresolved: The crush of youth-
ful angels on the left opposes the illogical jump into the
distance on the right, where the two diminutive saints
stand (only one of St. Francis’s feet was completed). The
painting vacillates between an extreme form of sensu-
ous beauty, incorporating potentially erotic details, and a
rejection of the devices of naturalism, all in the interest of
creating a tension appropriate for the painting’s devotional
content: the foreshadowing of Christ’s death through his
sleeping pose.

Michelangelo’s work assumed Maniera traits as his fig-
ures became more exaggerated in their musculature and
unnatural poses. When he returned to the Sistine Chapel
to paint the large Last Judgment over the altar, more than
two decades after working on The Creation of Adam, the tense
climate in Rome, resulting from the Church’s struggles
with the Protestant revolt, impacted how the fresco was
received (1536—41; FIG. 0.11). Although initially praised by
artists and cognoscenti, it was soon vilified by art theorists



0.11 Michelangelo, Last Judgment, 1536-41. Fresco, 48 x 44’ (14.6 x 13.41 m). Sistine Chapel, Vatican.
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and churchmen for the lack of accuracy and propriety in
the details, and the potential lasciviousness of the nudes.
At the same time, however, widely circulated prints of the
work increased its popularity among artists, and for dec-
ades it influenced painters who strove to master the figure,
not through life drawing but by quoting Michelangelo.

For example, one of his Florentine followers, Agnolo

Bronzino (1503—72), produced a large public altarpiece for
Sta. Croce, Christ in Limbo, whose ravishing figures and con-
scious references to prototypes exemplify the dangerous
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Oil on panel, 14" 62" x 9" 6%2"
(443 x 291 cm). Museo de Santa
Croce, Florence.
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path taken by Maniera painters in the second half of the
century (1552; FIG. 0.12). Seeking to produce a work of
unsurpassed beauty, Bronzino undermined its religious
content through the blatant sensuality of the crowd of
ornamental nudes that threatens to distract the worshiper.
Mannerism as a courtly style that appealed to a sophis-
ticated audience fond of erudite subjects and cognizant of
its peculiar relationship to the High Renaissance achieved
success in the realm of mythological and allegorical sub-
jects, represented by Bronzino’s Allegory with Venus and Cupid,

0.12 Bronzino, Christ in Limbo, 1552.



0.13 (above) Bronzino,
Allegory with Venus and
Cupid, ca. 1545. Oil on
panel, 57%2 x 45'¢"
(146 x 116 cm). National
Gallery, London.

0.14 (right) Correggio,
Lamentation, 1524-6.

Oil on panel, 61% x 71'%¢"
(157 x 182 cm). Galleria
Nazionale, Parma.

probably commissioned by Cosimo | de’Medici as a gift
for the French monarch Francis | (ca. 1545; Fic. 0.13). With
its taut outlines and enamel-like color, the work is a model
of Florentine disegno. The realistic details notwithstanding,
the marmoreal flesh, claustrophobic space, and ornamen-
tal poses derived from Michelangelo transport the work
to the realm of high art, where a lascivious painting—a
pubescent Cupid kisses and fondles his mother, Venus—
can masquerade as a didactic tool promoting virtuous
behavior through a negative example.

Also residing in Parma, Correggio (Antonio Allegri;
ca. 1489—-1534) drew inspiration from High Renaissance
paintings seen on brief trips to Rome and Florence, but
he avoided Mannerist distortion while aiming for an ideal
beauty and intense emotionalism. One of a pair of oil paint-
ings for the side walls of the Del Bono Chapel in S. Giovanni
Evangelistica, Parma, represents the Lamentation, which
took place after the deposition of Christ from the Cross,
with Jesus propped against the Virgin Mary’s lap (1524—6;
FIC. 0.14). Correggio brings immediacy to the event by
organizing the figures in a daringly asymmetrical com-
position. The artist places the main group close to the
observer, just behind the picture plane, and unites them
along emphatic diagonals, implying a bond of intimacy
through details like the anguished features of John the
Evangelist, against whose chest the Virgin collapses in
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0.15 Correggio, Assumption of the Virgin, 1522-30. Fresco, 35" 10" x 37" 11" (1093 x 1155 cm). Duomo, cupola, Parma.

grief. To lend a sense of immediacy, Correggio dramati-
cally crops the bodies of the holy woman in orange on the
left and St. Mary Magdalen on the right. The artist’s fig-
ural style is an adaptation of Michelangelo’s muscularity,
Raphael’s sweetness, and Leonardo’s psychological depth.
Additionally, in adopting Leonardo’s sfumato, he produces
an appealing tactile gleam, bordering on the sensual, in the
soft flesh and faceted planes of the cascading draperies.
In 1522 Correggio received the commission for the
cupola fresco in the Duomo of Parma, representing the
triumphal heavenward Assumption of the Virgin Mary, the
city’s patron saint (FIG. 0.15). Correggio adopts the illu-
sionistic conceit, used by Mantegna at the Camera Picta,
of the infinite view of clouds and sky, but here the parapet
through which we look is located at the edge of the vastly
larger and taller vault. The vista is organized clearly, with
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all elements uniform in scale and steeply foreshortened in
order to preserve the di-sotto-in-sii perspective. The apos-
tles, chief witnesses to the Virgin’s death, establish the
lowest register of space; reacting in astonishment, they
stand in front of an octagonal parapet upon which youths
light candelabra and generate clouds of incense. Further
up, music-playing angels support the Madonna, who is
flanked by Adam and Eve and surrounded by the arc of the
blessed, from which the ranks of angels and puffy clouds
rise in a spiral to meet Christ, floating in the center of
the vault. Correggio conceived the human body in a fresh
way by using vigorous contrapposto, violent foreshortening,
enraptured facial features, and a sense of weightlessness.
The most extreme example is the angel with head hidden
in the clouds and genitals exposed, located near the figure

of Christ.



0.16 Titian, Bacchus and Ariadne, 1520-3. Oil on canvas, 69 x 75" (176.5 x 191 cm). National Gallery, London.

Venice offered its own formal tradition, exemplified
by the work of Giorgione (ca. 1477/8—1510), as in the
Pastoral Concert, painted on canvas rather than the wood
support common in central Italy (ca. 1510; see FIG. 11.7).
Advancing the point of view that there are no clear out-
lines in nature, Venetian painters rejected disegno in favor
of colorito, the rendering of form through masses of color,
blurred contours, and broad brushwork. Presented in both
front and back views, the female nude appears in its char-
acteristically Venetian form as a voluptuous figure whose
flesh, made tantalizing by being partially draped, appeals
to the tactile sense. Landscape, accorded low status in
central Italian painting, is a significant element here, and
the theme of music making adds to the sensory appeal of
the work. Relatively few Venetian preparatory drawings
remain. Instead, artists often sketched their compositions

directly on the surface prior to working up the layers of
paint with the knowledge that the oil medium facilitates
changes (pentimenti) during execution.

Titian (1488/90—1576) enjoyed international stature
duringalong careerin which he contributed to the Venetian
revolution in medium and technique while producing a
large body of work representing a variety of subjects. He
established his reputation with portraits whose sitters pos-
sess a confident and sensitive air, and with a series of large,
innovative altarpieces. He exploited the sensuous effects
of the oil medium in his mythological subjects, such as the
Bacchus and Ariadne, one of three large paintings based on
ancient texts, installed in the Camerino of Alfonso d’Este,
duke of Ferrara, and later sequestered by Cardinal Pietro
Aldobrandini in 1598, who brought them to Rome, where
their impact was considerable (1520—3; FIG. 0.16). Bacchus
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leaps from his chariot, followed by the raucous sounds and
joyous procession of his cohorts, while Ariadne withdraws
defensively, her spiraling body captured in the lost profile,
daringly foreshortened right arm, and looping red and blue
drapery. The lush landscape takes the standard Venetian
format—closed by a thicket of trees on one side and open
to a narrow, distant view on the other. The luminosity, rich
color, and variety of textures were made possible by the
wide spectrum of pigments for sale at specialized vendors
(vendecolore) and by varying layers of pigment—from thick
impasto to thin, transparent glazes.

Over time Titian, like his compatriots, preferred a
rougher weave of canvas, which holds impasto better and
facilitates tonal gradation. In his later years he pushed

loose brushwork toward the disintegration of form, as in
The Death of Actaeon, intended for Philip Il of Spain but kept
in Titian’s studio until his death (possibly unfinished; ca.
1559—75; FIG. 0.17). In relating Ovid’s tragic narrative of
the cruel goddess’s punishment of the youthful hunter,
who had accidentally spied on her bathing and whom she
turned into a stag to be torn apart by his own hounds,
Titian replicates the sense of rapid movement through
broken touches of paint. The work shows Titian’s late pref-
erence for dark tones to underscore the tragic theme while
challenging the observer to imagine the unseen details.
Contemporaries described the master’s ability to render
a convincing figure with just a few strokes, his compulsion
to make changes while working, the use of coarse brushes

0.17 Titian, The Death of Actaeon, ca. 1559-75. Qil on canvas, 70%2 x 78" (179 x 198 cm). National Gallery, London.
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0.18 Joachim Beuckelaer, The Cook
with Christ in the House of Mary and
Martha, 1574. Oil on panel, 44 x 32"

(112 x 81 cm). Kunsthistorisches Museum,
Vienna.

and even his fingers in applying paint, and his habit of
turning a partially completed canvas to the wall for several
months before revisiting it afresh.

An alternative stylistic tradition, considered inferior
by some ltalians, attracted Baroque artists: painting in
the Netherlands, based primarily in Antwerp. From the
mid sixteenth century, many ltalian collectors eagerly
imported northern paintings and prints, and a significant
number of Netherlandish artists forged careers in Italian
cities. Northern painters enjoyed popularity particularly in
the areas of portraiture and nonhistorical subjects, such as
genre, landscape, and still life, and they deeply influenced
the development of these categories during the Baroque.
For example, as part of the trend toward increasing secu-
larization of subjects, Joachim Beuckelaer of Antwerp

(ca. 1533—ca. 1574) followed the lead of his master and
uncle Pieter Aertsen (1508—75) by creating kitchen and
market scenes filled with realistic foodstuffs, often plac-
ing a barely glimpsed biblical scene in the background.
Beuckelaer’s The Cook with Christ in the House of Mary and
Martha of 1574 incorporates the narrative from the life of
Christ, implying that the foreground figure is a modern-
day Martha (FiG. 0.18). The directness with which the fig-
ure addresses the spectator, and the careful description of
still-life objects, yield a compelling image.

The first generation of Baroque artists in Italy founded
their work on the close study of the masters discussed
here. Whether they tended toward mimetic realism or
idealizing classicism, they would take the devices of natu-
ralism to new heights.
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Often called the Age of Magnificence, the Baroque (1585—1700)
witnessed the highest echelons of society in Italy, France, and
Spain—from crowned heads of state to popes and cardinals of

the Catholic Church—commission large-scale artworks and
buildings that brought to an enthralled public the intertwined
messages of absolutist power and spiritual authority. In these works
artists integrated a variety of media to a degree unimagined in the
Renaissance. At the same time, members of the rising middle class,
in particular the citizens of the new republican government of
Holland, used art and architecture to affirm their place in the
material world and to assimilate—often in small, intimate works—
the new attitudes toward religion, science, and social relation-
ships. The human figure was esteemed as the supreme vehicle for
expressing a full range of human emotions and thought. Above all,
the goal of art was to make the spectator an active participant—

whether on a spiritual, intellectual, sensual, or humorous level.







CHAPTER ONE

The Birth of Baroque Painting

in ltaly

The Italian peninsula was a patchwork of self-governing
states with a shared culture and language until 1861, when
they were unified and Victor Emmanel Il of Sardinia was
crowned king. For example, in the fifteenth century “Italy”
comprised some 20 independent political entities. The
invasion by King Charles VIII of France in 1494 signaled a
half century of war, when France and Spain vied for domi-
nance over various states that were considered prizes for
annexation and a bulwark against the Turks. The low point
was reached in 1527 with the sack of Rome by the disgrun-
tled troops of Charles V, Holy Roman emperor and king
of Spain: Churches and palaces were pillaged and the pope
was forced to take refuge in the Castel Sant’Angelo. By
the mid sixteenth century, however, greater stability was
achieved, particularly with the Peace of Cateau Cambrésis,
when France yielded to Habsburg Spain (1559). Thus, by
the seventeenth century relatively few powers controlled
Italy. Spain ruled the kingdom of Naples, made up of the
entire southern half of the peninsula and Sicily, and admin-
istered by a viceroy, and also controlled Milan, the capi-
tal of Lombardy in the north. In Rome the pope acted as
absolutist monarch over the Papal States, a broad swath of
territories consolidated from the eighth century onward
in central Italy, which stretched from Bologna in the north

Caravaggio, The Calling of St. Matthew, 1599-1600.
(Detail of FIG. 1.32)

to the Roman Campagna in the south. Venice and Genoa
enjoyed a relatively stable existence as republics, while
dukes held sway over smaller principalities—the Medici
in Tuscany, the Este in Ferrara and Modena, the Farnese in
Parma, the Gonzaga and their successors in Mantua, and
the House of Savoy in the Piedmont.

Rome

Italian Baroque art was centered above all in Rome, which
emerged from its doldrums in the last quarter of the six-
teenth century. Rejuvenation was the result of renewal
within the Catholic Church and a bold public works cam-
paign initiated by Pope Sixtus V (r. 1585-90), who created
new streets, brought fresh sources of water, and invested
the urbanscape with a modern appearance (FIG. 1.1). What
set Rome apart from other capitals was the intensely cos-
mopolitan nature of its citizenry, who hailed from other
regions of Italy as well as of Europe. With opportunities for
all classes of people to get rich, and with positive reports
of Rome’s revival circulating throughout the Continent,
the resident population increased from about 45,000 in
1550 to almost 110,000 in 1600, and finally to 140,000 by
1700. In addition to nobles, lawyers, financiers, scientists,
and businessmen, a large number of Rome’s inhabitants
were priests, who not only fulfilled their duties within the
Church, but also administered the city and the state and
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influenced cultural life through their relations with artists,
playwrights, and scholars.

Straddling the banks of the Tiber River, Rome thus
enjoyed its role as the international city par excellence,
a magnet for religious pilgrims seeking indulgences and
visiting its seven venerable basilicas. Perhaps as many as
30,000 of these passed through Rome in any given year,
while for the Holy Year of 1600 some 500,000 visitors
came to experience the city’s wonders. Moreover, for an
increasing number of tourists and antiquarians the Eternal
City offered unparalleled treasures from the ancient,
medieval, and Renaissance periods. Artists benefited from
a large community in flux, as many travelers wished to
take home a devotional work or perhaps a souvenir view
of the city (see Giovanni Battista Falda’s views, FIGS. 1.2
and 4.3). At the same time, however, an indigent popula-
tion that desired public welfare also flooded into Rome,
seeking the services provided by religious orders and
charitable institutions.

Papal influence on the stage of international politics
waned during the Baroque, but the pontiffs still main-
tained relations with Catholic sovereigns throughout
Europe, and, as a center of international diplomacy, Rome
received ambassadors from far and wide, according them
the same privileges as the rulers they represented. The
popes were fully aware of the need to underwrite public
ceremonies and extravagant monuments to underscore
their preeminence. Although the Commune and Senate
of Rome had yielded their power to the papacy, the popes
invested the resources of the Church in urban revitaliza-
tion, fully aware of Roma Sancta’s capability to represent

1.1 Pope Sixtus V Surrounded by the Churches, Buildings,
and Monuments Built or Restored during his Pontificate, 1589.
Engraving, 20%s x 14" (50.9 x 35.5 cm). Private Collection.
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1.2 Giovanni Battista Falda, The Church Dedicated to St. Andrew the Apostle of the Novitiate of the Jesuit Fathers on the
Quirinal Hill, from Il nuovo teatro delle fabriche et edificii, 1665-7. Etching, 7% x 13%2" (181 x 344 cm). British Library, London.
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Catholicism triumphant. For cardinals and nobles, a large
palazzo, a prestigious art collection, family portraits, a
chapel in a local church, and grandiose banquets were all
means of self-promotion, especially for those seeking to
elevate themselves within the social hierarchy. Thus Rome
shone with a radiance not seen for a long time.

The international character of the city was also
reflected in the fact that few of its artists were Roman-
born. Most came from elsewhere in Italy, especially the
northern provinces, to capitalize on the abundance of
commissions, and artists from Spain, Holland, Flanders,
and France traveled to the city, hoping to achieve acclaim,

1.3 Apollo Belvedere, ca. 120-40. Marble, height 7' 4" (2.2 m).
Vatican Museums, Rome.

whether during a temporary sojourn or lifelong residence.
Many foreign artists congregated in the region of the
northern city portal, the Piazza del Popolo, where papal
tax benefits made accommodations more affordable.
Young artists arriving on the Roman scene, who sought to
better themselves, completed their artistic education by
studying the abundant remains of antiquity (FIG. 1.3) and
the jewels of the High Renaissance. Rome held her artists
in high regard, awarding considerable fees and allowing
a lifestyle that in many cases mimicked that of the upper
classes. But competition for commissions was fierce none-
theless, with the result that slander, backbiting, and humil-
iation—even the occasional poisoning or stabbing—were
not unusual.

Artistic life in Rome revolved around the Accademia di
San Luca, which was founded in 1577 and given, in 1588,
the church of Sta. Martina for common devotions and a
nearby abandoned granary as meeting space. Instituted as
an alternative to the antiquated system of guilds (associa-
tions of craftsmen who specialized in particular areas), the
academy comprised painters, sculptors, and architects—
artisans and dealers were gradually eliminated from its
ranks—as well as honorary members such as cardinals,
princes, nobles, and literary figures. Its chief function was
to raise the professional, social, and intellectual status of
its members through various means: to provide a pro-
gram of sound instruction for young artists that included
drawing from the nude and regular lectures by its more
renowned Fellows; to create a collection of reception
pieces submitted by new members, drawings of the most
notable Roman artworks, and casts of ancient statues and
reliefs; to assemble a library that would ensure there was a
theoretical basis to art production; and to organize peri-
odic art exhibitions so that members’ works were seen by
the wider public. Membership included both Italian and
foreign-born artists, as well as a few women—whose rights
were severely restricted largely because it was deemed
improper for them to study the nude model.

Bologna

Although Rome prevailed as the most significant site for
art patronage during much of the Italian Baroque, a new
pictorial style also developed in Bologna, the chief town in
the province of Emilia, whose origins may be traced back
to the Etruscan settlement of Felsina. As the second most
important city in the Papal States from 1506, Bologna was
governed by a legate appointed by the pope. As a result,
because it was subordinate to the Vatican, its senate, com-
posed of noble families, wielded relatively little power.
On occasion Bologna served as the locus of international
activities, such as the coronation by the pope of Charles V
as Holy Roman emperor in 1530. Most important, its
stimulating, cultivated climate, with an emphasis on
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scientific and literary inquiry, was due to the presence of
its university, one of the oldest in Europe, founded in the
eleventh century.

The spirit of scientific inquiry is best exemplified in
the person of Ulisse Aldrovandi (1522—1605), who used
his position at the university to study the natural sciences.
He founded Bologna’s first botanical garden and wrote
an encyclopedic catalog of all known animals, plants, and
minerals, most of it published posthumously, for which
he commissioned several thousand drawings and prints.
He was also the author of a book detailing collections of
antique sculpture in Rome, Le statue antiche di Roma. Another
major figure was Aldrovandi’s friend,
Bishop Gabriele Paleotti (1522—97), who
exercised his pastoral duties in the city, not
in Rome, at least until 1586, and pressed
for reform in Bologna on all levels, includ-
ing the institution of new religious schools
for children, establishment of lay brother-
hoods devoted to charitable works, and
advancement of education for women. He
completed two chapters and a table of con-
tents for a projected five-volume treatise
on painting, Discorso intorno alle immagini sacre
¢ profane, published in part in 1582, which,
although directed at a Bolognese audience,
had a great impact on artistic practice
throughout the Italian peninsula.

In an effort to elevate the status of
painting from that of manual labor to a
liberal art, in 1569 the painters of Bologna
left the Societa delle Quattro Arti, a guild
comprised of artisans working with leather
and steel where they were classed with
the shield-makers, to join the Compagnia
dei Bombasari, and in 1600 they formed
a professional organization exclusively for
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1.4 Elisabetta Sirani, Portia Wounding Her Thigh, 1664.
Oil on canvas, 39% x 54%" (101 x 138 cm). Courtesy
Sotheby’s.

painters, the Arte de’ Pittori. Sculpture on the
other hand was not a medium widely practiced
in Bologna. Having neither a ducal court nor the
group of cardinals who comprised a major echelon
of patrons in Rome, Bologna witnessed the rise of
a new class of clients who included members of
the senatorial circle, highly placed clerics, and
university scholars. The university also prompted
a strong antiquarian tradition among collectors,
who sought out ancient sculpture and encouraged
historical subjects in painting. Women artists, like
Elisabetta Sirani, received exceptional support
here (FIG. 1.4), and their considerable output had
its corollary in the rise of women authors. The
region’s claim to artistic excellence, independent of Rome
and Florence, was taken up by the writer Count Carlo
Cesare Malvasia (1616—93), in his Felsina Pittrice (1678), a
history of Emilian painting.

Art for the Counter-Reformation Church

From the 1580s the renewal of the arts in Italy was closely
allied with the revival of the Catholic Church during the
period called by historians the Counter-Reformation (also,
the Catholic Reformation). Hit hard by the Protestant

1.5 Carlo Maderno, nave and facade of St. Peter's, 1607-26, and Gianlorenzo
Bernini, Piazza S. Pietro, 1656-67, Rome.



Reformation initiated by Martin Luther in 1517 in response
to laxity and abuses centered in the Vatican, and smarting
from the loss of great numbers of the faithful in north-
ern Europe, the Catholic Church gathered strength and
fought back. Beginning in 1545, the Council of Trent, an
18-year series of intermittent meetings of bishops and the-
ologians held primarily in the north Italian town of Trento
(Latin: Tridentium), had the purpose of reaffirming basic
doctrine and instituting reforms. Whereas the Protestants
believed in Christ as the sole mediator between God
and man and rejected the clerical hierarchy of Rome, the
Catholics reaffirmed the pope’s authority through the
principle of apostolic succession, whereby the pontiff is
considered the heir of St. Peter to whom Christ gave the

A Pantheon of Saints

Essential to an understanding of Italian Baroque painting is knowl-
edge of the Catholic saints and their role in the Catholic universe.
Although Protestants rejected the saints, the Council of Trent
reaffirmed their importance in the devotional life of the laity, par-
ticularly through the decrees of the Twenty-Fifth Session, which
are concerned with the invocation, veneration, and relics of saints,
and sacred images. Saints were actual people throughout Church
history who through the demonstration of “heroic” virtue were
elevated to special status. As such, they constitute a Christian
pantheon of archetypes, men and women who stand for different
aspects of human behavior. They perform three principal func-
tions. Following the ancient Roman ideal of the exemplum virtutis,
they offer Catholics models of exemplary behavior in leading the
devout life (imitatio sancti); they act as intercessors on behalf of
the faithful, who may pray to God or the Virgin through a mediat-
ing saint; and they are associated with specific human needs, such
as St. Roch, who is invoked against the plague.

Authority to grant sainthood, a process that originates with
beatification, was given the pope alone during the Counter-
Reformation. To the ranks of early Christian and medieval saints

keys to the kingdom of Heaven and who he instructed to
build his Church on earth (FIG. 1.5). They also stressed the
pastoral role of bishops and priests at the local level.

The wide gulf that separated Protestants from Catholics
was the result of further doctrinal conflicts. Whereas the
northern reformers dismissed the idea of the unique sanc-
tity of the Mass, the Catholics upheld veneration of the
Eucharist and the doctrine of transubstantiation, whereby
the Host is transformed during the Mass into the body of
Christ. The Roman Church also maintained the cult of
the saints, insisting on their role as intercessors on behalf
of the worshiper, and similarly defended the cult of rel-
ics, giving special status to those of early Christian saints
(see “A Pantheon of Saints,” below). Beatifications and

1.6 Caravaggio, The Stigmatization of St. Francis,
ca. 1594-5. Oil on canvas, 364 x 50%s"

(92 x 128 cm). Wadsworth Atheneum, Hartford.
The Ella Gallup Sumner and Mary Catlin Sumner
Collection Fund.

came a new generation of holy figures who had
made major contributions during the Tridentine era,
most of them missionaries, mystics, and founders of
new orders.

