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PREFACE TO THE PAPERBACK EDIT!Oi\: 

FACED with the problem of reissuing a book nearly forgotten and entirely 

out of print, an author finds himself torn between conflicting impulses: 

either to rewrite the whole thing from beginning to end or not to touch 

it at all. 

Prevented by age and circumstances from adopting the first of these 

alternatives, yet too much afraid of the Last Judgment ro acquiesce in the 

second, this writer has decided for a compromise. Apart from correcting 

some palpable errors and misprints, I have left the text unaltered even 

where it ought to be revised or at least refonnulated; but I have tried 

to encourage the disbelief of the reader by listing a number of books and 

articles which either appeared after the publication of Studies in lconology 

or (in two cases) were regrettably overlooked at the rime; and by adding, 

erigente opportunitate, a few brief comments of my own. In this way I 

have both salved my conscience and given, I hope, some help to those 

who may wish to pursue the subject further. 

CHAPTER I (lntroductory). 

§I: The general vaJidity of the 'iconological' method for the interpre

tation of Renaissance and Baroque art was challenged by C. Gilbert, 

'On Subject and Non-Subject in Renaissance Pictures,' Art Bulletin, 

XXXIV, 1951• p. zoz ss. It is true that 'subject' must not be confused 

with 'story-telling' and that 'pure' landscape, still-life and genre 

paintings did exist in the sixteenth century (and achieved tremendous 

popularity in the seventeenth); but it is equally true that even ap

parently subjecdess productions may convey more than 'meets the 

eye,' as has been demonstrated, for example, by the recent studies 

v 
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on Velasquez' Hilanderas and Venncer's Artist in his Studio;• and 

that, m other cases, an artist's irresolution as ro the presentation or 

even the nature of his theme may reveal a surplus rather than a 

deficit of interest in subject matter. Only two years ago the classic 

instance of this kind, Giorgione's Tempest (Gilbert, pp. 211-2 14), 

was proved susceptible of a fairly convincing or at least debatable in

terpretanon, •• and as for the elaborate program underlying Correg

gio's frescoes in the Camera di San Paolo at Parma, generally supposed 

to be the product of playful and carefree imagination, I may refer ro 

a recent lirde book of my own: The Iconography of Correggio's 

Camera di San Paolo (Srudies of the Warburg and Courtauld Insti

tutes XXVI) London, 1961. 

§II: For the survival and revival of classical mythology in the Middle 

Ages and the Renaissance, see j. Seznec, The Survival of the Pagan 

Gods (Bollingen Series, XXXVIll, 1953; Harper Torchbook edition, 

1961). There is an imponanr review by W. S. Heckscher in Art 

Bulletin, XXXVI, 1954> p. 306 ss. For the mediaeval 'separation be

tween classical morifs invested with a non-classical meaning and 

classical themes expressed by non-classical figures in a non-classical 

setting,' cf. E. Panofsky, Renaissance and Renascences in Western 

Art, Stockholm, 1960, particularly pp. H-103. 

p. 10: For the Ottonian Evangelists' portraits and their classical ancesuy 

(Figs. 7-10), cf. W. Weisbach, 'Les Images des Evange!isres dans 

l'EvangfJiaire d'Othon Ill et leurs rapporrs avec l'antiquirt,' Gazette 

des Beaur-Arts, Series§, XXI, 1939, p. qr ss. 

p. 13: For more detailed information about the various versions of the 

• for symbolism in still-life painting. see I. Bergstrom, Dutch StiU-Li/r Fainting in thr 
Seventeenth Century, London, n.d. [!<;lj6l, with intere~ting Introduction (p. 1 lili.) and ex
niu~tive bibliognpny (p. Jl7 lili.). 

•• E. Battisti, Rim~rcimento t Barocco; S..ggi, Rome, 1¢o, p. 146 lili. Fori somewhat anala
gous case (a composition by Poussin even more drastically altered by the artist than Wll!i 

Giorgione's Tempest), see this writer's recent little study, A Mythologiclli Pili111ing by 
"ousri1! in tht Natro1UIImusrum, Stodtholm (Nationalmusei Skriftso:rie, V, Stockholm, •¢o). 
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Moralized Ovid (French and Larin, in verse and in prose) and the 

\carious methods of their illustration, see E. Panofsky, Renaissance and 

Renascences in Western Art, pp. 78-81. 

CHAPTER l[ (The Early History of Man in Two Cycles of Paintings 

by Piero di Cosima). 

p. J4 ss.: My interpretation of Piero di Cosima's Finding of Vulcan 

at Hanford (Fig. q) was attacked by the lateR. Langton Douglas 

(Piero di Cosimo, Chicago, 1946, p. 17 ss.), and this attack gave rise 

to a lively discussion in Art Bulletin, XXVIII, 1946, p. 186 ss.; XXIX, 

'947· PP· '43 ss., ZZ2 ss., 284. 

CHAPTER III (Father Time). 

p. 72 s.: For the iconography of Aion, see D. Levi, 'Aion,' Hesperia, 

XIII, 1944, p. z 69 ss. 

p. 90: The dark-dad figure in the upper left-hand corner of Bronzino's 

Exposure of Lu:rury {Fig. 66), which I interpreted as a personification 

of Truth helping Time to lift rhe veil from the licentious scene, is 

much more likely to be a personification of Night attempting to ob

struct the process of 'unveiling' {personal communication from Pro

fessor Walter F riedlaender). 

CHAPTER IV (Blind Cupid). 

p. 98 {Note carried over from p. 97): Several errors in my description of 

the Opp1an illustrations reproduced in Figs. 93 and 94, caused in 

part by the unavailability of good photographs of the Marciana manu

script, were corrected in K. Weitzmann's important book, Greek 

Mythology in Byzantine Art {Studies in Manuscript Illumination, 

IV), Princeton, 1951, p. 113 s. 

p. 102 ss.: The iconographical significance of blindness as a symbol 

of ignorance and other moral and/or intellectual defects has recently 

vri 
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been discussed in an excellent article by W. Deanna, 'La Ct!citt men

tale et un motif des stalles de Ia Cathl:drale de St. Pierre a Gentve' 

(Zeitschrift fUr Schweizerische Archdo/ogie und Kumtgeschichte, 

XVIII, 1958, p. 68 ss.). 

p. 117: In an article overlooked by me and entitled 'Un Trattato 

d'Amore inediro di Fra Guittone d'Arezzo' (Giornale storico di let

teratura ltaliana, CXIX, I9JI, p. 49 ss.), F. Egidi demonstrated that 

the derogatory description of Love refuted by Francesco Barberino 

can be identified: it is a sonnet by Guittone d'Arezzo, where every 

detail invested with a positive significance by Barberino bears an 

unfavorable, even diabolical implication. While Barberino's optimistic 

interpretation is illustrated in the miniarure reproduced in Fig. 90, 

the frescoes shown in Figs. 88 and 91 would seem directly to reflect 

Guittone's poem; it should be remembered, however, that this poem 

sums up a tradition which can be traced back to the classics and had 

been condensed, and Christianized, in Isidore of Seville's definition of 

Love as a 'daemon fomicaronis ... alatus' (p. 105, Note 31). A versi

fied and moralized paraphrase of Isidore's description is found among 

the poems of 'rheodulf of Orleans (E. Oi.immler, ed., Poetae Latini 

Aevi Caro/ini, I, 1881, p. 543 s., No. XLV). 

p. 126 s.: The subject of Eros and Anteros has been treated (without 

spectacular results) by R. V. Merrill, 'Eros and Ameros' (Speculum, 

XIX, 1944, p. 165 ss.). 

p. 1 z8: The idea of 'Eros vs. Anteros' and the related concept of 

'Cupid Unblinding Himself' (Fig. 106) seem to have preyed upon 

the mind of the Venetian sculptor NicolO Roccatagliata, nicknamed 

'The Master of the Putto.' In one of his channing bronze statuettes 

the little putto carries a cock in his left hand (L. Planiszig, Venezian

ische Bildhauer der Renaissance, Vienna, 1911, p. 6os, Fig. 669; cf. 
our Fig. 98), and in another, which belongs to the same set, he even 

wipes his eyes clear (Planiszig, p. 6o6, Fig. 6p). 

viii 
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CHAPTER V (The Neoplaronic Movement in Florence and North Italy). 

p. 131 ss.: My brief summary of Marsilio Ficino's system has been justly 

criticized, in part, in a review by P. 0. Kristeller (Review of Religion, 

V, '940-1941, p.81 ss.); his objections have been taken account of in 

my more recent Renaissance and Renascences in Western Art, p. 18z 

ss. For more detailed information, cf. Knsteller, The Philosophy of 

Marsilio Ficino (New York, 1943), A. Chastel, Marsile Ficin et ftl7t 

(Geneva and Lille, 1954); J. C. Nelson, Renaissance Theory of Love 

(New York, 1958). 

p. 149, Note 69: For rhe appearance of a musician in numerous repre

sentations of Venus produced by Titian and his followers, see 0. 

Brendel, 'The Interpretation of the Holkham Venus' (Art Bulletin, 

XXVIII, 1946, p. 65 ss.; cf. also the correspondence, ibid., XXIX, 

1947. p. 143 ss., lll s., 284). 

p. 150 ss.: As was robe expected, the discussion about the meaning of 

Titian's Sacred and Profane Love (Fig. 108) has been going on since 

1939 and will doubtless continue ro go on for some time. The liter

ature up to 1948 is conveniently summarized in R. Freyhan, 'The 

Evolmion of the Caritas Figure in the Thirteenth and Fourteenth Cen

turies' (Joumai of the Warburg and Courtauld Institutes, XI, 1948, 

p. 68 ss., panicularly p. 85 s.). For the present state of atfam, see E. 

Wind, Pagan .l:fysteries in the Renaissance (New Haven, 1958, 

p. 1 zz ss.), cf. also Guy de Tervarent, Attributs et symboles dalJS /'art 

profane, 14)0-16vo (Geneva, 1958-1959, col. 397 s.). 

p. 151, lines 5 and 6 from the foot of the page: A number of inaccuracies 

in the description of the two tapestries in the Musee des Arts Oecor

arifs (Figs. 1 1 6 and 1 1 7) has been corrected here on the basis of an 

excellent article by J. Porcher (originally overlooked)· 'Deux 

Tapisseries 3. rebus,' Humanisme et Renaissance, II, 1934, p. 57 ss. 

p. 160 ss.: For Titian's so-called 'Allegory of the Marquis d'Avalos' 

(Fig. 1 18), see Tervarent, op. cit., col. 363 ss., for Venetian marriage 

"' 
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pictures in mythological disguise (such as the painring by Paris 

Bordone, Fig. 121), see E. Wind, Bellim,s Feast of the Gods (Cam

bridge, Mass., 1948, p. 37 s.). 

p. 166 ss.: My interpretation of Titian's Education of Cupid has been 

contested by Wind, Pagan Mysteries in the Renaissance, p. 76 ss. 

CHAPTER VI (The Neoplatonic Movement and Michelangelo). 

p. 187 ss.: For Michelangelo's Tomb of Julius 11 see C. de Tolnay, 

Michelangelo, IV (The Tomb of Julius II), Princeton, 1954. with 

complete bibliography up to that date; H. von Einem, Michelmgelo, 

Sturtgart, 1959, pp. 40 ss., 71 ss., 97 ss., 1 35 ss.; A. Chasrel, Art et 

humanisme a Florence au temps de Laurent Je Magnifique, Paris, 

1959, p. 459 ss. As for the apes attached to the two Slaves in the 

Louvre, the discrepancy between my and de Tolnay's (p. 98 s.) Nco

platonic interpretation and H. W. Janson's acceptance of Condivi's 

statement to the effect that the apes symbolize Painting and Sculpture 

(Apes and Ape Lore in the Middle Ages and the Renaissance, Studies 

of the Warburg Institute, XX, London, 1951, p. 295 ss.) can per

haps be resolved by the assumption that the significance of the Slaves 

(never specifically referred to in the original documents) had under

gone a change in Michelangelo's own mind and that this change 

reflecrs irself in Condivi's description. 

I am, however, still firmly convinced that the first project of the 

tomb ( t 505) required a seared and not a recumbent effigy- of the 

Pope (Figs. 1 3 t and 1 3z of this book as opposed to the reconstruction 

offered by de Tolnay, Fig. 203, and reproduced, with or without 

modifications, by Chaste!, p. 463, Fig. g, and von Einem, p. 42, Fig. 

6)----only that in my reconstruction the effigy and the rwo angels sup

porting it were too large; they have now been reduced to approxi

mately the same scale as the other figures. Both these points-viz., 

the fact that rhe effigy showed the Pontiff enthroned but was consider-

X 
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ably smaller than I had thought-are demonstrated by a discovery 

made four years after the publication of Studies in lconology: it has 

been shown that the blocked-out figure of the Pope, shipped from 

Carrara to Rome in 1508 and found in Michelangelo's Roman work

shop after his death in 1564> was utilized by Nicolas Cordier for a 

St. Gregory Enthroned which can still be seen in S. Gregorio a! 

Cielo (J. Hess, 'Michelangelo and Cordier,' Burlington Magazine, 

LXXXII, 1943, p. 55 ss.). When de Tolnay, p. 15, states that the 

figure found in Michelangelo's workshop after his death (and, there

fore, Cordier's St. Gregory) 'must have been' one of the two papal 

starues (representing Leo X and Clement VII) destined for the Medici 

Chapel and known to have been quarried and blocked our in 1514-

this statement is at variance with the technical and legal cir

cumstances: the marble blocks destined for the Medici tombs were 

naturally left in Michelangelo's Florentine workshop when he left 

Florence forever in 1534 and were later used for different purposes; 

whereas the abbozw completed by Cordier was found in Michelan

gelo's Roman workshop. 

With reference to the use of the word bara in the sense of 'liner' 

(una sorte di lettiga) rather than 'bier,' I am glad to inform those 

who could not locate the evidence for this usage in the Vocabulario 

degli Accademici della Crusca (de Tolnay, p. 84, Note 7) that the 

pertinent passages, including one from Machiavelli, can be found in 

the edition dedicated to Prmce Eugene in Vol. I, Venice, 1 8o6, p. 3 ll, 

and in the current edition (the famous 'Quinta Edizione') in Vol. II, 

Florence, 1866, p. 57· 

p. 199 ss.: For Michelangelo's Medici Chapel, see de Tolnay, Michel:m

ge!o, III (The Medici Chapel), Princewn, 1948, with complete bibliog

raphy up to that year; von Eincm, op. cit., p. 82 ss. An essentially 

ditferenr, purely dynastic interpreration was proposed by F. Hant, 

'The Meaning of Michelangelo's Medici Chapel' (Essays in Honor of 

xi 



PREFACE TO THE PAPf:JUJACK E/JJTJON 

Georg Swarzemki, Chicago, 1957, p. 145 ss.). This interpretacion
all the more difficult to accept as it is largely based on the miscon~ 

suuction of two lines in a poem by Gandolfo Perrino, composed 
shortly before 1 546---will be more fully discussed on another oc~ 

casion. 
p. 111; On account of its whisken;, rhe animal's head adorning the 

cash box of Lorenzo of Urbina (II Penseroso) is held by some zool

ogists to belong to a lynx, and not to a bat (personal communication 

from Dr. Herbert Friedmann and Professor Edgar Wind). This would 

nor militate against the interpretation here proposed because the sharp

eyed lynx (cf. Cesare Ripa, lconologia, s.v. 'Sensi,' where the lynx 

is listed as a symbol of the sense of sighr) may symbolize parsimoni

ousness as well as sharp-eyed vigilance (we may remember that the 

French politely describe a miser as 'un peu regard:mr'); but it still 
seems to me and others that the distinctive features of Michelangelo's 

animal's head, a mascherone rather than a naturalistic 'portrait,' sug

gest a bat rather than a lynx. While it is true that bats have no whisk

ers, lynxes have sharply pointed ears, comparatively blunt noses and, 

above all, those large and watchful eyes which are a byword in 

all languages. The problem has been exhaustively dealt with by 0. 

Ceder!Of, 'F!addennusen',Symbolister, I (Tidskrift fOr Konstvetemkap, 

XXX, MalmO, 1957, p. 89 ss., particularly pp. 99-115). 

p. 211 ss.: For the Cavalieri drawings and their relatives (Figs. 158, 159, 

162-167), see de Tolnay, op. cit., III, pp. 111 ss., 199 s., nos., and V 

(The Final Pniod), Princeton, 196o, p. r8r s.; A.E. Popham and j. 

Wilde, The Italian Drawings of the XV and XVI CeTI.tUTies in the 

Collection of His Majesty the King at Windsor Castle, London, '949• 

p. 165 ss.; von Einem, op. cit., p. 107 ss.; L. Goldscheider, Michelan

gelo's Drawings, London, '95'• Nos. 92-97; L. Dussler, Die Zeicb

nungeT/. des Michelangelo, Kritischer Katalog, Berlin, 1959, Nos. 117, 
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234. 238, 241, 365, 589, ]H. Since an interpretation of The Dream 

(our Fig. 167; cf. also Tervarent, op. cit., col. 263) as Hypnos 

Aroused by Iris (A. Pigler, 'The Importance of lconogcaphical Ex

actitude,' Art Bulletin, XXI, 1939, p. uS ss.) was proved untenable 

(ibid., p. 402), a certam amount of unanimity as to the meaning of all 

these compositions seems to have been reached; B.D. Kirschenbaum, 

Reflections on Michelangelo's Drawings for Cavaliere, Gazette des 

Beaux-Arts, Series 6, XXXVIII, 1951, p. 99 ss. (published as late as 

November 1960), differs in shades of meaning rather than in sub

stance. 

As I learn from A. van de Pur, 'Two Drawings of the Fi!res at 

Binche for Charles V and Philip (II) 1549,' Journal of the Warburg 

and CourtllUld Institutes, Ill, 1939-40, p. 49 ss., particularly p. p, the 

erroneous designation of Titian's Tityus (Fig. 16o) as Prometheus 

can be traced back to Juan C. Calvere de Estrella, writing as early 

as about 1550, and was duly rejected by P. Beroqui, 'Tiziano en el 

Museo del Prado,' Boletin de Ja Sociedad Esplriiula de Excursiones, 

XXXIV, 1926, p. 247 ss. Contrary to van de Pur, however, Beroqui 

does nor accept but explicidy dissociates himself from the opinion 

that all the four paintings formerly adorning the 'pieza de las Furia:;' 

in the Palace at M.-drid were destroyed in the notorious fire of 1734 

and that the two pictures still preserved in the Prado--the Tityus and 

the Sisyphus-were mere copies supposedly executed by Alonso 

Sanchez Coello (d. 1590). This opinion (abandoned, incidentally, 

also in the fourth edition of the Klarsiker der Kunst volume, the sec

ond edition of which is cited by van de Put) IS not supported by the 

documents in which the Tityus and the Sisyphus, unlike the Ttl11talus 

and the lxion, are referred to not as destroyed bur only as 'badly 

damaged' (maltTatado). H. Tietze, Tizill'Tl, Vienna, 1936, I, p. 188, 

II, p. 298, therefore includes and illustrates the two Prado paintings 

Xill 
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with the reservation that their present condition makes it impossible 

to ascertain their status. 

The original of Rubens' Prometheus, sold by the master himself 

to Sir Dudley Carleton in 1618 with the remark that the eagle was 

painted by Frans Snyders, came to light in about 1950 and is now 
owned by the Philadelphia Museum of Art; see F. Kimball, 'Rubens' 

Prometheus,' Burlington Magazine, XCIV, '9SZ· p. 67 f. In Fig. 161 

a photograph of the splendid original, kindly supplied by Director 

Henri Marceau, has therefore been substituted for a photograph of 

the feeble replica which had to be reproduced in '939· 

Appendix 
p. zp s.: As far as Michelangelo's Victory (Fig. 173) is concerned, my 

objections to J. Wilde's hyporhesis-according to which the clay 

model in the Casa Buonarroti (Fig. 172) was made in preparation for 

the companion piece of this group rather than for the Hercules Con

quering Cacus on the Piazza della Signoria-were sustained by de 

Tolnay (op. cit., III, pp. 98 ss., 183 ss.) but were unable to con

vince Dr. Wilde; see J. Wilde, Michelangelo's 'Victory' (The Charlton 

Lecmres on Art Delivered at Kings College in the Universiry of 

Durham, Newcastle upon Tyne, London, 1954, particularly p. 18 ss.). 

Et adhuc sub judice !is est. 

These bibliographical hints do not, of course, aim at completeness. Their 

chief purpose is to emphasize the fact that Studies in Jconology was written 

more than two decades ago. It must be left ro the interested reader to look 

for contribunons here omitted and, above all, to use his own judgment. 