In response to the Protestant ban on saints,
Catholics produced new publications that cor-
rected and updated their lives, and emphasized
mystical experiences over the traditional narrative
scenes. St. Francis (ca. 1182-1226), founder of the
Franciscan order, epitomizes the renewed efforts of
the Church. Popular in art during the fourteenth and
fifteenth centuries, he became even more popular
in the sixteenth and seventeenth centuries, due
largely to the new reformed branch of Franciscans,
the Capuchins, established in 1536. His role as imitator Christi is
apparent in his resemblance to Christ, who inspired his choice of
a life of poverty and chastity. The Church downplayed the pictur-
esque events of his biography, such as his preaching to the birds,
and focused on miraculous episodes.

Francis did not die a martyr, but the centerpiece of his exist-
ence was an analogous event, his stigmatization (from the Greek,
to brand) while at prayer on Mount Alverna—the receiving of
the marks of Christ’s mortal wounds. Caravaggio’s painting of
this supernatural event was owned by the Roman banker Ottavio
Costa (The Stigmatization of St. Francis, ca. 1594-5; Fig. 1.6).
St. Francis lies on the ground, in the very midst of the stigmatiza-
tion itself, as is evident from the appearance of the lance wound
on his right side; the nail holes have yet to appear on the hands
and feet. The comforting angel supporting the saint, derived
from Caravaggio's early day-lit pictures of half-length youths, is
not common in the pictorial tradition, but does accord with the
saint’s biographies, like the one by St. Bonaventure and The Little
Flowers of St. Francis, according to which he was frequently con-
soled by angels, including prior to his stigmatization.



canonizations became more frequent in the seventeenth
century, as the Church moved from its so-called militant
phase to its triumphant phase. The two factions also dif-
fered on the requirements for salvation; Catholics argued
for both faith and good works, Protestants for faith alone
(sola fide). The Protestants additionally took issue with the
sacraments: They rejected five of the Catholic seven (con-
firmation, penance, marriage, extreme unction, and holy
orders), and maintained two, baptism and the Eucharist—
the only ones, they argued, established by Christ.
Equally important, the Catholics reaffirmed the use of
art for didactic and inspirational purposes, as opposed to
the Protestant ban on images in churches on the grounds
that they encouraged idolatry. The decrees of the final

Altars and Altarpieces

Because our present-day experience of Baroque religious art
takes place primarily in the museum or the classroom, we can eas-
ily forget that such works originally functioned as liturgical objects
within a church or as devotional pieces in a private context. For
the seventeenth-century artist, one of the most sought-after
types of commission was for an altarpiece, most often a painting
but sometimes a sculpture. This might be for a high altar in a sanc-
tuary where High Mass is celebrated, in which case the artwork
was usually quite large in order to render it visible from the nave,
and its subject was derived from the dedication of the church.
Alternatively, the commission might be for an altarpiece in a side
chapel, as in the instance of the Contarelli Chapel in S. Luigi dei
Francesi, Rome, where Caravaggio provided the altarpiece of
St. Matthew and the Angel and lateral canvases with scenes from
the saint’s life (1599-1602; Fig. 1.7). In most basilicas, side chapels
were sufficiently separated from the nave to allow for celebration
of the Mass or private meditation in a relatively secluded space,
as may be seen at the Jesuit church of Il Gest in Rome (see Figs.
4.7-4.8). Church fathers normally lacked funds for decoration, and
so they signed a contract giving rights of patronage for a side
chapel to a wealthy benefactor, confraternity, or civic organiza-
tion. Since the chapels were essentially public spaces, they acted
as signs of social status and prestige, not only for the donor but
for the artist as well.

An altar may take the form of a table or a block, and its func-
tion is to support the books and vessels used during the Mass,
as well as the obligatory crucifix. Altars, which have a small relic
embedded within or under them, are dedicated either to a saint
or a Catholic mystery, usually identified by a small inscription.
The front may receive decoration, called the frontal or antepen-
dium, such as an embroidered cloth or relief sculpture, like that in
Bernini's Cornaro Chapel representing the Last Supper (see Fig.
3.16). The analogy between the block-altar type and a sarcophagus
was exploited when a saint's relics were placed below the surface.

The Mass celebrated before the altar is the central act of
Catholic worship, and its major component is the Eucharist, the
symbolic re-enactment of Christ's sacrifice on the cross. The Mass
also commemorates the Last Supper, when Christ instituted the
Eucharist, giving his disciples the bread, saying “This is my body,”
and the wine, saying “This is my blood” (see Barocci's The Last
Supper; Fig. 1.15). At the moment of the elevatio the celebrant,

@—[Watch a video on the Contarelli Chapel on mysearchlab.com

session of the Council of Trent (December 1563), “On
the Invocation and Veneration of Saints, on the Relics
of Saints, and on Sacred Images,” claimed that the honor
shown the figures in paintings reverted to the godhead
and the saints. The council condemned pictures that rep-
resented false doctrines, failed to follow textual sources,
or were lascivious by virtue of the incorporation of nude
figures—a good example of the latter would be Bronzino’s
Christ in Limbo, in which the ideally beautiful figures carry
an erotic charge (see FIG. 0.12)—and urged the represen-
tation of the lives of the saints as moral exemplars and
indicated the role of bishops in monitoring art production.

Because the decrees were relatively brief, several writ-
ers attempted to set down rules in theoretical tracts. For

1.7 Caravaggio, The Contarelli Chapel, 1599-1602.
S. Luigi dei Francesi, Rome.

or officiating priest, holds the consecrated Host, a thin wafer of
unleavened bread, high above his head for the adoration of the
congregation, signaling the process of transubstantiation, whereby
the bread and wine have been mystically converted into the body
and blood of Christ (the word “Host” comes from the Latin hostia,
meaning sacrificial victim).

Depending on the dedication of the chapel, the subject of
the altarpiece may be either iconic, representing some aspect of
Catholic dogma, or a narrative, based on a biblical text or saint’s
biography. Correlation with the Mass is evident when the artist
portrays the Last Supper or, more directly, the sacrament itself,
as in the representations of The Last Communion of St. Jerome
by both Agostino Carracci (see Fig. 1.26) and Domenichino
(see Fig. 2.9).



example, in his De picturis et imaginibus sacri (1570), the Flemish
theologian Johannes Molanus warned against the dangers
of representing nude figures and potentially erotic narra-
tives, and included a catalog of rejected subjects. Paleotti,
the bishop of Bologna, and author of Discorso interno, also
objected to nudity in religious paintings and proposed a
list of banned subjects. His objections were clearly aimed
at central and north Italian artists who worked according
to Mannerist principles as exemplified by Parmigianino,
and who, in their desire for originality and an extreme
form of beauty, produced religious works that were con-
fusing, overtly sensual, and lacking in emotional warmth
(see Madonna of the Long Neck; FIG. 0.10). Championing the
concept of art as the Bible of the illiterate, and pressing for
the didactic function of art, Paleotti stressed the impor-
tance of truthful and historically accurate representations.
In the architectural field, St. Charles Borromeo, arch-
bishop of Milan, wrote the only book devoted to church
buildings and furnishings: Iustructiones fabricace et supellectilis
ecclesiasticae, which included a short section on altarpieces
(begun after 1572, published in 1577).

It is worth summarizing the arguments of the Roman
Church in advocating change in holy images. Certain
key subjects signifying aspects of Catholic doctrine
were recommended for altarpieces and devotional paint-
ings—the Crucifixion, the Virgin Mary, the saints, and
the sacraments. In representing these, artists were urged
to incorporate four general characteristics: clarity, accu-
racy, decorum, and emotional accessibility. Regarding

clarity, critics of late sixteenth-century art, particularly
of Mannerism, railed against the obscurity produced by
works whose primary goal was to produce aesthetic pleas-
ure, with a subsequent loss of religious content; thus,
simplicity and directness were recommended as a means
of achieving clarity. In demanding accuracy, the writers
urged the strict following of biblical texts and accepted
pictorial precedents (see “Altars and Altarpieces,” oppo-
site). The issue was most famously addressed in a diatribe
by Giovanni Andrea Gilio, author of Dialogo degli errori e degli
abusi de’ pittori (1564), against Michelangelo’s Last Judgment
fresco in the Sistine Chapel (see FIG. 0.11), on the grounds
that he took liberties with generally accepted ideas
regarding the Day of Judgment. The issue of decorum,
whereby all details in a painting, such as costume and set-
ting, must be appropriate to the subject, was raised in two
well-documented cases. In 1573 the Holy Office brought
the painter Paolo Veronese before the Inquisition tribunal
over alleged unseemly details (such as an apostle clean-
ing his teeth with a toothpick) in the painting of The Last
Supper intended for the refectory of SS. Giovanni e Paolo,
Venice (FIG. 1.8; the title was changed to The Feast in the
House of Levi). And again, Michelangelo’s Last Judgment was
the object of an attack in Letters written by the art critic
Pietro Aretino for its alleged voluptuous and licentious
portrayal of nude figures (1537, 1545; Gilio made the same
criticism). Bishop Paleotti’s dictum that the express pur-
pose of religious imagery was to “incite devotion and sting
the heart” suggests a rejection of the altarpieces of the late

1.8 Paolo Veronese, The Feast in the House of Levi, 1573. Qil on canvas, 18 3" x 42’ (5.5 x 12.8 m). Accademia, Venice.
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sixteenth century in favor of an accessible art that would
stimulate the worshiper emotionally, visually, intellectu-
ally, and spiritually—a wake-up call that seems indeed
to have roused the early Baroque painters. Not only the
Church, but also private patrons sensed that in the realm
of secular subjects, such as Bronzino’s Allegory with Venus
and Cupid (see FIG. 0.13) central Italian disegno had worn out
its welcome with its parade of fantastic human figures,
abnormal colors, spatial ambiguity, and general departure
from verisimilitude.

Patronage: The Pope and His Cardinals

As the main center of Italian art production, Rome counted
amonyg its patrons the nobility, churchmen, businessmen,
ambassadors, humanists, and acclaimed visitors. But above
all, it was the pope and his relatives who dominated the art
scene as they strove to enhance the prestige of the papacy
and expand the power of their individual dynasties, goals
that were facilitated by ready access to the papal coffers.
In the Baroque age the pope functioned in three capaci-
ties: as chief of the revived Catholic Church centered in

1.9 Guido Reni, Portrait of Cardinal Roberto Ubaldino,
Papal Legate to Bologna, 1627. Qil on canvas, 77" x 58%"
(196.8 x 149.2 cm). Los Angeles County Museum of Art,
Los Angeles. Gift of the Ahmanson Foundation.
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Rome; as absolutist monarch ruling the Papal States; and
as head of his own ambitious family. His seat of power
was the Vatican palace, located adjacent to the basilica of
St. Peter’s, itself built over the apostle’s tomb as the most
potent symbol of the doctrine of apostolic succession.

The papal court was unique insofar as its courtiers
were celibate males. Because the pope lacked an heir, the
papacy constituted an elective monarchy: The death of
each pope set into motion the selection of a new pontiff
from the ranks of the College of Cardinals. Wishing to have
trusted associates occupying the chief administrative posi-
tions, the popes exploited a system of nepotism whereby
nipoli—not only nephews, but also brothers, cousins, and
intimates—received lucrative offices and benefices, both
ecclesiastic and secular. Ideally, two nipoti were elevated
to the highest rank: One, the cardinal-nephew (cardinale
nipote), was induced into a life in the Church and became
in effect secretary of state overseeing the Papal States,
and the other would be married to an aristocratic family
in order to perpetuate the line and elevate the family’s sta-
tus. The result was a series of sudden shifts of power at
the Vatican, as each new pope surrounded himself with
family and friends, as well as local artists from the clan’s
homestead, all of whom might get rich until the pontiff’s
death, at which time a quick exit was prudent.

The pope was expected to follow a modest lifestyle
and exhibit pious virtue. Thus, in his stead the cardinal-
nephew adopted the trappings of secular power, namely,
courtly ceremony, reception of ambassadors and dignitar-
ies, palatial residences and villas, titled estates, and an art
collection representing the taste and wealth of the family
(FIG. 1.9). Cardinals lived in grand palazzos at the center of
their own courts, each with a famiglia (household) number-
ing between 100 and 200 persons. Through the purchase
of titled fiefs, often from impoverished nobility, and the
sponsoring of dynastic marriages, they assimilated them-
selves as ecclesiastical aristocracy into the ancient baronial
aristocracy. Called “princes of the Church,” cardinals were
expected to live lavishly, sponsoring churches, chapels,
and charitable works that would benefit the populace and
bring magnificence to Rome. As members of the College
of Cardinals, their single major function was the election
of the pope, as they had gradually lost their position as
policy-makers. The pope alone could grant the red hat,
with the maximum number of 70 cardinals fixed in 1585.

Patronage: Religious Orders and Confraternities

Two further classes of patron deserve mention. Both the
new religious orders that flourished during the Counter-
Reformation and the lay confraternities devoted to good
works were instrumental in commissioning artworks for
churches and chapels. Three orders in particular, while
different in character and goals, played an active role in



1.10 Guercino, St. Gregory with Sts. Ignatius Loyola and Francis
Xavier, ca. 1625-6. Oil on canvas, 9' 8%2" x 6’ 11" (2.9 x 2.1 m).
National Gallery, London.

urban communities and developed ways to enhance spir-
itual growth through images: the Theatines, an order of
secular clergy established in 1524 by four members of the
Roman branch of the Oratory of Divine Love, including
St. Cajetan and Giovanni Pietro Carafa (later Paul V),
the Jesuits, founded in 1534 by Sts. Ignatius Loyola and
Francis Xavier (FIG. 1.10); and the Oratorians, another
body of secular clergy instituted in 1575 by St. Philip
Neri. Their formative years allowed relatively little time
or money for large-scale projects, but by 1600 each had
a mother church in Rome and houses springing up else-
where in Europe. Invariably the orders depended on the
sponsorship of wealthy benefactors, which often resulted
in richly outfitted buildings seemingly at odds with the
ascetic rule of the community.

Confraternities also formed an important sector of
patronage. In the Baroque age a complex relationship
existed between the rich and the poor: while the latter were
dependent on the generosity of the former, it was under-
stood that they were themselves the divinely appointed
agents of salvation for the wealthy. Thus numerous
brotherhoods flourished, primarily composed of lay male

members of the middle or lower classes, although some
included women and a few comprised female-only sorori-
ties. In line with the Catholic emphasis on faith and good
works, members carried out charitable acts that might
include medical services, the establishment of orphan-
ages, assistance to prisoners, and burial of the dead. The
locus of their communal devotions was a chapel or oratory
whose decoration and altarpiece they oversaw.

The subject of private patronage will be addressed
later in this chapter in connection with specific collections.
Although many of the works discussed in these pages were
commissioned, it should be borne in mind that great quan-
tities of pictures were sold by minor artists on the open
market, often in stalls or on the street, or directly from
the studio (FIG. 1.11). Art exhibitions became increasingly
prevalent by the mid seventeenth century, while commer-
cial dealers grew in number, and often combined selling
art objects with the sale of luxury items or religious goods,
as a wider public sought to purchase small, portable
easel paintings.

In exploring the above issues regarding site and
patronage, this chapter focuses on the work of five art-
ists. The first, Federico Barocci, represents the transition
from Renaissance to Baroque. The other four typify the
first generation of Italian Baroque painters: two brothers,
Annibale and Agostino Carracci, their cousin Ludovico
Carracci, and the best known of the group, Caravaggio.
Rejecting the widely practiced formal idiom of Mannerism,
these artists looked to more naturalistic sources—
Venetian and Lombard models as well as the ideal realms
of Correggio and the High Renaissance—to create a
visual language that corresponded to the real world, both

1.11 Simon Guillain,
Picture Seller, from
the Arti di Bologna
(after Annibale
Carracci), 1646.
Etching,

10%/s" x 6'/s"

(26.3 x 15.5 cm).
British Museum,
London.
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physically and emotionally. The bulk of their commis-
sions came from patrons connected with the reinvigo-
rated Catholic Church, and thus they strove to satisfy
Counter-Reformation requirements in the areas of clar-
ity, accessibility, and orthodoxy. Their influence on sub-
sequent generations, into the eighteenth century, marks
them as pioneers of a new naturalistic style. Barocci, born
circa 1535, worked independently in Urbino and had the
longest career of anyone in the group. The Carracci, born
just after mid century, were based primarily in Bologna,
where they founded an art academy and trained many dis-
tinguished painters of the next generation. Caravaggio,
whose life unfolded along the length of the Italian penin-
sula, was the youngest, and his earliest known paintings
appeared after the careers of the others were underway.

Federico Barocci

Born into a family of sculptor-craftsmen, Federico Barocci
(ca. 1535—1612) trained in his native town of Urbino in
central Italy with the Venetian painter Battista Franco.
Eager to establish himself as a major figure in the art world
and to profit from study of the High Renaissance masters,
Barocci made two trips to Rome, the first in about 1555,
and the second in 1560—3, when he worked collaboratively
at the Casino of Pius IV in the Vatican gardens. It was
there that a disastrous event occurred: his biographer
Giovanni Pietro Bellori tells us that envious painters poi-
soned Barocci’s salad, inducing an incurable sickness that
affected him for the remainder of his life. Barely able to
eat, the artist could work only one hour in the morning
and one hour in the evening. He retreated to the isolation
of Urbino, where he was closely associated with the court
of Francesco Maria Il delle Rovere, duke of Urbino, and
engaged for the most part in a mail-order business of altar-
pieces which were sent to churches across the peninsula.
Such was his fame that, in addition to numerous ecclesias-
tical authorities, his patrons included Pope Clement VII,
the Habsburg emperor Rudolf 1I, Duke Francesco |
de’Medici of Tuscany, and King Philip I of Spain.
Although Barocci outlived all but one of the artists in
this chapter, the fact that he was confidently producing
works as early as the 1560s raises the question of whether
he belongs in the history of Baroque art. He is included
here because he did not follow contemporary Maniera
models except in some details, and instead sought a high
degree of naturalism based on reality tempered by a cer-
tain idealization. The evidence lies in his legacy of over
2,000 surviving drawings, a testament to the extreme
care that went into his work, from initial compositional
sketches to individual studies from nature for heads,
hands, and drapery. The biggest impact on his forma-
tion came from Correggio, who died about the time that
Barocci was born but whose works he may have studied
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firsthand in Parma and certainly knew through drawings
and prints. Barocci was the earliest painter of his genera-
tion to turn to Correggio for pictorial ideas that would
render religious subjects more accessible—for example,
cropping the image to give a greater impression of imme-
diacy, projecting a sense of the figures’ emotional state,
and energizing figures and draperies with dramatic move-
ment. A devout Catholic who lived during the final years
of the Council of Trent, Barocci was the first major artist
to respond to the demands of the Counter-Reformation
Church by replacing nudity and eroticism with decorum
and emotional stimuli.

The masterpiece of Barocci’s first decade of activ-
ity is the altarpiece of The Deposition commissioned by the
merchants’ confraternity of Perugia for the chapel of San

1.12 Federico Barocci, The Deposition, 1567-9. Oil on canvas,
162 x 91%4" (412 x 232 cm). Cathedral, Perugia.



Bernardino in the cathedral (1567—9; FIG. 1.12). This stirring
vision of the dead Christ, set on a windswept Golgotha,
engages the viewer in the dramatic act of his removal
from the cross by Nicodemus and Joseph of Arimathaea,
who reach forward at the top of the canvas. The youth-
ful John the Evangelist, dressed in red, receives the body
from below. Behind him, in an anachronism common to
altarpieces, the fifteenth-century St. Bernardino acts as an
astonished witness. Barocci adds the intensely emotional
vignette of the Virgin collapsing from grief on the ground
among female attendants, the so-called Three Maries.
Although the painting shows traces of Mannerist
elements, such as the spiraling surface composition and
piquant color contrasts, Barocci’s figural style, the use
of atmosphere and light (in particular the shadow cast

across Christ’s torso), and the persuasive movements of
the figures are natural and convincing. Raphael’s Baglioni
Entombment, located in Perugia, inspired Barocci’s depic-
tion of the struggle to support the heavy body and the
emotional response to the Virgin (see FIG. 0.9). But its
primary visual source is the work of Correggio, such as
the Lamentation of 1524—6 for the Del Bono Chapel (see
FIG. 0.14), for the powerful sense of drama, the emotional
linking of the figures through gesture, and the sfumato that
softens and idealizes the women’s faces.

For the chapel of the Confraternity of the Madonna
della Misericordia in Arezzo Barocci created the immense
Madonna del Popolo in 1575-9 (FIG. 1.13). Native son Giorgio
Vasari had already completed the architecture and fresco
decoration, but he died before painting the altarpiece;
thus Barocci received the job on the
advice of the local representative at
the Medici court. The original con-
tract for the altarpiece also called for
a small tondo placed above the panel
(God the Father, completing the Trinity
with Christ and the dove of the Holy
Spirit below).

In the heavenly sphere Barocci
shows the Virgin Mary in a dual role,
first as Madonna della Misericordia,
patron of the confraternity below,
which she protects with her cloak, and
second as the Madonna Mediatrix,
interceding before Christ on behalf of
the populace. In the mundane sphere,
on the steps of the fraternity’s house in
the Piazza Grande of Arezzo, members
of the city’s most prominent charitable
group administer alms to the needy,
who are characterized in terms of
three archetypes: a reclining beggar, a
blind hurdy-gurdy player, and a gypsy
mother with infant, handed a coin by a
curly-haired boy. In the left rear we see
figures administering to someone at
a window.

Barocci includes a symbolic figural
group in the lower left: The mother
with two charming children derives
from the personification of Charity,

1.13 Federico Barocci, Madonna del
Popolo, 1575-9. Qil on panel, 141%6 x 99%"
(359 x 252 cm). Galleria degli Uffizi, Florence.
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traditionally shown as a woman suckling two infants, but in
response to the Church’s insistence on modesty and deco-
rum, the artist clothes her breasts and shifts the action to
devotion. The colori cangianti (shot or changing colors) of
their costumes might appear artificial or decorative in a
Mannerist context, but Barocci uses them to model the
figures and keep the colors bright. The soft flesh tones
also show his innovative and influential use of bluish tints
and rosy bloom, based on his practice of drawing with pas-
tels, to simulate blood veins and flushed skin. Reflecting
his knowledge of Correggio’s dynamic compositions, he
unifies the piece by means of the underlying X-shaped
composition, the spiral of interlinked gestures and glances,
and the pattern of shimmering light and color. Finally, he
successfully combines idealized female heads and abstract
drapery forms with details of extreme realism, such as the
little dog in the lower right who peers out of the painting
at the viewer.

The medium of printmaking allowed Barocci to enhance
his reputation and secure further income through the dis-
semination of his compositions in the form of multiple
impressions. In addition to sanctioning the reproduction
of his designs by other printmakers, including Agostino
Carracci, he produced four superb prints, employing etch-
ing as the primary technique and adding some engraving
and drypoint to broaden the range of silvery grays (for the
different media, see “Rembrandt and Netherlandish Print
Culture,” p. 199). The last of the four, the Annunciation (ca.
1582—4; FIG. 1.14), replicates his painted altarpiece for the
duke of Urbino’s chapel in the basilica of Loreto (now in
Rome, Pinacoteca Vaticana). It was still fairly unusual at
this time for a renowned painter to make his own prints,
and so it is significant that Barocci mastered the medium
fully, using parallel, cross-hatched, and stippled lines to
create the effect of brilliant light falling from overhead and
subtly contrasting textures of different fabrics.

The Annunciation is extremely popular in Catholic
art because it celebrates the Virgin Mary as the Mother
of God and visualizes in simple terms the doctrine of the
Incarnation, according to which the conception took place
at the moment of the Annunciation. Barocci follows the
biblical narrative by showing the archangel Gabriel, who
has just alighted, extending a hand in salutation, while
the kneeling Virgin, turning from her reading, raises her
hands in a subtle gesture of amazement while maintaining
her composure. The dark clouds and streaming celestial
rays overhead refer to the imminent arrival of the dove
of the Holy Spirit. Barocci includes the traditional acces-
sories: the lilies symbolizing Mary’s purity; the open book
in which she was reading Isaiah’s prophecy, “Behold,
a virgin shall conceive, and bear a son”; and the sewing
basket signifying her spinning the wool for the veil of the
temple of Jerusalem, which would be split in half upon
Christ’s death. The mundane world appears in the guise
of the slumbering cat, a symbol perhaps of fertility, and
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1.14 Federico Barocci, The Annunciation, ca. 1582-4. Etching,

engraving, and drypoint, 17% x 12'%" (43.7 x 31.6 cm). British
Museum, London.

the emblematic two-towered fagade of the ducal palace
of Urbino visible through the window, a reminder of the
patron of the Loreto altarpiece.