Princeton 

/muary, 1962 

ERWIN' PANOFSKY 
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HE six Mary Flerner Lectures• printed in this volume are, 

in part, not ne'W. Tbe introductory chapter synthesizes the 

revised content of a methodological article published by the 

writer in 19p 1 with a study mz classical mythology i11 

mediaeval trrt published in the following year by the writer 

in collaboration with Dr.F.Sax/;2 the content of the lecture on Father Time 

is, in part, identical with that of a chapter in the book Melancholia, !ike'Wise 

composed by the writer and Dr.Sax/;3 and the lecture on Puro di Cosima 

unites two ~Erticles recently published in the Journal of the \Varburg Insri~ 

tute• and in the Worcester Museum Annual.~ 

An excuse for this may be found in the following considerations: the 

methodological article has appeared, and the Melancholia will appear, in 

German, llTid both may not be easily accessible to English and American 

readers. The ideas set forth in the study on classical mythology in the Middle 

Ages are so important for the understanding of the whole series of lectures 

that it seemed adviJable to repeat them here. And the two articles 011 Piero 

di Corimo had to be publuhed, for practical reasom, in two different places, 

and out of their conncctzon with rbe other studzer. 

In a 'tvider sense, lJr.Saxl's share m thiS ltttle book H even greater. The 

methods 'tlihlch the writer has tned to apply arc based on what be and 

Dr. Sari b.rve learned together from tbe late Professor A.lVarburg, and 

• The lecture.< were rep<'ared, wirh ~•nd permis:s!fln of Prc•idem M.E.Patk of Bryn ,\hwr 
Cullegc and of rhc lmmut~ for Advan~cJ Stud\' ar Pnnccw<l, under the auspin• uf the 
Department of An and Archacnlogy of Pnncctu~ l;nivcnity 

'·Bib/ ''Is. 
1. 8ibl.>j8. 
3· Bibi.>5J, ~cond edition of Bib/.15>, in print. 
i· Bibi.>J9· 
5. 8ibl.1i]. 
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have endeavoured to practise in many years of personal collaboration. Even 

after this personal collaboration has come to 1171 rod, the writer finds it 

hard to separate the present from the past, 'nostrasque domos, ut et 1111te, 

frequent at.' 

The writer wishes to thank: the editors of the journal of the Warburg 

Insrimte and Director F.H.Taylor of the Worcester Art Museum for per

mission to reprint the articles on Piero di Cosima; Mesrrs.A.E.Austin, /r., 

0. Brendel, S.C. Chew, Frhr. H.·von Er(f11, A.M. Friend, Jr., G. Gerola, 

H. Gray, T. M. Greene, F. R. B. Godofphin, R. Goldwater, K. Lehmtmn

Hartleben, H.Janron, R.Offner, A. Panella, K. Th.PaTker, ].Rosenberg, 

:W'.Schapiro, A.SchaTf, O.Strunk, H .SwtiTzenrki, B.L.V lim an, K. W eitzmann, 

H.E. Wetbey, E.T.De Wald, Sir Robert Witt and R. Wittkower, and the 

Misses M. Bieber, H. Frtmc, B. da Costa Greene and L. R. Taylor for informa

tion, photographs and helpful suggestions; Mrs. Eleanor C. Marquand for her 

unfailing assistance in botanical matters; Miss Margot Cutter for preparing 

the index and the biblwgraphy; Mesrrr.P. Underwood and A.M. Wicks for 

executing the drawings figs.131, 132, 136, 137 and the diagram; and Mirs 

M. Scolari for her most helpful participation in the wording of the English 

text. 

In addition his 'tliarmest thanks are due to his friends at Bryn Mawr, both 

members of the Faculty and students, w!Jo by their hospitality and respon

siveness have made the delivery of these lectures a pleasure for the lecturer; 

and to .Wr. Bernard Flerner, whose kind and generous interest has made it 

possible to publish them in their present form. 

XVI 



THE MARY FLEXNER LECTURESHIP 

The Mary Flerner Lecturerh1p was establi!hed FebrU4ry 17, lf)28, at Br_yn 

Mawr College, by Bernard Fle:mer, in honour of his .sister, Mary Flexner, a 

gradUilte of the College. A11 adequate endowmem was provided by the gift, 

the income to be used annually or at lonl{I?T intervals at the discretion of the 

Directors of the College as an honorarium to be given to an American or 

foreign scholar, highly dirtinguished in the field of the 'Humanities,' using the 

term 'Humanities' in its broadest cmmotatwn. The lecturers have taken up 

residence at Bryn Ma'WT for a six weeks' period and besides de/Fvering the 

series of public lectures have taught graduate and under[p'aduate students. 

The object of the Mary Flerner Lectureship is to brinK to the College scholars 

of distinctwn, who will be a stimulus to the faculty and students, and who 

will·contribute to the maintenance of those idealr and standards of scholar

ship 'UJhich wlll bring increasing ho110ur to the Collegr. The gift provides 

that the Mary Flerm:r Lectures shall be published. The present volume is the 

seventh in the series. 
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STUDIES IN ICONOLOGY 

I. INTRODUCTORY 

§ I 

CONOGRAPIIY is that branch of the history of art which concerns 

itself with the subject matter or meanmg o( works of art, as opposed to 

their form. Let us, then, rry to define rhe distinction between mbject 

mattf!1' or meaning on the one hand, and fonn on the other. 

\\-'hen an acquaintance greers me on the street by removing his hat. 

what I sec from a formal point of view is nothing but the change of certain 

details within a configuration forming part of the general pancrn of colour, 

lines and volumes which constitutes my world of v1sion. \Vhen I identify, 

as i autom:nically do, this configuration as an object (gemlem:m), .md the 

chJnge of derail as an evem (hat-removing), I h:tvc already overstepped 

the limits of purely formal percepnon and entered a first sphere of mbject 

matter or meaning. The meaning thus perceived is of an elementary and 

easily understandable nature, and we shall cal! it the factual weanmf!.; it is 

apprehended by s1mply identifymg cert:1in vis1blc forms w1th certain objects 

known to me from pracric:J.I experience, and by identifying the change m 

their relanons With certain action~ or event~. 

Now rhe objects .md event~ dlU~ identified Rill narur;llly produce a cer

tain reaction Within myself. From rhe \\'ay my aCl1U;unrance performs his 

action I may be able to sense whether he is in a good or bad humour, and 

whether his feelings toward~ me arc indifferent, fnendly ur hostile. These 

psychologtcal nu.mces w1ll invest the gestures of my aC<JUamunce w1th a 

further meaning wh1ch we slull call cxprewonal. It differs from the factual 

one in that u is apprehended, not by simple identification, but by 'empathy.' 

To understand it, I need J cermin scns1riviry, bur thi~ sensinv•ry IS still part 
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of my practical experience, that is, of my every-day familiarity with objects 

and c~·cnts. Therefore both the factual and the expressional meaning 

may be classified together: they constitute the class of primary or natural 

meamngs. 

However, my realization that the lifting of the hat stands for a greeting 

belongs in an altogether different realm of intcrprct:Hion. This form of 

salute is peculiar to the western world and is a n:sidue of mediaeval chivalry: 

armed men used to remove their helmets to make dear their peaceful in

tentions and their confidence m the peaceful intentions of orhcrs. Neither 

an Australian bushman nor an ancient Greek could be expected ro realize 

that the lifting of a hat is not only a practical event with certain expressional 

connotations, but also a sign of politeness. To understand this significance of 

the gentleman's action I must not only be familiar with the practical world 

of objects and events, but also with the more-than-practical world of cus

toms and cultural traditions peculiar to a certain cJvihzation. Conversely, 

my an1uainrance could not feel impelled to greet me by removing his hat 

were he not conscious of the significance of this fear. As for the expressional 

connotations which accompany his action, he may or may nor he conscious 

of them. Therefore, when I interpret the removal of a hat as a polite greeting, 

1 recognize in it a meaning which may be called second11ry or con•ventwnal; 

it differs from the prim11ty or natural one in that it is intelligible instead of 

being sensible, and in that it has been consciously imparted to the practical 

acnon by which it is conveyed. 

And finally: besides constituting a natural event in space and rime, bes1des 

naturally indic.ning moods or feelings, besides conveying a conventional 

greeting, the action of my acquamrance can reveal to an expenenced ob

server all that goes to make up his 'personahty.' This personality is condi

tioned by his being a man of the twentieth century, by his national, social 

and educational background, by the ptevions history of his life and by his 

present surroundings, but it IS also distinguished by an individual manner of 

viewing things and reacting to the world which, if rationalized, would have 
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to be called a philosophy. In the isolated action of a polite greenng all these 

facwrs do nor manifest themselves comprehensively, but nc~·errhclcss symp

tomatically. \Ve could not construct a mental ponrait of the man on the 

basis of this single action, but only by co-ordinanng a large number of similar 

observations and by interpreting them in connection with our general infor

mation as to the genrlcmm 's pcnod, nationality, class, intellectual traditions 

and so forth. Yet all the qualities which this mental portrait would show 

explicidy are implicitly 1nherem in every smgle action, so that, conversely, 

every smgle action can be interpreted in rhe light of those qualities. 

The meaning thus discovered may be called the imriusic meamng or 

content; it IS essential where the two other kinds of meaning, the primary 

or natural and the secondary or conventional, are phenomena!. lr may be 

defined as a umfying principle which underlies and explains both the VIsible 

event and its intelligible sigmficance, and which determmes even rhe form 

in which the visible event rakes shape. This intrinsic meaning or co11tent is, 

of course, as much above rhe sphere of conscwus \"Olitions as the expressional 

meaning is beneath tillS sphere. 

Transferring the results of this malysis from every-day life ro a work of 

an:, we can distinguish m irs subject marrer or meamng the same three strata: 

1-PRII\IARY OR NATURAL St:RjECT MATTER, subdivided Into FACTCAL and 

EXPRESSION ... L. lr is Jpprehendcd by identifying pure forms, that lS: cer

tain configurations of line and colour, or certain peculiarly shaped lumps 

of bronze or stone, as representations of namral objects such as human 

beings, animals, plants, houses, tools and so forth; by identifying their 

mutual relations as e•ve11ts; and by perce~ving such expressional qualities 

as the mournful character of a pose or gesture, or the homelike and 

peaceful atmosphere of an interior. The world of pure fonns rhus recog

nized as carriers of primary or natural meanings may be called the world 

of artistic motifs. An enumeration of these motifs would he a pre-icon

ographical description of the work of art. 
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:-SECONDARY OR CoNvENTIONAL SL'BJEcr M.~TTER. It is apprehended by 

realizing that a ma!c figure with a knife represents St. Bartholomew, th.n 

a female figure with a peach m her hand IS a personification of Veracity, 

that a group of figures seated at a dinner table in a certain arrangement 

and in certain poses represents rhe Last Supper, or that two figures fight

ing each other in a certain manner represent the Combat of Vice and 

Virtue. In doing this we connect artistic motifs and combinations of 

artistic motifs (compositions) with thetnes or concepts . ..'vfotifs rhus 

recognized as carriers of a secondary or conventional meaning may be 

called images, and combinations of images are what the ancient theorists 

of art called 'invenzioni;' we are wont to c~ll them stories and allegories. 1 

The identification of such ivrages, stories and allegories is the domam of 

iconography in the narrower sense of the word. In fact, when we loosely 

spe:Jk of 'rnbject matter as opposed to fonn' we chiefly mean the sphere 

of secondary or cmrventional subject matter, v1z. the world of speclfi.c 

themes or concepts mamfested in images, stories ;1nd allegories, as opposed 

to the sphere of primary or uatural rnb;ect matter manifested in artistic 

motifs. '.Fonnalanalysls' in \\'Ulffiin's sense is largely an analysts of motifs 

and combinations of motifs (compositions); for a formal malys1s in the 

1./mages con\'e)·ing the 1dca. not of concrete and ondi,idual perwm or ohJeCIS (>uch as 
St. Banholomew, Venus .. l\.1rs. Jones, or \Vmd•or Castle), but of ab,tnct and general nouons 
such as Faith, Luxury, WiMium etc., are calkd either personifications or symbols (not in rhe 
Cassircn:m, but in the ordirtary 5en'"· e.g. the Cros~. ur the T<>wer of ChastiryJ. Th.us 
allegories, as opposed w 'torics, may ~ ddincd ~s combinatiom of perwmficatiom and/or 
symbols. There ne, of course man)' mtermcdiary possibiiltie•. A person A. may be por
trayed in the gursc of d'e person B. (Bmn~ino's Andrea Doi"ia a£ Neptune; DUrer's Luns 
Paumgartner as Sr. George), or tn the cusromary array of a P"rsonification (josh.ua 
Reynolds's Mrs. St~nhope as 'Cont~rtlplarion'); purtr~yal< of concrete and individual per
sons, both hunran or mythological, may ~ combined Wtth P"rsunificatiorts, as is the case 
in countkss reprcsema<i,ns nf a eulogistic charoncr. A swry may convey, in addit:un, an 
allegortcal idea, as is the case with. the iHusuations of the Ovide Moraliit', or may be 
conce1v~d as the 'prefiguurron' of artother story, as in the B1blia Paup~rum or m the 
Speculum Humanae Salvalionit. Such. mperimposed meanings eJther do not enter into the 
coment of the work at all, as is th.c ca..: with the Ovide Mora/itt' i\lustratum' which ar~ 
vi~ually indistinguishable from non-allegorical mtniatures Jl!usuating the S<Jnre OvJdJan 
mb1ects; or they caust: an ambiguity of con/en/, wh.ich can, however, be o'·ercomc <>r ~ven 
turned into an added ,·alu~ if the confhcung ingrcd1cnto arc molten in th.~ heat of a 
fervent anistic temperament os in Rubens' 'Galeric d~ .1\.Hdie~s.' 
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strict sense of the word would even have to avoid such expressions as 

'man,' 'horse,' or 'column,' let alone such evaluations as 'the ugly tnangle 

between the legs of Michelangelo's David' or 'the admirable clarification 

of the joints in a human body.' Iris obvious that a correct iconoR;raphical 

analysis in the narrower sense presupposes a correct identification of the 

motifs. If the knife that enables us to identify a St. Ban:holomcw is not a 

knife bm a cork-screw, the ilgurc is not a Sr. Bartholomew. Funher

more it is important to note that the statement 'this figure is an image of 

St. Bartholomew' implies the conscious intention of the artist to repre

sent St. Bartho!Qmew, while the expressional qualities of the figure may 

well be unintentional. 

3-INTRINSIC MEANING oR CoNTENT. It is apprehended by ascertaining those 

underlying principles which reveal the basic attitude of a nation, a period, 

a class, a religious or philosophical persuasion-unconsciously qualified by 

one personality and condensed into one work. Needless to say, these 

principles are manifested by, and therefore throw light on, b()[h 'com

positional methods' and 'iconographical significance.' In the 14th and 

15th centuries for instance (the earliest example can be dated around 

1 310), the traditional type of the Nativity with the Virgin ."vlary reclinmg 

in bed or on a couch was frequently replaced by a new one which shows 

the Virgin kneeling before the Child m adoratlOn. From a compositional 

point of view this change means, roughly speaking, the substitution of 

a triangular scheme for a rectangular one; from an iconographical point 

of view in the narrower sense of the term, it means the mtroducnon of 

a new theme textually fonnulated by such writers as Pseudo-Bonaven

tura and Sr. Bridget. But at the same time it reveals a new emotional 

attitude peculiar ro the later phases of the Middle Ages. A really exhaus

tive interpretation of the intrinsic meaning or content might even show 

that the technical procedures characteristic of a certain country, period, 

or artist, for instance Michelangelo's preference for sculpture in stone 
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instead of in bronze, or the peculiar use of hatchings in his drawings, 

are symptom:nic of the same basic attitude that is discernible in a!! the 

other specific qualities of his style. In rhus conceiving of pure fonns, 

motifs, images, s·wrics and allegories as manifestations of underlying 

principles, we inrerpret all these clements as what Ernst Cassircr has 

called 'symbolicaf values. As long as we limit ourselves ro stating that 

Leonardo da Vinci's famous fresco shows a group of thirteen men around 

a dinner table, and that this group of men represents the Lasr Supper, we 

deal with the work of an as such, and we interpret its compositional and 

iconographical features as irs own properties or qualifications. Bm when 

we try w understand it as a document of Leonardo's personality, or of the 

civilization of the Italian High Renaissance, or of a peculiar religious 

attitude, we deal with the work of art as a symptom of something else 

which expresses itself in a countless variety of other symptoms, and we 

interpret its compositional and iconographical features as more panicu

larized evidence of this 'something else.' The discovery and interpreta

tion of these 'symbolicar values (which are generally unknown to the 

anist himself and may even emphatically differ from what he con

sciously intended to express) is the object of what we may call icono

graphy in a deeper sense: of a method of interpretation which arises 

as a synthesis rather than as an analysis. And as the correct identifica

tion of the motifs is the prerequisite of a correct iconographical analy

sis in the nltTTrYUJer sense, the correct analysis of images, stories and 

allegories is the prerequisite of a correct iconographical interpretation 

in a deeper sense,-unless we deal with such works of art in which the 

whole sphere of secondary or conventional subject matter is eliminated, 

and a direct transition from motifs to content is striven for, as is the case 

with European landscape painting, still-life and genre; that is, on the 

whole, with exceptional phenomena, which mark the later, over-sophisti

cated phases of a long development. 
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!\Tow, how do we arrive at a correct pre-iconographical desCTiption, and 

ar a correct iconographical analysis in the n11rrower serm:, with the ultimate 

goal of penetrating into the intrinsic meaning or content? 

In the case of a pre~iconographical description, which keeps within the 

limits of the world of motifs, the matter seems simple enough. The objects 

and events whose representation by lines, colours and volumes constitutes 

the world of motifs can be identified, as we have seen, on the basis of our 

practical experience. Everybody can recognize the shape and behaviour of 

human beings, animals and plants, and everybody can tell an angry face from 

a jovial one. It is, of course, possible that in a given case the range of our 

personal experience is not wide enough, for instance when we find our

selves confronted with the rcpresemnion of an obsolete or unfamiliar tool, 

or with the representation of a plant or animal unknown to us. In such cases 

we have to widen the range of our practical experience by consulting a 

book or an expert, but we do not leave the sphere of practical experience 

as such. 

Yet even in this sphere we encounter a peculiar problem. Setting aside 

the fact that the objects, events and expressions depicted in a work of art 

may be unrecognizable owing to the incompetence or malice aforethought 

of the artist, it is, on principle, impossible to arrive at a correct pre-icono

graphical description, or identification of primary subject matter, by 

indiscriminately applying our practical experience to the work of an. Our 

practical experience is indispensable, as well as sufficient, as material for a 

pre-iconographical description, bur ir does nor guarantee ii:S correctness. 

A pre-iconographical description of Roger van der Weyden's Three 

Magi in the Museum of Berlin (fig.!) would, of course, have to avoid 

such tenns as 'Magi,' 'Infant Jesus' ere. But it would have to mention that 

the apparition of a small child is seen in the sky. How do we know that this 

child is meant to be an apparition~ That it is surrounded with a halo of 

golden rays would not be sufficient proof of this assumption, for similar 
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halos can often be observed in representations of the Nativity where the 

Infant Jesus is real. That the child in Roger's picture is meant to be an appari

tion can only be deduced from the additional fact that he hovers in mid-air. 

But how do we know that he hovers in mid-air? His pose would be no 

different were he seared on a pillow on the ground; in fact it lS highly prob

able that Roger used for his painting a drawing from life of a child seated on 

a pillow. The only valid reason for our assumption that the child in rhe Berlin 

picture is meant to be an apparition is the fact that he is depicted m space 

with no visible means of support. 

But we can adduce hundreds of representations in which human bemgs, 

animals and inanimate objects seem to hang loose in space in violation of 

the law of gravity, without thereby pretending to be apparitions. For 

instance, in a miniature in the 'Gospels of Otto III' in the Staats-Bibliothek 

of Munich, a whole city is represented in the centre of an empty space 

while the figures taking part in the action stand on solid ground (fig.z).2 

An inexperienced observer may well assume that the town is meant to be 

suspended in mid-air by some sort of magic. Yet in chis case the lack of sup

pon does not imply a miraculous invalidation of the laws of nature. The 

city is the real city of Nain where the resurrection of the youth rook place. 

In a miniature of around 1 ooo this empty space does not count as a real 

three-dimensional medium, as it does in a more realistic period, but just as 

an abstract, unreal background. The curious semicircular shape of what 

should be the base line of the rowe4"S bears witness to the fact that, in the 

more realistic prototype of our miniature, the town had been situated on a 

hilly terrain, but was taken over into a representation in which space has 

ceased to be thought of in terms of perspective realism. The unsupponed 

figure in the van der W eyden picture counts as an apparition, while the 

floating city in the Ottonian miniature has no miraculous connotation. 

These contrasting interpretations are suggested to us by the 'realistic' 

qualities of the painting and the 'unrealistic' qualities of the miniature. But 

J. G.Leidingcr, Bibl.>90, PL.j6. 
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that we grasp these qualities in the fraction of a second and almost auto

matically, must not mduce us to believe that we could ever give a correct 

pre-iconographical descnption of a work of art without having divined, 

as it were, its historical 'locus.' While we believe ourselves to identify the 

motifs on the basis of our practical experience pure and simple, we really 

read 'what we see' according ro the manner in which objects and events 

were expressed by forms under varying historical conditions. In doing rhis, 

we subject our practical experience to a controlling principle which can be 

called the history of rtyle. 3 

Iconographical analysis, dealing with images, stories and allegories instead 

of with motifs, presupposes, of course, much more than that familiarity with 

objects and events which we acquire by practical experience. It presupposes 

a familiarity with specific the-mes or co7Jceptr as transmitted through literary 

sources, whether acquired by purposeful reading or by oral tradition. Our 

Ausrralian bushman would be unable to recognize the subject of a Last 

Supper; to him, it would only convey the idea of an excited dinner party. 

To understand the iconographical meaning of the picture he would have 

to familiarize himself with the content of the Gospels. When it comes to 

representations of themes other than biblical stories or scenes from history 

and mythology which happen to be known to the average 'educated 

person,' all of us are Australian bushmen. In such cases we, too, must rry to 

3· To control the intupr~tation of an individ<ul work of ut by a 'history of style' which in 
tum <:an only be built up by interpreting ind•vidua! workli. may look hke a vicious circle. 
It is. indeed. a circle. though not a vicious. but a nJethodica! one {cf.E.Wind, Bib/407; 
1dem, Bib/~). \\'hether we deal with htsmrical or narura! ph~nomena, the individual 
observation as..<umes the character of a 'fact' only when it can be related to other, analogous 
observanons in >'UCh a way that tbt whuk serits 'makes senK.' This 'sense' is, therefore, 
fully capable of being applied, as a control. ro the interpretation of a new indiv1dual 
observarion within the Slime range uf phenomena. If. however, this new individual obsern
non definitely refuses robe inrcrprered accordmg to the 'sense" of the series, and if an enor 
proves to be imposstbl~. the 'sense" of the series will hn·e ro ~ re-formulated to include 
the new indwidoal ob""tv~tion. This ci~rolw methodtcw applies, of course, not only to the 
relationship bctwe~n the interpretation of mmif• and the hilitory of uyle, bur also to the 
rehtionshtp ~tween the interpretation of im<~ges, stories and ~/legories ~nd the history 
of types, and to th~ relationship ~tween the interpretation of imTimic memings and the 
history of cultur~l >ymptoms m gener:al. 
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familiarize ourselves with what the authors of those represenrarions had read 

or orherwise knew. But again, while an acquaintance with specific themes and 

concepts trammittcd through literary sources is indispensable and suffic1ent 

material for an iconographical analysis, it does not guar:mree ItS correctness. 

lr is just as impos.~iblc for us to g1ve a correct ico11ograph1cai analysis by 

mdiscriminarcly applying our lirerar} knowledge ro the monfs, as ir is for 

us to give a correct pre-iconographical description by indiscriminately 

applying our piacrical experience to the forms. 

A picture by the Venetian sevemcemh-century pamter Francesco Maffei, 

rcprcsenring <1 handsome young woman with a sword in her right hand, and 

in her left a charger on which rests the head of a beheaded man (jig. 3), 

has beeq published as a portrayal of Salome with the head of John the 

Baptist.• In fact the Bible states that the head of St. John the Baptist was 

brought to Salome on a charger. But \vhat about the sword? Salome did not 

decapitate Sr. John the Baptist with her own hands. Now the Bible tells us 

about another handsome woman in connection with the decapitation of a 

man, namely Judith. In this case the Situation is exactly reversed. The sword 

would he correct because Judith beheaded Holofernes with her own hand, 

but the charger would not agree with the Judith theme because the text 

explicitly states that the head of Holofernes was put inro a sack. Thus we 

have two literary sources applic;~ble to our picture with equal nght and equal 

inconsistency. If we should interpret it as a portrayal of Salome the text 

would account for the charger, bur nor for the sword; if we should inter

pret it as a portrayal of Judith the text would account for the sword, bur 

nor for the charger. \Ve should be entirely at a loss did we depend on rhe 

literary sources alone. Fortunately we do nor. As \Ve could correct and 

control our practical experience by inquiring into the manner in which, 

under varying historical conditions, objects and events were expressed by 

forms, viz., into the history of style, just so can we correct and control our 

knowledge of literary sources by inquiring into the manner in which, under 

4· G.Fmcco, Bibl.91, PL.19. 
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varying historical conditions, specific themes or poncepts were expressed by 

objects and events, viz., into rhe hiswry of types. 

In the case at hand we shall have to ask whether there were, before 

Francesco Maffei painted his picture, any unquestionable portrayals of 

Judith (unquestionable because they would include, for instance, Judith's 

maid) with unjustified chargers; or any unquestionable portrayals of Sa

lome (unquestionable because they would mcludc, for instance, Salome's 

parents) with UnJUStified swords. And lo! \vhile we cannot adduce a single 

Salome with a sword, we encounter, in Germany and North Italy, several 

sixtecmh-century patntings depicting Judith with a charger/ there was a 

type of 'Judith with a charger,' but there was no type of 'Salome with a 

sword.' From this we can safely conclude rhar Maffei's picmre, roo, 

represents Judith, and nor, as has been assumed, Salome. 

\Ve may further ask why artists felt entitled oo transfer the motif of the 

charger from Salome to Judith, bur not rhe motif of the sword from Judith 

to Salome. This question can be answered, agam by inqmring into the 

history of ty-p£s, WJth two reasons. One reason is that the sword was an 

established and honorific attribute of Judith, of many martyrs, and of such 

Virtues as Justice, Formude ere., rhus ir could nor be transferred wnh 

propnery to a lascivious g1rl. The other rea~on is that durmg the fourteenth 

and fifteenth cenrunes the charger with rhc head of St. John the Baptist 

had become ;~n Isolated d~votiona! image (Andaclmhild) especJally popular 

in the northern cr,untries and in ;..;orth lraly (/i>;-4), 1t had been singled 

out from a representation of the Salome story in much the same way as 

the group of Sr. John the Evangelist re:.ting on the bosom of the Lord 

5.0nc of th~ :'\Torth lt~l1an picture~" a>crib~d tu Romanino. and is pre><:rnd in the Berltn 
Museum, u.·hcre it was formerly !Jstcd"' 'Salome' m spite of the maid, a slc~ping soldier. and 
the city of J~rusalem on the Uackgruund (no.155J; anmher "ascr~bed to Rnn1anmn"s 
pupil France:;co Pntn da Cara;aggor> iquotcd m rhc Berlin C•<alogoc). and a rl11rd ''by 
Bernardo Srroni who w~s a n~tL\"C of Ccnoo, bur ac·fJH ar \"cniCC about d>c oomc rime as 
Francc~co .1\-hffci. It 1S very pos"blc <hat rile <ypc of "JudJth wJth a .:hugec" onginatcd m 
Germany. One of the eulio't known imtancts (by an anonyn1oU1 master of amund ljJO 

related ro l·lan.1 Boldung Gr1enJ has recendy been publ"hed by G Poemgcn, B1bl.•7o. 
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had come to be singled our from the Last Supper, or the Virgin in childbed 

from the Nativity. The existence of this devorional image established a 

fixed association between the idea of the head of a beheaded man and the 

idea of a charger, and thus the motif of a charger could more easily be sub

stituted for the motif of a sack in an image of judith, than the motif of a 

sword could have penetrated into an image of Salome. 

The interpretadon of the intrinric metming or content, dealing with 

what we have termed 'symbolical' values instead of with images, stories and 

allegories, requires something more than a familiarity with specific tbemes 

or concept! as transmined through literary sources. When we wish to get 

hold of those basic principles which underlie the choice and presentation 

of motifs, as well as the production and interpretation of images, stories and 

a/Jegories, and which give meaning even to the formal arrangements and 

technical procedures employed, we cannot hope to find an individual text 

which would fit those basic principles as John xiii, zrss. fits the iconography 

of the Last Supper. To grasp these principles we need a mental faculty com-

OBJECT OF 
INTER PRE rATION 

i-Prm111ry or n~>tuT~>/ subject muter
(A) factual, {B) txpre..sional-, con
Stituting the world of an:isdc nllltih. 

11-Suond~>ry or convemiondl subject 
noattcr, constituting the world of 1m~;:eJ, 
Jtories and ~>llegoriu. 

1\1-/ntrinric me~ning or content, con~ti
tuting the world of 'symbolic~/' v~>lues. 

'4 

ACT OF 
INTERPRETATION 

Pre-iconogr~>pbic~>l dercriprion (and pseu
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parable ro that of a diagnostician,-a faculty which I cannot describe better 

than by the rather discredited term 'synthetic intuiti~n.' and which may 

be better developed in a talented layman than in an erudite scholar. 

However, the more subjective and ~rrational this source of interpretation 

(for every intuitive approach will be conditioned by the interpreter's 

psychology and 'Weltanschauung'), the more necessary rhe applicanon of 

those correctives and controls which proved indispensable where only an 

iconographical analysis in the narrower sense, or even a mere pre-iconogra

phical description was concerned. When even our practical experience and 

our knowledge of literary sources may mislead us if indiscriminately applied 

to works of arr, how much more dangerous would it be to trust our intuition 

pure and simple! Thus, as our practical experience had to be controlled by 

an insight inro the manner in which, under varying historical conditions, 

objects and events were expressed by forms (history of style); and as our 

knowledge of literary sources had to be controlled by an insight inro rhe 

manner in which, under V<ltying hisroncal conditions, specific themes and 

EQUIPMENT FOR 
INTERPRETATION 

Practical e:rpt:Tunce (ftmili~rity wid1 ob
jau ar1d events). 

Kno·u:iedge of flter~ry rources (hmi!.arity 
w1th spee>fic th~es and cmlapu). 

Symhcric mtuition (famiharity wnh the 
.·uenn~l wndencies of the ln.mum miud), 
conditituled by per=nal psychology and 
· W e/tamcbauung.' 

CONTROLLING PRINCIPLE 
OF INTERPRETATION 

History of style (insignr imo tfle manner 
ir1 wflicfl, under varyir1g flistotical con
ditions, obj!cts and events were c~

prcs.<ed by fonm). 

H1s10ry of typ~s (msight into the man
ner in wfuch. ur1der varying historical 
conditions, specific th~es or concepts 
were expressed by objecrs and events). 

Jlisrory of culwr~l symptoms or 'rym-~ 
bois' in ger1eral (insight into the man
ner in which, onder varying historical~ 
conditions, en!ntial umdenci~s of. tW 
hum.:m mmd were npres.sed by specific 
th~es ~nd conc!pii). 

'5 



INTRODUCTORY 

concepts were expressed by objects and events (history of types); just so, 

or even more so, has our synthetic intuition to be controlled by an insight 

into rhe manner in which, under varying historical conditions, the genera! 

ami essential tendencies of the human mind were expressed by specific 

themes and concepts. This means what may be called a history of cultural 

symptoms-or 'symbols' in Ernst Cassirer's sense-in general. The art-histor

ian will have to check what he thinks is the intrinsic meming of the work, or 

group of works, to which he devotes his attention, against what he thinks is 

rhe intrin.ric meaning of as many other documents of civilization historically 

related to that work or group of works, as he can master: of documents 

bearing witness to the political, poetical, religious, philosophical, and social 

tendencies of the personality, period or country under investigarion. Need

less ro say that, conversely, the historian of political life, poetry, religion, 

philosophy, and social situations should make an analogous use of works of 

art. It is in the search for intrinsic meanings or content that the various 

humanistic disciplines meet on a common plane instead of serving as hand

maidens to each or her. 

In conclusion: when we wish to express ourselves very strictly (which 

is of course not always necessary in our normal talk or writing, where the 

general context throws light on the meaning of our words), we have ro 

distinguish between three strata of subject matter or meaning, the lowest 

of which is commonly confused with form, and the second of which is the 

special province of iconography in the narrower sense. In whichever stratum 

we move, our identifications and interpretations will depend on our sub

jective equipment, and for this very rcJson will have ro be corrected and 

controlled by an insight into historical processes the sum wtal of which may 

be called tradition. 

I have summanzed in a synaptical table what I have tried to make clear 

thus far. But we must bear in mind that the neatly differentiated categories, 

which in this synopucal r;~ble seem to indicate three independent spheres of 

meanmg, refer in reality to aspects of one phenomenon, namely, the work 

•• 
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of art as a whole. So that, in actual work, the methods of approach which 

here appear as three unrelated operations of research merge \Vith each other 

into one organic and indivisible process. 

'7 
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§ II 

T L'RNING now from the problems of iconography in general to rhe problems 

of Renaissance iconography in particular, we shall naturally be most inter~ 

esrcd in that phenomenon from which the very name of the Renaissance is 

derived: the rebirth of classical anriquity. 

The earlier Italian writers about the hisrory of art, such as Lorenzo 

Ghiberti, Leone Banista Alberti and especially Giorgio Vasari, thought 

that classical art was overthrown at rhe beginning of the Christian era, and 

that it did nor revive until it served as the foundation of the Renaissance 

style. The re;~sons for this overthrow, as those writers saw ir, were rhe 

invasions of barbarous races and the hostility of early Christian priests and 

scholars. 

In thinking as they did the early wnters ·.vere bO[h right and wrong. They 

were wrong in so far as there had not been a complete break of tradition 

during the Middle Ages. Classical conceptions, literary, ph1losophical, 

scientific and artistic, had survived throughout the centuries, pamcularly 

after they had been deliberately revived under Charlemagne and h1s fol

lowers. The early writers were, however, right in so far as the general 

attitude rowards antiquity was fundamenra!ly changed when the RenaiS

sance movement set m. 

The Middle Ages were by no means blind to the visual values of classical 

art, and they were deeply interested in the mrellectual and poetic values 

of classical literature. But it IS significant that, just at the height of the 

mcdiaev·al period (thirteenth and fourteenth centuncs), classical motifs were 

not used for the representanon of classical themes whlle, conversely. c\assi<.:al 

themes were not expressed by classical motifs. 

For instance, on the far;ade of St. Mark's 111 Venice can be seen two large 

reliefs of equal size, one a Roman work of the th1rd century A.D., the other 

executed m Venice almost exactly one thousand years huer (figs.5, 6).0 

l'i.lllustrned in Bibl.q8. p.IJI. 

'B 
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The motifs are so similar that we are forced to suppose that the mediaeval 

stone-carver deliberately cop1ed the classical work m order ro produce a 

counterpart of If. Bm while the Roman relief represcnrs Hercules carrying 

the Erymanrhean boar to King Eurisrheus, the mediaeval master, by substi

tuting billowy drapery for the lion's skin, a dragon for the fnghtened king, 

and a stag for the boar, transformed the mythological story into an allegory 

of salvation. In Italian and French art of the twelfth and thirteenth cenmries 

we find a great number of similar cases; viz., direct and deliberate borrowmgs 

of classical motifs while the pagan themes were changed mto Chnsnan ones. 

Suffice it ro mention the most famous specimens of this so-called proto

Renaissance movement: the sculptures of SL Gilles and Arlcs, the celebrated 

Visitanon group at Rhcims Cuhcdral which for a long time was held to 

be a SIXteenth-century work, or Nicolo Pisano's Adoration of the ,\bgi 

in which the group of the Virgin .~hry and the Infant Jesus shows the inAu

ence of a Phacdra Sarcophagus still preserved m the Camposanto at Pi~;~. 

Even more frequent, however, than such direct copies arc mstanccs uf a con

tinuous and traditional surY1val of class1cal motifs, some of which were used 

in succession for quire a variety of Chn~ti<~.n llll<lg'C~. 

As a rule ~uch re-interpretations were f.1cilitned or even suggested by a 

cert;Hn iconographical affinity, for mstance when the figure of Orpheus was 

employed for the representation of David, or when the type of Hercules 

dragging Cerl>crus out of I fades wa~ u~cJ to depict Chmr pulling Adam 

out of Limbo. 1 But there arc case~ m which the relationship between the 

classical prototype and its Ch nstian ada ptatiun IS a purely composition;~[ one. 

On the other hand, when a Gorhic dlummator had to Illustrate the story 

of LaocoOn, Laocotin becomes a wdd :md b:~ld old man in contemporary 

costume who attacks the sacrificial bull with what should be :~n ax, while 

the two little boys float around at the bottom of the picture, and the ~ca 

snakes :~ppcar briskly in a plot of warer.8 Aeneas and Dido arc shown as 

7- Sec K.W~otz1mnn. Bibi.J<J5-
~ Cud. VaL l~t. '7()•. •IL m Bibl.ql!., p '59-

'9 
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a fashionable mediaeval couple playing chess, or may appear as a group 

resembling the Prophet Nathan before Dav1d, rather than as a classical hero 

bt:fore his paramour (fjg.12). And Thisbe awam Pvramus on a Gothic 

tombsrone wh1ch hears the inscription 'Hie situs est !'inus rex,' preceded 

by the usual cross (fig.11 ).5 

\\'hen we ask the reason for this curious separation between classical 

motifs invested with a nnn-dasstcal meaning, and classical themes expressed 

by non-classical figures in a non-classical sctnng, the obvious answer seems 

to lie in the difference between rcprcsenranonal and textual tradition. The 

artists who used the mmif of a f lt:rcules for an image of Chri!>-r, or rhe motif 

of an Atlas for the images of the Evangelists (jigs.7~w), 10 acred under rhe 

9· Paris, B1bl. Nat., rm.lat. 1; r;S. dar~d riiiQ. ilL Bibl.lJII, p.171. 
ro.C.Tolruy. Bibl.u6. P·'57"'·•1us made th~ important discovny that th~ impr~ssiv~ imag~s 

of th~ E1aogclisrs .cared on a globe •nd mppuning • h~avenly glory (occurring for the 
first trme in cod. Vat. Bub. lat. 711, uur fiK-7!. cumbine the futures of Christ in ,\hjesty 
with those of a Graecu"Rum•n cdestral dinnity. Howcvu, as Tolnay him..,lf poin[!i out, 
the Evangdi-r,_in cod. Barb. 711 'suppon -wirb o/wioru effort • mass of cluuds which docs 
nut 1n th~ l~ost l<>nk lik~ • spirnual aura but like a mnerial weight cunsisting of several 
segm~nts of circle•, alternorcly hlu~ and green, th~ oudine of th~ whole forming a 
crrd~ It i• a misunder'~""d repr~scmanun uf hen•en in rbe form of ipb~rn' 

(ita!Jcs mmcl. From thiS u·~ can mfu rhn th~ classical prututypr of th~.., images was 
nor ~Ius who hold> without effort a brlluwing Jr•puy (th~ W~lu1m1~""/) but 
Adas whu lal><>ur~ under the weight of the heavens (cf. G.Thidc, Bihi.JJS. p.rQSS .. and 
DHemhug-S:~glio, Brbl.]o. s.v. 'Adas"). The S!. ,\1anhew in cud. Borb. 7" (Tolnay, 
PI r. ~),with h>s head bnwcd down under the weight of the sphne ond his ldt hand ~ull 
placed ne•r hi> ldt hip, is parTictriHly ren>inl-cenr of the clas:sical rypr of Atlas, and 
~nothcr smking ~x~mple <>f the c•haracrerisric Atlas p<>!ie opplied wan E•·angch>-r is found 
m elm 44H• ful.1!6, .-.(ilL 1n A.Gold<ochn1idr. Brb/.1111, vuL.ll, P14ol Tnlnay (notes IJ 
and 14 ) ha; nut failed w n<HICC rhlS similarity and qu<><~s the reprcsc:n!ations of Arias and 
N1mrod in n>d. \'at. 1-'al. lot. 1417, ful.r (ill. in F.Snl. Brbi.>Qq. Pl .. u, fiK4>; our fig.8); 
but he seen" w cuns1der the Atlas t_vpe a> a mere tlcr1vatrn of th~ Coc:lu~ type. Y~t even 
in ancrem an rhc repr~,;o,ntoW>ns uf Codu; •~ern w ha.-c d~veloprd from th05C of Atlas, 
and m Carulrng>on, Ottunian and Byt.anrinc art (puticululy rn th~ Reich~n•u 5ehool) 
The figure of Atlas, in i1' genume c!.sSical furm, IS intimtely more frequent than rhat of 
Cu<:)us, both ·~ a pcrsuniticatrnn of cusmulogical chuauer and as a kind uf cory•tid. 
1 <jUOtC at random: l.:ucch1 1-'soltcr, ful4~'"- (E.T.D~\V•ld, Brb/.74, PL.LUVI), foL54v., 
(ibid<>nl, PL.I ~u•·); fnl.56, (ibidem, Pl-.1-~HI~), fnLo. {ibidem. Pt.xul, our fig.Q. Aachen, 
Dorn5eh3<7 .. Gmpels nf Otto II, ful.r6 (Terra, in the p<>sture uf Arlo,;, supportmg the 
rhrunc of the Empcrur whn IS her~ conCC>\"ed "' the nrler of the un•ver,;o,; sec P.E. 
Schramm. Brbi.J<>7. pp.Sz. 1<)1. fiK~-l• our {i){.l<>) Cnpcnhagen, Ruyal Librory, cud. >Ill, 
fol.zs (M .. \bckcpung. Brbl.!o6, PI .. L~ll) M~nulugiurn uf Bas1l [[ (Brbl.zflq. YuL.n, n.u). 