Barocci’s The Last Supper, a large oil measuring some 9
feet square (1590-9; FIG. 1.15), decorates a lateral wall of
the chapel of the Holy Sacrament in Urbino cathedral,
which enjoyed the patronage of the duke of Urbino. The
composition pays homage to Leonardo’s Last Supper, in its
symmetrical organization, placement of the table paral-
lel to the picture plane, differentiated reactions of the 12
apostles, and classical detailing of the room. At the same
time, the genrelike activities of the servants, clearing
dishes and serving wine, belong to the north Italian picto-
rial tradition. Barocci engages us through numerous details
that convey a sense of movement and change: the gestures
of the foreground figures, who stride through space and
glance powerfully toward each other, the fluttering edges
of the garments, the spotlighting of pure tones of red
and yellow against the monochromatic background, and
(again) a dog who glances in our direction. He integrates
these jostling elements along the intersecting diagonals of
an X-shaped composition, and uses the orthogonals of the



1.15 Federico Barocci, The Last Supper, 1590-9. Qil on canvas, 117% x 126%" (299 x 322 cm). Cathedral, Urbino.

one-point system of linear perspective—to which even
the angels conform—to carry the spectator’s eye from the
foreground to the figure of Christ, the central focal point.

Barocci highlights the institution of the Eucharist: by
placing the wine and bread at the painting’s center, he
underscores the importance of the Last Supper as the
first Mass. The image thus reinforces the central role
of the Eucharist in Catholicism, as well as the doctrine
of transubstantiation, according to which the bread and
wine are converted into the body and blood of Christ at
the moment of consecration. This is in strict opposition
to the Protestant point of view, which denies any such
transformation. Judas plays a minor role in the drama

as the darkly bearded male of satyrlike physiognomy,
dressed in bright yellow, who regards his unsheathed
knife ominously.

Barocci was the dominant painter in Italy outside of
Venice between the death of Michelangelo in 1564 and the
rise of the Carracci in the mid 1580s. By combining disegno
(skillful figural drawings from life) with colorito (a vibrant
palette and stunning textural effects) and by maintain-
ing decorum and avoiding the nude body unless strictly
required by the subject, he avoided the Church’s charge
of lasciviousness and answered the call for truly engaging,
devotional works. Barocci initiated the flowing, dynamic
style that reinvigorated the altarpiece as a thrilling event,
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and in the process influenced many Baroque artists, such
as the Carracci and Peter Paul Rubens.

The Carracci

Simultaneous with the career of Barocci in Urbino, another
challenge to the Maniera and concomitant response to
Counter-Reformation requirements for religious art was
formulated in Bologna, where three members of the
Carracci family, which had its origins in Cremona, banded
together to seek a return to naturalism in painting. The
Carracci brothers, Annibale (1560—1609) and Agostino
(1557—1602), and their cousin Ludovico Carracci (1555—
1619), whose biographies were recorded by Malvasia in
his Felsina pittrice, were aware of their mission as reformers.
They traveled widely in order to experience the work of

the great sixteenth-century masters, and collaborated on
many of their early works. In 1582 they founded a profes-
sional art school, first named the Accademia dei Desiderosi
(those desiring to learn) and then the Accademia degli
Incamminati (the progressives), which was initially infor-
mal in character and later provided a full curriculum of
art study.

Unlike the rival Bolognese workshops of Bartolomeo
Passarotti (1529-92) and the Fleming Denis Calvaert (ca.
1540—1619), which operated on the traditional master—
apprentice system, the Carracci academy placed empha-
sis on study from nature, which included male and female
models, anatomical dissections, and other elements of the
natural world. In addition they collected casts of antique
sculpture and drawings by Old Masters for the purpose of
study. Like Barocci, they worked out their images through
a full complement of drawings, from ink compositional

1.16 Ludovico Carracci, The Annunciation, ca. 1583-4. Oil on canvas, 82% x 902" (210 x 230 cm). Pinacoteca Nazionale, Bologna.
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sketches to chalk studies of figural details; indeed, several
thousand drawings have survived from the three. In addi-
tion, the trio shared a keen interest in architecture, geom-
etry, perspective, optics, and literature. They were also
fascinated by pictorial riddles consisting of a few strokes
that could be interpreted as representing different things,
and may have produced the first true caricatures—Iline
drawings that exaggerate for amusing and satirical ends.

Ludovico Carracci

Despite a short trip to Rome in 1602, Ludovico resided in
Bologna, where he headed the Carracci academy and pro-
duced a large number of paintings, including many altar-
pieces for Bolognese churches. Because he was the oldest
of the three, he was legally the only one in a position to be
the caposcuola of the workshop, and he assumed his duties
as head of the academy with pride and gusto, delegating
commissions and embracing the assistance of pupils. As a
teacher, he exerted a profound influence on the next gen-
eration of Bolognese artists.

He trained in Bologna under the Mannerist Prospero
Fontana (1512—97), but his earliest extant works demon-
strate an interest in genre subjects and a strongly realistic
approach. Taking an anti-Mannerist stand, he developed
into a major force in promoting the dynamic Baroque style
practiced by Barocci. Ludovico traveled widely, presuma-
bly in the 1570s, to Florence, Parma, Venice, and Mantua,
in order to study the masters of the past. His formation,
like that of his cousins, depended on the acquisition of a
full repertory of visual ideas developed earlier in the six-
teenth century, and the manipulation of these according
to the requirements of the commission.

Ludovico’s early religious works show a combina-
tion of naturalism, decorum, and emotional fervor befit-
ting the requirements of the Post-Tridentine Church
(the Church after the Council of Trent). For the meet-
ing room of the Compagnia del Santissimo Sacramento in
Bologna, he painted his first large-scale religious subject,
The Annunciation, later transferred to the society’s chapel in
the new church of San Giorgio in Poggioreale (ca. 1583—4;
FIG. 1.16). As in the instance of Barocci’s roughly contem-
porary print of The Aununciation (see FIG. 1.14), the altar-
piece displays the doctrinal significance of the Incarnation
and minimizes the element of confrontation. With a flutter
of wings and draped cloth, Gabriel alights in the room as
Mary kneels demurely before a prie-dieu, with her sewing
basket and distaff for spinning at her side. Unlike the mas-
ter of Urbino, Ludovico included the third element nor-
mally present in the scene, the dove of the Holy Spirit,
agent of the miraculous impregnation. The dramatic tell-
ing of the narrative, combined with the warm, sympathetic
portrayal of the protagonists, has the effect of drawing in
the viewer.

The one-point system of linear perspective defines the
space with precision and simplicity. The heavy application

1.17 Ludovico Carracci, The Holy Family with St. Francis and
Donors, 1591. Oil on canvas, 88% x 65%" (225 x 166 cm).
Pinacoteca Civica, Cento.

of paint lends a physical presence to objects represented,
further encouraged by the close observation of such details
as the still life. Ludovico’s indebtedness to Correggio is
most evident in sweet, idealized faces and faceted drapery
patterns (compare FIG. 0.14). Visible through the window
are the leaning towers of Bologna, a localizing detail com-
parable to the two-towered facade of the ducal palace of
Urbino seen in Barocci’s version.

In The Holy Family with St. Francis and Donors Ludovico
employed the iconic tradition of the sacra conversazione
(holy conversation), in which the enthroned Madonna and
Child are surrounded by saints from different periods who
meditate or communicate silently with one another (1591,
FIG. 1.17). (On the Catholic devotion to the Virgin Mary,
see “Singing the Madonna’s Praises,” p. 46.) The donors,
depicted in a subordinate position at lower right as if on
the same level as the viewer, were relatives of Giuseppe
Piombini, who commissioned the work as the altarpiece
for the family chapel and had his name saint, Joseph,
included on the right as part of the Holy Family. The
church, located in the town of Cento, some 20 miles north
of Bologna, was overseen by the Capuchin order, and so
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St. Francis appears on the left wearing the patched habit
of the reformed Franciscans. Despite the axial placement
of the Queen of Heaven, Ludovico introduces a lively
asymmetry through the angled postures of the two male
saints. The fervent exchange of glances and gestures, ech-
oed by rippling draperies, carries the eye rapidly around
the picture, injecting a strongly emotional element in the
manner of Correggio (see FIG. 0.14) and Barocci.

A possible second trip to Venice in the early 1590s may
have prompted a new interest in Venetian models, evident
in the rough and varied application of paint, which leaves
the canvas showing through in places, and the intensified
color, like the brilliant red swath of Joseph’s garment. The
bold tenebrism, with highlighted forms emerging from
the dark background as if by a flash of lightning, reveals
Ludovico’s study of Tintoretto and late Titian (compare
the latter’s The Death of Actaecon; FIG. 0.17). The close-up

Singing the Madonna’s Praises

For the Baroque age, Mary—mother of God, vessel of the
Incarnation, and mediatrix between worshiper and the divine—
was a subject without parallel for works of religious art due to
her presumed role in the salvation of mankind. Within the broad
range of personality types that constitute the pantheon of saints,
the Virgin offers the most accessible of human traits: maternal
love, evident in scenes from the Nativity and of Christ’s death. As
the object of veneration, the Madonna appears in iconic images,
whether enthroned as Queen of Heaven with the Christ child,
a type of image popularized in the seventh century, or as the
Madonna of Mercy who oversees religious confraternities, or as
the essence of virginal purity itself in the Immaculate Conception
(see “The Immaculate Conception,” p. 148).

Mention of Mary in the Gospels is relatively scant, largely
restricted to the beginning and the end of the life of Christ. In
particular the Bible does not treat the final days of her life, so that
representations of various stages in this particular narrative depend
on a literary tradition dating back to fourth-century apocryphal
writings. Much of this material was presented in a coherent way by
Jacobus da Voragine in The Golden Legend, a thirteenth-century
compendium of lives of the saints. According to Voragine, in her
old age the Virgin longed to be reunited with Christ, with the result
that an angel visited her to announce her forthcoming death. Since
she desired to see the disciples one last time, they were miracu-
lously transported on clouds to her side from their worldwide mis-
sions. At the moment of her death, Christ came down with a bevy
of angels to take her soul. Once he had departed, she was truly
dead, and the apostles mourned her passing—the scene depicted
in Caravaggio’s The Death of the Virgin (see Fig. 1.34).

After three days Christ came again to reunite the Virgin's cor-
poral remains with her soul, and she was assumed into heaven,
leaving only her clothing in the tomb, as represented by Annibale
Carracci in his The Assumption of the Virgin (ca. 1590; Fig. 1.18). In
his depiction Annibale borrowed from Venetian pictorial tradition,
in such details as the excited reaction of the apostles, the cloud of
angels who bear the Virgin heavenward, and the loose brushwork,
which increases the sense of a spontaneous view. Annibale was

position of life-size figures and the cropping of the image
by the frame give the impression of immediacy, as if the
divine personages impinged upon the worshiper’s world.
The holy figures are presented not as static types but as
real people involved in action—even the pair of angels
engages in lively discourse. Thus the emphasis is not on
ideal beauty, as in Leonardo’s Virgin of the Rocks (see FIG.
0.7) or refined beauty, as in such Mannerist examples as
Parmigianino’s Madonna of the Long Neck (see FIG. 0.10), but
on the naturalism of the group, making the saints acces-
sible, and stimulating the piety of the worshiper.

Annibale Carracci

Annibale, whose biography was recorded by Malvasia and
Bellori, was trained possibly by Passarotti or by his cousin
Ludovico, who encouraged him to take a study trip in
1580: first to Parma and Venice, then probably to Florence

1.18 Annibale Carracci, The Assumption of the Virgin, ca. 1590.
Qil on canvas, 51 x 38%" (130 x 97 cm). Museo Nacional del
Prado, Madrid.

also influenced by Correggio’s Assumption in the dome of Parma
cathedral (1522-30; see Fig. 0.15) in his depiction of the sweet
revery and sense of surrender registered on the face of the Virgin,
who seems, like a bird, to fly voluntarily out of the upper limits of
the frame.



1.19 Annibale Carracci, The Bean Eater, 1583-4. Oil on canvas,
22% x 26%" (57 x 68 cm). Galleria Colonna, Rome.

and Urbino, where he may have met Barocci. His earliest
paintings and drawings of 1582—3 are marked by a strident
realism similar to that in Ludovico’s early works. The Bean
Eater is an astonishing effort as a genre subject (1583—4;
FIG. 1.19). A gluttonous country bumpkin dressed in a tat-
tered, feathered straw hat and loosely fitting vest, stares
directly at the viewer with open mouth, grasping a spoon
in his right hand and tightly holding a crust of bread in the
left. Despite the importance of eating as a basic human
activity, relatively few works of art actually show a figure
partaking of food, much less this typically Baroque desire
to depict a split second in time—specifically, the instant
in which a figure is about to shovel a spoonful of beans
into his mouth. Annibale presents a half-length figure
seated in a shallow space behind a table laden with still-life
objects that impinge on the viewer’s space. Light emerges
from the window on the diagonally receding wall to the
left. The meal of wine, beans, scallions, and flatbread
with greens, identifies the figure as a rural peasant, not a
city dweller.

Annibale’s brushwork, inspired like that of Ludovico by
Venetian technique, calls attention to itself, and the seem-
ingly spontaneous strokes suggest spontaneous move-
ment. His palette is limited, emphasizing somber earthen
tones appropriate to this low-class figure. He was familiar
with northern Italian genre painting and its Netherlandish
sources, such as Joachim Beuckelaer’s The Cook with Christ in
the House of Mary and Martha, which combines a genre subject
with still life (see FIG. 0.18). Although he produced rela-
tively few genre paintings, primarily early in his career, the
earthiness and direct contact with visual reality remained
a major component of his output, whether in classical or
religious subjects.

Rejecting the glossy artificiality of Mannerist altar-
pieces, like Bronzino’s Christ in Limbo (see FIG. 0.12),

1.20 Annibale Carracci, Crucifixion with Saints, 1583. Oil on
canvas, 120 x 82'4s” (305 x 210 cm). Sta. Maria della Carit3,
Bologna.

Annibale used this realistic idiom in his first commissioned
altarpiece, dated 1583, the Crucifixion with Saints for the
Machiavelli Chapel in the church of S. Nicolo di San Felice,
Bologna (presently in Bologna, Sta. Maria della Carita; FIG.
1.20). This is not a narrative scene of the Crucifixion but
a typically Catholic iconic subject that combines the cru-
cifix, emblematic of Christ’s sacrifice which is re-enacted
before the altar during the Mass, with an assemblage of
saints from various centuries. On the left, the twelfth-
century Francis of Assisi, recognizable from his brown
habit with the knotted cord and the stigmata visible on
the feet, kneels in adoration, while the fourteenth-century
Capuchin Bernardino of Siena, holding his book of writ-
ings, gestures toward Christ. The bearded saint wearing
ecclesiastical vestments—a long chasuble over a dalmatic
and alb, and a miter on his head—is the fourth-century
Petronio, bishop and patron saint of Bologna. An acolyte
carries the saint’s crozier, or staff; his attribute, a model of
the city, complete with its leaning towers, lies at his feet.
The city also appears in the background to confirm the
immediacy of this redemptive image.

The Carracci 47



The painting includes two figures mentioned in the
Bible (John 19:26) as having stood by the cross during the
Crucifixion: On the left, the Virgin Mary looks upward
with a disconsolate gesture, while on the far right, John
the Evangelist gazes directly at the viewer. The skull at
the base of the cross, rendered in striking foreshortening,
identifies the site as Golgotha (as indicated in Matthew
27:33; from the Greek, meaning skull), the presumed
burial site of Adam, whose fall from grace necessitated
Christ’s death. According to Christian legend, the wood
of the cross was a branch of the tree of knowledge taken
by Adam after the expulsion from Paradise. The altar-
piece, which is based on a composition engraved by
Agostino after Veronese, rejects the ornamental character
of contemporary Bolognese painting. Annibale rendered
some parts with transparent glazes to depict the quality
of reflected light, while in others he used heavy impasto
to imitate the texture and weight of surfaces. As in The
Bean Eater, the figures are drawn with a deliberate coarse-
ness that contrasts with the suave figures of contemporary
Mannerist painting. The naturalistically rendered body of
Christ is based on a model in the studio, not on proto-
types in Renaissance art or antique sculpture. The older
generation of Bolognese artists criticized the work for its
slapdash execution and lack of artifice and decorum, even
though the painter was clearly working within the spirit of
the Church’s dictates for simplicity, emotional accessibil-
ity, and ease of comprehension.

Annibale’s work of 1584—8 shows the impact of his
study of Correggio, most particularly in Pieta with Saints,
painted for the high altar of the Capuchin church in
Parma (dated 1585; FIG. 1.21). The painting is not a true
pieta (from the Italian word for pity) used to designate
the two-figure composition of the Madonna mourning the
dead body of her son, but, like the Crucifixion with Saints, the
altarpiece is an iconic image that brings together figures
from different centuries into a unified whole. The dead
Christ, seated on an altarlike sarcophagus, rests against
the lap of the Virgin, who has collapsed from grief like the
Mary in Barocci’s The Deposition (see FIG. 1.12). As would be
appropriate for a church of the reformed Franciscan order,
St. Francis kneels on the left, his attributes of the stigmata,
patched habit, and skull clearly visible, as he gazes directly
through the picture plane and presents the dead savior to
the viewer. Behind him St. Clare, his thirteenth-century
contemporary and founder of the order of Poor Clares for
women, may be recognized by her attribute, a monstrance
(@ windowed box containing the consecrated Host)
with which she saved the people of Assisi from Saracen
attack. On the right the titular saint of the church, Mary
Magdalen, identifiable by her streaming hair and ointment
jar, and the youthful St. John the Evangelist react with sor-
row at the sight. Overhead a glory of angels bears the most
significant of the instruments of the Passion: the cross.
The activity takes place in front of the tomb, with a hint of
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1.21 Annibale Carracci, Pieta with Saints, 1585. Qil on canvas,
147Va x 93%" (374 x 238 cm). Galleria Nazionale, Parma.

landscape with a rising sun, symbolizing the Resurrection,
visible in the distance.

Unlike High Renaissance and Mannerist pictures,
which normally bar the imaginative and emotional entry
of the worshiper into the pictorial space, the Parma Pietd
invites the spectator to engage in a profound drama. The
painting reveals the influence of Correggio in a manner
similar to Barocci’s The Deposition: the physical linking of
the figures through gaze and gesture, the stylized dra-
pery patterns, the somewhat idealized heads of the female
figures, and the strong emotional undercurrent all derive
from Correggio’s Lamentation for the Del Bono Chapel (see
FIG. 0.14). At the same time, the heavenly vision, with the
active, contrapposto poses of the angels and their legs dan-
gling through the clouds, takes its cue from the swirl of
angels surrounding the Madonna in Correggio’s frescoed
dome of Parma cathedral (see FIG. 0.15). The rough brush-
work of the previous works has given way to smoother
modeling, suggesting a soft, sensuous character to the skin
and fabrics.



Annibale’s work from the mid 1580s to the mid 1590s
shows an interest in the Venetian Late Renaissance, as may
be seen in his oil painting of The Assumption of the Virgin of
circa 1590 (taken to Spain some time before the mid seven-
teenth century; see FIG. 1.18). Subsequently, while retain-
ing elements of Venetian colorito, notably expressive color,
dynamic figural groups, and broken brushwork, in the
1590s he explored another formal tradition, central Italian

classicism, incorporating the ideals of disegno and focusing
especially on the masters of the High Renaissance and on
ancient sculpture.

This stylistic shift reached its apogee in Rome, where
Annibale worked during the remaining years of his
career, 1595-1609, executing the extraordinary vault of
the Farnese Gallery (1597—1600; FIG. 1.22). The patron,
Cardinal Odoardo Farnese, second son of Alessandro

1.22 Annibale Carracci, Farnese Gallery ceiling, 1597-1600. Fresco, ca. 68 x 21’ (20.7 x 6.4 m). Palazzo Farnese, Rome.
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1.23 Annibale Carracci, Triumph of Bacchus and Ariadne, detail of Farnese Gallery ceiling, 1597-1600.

Farnese, duke of Parma and Piacenza, had followed a
church career for political reasons while his older brother,
Ranuccio, assumed the title of duke and resided in the
palace in Parma upon their father’s death in 1592. The car-
dinal, having received the right to live in the family palace
in Rome, determined to add new decorations. An ambi-
tious project for which Annibale received limited assist-
ance from his brother Agostino, the vault of the Farnese
Gallery consists of some 227 giornate, the individual sec-
tions of fresh plaster that constitute a day’s work. The
gallery—the term is used here in the contemporary sense
of an architectural space, longitudinal in layout, that is pri-
marily ceremonial in function—was the site of the family’s
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extraordinary collection of ancient marble sculptures.
Measuring 66 feet long and 32 feet high, it is located on
the piano nobile (principal floor) of one of the largest and
most impressive Roman palazzos, completed by Antonio
da Sangallo and Michelangelo.

Although the initial impression is one of Mannerist
complexity, in fact the main compositional units are sim-
ple, consisting of three simulated framed narrative scenes
lining the crown of the vault and four feigned easel pic-
tures propped on the cornice at the cardinal points. The
scheme is illusionistic, which is to say that the entire vault
is frescoed with figures and objects of human scale to give
the sense that actual seated youths, satyrs, putti, antique



sculptures, and framed paintings of mythological narra-
tives all exist in the area above the cornice. Light enter-
ing the windows along the west wall seemingly penetrates
a thin atmospheric veil to cast shadows on the vault and
reflect lustrous tones of yellow, green, pink, and blue. The
illusion is heightened through many witty details: Satyrs
leer directly at the viewer, the sculpted Atlantes seem-
ingly supporting the vault are broken in places, some of
the bronze relief medallions and the putti who recline on
them are partially covered by the framed paintings, and in
a famous detail, a putto pisses into the room. For the most
part the feigned decoration lies within the spatial limits of
the real vault, and for this reason the illusion is effective

regardless of where one stands or walks within the room.
Only at the four corners is the architecture discontinuous,
giving the viewer a glimpse of blue sky and clouds beyond
a confining balustrade and cavorting putti.

The subject of the feigned paintings and relief sculp-
tures is the loves of the gods, based on Ovid’s Metamorphoses
and other antique literary sources and presented in a tone
that is both mocking and good-humored. Annibale may
have sought the assistance of the cardinal’s librarian,
Fulvio Orsini, in devising the elaborate scheme of classi-
cal allusions. The large central field represents the Triumph
of Bacchus and Ariadne, a raucous bacchanalian procession
that includes maenads playing a tambourine and cymbals
and fauns blowing horns (FIG. 1.23). Four smaller narra-
tive scenes encased in marble frames and bracketed by
sculpted muscular figures show the ancient gods and god-
desses as the victims of love, hopelessly giving in to erotic
desire. The Roman poet Virgil’s dictum, Omnia vincit amor
(Love conquers all) was never more persuasively argued.

That the house of a cardinal of the Roman Church
would contain such a profusion of voluptuous images may
seem shocking at first, but it should be borne in mind
that this was a private commission for the family palace,
and that the nudes on the ceiling were an adjunct to the
sculpted nudes in the gallery. The cardinal saw himself
as an intelligent, sophisticated humanist who, like the
heads of other Roman families, participated in the revival
of the antique world that continued unfettered from the
Renaissance into the Baroque, and who defined himself
and his family’s wealth and power through works of art.

Annibale clearly followed two High Renaissance mod-
els so closely that we can assume he intended an act of
homage. From Michelangelo’s Sistine Chapel ceiling
he derived the motif of framed paintings in an architec-
tural setting, interspersed with bronze medallions, putti,
and seated nude males, with the significant difference
that he exchanged the sacred subject for a profane one
and rejected the nonillusionistic, unattainable ideal for
a believable, habitable space. He drew the theme of the
loves of the gods and the bulky, idealized figures from
Raphael’s frescoes in the Loggia di Psiche, located in the
Farnese’s own villa, the Farnesina, across the Tiber from
the palazzo (1518—19). The Atlantes are based on a type
of muscular male epitomized by antique sculpture. For the
Triumph of Bacchus and Ariadne Annibale studied ancient relief
sculptures of bacchanalian processions, and incorporated
motifs from Titian’s paintings of bacchanals, like the Bacchus
and Ariadne (1520—3; see FIG. 0.16), which could be seen in
the Roman collection of Cardinal Pietro Aldobrandini.