INTRODUCTORY 

1mprcssmn of visual models which they had before their eyes, whether 

they din:ctly copied a classical monument or Imitated a more recent work 

derived from a classical prototype through a series of intermediary trans

formations. The arnsrs who represented Medea as a mediaeval princess, or 

Jupiter as a mediaeval judge, translated into images a mere description found 

in literary sources. 

This is very true, and the textual traditwn through which rhc knowledge 

of classical themes, panicularly of classical mythology, was transmim:d to 

and persisted during the ,\<Iiddle Ages is of the utmost imponance, nor 

only for the mediaevahsr but also for the student of RenaJssance Icono

graphy. For even in the Italian Quonrroccnro, it was from this complex and 

often very corrupt tradition, rather than from genuine classical sources, 

that many people drew their notions of classical mythology and related 

subjects. 

Liminng ourselves ro classical mythology, the paths of this tradition can 

be ourlined as follows. The later Greek philosophers had already begun ro 

interpret the pagan gods and demi-gods as mere persomficarions either 

of natural forces or moral qualities, and some of them had gone so far as 

to explain them as ordinary hum:m beings subsequently deified. In the last 

century of the Roman Empire these tendencies greatly increased. \Vhile the 

Christian Fathers endeavoured to prove that the pagan gods were Clther 

illusions or malignant demons (thereby transmitting much valuable infor

mation about them), the pagan world itself had become so estranged from 

its divinities that the educated public had to read them up in encyclopaedias, 

From •n iconographical point of view. too, d1c Evangelists arc comparable ro Atlas, 
nther th~n to Coelus. Coelus was believed 10 rule the heavens. Atlas was believed to 

support them and, in an •llegorical sense, w "know' them; he was held to hav~ been a 
great •stronomn wh.o tnnsmttted the 'sciemU cael<" to Hercules (Scrvius, Cumm. m At:11., 
H, 395' latn on, e.g., loidorus. l!.tymologiae, nt, '+ t; .'1.1ythogtaphus ill, 'l• 4, 8ibi.J8, 
P·'4~). It was thercfnre consistent to usc the type of Coelus for tlw reprc~muion uf 
God (sec Tulnay, Pl..l, c), •nd it was cqual!y consistent to use the type of Atlas forth~ 
Evangelists who, ltkc him, 'knew' th.c h~avens but d>d not rule them. While Hibcmus E~ul 
says of Ados 'Sidera quem cod> cu'!lcttJ •wttJne valum' (MonumnlttJ Gn-m~'llitJe, Bibl.uo, 
vou, p-4ool, Alcuin rhus apostrophizes St. John the Evangelise 'Scribemia penetrtJJ 
c~dum tu, me me, /abannes" (Ibidem. P·'9l). 

" 
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in didactic poems or novels, in special treatises on mythology, and m com

mentaries on the classic poets. Important among these late antique writings 

in which the mythological characters were interprcn:d in an allcgoncal way, 

or 'moralized' to use the mediaeval expression, were Marti,mus Capt:!la's 

Nuptiae Mercuril et Philolog1ae, Fulgcmius' lHito/ug1ae, and, above all, 

Servius' admmtble Commentary on Virgil which is three or four times as 

long as the tt:xt and was perhaps more widely read. 

During the Middle Ages these writings and others of rhe1r kind were 

thoroughly exploited and further dcvt:!oped. The mythographicalmforma

tion thus survived, and became accessible to mediaeval poets and artists. 

First, in the Encyclopaedias, the development of which began w1rh such 

early writers as Bede and lsidorus of Seville, was continued by Hrabanus 

Maurus (liinth century), and reached a climax in the enormous ['ugh

mediaeval works by Vincenti us of Beauvais, Brunetto Latini, Bartholomaeus 

Anglicus, and so forth. Second, in the mediaeval commemanes on classical 

and late antique texts, especially on .~1arrianus Capella's Nuptiae, which had 

already been annotated by Insh scholars such as Johannes Scotus Erigena 

and was amhoritarivcly commented upon by Remigius of Auxerre (ninth 

century) Y Third, in spec1al treatises on mythology such as the so-called 

Myrhographi I and II, which are still rather early in date and are mainly 

based on Fulgemius and Servms. 12 The most important work of this kind, 

the so-called Mythograpbus Ill, has been rcmati,·cly identified with an Eng

lishman, the great scholastic Alexander "Seckharn (died 1 z 1 7);' 3 his trea

tise, an impressive survey of whatever information was available around 

!loo, deserves to be called the conclusive compendium of high mediaeval 

mythography, and was even used by Petrarch when he described the images 

of pagan gods in his poem Africa. 

11.Sec H.Li~bcschiitz, 1-"u/gemiu> Met~for~lir, Bibi.I<J4, 1'·'5 ~nd P·-H'S'· Li~beschi"~' book 
i~ the mo~t imponant contnlmtion to th~ h15tury of rny!hographical traditions during the 
Middle Ag~s; cf. also Bibi.IJS, cspcci~lly p Z5JSS. 

11. Bode, Bib/.38. P·"'· 
IJ.Bmi~, ibidc·m, p.15ZSS. A1 to th~ qunt10n of ~uthor;h1p, s~c H.Li~b~~hutz, Bih/.•94. p.161. 

and pa51iim. 
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Between the times of the ,\<tyrhographus Ill and Petrarch a further step 

in the moralization of classical divmitics had been rakcn.(The figures of 

ancient mythology were not only interpreted in a general moralistic way 

but were quite definitely relan:d to the Christian faith, so that, for instance 

Pyramus was imerpretcd as Christ, Thisbc as the human soul, and the lion as 

Evil defiling its garments; while Saturn served as an example both m a good 

and in a bad sense, for the behaviour of clergymen. Instances of this type of 

writings are the French Ovide Moralise,u John Ridcwall's Fulgentius 

llJetaforalis,15 Robert Holcorr's .-Horalitates, the Gesta Romrmorum and, 

above all, the .Horalized Ovid m Latin, written around 1340 by a French 

theologian called Petrus Berchorius or Pierre Bersuire who was personally 

acquainted with Petrarch.'" H1s work is preceded by a special chapter on the 

pagan gods, mainly based on the Mytho}{raphus /ll, but enriched by 

specifically Christian moralizations, and this introduction, with the morali

zations cut out for brevity's sake, attained great popularity under the name 

of Albricus, Libellus de lmaginibus Deomm. 17 

A fresh and highly important srarr was made by Boccaccio. In his Gene

alogia Deorum'B he not only gave a new survey of the material, greatly 

enlarged since about 1 zoo, but also tried consciously to revert to the genu

ine antique sources and carefully collate them with one another. His treatise 

marks the beginning of a cmical or scientific attitude towards classical 

antiquity, and may he called a forerunner of such truly scholarly Renais

sance trearises as the Historia Deorum Syntagmata by L.G.Gyraldus who, 

from his point of view, was fully enritled to look down upon his most popu

lar mediaeval predecessor as a 'proletarian and unreliable writer.'' 9 

14. Ed. by C. de Boer, Bib/4<1. 
15, Ed. H.Licbeschutz, Bibi.JS. 
16. 'Thumas \Valleys' (ur Valeys), Blbi.JS6. 
17. Cod. V~t. Reg. "II"• cd. H. Licbe•chuu~ Bibl.194, p.117"'· with the complete set of 

illmtntions. 
1~. 8ibi.J6; many other ed1tions and Italian translation. 
19. L.G.Gyraldus, Bibi.IIJ, \'0!..1, col.•sJ 'U1 ICnbit Alhricus, qui ~uctor mthi prolet~riu5 ut, 

ne& fidUI J~tiJ.' 
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It will be noticed rhat up to Boccaccin's Geuealor,ia Deorum the focal 

point of medoaeval mythogr<~phy was a region widely remote from direct 

Mediterranean tradition: Ireland, :'\ionhern France and England. This 

is also true of the Trojan Cycle, the most important cp1c theme trans

mitred by classical antiquity to posterity; irs first •tuthoritative mediaeval n:

daction, the Roman de Trme whicl1 was frequently abridged, summaril.ed 

and translated into the other vern;~cular languages, is due to Benoit de Stt:. 

!\lore, a native of Brittany. \Ve are in fact entitled to speak of a proto-human

istic movement; v1z., an acrivc mtcrcsr in classical theme~ regardless of 

dassJcal motifs, centred in the northern region of Europe, as opposed to the 

proto-Renaissance movement; v1z., an active interest in classical mnnfs re

gardless of classical themes, centred in Provence and Italy. It 1s a memor

able fact which we must hear in mind in order to understand the Renaissance 

movement proper, that Petrarch, when descnbing the gods of h1s Roman 

ancestors, had to consult a compendium wntten by an Englishman, and that 

the It:!lian !llummators who tllustrated Virgil's Aeneid in the fifteemh 

century had ro have recourse to the miniatures in manuscripts of the Roman 

de Troie and irs derivatives. For these, being a favourite reading matter of 

noble laymen, had been amply illustrated long before the Virgil text proper, 

read by schobrs and schoolboys; and had attracted the atrenriun of profes

sionalilluminarors.~0 

It is indeed easy to see that the artists who from the end of the devenrh 

cemury tried to translate into 1mages those pruro-hum.misric texts could nor 

but depict them in a manner utterly different from classical traditions. One 

of the earliest instances is among the most striking: a mmiature of about 

1 Ioo, probably executed in the school of Regemburg, depleting the cla~.:;ical 

divinities according to the descnptions in Rcnugms' Commentary on ;\.Jar-

>o.Hctwccn the 'Vergilius Runmms' uf the 6th cenrury ~nd rhe illusrratcd Virg1ls of the 
Quarrrm.:cnto only two illu•tr•ted manu;eriprs of the Aeneid arc known w the writer: 
Naples, B1b!iote~• Nazionale, cod. ohrn Vi~nna ;8 (brought tt> my an:emion by Dr. Kun 
\Veif7nl~nn, to whom [ am al>o mdcbtcd for pen1llS3Jon to reproduc·e une nnn1amre m 
fig.12; wrh century) and Cud. Vor. lat. 1761 (d. R.Fumcr, 8ibi,Q;; •otth century). The 
dlu>trationo lrl burh manuscnpt• arc um"u•lly cruJc_ 
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tianus Capella (fig.! 3).21 Apollo is seen riding in a peasant's cart and holding 

in his hand a kind of nose-gay with the busts of the Three Graces. Saturn 

looks like a Romanesque jamb-figure, rather than like the father of the 

Olympian gods, and the eagle of Jupiter is equipped with a tiny halo like the 

eagle of St. John the Ev.mge!ist or the don: of St. Gregory. 

Nevenhcless, the comrast between representational and textual tradi

tion alone, important though it 1s, cannot account for the strange dichoto

my of dassicaluwtifr and classical themes characteristic of high mediaeval 

art. For even when there had been a representational tradition in certain 

fields of classical imagery, this represcntacional tradition was deliberately 

rclinguished in favour of representations of an entirely non-class!cal charac

n:r, as soon as the M1ddle Ages had achieved a style entirely their own. 

Instances of this process are found, first, in classical images incidemally 

occurring in representations of Christi::m subjects, such as the pagan idols 

frequt:ntly found in scenes of martyrdom and the ltke, or the sun and the 

moon in the Crucifixion. 'Vhile Carolingian ivories still show the perfectly 

classical types of the Quadriga Solis and the Biga Luuae,~2 these classical 

types are replaced by non-classical ones m Romanesque and Gothic repre

sentations. The idols, too, gradually lost their classical appearance in the 

course of the centuries, although they tended to preserve it longer than 

other images because they were the symbols par excellence of paganism. 

Secondly, what is much more imporram, the)' appear in the illustrations of 

such texts as had already been illustrated m late antigue times, so that visual 

models were available to the Carolingian artists: the Comedies of Terence, 

the texts incorporated into l-Irabanus :vhurus' De Universo, Prudemius' 

Psychomachia, and scientific writings, particularly trearises on asrronot:ny, 

where myrhological images appear both among the comtcllations (such as 

Andromeda, Perseus, Cassiope::t), and as planets (Saturn, Jupiter, Mus, Sol. 

Venus, )\.fercury, Luna). 

11.Cln>. •·P7'• IlL in Hibi.IJ8, p.16o. 
'I, A Goldochll!idt, Blbf.IIJ, \ t>t-1, Pl .. ~ X, 110.4U, 11J. in /Jib/.1 j8, p.15J. 
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In all these cases we can observe that the r.:lassica! Images were faithfully 

though often clumsily copied in Carolingian manuscnpts and lingered on 

in their derivatives, but that they were abandoned and replaced by emircly 

different ones in the thirteenth ~nd fourteenth centuries at the lare~L 

In the ninth-century illustrations of an astronomical text, such mytho

logical figures as Perseus, Hercules or .'vlcrcury arc rendered in a perfectly 

classical fashion, and the same is true of the pagan diviniues appcanng in 

Hrabanus .\hurus' Encydopaedia.23 \Virh all their clumsiness, which is 

chiefly due to the incompetence of the poor clcvcmh-ccnrury copyist of 

the lost Carolingian manuscript, the figures 10 the Hrabanus illustrations are 

evidently not concocted from mere textual descnptions but are connected 

with antique prorotypes by a representational tudition (fi.J;S-40, 69). 

However, some centuries later these genuine images had fal!cn into 

obhvion and were replaced by others-partly newly invented, partly dt:rived 

from oriental sources-whiCh no modern spectator would ever recognize 

as classical divmities. Venus IS shown as a fashionable young lady playing 

the lute or smelling a rose, jupiter as a judge with his gloves in his hand, and 

Mercury as an old scholar or even as :1 bishop (jig.14) .~• It was not before the 

Renaissance proper that Jupiter reassumed the appearance of the classical 

Zeus, and that ,\llercury reacquired the youthful beauty of the classical 

Hennes.~~ 

All this shows that the sep:lrarion of classical themes from classicalmotifJ 

rook place, not only for want of a representational tradition, but even m 

spite of a representational tradition. \Vherever a classical image, that is, 

a fusion of a classical theme With a cfassical mutif, had been copied during 

the Carolingian period of feverish assnnilation, this class1cal image was 

abandoned as soon as mediaeval civilization had reached its climax, and 

'.l· Cf. A.M.Arnelli, Bib/.7. 
24. Clm. tot611, (14th Cent.), ill. in R;b/.zjS, p.251. anJ the whulc group uf other illustrotium 

based on th~ text by Michael Scorus. Fur the uri~ntal sources nf these n~w rypes sec 
ibidr??n, P·'N "'·and F.Sul, B1bl.:¢, p.!j 1 ss. 

15. Fur rile int~resting preludes of this reinstarcn1cnr lr~sunopnon of Carolingian ond ~rch;uc 
Greek models) see Bibi.!J8, P·'47 and %)8. ,, 
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was not remstated until the lt:~.li:m Qu:~.nrocemo. It was the privilege of 

the Renais;,ance proper to re1megrate classical themes with classical motifs 

after what might be called a zero hour. 

For the mediaeval mind, class1cal antiquity was too far removed and at the 

same time too strongly present to be conceived as :m historical phenomenon. 

On the one hand an unbroken continuity of tradition was felt in so far as, 

for example, the German Emperor WJS cons1dcred the direct successor of 

Caesar md Augusrus, while the lingmst~ looked upon Cicero :~.nd Donatus 

a~ their forefathers, and the marhematic1ans traced their ancestry back to 

Euclid. On the other hand, it was felt that an insunnountable gap existed 

between a pagan civilizanon and a Chnstian one.2
H These two tendencJes 

could not as yet be balanced so as to permit a feeling of historical distance. 

In many nunds the classical world as.-;umed a d!~tam, fa1ry-rale character 

like the contemporary pagan Fast, so that Villard de Honnccourt could call 

a Roman tomb 'Ia sepouture d'un JllTrazin,' while Alexander the Great and 

Virgil carne to he thought of as orienral magicians. For others, the classJcal 

world was the ultimate source of highly appreciated knowledge and time

honoured institutions. Bur no mediaeval man could see the c1vilization of 

antiquity a~ a phenomenon complete in Jtself, yet bdongmg to the past and 

historically detached from the contemporary world,-as :1 cultural cosmos 

to be mve5tigated and, 1f possible, to be reintegrated, imtead of bcmg a world 

of livmg wonders or a mine of information. The scholastic philosophers 

could usc the ideas of Aristotle and merge them with their own system, and 

the mediaeval poets could borrow freely from the c\ass1cal aurhors, bur no 

mediaeval mind could think of classJcal philology. The artists could employ, 

as \Ve have seen, the motifs of classical reliefs and classical statues, but no 

mediaeval mind could think of classical archaeology. Just as it was unpossi-

>6. A •imi!ar dual<~no is <.:ha(a~•~r"•ic of rh~ mediaeval attitude toward~ th~ ~en mb lege: 
on rhc one hand rhe Synagogue was repre!>enrcd "' blind and ~o;.•uci~•cd wi1h l"•ght. 
Death, rhe dc,·il and 1mpurc an1mals; and on rhc other hand rhe Jewosh prophet• were 
C<Jil5idcred as impircd by rhe H"lY Ghosr. and th• pusonagcs of the Old Testament were 
'Tncrated o; the ancc~tur~ uf Christ. 
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ble for the Middle Ages to elaborate the modern system of perspective, 

which is based on the realization of a fixed distance between the eye and the 

object and thus enables the artist w build up comprehensive and consistent 

images of visible things; just as impossible was it for them to evolve the 

modern idea of hiswry, which is based on the rea!izJtion of an intellectual 

distance between the present and the past, and thus enables the scholar to 

build up comprehensive and consistent concepts of bygone periods. 

\Ve can eas1ly see that a pt:riod unable and unwilling to realize that classical 

motifs and classical themes srmcturally bt:longcd together, actually avoided 

preserving the unwn of these two. Once the Middle Ages had established 

their own standards of civilization and found their own methods of artistic 

expression, it became impossible to enjoy or even to understand any phe

nomenon which had no common denominator with the phenomena of the 

contemporary world. The high-mediaeval beholder could appreciate a 

beautiful classical figure when presented to lum as a Virgin Mary, and he 

could appreciate a Thisbe depicted as a girl of the thirteenth cenrury sining 

by a Gothic tombstone. But a classical Thisbe sining by a classical mausoleum 

would have been an archaeological reconstruction entirely beyond his 

possibilities of approach. In the thirreenrh century even classical script was 

felt as something utterly 'foreign:' the explanarory inscriptions in the 

Carolingian cod. Leydensis Voss. la.t. 79• written in a beautiful Ca.pitalis 

Rustica were copied, for the benefit of less erudite readers, in angular High 

Gothic script. 

However, this failure to realize the inrnnslc 'oneness' of classical themes 

and classical motifs can be explained, not only by a lack of historical feeling, 

but also by the emotional disparity between the Christian Middle Ages and 

pagan Antiquity. \Vhere Hellenic pagamsm-at least as reflected in classical 

an-considered man as an integral unity of body and soul, the Jewish

Christian conception of man was based on the idea of the 'clod of earth' 

forcibly, or even miraculously, united With an mmJOnal soul. From this 

,, 
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point of view, the admirable artistic formulae which in Greek and Roman 

an had expressed organic beauty and animal passions, seemed admissible 

only when invested with a more-than-organic and more-than-natural mean

ing; that is, when made subservient to Biblical or theological themes. In 

secular scenes, on the contrary, these formulae had to be replaced by 
others, conforming to the mediaeval atmosphere of courtly manners and 

conventionalized sentiments, so that heathen divinities and heroes mad with 

love or cruelty appeared as fashionable princes and damsels whose looks and 

behaviour were in harmony with the canons of mediaeval social life. 

In a miniature from a fourteenth-century Ovide moralisi, the Rape of 

Europa is enacted by figures which certainly express little passionate agita

tion (fig.l 5) .n Europa, clad in late mediaeval costume, sits on her inoffen

sive little bull like a young lady taking a morning ride, and her companions, 

similarly attired, form a quiet little group of spectators. Of course, they are 

meant to be anguished and to cry out, but they don't, or at least they don't 

convince us that they do, because the illuminator was neither able nor 

inclined to visualize animal passions. 

A drawing by DUrer, copied from an Italian prototype probably during 

his first stay in Venice, emphasizes the emotional vitality which was absent 

in the mediaeval representation (fig.16). The literary source of DUrer's 

Rape of Europa is no longer a prosy text where the bnll was compared to 

Christ, and Europa to the human soul, but the pagan verses of Ovid himself 

as revived in two delightful stanzas by Angelo Poliztano: 'You can admire 

Jupiter transformed into a beautiful bull by the power of love. He dashes 

away with his sweet, terrified load, her beautiful golden hair fluttering in 

the wind which blows back her gown. With one hand she grasps the horn of 

the bull, while the other clings to his back. She draws up her feet as if she 

were afra1d of the sea, and rims crouching down with pain and fear, she cries 

for he!p in vain. For her sweet companions remain on the flowery shore, 

'7· Lyons, B1bl. de Ia Ville, ms. 74•. illusrn<cd in Bibl.>j8, P·'H· 
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each of them crying ''Europa, come back." The whole seashore re.sounds 

with "Europa, come back," ;md the bul! looks round and kisses her feet.'~~ 

DUrer's drawing actually gives life w th1s sensual description. The crouch

ing position of Europa, her flurtering hair, her clothes blown back by the 

wind and thus revealing her graceful body, the gestures of her hands, the 

furtive movement of the bull's head, the seashore scattered with the lament

ing cumpamons: all this is faithfully and vividly depicted; and, even more, 

the beach itself rustles with the life of aquaticz moustricz~li, w speak m the 

terms of another Quattrocento writer, while satyrs hail the abductor. 

Th1s comparison illmtrates the fact that du: remrcgranon of classical 

themes with classical motifs which seems ro be char;tcrenstic of the Italian 

Renaissance as opposed to the numerous spora-iic revtvals of classical ten

dencies dunng the ,r\·liddle Ages, is nor only a humanistic but also a human 

occurrence. It is a most important element of what Burckhardt and .r\Iichelet 

called 'the discovery both of the world and of man.' 

On the other hand, it is self-evident that tillS reintegration could not be a 

simple reversion to the classical past. The intervening period had changed 

the minds of men, so that they could n()[ turn mro pagans again; and 1t had 

changed their tastes and productive tendencies, so that their an could not 

>B. F.L•pp•narm. Bibl.t¢. nr.456, also ill. in Bibl.lJB. P·'75· Angelo Pnli~i~llu'5 ~ranus (Gioi/r~ 
r. w.s.ro6) read a> !olluw>: 

JO 

'Nell'~ltra ;., tm fonnow e bi~nco ta11w 
Si vede G,.·we p~r ~uwr cum;erro 
Poname il dolce mo ricco teu:rtro, 
f: lei "t•olgere il ~·rro ~1 lrto perso 
/11 ~tto pa~·emow: ,. i be' crin d'~ttm 
Schn-zon 11el petto per lo t·emr, a~"':erro; 
La ve<te ondeggi~ e in drieto f~ ritonw: 
L'w1a "'~" tien a/ dorso, e /"altra ~1 corm>. 

l.e ignude pzame are rirtreu,• acco~ile 
Qu~si temendo zl mar cl.•e lei rw11 />3!{!/C: 
T~le ~ueggi~t~ di p~ura e doglie 
Far cbiarmw c·.m h we Jolc1 crmrp,,gl!e, 
Le q11al rim.ne Ira fiorettt ~ fo~li~ 

Dal~mi 'Europ~· da<cl!eJtmll pMr,>Je 
"Europ~", srma if lito, "Europa, riedi"
J::'ltor 11013, e t~lor gli baci3 i p1edi." 
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simply renew the art of the Greeks and Romans. They had to strive for a 

new form of expression, sry!isrically and IConographically different from the 

classical, <lS well as from the mediaeval, yet related and indebted to both. To 

illustrate this process of creative mrcrpcncmnion will be the aim of the 

followmg chapters. 
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II. THE FARLY HISTORY OF MA:\1 l:\1 
TWO CYCLES OF PAINT!l\GS 

BY PIERO DI COS!MO 

IERO Dl COSI.~10 (q61-Ip1) was not a 'great' master, but 

a most charming and interesting one. Except for a tnp to Rome 

where he participated in the decoration of the S1stine Ch;~.pd 

under his ma~tcr Cosimu Ro~selli, he seems to have spent his whole 

life in Florence, and, setting aside the inAuence of Signorelli 

which is discernible in his earhcr ·works, his style is rooted in the Florentine 

tradition. 

Yet he stands very much :!lone within the Florentine school of painting. 

The most imaginative of inventors, he was as an observer a stupendous 

re:J!ist. \Vhilc his boldly entangled groups of nudes anticipate the tendencies 

of !.ncr .l'vlanncrists and m<1de a lasnng 1mprcssmn c\·cn on .~1ichelangelo, h.is 

'empathic' Interest m what m.ty be called the 'souls' of plants ;md animals, 

and fllS delicate sense of lummary and atmospheric values, lend a definitely 

Northern flavour to his pictures. l'nlikc mosr other Florentine painters of 

his period-particularly Bonice!li who may be considered his antipode-he 

was essentially a painter, not a designer. He felt the tangible epidermis of 

things, rather than the1r abstract form, and based lm art on colouristic 

'valeurs,' rather than on linear patterns. Light profiles set out against a back

ground of dark, gr:J.}' douds; fantastic trees re:J.ching far ;md high into the 

sky; the dim twilight of impenetrable forcm; the bluish haze above tepid 

W:J.ters; and the strong sunlight suffusing open landsc:J.pes: these were the 

phenomen<J that fascmated him. To c.1pmre them, he developed an amaz

ingly flexible techmque, sometimes as delicately luminous as that of his 

FlcmL'ih and V cnetian comemporanes, sometimes <J.s broad, succulent and 

somewhat rough as that of seventeenth-century Baroque painters or even 

mnetcenth-cenrury impressionists. 

Jl 
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All this, however, would not accoum for the strange lure emanating from 

Picro's pictures, if their conrem were nor as unusual as their style. It is this 

content which will be discussed m this chapter. 

One of Picro's earliest pictures, acqmred in '9P by the \Vadsworth 

Athenaeum ar Hartford, Connecticut, IS generally supposed ro represent 

the myrh of Hylas and the nymphs (fig.• 7) .1 To this interpretation there 

are several objections. According to the mythographical sources,2 Hylas 

was the handsome favourite of Ilcrcules, whom he accompamed on the 

Argonautic expedition. In Mysia in the Propontis, Ilcrcuks, Hylas, and, 

according to some writers, Telamon, left the ship together and ventured 

into the woods, allegedly because Hercules, owing to his enormous strength, 

had broken his oar and wanted a tree for a new one. Here they separated, 

because I lylas had to fetch water for the evening meal. But when he had 

come to the river Ascanius (or Cius), d1e naiads fell in love with his beauty 

and dragged him down to share their crystalline dwelling. He was never 

seen again, and Hercules strayed through the woods calling for him in vam 

(from which originated a local rite implying a solemnly p:nhetic invocation 

of the lost youth, 'ut litus "Hyla, Hyla" omne sonaret').3 

In an artistic interpretation of this subject, then, we should expect to find 

the following features, which are indeed characteristic of all the known 

representation1. of the Hylas myth:' first of all, the presence of a vase or 

other vessel, which would indicate the purpo1.e of Hybs' errand; secondly, 

the predominance of water in the scenery; thirdly, an amorous aggressive

ness on the part of the naiads; and fourthly, a struggling reluctance on the 

part of Hylas. 

None of these features is present in the Hartford picture. No pitcher or 

r. Cf. A.E.Austin, Jr., Bzb/.16. Also, see R. v~n M:ulc, Bibi.>O<J, voL.xnt, P·J¢, filPJ7; and 
L.Venturi, B•b/·375· PL.C:CX\"11, both wnh funher references. 

1. Cf. Roscher, Bibl.l<fO, s.v. Hy/~1. Cf. also L.G.Gyraldus, Hcrculu, B1bl.127, l"nL.I, coJ.ng. 
3· Virgil, Ec/.vz-44. Hence the (ireek phrase ~b> '"n"' "P""Y"-l:«> meaning 'to exert o11.eself 

in v•in' or 'to try !he impossibl~.' 
4.Cf. Roscher, Bibl.lO<J, s.v. 'Hylas.' See ~!so Bibi.ljl, PL.H4. 
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vase is depicted. The scene is laid in a flowery meadow. The stretch of water 

appearing in the left background is merely a 'landscape-motif' quite unre

lated to the main incident. The s.ix maidens show no amorous excitement 

whatever. They seem w have been suddenly interrupted in the peaceful 

occup;~.tions of gathering flowers and walking with their little dog; so sudden 

is the mtcrruption that the two on the right hwe dropped the flowers they 

were carrying in rhc1r billowing draperies. Of these six maidens, the one 

on the left halts her step with <l gesture of surprise, the one on the right looks 

rather amused in spite of the loss of her flowers, her ne1ghbour points at the 

boy with an expression of supercilious pity. Fma!ly, the central figure with 

motherly protecnvene~s helps the yumh to his feet, wherea1., were he Hylas, 

she should be dragging him down. 

Here we have, unquestionably, a scene of surpnse, kindliness, and hospi

tality, and nut one of tragic passion. The boy, who looks like anything but 

the favourite of a hero and was very appropriately termed 'a bow-legged 

youth,') displays a curiously limp and twisted posture. He ha1. obv!Ously 

met with an accident une\:pected enough ro cause some alam1, but not 

scnous enough to prevent a certain hilarity. There is only one event in 

classKal mythology which is consistent with thi~ representation: the first 

misfortune of a god whose very lucklcssness, combined with the rare gifts 

of humorous good nature and inventiveness, made him the most laughable 

and, at the same time, the most lovable figure of the pagan Pantheon; this 

is the Fa!!, or rather the Finding, of Vulcan. 

The class! cal writers arc unanimous in stanng that Vulcan, or I Iephai~itoS, 

was 'thrown down from ,\1ount Olympus,' and was not readmitted to the 

Palace of the Gods before a considerable lapse of time. The tradition varies in 

certain details; according to some, he was ejected as a child, according to 

others as a man, still other sources give no definite age. According to some 

writers, his fall caused his proverbial limp; according to others this limp 

caused his fall, m so far as Ius p.trents were disgusted with the constitunonal 

5· A.E.Austin. l11bl.16. p.6 
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stiffness of one of his knees and decided to get rid of him by simply droppmg 

him from Mount Olympus. It is variously rold that he found a temporary 

refuge in the ocean or on the island of Lemnos." Yet the Middle Ages and 

the Renaissance generally agreed in accepting a uniform verswn, according 

to which Vulcan was 'precipitated' from Mount Olympus at a tender age 

because his mother disliked his deformity, and alighted on the island of 

Lemnos, where he was hospitably received and carefully brought up by the 

inhabitants.1 

This myth is the real subject of Piero di Cosima's picture. Young Vulcan, 

characterized by the obvious stiffness of his left knee, has landed right on 

the meadow where the six maidens had been gathering flowers. Being an 

immortal, he is unhurt, but slightly daz.ed and unable to get to his feet. The 

combined effect of his unexpected apparition, his awkward physique, his 

dumbfounded expression, and his helpless condition accounts for the various 

psychological reactions of the maidens: speechless surprise, mild compassion, 

faint amusement, and, in the main figure, the awakening of motherly m

Stincts, 

There is only one thing which docs not seem to agree with the Vulcan 

~;tory. \Vhy is it that the 'inhabitants of Lemnos' are not shown as a group 

of islanders of both sexes, but are represented exclusively by young girls of 

nymph-like appearance,-so nymph-like that the Hylas interpretation has 

remained unchallenged in spire of the fact that Piero's alleged rendering of 

the Hylas story stmck many observers as 'somewhat strange)'~ 

It is not necessary to have recourse to 'arti1.tic licence,' or to the 'painter's 

lack of classical education;' the nymphs can be accounted for by purely 

philological methods if we Mop to consider the devious paths of post-dassi

cal mythography, as outlined in the first chapter. 

6. Cf. Roscher, Bibl.z90, s.v. 'Hephaistos;' Gyraldus, Bibl.u7, VOL.!, col.4q; also H.Frcuden
thal, Bib/.99. 

7· Cf. rhe passages quO[ed below. 
S.A.E.Austin, Bib/.16, P·5· Even PSchubring, Bibi.J09, P-4''· expresses no doubt, although 

he I"f'mllrh thn the maidens seemed to be lond-nymphs, nor naiads, and realizes th.at 
the centr~l figure helps the boy to get to his feet. 
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VVhar the early Renaissance knew :Jbout classical mythology was, we 

remember, frequently drawn from posr-classical sources. Now, almost 

everything which these post-cbssical sources had to say about the youthful 

cxpcncnccs of Vulcan is based on Scn·ius' Commentary on Virgzl. llere we 

em:ounrcr the following lines: 'qui [viz., Vukanus] cum deformis enet et 

Juno ei minime arrisuset, ab Jove praecipitatus est i11 inmlmn Lemmon. 

lllic nutritus ab Simiis;'u that is, in English: 'He was precipitated by Jupiter 

onto the ishmd of Lemnos because he was 1l!shapcn and Juno had nor smiled 

at him. There he was brought up by the Simii.' These 'Sintii' (the ~iY;;o: or 

~(v-:-~o:c; &v0?E;, as they are called by Homcr),10 do not appear many other 

connection in Larin literature, and were thus bound to pu7.zle the mediaeval 

scribes, readers, and interpreters. Small wonder that the manuscript or 

pnnted copies of the Servius Commentary, as well as the mediaeval treatises 

based on it, show a great variety of readings, some of which make no sense, 

while others attempt to make the passage more understandable. One of 

these interpretative readings is: 'lllic '!11/tritur absintiis'll (or 'ahsimhio')/ 2 

which would mean: 'There he was brought up on wormwood.' Another Js, 

'/!lie nutritus ah simiis,' 13 which means: 'There he was brought up by apes.' 

A third, fina!!y, IS '//lie 1mtritus ab uimphis,'" which means: 'There he was 

brought up by the nymphs.' 

If Piero di Cosimo wished to illu~trate this incident in Vulcan'~ life, he 

had three chmccs at his disposal: he could show the god indulging in an 

extraordinary form of vegetarian diet; or he could submit him to the educa

tional efforts of apes; or he could make hun the object of the motherly at

tentions of nymphs. No one Can blame him for having chosen the third 

alternative. 
9- Scn·ius, Co1mn. in Vcrg. Eclog., '"· 6>. 

10. Homer, fh~s. I, 594· 
''· Scrvius, Cvnm1, inVer£., Bihl._ll4, fol.7. col.>. 
''· .'\!ythographus II, an:ording 10 the \'atKan manuscrJpt adJuc~d by BoJe, Bibi.JR, VoL. !I, 

1'·44· 
'3· Mythographus 1, according to dw Vatican and \\'o\fenbuttd m•nusnipts adduced by 

BoJe, ibidem; Ser,·ius, Crmm1. in Vag., Hibi.JIS, fol.r8v. 
'4· Scrvius, Comm. in V cTg., Wolfenbunel, cod.po. Aug.~• 5. adduceJ by Bode, ibidn.r. 
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The rcad1ng ab simiis was, however, accepted by Boccaccio, '~ and this, 

by the way, accounts for the unexpected presence of apes in the Vulcan 

fresco in the Palazzo Schifanoia :Jt Ferrara. >ij But Boccaccw was too con

scientious and imagin:Jtivc an author nor to arrcmpt an explanation of th1s 

extraordinary feature. Apes, he argues, arc comp;~mble to humans in that they 

imitate the behaviour of man just as man imictcs the procedures of nature. 

N"ow how docs man Imitate nature? He does it by practising the ans and 

crafts, for, according to the Aristotelian definition, ":liXYlJ means 'acting as 

nature acts.' But to practise the ans and crafts man needs fire, and Vulcan is 

the personification of fire. Consequently, with Boccaccio the tale that Vul

can was found and brought up by apes is an allegorical expression of the 

fact that men could not usc their innate gifts for art and industry before they 

had discovered fire and had learned to keep it alive. 'Et quonitrm homines 

trrte et ingenio suo in multis naturtmt imitari conantur, et circa actus tales 

plurinw:m opportunus est ignis, fictum est simias, id est homines, nutrirse 

Vulca1lU1n, id est ignem fovisre;' that is, 'And smce man, by his art ;~nd 

genius, endeavours to emulate nature in many ways, and since fire is the most 

useful thing in such enterprises, it was imagmcd th:Jt apes, viz., men, brought 

up Vulcan, that is: nurtured fire.' 

After this, Boccaccio praises the rnamfold powers of fire, 11 points out that 

Vulcan had to be considered, not only as the 'smith of Jupiter' and the 'com

poser of aU sorts of artificial things,' but also as the very founder of human 

civili7..ation, inasmuch as the 'bringing up of Vulcan,' that is, the purposeful 

keeping alive of fire, had led to the formation of the first social units, to the 

invention of speech, and to the erection of buildings. To confirm this Boc-

15. Bocc:~.ccio, Gene~loguz D,·on<m, xu, 70. 
16. Cf. 1\.\Varburg, Bib/.)87, mu<, p.641, where glso d1c 'empty stools' ~ppearmg m the 

Cybde fr~St:o are expbined L!l • stmilar way: 'Sedcs fingantur,' inttead of, 'Sedrns fingamr ,' 
that is, 'Seats should be depicted,' instead of, 'She should be depicted seated.' 

>?.Bocc·accio olso quotes a fine cnthusiatt1C passage from lsidoros of Seville: 'Nihil rnim 
paene quod non igne cfficinur ... igne ferrum gignimr et dumarur, igne ~urum perficirur, 
igne cremno /aptde cement3 N p<1r~Nes lig3ntur ... <!Tict~ <t>h•.r, wluta resrringit, dura 
mol/it, mollia dura reddit.' ,, 
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caccio quotes in extenso some chapters from Vitruvius wh1ch read as fol

lows: 'In the olden days men were born like wild beasts in woods and caves 

and grove1., and kept alive by e;trmg raw food. Somewhere, meanwhile, the 

close-grown trees, tos..<>cd by stomts and winds, and rubbing their branches 

together, caught fire. Terrified by the ~tunes, those who were neJr the spot 

fled. \\'hen the stonn subsided, they drew near, and, since they noticed how 

pleasant to their bodies was the wam1th of the fire, they laid on wood; and 

rhus kecpmg ir alive, they brought up some of their fellows, .md, indicating 

the fire with gcsrures, they showed them the me which they might m.tke of 

iL \\'hen m this meeting of men sounds were breathed forth with differing 

intensity, they made custonury by dally use these chance sylbbles. Then, 

givmg names to things more frequently used, they began to spe:Jk because 

of this fortuitous event, ;md so they held conversation among themselves. 

Since, therefore, from the discovery of fire a bcgmnmg of human associa

tion was made, and of umon and intercourse; and since many now came to

gether m one place, being endowed by nature with a gift beyond that of the 

other animals, so that they walked, not looking down, but erect, :md saw the 

magnificence of the umverse and the stars, and, moreover, did e:1sily with 

their fingers whatever they wished, some m that society beg:m to m;Jke roofs 

of leaves, others to dig our caves under the hills; some, imitating the nests 

and comtructions of the swallows, made places, into which they might go, 

out of mud and tw1gs. Finding, then, mher shelters and Inventing new things 

by their power of thought, they built in tune better dwellings.'" 

By inserrmg this long pa~sage from Virruvms mtn his Genealogia Deorum, 

Boccaccio has lent <luthonry to a doctnne which was nor only un-Christian, 

bm positively anti-religious; he feels himself unpelled to add, in a facetiously 

apologetic way, that rhe emment Roman writer was ob\·iously ignoram of 

1R, Vt(fll\'tus, De Architutura Libri dtc<'>n, 11. 1. I follow th.e trooslation gi,·en in A.O.I.ove
joy and G.Bnas, Bibi.lfH, P·J75· Th.e Latin text reprinted 1bidem. Rnccaccio's lung ~nd cor
rect qum~tion is evidcnn· of th.e f~ct rhu Vitruvius' manusnipts "ere available long before 
Poggio Bracciolini's n<J[Orious 'discov,·ry' of 1414 (d. alsn J.v.Sch.los..,r, Bibl.J"S· p.11Q) 

It LS ~~~ th.e '"""' instructive th.at it took th.c 'Renaissance sp1Iit' to 'reahze' on th.is 
inh.critonce. 
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the Bible, from which he would have learned that quite another inventor of 

speech, namely, Adam, had given names to all rhings/9 and that Cain had 

built, nor only houses, bur a whole city.~0 \\-'hat the 'eminent Roman writer' 

taught was nothing but that peculiar brand of Epicurean Evolutionism which 

had found irs conclusive expression in the fifth book of Lucretius' Ve Rerum 

Natura/ 1 and which conceived of humanity, not in terms of divine creation 

and supervision, but in terms of spontaneous development and progress. 