Despite their monumental character, Annibale’s fig-
ures possess a form of naturalism that is different from
either Michelangelo’s or Raphael’s, due to his having fil-
tered his sources through the medium of the model in the
studio. Although based conceptually on the male nudes
of the Sistine Chapel ceiling, the life drawing of a Seated
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1.24 Annibale Carracci, Seated Ignudo Looking Upward,
ca. 1598-9. Black chalk heightened with white on gray-blue
paper, 19%2 x 15%" (49.5 x 38.4 cm). Musée du Louvre, Paris.

Ignudo Looking Upward shows that the artist never lost a
sense of his roots in the realistic depiction of the natu-
ral world (ca. 1598-9; FIG. 1.24). The bold contour line,
drawn in black chalk, suggests the latent energy of the
body, while delicate white highlights combined with dark
hatching describe the play of light and shadow over the
skin. Notwithstanding the sensuality of Annibale’s fig-
ures, he consciously rejected the strained conventions and
unhealthy eroticism of the Maniera painters, as exemplified
by Bronzino’s Allegory with Venus and Cupid (see FIG. 0.13).
Although the human form was Annibale’s principal
preoccupation, he also made important contributions
to the subject category of landscape. His many surviv-
ing landscape drawings, boldly executed, attest to his
interest in depicting the features of the outdoor world.
In Rome, where northern-born artists like the Fleming
Paul Bril (1553/4—1626) and the German Adam Elsheimer
(1578—1610) developed a market for views of nature,
Annibale produced the first classical landscape, by defini-
tion an ideal view that captures nature’s timeless, majestic
essence in a rigorously structured composition. A classical
landscape must also incorporate a historical, biblical, or
mythological narrative, usually placed front and center, so
that the heroic events of the past may elevate the status of
what was usually considered a low subject category.
Commissioned by Cardinal Pietro Aldobrandini to
paint a series of six lunettes depicting the life of Christ
and Mary for his refurbished palace chapel, Annibale fin-
ished two paintings, of which the Landscape with the Flight

1.25 Annibale Carracci, Landscape with the Flight into Egypt, before 1603. Oil on canvas, 48 x 90%" (122 x 230 cm).

Galleria Doria-Pamphili, Rome.
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into Egypt has attained the status of a paradigm within the
genre (before 1603; FIG. 1.25). The landscape mirrors the
contemporary Roman Campagna, with a castello (medieval
castle or fief-town) of the type still visible today, to which
Annibale added a Pantheon-like domed rotunda to evoke
the grandeur of the ancient world. At the time that the
painting was created, the Aldobrandini had staked a claim
on the Campagna by acquiring numerous titled properties
in an effort to elevate the family’s social status.

Like a stage flat, the large dark shape of trees on the
left forms a repoussoir (from the French, repousser, to push
back) by establishing the foreground space and creating
through contrast the illusion of depth. The pair of trees
on the right frames the middle ground. The stable hori-
zontals and verticals of the massive architecture, the foli-
age, and the figures lend a sense of calm, immutable order
to this perfected world and hold in check the zigzagging
diagonals of the overlapping hills, which carry the eye into
the spacious distance. The subject, from the Gospel of St.
Matthew (2:13—15), concerns the flight into Egypt of the
Virgin, St. Joseph, and the Christ child in order to escape
the massacre of innocent children ordered by King Herod
in a vain attempt to slay the king of the Jews. Details
within the landscape support the theme: The shepherd
with his flock is a reminder of the future Christ as the
Good Shepherd, and the oarsman recalls the pagan god
Charon, who ferries the dead across the river Styx to the
Underworld, an allusion to the death of Christ.

Although he received room and board during the years
that he worked in the Palazzo Farnese, for his work on the
vault Annibale was paid only 500 scudi, a sum so paltry that
historians have judged it the cause of a severe depression
that increasingly immobilized him in his later years, when
he turned work over to his pupils.

Agostino Carracci

Less well known nowadays than his younger and more
famous brother, Agostino Carracci achieved fame in his
own time as both painter and printmaker. Recognizing
the lucrative benefits of producing prints, he took up
the medium in the mid 1570s and opened a print shop in
Bologna perhaps in the mid 1580s. Trained by Prospero
Fontana and possibly by Passarotti, he played an active
role in the Carracci triumvirate as collaborator on numer-
ous decorative cycles. Like Ludovico and Annibale he
traveled widely in northern Italy to study earlier sixteenth-
century art and to arrange for the creation of reproductive
prints, dealing firsthand with such luminaries as Veronese
and Tintoretto, who were still working in Venice at the
time. With Ludovico overseeing the family workshop,
Agostino, like Annibale, was barred from heading a studio
in Bologna and essentially had to leave the city in order to
define himself as an independent master. Thus he moved
to Rome in 1598 to assist Annibale with the Farnese
Gallery vault. In 1599, perhaps because of friction with

his brother, he went to work for Ranuccio Farnese at the
ducal seat in Parma, executing frescoes in the Palazzo del
Giardino. He died there prematurely in 1602.

The most polished and erudite of the Carracci,
Agostino played the part of the academician ably, and
his painted works are a demonstration of the academy’s
method. The Last Communion of St. Jerome for the Carthusian
monastery in Bologna displays the same rejection of
Mannerism and comparable devotion to nature of ear-
lier masterworks seen in the other Carracci output (ca.
1594-5; FIG. 1.26). The painting was the product of an
extensive design process involving numerous composi-
tional and figural studies. With its occult symmetry, the
classical backdrop giving onto a calm landscape, and a
suave arrangement of gracefully articulated figures, whose
poses and facial expressions suggest various passions of

1.26 Agostino Carracci, The Last Communion of St. Jerome,
ca. 1594-5. Oil on canvas, 148 x 88%" (376 x 224 cm). Pinacoteca
Nazionale, Bologna.
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the soul, the painting reflects the serene monumentality
and disegno of Raphael’s compositions. At the same time,
the loose and varied brushwork, the detailed rendering of
textures, and the splendid color accents reflect Venetian
colorito. Agostino makes the holy event an extension of the
viewer’s space through various devices: his unexpected
foreshortening of the heads on the left, the cropping of
the edges to imply the presence of unseen peripheral fig-
ures, and the random fall of shadows across the forms, all
based on observation of the natural world.

St. Jerome was a favored subject during the Catholic
Reformation, when the Church revived the great fig-
ures of its early history in an attempt to establish prec-
edence over the Protestants. The fourth-century Jerome
was revered because of his status as one of the four Latin
Fathers who defined Catholic doctrine (the others were
Ambrose, Gregory, and Augustine). In Agostino’s pic-
ture the saint’s red drapery refers to the cardinal’s robes
he traditionally wore in images and thus to his scholarly
achievements, especially his translation of the Bible into
Latin—the Vulgate, declared by the Council of Trent to
be the official Catholic version. Jerome was in fact never
a cardinal, since that office was a later creation, but he
did spend a period in Rome in the papal administration.
Here his nakedness and the skull allude to the ascetic
life of his later years in the desert, when he meditated on
death and mortified his flesh in an act of penance. The
lion at lower right recalls the legend of Jerome’s having
extracted a thorn from the paw of a lion, who became his
constant companion.

According to the medieval writings of the pseudo-
Eusebius, before his death Jerome, aged 90, requested
to be taken to church to receive the sacrament one last
time. Angels appeared as he expired. Agostino shows
him surrounded by his disciples dressed in the habit of
the Hieronymite order, one of whom commits to paper
the saint’s last words. The accouterments of the Mass are
described clearly: the consecrated wafer held above the
paten, the chalice, a crucifix, lit candles, and a censor. The
painting thus mirrors the ritual enacted before the altar,
while it celebrates such anti-Protestant ideals as saint-
hood, the central role of the Eucharist, holy orders, and
the sacrament of penance.

Caravaggio

Few Baroque artists had so wide an impact as Michelangelo
Merisi, called Caravaggio after his ancestral hometown,
some 20 miles east of Milan (1571—-1610). His success
derived in part from the fact that he was born and trained
in northern Italy, where he learned and absorbed the Late
Renaissance traditions of Lombardian and Venetian art.
He then carried these visual ideas southward, establish-
ing himself in Rome at a time when the Maniera painters
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were still in favor. Thus he created what appeared to be a
new visual idiom based on naturalism that struck Roman
contemporaries as astonishingly different from the grand
traditions of the sixteenth century.

We know much about Caravaggio’s life, thanks to sur-
viving documents and biographies, sometimes derivative
and fictionalized, by seven authors: Karel van Mander
(1604), Giulio Mancini (ca. 1620), Giovanni Baglione
(1642), Francesco Scanelli (1657), Bellori (1672), Joachim
von Sandrart (1675), and Francesco Susinno (1724).
The artist was born in Milan, where his family was then
based. His father worked as a mason for Francesco Sforza,
marchese di Caravaggio. Much of the artist’s childhood
was spent in Milan, and it was there that he was appren-
ticed to the Bergamesque painter Simone Peterzano for
four years. Caravaggio must have traveled to Venice to
visit the great artistic sites, possibly in 1588. None of the
early works from this period has survived.

Seeking a successful career, he traveled to Rome, aged
21, and arrived there probably in fall 1592. After a few
meager years, he entered the studio of Rome’s most suc-
cessful Maniera painter, Giuseppe d’Arpino (1568—1640)
for about eight months in 1593, during which time he
seems to have painted small figural and still-life pieces. His
fortunes rose when he received the patronage of one of
Rome’s most progressive collectors, Cardinal Francesco
Maria del Monte, the envoy of the Medici to the papal
court, who installed the young artist in the Palazzo
Madama from 1595 to 1600 and introduced him to poten-
tial patrons. The artist’s public commissions for religious
works commenced in 1599.

Despite Caravaggio’s growing success as an art-
ist, mounting evidence of his unruly and argumentative
behavior appears in police records of around 1600. For
example, he was accused of attacking the captain of the
guards of the Castel Sant’Angelo with his sword in 1601,
in 1603 he and two artist friends were sued for libel for cir-
culating scurrilous poems that lampooned the reputation
of fellow painter Giovanni Baglione; in 1605 he wounded
a notary with his sword over an argument in the Piazza
Navona concerning a woman. These incidents culminated
in a fight on 28 May 1606 when Caravaggio and a certain
Ranuccio Tomassoni, to whom it was rumored he owed
money over a wager concerning a tennis game, engaged
in a brawl in which the painter killed his opponent with a
sword thrust and was himself wounded.

As a result of Tomassoni’s death, Caravaggio, assisted
by friends in high places, fled southward from Rome,
to which, against all hope, he would never return. After
hiding out on the Colonna estates, he went to Naples in
late 1606, where he completed several paintings. From
there he traveled to the island of Malta in 1607, where the
knights of St. John admitted him into their military order.
An armed fight, followed by incarceration and escape,
resulted in his fleeing to Sicily, where he stopped in turn



1.27 Caravaggio, The Lute Player, ca. 1595-6. Oil on canvas, 37 x 46%" (94 x 119 cm). State Hermitage Museum, St. Petersburg.

m{Read the document related to Caravaggio on mysearchlab.com

at Syracuse, Messina, and Palermo, leaving a trail of com-
missioned paintings in his wake. Back in Naples in 1609 he
was caught by pursuers and badly disfigured. As Cardinal
Fernando Gonzaga worked to achieve a pardon for him
from Pope Paul V, Caravaggio journeyed by boat to Palo,
north of Rome. A victim of mistaken identity, he was
arrested and then released, but after attempting to catch
a boat that had sailed to Port” Ercole with his possessions,
he caught a fever and died a few days later in July 1610,
at the age of 39. Compared to other artists of his time,
Caravaggio was unusually prone to antisocial and violent
behavior, which has led some historians to interpret his
work using a psychoanalytical approach.

The Lute Player of circa 1595—6 (FIG. 1.27), one of a
group of Caravaggio’s early Roman paintings that featured
one or more adolescent males accompanied by a still life,
was created while he was living in the house of Cardinal
del Monte, who owned a variant of this work. The canvas
was originally in the collection of Vincenzo Giustiniani, a

wealthy banker to the papacy, ennobled in the early sev-
enteenth century, who possessed some 13 paintings by the
artist amid a huge collection of around 600 artworks. An
erudite connoisseur, he authored essays on art and pub-
lished his collection of antique statuary in a two-volume
illustrated set. The format of the half-length figure posi-
tioned close to the picture plane, appearing as an exten-
sion of the viewer’s space, is typical of Caravaggio’s early
works. The boy’s gaze meets the viewer’s, thus creating a
psychological bond between the two. The setting is sim-
ple: A blank wall, parallel to the picture plane, closes off
any extraneous details of the outside world, thus riveting
our attention to the objects in the foreground. The day-lit
scene is marked by the presence of an unseen light source
directed from the upper left, resulting in the smooth mod-
eling that gives a sculptural presence to the figure.

The startlingly realistic depiction, which depends on
the close observation of nature and a wide range of local
color, astonished contemporaries in Rome. It is generally
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assumed that Caravaggio painted from life in the studio,
although he was working within the conceit of a beautiful
youthful type. He rejected both idealizing classicism and
artificial Mannerism as stylistic options and embraced the
naturalism of his native Lombardy and Venice, where half-
length youths playing musical instruments or bearing fruit
and flowers had been popular subjects. The painting also
reflects his knowledge of the sixteenth-century Northern
Renaissance tradition of genre scenes with still life, exem-
plified by Joachim Beuckelaer’s The Cook with Christ in the
House of Mary and Martha (see FIG. 0.18).
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1.28 (top) Caravaggio, The
Cardsharps, ca. 1595. Oil on canvas,
36 x 50%" (91.5 x 128.2 cm). Kimbell
Art Museum, Fort Worth.

1.29 (bottom) Caravaggio, The
Gypsy Fortuneteller, ca. 1596-7. Oil
on canvas, 39 x 51%" (99 x 131 cm).
Musée du Louvre, Paris.

@& —{Watch a video on oil painting

on mysearchlab.com

The intent of the painter has been the subject of much
discussion by historians. The quasi-antique garb suggests
an attempt to evoke the classical world, and the extreme
realism of the still-life elements brings to mind Pliny the
Elder’s description of a contest between the ancient paint-
ers Zeuxis and Parrhasio, whose still lifes were so realisti-
cally rendered that they fooled the eye. Alternatively, the
painting may belong to a class of vanitas images that com-
ment subtly on the vanity of earthly pursuits through such
devices as the temporary bloom of youth, flowers that will
soon wither and die, and the intangible, fleeting pleasure



of music. The boy accompanies himself while singing a
madrigal, the lyrics of which typically comprised a sorrow-
ful love poem. Some of the still-life objects resemble male
and female genitalia. The youth is one of several seem-
ingly alluring and androgynous figures in Caravaggio’s
paintings, partially draped or nude. This element, com-
bined with some evidence in the painter’s behavior of what
today would be termed bisexual or homosexual leanings,
raises the question of a possible homoerotic content, but
without a conclusive answer.

In addition to the single-figure half lengths, Caravaggio
produced multi-figure genre works designed according to
a similar format. Two of these, The Cardsharps (ca. 1595;
FIG. 1.28) and The Gypsy Fortuneteller (ca. 1596—7; FIG. 1.29),
represent young people in brightly colored contempo-
rary dress and incorporate amusing narratives. Although
Renaissance humanistic tradition had designated historical
scenes the most eminent and challenging subject category
for artists, it is significant that Caravaggio and his patrons
eagerly embraced a relatively low subject, genre—loosely
defined as a scene from everyday life (the term was not
coined until the late eighteenth century). They knew the
descriptions of lost Greek genre paintings in Pliny the
Elder’s Natural History, the sole surviving history of ancient
art. Both of Caravaggio’s works represent a naive, inno-
cent youth out in the world, who is being duped by one or
more confidence tricksters.

Cardinal Paleotti referred to paintings of this type
as pitture ridicole, moralizing pictures that instruct by “ridi-
culing” or satirizing human foibles. Our delight derives
from the recognition of the trick being perpetrated and
the amusing details through which the story is told. The
theme of Caravaggio’s pictures ultimately derives in part
from the parable of the Prodigal Son told by Christ in the
New Testament, in particular the scene commonly por-
trayed in northern sixteenth-century painting, in which
the son wastes his patrimony on nefarious activities in the
company of charlatans and prostitutes (see “The Parable
of the Prodigal Son,” p. 185). Here, however, the biblical
references are completely absent, and the moralizing ele-
ment is purely secular.

In The Cardsharps three young men occupy a shallow
space around a table placed before a neutral background.
A still life of a backgammon game projects toward the pic-
ture plane. Young men of this type, called bravi, wore fancy
striped costumes, carried swords, and lived a dangerous
life in street gangs—mnot unlike Caravaggio himself. The
viewer can easily sort out the story: The innocent youth
on the left is duped by two charlatans, the one in the center
signaling to the other on the right, who draws a winning
card from his belt. Over 30 copies of the work are known,
a testament to its great popularity. Caravaggio evidently
based his composition on the sixteenth-century tradition
of comparable northern European genre scenes, and their
northern Italian offshoots of gamblers and game players.

The Cardsharps was purchased from a dealer by Cardinal
del Monte, who ultimately owned eight works by the art-
ist. Typical of the worldly cardinals who supported the
contemporary art scene, del Monte was a protector of the
painters’ organization, the Accademia di San Luca. Born
in Venice, he had a penchant for north Italian naturalism in
painting, having collected Venetian works and promoted
the new realism in the Roman art scene. He also owned
one of two versions executed by Caravaggio of the com-
parable scene, The Gypsy Fortuneteller (ca. 1593—4; Rome,
Pinacoteca Capitolina). The other version was in the
collection of the Vittrici family and shows a duplicitous
young woman wearing the traditional garment of a gypsy
reading the love line on the palm of a sweet but foolish
bravo dressed in a plumed hat and expensive jacket. Bellori
alleged that the origin of the painting lay in Caravaggio’s
claim that nature was his only source of inspiration, not
the sculptures of antiquity, and that as proof of this the
artist supposedly took a gypsy passing by on the street to
a tavern and posed her before his canvas.

Caravaggio’s early genre paintings typically incor-
porate a still life, an element that he continued to use in
both secular and religious scenes throughout his career.
No doubt familiar with the still-life paintings produced
by Lombard artists, as well as with literary descriptions of
antique examples, Caravaggio painted a few independent
still lifes, although only one is documented and univer-
sally accepted: the Basket of Fruit (ca. 1595—1601; FIC. 1.30).
Countering the position of art theorists who put still life
at the bottom of the subject hierarchy because it lacks the
human figure, he claimed that this subject was as difficult
to paint as a figural work, and that a now lost still life in the
del Monte collection was his finest painting. The apples,
pears, figs, and white and purple grapes in the Basket of Fruit
also appear prominently in other works by the master.
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1.30 Caravaggio, Basket of Fruit, ca. 1595-1601. Oil on canvas,
12%s x 18%2" (31 x 47 cm). Pinacoteca Ambrosiana, Milan.
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The slight spoiling of the fruit, the wormhole in the apple,
and the curling of the dry leaves comprise a trademark
of Caravaggio, increasing the sense of verisimilitude and
suggesting the passage of time. Since the flat edge of the
table is contiguous with the picture plane and the light
background contrasts strongly with the silhouetted edges
of the objects, the basket and the fruit appear to project
into the viewer’s space.

Cardinal Federico Borromeo, archbishop of Milan,
may have received the Basket of Fruit as a gift from his friend
and colleague del Monte, or he may have commissioned
it himself in Rome. Borromeo was keen on acquiring
examples of landscape and still-life painting from north-
ern Europe, where these subjects flourished in the second
half of the sixteenth century; for example, he possessed
some six still lifes by Jan Brueghel the Elder (1568—1625).
Although it may seem inappropriate for a leader of the
Counter-Reformation Church to devote himself to art
collecting, Borromeo believed that these subjects exem-
plified the goodness bestowed by God on mankind.

One of Caravaggio’s earliest history paintings, Judith
and Holofernes plunges the viewer into a dark, violent world
(ca. 1599; Rome, FIG. 1.31). The work was probably

commissioned by a wealthy banker of Genoese origins,
Ottavio Costa, who in his will instructed his heirs not to
sell any of the family’s Caravaggios, especially this paint-
ing. Here the day-lit ambience of the earlier pictures gives
way to the tenebrism of Caravaggio’s mature style, in
which the figures exist in a dark space. The single beam
of light from the upper left increases the sculptural solid-
ity and physicality of the figures, and the strong contrast
between highlights and dark ground pushes the figures
forward. Caravaggio’s use of tenebrism reflects his train-
ing as a north Italian artist: he was familiar with the dark-
ened spaces portrayed by such artists as Leonardo (see
FIG. 0.7), Moretto da Brescia, Tintoretto, and Titian (see
FIG. 0.17).

The source of the narrative is the book of Judith, one
of 14 apocryphal Old Testament books that were omit-
ted from Protestant versions of the Bible but incorporated
in the Sixto-Clementine Bible of 1592. It tells the story
of how the Jewish heroine, a beautiful widow, saved the
Israelites of Bethulia, who had been surrounded by the
armies of the Assyrian general Holofernes, by making
herself attractive and going out to his tent with her maid-
servant, Abra:

1.31 Caravaggio, Judith and Holofernes, ca. 1599. Qil on canvas, 57 x 76%" (145 x 195 cm). Galleria Nazionale d'Arte
Antica di Palazzo Barberini, Rome.
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And she got up and dressed herself
beautifully with all her feminine finery,
and her slave went and spread fleeces on
the ground for her before Holofernes.
... So Judith went in and lay down, and
Holofernes’ mind was amazed at her and
his heart was stirred, and he was exceed-
ingly desirous of intimacy with her. . ..
And Holofernes was delighted with her,
and he drank a very great deal of wine,
more than he had ever drunk on one day
since he was born. . . . But when evening
came on . .. Judith was left alone in the
tent, with Holofernes prostrate upon
his bed, for he was drenched with wine.
... And she went up to the rail of the
bed, which was at Holofernes’ head, and
took down from it his scimitar, and went
close to the bed and grasped the hair of
his head, and said “Give me strength,
Lord, God of Israel, today!” And she
struck him on the head twice, with all
her might, and severed his head from
his body. Then she rolled his body off
the bed, and pulled the canopy down from the pil-
lars, and after a little while she went out and gave
Holofernes” head to her maid, and she put it in her
bag of food, and they both went out together as
they were accustomed to do, to offer their prayer.
(Goodspeed, pp. 156—7)

The Assyrian soldiers were so unnerved by this deed that
they released the city and fled.

Judith had a long presence in Western art, beginning
as early as the ninth century and figuring prominently in
medieval manuscript illuminations as an Old Testament
antecedent of the Virgin Mary. In the Italian Renaissance
she exemplified the qualities of chastity, truth, and justice.
Northern artists, however, emphasized her potent sexual-
ity by portraying her nude. With the Protestant rejection
of the Apocrypha, Judith became by default a significant
Counter-Reformation figure, conjured up in the name
of an aggressive Catholic Church. The primary func-
tion of this painting, however, was to tell a grisly story:
Caravaggio places the execution in the foreground of the
picture space, subordinating the setting to his detailed
description of the figures and shocking the viewer with
the blood that splatters through the picture plane.

Public Religious Commissions

The Contarelli Chapel in the French national church of
S. Luigi dei Francesi marked Caravaggio’s first public
commission, received through the assistance of Cardinal
del Monte (see FIG. 1.7). The French cardinal Matthieu
Cointrel (Italian: Matteo Contarelli) left funds in 1565 for

1.32 Caravaggio, The Calling of St. Matthew, 1599-1600. Oil on
canvas, 126% x 1337%" (322 x 340 cm). Contarelli Chapel, S. Luigi
dei Francesi, Rome.

{View the Closer Look to see another Caravaggio painting on
mysearchlab.com

the family chapel devoted to his name saint, the author
of the first Gospel, but little work was carried out in
the subsequent decades, except for ceiling frescoes by
Caravaggio’s master, the Cavaliere d’Arpino (1591-3) and
a sculpted altarpiece of poor quality, which was not used.
Thus in 1599 Caravaggio received the commission for nar-
rative scenes from the life of St. Matthew that emphasize
the specifically Catholic, anti-Protestant subject of saint-
hood, in addition to the Counter-Reformation themes
of conversion, missionary work, and martyrdom (see “A
Pantheon of Saints,” p. 35). Eschewing the mural tech-
nique of fresco, which was standard for chapel decoration,
Caravaggio provided large oil paintings on canvas, rep-
resenting on the left wall The Calling of St. Matthew and on
the right wall The Martyrdom of St. Matthew. In 1602 he was
awarded the contract for an altarpiece showing St. Matthew
and the Angel, but this proved problematic: The church
fathers rejected the first of two versions on the grounds
that it lacked decorum, with the result that it was pur-
chased by the Marchese Giustiniani for his art collection.

With its large format and numerous full-length figures,
The Calling of St. Matthew was more ambitious than any of
Caravaggio’s previous works (1599—-1600; FIG. 1.32). The
painting exemplifies the artist’s ability to invest historical
narrative with a sense of the here and now. Christ, arriving
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1.33 Caravaggio, The Entombment of Christ, ca. 1602-4.
Pinacoteca Vaticana, Vatican.
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Oil on canvas, 118% x 797" (300 x 203 cm).



with St. Peter at the counting house of the tax collector
Matthew, beckons him to be one of the apostles. The dis-
ciple, pointing to himself in disbelief, is surrounded by
cronies who are only interested in the coins, moneybags,
account book, inkwell, and quills on the table. Dressed in
contemporary plumed hats and striped jackets and caught
up in a life of luxury and avarice, they represent the mun-
dane sphere, whereas Christ and St. Peter are unshod and
wear togalike biblical costume. The apparent realism of
the scene is emphasized through the seemingly random
placement of Christ to the far right and the shadow that
falls across the center of his face. As in his earlier works,
Caravaggio uses tenebrism to organize the canvas and
focus the attention of the viewer on the key figures. The
spiritual light that illuminates Matthew is suggested by the
single shaft of light that enters from an unseen source on
the upper right. The drama resonates in the empty, dusky
space overhead.

The painter reused the motifs of the dapper bravi
and the still life from his earlier day-lit genre scene of
The Cardsharps, and he employed the same boy as in The
Gypsy Fortuneteller. He expanded the view to include full-
length figures while retaining the limited space and the
back wall parallel to the picture plane. Thus he rejected
the idealization normally accorded such biblical scenes in
Roman sixteenth-century art. As a northern Italian artist,
he would have known the Northern Renaissance tradi-
tion of representing the subject with the intense realism
of a genre scene, emphasizing the vice of avarice through
the display of money in the counting house. Unlike his
northern predecessors, however, Caravaggio simplified
the background and clarified the volumes of the figures.
Even so, the startling realism of the work, based on models
in the studio, the combination of the sacred and profane,
and the elimination of supernatural details were all aston-
ishing in the context of contemporary Roman painting.
Aesthetically astute observers recognized Caravaggio as a
northern Italian painter who had brought his native tradi-
tions to central Italy. The result was nothing less than the
reinvigoration of historical narrative painting in Rome.

Caravaggio painted his most conventional and widely
accepted image, The Entombment of Christ, for the altar of
the Vittrici family chapel, the Cappella della Pieta in
Sta. Maria in Vallicella, still called the Chiesa Nuova
(the New Church) (ca. 1602—4; FIG. 1.33). This was the
mother church of the Counter-Reformation order of the
Oratorians, founded in 1575 by St. Philip Neri, a friend
of the chapel’s first patron, Pietro Vittrici, whom the saint
had miraculously nursed back to health during a near-fatal
illness. Vittrici died in 1600, and it was his nephew and
heir Girolamo Vittrici, a member of the papal court and
owner of one version of Caravaggio’s The Gypsy Fortuncteller,
who commissioned the Eutombment. The Oratorians were
a congregation of lay priests who did not take religious
vows, opting instead to work on behalf of the Church

within the world. Around the turn of the seventeenth
century their church, still undergoing completion, was
the site of much artistic activity, in which Neri himself
had taken a prominent interest up until his death in 1595.
When the great Flemish painter Peter Paul Rubens, who
was living in Rome, won the commission for the high
altar, The Madonna di Vallicella, St. Gregory the Great, and Saints
(1607-8; see FIG. 8.3), he enthusiastically wrote his patron,
the duke of Mantua, about the bustle of activity taking
place there. The success of the order was in large part due
to its emphasis on a simple approach to religion and its
wide range of populist activities, including music, art, and
instruction for children.

In a single image Caravaggio alludes to several key
moments from the Passion of Christ—the Deposition
of the body, the Lamentation, the Pieta, the anointing of
the body on the stone of Unction, and the Entombment.
St. John the Evangelist, the youngest and most beloved
apostle, supports the body of Christ, assisted by a rough,
plebian figure identified by Bellori as Nicodemus, who
took responsibility for anointing the corpse with myrrh
and aloe (John 19:39). The two men lift and expose the
sacrificial body in a symbolic gesture that has its analogue
in the Mass routinely taking place in front of the altar,
specifically during the elevatio when the priest displays the
newly consecrated Host to worshipers and speaks the
words, “This is my body.”

Caravaggio includes the three women mentioned
by St. John as standing by the cross (19:25): the Virgin
Mary, dressed here in a nun’s habit, Mary Magdalen in
the center with braided hair, who weeps as if to refer to
her having washed Christ’s feet with her tears, and Mary
Cleophas, who raises her hands in an eloquent gesture of
grief. Whereas both Raphael and Barocci, according to an
earlier pictorial tradition, had shown the Virgin collapsing
(see FIGS. 0.9 and 1.12), Caravaggio represents her erect
and in control of her emotions, as was advocated by such
Counter-Reformation figures as Cardinals Baronio and
Borromeo in accordance with scripture.

Caravaggio borrowed the stable composition and the
sense of monumentality from Raphael, but he rejected
idealized figures and rhetorical gestures in favor of a much
greater naturalism, especially in the strong, plebian mus-
culature of both Christ and Nicodemus. Compared with
Mannerist examples such as Bronzino’s Christ in Limbo (see
FIG. 0.12) or with Barocci’s Correggesque style, the paint-
ing is striking in its Lombardian naturalism. The central
configuration of a muscular male body carried by athletic
males ultimately derives from the antique convention
for portraying a hero or hunter carried from the field.
Caravaggio’s insistent tenebrism clarifies the devotional
content and imparts a measure of emotional intensity.
The bent left arm of Nicodemus, his bold gaze toward
the viewer, and the diagonally projecting stone all break
through the picture plane, drawing the viewer into the
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fictive space. A triumph of Post-Tridentine art, the paint-
ing possesses the very elements stipulated by the Church:
clarity, accuracy, decorum, and a stimulus to devotion.

In 1601 Laerzio Cherubini, an eminent lawyer active in
Roman government, commissioned a large painting, 12 feet
in height, of The Death of the Virgin for his family chapel,
dedicated to the Transitus or Dormition of the Virgin (her
passage from life to the afterlife), in Sta. Maria della Scala
in the lower-class quarter of Trastevere (ca. 1602—4; FIG.
1.34). This was the new Roman church of the Counter-
Reformation order of Discalced Carmelites, founded by
St. Teresa of Avila. The date of the painting’s execution
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is uncertain; scholars have proposed several possibilities
between the time of the contract up to 1604, on the basis
of the accomplished style of the piece. The subject cel-
ebrates the Catholic cult of the Virgin and emphasizes
her earthly, human character (see “Singing the Madonna’s
Praises,” p. 46).

Traditionally in such a scene a beautiful Madonna is
shown propped up in bed, with angels or a heavenly radi-
ance providing an optimistic note. Caravaggio, however,
in keeping with his realistic style and the Church’s dictum
that art should “sting the heart and incite devotion,” con-
sciously rejected High Renaissance and Mannerist ideali-
zation, as shown in Parmigianino’s
Madonna of the Long Neck (see FIG.
0.10), thus portraying her mor-
tal remains laid out on a simple
wooden bier before being car-
ried to the sepulcher, her bare
feet extending ignobly. He shows
the moment after Christ, with
a glory of angels, has departed
with Mary’s soul (see “Singing
the Madonna’s Praises,” p. 46).
The men, whose heads and hands
emerge from the tenebristic
gloom, mourn their loss in a vari-
ety of ways, from weeping and
emotional outburst to calm, stoic
resignation.

In the lower right the painter
included an unusual detail:
the seated figure of St. Mary
Magdalen, dressed, unlike the
apostles, in contemporary clothes
and bent from grief. During
the Counter-Reformation these
two women represented distinct
opposites: The Virgin stood for
chastity and purity, while the
Magdalen, the sole woman among
the band of Christ’s disciples,
represented the archetype of the
penitent female (see “From Sinner
to Saint: Mary Magdalen,” p. 76).
Her presence here may reflect
the patronage of both Cherubini
and the church fathers on behalf
of the Casa Pia, a local charitable
institution devoted to the rescue
of wayward and battered women.

1.34 Caravaggio, The Death of the
Virgin, ca. 1602-4. Oil on canvas,
145%4 x 962" (369 x 245 cm). Musée
du Louvre, Paris.



Such a degree of physical and emotional frankness had
negative consequences. The painting was the subject of
severe criticism, and ultimately the fathers of the order
replaced it with a more decorous altarpiece by an artist of
lesser stature. As in the instance of the rejected first ver-
sion of the St. Matthew altarpiece, there was a private col-
lector waiting in the wings: Vincenzo | Gonzaga, duke of
Mantua, acquired the painting through the intermediary
of his court artist Rubens, who arranged for the crating of
Caravaggio’s painting for shipment after it was exhibited
in Rome for one week in 1607.

After the murder of Tommasoni in 1606, Caravaggio
continued to receive commissions for both private and
public works during his flight southward. One of the larg-
est of these commissions (13 feet in height) was the altar-
piece, The Seven Acts of Mercy, for the new church of the Pio
Monte della Misericordia in Naples, a charitable institution
founded by seven young nobles in 1601 (1606; FIG. 1.35).
Like Barocci’s Madonna del Popolo (see FIG. 1.13) the subject
focuses on two specifically Catholic and non-Protestant
subjects: the Virgin Mary and the corporal works of mercy.
For Catholics both faith and good works provided a route
to salvation, whereas the Protestants rejected the latter
and believed in faith alone. In the upper region two youth-
ful angels transport the Madonna della Misericordia, or
Madonna of Mercy, holding the Christ child, to the mun-
dane world of a summarily drawn Neapolitan street scene,
where she oversees the performing of charitable deeds for
the needy. These deeds are based on the scriptural source
in the Gospel of St. Matthew (26:34—46), in which Christ
indicates who, upon the Day of Judgment, shall be worthy
of the kingdom of Heaven.

Caravaggio’s approach is unusual in his depiction of
all seven acts in one painting, combining in a confusing
and overlapping way both historical and contemporary
figures. The Old Testament hero Samson drinks from
the jawbone of an ass (giving drink to the thirsty), an
innkeeper welcomes a pilgrim who may be Christ in dis-
guise, along with a partially hidden companion (harbor-
ing the harborless), the fourth-century St. Martin of Tours
divides his cloak for a naked beggar (clothing the naked),
a shadowed figure crouches at the lower left (visiting the
sick), two men, one an ecclesiastic, carry a corpse, whose
bare feet are visible (burying the dead), and a woman suc-
cors her elderly father, who pokes his head through iron
bars (feeding the hungry and visiting the captive). The
last vignette comes from an ancient literary theme, the
Caritas Romana (Roman Charity) described by Valerius
Maximus in his Memorable Acts and Sayings of the Ancient Romans
of circa 30 cE, which tells of how a daughter, Pero, in an act
of filial piety, sustained her imprisoned father Cimon by
breastfeeding him.

The painting contains elements of the artist’s so-called
late style. It was painted rapidly, with the brushwork more
visible, especially in the streaks of paint representing
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1.35 Caravaggio, The Seven Acts of Mercy, 1606. Oil on canvas,
153% x 102%s" (390 x 260 cm). Pio Monte della Misericordia, Naples.

drapery folds. The figures are not smoothly modeled,
but the overall impression is more atmospheric, and the
brownish ground of the canvas, representing shadowy
areas, shows through in places.

By 1620 the five artists considered in this chapter were
all deceased. Their impact, however, was widespread and
long lasting. Through the dissemination of Barocci’s paint-
ings and prints across ltaly, his renewal of Correggio’s
dynamism and his respect for Tridentine rules offered an
alternative to Mannerism. The Carracci academy trained
a new generation of artists that continued the synthetic
tradition of Bolognese painting, while the classical style
of Annibale in Rome had a measurable impact on artists
working there. And Caravaggio’s stark realism inspired
not only ltalian artists but also many from northern
Europe and Spain, who came to Rome and Naples. The
legacy of these painters looms large in the story of the
Baroque period.
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CHAPTER TWO

The Sacred and Secular

in Painting in Seventeenth-
entury ltaly

During the last decades of the sixteenth century and
the early years of the seventeenth, the five major paint-
ers of the first generation of Baroque artists—Federico
Barocci, Ludovico, Annibale, and Agostino Carracci, and
Caravaggio—drew upon the achievements of various
sixteenth-century artists to reintroduce a strong sense of
naturalism in the handling of the human figure and space.
Rejecting the formal stylization and obscure content of the
Maniera painters, they exploited the devices of naturalism
toward both visual and psychological ends, thus breaking
down the barrier formed by the picture plane and seem-
ingly projecting the fictive world of the artwork into the
real world of the spectator. Rome reasserted itself as the
nucleus of the new art movement through the efforts of
two classes of patrons: the Counter-Reformation Church,
which sanctioned the use of art to teach and to draw the
faithful into its churches and chapels, and the private cli-
ents who surrounded themselves with collections that
announced their taste and wealth. The artists streaming
to Rome, whether for the long or short term, learned the
grammar of this new pictorial idiom and conveyed it to
artists working elsewhere on the Italian peninsula. Other
cities, like Bologna, with its rising elite and its humanistic
environment, also enjoyed new artistic prominence. The

Artemisia Gentileschi, Judith and Her Maidservant, 1524-6.
(Detail of FIG. 2.4)

second and third generations of Italian painters built on
the accomplishments of their predecessors while expand-
ing the repertory of visual effects, so that during the sev-
enteenth century the Italian peninsula became a school of
painting for western Europe.

Italian Followers of Caravaggio

Although Caravaggio had no pupils and seems not to
have desired a following, his naturalistic visual idiom and
the realism of his art became the focus of study for an
international group of artists, primarily Italian, Spanish,
and French, referred to as Followers of Caravaggio, or
Caravaggisti, who saw his paintings firsthand, usually in
Rome or Naples, and made a sustained attempt at emulat-
ing his style. Few of these followers knew the master per-
sonally, since he fled from Rome in 1606 and died in 1610.

Orazio Gentileschi

The one follower of Caravaggio who knew him as a col-
league, was Orazio Gentileschi (1563—1639), a Tuscan
painter born in Pisa. Orazio trained under his father,
a Florentine goldsmith, and moved in about 1576/8 to
Rome, where he became a member of the Accademia di
San Luca. Some eight years older than Caravaggio, he
adopted the latter’s realism and tenebrism around 1600,
but throughout his career he maintained the Florentine
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2.1 Orazio Gentileschi, Judith and Her Maidservant with the Head of Holofernes, ca. 1611-12 or ca. 1621-4.
Qil on canvas, 53 x 62%" (136.5 x 159 cm). Wadsworth Atheneum, Hartford.

((‘O—E_isten to a podcast on Caravaggisti on mysearchlab.com

love for linear grace and rich, decorative surfaces. He
worked not only in oil but also in fresco, collaborating
with the architectural painter Agostino Tassi. He achieved
an international reputation, and by 1621 he had moved to
Genoa, where he provided works for the duke of Savoy. He
later went to Paris, where he worked for Maria de’Medici
in 1624, and finally in late 1626 to London, where he
remained as court painter to Charles [ until his death.
Although Orazio maintained a realistic bent throughout
his career, his later works eschew the insistent realism and
dark spaces of his Roman ones in favor of resplendent
color and soft lighting effects.

The Caravaggesque features of Gentileschi’s Judith and
Her Maidservant with the Head of Holofernes include the detailed
realism of the figures, their placement in the immediate
foreground, and the tenebristic space behind them (vari-
ously dated by historians, ca. 1611—12, or ca. 1621—4; FIC.
2.1). Unlike Caravaggio, who shows the most explosive
moment in the story, when Judith decapitates the drunken
Assyrian general as part of a plot to save the Israelites

(ca. 1599; see FIG. 1.31), Orazio chooses the next moment,
when Judith and her servant Abra, shown not as an old
hag but as a young woman, conceal the head in the basket
used for provisions and take stock of the situation before
fleeing the Assyrian camp. Although the bodies of the two
women are united in their common effort, Orazio develops
the contrast Caravaggio created between the two women,
placing Judith’s refined facial features, golden tresses, and
slender fingers next to Abra’s blunt physiognomy, dark
hair, and coarse hands. Similarly, Judith’s expensive, shim-
mering red-and-gold garment, with its profusion of ele-
gantly contrived folds, contrasts with Abra’s simple blue
costume. Still sheltered by Holofernes’s tent, Judith looks
upward to her right, as if to acknowledge the source of
her strength, Jehovah, whom she invoked before commit-
ting the deed, whereas Abra steals a glance in the opposite
direction, to ascertain whether the women will be found
out. Thus Orazio exchanges Caravaggio’s extroverted
retelling for a quieter, interiorized drama, while maintain-
ing a level of tension that is equally powerful.
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Artemisia Gentileschi

Orazio’s daughter Artemisia Gentileschi is often judged
the most gifted female artist of the seventeenth century
(1593—1652/3; see “The Battle for Artemisia,” below). It
should be stressed that in the Baroque period a woman’s
primary place was in the home, as wife and mother, or in a
convent. Thus Artemisia’s determination to have a career,
her far-flung travels in order to obtain commissions, and
her efforts to attract the attention of high-level patrons
are all the more striking. Typically for many women artists
of the period, she trained under her father in the studio

The Battle for Artemisia

Artemisia Gentileschi’s reputation, at one moment over-
shadowed by that of her father, at another eclipsed by the
sensational record of the rape trial, has only gradually been
resuscitated. Despite her fame during her lifetime, she
was ignored by some, if not all, of the major seventeenth-
century biographers and virtually forgotten during the
following two centuries. Only in 1916 was her name resur-
rected along with Orazio’s by the Florentine art historian,
Roberto Longhi. Her status as a feminist icon was solidified
by a ground-breaking book of 1989, Artemisia Gentileschi:
The Image of the Female Hero in Art, in which Mary Garrard
analyzes a series of paintings, claiming that the artist lived
in what might be termed the first period of feminism, and
argues that the works can only be understood as the prod-
uct of the artist’s experiences as a woman, especially her
rape by Tassi—a point of view that survives in much of the
subsequent literature.

The large canvas of Susanna and the Elders provides
an example of the issues typically debated by art historians
regarding the dating, attribution, and content of Artemisia’s
paintings (Fig. 2.2). Although the work is signed and dated
“"ARTIMITIA/GENTILESCHI F/1610" in the lower left corner
of the stone fountain, the veracity of the inscription has been
challenged because the painting is extremely accomplished
for an artist only 17 years of age. Certain writers prefer to
read the date as 1619, while others argue for an attribution
to Orazio. Lacking corroborative documentation, some
scholars propose various degrees of collaboration between
the young painter and her father-teacher, while the leading
specialists give the work fully to the daughter.

The narrative scene represents the Old Testament
apocryphal story of Susanna, a Jewish wife who, bathing
alone in a garden, was spied upon by two elders. They
threatened that if she did not yield sexually they would
claim falsely to have seen her commit adultery with a young
lover, a crime punishable by death. Susanna refused and was
brought to trial, where the young Daniel, questioning the elders
separately and receiving conflicting testimony, uncovered their
ruse and condemned them to death. Over the centuries Susanna
became an emblem of chastity and truth, but sixteenth-century
depictions increasingly emphasized her alluring nudity. Garrard,
combining elements of a feminist reading with a psychoanalytical
approach, praises the painter for her rejection of the traditional

in the family residence. Her mother died when she was
12 years old, and Orazio provided a chaperone, a cer-
tain Tuzia, who lived in the home. His frequent absences
while working in collaboration with Agostino Tassi had
disastrous consequences. In May 1611, when Orazio was
away from the house, Tassi attacked and raped Artemisia.
Promises to marry the victim led her to consent to a sexual
liaison, although Tassi, who was already married, had no
intention of fulfilling his vow.

Consequently in the following year Orazio, seeking to
re-establish the family’s honor, brought a lawsuit against

2.2 Artemisia Gentileschi, Susanna and the Elders, 1610.
Oil on canvas, 66% x 467" (170 x 119 cm). Graf von Schénborn
Kunstsammlungen, Pommersfelden.

erotic stereotype in favor of an unidealized nude with chaste pos-
ture and shamefaced expression, and she claims that the picture
is subconsciously autobiographical, reflecting the artist’s sexually
hostile environment.



Tassi, for which most of the records survive (March—
October 1612). Tassi was convicted of the crime but
essentially served no sentence. A good marriage was dif-
ficult under the circumstances, but Artemisia wed a minor
Florentine painter, Pierantonio Stiattesi, in November
1612 and moved to Florence, where she set up a house-
hold, looked after her four children, and became the first
female member of the Accademia del Disegno, thus receiv-
ing Medici patronage. She returned to Rome in 1620/1,
but Stiattesi disappeared a few years later. In 1627—8 she
sojourned in Venice, then took up residence in Naples by

1630, where she remained until her death except for a trip
to London in 1638—40 to assist her father, who died during
her visit, in 1639. In London she executed a remarkable
Self-Portrait as the Allegory of Painting (La Pittura), incorporating
the traditional attributes of unruly hair, a multi-colored
garment, and a gold chain with a pendant mask (Fic. 2.3).

Artemisia produced few altarpieces and no frescoes.
She specialized in history painting for discriminating
collectors, primarily representing virtuous and heroic
women. Perhaps her most famous canvases are the four
versions of the Judith and Holofernes theme. Whether

2.3 Artemisia Gentileschi,
Self-Portrait as the Allegory of
Painting (La Pittura), 1638-9.
Oil on canvas, 38% x 29%"
(98.6 x 75.2 cm). Her Majesty
Queen Elizabeth II.
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2.4 Artemisia Gentileschi, Judith and Her Maidservant,
ca. 1625-7. Oil on canvas, 72 x 56" (183 x 142 cm). Detroit
Institute of Arts. Gift of Mr. Leslie H. Green.

*—[Explore more about Artemisia Gentileschi on mysearchlab.com

this subject provided a cathartic outlet for her as a sub-
conscious revenge fantasy is a topic hotly debated by
historians. The Judith and Her Maidservant of circa 1625-7
incorporates full-length figures of the women in the after-
math of the event, with Abra stuffing the head into a bag
and Judith still grasping Holofernes’s sword as both look
to the viewer’s left to make certain that they have not
been heard (FIG. 2.4). Although the women are the same
age, Artemisia, like her father, differentiates between the
refined, aristocratic Judith and the plebian Abra. The dec-
orative linearity of the fabric folds in no way undermines
either the bold, monumental forms of the figures, stand-
ing in the forefront of the picture space, or the realistic
details, such as the still life of gauntlet, candlestick, and
scabbard on the table.

Judith shields her eyes from the glare of the flame, so
that a shadow is cast across her face—a daringly lifelike
motif that Caravaggio had used in The Calling of St. Matthew
(see FIG. 1.32). Caravaggio, however, rarely included the
source of light in his tenebristic pictures, and when he did,
as in the instance of the candle in the Naples Seven Acts of
Mercy, he did not study its effect on objects in space (see
FIG. 1.35). Artemisia’s careful analysis of the fall of light

2.5 Adam Elsheimer, Judith Beheading Holofernes, ca. 1601-3.
Oil on silvered copper, 9V2 x 7%¢" (24.2 x 18.7 cm). Wellington
Museum, London.

suggests knowledge of Gerrit van Honthorst, one of the
Dutch Followers of Caravaggio working in Rome between
1613 and 1620, who specialized in candlelit spaces in many
of his works, such as the Samson and Delilah (ca. 1616; see FIG.
6.2). She may also have been inspired by the Judith Beheading
Holofernes of circa 1601—3 by the German expatriate painter
Adam Elsheimer (1578—1610; in Rome 1600—10), known
through a copy in a Roman collection (FIG. 2.5). In his
painting two sources of artificial illumination, one visible
within the picture, the other concealed beyond the frame
on the right, reveal in all their rich detail the figures, still
life, and room décor. A native of Frankfurt, Elsheimer spe-
cialized in small, delicately painted historical narratives
and landscapes on a copper support, many of which are
nocturnes, and although he eludes the strict definition of
a Follower of Caravaggio by virtue of the miniature scale
of the paintings and their fully developed backgrounds,
he was nonetheless among the earliest northern artists to
respond to Caravaggio’s style.