There had been from the very beginning of classical speculation two con

trasting opinions about the primeval life of man: The 'soft' or positivistic 

primitivism as fonnulared by llesiod depicted the pnmitive form of exist

ence as a 'golden age,' in comparison with which the subsequent phases were 

nothing but successive stages of one prolonged Fall from Grace; whereas the 

'hard,' or negativistic, primitivism imagined the primitive form of existence 

as a truly bestial state, from which mankind had fortunately escaped through 

technical and intellectual progress.22 

Both these conceptions were reached by a menral abstraction from civi

lized life. Bm while 'soft' primitivism imagines a civilized life cleansed of 

everything abhorrent and problematic, 'hard' primitivism imagines a civi

lized life deprived of all comforts and cultural achievements. 'Soft' primi-

'9· GfiUliJ, n, '9· 
10. Genesis, IV, '7· 
11. Bib/.w1, p.lll. 
n, For the expressions 'soft' ~nd 'h.rd' primiovism, as well as for the problem of primiti•·istic 

ideas in gencr~l. I must refer my re~dcrs to Lovejoy a11d !l.oas, Bib/.101. lt is, of wurse, 
true that, particularly in lat~r classical writing. the two contra~ti11g lines of thought 
freque11tly mter...,cted 011e onother. Ovid, who, at th{' begin11ing of the Mftl11>!orpbous, 
rc,·cls in the beautiful dream of a HC!o!Odian 'Aurea Arras' (r, 89), describes the life nf the 
'pre-lunar' Arcadia11s--kr alnnc his ow11 situation in a less civilized environment--with a 
definit~ lack of enthusiasnt (flan., 11, 289; cf. al>O An Amat~ n, 467, quoted in Bib/:101, 
P·l7Jl. To Juv~rul, as tn many others, primitive life n1cant hardshtps a11d coarseness, but 
also moral superiority (Sat., \'1, '• qunted in Bibl.1o1, p.71l; even Lucretius, much as 
he admired the spontaneous rise of htll\1011'1}', wos nor blind to the monl dangers implied 
by thiS progress. \Vith him the general evohmon assumed the shape of an undulating line: 
(1) primeval be>tiality; (1) nse nf a human CIVIlnannn, with technical achievements, 
speech, a11d >Ocial life (subdivided into an earher bronze age and a later iro11 age); 
(j) decli11e of social and moral standards and general anarchy; (4) new rise towards an 
era of lawfulness. 
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rivi~m idealizes the initial condition of the world, and is therefore in harmony 

with a religious interpretation of human life and destiny, particularly with 

the various doctrines of Original Sin. 'Hard' primitivism, on rhe other hand, 

sought to be realistic in its recomtruction of the initial state of the world, 

and therefore fitted nicely into the scheme of a rationalistic, or even ma

terialistic, philosophy. This philosophy imagines the rise of humanity as an 

entirely natural process, exclusively due to the innate gifts of the human 

race, whose civilization began with the discovery of fire, all ensuing deve

lopments being accounted for in a perfectly logical way. First in the sequence 

of imagined events was a spontaneous forest fire either caused by the friction 

of wind-tossed trees, as is the opinion of Vitruvius and Pliny,n or by light

ning, as was assumed by Diodorus Siculus,24 or by both, as was supposed by 

Lucretius.2~ Then the courageous approach of one man or a group while 

others fled; the feeling of comfort caused by the warmth; the decision to 

bnng the fire out of the burning woods and ro keep it alive and under con

trol; the gathering of others which necessitated a means of mutual under

standing ~1nd thus led ro the invention uf speech, fimlly. as an ulrim:l.te re

sult, the erection of permanent dwellings, the establishment of family life, 

the domestication of animals, the development of the arts and crafts (where 

again the observation of natural melting processes suggested the artificial 

ones),'" and the Institution of social order 10 generaL This is the schqne of 

things as it was reconstructed by the classical representatives of a philosophy 

lJ.Plir1r, Nat. Hirt, "· ''' (ro7),' The Vrtruvius -Cummem:lfor Qson Cesari•r1o (Hib/.379• 
foh.nl) tells of a forest fire in the vicir1ity of Milan which wa~ caused, in till<>, 'pe~ 
si•mle cofi{r~cmio11r dr vent/ come narr<~ Vttmmo.' Osor12no's commentary on the passage 
m qucmon (fol.ux 55.) is almmt a fun·runncr of Lovejoy and BooS Documemary History 
of l'mlliti'virm _ he adduces, amor1g mar1y othcn, Hesiod, Virgil (Ani., vm), Ovid (Mettvll., 
1), Juvenol (Sat., v!), Diodnrus Siculus, ar1J ever1 Stat!us' verses on rhe prclnnar Arc~d1ans 
(J'hebair, !V, '75· qm>1crl in Bibbo!, p.J8o) 

li. Dmdorus SJculus, Riblrotheca, 1, IJ, quoled P·4l• N. JO. 
'S· Lnncuu<, /)e Rer. Nat.,;·, '"9' 'Fulmen dew/it m terram mortal ibm ignem 

Er r<~fiWJa ramen cum ·~emir puha "•'<~ci/lam 
A~IIU<~t in TQ1ll0$ i11cumbens arbor!f <~rbor, 
E:rprmmur 't;alidu c:rtrirur l'inbm tgnis . 
Qtwrum wrumque dt•dtsre pur~rr morra/ibur ignem' 

:6.Lucr£tius, De Rer. Nat., v, "i'· 
4' 
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of enlightenment, and later was translared into images by the artists of the 

Renaissance who illustrated either the Vitruvius text or the modern treatises 

on architecture based on Vitruvius' teachings (jigs.19~13) .21 

Originally, however, even this wholly materialistic theory had been based 

on a religious, or at least mythical, conception. Boccaccio was fundamentally 

right in inserting Vitruvius' Epicurean screed into his chapter on Vulcan. 

although the Roman author does not mention him or any other mythical 

character. For long before the cultural imponance of fire had been enlarged 

upon by evolutionistic philosophers, the God of Fire had been praised as the 

Teacher of Mankind in mythical poetry: 'Sing of Hephaistos, famed for his 

skill, dear-voiced Muse,' says the Homeric Hymn; 'of him who with bright

eyed Athene taught glorious crafts to men on earth, who aforetime lived in 

caves like wild beasts.' 28 In Athens Hephaistos and Athene shared a temple, 

the so-called Theseion, as well as the honours of the great Chalkeia-F east, and 

were considered as the common founders of Hellenic civilization, as the 

patrons of all good arrisans, and as the exponems of what Plato calls 

cplAoao<p!a and <ptAo't"exvta:?v And much as Vitruvius owes to Lucretius, he 

is no less indebted to a Euhemerisric source which explicitly mentions the 

name of Hephaistos in connection with the Forest Fire theory: 'When in 

the mountains a tree was struck by lightning and the nearby woods caught 

:7. In th~ first i!lusuat~d edition nf Vitruvms, Bib/.;78, the 'discovery of fire' is illustrued, 
not wo convincingly, on fo/.q, reprnd. in Prince d'E:,.]ing, Bibi.B6, 11. P:l.nie, voL.m, t, 

P·"4· In the Cumo edition, 8ibl.J79, fnl..~<ui, v, we find a much larger and richer 
interpretation of th•s subject lour fig.l9) which scn·ed as a model for th~ translations 
Bibi.J8o, foL•s. and Bibi.J8>, fol.lxi (our fig.w), where the COillpoliition in the Como 
edition has been impro•·erl upon by borrowing,; from Raphael's judgment of Paris (Mar
cantonio R~1mondi, engraving B.145) and DUrer's Flight into Egypt, woodcut B.!J9J. A 
usdul bibliography of Vitruvius editions and Italian treames on arch•t~crur~ is found 
in G.Lukomsk1, Bibl.loJ, p.66ss. 

>8. Bibbo,, p.199: 
""Hl""ta-to' o:)..u~6"-~~'" cl:daoo, MoUo" ).[!"'"• 
"0, "-"~· "A&I')""'I~o; rA""...:,,.,ao~ ~rAd IH" 
'A vii~"'""' i!l~~n i-.:1 x.eo.~o; ol '<~ dpoanp 
•• A""po•~ ""'"~'*""""' iv oUpoa<>, Y)Un 6ijpoo;. 

:9.Cf. RDKhH, Bibi.Igo, s.v. 'Hephaistos,' V. The Plato passage nferr~d to is found in 
KritU.s, 1o'}C (cf. also Lege>, XJ, 1zoD; PrMagoras, J>ID, and KrirU.s, 11:8). The icono
graphy of the Thcscion sculprur~s hu been imerprered accordingly in a lecture by 
Mr.E.C.Olscn. 

4' 
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fire, 1-Iephaisros [here conceived as a legendary king of Egypt] enjoyed ex

tremely the warmth in winrertime, and, when the fire wem low, he laid on 

wood. And when he had thus kept the fire going, he convoked the other 

people to its pleasantness.'·'0 

Boccaccio's 'Vitruvian' interpretation of Vulcan throws light on the 

iconography of a less known, but highly mteresring, picture by Piero di 

Cosimo which was formerly m the collection of Lord Lothian in Dalkeith, 

Scotland, and has recently been acquired by the National Gallery of Canada, 

Onawa (fig.J8).3
' 

In style and general character this pa1ming is evidently very dose to the 

'Hylas' picture. Bmh pictures are painted on coarse canvas-'tele' or 'panni,' 

to quote the cxpress10ns u~ed in inventories of the period,~and the!r dimen

sions are almost idenncal. The Hartford picture is 6o x 66.5 inches within 

the frame, 6 r .z5 x 68.5 inches acn,~<; the hack; the Onawa p!cture, 6r ·5 x 65 ·5 

inches across the hack, with a small smp of painted ~urface sacrificed on 

either side when the canvas was put on the stretcher. 

The inference is that the two paintings belong togerherY If this is tnre, 

and if, on the other hand, the interpretation of the I hrrford picture <1S the 

'Finding of Vulcan on Lemnos' is correct, the subject of the other pa1ming . 

. lO· Thi~ source is trafl.mnttcd by Diudorus Siculus, Bibliorl!ec<1, r, ';: ~'••o;.Li>ou y:i~ ;, <o!.; O;:•o• 
~•e<><>o[!~i..~u ~h8pou ~~1 ~"i).; ,J,."'lalo> '"l"'l<; M'""l•••~,<;, """oo•h66v-r" ,1;, · Hf<ttO<O> >.r:i -ril> 
l."f''¥'"' "'"'" ~o!trjo2L hz~<p6>n.>.; 0:7:\ 'li 6<;:f''"'~"• ;.,.~ro·,to; ~i Toi; "'~b-; 2<\ T~-; ;;J,.~~ /.,,;;~;.,.),,,., 

ul ~oYnt' '"' tpil7:(j> ~"~~~.~oU>~2 TO TU;: ""P"~"'"''o!h, ~oU:; <iJ..I.o .. .; d>6;:W-.:ou; ..:pi,; '~' i!; aUT<jl 

T"""''"'l"L.".t;:Y.oTi2 •. cf. 2lso ibid<">n. '"·74• where Hephaistos is described 35 te3ching man
kind all "'rts of arts and craft> . 

. 11. The picrurc had originally been atrribured to S1gnnrelli but wa• >indicated for Piern dt 
Cosimo by A.Venturi, Bih/ .. 174. p.&,> (with illusnatinn /if{.;<;l. lr IS also mcntinncd by nn 
Marie. Bibi.LOQ, \"Ul. ~'"· P·H4· but both authurni~s l~>t it as bciflg in the National Gallery at 
Edinburgh where It v.as tc1npurarily exhibited. R.Bercr1"-'n lrsts it correctly as bcir1g rhm 
at Dalkc1th, N"ewb.rtlc I I all. Scotland: Bibi.Ju, P-45 J. ar1d Bsbl.j>, p. JH9/39o. 

J!. A.Vcoruri, Rrbi.J/4> p.I">Q. h•s already pnir1reJ uut rhat the "Edinburgh" p;uming "puO f·•~ 

r~>comro i>r qualche modo' to the so-called Hylas p1cturc which wa> then in tile Ren"m 
collectiorl. Thi.s a,..<ump<rnn was CtH.lnrscd by C.Gan1h:1. Bib/.110, who ahn COflSHle" the 
poss1biltty that the rwn picmrcs. together w1th a scric' nf S!lloli-SLzed panel" n•ar h·o\c 
fnrnrcd a coherent cydc rcprest:mi!lg ",/ furmani Jdl"mulli~:eu"'A '""''"""." 

4l 
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too, would have to be a 'Vulcan story.' This is indeed the ease, and the 

rources adduced m the foregoing paragraphs identify this Vulcan story at 

first glance. The Onawa picture shows 'Vulcan as Arch-Craftsman and 

First Teacher of Human Civilization.' 

The tell-tale feature is the scene m the background. Four sturdy labourers 

erect the frame of a pnmitive house. They already have some wols such as 

nails, hammers, and saws, but they still use unsquarcd tree trunks, and this is 

exactly what Vitruvius and many of his Renaissance followers tell about 

the earliest 'technolog•cal phase' of human civilization. 'Priunnnque furcis 

erectis et 't'irgulis interpositis luto parietes texerunt' ('And at the beginning 

they put up rough spars, interwove them with twi~ and finished the walls 

with mud'). The scene looks like a literal translanon mto images of this 

description of primitive building, and it is not by accident that the most 

Striking parallels can be found in slightly later woodcuts illustrating the 

Virruvius text itself (figJ.ll, 23),s3 and in somewhat earlier drawings illus

trating such Renaissance treatises as Filarete's Trattato di Architettura 

(fig.z!).3• 

\.Virh this as a starring poim, every element of Piero's composition is easily 

explained. In the left foreground Vulcan hi!Tiself can be seen at his anvil. 

l-Ie has the brow of a thinker, the arms and chest of a blacksmith, and the 

thin, stiff leg which made him the laughing-stock of the Gods. He brand

ishes his hammer,3~ and it seems that he has just come upon a new invention: 

33· Vacar in Hib/.JJB. In Bib/.J79, foLxxxii (our fiiPl). In Bibi.J80, fnl.16, ;·~our fig.q. In 
Bibi.J81, fol.lxii. Cf. also the woodcuts m G.A.Rusconi, Bib/.191, p.>s->8, copied in 
Pol~ni'~ Vitruvms cd1rion, ll•bi.J8l, \"01 .u, PART 1, Pl.V!!!. 

l4· Cf .. \Ll,nurnni and A.Mui'iol-. Bib/.185, PI--!, l'i!<-J a11d 4· As to the hter usc of unsquared 
trees or roots as a 'motif rmtique,' and as m the Rcnai..sancc theory according to which the 
Gmhic style with irs elongated pillan;, fancy rib-vaults and narur:disdc ornamentation 
was directly dcri;·ed from the pnmitive habits of building, d. E.Pannfsky, Bibl.z¥J, par· 
nc:ubrly p-39SS- In classical architecture unsquared spai:S were, howevn, used for scaffold
ing, as can be inferred from rhe represcnrations nf the Tower of Babel in th~ Encyclopaedia 
by Hrabanus Mauros (cf. A.M.AmeJli, Bib/.7, PL.CXII!, ~nd end. Var. Pal.lar, 191, fol.19J, v ,). 

J5· Cf. 'Thom2s \\'alley,.,' Bibi.J86, fol.19' 'mallcwn in manu ttmem,' nr the Libellur de 
lmaginibur Deorum, ed, Liebeschurz., Bib/.194. p.!H ('maleum in TmlnU temmtir') and 
fig.j8. The sitting posture of V ukm-mnth·atcd by the weakness nf his legs-is not unusual 
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he is making a horseshoe (another horseshoe has already been finished), and 

it is evident that the young rider in the centre Js keenly interested in this 

novelty. The kindly old man crouching behind the fire is none other than 

Aeolus, the God of the \Vinds,36 and his presence determines the locale of 

the scene. In a famous passage V1rgil locates the \Vorkshop of Vulcan on 

one of the Islands situated between the coast of Sicily and the island nf Lipari, 

where Aeolus reigned: 

'hnula Siamimu JIIX/a lnrur Aealimnque 

Engimr f.ip.:sren fm•MIItihm ardua r.uir . '37 

On the authority of these verses the later mythographcrs came to imagine 

a close ~ssociation between Vulcan and Aeolus, who were finally thought of 

as something like partners in business. 'The reason \\<hy Vulcan w~s said 

to have his workshop between Mount Aetn<J. (in Sicily) and Lipan,' Scrvms 

says, 'is a natural one, namely, fire :md wind, which <Ire borh suit;lblc for 

bL1cksnmh's work. Mount Aetna is a burnmg mounrain (viz., a vok:<Ino), 

and Lipari belongs to the islands ruled by Aeolus, '·'"-a st<~temem which 

w ,1s almost liter<~!ly repe;ttcd by Alex<J.ndcr 1\"cckh<J.rn, ~9 and ~~ also J!!udcd to 

by Boccacc!11.~0 It is only one more step in the same direction when tn the 

Libdlus de lmaginibus Deorum Aeolus carne to be dcscnbcd ;Js working 

m clo.sic"l an (d., e g .. S.Reu•ach, l/dJb76, p.1R9, or i\.Funwat1gl~r. H1bl.t"9, t~g6. Pl.q, 
110.>4~>. P! .JI, rH».4>Ci6, +<6~) h ~~ tlm wpc from which dcriv~~ the '::11111 Sclmlicd!'li >ci!T 
Wfnig gn·ignerc' l''"ture uf Ad"'' in 1wu Byzantine Rusc!tc Cask~t' (A G<>hlschnudt and 
Kun \\'cnzmonn, Bib/ tt6, >ot.l, 19JO, PL.XL\'11!, nu.67 c, atHl Pt."·'~• nn.6Sd, our fi~-'5J, 
wher~ !he fm;t Parents arc stww11 a~ metal-workers, p<w.tbly hcou<c the ca,hts were 
destined to keep jcwclr.-, 

J6. Cf. Roscher, Bib/.,<)0, s.v. 'Aiolrn.' a11d Gyraldu,, B1bl.t '7• wu, cut~~~. 
17· \'trgil, An1., V!ll, 416. 
J8.Scntu,, Cmmn. i11 Acn. vm, 416· 'Pbyrio/og1a err, cur Vu/camm1 i71 hr lacis atficill~lll 

/JQber~ {ingilt<T imrr Aetmzm <'I L1pareu, rcdicet propter i[!;111'111 et '"e>IIOS, qu~e «Pia i1U1t 
fabris. "Aeo/utw" llii/1'1/J "Liparen" 11ieo (lei/. ,,ppd/at), quia una est de I<'PI~III im11i1S, 111 

<)"ibm Ae.,/ru imperavir.' 
39· Mydwgr. lll, to, 5, Brbi.,R, P·"4· 
4(}- Boccaccto, GellcQ/ogta lJeorwn, ~ll. 70. 
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two actual blacksmith's bellows ('fiabia, inst-rumenta fabrilia'), 11 and was 

illustrated accordingly (jig.24).12 

Thus the figure of Aeolus in Piero di Cosima's picture becomes fully 

understandable. The two big objects which he presses with his hands would 

be difficult w identify without a knowledge of their textual and representa

tional ancestry. As it is, we can recognize them as leather bags which serve 

the same purpose as the foot-driven bellows in the illustrations of Libel/us de 

lmaginibus Dearum. Piero di Cosimo may have substituted an archaic and 

therefore more dignified devtce for a modern one by reason of personal taste 

and inclinations (which we shall shortly analyse). But it is also possible that 

he had become acquamted with Homer's account of Aeolus sealing the 

naughty winds into wine skins, or with one of those numerous earlier 

representations more or less conforming to the Homeric description, as 

found on classical gems, Byzantine ivory caskets and Romanesljue capitals!3 

The tiny camel emerging from behind a rock with its pack-saddle, and 

the lovely giraffe which looks on with bashful curiosity (and, incidemally, 

41. H.Liebeschutz, Bi/II.JQ4. p.1 11: 'tencn.s rub pcdib"~ {labi.1, imtnnncma fabrilia, qua~i <7tm 

illis imuf/am e< {lata "'""·an.' According 10 a Euh~menstic theory tnn,mitted by Scrvius, 
Aeolus was real!y notl1ing but a good meteorologisr wh<J ubsen·ed the fogs ~nd fumes 
uf his ;·olcanic neighbourhood and was thus able to predict storms and gales (Serviu,, 
Cumm. in A en., l, p; repeated in Mythngraph. II. 51, Bib/.]8, P·9'· and Mythugraph. JII, 
4• 10, Bibl. j~. P·'70l.ln these texts the swrms or gales are caUed 'flabr~' ('praedhem fUIUTQ 

f/abra ~·entorum impenlls t•irus est ventus ma porexrate rctmne'), The author "f rhe 
'Lib<:llus' was apparcnrly unfamiliar with this l'ery poetical word, and, rhinkillg as he 
did m terms of visual images (cf. figs.>), ;:.6), inteqlleted the wurd 'flabra" (or,"' he spells 
it, '{labia') as ~crual black~mith"s bellows. 