Bartolomeo Manfredi

One of the most influential of the Italian Followers of
Caravaggio, Bartolomeo Manfredi (1582—1622) was born
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2.6 Bartolomeo Manfredi, Concert, ca. 1612. Oil on canvas. Galleria degli Uffizi, Florence. Destroyed in 1993.

near Mantua and trained in the same north Italian art
centers that had nurtured Caravaggio himself. First docu-
mented in Rome in 1607, he produced easel paintings of
sacred and secular themes for a select group of collectors,
including those who had patronized Caravaggio, such as
the Marchese Giustiniani. Several works are expanded
variations on Caravaggio’s famous early genre paintings.
Manfredi’s Concert, with its gathering of young men play-
ing the violin, lute, and cornet in a tavernlike setting, is
typical in its approach to handling Caravaggesque ideas
(ca. 1612; destroyed in 1993; FIG. 2.6). Although the sub-
ject is comparable to Caravagggio’s The Lute Player (see
FIG. 1.27), Manfredi rejected the quasi-antique dress and
sensual atmosphere, adopting instead the fancy garb of
the bravo and the half-length format of such narratives
as Caravagggio’s The Cardsharps (see FIG. 1.28). He also
renounced the bright lighting of Caravaggio’s early genre
scenes in favor of the tenebrism of the master’s mature
Roman style, so that the Concert more closely resembles the
group of St. Matthew and his cronies on the left-hand side
of The Calling of St. Matthew (see FIG. 1.32). Creating what the
biographer Joachim von Sandrart called the Manfredianus
methodus, the painter acted as artistic intermediary between
the first generation master, Caravaggio, whom he may have
known personally, and an international following of artists
seeking to work in the style, especially northern émigrés
such as the French expatriate Valentin de Boulogne.

The Bolognese School

While Caravaggio and his followers were testing the limits
of realism, a second group of painters working in Rome
and elsewhere were developing new styles espoused by
the Carracci. Sometimes called the Bolognese school,
they had for the most part trained in the Carracci acad-
emy, although some had worked under the masters else-
where. Rather than paint in a fairly uniform style, as was
the case with Caravaggio’s followers, they produced
a more varied output that mirrored the diversity of the
Carracci trio. Maintaining a strong base of naturalism,
they moved in two separate directions. Artists like Guido
Reni and Domenichino tended toward a pronounced
classicism, taking as their cue the late style of Annibale
Carracci and the works of the Roman High Renaissance.
On the other hand, such painters as Giovanni Lanfranco
and Guercino paid close attention to the dynamic style
of Ludovico Carracci, and by extension, to the works of
Barocci, Correggio, and the sixteenth-century Venetian
masters. Unlike most Caravaggisti, the Emilians were
masters of the fresco medium, and thus they gained the
bulk of commissions for large-scale mural projects. With
the dispersal of the Caravaggisti to other art centers, they
became the dominant figures in Rome. The fame of the
Bolognese painters was secured by the publication of their
biographies by Malvasia, whose Felsina pittrice (1678) details
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their history through four stages, culminating with the
Carracci and their followers.

The Bolognese school received special favor in Rome
during the brief rule of Pope Gregory XV (1621-3). Born
Alessandro Ludovisi, and a member of a distinguished
local family, the future pope trained at the Jesuit Collegio
Romano, was made archbishop of Bologna in 1612, and
achieved the cardinalate in 1616. As pope he established
the Sacred Congregation of the Propaganda Fide, dedi-
cated to coordinating the Church’s missionary efforts, and
canonized the four great founders of Counter-Reformation
orders, St. Teresa, St. Ignatius Loyola, St. Francis Xavier,
and St. Philip Neri, thus ushering in the historical era of
the Church Triumphant. Wishing to support artists from
his home region, Gregory gave to Domenichino the posi-
tion of papal architect and to Guercino the major com-
mission of his pontificate, the St. Petronilla altarpiece in
St. Peter’s.

Immediately upon his election, Gregory designated
his nephew Ludovico Ludovisi (1595—1632) cardinale nipote.
Ludovico received vast sums in the form of posts and ben-
efices, allowing him to make the most of what would be a
relatively brief window of opportunity. As a patron of the
Bolognese school, he is best remembered for the Aurora
fresco commissioned from Guercino for the casino (a small
garden building for entertaining) in the Villa Ludovisi on
the Pincian Hill, Rome (see FIG. 2.13). A voracious collec-
tor, he assembled around 300 Old Master and contem-
porary works, and showed a particular interest in ancient
sculpture, amassing some 380 examples by buying whole
collections, intervening when a new piece was unearthed,
or pressing for gifts in exchange for concessions. Having
studied, like his uncle, at the Collegio Romano, he became
the patron of the Jesuits’ new church in Rome, S. Ignazio
(begun 1626).

Guido Reni

A prominent member of the Bolognese school, Guido Reni
(1575—1642) trained in Bologna in the workshop of the
Flemish Mannerist Denis Calvaert, who, historians agree,
influenced the emphasis on elegance and polish in Reni’s
mature works. He switched in 1594 to the Carracciacademy,
and in 1601 was called by Cardinal Paolo Sfrondrato to the
Eternal City, where he came to the notice of the Borghese
family. Embarking on what promised to be a distinguished
Roman career, he was initially attracted to the naturalism
of the Caravaggist style, but was ultimately drawn to the
classicism of Annibale’s mature works and those of the High
Renaissance masters, especially Raphael, with the result that
he shifted to a style characterized by serene purity. Despite
his success in Rome, Reni was not temperamentally suited
to the competitive atmosphere. He left in 1614 and lived in
Bologna for the remainder of his life, where he became the
city’s chief painter upon Ludovico Carracci’s death. Judged
to be the “divine” Guido at the time of his death, a form of
praise used previously only for Michelangelo and Raphael,
Reni was considered one of history’s greatest painters up
until the mid nineteenth century, when criticism of his work
as being too sentimental precipitated his decline. We now
realize that, for better or worse, it was Reni who, aesthetics
aside, perfected many of the clichés that through later cop-
ies, prints, and photographs dominated Catholic devotional
imagery, such as his trademark: the upturned gaze signify-
ing rapturous union with the divine.

Reni’s most famous Roman work, the Aurora ceiling
fresco, was commissioned by Scipione Borghese, the cardinale
nipote of Pope Paul V, for the principal room of a small pavil-
ion, the Casino dell’Aurora, in the grounds of his newly built
garden palace on the Quirinal (1613—14; FIG. 2.7). In design-
ing the work, Reni rejected the illusionism of Annibale’s

2.7 Guido Reni, Aurora, 1613-14. Fresco, ca. 23' x 9' 3" (ca. 7 x 2.8 m). Casino dell'Aurora, Palazzo Pallavicini-Rospigliosi, Rome.
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Farnese Gallery ceiling (1597-1600; see FIG. 1.22). The
fresco belongs to the category of ceiling painting called
the transferred easel type (quadro riportato): the image is sur-
rounded by a three-dimensional stucco frame attached
to the vault, and there is no concern for the illusionistic
extension of the viewer’s space. Thoroughly classical, the
work inhabits its own ideal realm, without connecting with
the spectator. Moreover, the mythological subject, the
relief composition, and the borrowing of various details
from motifs in ancient sculpture all contribute to the work
as a demonstration of the classical ideal. In this respect the
Aurora superficially resembles Annibale’s Triumph of Bacchus
and Ariadne in the central field of the Farnese Gallery (see
FIG. 1.23), but Reni toned down the raucous character of
that earlier example, modeled his figures evenly, and sharp-
ened their linear contours. Moreover, his palette empha-
sizes the primary hues. Despite its depiction of an active
moment, the work gives the overall impression of being
frozen in time, like a tinted relief sculpture. Thus it con-
veys the serenity and timelessness of a work by Raphael.
The scene does not represent a particular literary nar-
rative, but draws from ancient writings and art to suggest
the general theme of the passage of time through the cir-
cuit of the sun and the transition of the hours. Aurora, the

2.8 Guido Reni, St. Sebastian, ca. 1610-16. QOil on canvas,
51%6 x 39" (128 x 98 cm). Pinacoteca Capitolina, Rome.

rosy-fingered goddess of the dawn, dressed in a saffron-
hued gown, leads the procession through the sky, her
billowing mantle suggesting, as in antique art, the wind.
Phosphorus, the morning star, shown as a winged putto
carrying a torch, follows in mid-flight. Apollo, whose per-
fect male beauty and extended left arm derive from the
prototypical image of the sun god, the fourth-century-BcE
Apollo Belvedere (see FIG. 1.3), drives the chariot of the sun,
surrounded by a golden radiance. The powerful horses of
the sun are depicted in profile in the manner of ancient
Roman relief carvings of a four-horse chariot. Finally,
seven Horae, the ancient goddesses of the hours, who
guide the chariot with linked hands as their draperies flut-
ter in the wind, are based on an antique relief sculpture in
the Borghese collection.

One of the categories of religious painting in which
Reni specialized in Bologna was the devotional image
that did not serve as a public altarpiece but was hung in
a nonliturgical context either as a collectible or as stimu-
lus to private meditation. His St. Sebastian, first recorded
in the collection of Cardinal del Monte, is one of sev-
eral variants that represent the member of the emperor
Diocletian’s bodyguard, who was martyred in the third
century because he had assisted Christians and refused
to deny his faith (ca. 1610—16; FIG. 2.8). After Peter and
Paul, Sebastian ranked as the most important Roman saint:
the fourth-century Constantinian basilica, S. Sebastiano
fuori le Mure, built over the catacomb where he was
buried, was remodeled in 1609 under the patronage of
Cardinal Borghese as part of the Catholic effort to con-
firm its roots in the early Church. According to an Early
Christian source revived by Cardinal Baronio, the initial
effort to kill Sebastian by shooting him with arrows failed
when St. Irene found his near-dead body and nursed him
back to health (he was later clubbed to death). Images of
Irene discovering Sebastian increased in popularity in the
early seventeenth century due to the Catholic emphasis
on compassionate care-giving. Depictions of Sebastian
alone, his body pierced by arrows, were also popular, in
part because he was one of the saints to whom the faithful
prayed in the event of a plague.

The gaze, the ideal physique, and the pathos all derive
from Reni’s study of Greco-Roman sculpture, such as the
sons of Laocosn (see FIG. 0.5). The Church recognized that
the erotic potential of the subject could be problematic:
Cardinal Federico Borromeo warned that Sebastian was
in reality an older, bearded man, not the beautiful youth
represented by Renaissance artists.

Domenichino
Domenico Zampieri, known by the nickname he

received in the Carracci academy, Domenichino (“Little
Domenico”; 1581—1641), set the standard in both fresco
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2.9 Domenichino, Last Communion of St. Jerome,
1612-14. Oil on canvas, 13’ 9" x 8’ 41"
(419 x 256 cm). Pinacoteca Vaticana, Vatican.

DH—[Read the document related to Agucchi’s

Treatise on Painting on mysearchlab.com

and oil painting for Baroque classicism throughout the
seventeenth century. Like Reni he trained briefly with
Calvaert but changed circa 1595 to the more progres-
sive Carracci workshop, which was under the leadership
of Ludovico. In 1602 he traveled to Rome, one of sev-
eral Bolognese artists who was attracted by Annibale’s
presence there; he assisted with Farnese commissions,
including the frescoed walls of the Farnese Gallery. Once
in Rome, he carefully modeled his work on Annibale’s
mature classical style, while studying the treasures of the
High Renaissance and the sculpture of classical antiq-
uity. He also pored over the drawings of the Carracci
and ultimately possessed over 900 sheets. A return stint
in Bologna and Fano in 1617-21 allowed reacquaintance

with northern models, but his career was entrenched in
the Roman scene, where he was appointed papal archi-
tect, provided works for the Borghese and Aldobrandini,
and carried out the apse and pendentive frescoes in the
new church of S. Andrea della Valle (mid 1620s). His final
years, 1631—41, were spent in Naples where he worked on
the immense decorative scheme of the Treasury Chapel of
San Gennaro. His death was reportedly the result of his
being poisoned by jealous rivals.

Domenichino’s reputation in Rome was sealed by a
pair of public commissions received and executed simul-
taneously: the Last Communion of St. Jerome for the high altar
of the Congregation of San Girolamo della Carita (1612—
14; FIG. 2.9); and frescoes of the life of St. Cecilia for the
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Polet Chapel in San Luigi dei Francesi (1612—15). For
the St. Jerome he revisited Agostino Carracci’s altarpiece
of the same subject (ca. 1594—5; see FIG. 1.26) on a brief
trip to Bologna, reversing the composition and borrowing
many details, which he also knew from the preparatory
drawings by Agostino in his possession. Like Agostino,
Domenichino shows the sorrowful, aged saint, celebrated
by the Catholic Church as penitent, scholar, and cardinal,
accompanied by his faithful lion, as he is administered the
viaticum (the final Eucharist given to a dying person) in a
chapel lit by a tall candle. To suggest the Near Eastern
locale—]Jerome died in Bethlehem—both pictures include
a turbaned figure. The sharp focus accorded the liturgical
objects—the Eucharistic wafer held over the paten by the
officiating priest, the chalice held by the subdeacon, and
the evangelary carried by the kneeling deacon—echo the
ritual of the Mass that took place in front of the picture.

The altarpiece epitomizes the classical ideal as prac-
ticed by painters and elucidated in the writings of two
key authors. Giovanni Battista Agucchi (1570-1632),
artistic advisor to the Aldobrandini family, was familiar
with ancient and Renaissance artistic theory and worked
closely with artists in formulating iconographic programs.
Composed between circa 1607 and 1615, his Trattato della
pittura (Treatise on Painting), indebted in part to learned dis-
cussions with Annibale and Domenichino, was the first
Baroque polemical tract on classical beauty (surviving
fragment published in 1646, after his death). Agucchi’s
ideas were absorbed by Giovanni Pietro Bellori (1613—-96),
whose biographies of Baroque artists, Le vite de’ pittori, scultori,
et architetti moderni (1672), extol the work of the first genera-
tion of classicizing painters. The introductory essay, origi-
nally delivered as a lecture to the Accademia di San Luca
in 1664, elaborates the classical point of view. Bellori was
also stimulated by the theoretical musings of his friend,
the arch-classicist French painter Nicolas Poussin, who
was living in Rome.

Relegating genre painting to low status and rejecting
the provocative realism of the Followers of Caravaggio,
these authors ranked history painting as the uppermost
branch of subject matter, drawn from venerated histori-
cal, religious, and mythological texts. For them a large,
multi-figured composition has the capacity to instruct the
viewer and elevate the soul through the display of virtuous
behavior, in the manner of the ancient Roman ideal of the
exemplum virtutis. Additionally, accuracy and decorum are
essential to the depiction of heroic actions in the istoria, the
artist’s handling of the heroic action or narrative. Writers
and artists alike championed the Latin dictum ut pictura
poesis (as is poetry, so is painting), derived from the first-
century-BCE Roman author Horace, according to which
the figural component in art has the same power as litera-
ture to evoke the highest moral aspirations. Although the
artist should keep an eye on the real world, drawing exten-
sively from the model in formulating a work, he should

2.10 Domenichino, Landscape with the Judgment of Midas,
1616-18. Wall fresco, 8' 9%4" x 6' 9%" (267 x 224 cm). National
Gallery, London.

show discrimination and keep an inner eye on ideal form.
In making judgments, the artist must seek the authority
of acknowledged masters, whether of antiquity, the High
Renaissance, or the modern period, such as Annibale.

Since copying and studying earlier works of art was
an accepted part of the classical method, it is surprising
that Domenichino was charged with plagiarism in com-
posing his altarpiece. In the early 1620s his rival for the
S. Andrea delle Valle commission, Giovanni Lanfranco,
engaged a pupil to travel to Bologna and execute a repro-
ductive print after Agostino’s The Last Communion of St. Jerome
with the goal of circulating it in Rome, in order to damage
Domenichino’s reputation—an effect it apparently failed
to have.

Although landscape was of minor interest to
Domenichino, he became an influential practitioner of
the classical landscape type. Following in the footsteps
of Annibale, who had created the first exemplar with his
Landscape with the Flight into Egypt (see FIG. 1.25), Domenichino
produced canvases with both religious and secular sub-
jects. The Landscape with the Judgment of Midas is one of ten
frescoes representing scenes from the life of Apollo that
he designed and partly executed for the grottolike Apollo
room adjacent to the Water Theater of the Villa Belvedere
in Frascati (see p. 145), a commission received with the
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help of Agucchi from Cardinal Pietro Aldobrandini,
nephew of Pope Clement VIII (1616—18; FIC. 2.10). Partly
based on a drawing by Annibale, the work follows the for-
mula for classical landscape by placing human action in
the foreground and coordinating spatial recession through
groups of tall trees in the middle ground, framing the dis-
tant view. The light touches of the brush on the wet plaster
and the variegated greens emulate the freshness of nature.

The natural scene of meadows and hills accords per-
fectly with the narrative, which tells of the musical con-
test in which the satyr Pan, playing his wind instrument,
the panpipe, challenged the god of music, shown with his
stringed instrument, the lyre. Present was King Midas
who, after the debacle of the golden touch, retired to Pan’s
sylvan world. The judge Tmolus, the god of mountains,
standing behind Pan, decided in favor of the sun god, but
Midas called the ruling unjust. Thus with Apollo’s venge-
ful gesture two ass’s ears spring from King Midas’s head,
and the landscape itself, as if approving, echoes the pun-
ishment by means of the shape of the two mountain peaks.

Giovanni Lanfranco

Although technically notamember of the Bolognese group,
as he was born and trained in Parma, Giovanni Lanfranco
(1582—1647) owed his formation to contacts with all three
Carracci. As a Parmese who was heir to the tradition of
Correggio, he apprenticed under Agostino Carracci dur-
ing the latter’s stay in Parma. Following Agostino’s death,
Lanfranco moved to Rome to assist Annibale Carracci
in the Farnese Gallery. A sojourn in Emilia in 1610—12
allowed for further study of the works of Correggio,
Ludovico Carracci, and Annibale’s Correggesque Pieta with
Saints (see FIG. 1.21). Upon his return to Rome, Lanfranco,
shunning the strident realism of the Caravaggisti and the
calm classicism of the late Annibale, Domenichino, and
Reni, introduced to the capital the dynamic style formerly
associated with Barocci and Ludovico in northern Italy.
His most spectacular Roman work, clearly indebted to
Correggio’s Parma dome, is the cupola fresco representing
the Assumption of the Virgin at S. Andrea della Valle (1625-7),
a commission obtained at the time that he charged his rival
Domenichino with plagiarism. The last part of his career
took place in Naples (1634—46), where he had followed
Domenichino in pursuit of large-scale fresco projects.
Lanfranco’s powerful mature style is evident in the
large The Ecstasy of the Blessed Margaret of Cortona, executed
for the back of the double-sided high altarpiece in Sta.
Maria Nuova, outside the city walls of Cortona, where
the thirteenth-century saint had lived as a Franciscan nun
(1622; FIG. 2.11). The painting bears witness to the increas-
ing interest of the Post-Tridentine Church in representa-
tions of the mystical union of a saint with God. Like the
reclining saint in Caravaggio’s The Stigmatization of St. Francis

2.11 Giovanni Lanfranco, The Ecstasy of the Blessed Margaret of
Cortona, 1622. Oil on canvas, 90% x 72%" (230 x 180 cm). Palazzo
Pitti, Galleria Palatina, Florence.

(see FIG. 1.6), Margaret, wearing the habit of her order,
collapses backward to receive the support of an angel, but
here the event takes place not on earth but in a golden
celestial realm to which Margaret is transported on a
cloud. The little dog refers to Margaret’s conversion after
the pet had led her to her murdered lover, with whom she
had lived unmarried. The bold composition consists solely
of two large sculptural masses in the foreground space,
organized according to a series of parallel diagonals that
intersect with the diagonal of the exchanged gazes. The
active postures of the figures, the billowing draperies, the
lively brushwork, and the perfected forms made believable
by naturalistic details show that Lanfranco had learned
well the lessons of Correggio, Barocci (see FIG. 1.14),
and Ludovico.

Guercino

One of the leading figures of the Bolognese school was
Giovanni Francesco Barbieri (1591-1666), known from
childhood by his nickname Guercino (the squinter) because
of his cross-eyed visage. Born in Cento, a small agricul-
tural town north of Bologna, and initially self-trained, he
was not a member of the Carracci academy. The major
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From Sinner to Saint: Mary Magdalen

Few holy figures have enjoyed in recent years a burst
of renewed interest and reappraisal as powerful as that
directed to St. Mary Magdalen, the principal female saint
in the Catholic pantheon after the Virgin Mary and the
female archetype of the penitent sinner, comparable to
St. Jerome and the prodigal son. Her revival stems from a
surprising intersection of three trends: the writings of femi-
nist scholars, new scholarship in biblical history, and popular
novels and movies, such as Dan Brown’s The Da Vinci Code
(2003), which taps into the medieval myth that Jesus and the
Magdalen were married.

The story of the Magdalen’s life, as it was known in the
Baroque period, was based on original scriptural references,
which are often vague and overlapping, and subsequent
apocryphal narratives and commentaries by the church
fathers, which evolved into popular legend by the late mid-
dle ages. Pope Gregory the Great played a major role in
shaping her identity in 591 when, in an effort to settle a long-
running controversy, he conflated into one person what were
originally three distinct women mentioned in the Gospels:
Luke's unnamed woman in the city, who was a sinner and
thus presumably a prostitute (7:31); John’s Mary of Bethany,
sister of Martha and Lazarus, whose resurrection by Christ
she witnessed (11:1); and Luke’s Mary called Magdalen, from
whom Christ exorcized seven demons (8:2). The Golden
Legend, Jacobus da Voragine's thirteenth-century compen-
dium of saints’ lives, encouraged the myth that she was a
courtesan in its description of how she submitted her body to
pleasure, repented, and was forgiven. The Counter-Reformation
historian Cardinal Cesare Baronio doubted that the saint had
been a prostitute, and the Counter-Reformation Church tried to
de-emphasize this by focusing instead on the penitential aspect.

Most Post-Tridentine representations of Mary Magdalen
depict either her conversion or her hermetic years in Provence,
both referring to the sacrament of penance, which was rejected
by the Protestants and reaffirmed by the Council of Trent in
its Fourteenth Session. Typical of many Baroque altarpieces,
Guercino’s The Penitent Magdalen with Two Angels combines in a

factor in his education, however, as he himself acknowl-
edged, was an altarpiece in the local Capuchin church, The
Holy Family with St. Francis and Donors, by Ludovico Carracci
(see FIG. 1.17), who praised the younger artist in a famous
letter of 1617. Guercino’s close study of this work, as well
as his interest in the contemporary Emilian school and in
Correggio, and the impact of a trip to Venice in 1618, are
evident in the dynamic composition, loose brushwork,
and bold chiaroscuro of his early works. Moreover, the
keen naturalism shows his devotion to drawing from the
model; indeed, Guercino, who founded a drawing acad-
emy in Cento, ranks as one of the most prolific Italian
Baroque draftsmen.

2.12 Guercino, The Penitent Magdalen with Two Angels, ca. 1622.
QOil on canvas, 86" x 78%" (220 x 200 cm). Pinacoteca, Vatican.

single image multiple aspects of her life and character (ca. 1622;
Fig. 2.12). Rendered in the bold, rich technique of Guercino’s
early style, the painting dominated the high altar of the chapel
of Sta. Maria Maddalena delle Convertite al Corso in a Roman
convent for converted prostitutes. The sensual character of
Guercino's Magdalen, which unites her dual nature as great
beauty and remorseful sinner, is a reminder of the Church’s warn-
ings about the dangers of nudity in religious imagery.