41. H.Liebeschiitl., Bib/.194, i>L.JL'W, fig.J6. The figure of Ae!llus bear;, therefore, a dcfinire 
resemblance to that of \' ulcan himself (ib•d 1:111, l'L..XXttl, fig.,8). 

4J.Homer, Odyu., ~. 17ss. Of repre>entations I •hould like ro adduc~ sonle classical gems 
showing Odysl><:us with Acolu~· wine •kin (A.Furtwanglu, Bibl.1oq, PL.x~. muo a11d 
PL.XXVtl, no.5o. alsu ill. in Daremberg-Saglio, B•bl.7o, ''"'"'' fig.156); the Eve in the Byz.mtinc 
Rrn;ette Caskets, and particularly the personificauons of the four \-\'ind Gods 1n the well
known capital in Ve1..elay, Ste. Made kine, ill. in A.Kmgslcy Porter. Brbi.ZJ5, VOL.II, PL.JI, 
our fig.>6 (cf. alsutl\e capital in Cluny, ill. in V.Terret, Bibl .. n6, cf. PL.l.vt). The VCzday 
\.\lind Gods ha11dle both modern bellows, a• in our {ig.15, and archaic leather >ktns, as in 
our fi!P4· A combination of the wind bag with the more usual wmd h~ad ca11 be seen in a 
representation of 'ACr' in cod. Vind. n6oo, fo!.Jo, ill. m H.J.Hermapn, Bibi.14J, P·79· 
fiK·J6. 
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dates the two Vulcan pictures some nme after ~ovcmbcr 11, 14R7)," can 

be accounted for by Picro's 'madly enrapmred' imcrcst in the cose che Ia 

natura fd per istranezza;•·' moreover these motifs detenmne that precise 

penod m which domestic animals had already been tamed,'~ and wild 

animals were nor ycr shy. But we have still to explain the sleeping youth in 

the foreground and the fam1ly group I.Jehind him, H di~Linctly Signurellcsquc 

m flavour, or even alre<J.d}' ,\1ichdangclcsque. These motives, too, are con

nected with the character of Vulcan as interpreted in classtcal literature. 

In a gelieral way they illustrate the simple happmcss of primitive civilization, 

44· \\lith. a pa"ionate 'anim,>ilcr' like P•ero who ;pared no uuubk w sc~ strange bca>ts rd. the 
fol!m•mg fo(}!nntd and left a whok l>ook of 'Jise)(lli d'm1im"l'' (d. V~sar1, 8ihi.J66, 
''"'-"'• P·'J~I. w~ m~y ~afcl~· a>5<~n•e that he l1ad drawn rhe gintfe fro"' life, whereas her 
"""''"·hat nu>->h~pen hah1·, carefully h~pmg st<·p 1nth its n•uthn, s~cn>s to b~ a fr~c 
m1ention. -:\ow we lcorn frnm Luca l.onducci's DiHy that a sh1p111cnt of rare annnols 
pr<">ented h)' rhc Sulran w rhc S•gnnna, wluch reached Florence on November r 1, 1487, 
indud<·d a giroffc, 'Un,, .~ir~ff" moho gr.Ind<· ~ molro bella c pi.>cc~·o!c; com'ef/a frlni 
{artQ Je ne puG ~-~d<"rc i mrAri luo}!,bi in Fm·n::.,· dipim<' E ~·issi !Jill piri a>mi' <L.Landucc1, 
l)iario, ll1b/.1~1, p.p. also <JUured in this conncuion by C.Go!lll>a. [l,[,[_, 10, ""tth 1h~ addi
tional Information thar rhe pnnr crc.uurc broke It' nock at" dnnrp<"t hdnrc '49>1. -,his 
g1roffc IS prnhably the nne which P1cro mcd as a model lit'' ob\musly the same wh1ch 
IS lll~nti<Jnc·d by S<·indmng •mdcr the crr<>ncous date nf 1~9' 111 cunnocnon \\-ith it> 
~rpeoranc·c in a Ca>"mc-p•nd a>cnbed tu Bar;ulonm1eo di G10\'ann1. Bib/._;<><;, nn.J¢, ill. 
Pt .. ~un). A date nnt "'"long ahcr 14<,10 would agree \.\tth the style "f Picro di C"'"""'s 
Vulcan pictun·>. "'h1<:h are u1w>i111nusly ac-~"""·lcdge<i w bcl<>ng m ],, carlic>r Florcminr 
penod and ~till ~ho1.1- a stwng influence uf S1gnordl1. 

45.Cf. \·~,~n. Bihl.J66. \'<Jl 1\', p 1_1~: ·Ra.n·a<l JfeJSO "~·edere o .,,;,,,/, o nbt• o qu~t.-he 
wse c/,c Ia ""~"'" fu p,-r i!lra>rez.~a o Ja cam di moire ~-olre e :nt· """'n•a "" camenw e uua 
JQ/H{a~ione c/Je lo fur~n·a luttr; dt sc H~Ho.' 

46. Both the ,·irol i111porr:nKC nf dnme<!lc an11nal' f<>( rhe dc•·clnpmcm of human c·i,·ilization 
•nd tbe ortgmal fncnd<hil' bcrwcen an~mah and r11cn "p~rman~mly etnph"'"~d m prillli
"''"tlc literature. A~ w th~ first asp~n. >ltffic·c u to adduce Ov1d, Fall., 11, >95· 

'N11lltu .mhclnb111 rub adtmi'o •,•mnerc: tallrUS. 
Nul/us ad/me oat mm equi. Se quHque fr~eblfl. 
/bat OVi$/ana C11Tp11S amiCI~ lila.' 

As to the frtenJ;hip motif, cf. Bib/.""· P·H· 6o, \1_1!<5. 
47· Cf. c'penall~· the 'jo>la· group '" the Si"'"" ccilmg. For S•!!norclli d. the cemral figure 

m the Mo""s frc!>Cu in the S"tinc Chapel Jml rhe hackground figure' in the Holy Fam1ly 
to11d1 111 the Uffllt and in ,\lun1ch. The ultimate !lrig1n of this cnrnpact group "f crouching 
fig"r~s can b-e rr.ced back "'cla.,lcal an, where ,in1ilar gnrups were '"ed wh~n " curn
parativdy norr<"' suip had to be tiii~J wnh rigur~s whose snk was nnt oupposcd w Ue 
smaller than that of urber figures placnl in a ;pac·c of norn1al prnf>urri<>n>. Cf., e.g .• the 
'Agare d~ T11kre,' Bal,.lon, Bibl.o;, PL.I, <>r sucb rvones a; R.Ddbru~k. B1bf.7'• Tafclband, 

'9'9• i>L-'-
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that is. of a civilization restful and self-sufficient because it had become 

established on the principle of 'family life.' (The group of father, mother, 

and child is: duplicated on a diminutive scale in the left background of the 

picture.) But, in addition, the contrast between the sleeping lad and the 

'ideal social group' next to him has a specific meaning in connection with 

Vulcan's personality. For at the very beginning of that famous passage which 

has already been adduced with reference to the figure of Aeolus, Virgil 

characterizes Vulcan, the zealous, early-rising workman, in the following 

tenns; 'Then when in mid-career of night, now largely spent, first rest had 

from his eyes chased drowsy slumber, when she who is forced m make a 

living by the distaff and the ill-paid loom first stirs the embers and the 

slumbering fire, adding tO her labour-time the hours of night . . . that she 

may keep pure her husband's home and bring up her little ones, just so and 

with no less zeal at that time does the Fire-God rise off his downy bed and 

rake his workman's tools.' 48 This unforg~n:able description is obviously the 

source of inspiration for the four figures under discussion. Vulcan and his 

faithful disciples and helpers are already at work 'in mid-career of night, 

now largely spent' when ordinary people, as represented by the huddled 

figure in the foreground, are still asleep; only the eager young couple rises 

from 'drowsy slumber;' the young husband, not yet quire awake, limbers 

up his stiffened limbs, while the w1fe attends co her 'little one.' It is the dawn 

of a new day which, at the same time, symbolizes the dawn of civilization. 

fll. Virgil, Aen., vru, 407·415: 
'lnde ubi prim11 quies rnfdio i...,. noctis ilhil&tlle 
Curricula e:tpulerilt samnum, cum femin4 prittmm, 
Cui rolt!Tare colo vitam tenuique Minerva 
lmporitum, cine~em et sopiros msci1111 ignis 
Noctem addffls operi, famulasque ad lumina lon!(o, 
Ere~cet proro, casrum ut u:rvarc cubi/e 
Coniu!(i< et possit parvos educere 111!10!: 
H<7Ud recus igtripotens 11ec tempore scgnio~ illo 
Moltibus e striltis opera ad fabrilill. nngit.' 

follow A.H.Bryce, The Works of Virgil, a literal tramlation, r894, P·J75• bm h~ve 
rendered the 'quies' by 're~"t' instead of 'skep,' a11d omitted ~" unwarranted 'wnnl1i!y" 
befnre 'bring up.' 

•• 
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Thus the Ottawa picture demonstrably corresponds to the Hartford paint

ing not only m style and size, but also m iconography.'19 \Vhether the two 

compositions were just companions or belonged to a whole series of 'Vulcan 

stories' remains, of course, a matter of surmise. But a strong argument in 

favour of the second alternative can be found in the fact that Vasari mentions 

a painting by Piero di Cosima now lost or at least unknown, wh1ch showed 

'Mars, Venus with her Cupids, and Vulcan.'~ This painting, depicting, as 

it does, a third chapter of the Vulcan epic, may well have been the third 

element of one coherent series, the other parts of which Vasari had either not 

seen or did not remember, or chose to omit because he could nor identify 

their subjects."' 

From a purely iconological point of view, the Ottawa picture may be 

compared to the two cas.sone panels (one in Munich, the other in Stras-

49· I was infom1ed by the pre,·ious owner of the Onawa picrur~ that Dr.A.S<:harf. who JS 

preparing ~ monngr:~ph on Piero di Cosimo, had suggested the legend of Phuroncn1, King 
of Argos. as a possible subject of the paimmg. This mrupret:ltloo is undcn.tand~blc, inas
much ~s Pausanias relates what fulluws· 'They (vlz~ the people of Argos) attnl:mte the 
iovemion nf fire ro Phorooeus' (Pericgesif, ll, 19, 5), and- 'Phoroneus , first gathered 
men together in comnJUnities who before lived scattered and solitary; so the city in which 
they were first gathered wgerher was called Phoron~eum' (ibidem, u, 15, 5). It is, however, 
evJdent, and wa~ felt by Pauunias himself, that the local pnriors of Argos h~d simply 
rra11sferred the myths of Prmllcth~us and Vulca11 to their legendary ki11g who lS otller
WJSC only known cllher as a legi,lator (Piaw, 1'imaeru. 11, A/B; Eosehiu~. Chra>Jic., P-'9· 
Helm; lsidoros, Etymalag., ,., i.6; Bronettn btioi, Tc:mra, 1, '7• Bibl.11l4, vo1 .. !, p.51; 
BoccacCJo, Ge11ulog. Dcor .. vu, IJ; d. also the rdJef at the Camf>ant!e at F!orer1cc, iU. m 
j.\·.Schlm..,r, Bib!.JO.f, fig.6); ur as the fuooder of the !Ileal cult of llcra (.\1yrhognphus II, 
~. Bibi.JS, p.77, tm th~ hasis of Hygmus, FQbulae, "5 and '74). Pausanias is the only 
writer to transmit the glorified conception built up by the Argos patriots, and it is h1ghly 
i<llprobablc that Picro JJ Co5imo could have become familiar w1th this version. Fu.
Pausania~ was practically unknowr1 i11 the fifteenth cemury; the fim Greek edition 
appeared in Veni~e. 1516, and the first Latin mmslarion, by Rnmolo Amaseo, was not 
finished and published before '547• although another one l1ad been begun in 1498 (d. 
C.B.Srark, Bibl.p1, P-9J). In addition, the legend of Phoroneus would r1ot account for a> 

many details of the Ottawa picture as dues the myth nf Vukan, and would be incompatible 
witll the mntent of the paintJng •n Han:ford. 

5"· Vasar~ Bibi.J66, VOL.lV, p.IJQ: 'E-cori un qu:sdro di M~rte e Venere coni ruoi Amari e 
Vulc=o, fauo con u11a grande arte e con una p~enza incred.ibile.' 

51. It musJ: be remembered that the possessions of Francescn del Pugliese, for whom tile pic· 
tures weu probably painted, had been dispe=d when Vasari wrote his 'Vire.' 
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burg) which represent the myth of Prometheus and Epimerheus (fig.JJ) .s2 

In both these cases the imagination of the artist is centred around the 

'Awakening of Hwnan.iry,' and in bmh cases the stimulus of this awakening 

is fire. However, the two Prometheus panels are of a much later date; in 

fact, they seem to belong in the very latest period of Piero's activity, and they 

differ from the Vulcan compositions in style and execution, as well as in 

contem and atmosphere. Nor only do they show a severe suppression of 

realistic and picturesque derails in favour of simplicity and dramatic concen

tration, but they also describe a phase of human civilization which has 

definitely surpassed the primitive stage depicted in the Vulcan picture. The 

technical and social organization of life has already reached high standards, 

the buildings arc no longer constructed with tree trunks and branches, people 

no longer live in scattered family groups. The 'technological' phase of man's 

evolution is completed, and the next step to be taken cannot but lead to a 

craving for mental autonomy which, encroaching on the rights of the gods, 

spells deification rather than humanization. It presupposes sacrifice and en

tails punishment. The later mythographers, especially Boccaccio, have always 

insisted on the fact that, while Vulcan personifies the ignis elementatus, 

that is, the physical fire which enables mankind to solve its practical prob

lems, the torch of Prometheus lighted at the wheels of the sun's chariot 

('rotiZ solis, id est e gremio Dei'), carries the 'celestial fire' which stands for 

the 'clariry of knowledge infused into the hean of the ignorant,' and that 

this very dariry can only be attained at the expense of happiness and peace 

of mind.58 

p. The Strasburg p:md (our fig. H) is illustrated in Schubring, Bibl.)C>q. PL.x<:Vl, no-413 and 
v:m Marie, Bihh<X), vownn, fig.:s6; th~ Munich panel in Schubring. Bihi.JIU. J'L.XV, no-4u. 
As to the iconogn.phy of bmh picrures cf. K.Habich, Bibl.qo, and K.Borinski, Bibl-45· 

SJ. According to Bocaccio, Qenealogitl IJeorum, 1m, 70 the (invisible) ekmffltum igniJ is 
personified by Jupiter, whaeas Vulcan personifies the ignis e/emml4tw which c:m be 
divided imo the aerial tire (lightning) and the un:ltly tire. Vulun's limp would symbolize 
both th~ :..igug-slu.pe of lighmings and th~ wav~ring inru.biliry of flllllles (for all this, cf. 
Remigius' Comm~ntary on Manianus Capelh as related by H.Liebeschiitz, Bihl.194. P-4+"5·· 
and Mythographus III, 10, 4> Bibl.j8, p.nJ). As to the Prometheus myth, cf. Boccaccio, 
ibidem, ""• 44: 'Hmc dnmnn tlamnurm, id e11t doctrimfe c1Mil4tem, immJttit pectori Ju1ei 
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Thus the Prometheus compositions might be considered a belated post

script to the Vulcan epic, related to it in the abstract rather than concretely. 

There is, however, another set of small panels by Piero di Cosima which 

is connected with the Vulcan pictures not only intellectually but also in 

~•yle, period, aesthetic attitude, and possibly even in destination. This set 

consists oL ( 1) the 'Hunting Scene' and the 'Return from the Hunt,' both 

in the Mcnopolitan Museum in New York; (2) the 'Landscape with 

Animals,' formerly owned by Prince Paul of Yugoslavia, now in the Ash

molean Museum at Oxford ({igs.z7-19).'>'~ 

horninis, id nt ign4ri.' In Piero's Strasburg panel this idea is beautifully expresRd by the 
triumph~! gcS[ure of the sutue wllich fonns a striking contnst wi{h the torrured po5ition 
of Prometheus. The punishment of the latter ~ymbolius the price which mankind has to 

P"Y for its inrellecrual awakening, that is, ·~ medit~ticmibuJ sublimibus anxi~n· (to be 
totrured by our profound meditation), and to recover only in order to be rorrured 
ag:.in. For rhe fundamental importance of the Prometheus-myth see G.Habich, Btbl.IJO, 
and K.Borinski, Bibl-45; furrhennore E.Cassirer, Bib/.59• p.Loo. I should like to mention 
three significant passages by Marsilio Ficmo, the founder of the Neoplatonic movement 
in the Renaissance: Quaenionei quinque de mente, Bibl-90, p.68o; Comment. ffl Pl~tun. 

Philehum, ibid, P·''J'; Comment. ffl Pl<~tun. Prot~goram, ibid~ p.r>98. 
54· As ro the rwo panels in the Metropolitan Museum, viz .. the Humffl.g Sane, Dtal. P.61, ' 

(henceforth refer.-ed to as 'A') and the Rerum from the Hum, Dtal. P.6L,> (henceforth 
referred to ao 'B'), cf. Schubring, Bibi.JO<}, no.383 and 3!4. ill. PLXC, and van Made, Bibl..oq, 
''OL.XIII, p.>48 and fig.•~ (with further references). As !0 the 'L.o.ndscape with Animals' 
formerly owned by rhe Prince Paul of Yugoslavia (henceforth rdern:d to as 'C'), d. 
Schubring, Bibl.jto, n0.9J>, ill. PL.XVI, and van Marie, I.e., p.J46 and {ig.136 (with further 
rden:nces). The dimemio05, portly mac curate, partly misprinted in Schubnng's Corpus, 
bur already corucred in Roger Fry's article, quoted below, are: 

A, our fig.l], Schubring J8J: 18 x 66'1, inches, 
B, our fig.>8, Schubring 3!4: >H x 66Y. inches, 
C, our fig.>g, Schubring 93" 1H x 77li inches. 