Gregory XV brought Guercino to Rome in the years
1621-3, when he produced large-scale public works, like
the St. Petronilla altarpiece for St. Peter’s (Rome, Pinacoteca
Capitolina) and the Penitent Magdalen with Two Angels altar-
piece for Sta. Maria Maddalena delle Convertite al Corso
(see FIG. 2.12 in “From Sinner to Saint: Mary Magdalen,”
above). Upon his return home to Cento he concentrated
on an international mail-order business of religious and
historical works created in his large studio with assistants
and students. Yielding to the rising desire of patrons for
a more classically disposed style, as practiced by his rival
Guido Reni, Guercino consciously adjusted his forms in
the direction of greater clarity, solidity, suffused lighting,
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and delicate brushwork. Only upon the death of Reni in
1642 did he move to Bologna, where he became in effect
the dominant master of the local school of painters.
Guercino’s most memorable secular painting in Rome
is the vault fresco of Aurora commissioned by the cardinale
nipote Ludovico Ludovisi for the dining room of a small
garden pavilion purchased from Cardinal Francesco
Maria del Monte and incorporated into a huge estate
(1621-3; FIG. 2.13). The artist rejected Reni’s use of the
transferred easel painting type of ceiling painting (see
FIG. 2.7) in favor of pure illusionism, comparable to that
of Annibale’s Farnese Gallery ceiling (see FIG. 1.22) but
depicting a deeper space, so that the figures, animals, and
birds appear to fly overhead against a backdrop of blue
sky and clouds. This illusionistic tradition had its modern
origins in Andrea Mantegna’s vault fresco in the Camera
Picta of the ducal palace in Mantua (1465—74; see FIG. 0.6).
Whereas in Reni’s Aurora the goddess of the dawn is an

accessory to Apollo’s chariot of the sun, here she takes
center stage, seated in a chariot drawn by piebald horses,
the ensemble foreshortened as if seen from below (the
Italian phrase is di sotto in s11). The goddess strews flowers
as she takes leave of Tithonus, the once beautiful youth
with whom she had fallen in love. Upon her request Jupiter
granted him immortality—but she forgot to request that
he remain young forever, so he aged daily. At either end of
the vault, figures representing Day and Night complement
the central theme of the passage of time.

As was common in ceiling paintings incorporating
architectural details, a specialist in frescoed perspective
painting, or quadratura, collaborated by providing the non-
figurative elements. In this case it was Agostino Tassi, the
rapist of Artemisia Gentileschi, who designed the fictive,
partially ruined classical building that seemingly extends
the space of the room upward. In order to obtain a con-
vincing illusion of one-point linear perspective, the viewer

2.13 Guercino, Aurora, 1621-3. Tempera. Casino Ludovisi, Rome.

*{Explore more about Guercino on mysearchlab.com
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must stand in the center of the room. Unlike Reni’s cool
classicism, Guercino’s painterly, dynamic style is in full
force, aided by the slashing diagonals of the composition,
the thunderous dark clouds, and the loose brushwork of
the tempera technique, which lends a Venetian appear-
ance to the work (compare Titian, see FIG. 0.17).

Elisabetta Sirani

A later member of the Bolognese school, Elisabetta Sirani
(1638—65), did not travel widely, as did her near contempo-
rary Artemisia Gentileschi, but was treated as a phenome-
non and famed for her beauty and modesty, thus achieving
an international reputation that drew to her studio impor-
tant persons, including heads of state. Sirani produced sev-
eral portraits, including drawn and painted self-portraits,
but she specialized in historical scenes and small devotional
paintings, many representing the Holy Family. Malvasia,
a friend of the family, spotting her budding talent, urged
that she receive artistic training and later included her in
his Felsina pittrice. The most important of a group of about
20 women painters in Bologna, she was trained, as was the
norm, by her father Giovan Andrea Sirani, himself an assist-
ant of Reni. In a short span of about 13 years she produced
some 200 works, known from her own list, primarily for
Bolognese middle-class and aristocratic families. Her work
is best described as a personal variation on Reni’s natural-
istic classicism, incorporating brilliant color and incisive
textural detail. Called “the second Guido,” she was buried
next to Reni in S. Domenico, Bologna.

Like Gentileschi, Sirani painted images of heroic
women from antiquity with the realization that history
painting, the province of the male painter, would elevate
her status as a woman artist. For the wealthy Bolognese
businessman Simone Tassi, who owned five Siranis, she
painted an overdoor picture—the highest valued painting
in his collection—DPortia Wounding Her Thigh (1664, see fig.
1.4). Based on a passage in Plutarch’s Life of Brutus, a copy
of which was in the Sirani family library, it shows her eru-
dition in choosing a rarely painted historical subject and
may reflect a personal interest in commenting on the sta-
tus of women in society. A Roman exemplum virtutis, Portia, a
woman of intelligence and good breeding, represents the
dual ideals of conjugal steadfastness and equality between
marriage partners. According to the story, Brutus was
troubled by the plot to assassinate Caesar. Portia, sens-
ing that something was amiss, wished to help shoulder the
burden. Sirani shows Portia demonstrating her capacity
to withstand pain and misfortune by taking a small knife
from her toilette kit and stabbing herself. Her stoic resolve
contrasts with the domestic activity of the four women in
the back room, who are engaged in different aspects of
needlework, considered appropriate busy-work for women
in both antiquity and the Baroque.

Bernardo Strozzi and Salvator Rosa

Like Rome and Bologna, Genoa, a port located on the
Mediterranean in northern Italy, was a thriving city whose
wealthy merchant class and noble upper crust attracted an
international roster of artists. Like Venice, it was a mari-
time republic ruled by a doge, with the difference that in
Genoa the doge was elected every two years, rather than
for life. Enjoying the profits from a thriving mercantile
economy, Genoa had become one of the leading bank-
ing centers of Europe in the sixteenth century. The most
celebrated painters working in the city for short periods
were foreign-born, like Peter Paul Rubens and Anthony
van Dyck.

The most important of the local painters was Bernardo
Strozzi (1581/2—1644). A member of the Capuchin order
(he was called Il Cappuccino), he was given leave from the
community in order to care for his ailing widowed mother,
but clearly this was also a move that facilitated his career
as an artist. After his mother’s death he resisted returning
to the fold, and, troubled by a religious tribunal, he moved
to Venice in 1630/1, where he established a thriving prac-
tice, aided by the fact that after the glories of the Late
Renaissance the city did not host another native artist of
the same magnitude as Titian or Veronese until the eight-
eenth century.

Painted in Genoa, An Act of Mercy is one of several vari-
ants by Strozzi that shows a woman pouring water from
a large ewer (ca. 1618-20; FIG. 2.14). A bald-headed fig-
ure on the left drinks from a bowl, while a boy receives
the liquid and a crippled old man waits patiently on the
right. Although ostensibly a genre scene, the painting is
one of several works in Strozzi’s oeuvre—his body of
work—that represent the Catholic acts of mercy, in this
case the giving of drink to those who are thirsty and the
visiting of the sick. Although neither an altarpiece nor a
devotional work, the canvas is connected to the Catholic
emphasis on both faith and good works as routes to sal-
vation, as opposed to the Protestant belief in faith alone.
In addition, the sharply differentiated figures, from child-
hood to old age, suggest the theme of the ages of man.
The shallow space, realistic detail, and insistent tenebrism
show the impact of Caravaggio and some of his follow-
ers on Genoese painting. On the other hand, the thick
brushwork and textural richness betray Strozzi’s interest
in Venetian technique even at this date.

One of the most idiosyncratic personalities of the
Baroque period, Salvator Rosa (1615—73) was not only
a painter and printmaker but also an actor and satiri-
cal poet. He insisted on the primacy of artistic genius,
refused to bow to patrons, and cultivated unusual subjects
often painted in a wild, unrestrained manner. In 1635 he
left his native Naples, where he had studied the works of
the Spanish Follower of Caravaggio, Jusepe de Ribera,
and moved to Rome, where he painted battle scenes and
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2.14 Bernardo Strozzi, An Act of Mercy, ca. 1618-20. Oil on canvas, 52% x 74%" (133 x 189 cm). John and Mable Ringling Museum

of Art, Sarasota.

landscapes, subjects that occupied him throughout his
career. His satirical diatribe against the most powerful
figure on the Roman art scene, the sculptor and archi-
tect Gianlorenzo Bernini, had a negative effect, which
prompted a move northward in 1640 to Florence, where
he worked for Prince Giovanni Carlo de’Medici, younger
brother of Ferdinand II, grand duke of Tuscany, and exe-
cuted some of his most original paintings, such as scenes
of witchcraft and elaborate allegories. Tiring of the court,
however, he returned in 1649 to Rome, but his difficult
temperament and desire to be recognized as a history
painter hindered his success.

To Rosa’s chagrin, his most sought-after pictures, the
ones upon which his subsequent fame rests, are the small
landscapes, like The Ruined Bridge (late 1640s; FIG. 2.15).
Although Rosa adopted certain elements of Annibale
Carracci’s classical landscape, such as the screen of trees at
the right establishing the foreground space (compare FIG.
1.25), he rejected the requisite historical narrative, prefer-
ring in this case to show contemporary travelers making
their way on horseback and on foot. In a brilliant analogy,
the works of nature and of man are shown to be parallel

2.15 Salvator Rosa, The Ruined
Bridge, late 1640s. Qil on canvas.
36" x 29" (91.4 x 73.6 cm) Palazzo
Pitti, Galleria Palatina, Florence.
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in form and equally subject to the ravages of time: Above
the ruined bridge, with its dilapidated Medici coat of arms
and makeshift wooden path, rises the gigantic, partially
collapsed stone arch. Far from the serene, balanced land-
scapes of Domenichino (compare FIG. 2.10), Rosa’s picture
shows trees with broken limbs and ruined buildings. The
underlying edifying character of the classical landscape is
exchanged for a view of nature that promotes a subjective
emotional response through the warm coloration, pain-
terly strokes depicting rough surfaces, and a mysterious
or hostile environment.

Pietro da Cortona

Painter, architect, draftsman, and designer of sculpture,
Pietro da Cortona (Pietro Berrettini; 1596—1669), is linked
by historians to the sculptor and architect Gianlorenzo
Bernini and the architect Francesco Borromini as part of
the triad of artists often labeled High Baroque because
of their interest in expansive, turbulent compositions,
densely layered illusionistic systems, and a grandiose
synthesis of various media. Born in Cortona in southern
Tuscany, he studied under the Florentine painter Andrea
Commodi, whom he followed circa 1612 to Rome, which
remained his base except for a sojourn in Florence. He
initially made important contacts with the Sachetti family,
several of whose members held posts at the Vatican, and a
circle of collectors and dilettantes that included a scholar
in the retinue of the cardinale nipote Francesco Barberini,
Cassiano dal Pozzo (ca. 1588—1657), for whose “paper
museum” (Museo Cartaceo), which cataloged known works
of antiquity, he made drawings. In addition to executing
paintings for private collections, Cortona received pres-
tigious public commissions, including the altarpiece of
the Trinity for the Chapel of the Blessed Sacrament in St.
Peter’s (1628—32) and vault frescoes for Roman churches,
such as the Chiesa Nuova (Sta. Maria in Vallicella; 1647—
51, 1655—60). He served as head of the Accademia di
San Luca from 1634 to 1638. Among his designs for
Roman churches is the reconfigured facade of Sta. Maria
della Pace and its piazza, one of the new urban sites in
Rome (1656; see FIGS. 4.3 and 4.4).

Cortona’s ceiling fresco Divine Providence is located not
in a small garden casino but on the ceiling of the largest
gran salone in Rome, located at the center of the Palazzo
Barberini, the family residence of the ruling pope, Urban
VIII (1632—9; FIG. 2.16). The work blurs the boundaries
between two basic types of ceiling painting: straight-
forward illusionism and the transferred easel picture. A
feigned architectural framework lying on the seams of the
vault incorporates simulated Atlantes and relief sculptures
in the same manner as the Farnese Gallery ceiling, the ini-
tial inspiration for Cortona’s conception (see FIG. 1.22). In
the center of the vault, which is best viewed from a single

ideal vantage point, the architecture opens up to a vision
of sky and clouds, with figures flying both in front and in
back of the picture plane. On the sides, the architecture
enframes what at first appear to be narrative paintings, but
the figures emerge from their contained spaces and rise
beyond the limits of the borders. The abundant, massive
figures, exploding spiraling forms, overlapping illusionistic
systems, and strong tonal contrasts dazzle the eye.

The symbolic and allegorical program of the ceiling,
devised by court poet Francesco Bracciolini and explained
in a contemporary brochure written by a palace scopatore
(custodian, or literally, sweeper), celebrates different
character traits and accomplishments of the pope and his
family. In a clever updating of the tradition of hanging
family coats of arms on palace ceilings, Cortona painted
in the center three over-life-size women, personifying the
Theological Virtues of Faith, Hope, and Charity, bearing
the coat of arms of Urban VIII, which is composed of three
gigantic bees flying in triangular formation, the crossed
keys of St. Peter, and the papal tiara. Below them, Divine
Providence, seated on a bank of clouds above Saturn
(Father Time) and the Three Fates, guides the Barberinis’
destiny, while Immortality flies upward to crown the
papal arms. Simulated bronze reliefs in the four corners
of the vault portray the Four Cardinal Virtues in narra-
tives of Roman history: Justice, Prudence, Fortitude, and
Temperance. The pagan and allegorical tableaux on the
side walls similarly reflect the glory and accomplishments
of the Barberini: Moral Knowledge rises above the baser
pleasures, symbolized by Venus and Silenus; Dignity, in
the sense of the papacy, prepares for Christian battle,
while assuring peace; Minerva drives out the giants, a ref-
erence to Wisdom overcoming Heresy; and Hercules van-
quishes the Harpies, symbolizing the triumph of Virtue
over Vice and Barberini defense of papal territories.

Following the success of the Barberini vault, Ferdinand
Il de’Medici, grand duke of Tuscany, asked Cortona to pro-
vide extensive decorations for the Palazzo Pitti in Florence.
For the five grandiose state chambers comprising the
Planetary Rooms, dedicated in turn to the planetary deities
Venus, Apollo, Mars, Jupiter, and Saturn, Cortona and his
pupil Cirro Ferri provided a full component of paintings,
sculpture, and architectural motifs for the elaborate ceil-
ings, creating a synthesis that is overwhelming in its rich-
ness and plethora of detail (1641-7). Acknowledging the
different types of ceiling painting, from transferred easel
picture to pure illusionism, Cortona differentiated one
ceiling from the next in shape, complexity, and incorpora-
tion of white and gilt stucco within a classicizing architec-
tural frame. Following a program drawn up by Francesco
Rondinelli, the frescoes use pagan mythology and ancient
history to represent stages in the life and education of the
ideal prince, alluding subtly to the Medici dukes and the
character of their rule. In the Apollo room, which served
as the antechamber for gentlemen, the frame encircling
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2.16 Pietro da Cortona, Divine Providence, 1632-9. Fresco, ca. 82 x 49’ (ca. 25 x 15 m).
Gran Salone, Palazzo Barberini, Rome.
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2.17 Pietro da Cortona, Apollo Instructs the Prince, 1641-7. Fresco. Apollo room, Palazzo Pitti, Florence.

the vault appears to open onto an Olympian realm, where
Apollo instructs the prince by pointing to Hercules hold-
ing the globe (Apollo Iustructs the Prince; FIG. 2.17). Compared
to the Barberini ceiling, the lighter palette, the less
crowded composition, and the greater proportion of
space given over to atmospheric sky yield a more luminous
vault. Opulent ceiling decoration like this set the stand-
ard for European palaces well into the eighteenth century,
the most prominent example being Charles Le Brun’s
designs for the Planetary Rooms at Versailles (1670s).

Andrea Sacchi

Pietro da Cortona’s colleague and frequent rival in Rome
was Andrea Sacchi (ca. 1599—-1661), the upholder of classi-
cal theory and critic of the Barberini ceiling on the grounds
that its excessive and overpopulated design violated rules
of simplicity, clarity, and decorum. The two artists and
their followers debated the issue at the Accademia di San
Luca in 1636. It is unfair, however, to relegate Cortona
and Sacchi to opposing extremes of dynamic and classical
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Baroque. Cortona, after all, operated in a circle of anti-
quarians and was a keen admirer of ancient sculpture,
whereas Sacchi, who trained with a student of Annibale,
Francesco Albani (1578—1660), executed passages of great
coloristic beauty and painterly finesse, despite his emo-
tionally restrained and uncluttered compositions.

Sacchi’s Allegory of Divine Wisdom fresco, which crowns
the vault of the antechamber to the chapel in the apart-
ment of Anna Colonna Barberini in the Palazzo Barberini,
is the antithesis to Cortona’s gran salone vault (FIG. 2.18;

1629—30). Remarkable for its lack of illusionistic archi-
tecture, the fresco shows the allegorical figure of Divine
Wisdom enthroned before the brilliant disk of the sun and
accompanied by 11 female personifications of her quali-
ties. The iconographic source is the apocryphal book of
Wisdom. A realistically depicted planet Earth floats
nearby. Despite its static character and reduction of fig-
ures to a minimum, the work possesses the monumental
forms, stunning illusionism, and broad brushwork charac-
teristic of the 1630s and 1640s.

2.18 Andrea Sacchi, Allegory of Divine Wisdom, 1629-30. Fresco. Approx 42’ 8" x 45" 11" (13 x 14 m). Palazzo Barberini, Rome.
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2.19 Giovanni Battista Gaulli (Il Baciccio), Adoration of the Holy Name of Jesus, 1676-9. Fresco.
Il Gesu, nave vault, Rome.
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Giovanni Battista Gaulli

Born in Genoa, Giovanni Battista Gaulli, sometimes called
by his nickname Il Baciccio (1639—1709), brought the pain-
terly Genoese heritage of Rubens, Van Dyck, and Strozzi
to Rome, where he made his career. An early contact with
Bernini, who became a mentor, enabled important com-
missions. His work, which contributed to the dynamic
Roman style of Guercino and Cortona, involved a wide
range of subjects, including portraiture, mythological
narratives, and altarpieces. He is chiefly remembered for

Soldiers for Christ: The Society of Jesus

One of the leading religious orders that flourished during the
Counter-Reformation, the Society of Jesus embraced the Church’s
challenge to use works of art as a means of attracting and edify-
ing the faithful. Two individuals, Ignatius of Loyola (ca. 1491-1556),
the first superior of the order, and Francis Xavier (1506-52), called
the apostle of the Indies on account of his missionary activities in
India and Japan, were closely involved in the creation of the order.
Ignatius, the son of a Basque nobleman, initially embraced the
profession of a soldier, but, convalescing after being wounded in
battle at Pamplona in 1521 and experiencing miraculous visions,
he underwent spiritual rebirth and devoted himself to a life
in the Church. Studying in Paris from 1528 to 1535, he gath-
ered a group of Spanish and Portuguese companions with
whom he went to Rome. The new order was approved by the
pope in 1540, three years before the initial meeting of the
Council of Trent.

One of Ignatius's most influential innovations was the
spiritual retreat outlined in his devotional manual, Spiritual
Exercises, which consists of a structured program of prayers
and meditations to be conducted with the assistance of a
Jesuit priest (essentially conceived by 1525, published in
1548). One of the basic tenets of his method is the “recon-
struction of place,” that is, the employment of all the senses
to form mental images of the physical places and events
recounted in the Bible. Historians have likened this method
to the preference shown by the Counter-Reformation
Church to naturalism and immediacy in the depiction of
holy subjects.

Ignatius applied the principles of military organization
to the order and placed a general at the head of a hierarchi-
cal system that had its center in Rome overseeing countries
and regions divided into provinces, each with its own head,
the “provincial.” Famed as orators, the Jesuits oversaw a
worldwide program of humanistic and spiritual education,
mostly on the secondary education level for boys aged 10
to 14 (the schools were called colleges), and at a number
of universities.

The defense of the faith and the fight against heresy
appear frequently in allegorical terms in Jesuit art, as in the
militaristic vignettes on the nave ceilings by Gaulli and Pozzo
(see Figs. 2.19 and 2.22). A little putto tears out pages from

2.20 Andrea Pozzo, Chapel of St. Ignatius, 1695-9.
Il Gesu, Rome.

the vast program of vault paintings in the mother church
of the Jesuit order in Rome, Il Gest, commissioned by
the father general Gian Paolo Oliva. These included the
dome, pendentives, apse, left transept, and spectacular
nave vault representing the Adoration of the Holy Name of Jesus
(1676-9; FIG. 2.19; see “Soldiers for Christ: The Society of
Jesus,” below).

At first glance the three-dimensional frame and stucco
angels occupying the center of the richly gilded and cof-
fered Gesu vault give the impression of a transferred
easel painting. But Gaulli borrowed from the Venetian

books written by the “heretics” Luther, Calvin, and Zwingliin Pierre
Legros the Younger’s sculpture Religion Triumphing over Heresy
located on the right side of the altar in the chapel of St. Ignatius
in Il Gesu, Rome (1695-9; Fig. 2.20). This mammoth, collaborative
affair, designed by Pozzo after a protracted period of competi-
tion and public debate, incorporates the saint’s remains below
the altar, along with reliefs representing his ministry, allegorical
tableaux, and Legros's silver effigy of Ignatius. This over-life-size
sculpture is theatrically revealed on feast days by lowering the
painted altarpiece through a system of concealed pulleys.




sixteenth-century tradition of the enframed aperture,
through which the spectator looks at a deep illusionistic
space extended high over the church. Not only does the
arc of the elect on bended knee (including Farnese fam-
ily members) spiral upward to the radiant light encircled
by angels and putti, but other figures seem to fly or fall
through the picture plane into the space of the viewer. The
illusion is so convincing that it is difficult to tell whether
the shadows cast on the vault are real or feigned. Bernini,
acting as advisor on the project, contributed to this bel
composto, or beautiful ensemble, of fresco painting, stucco
sculpture by Antonio Raggi, and architecture. The swirl
of clouds and foreshortened figures reflect the enduring
impact of Correggio’s Parma dome, which Gaulli had
studied in 1669, and he embraced the venerable tradition
of ceiling painting as the vault of heaven (see FIC. 0.15).

The ceiling illustrates the words of St. Paul, partially
visible on the banderole held by angels: “Wherefore God
also hath highly exalted him, and given him a name which
is above every name: That at the name of Jesus every knee
should bow, of things in heaven, and things in earth, and
things under the earth” (Phil. 2:10—11). Emblazoned on
the radiant disk, the letters IHS have a triple meaning for
the Jesuits, who adopted the initials as their symbol: They
are an abbreviation of lhsus, the name of Jesus in Greek;
and an acronym for two Latin phrases, lesus Hominum Salvator
(Jesus Savior of Mankind) and Jesum Habemus Socium (We
have Jesus as our companion). From the heavenly realm
the blaze of light thrusts out figures who fall like the
damned in Michelangelo’s Last Judgment fresco (see FIG.
0.11); accompanied by symbols of the vices, they represent
the heretics and infidels driven from Christendom by the
Jesuits. On the edges of the vault, white figural sculptures
standing alongside the windows represent the far-flung
countries to which Jesuit missionaries traveled.

Luca Giordano

Toward the century’s end the dynamic style reached
new heights in the hands of a virtuoso, the prolific Luca
Giordano (1634—1705), called Luca Fa Presto because of
his speed of execution and diverse output in oil and fresco
painting, the latter for both palace and church interiors.
Born in Naples, he initially absorbed the dark manner of
Caravaggio, Ribera, and their circles. He then brought
to Neapolitan painting the clear light of day, a more sen-
suous palette, and spontaneous brushwork as a result of
his study of Venetian and Roman models, as well as of
Rubens. Although based primarily in Naples, he traveled
extensively to gain commissions, including sojourns in
Florence, Venice, and finally in Madrid, where he worked
for the Spanish court from 1692 to 1702 and was named
first painter to Charles II, the last sovereign of the Spanish
Habsburg dynasty.

In Florence Giordano produced works for the Medici,
but he is remembered for commissions provided by other
great Florentine families, such as the Riccardi, who had
acquired the Palazzo Medici in 1659. It was Marchese
Francesco Riccardi who determined to have the artist dec-
orate the vault of the palazzo’s sumptuous gallery, which
functioned as a reception room (1682—5; FIG. 2.21). In a
variation on Cortona’s Apollo room fresco at the Palazzo
Pitti (see FIG. 2.17), the Apotheosis of the Medici pays tribute to
the ducal family in the center of the vault, where Jupiter
crowns four members of the dynasty who appear as the
“Medicean Stars” (a reference to the four moons of Jupiter
discovered by Galileo in 1610 while resident at the court).
Along the sides of the coving, a plethora of pagan gods
and female personifications comprise a series of narrative
vignettes to suggest such universal themes as the seasons,
the elements, and the passage of time.

Giordano’s debt to Cortona’s Pitti frescoes is most
evident in the vigorous, grandiloquent forms, but with a
lighter touch. The scheme is essentially illusionistic, with
the vault seemingly open to a panorama of clouds, sky, and
foreshortened figures. Yet he places the ground line of his
imaginary landscape at the height of the cornice, so that
the mythological narratives unfold in a fictive space that is
not an extension of the viewer’s world.

Andrea Pozzo

The culmination of Roman vault painting at the end of
the century, The Glorification of St. Ignatius and the Worldwide
Mission of the Jesuits in the church of S. Ignazio (1691—4; FIG.
2.22), was the work of a lay brother in the Jesuit order,
Andrea Pozzo (1642—1709), who trained in northern Italy
and was called to Rome by Padre Oliva. Pozzo used his
mathematical expertise to map illusionistic systems on
curved vaults of tremendous size. His two-volume illus-
trated treatise on ceiling painting, Perspectiva pictorum et
architectorum (1693, 1700), both pattern book and theoreti-
cal manual, transmitted his ideas throughout Europe and
beyond—it was translated into many languages, includ-
ing Chinese. His best-known works are the paintings in S.
Ignazio, which include an illusionistic dome painted on a
flat surface over the crossing, pendentives featuring Old
Testament heroes and heroines, and scenes of Ignatius’s
life, in the apse and high altar. He also won the commis-
sion for the design of the chapel of St. Ignatius in the
left transept of Il Gesu, which houses the saint’s relics
(1695-9;see FIC. 2.20). Taking the technique of quadratura
northward to the Holy Roman Empire in 1703, he spent
his final years in Vienna where he worked for both the
Jesuits and princely patrons.

The frescoed vault of the nave celebrates the princi-
pal founder of the Society of Jesus, who was the titular
saint of the basilica, and the efforts of the order to carry
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2.21 Luca Giordano, Apotheosis of the Medici, 1682-5. Fresco. Gallery, Palazzo Medici-Riccardi, Florence.
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the word of God to the ends of the earth. The underly-
ing conceit, as detailed by Pozzo himself, involves a pun
on Ignatius’s name, related to the Latin word for fire, ignis,
and the burning zeal of the Jesuits to light human hearts
with passion for God. On the ends of the vault, angels
fan the flames of spiritual fervor in two giant cauldrons
set above cartouches inscribed in Latin with the words of
Christ: “I am come to send fire on the earth / And what
will I, if it be already kindled?” (Luke 12:49). In the center
St. Ignatius, like the Virgin of the Assumption, is drawn
heavenward in the Catholic version of apotheosis, deified
like ancient heroes and emperors. In the deepest space
floats the Christian Trinity—God the Father, Christ, and
the Holy Spirit. From the lance wound of Christ a ray of
light extends to Ignatius seated on a bank of clouds, and
from there the saint radiates the light to allegorical rep-
resentations of the Four Continents perched on fictive
corbels—FEurope, Africa, Asia, and America. Echoing a
detail in Gaulli’s Gest vault, the continents expel from the
heavenly realm the heretics who would dare to foil the
missionary exploits of the Jesuits throughout the globe.
Using a system of one-point linear perspective that
ultimately relies on Mantegna’s Mantuan vault (see FIG.
0.6), Pozzo created a fictive architecture of white marble
which, when viewed from the ideal vantage point in the
center of the nave, seems to rise from the real cornice,
extending the space of the church upward. The dynamism
of the painting is to a considerable extent the result of the

2.22 (opposite) Andrea Pozzo, The Glorification
of St. Ignatius and the Worldwide Mission of the
Jesuits, 1691-4. Fresco. S. Ignazio, nave vault,
Rome.

—[View the Closer Look for The Glorification
of St. Ignatius on mysearchlab.com

vigorous forward-and-back projection of the Corinthian
columns in concert with the jagged contours of their bases
and entablatures. Against this dramatic setting, a host of
steeply foreshortened figures, witnessed di sotto in s, flies
about the celestial sky. The brilliant white of the architec-
ture, the pinks and blues of the hazy atmosphere, and the
relatively small scale and frenzied character of the figures
represent a departure from the large, robust volumes of
earlier Roman ceilings, like those of Cortona and Gaullj,
thus leading the way to the softer, transparent tonalities
and arabesque compositions of Italian ceilings in the eight-
eenth century.

The course of Baroque painting in Italy saw the aston-
ishing expansion of stylistic trends and subjects that owed
their formation to antique and Renaissance exemplars.
Artists pushed the formal devices of naturalism to seem-
ingly impossible limits, producing explosive works on a
vast scale capable of overwhelming the viewer. As painters
traveled widely within the Italian peninsula to experience
the artworks of their predecessors and to gain commis-
sions, their ranks increased as the number of women art-
ists slowly but steadily grew. A robust system of patronage
owed its drive to the reformed Catholic Church and to a
social elite of cardinals and flourishing nobility. This high
level of productivity was matched in the media of sculp-
ture and architecture, where comparable efforts were
made to engage and transport the viewer in ways not pre-
viously imagined.
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CHAPTER THREE

ltalian Barogque Sculpture

and the Be

The first generation of Italian Baroque sculptors fol-
lowed on the heels of three giants of the sixteenth cen-
tury: Michelangelo (1475—1564), whose work remained a
source of inspiration and competition; Benvenuto Cellini
(1500—71), the Florentine goldsmith, stonecutter, and
bronze caster whose Treatise on Sculpture (1568) provides val-
uable insight into the craft of Renaissance sculpture; and
Giambologna (1529—1608), the Flemish-born master work-
ing for the Medici court whose virtuoso pieces rivaled the
newly unearthed marbles of antiquity. The late sixteenth-
century legacy consisted principally of the emphasis on
sculpture in the round, the abandonment of the blocklike
form in favor of limbs protruding from the core, and the
increasing primacy of the clay or wax model as the equiva-
lent of the painted sketch as the artist’s primo pensiero, or first
concept. The Paragone, or Renaissance debate over which
medium was supreme—painting or sculpture, depend-
ing on which exhibited greater invention as opposed to
manual labor—gradually declined in importance in the
seventeenth century, as sculptors sought to integrate
the various media, and even sculpture assumed some of
the properties of painting, such as extreme realism and
color. Beginning in the first decade of the seventeenth
century, sculpture underwent an extraordinary flowering.

Gianlorenzo Bernini, Apollo and Daphne, 1622-5.
(Detail of FIG. 3.10)

omposto

By the 1630s, through the achievements of a single artist,
Gianlorenzo Bernini, the most significant sculptor of the
Baroque period, the medium arguably became the domi-
nant one in Rome from the standpoint of advancing style
and taste.

For Baroque sculptors, ancient marbles provided a
standard of perfection. The great exemplars that were
the stars of Roman collections, such as the Laocodn (see
FIG. 0.5) and the Apollo Belvedere (see FIG. 1.3), both in the
Vatican, exerted enduring influence due to their ideal
beauty, astonishing bodily presence, and expression of the
passions of the soul. As with painters, sculptors produc-
ing religious works were beholden to the dictates of the
Counter-Reformation Church and its supporters among
contemporary art theorists, for whom the draped human
figure, thought to be preferred by ancient Roman sculp-
tors, was more decorous and lacked the possibility of
licentiousness associated with the nude.

The restoration of antique statues provided an impor-
tant source of income for sculptors. In the spirit of the
Renaissance, collectors avidly acquired ancient marbles,
and displayed them in the courtyards, galleries, and gar-
dens of their palaces and villas. The Italian soil continued
to yield antiquities: A contract for land rental might con-
tain a clause regarding who had right of ownership of any
unearthed pieces. Because fragments were held in low
esteem, the owner might hire a sculptor to rework a piece
by attaching a head or limb. A sculptor might reinvent the
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subject or pose of an antique fragment, depending on the
owner’s agenda. A new portrait head on an old body or a
fresh mattress beneath a reclining hermaphrodite offered
a new lease on life to once buried treasure.

Bernini worked for a succession of six popes, and was
responsible for most of the large commissions of the period,
hiring a team of sculptors and assistants, as many as 40 at a
time, to work under him. Many prominent as well as lesser
artists, north Italian as well as northern European—not
only sculptors but also painters, masons, stuccoists, gold-
smiths, and founders—spent time in Bernini’s workshop.

92 |talian Baroque Sculpture and the Bel Composto

Second-rank sculptors were often content to execute in
three dimensions the drawings of painters and architects
who oversaw multi-media ensembles.

Family relationships were strong among sculptors,
with successive generations likely to work in some branch
of the sculptor’s trade, whether as metalworker, dealer in
stone, or fine artist. The training of young sculptors was
similar to that of painters. The parents of a prospective
student signed a contract with a master specifying the
length of the apprenticeship—as long as seven years—
and whether the student would live at home or in the
master’s house and who would provide food and
clothing. Apprentices, treated like servants in the
worst cases, undertook the routine jobs of prepara-
tion and cleanup, and helped the master’s assistants
in the heavy labor of moving and blocking out mar-
ble pieces. Instruction included drawing and mod-
eling from plaster casts and clay models of famous
works, as well as the study of human anatomy and
the draped figure. An essential component of edu-
cation was a trip to Rome to study the great exem-
plars from the past. Few Baroque sculptors were
born in Rome, but once there many settled in the
city that provided the greatest career opportuni-
ties. In addition to apprentices, a typical workshop
included assistants employed to transfer designs
from the model to the block and to work on a statue
at any point in its creation.

This process was lengthy and involved many
steps. A sculptor did not attack the marble block
directly but prepared many initial studies. Sculptors
who were adept draftsmen began by making rough
sketches in chalk or pen. These were then actual-
ized in a bozzetto (from abbozzare, to sketch, rough
out), a small model of clay, wax, or plaster, usually
between 1 and 2 feet in height. Using an additive
modeling technique, the artist pushed the mate-
rial roughly into place on a rotating modeling stool
and vigorously pinched and squeezed the medium,
leaving the trace of fingerprints. He then clarified
the forms with a wooden oval-tipped stylus or a
toothed chisel. The clay model was fired to make it
more permanent.

Some of these models have survived, especially
those prized by collectors in the late seventeenth
century, like Bernini’s bozzetto of the Angel Holding the
Crown of Thorns for one of the statues on the Ponte
Sant’Angelo (ca. 1668; FIG. 3.1; compare the finished
marble, see FIG. 3.20). It is typical of Bernini’s early

3.1 Gianlorenzo Bernini, bozzetto of Angel Holding
the Crown of Thorns, ca. 1668. Terracotta, height
176" (44.9 cm). Harvard University, Fogg Art Museum,
Cambridge, MA. Alpheus Hyatt Purchasing and Friends
of the Fogg Art Museum Funds.



thoughts in clay in its rapid and improvisatory nature and
use of shorthand to express such details as the mournful
gaze and windswept drapery.

The loosely conceived bozzetto might then be recon-
figured in a more finished clay modellino of comparable or
slightly larger size, of the kind visible in the foreground of
the painting of a Sculpture Studio attributed to the Flemish
master Michael Sweerts (1618—64), resident in Rome at
mid century (see “Process in Sculpture: Marble,” below).

Process in Sculpture: Marble

Although Baroque sculptors worked in a vari-
ety of media, including wood, clay, plaster, and
bronze, the material par excellence was marble,
due to its ancient pedigree, durability, brilliant
whiteness, and ability to absorb and reflect light.
The best stone came from the quarries in and
around Carrara, in northwestern Tuscany, which
are still mined today. Even the finest Italian mar-
ble, however, may conceal such flaws as colored
veins, iron deposits, and cracks that appear only
once the work is underway. The most famous
example in Baroque sculpture is Bernini’s first
bust of Cardinal Scipione Borghese, in which an
unexpected crack developed as he carved the
forehead, occasioning the artist’s rapid execu-
tion of a duplicate bust (1632; see Fig. 3.11).

Unlike Michelangelo and Mochi, who pre-
ferred to be present during the extraction of a
block, many Baroque sculptors purchased their
marbles through an agent of one of the families
who owned the quarries. The artist specified the
dimensions of a particular piece in the purchase
contract. The standard size was the carrata, which
weighed approximately 1 ton, so named because
it took two oxen to pull a cart carrying it. In order
to reduce its weight for transport, the design was
roughly blocked out (abbozzato) on the basis of
a schematic drawing or written instruction. Once
it arrived in the studio, an assistant called a scar-
pellino would refine its shape further. The design
could be transferred from the modellino or the
modello in grande through the system of point-
ing, whereby points or measurements taken at
strategic places on the surface of the model are
duplicated through drilling on the block, allow-
ing excess stone to be cut away. Marks on Bernini's bozzetto of
the Angel Holding the Crown of Thorns, such as the puncture
below the neck, a common central reference point, indicate that it
was measured for duplication (see Fig. 3.1).

As in the case of painting, the contract usually specified the
degree to which the master was to work directly on the piece with
his own hands (di sua propria mano). The technique of marble
sculpting depended on the use of three essential tools (the first
two struck by a mallet) as seen on the right in The Sculpture Studio
(attributed to Michael Sweerts; Fig. 3.2): the point (or punch), a
short metal rod with a point at the end; the chisel, either flat or

This could be presented to the patron for approval and,
if desired, used by studio assistants in working up a full-
scale model in clay and/or plaster, called the modello in
grande, sometimes set up on the intended site in order to
gauge the effectiveness of the piece. The design was then
ready for transfer to the marble block or for preparation
for casting in bronze (for these techniques, see “Process
in Sculpture: Marble” and “Process in Sculpture: Bronze,”
below and p. 94). Highly finished modelli were essential when

3.2 Attributed to Michael Sweerts, The Sculpture Studio. Oil
on canvas, 19% x 17%" (50.5 x 44 cm). Hunterian Art Gallery,
University of Glasgow.

toothed (claw chisel); and the drill. The last was much employed
during the Baroque as a means of boring deep holes in the stone
and removing marble inaccessible to the chisel. The drill facili-
tated breathtakingly realistic effects, such as patterned lace or
strands of hair shown to advantage against a pocket of shadow.
A specialist, the lustratore, carried out the task of imparting a fine
polish to the finished marble by means of a powder of pumice
stone on a linen cloth.

@—B/Vatch a video on marble carving on mysearchlab.com



Process in Sculpture: Bronze

The ancient and Renaissance technique of bronze casting repre-
sented a challenge to seventeenth-century artists. Few Baroque
sculptors were willing to undertake this laborious and exacting
process without the assistance of professional founders, who
produced all manner of cast items, from church bells and can-
nons to candlesticks and plumbing fixtures. Indeed, only one
artist discussed in this chapter carried out his own bronze cast-
ing, essentially out of exasperation with the resources available
to him—Francesco Mochi during the creation of the equestrian
Farnese monuments (see Fig. 3.8). Although Bernini claimed to
have overseen the casting of the most ambitious bronze monu-
ment of the period, the Baldacchino in St. Peter’s (see Fig. 3.13),
we know that he contracted with experienced founders for all
major steps in the operation.

The French sculptor Frangois Desjardins produced a small
model of an Equestrian Louis XIV in order to explain visually the
lost-wax process of hollow bronze casting (Fig. 3.3). Having com-
pleted the sculpture in clay or plaster, the artist makes a plaster
mold (a negative) of the original, normally in several sections. The
work is then recast in positive form comprising a thin outer layer
of wax over a base of friable clay. This is enclosed in an envelope
of clay (the investment), but only after attaching a wax funnel and
rods (sprues) of wax. Subjected to high temperature, the wax rods
and funnel melt, providing access for the molten bronze to the
areas of sculptural detail, also released by the melted wax, and to
the channels formed by further wax rods that allow oxygen, gases,
and unused metal to escape. Once the metal is set, the founder
breaks open the plaster mold, revealing the sculpture and metal
rods. Cleanup of the piece begins by breaking off the unnec-
essary rods, filling any holes, and smoothing or defining rough

@{Watch a video on lost-wax bronze casting on
mysearchlab.com

a studio assistant was to execute the final work. When
carving a piece himself, Bernini worked from the rough
bozzetto or, in his advanced years, even set aside the pre-
liminary studies and worked from memory with the goal
of creating an “original,” not a “copy” of an earlier stage in
the process.

Patronage: Urban VIl Barberini

Few popes were so fully involved with the medium of
sculpture as Urban VIII Barberini (r. 1623—44), who on
the day of his accession called Bernini to his chambers
and spoke the legendary words, “It is your good fortune,
Cavaliere, to see Maffeo Barberini pope; but we are even
more fortunate that the Cavaliere Bernini lives during our
pontificate.” Born in Florence to a family that had accu-
mulated wealth through sheep farming and wool trading,
Barberini spent his youth in Rome, tutored by his uncle
Monsignor Francesco Barberini, Apostolic Protonotary,
and educated at the Jesuit Collegio Romano, where he
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3.3 Francois Desjardins, model for an Equestrian Louis XIV.
Bronze, 15 x 21%" (38 x 55 cm). Statens Museum for Kunst,
Copenhagen.

surfaces. The sculptor may enhance the color and texture of the
raw metal by chemically transforming the surface to create a vari-
ety of patinas, by punching ornamental patterns, or by applying
gold leaf to raised details.

developed an interest in classical literature. In 1588 he
received a law degree at the university of Pisa, although
his skill as a poet prevailed—he would later publish verses
in Italian, Latin, and Greek. Rising quickly through the
hierarchy of the Church, he lived in Paris as papal ambas-
sador to the French court in 1604—7, and was named a
cardinal in 1606. It was perhaps then that he altered the
family coat of arms, adopting as heraldic devices the three
bees (in lieu of the original horseflies), the sun, and the lau-
rel, whose association with the themes of wisdom, immor-
tality, and poetry elevated the family’s status. Referring
to the symbols that traditionally decorate papal commis-
sions, a later critic held him responsible for 10,000 painted
and sculpted bees populating the Papal States.

An energetic, intelligent, and unusually young pope
(elected at age 55), Urban VIII oversaw for two decades
a court that included poets, scholars, and historians. As
ruler of the Papal States, he sought to extend its territories
and built extensive fortifications, and engaged in the con-
flict between the European powers known as the Thirty
Years’ War. He assisted Catholic evangelical efforts by



founding the Collegium Urbanum in Rome, a seminary for
the training of foreign missionaries.

In his years as cardinal, spurred in part by the collecting
successes of Cardinal Scipione Borghese (see “Patronage:
The Case of the Borghese,” p. 101), he engaged in art
patronage, for example contracting with Caravaggio for
paintings. He established the family chapel in the Roman
church favored by the Florentine colony, S. Andrea della
Valle. Elected to the papacy in 1623, Urban determined
to use the arts to glorify his reign and his family. In addi-
tion to overseeing architectural and decorative work for
several Roman churches, he supported the creation of the
family residence, the Palazzo Barberini, near the pontifical
palace on the Quirinal Hill (1628—33; FICs. 4.25 and 4.26).

As we shall see, his association with Bernini produced
some of the most dazzling works of the Roman High
Baroque. More than most popes, however, Urban VIII
abused the system of papal nepotism, and used his office
to enrich and empower his family. He brought his brother
Carlo Barberini to Rome and appointed him general of the
Church and governor of the Borgo, the prestigious Roman
quarter lying between St. Peter’s and the Tiber River. He
gave lucrative positions to Carlo’s three sons. Francesco
Barberini, named cardinal at age 26 and given the post of
papal vice-chancellor as cardinale nipote, established a literary
academy and a magnificent library in the family palace,

for whose gran salone he commissioned Pietro da Cortona’s
Divine Providence fresco (see FIG. 2.16). Taddeo Barberini,
invested as prefect of Rome and lieutenant general of the
papal armies, was chosen to carry on the family line: hence
he was married into the old baronial family of the Colonna
and became prince of Palestrina. Antonio Barberini the
Younger, cardinal at age 19, was the only brother to live
for a long period in the Roman palace; surrounded by a
famiglia (court) numbering 126 retainers, he maintained a
lavish lifestyle. Disgraced upon the death of their uncle,
who had drained the papal coffers, the three nephews fled
Rome for Paris until a pardon allowed safe return for two
of them. Taddeo died in exile.

Stefano Maderno

The abandonment of Maniera principles and a new empha-
sis on simplicity and directness in sculpture arrived at the
turn of the century. Chief among the first generation was
the Roman sculptor Stefano Maderno (1575-1636), whose
training benefited from abundant ancient and Renaissance
sculpture in local collections and early employment in the
field of antique-sculpture restoration. His St. Cecilia exem-
plifies the importance of context in the realm of ecclesias-
tical statuary (FIG. 3.4). As a means of substantiating the

3.4 Stefano Maderno, St. Cecilia, 1600. Marble, length 51%” (131 cm). Sta. Cecilia in Trastevere, Rome.
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Catholic claim to primacy through continuity between
the early and modern history of the Church, local early
Christian saints were celebrated as an element of wor-
ship not available to the Protestants. In preparation for
the Jubilee Year of 1600 Cardinal Paolo Emilio Sfrondrato
initiated excavations at his titular church, Sta. Cecilia in
Trastevere, Rome. Astonishingly, the body of the saint
was discovered entombed under the main altar, and its
uncorrupted condition was deemed evidence of chastity.
The cardinal commissioned renovations to the church,
including a tomb monument (called a confessio, after an act
of martyrdom as a confession of faith) in the sanctuary, in
which Maderno’s effigy of the saint was installed over her
remains within the wall of the raised presbytery.

Born of Roman noble lineage, Cecilia enjoyed immense
popularity as a virgin martyr during the Post-Tridentine
period, especially in the Eternal City. According to her
biography in Jacobus da Voragine’s The Golden Legend, she
married the pagan Valerian against her will. Secretly
praying to maintain her chastity, she heard the sound of
heavenly musical instruments during the wedding proces-
sion; as a result, Cecilia became the patron saint of music,
and is usually shown in devotional paintings with one or
more musical instruments. Her husband converted to
Christianity, and the activities of the pair so enraged the
Roman prefect that he ordered her to be beheaded. Three
blows from her executioner, however, failed to separate
her head from her body, and she survived for three days,
continuing to preach. Maderno depicts her in the position
in which, according to tradition, the dead body was pre-
served, lying on the right side, the head turned back to the
right. The unusual nichelike display recalls the catacomb
loculus within which the body had been originally discov-
ered by Pope Paschal in the ninth century. Maderno also
derived inspiration from ancient sculptures of reclining or
dying figures. The knife blow on her neck, from which
emerges a drop of blood, alludes subtly to her death.
Although the face is hidden from view, the cloth veil and
right hand overlap the edge of the base, thus transgress-
ing the barrier between the space of the sculpture and
that of the viewer. The simplicity of the draped forms
and the naturalism of the hands and feet, which avoid a
show of technical virtuosity, make for a quietly compelling
experience.

Pietro Bernini

Another member of the first generation, Pietro Bernini
(1562—1629), is best remembered as the devoted father
and teacher of Gianlorenzo, whom he imbued with a love
for virtuoso technique and emotional content. Warned
that his reputation would be eclipsed by that of his son,
Pietro cheerfully replied that if that were the case, the
loser would still be the winner. Born in Tuscany, he was
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3.5 Pietro Bernini, Assumption of the Virgin, 1606-10. Marble.
Sta. Maria Maggiore, Rome.

heir to the magnificent tradition of Florentine Renaissance
sculpture, but his early career took off in Naples. In 1605/6
he moved to Rome and soon joined the large group of art-
ists at work under Pope Paul V at the Pauline Chapel in
Sta. Maria Maggiore, the site of the tombs of both Paul V
and Clement VIII.

Pietro’s powers as a sculptor are evident in the
large marble relief of the Assumption of the Virgin originally
intended for the outer wall of the Pauline Chapel but
installed in the new sacristy (1606—10; FIG. 3.5). In the
upper half of the composition, where angels play a harp
and organ, winged putti bear the Virgin heavenward on
a bank of clouds. Below, ten apostles (Judas and Thomas
are absent) react in amazement at the tomb, empty save
for lilies and the Virgin’s mantle. In the left foreground St.
Peter falls to his knees, crosses his arms, and looks up in
rapt devotion, while his attribute, the keys to the kingdom



of Heaven, affirm the patron’s status as successor to the
first pope. Pietro followed the principal textual source,
The Golden Legend, as well as the visual tradition in paint-
ing (see “Singing the Madonna’s Praises,” p. 46). A certain
Mannerist quality pervades the attenuated figural propor-
tions, rubbery anatomy, richly patterned sur