The uniformity in style and mood, :<.S well •s the idenuty in height, of rhe three panels, 
h~ve already been stressed by Rogsr Fry, Picture> at rhe Burlington Fine Arts Club, 
8ibl.ro7. They illustrate a unified iconugraphLLol program, and were certainly destmed 
w adorn the walls of a room (cf. also F.j.M. [Mather], Bibl.>ll). Roger Fry ~~cribed 
the whole oeries to Piero di Cosima and thereby corrected the attribution by Schubring 
ro Bartolommeo di Giovanni. R. van Mule, curiously enough, ascribes A and B to 
Barto!ommeo di Giovanni while asoigmng C to Piero di Cosimo. Berenson correctly 
attributes all rhe P"nds to Fiero di Cosimo (Bibi.JL, pp.389, Jgo). To this series of three, 
Schubring has added a fourth pone[ (henceforth rderred to u 'D'J, the 'Battle of Lapiths. 
and Centaurs' in the Rickem-Shannun Collection, now on lo:.n in the National Gallery in 
Londt>n (Bibi.J<>g, no.JII5 and PL.xc, d. van Morle, l.c., p.z48), our fig.Jo. It is true that this 
picture was executed-by Fiero di Cosimo, of course, cf. again Berenson, I.e.-at about the 
same rime as A, B, and C, and that 11 has the o;ame height (z8 x 101 inches). But its icono-
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These three panels depict the phase of human hiswry which preceded the 

technical and social developments brought about by the teachings of Vulcan, 

in other words, the age of stone in contrast with the age of metal. They all 

have in common the absence of the achie\'cments emphasized in the Ottawa 

picture; the details of man's truly primeval existence when he was scill igno

rant of the uses of fire, arc elaborated by Piero with the same archaeologJcal, 

or rather, palaeontological, conscientiousness which he had bestowed on the 

rendering of the life under Vulcan.5~ There are no metal tools or weapons; 

consequently, rhe tree trunks which serve as masts for the caned boats and 

gnphy militates against the a>Sumption that it belongs to th~ sam~ seri~s. In Cllntrast with 
A, B, and C, it shows the pauph~malia of a higher civilization, e;pecially nreral objecrs and 
woHn materials, and has a definite myrhugnphical contcm,-so much so tllat even the 
curiflUS derail of the use of a burning alr.r ,; a miss1le can be acct>unred for by Ovid's 
description t>f the Centaur Gryneus (Mer., 1m, '58,..). D was most probably an indepen
dent work hke many t>th~r cmuemporary rcpresemanuns of the """'e subject, for instance 
l\.hchelangelo's famou; relief in the Ca;a Buonarroti. lr should he mentioned in P""""'g 
that a connection exists between this relief and Piern's Bndc nf Lapiths and C.nt•urs Both 
compositions show the srnking motif of a woman rom between a Lapirh wd a Centaur, ar1d 
a reminiso.:nce of the central group m Piero·s picture may be seen in the con1pact groups of 
crouching pwic-sr:ricken figures in the frcsct> of tllc Flood (in a rcmode!led fonl\, similar 
gwups reoccur in ttle dnwings of rtle thirties), as well as in the lgnudo on the right of 
DanieL 

Two other pictures mennoned in connccnon with the panels here under discussit>n 
(Schubrmg, Bibi.]O<), no.J!I6, van .\tarlc, I.e., 11.148, both without il!ustratit>rls or measure
ments) are owned by ,\tr. Fnncis Howard in London (ft>rmerly by Mr.A.Mcyer m 
London) and >epresent the Marriage Feast of Pirirhous and Hippodamia (t>r Deidamia). 
The author t>f the.., pictures (!II. in Bib/.65, p.p and q) is, however, Bartolonunco di 
Giovanni; see B.Bel"<'nson, Bibl.z9, '9"9· p.\)11. I am inrlehtcd ttl Dr.A.Scharf, Londt>r1, fur 
inft>rmatmn concerning the.., pictur.,. Through a curious coincidence wtlich slwulrl 
w:un us again>t laymg wu much ;uess on identical 111easuremenrs, the two Howard p•ncll 
ha\"e almost exacdy the same dimensions (JL5 x 5' inches) as two authentic panels by 
Piero di Cosirno which were eucuted for Gio\"anni (or Guidanmnio) Vespucci. Fur 
these pictures, which should not be confu..,d with the Francesco del Pugliese series, sec 
p.sllss. and {igf.JI, Jl. 

H· The two ship~ appearing in the background of the 'Return from the Hunt' (our fig.lll) 
with their boldly curved how and long nm at the stern are, e.g., very sinular to those 
uccurring on arctlaic Greek v,...,s. Cf., for instwce, C.Ton, Bibi.J59. fill-'5· The fact that 
ancient •·a.ses were known to and urilii>.td by the Italian Renaissance anise; has bem 
r>ghtly emphasiZed, in cor1nection with Anttmio Pollaiuolo, by F.R.Shapley, Bibi.Jl7• 
and can be corroborated by a long and ecstatic description of pottery found m Arezzo 
(Ristoro d'Arezzo, Dr /4 compo•izjune del rnondo, reprinted in V.Nannucci, Bibl.n7, 
VOL.!!, p.llll; cl.J.v.Schlosser, Bib/.Jos, p.p, and idem, Bibi.Jo6, p.<p). 
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rafts in the 'Rerum from the Hum' arc not only unsquared for want of 

planes, bur also untrimmed for want of saws. ('Sore the protruding branches 

and rough edges.) There arc no woven materials for clorhing or comfort; 

consequently, people go naked, or clad m skim or hides. There are no domes

ticated animals, no real buildings, and no family life. The ruling pnnciplc of 

this abunginal state, namely the unfamiliarity of mankind wl[h the use of 

fire, is conspicuously 'emphasized by what might be termed the 'leitmotiv' 

of the whole series: the forest fire, which can be seen ravaging the woods 

and fnghrcning away the :mimab in al! three panels;"; m two of them it even 

appears repeatedly. The pcrsi~rcm recurrence of this mmif c:mnor be ac

counted for by mere pictorial fancy. It is, most evidently, an iconographical 

attribute rather than a whimsic:tl concerto, for it JS identical with the famous 

forest lire which h:td haunted the Jm:tginaoons of Lucretius, Diodorus Sicu

lus, Pliny, Vitruvius, and BoccacCJo. \Yc remember that it appc:tred regu

larly in all the illustrations of Vitruvius, and m the Renaissance it was as 

charactenstic of represent:nions of the Stone Age as the tower was of 1mages 

of St. Barbara. 

The 'prisconnniJommum 'l.'ita,' then, to {jUote rhe Como edition of Vitru

vitJS, JS the common subject of the three pamtings. \Vithin this general pro

gram, however, the two pictures in the :\1etropolitan Museum appear to be 

more closely connected than either of them is with the Oxford panel, not 

only in size, but also in content. In the two Metropolit:tn pictures unbridled 

passions prevail. As there is no real separation between mankind and animals 

on the one hand, mankind and half-be:tsrs such as satyrs and centaurs on the 

other, all these creatures love and mate, or light and kill, indiscriminately, 

without paying any attention whatever ro their common enemy, the forest 

fire. Yet even this ultra-pnmitive world offers two different aspects. In the 

'Hunting Scene' (fig.q) there is nothing but horror and death, with a 

ghastly corpse in the foreground: a jungle fight of all against all (for instance, 

.s6. The woodnus in the Cornu edi•ion (t>ur (ig.19) ~nd the French translation also show 
animals frightened out of the woods by the fire. 
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a lion attacking a bear but at the same time being attacked by a man), a mu

tual destruction in which PollaLuo!o\ heroes, resurrected as a horde of satyrs 

and cavemen, fight for their lives with clubs, teeth and the sheer force of 

muscular am1s, 

'ArmJ amiquJ >UJnuf ""K'4'! dt•nusque fuazmr 

Et lapidn el llem silvllTiim fragmfn~ Tll1ni.'J1 

No women appear in the composition, and no trJces of constructive activity 

can be discerned. 

The 'Rerum from the llunr' (fig.28) ~hows the same prime\·al form of 

life in a somewhat friendlier light. The ferocious killing is over. The booty 

is brought 'home' on the ingenious boars :tlready described. (Incidenra!ly, 

the boars' skulls arrachcd to the masts of rhe foremost craft are further c\'i

dence of Piero's archaeologic:tl imeresrs.)''~ One man is shown building a new 

raft. And the bdies <Ire nor Jbsenr here; m facr, some of the groups seem to 

realize the w1shful dream of many c1vdizcd men,''n an 'Isle de Cythi!re' of the 

stone age. 

In the Oxford panel, one of the earliest re:.~l landscape paintings in post

classical art, the proto-human pa;,sions have subsided, and a ccrtam progress 

toward civilization is in evidence (/ig.l9). There is a linle hut, no matter 

how crude, and nearby can be seen some figures Uusy with pnmitive vessels 

(cf. the woodcut from the V emcc Virruv1us edition of 1 51 1). The nme has 

57· Lucretiu>, De Ner. Nat., v, ,,s;. 
511. As a m~ner nf fact rhe e.rheot form .,f ornamental ,hip's ranos was~ bronr..c boar"> head. 

Cf. C.Turr, Bibi.J59, p-1'4 and {if!.L'7• 4J~ funhermorc, 0d!cmbcrg-Sag1Jo, Rib/.70, vm .. l\·, 
figr.p81, l"9J8. A Rcnais.soncc 'archaeologist' might easily han come ru the conclusion 
th~t this feature t>rigin•rcd frt>•H a pri111irive habit of uoing real anim~ls' skulls as a pnltcc
tivc ch~rm, as was, and is still, d1c case in mrnl districts all over the world (for italy, d. 
L.B.Alberti,IJe Arcl!itecmr~. x, 1 l• wh.ere a horse's skull put up on .a pole" recommended 
a.s a pmtection against caterpillars, which pra<·tice h..as survived up to ""'own day). 
i\lt>reover it wa~ knnwn from Tacotus, Gerll/~nia. 45, that d1e 'Aesrii,' that is, the coast 
dwellers of the BaltiC St:a, h:1d been in the habit nf u.1ing boars' images as a 'totem;' 'imign.: 
mper11itionis formas aprorum genant; id pro anni> umnique llltela secunmt de~e cultorem 
etirn11 imer hone< prae<la!.' 

jQ.According 1" the Nr-w Yorker, Bibl.u9, Ealine Scroggins and Herman Jarrett married 
m a cave while dad in the skins of wild anim•b. 
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not come for woven clothes, but the man in the middle plane on the right 

wears a coarse leather coat instead of uncured skins. The woods are still 

haumcd by the strange creatures which resulted from the promiscuous 

mating of men and annnals, for the sow with the face of a woman and the 

goat with the face of a man are by no means Bosch~likc phantasms: they are 

meant w bear witness to a very serious theory,-conresrcd, and thereby ef
fectivclv transmitted, in no less than thirty-five lines of Lucrcrius.60 These 

strange creamres seem peaccful!y to share the woods and fields with lions, 

deer, cranes, cows, and an enticing family of hears. VVerc it not for the ad

mirable refinement of pictorial tcchmque, one would think of Henri RollS

seau or of Edward Hicks.6
' Bur, in rrmh, what looks like the camaradene of 

a 'Peaceable Kingdom' is chiefly due ro common fc~r and common fatigue; 

for these beasts and half-beasts arc not so much peaceful as exhausted by 

fhghr and stunned by terror of the forest fire. J\hn, too, is now aware of 

this fire, but mstead of bemg fnghtened he seizes his chance to catch some 

of the cows and oxen that have fled from the burning woods; their future 

yoke he carries providently on IllS shoulder. 

The system on which P1ero di Cosimo's cvolurionisric composmons arc 

based bears some resemblance tu the rheological division of human history 

into the era ante legem, the era mh lege, and the era sub grana. Using the 

same prepositions, we could speak of an era aJJte Vuicanum, an era sub 

6o.l.ucrct1uS, f)e l<er. Nat., v, ~r)IH)'4· "I here is one c><e in early mediaeval Art where, nwmg 
to an ovcrcon•c•cntiou• interpreonnn nf Genes", rhc holf-hun1an monsters (transmitted 
through the Phy<iologw, llc>!EHLC> :md Lnu cl"paed•o>J have been incluJed LEl a repre
sentation of the Par~d1se. from '"hicl1 rc,ults, Without the artLst"• knnwlcdgc. ~" effect 
compuabl~ to d,.r nf Poem d, C.~>intn\ "pnnur,.·r,uc' pai•umgs rhe t>·orv pl•<]nC 111. Ln 
A.Goldschmidt, lJib/.117. ,·ul.i, '\>''4• PLLXX. 1\0.l)~ Adam and E.n's menagerie mcluo.les 
El<>! only c~ntaurs and 'irens, !.Jut al"' »t) r> with deer> he~ds and hurllan being.< w1th 
cvw•' and dogs' heads. In the Rcn""""nce o "rc"l''""' inrcrprer:H!<>n "f such hybnd 
mon>t~rs, l"Jlled ru '"!" ancnwm hy Profe,_<nr M.Schaplto, has been ancmptcd not oHlly 
by Piero di Cmuno. but al<o llv CilllJ J~ Concgbann "lw. h.owc\ er, tries to C')'b'n thenl 
crluwlng•cally, rnhcr rhan pohc<>mnl<>gio:ollv: th.c satyrs '" h'' Pron·""'" of Sik"'" 
(L Venturi, Blb/.)75• PL.'-<.L') arc of J!l "'"""!JkJhly ncgnnd typc.-l"t!r the mtlucncc 
<>f LucrctLus on Florcn!lne Quattro>e·cm" art <cc A \1/orbnrg. Hthi)H). , . ., ... ,, 1'·4'"·· l" 
and YOl .. ll, I' 47~: furrhcrrworc H.Ptlauon. 11Jbl.>6). p.o 5"· 

l"i1.Cf. the mtcrcSI!Itg an1dC hy !.'"''"' llrc"cr. H1h17H. "'th illu>tranun. 
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Vulc.mo, and an era sub Prometheo; the analogy of ideas holds good to the 

extent that in both cases the inaugurator of the third phase is crucified for 

those whom he was destined to save. Therefore, the 'Vulcan on Lenmos' in 

Hartfnrd, and the Ottawa picture with 'Vulcan and Aeolus as Teachers of 

Mankind,' would be an interpretation of the era sub Vulcano, while the 

three linle panels in New York and Oxford would interpret the era ante 

Vulcanum. And since it is unanimously acknowledged that the two series 

were pamrcd at the same time, it would be an anracnve hypothesis to think 

that they also belong together in a more technical sense, that is, that they 

were planned as a smgle decorative scheme and all were originally under the 

same roof. This hypothesis agrees with what we learn from Vasari. Accord

ing to him, Piero di Cosima painted for the house of Francesco del Pugliese 

'some stories wirh little figures, di~posed around a room.' 'One cannot ex

press,' Vasari continues, 'rhe diversity of the fantastic things which he en

joyed depicting in these pamtings, huts and animals and various costumes and 

implements, and other fanciful inventions which suited him because they 

were so fabulous.'62 It is more than likely, and has been righrly assumed by 

others,0J that these fanciful pictures are idemical with the three panels in Ox

ford and New York, which really have no definite meaning in the sense of a 

mythological 'story.' Moreover Vasari relates that 'after the death of Fran

cesco del Pugliese and his sons these paintings were removed, and I do not 

know what has become of them,'64 from which we learn that they were 

panels, not frescoes. Immediately after this, now, Vasari proceeds to the lost 

p1crure with Venus and Vulcan: 'And also a painting of Mars and Venus 

with her Cupids, and V ulcan;'65 and though it is not absolutely certain that 

6z. Vasui, Bibl.J66, vouv, 'Fece p~rimente in CaJ~ di Frmuscu del f>ugl•ese int01"no ~ un~ 
c.rmer~ diveru Ir01"ie di figure piccole; n.! si puO esprirnere Ia di"llerrir~ delle case 
fanumiche che egli in rntte quelle si dilrrrO dipignere, e di c~s11111enti e d'mim~li e di ~biti e 
stromenti div~rsi, ed ~ltre fimt~Jir, cbe gli w•roennono per essere storie di {ll'Vole.' 

63. Bibi.>Oo, no.n;. 
14. 'Queue istorie, doppo Ia morte di FrmceJco del Pugliese e de' figliuoli, Jono it~te lev~re, 

ne 10 ove siena capit4re.' 
6;.ltahan t~xt quoted p4'}. N.so. 

s6 
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Vasari's E cosi means to express that this painting was also executed for 

Francesco del Pugliese, such a conclusion is permissible and has, as a matter 

of fact. already been drawn by writers who based themselves on nothing 

but the Vasari text. 6r' 

Thus there is really good reason to suppose that the three panels in New 

York and Oxford and the 'Vulcan series' were executed for the same em

ployer; one would like to imagine that the three smaller panels, which could 

only have been destined for a room of very moderate dimensl(ms, decorated 

an anteroom which led to a Salone adorned with the monumemal Vulcan 

stories, and that the Oxford panel, depicting a transition from unmitigated 

bestiality to a comparatively human life, was placed above the doorway. If 

arranged hke thi~, the two seric~ of paintings here discussed would ha1·e 

formed one comprehensii'C cycle which, m a rich and persuasive manner, 

would have represented the two earliest phases of human history as de

scribed in classical wriring, and illustrated in two successive woodcuts in the 

editions of Vitruvim: '\'ulcanus,' raging 1n the woods, while man, not yet 

befriended Uy hm1, shares the excitements and fears of animals and hybrid 

monsters; and 'Vulcanus' again, descending upon the earth in hum:m form 

and pomting the path tow:1rds cJVilization. 

Ciovanm C:1mbi in his !rtorie67 spc~ks of a Francesco di Filippo Pugliese 

or simply Francesco Jcl Pughcw (uomu pupolrmo r: merchatante e ricf.;u), 

who was one of the Priori oi Florence in 1490-91 (a few years before the pro

bable date nf our pictures), and then agam in 1497-9X. In the troubled year 

J 513 he was b~m1shed from the city for having publicly insulted the name of 

Lorenzo de ~\lcdici the Younger with the R:Jbelaisian exclamanon 'el Mag-

M. R. van ,\!>ric, HibJ.,u<;. '""'··'"'· p J~o. 
67. G1<wanm Carnbr, B1h1.5J. ,·nc.~xr, pp.jH, r '5 and ""··'"'· p.>H Th" f•n tl\ar, •~~ording 

to Car11hi. Franc<:"<co del Puglre>e was 'ra11'UI (i!{lhwh d' er.i ~5· In the year '~'lIS cnrro
burau·d by !u< wrll made on February r~. •501 I 150J) rn which he lc,.·c~ hrs property 

tu h" ,."'""'' Frlrpp" and Nrctoli>, d. H.P.Hmnc, Rii>/.r4~. p.p. V.-arr's "~'""rem th.~t 
hancc<co del Puglresc\ P""""""'' h.ad l>ecn di•pened 'aher he and i.>Jr wm had drcd' IS 
tltcrcforc ubvmu,ly erroneou'i. 
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'IIifico merda.' 1£, as is most plausible, this wealthy, plain-spoken democrat 

was the patron who commissioned the series now in question, it is no wonder 

that their subject matter revolves around the figure of Vulcan, the only un

gentlemanly workman-~:;hcxuao.;, to quote from Lucian's De Sacri
ficiir-in the Olympian leisure class. It is even possible that the !ttrikingly 

individual head of Vulcan in the Ottawa picture portrays Francesco del 

Pugliese himself, who was about thirty-five when the picture was 

executed. 68 

However, to account exclusively for the meticulous primitivism of the 

series just examined by the polirical persuasions and social standing of Fran

cesco del Pugliese would be absurd. Evidence of Piero di Cosima's exuaor

dinary preoccupation with the circumstances and emotions of pnmordial 

existence is practically ubiquitous in his paintings, regardless of subject, pa

tron, and destination. 

That we are faced with a definitely personal trait, with a peculiar con

sistent interest, constantly on the a len in the anist's mind, is further proved 

by another series of paintings closely akin to the three panels in New York 

and Oxford; they, roo, were 'disposed around a rnom' in a patrician palace at 

Florence. Stylistically, however, they arc a little more advanced (there is 

good reason to believe that they were executed in 1498 or shonly after), 

68. Signor A. Panella, Soprinrendenrc del R.Archivit> di Starn d1 Firenze, tu whom I wi~h ro 
upres.s my sinceust gratitude, was kind enough ttl collect the following documentary oh.ta 
concerning Francesco del Pugliese: The family was engaged in the wool and tailoring 
business. Francesco dt Filippo di Francesco del Pugliese-rhe only Francesco of his 
generation, which mnlirms his idenmy with Piero di Cosima's patron-was born on 
May JO, 1458 (Ubn- secundus approbarionum aeratum, Serie delle Trarre, 41, CAIITA J> t.). 
On January 5, 146: (or 1463 respectively), he was enrolled with the An:e della Lona 
'ex persr.m4 Filippi wi patTis' (Artc della Lana,"· CARTA 1p). In •¢9 he lived m the 
house of his uncle Piero di Francesco del Pugliese, and his age ts then given as ~n. In 
148o he is still registered there (Catasto tOOl, Campitme del Quutiere Santo Spirim, 
Gonfalone del Dngo, a 11 a), but his age is here given as nineteen, which is an obvious 
~nor in view of the two oth~r entries adduced. His first term as 'Priore' b-egan on 
September 1, 1490, his second term on january 1, '497· lr appears cltat Giovanm Camhi's 
statements as to Francesco dd Pugliese's age and terms of offi~e arc meticohusly correct; 
thus th~re is no reason to question his :nory of Francesco's banisltment in ljlj, although 
this mcid~nt CQUld not be Hrified by t>ther documl!llts. ,, 
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and from an iconographical point of view they hold an intermediary posi

tion between the Vulcan series and the two Prometheus Cassoni, depicting 

as they do the contributions of Bacchus to human civilization, particularly 

the Discovery of Honey. 

We find these paintings rhus described by Va~ari: 'For Gwvanni Ves

pucci who lives opposite to S. Michele della via de'Servi, he executed some 

bacchanals ("storie baccanaTie") which arc arrayed around a room. In these 

he depicted fauns, satyrs, silvtmi, putti and bacchantes so strange that it is a 

marvel to behold the diversity of shepherds' scrips and costumes, and the 

variety of caprine features, all with the truest grace :md vensimilimdc. In 

one story there is a Silenus riding on a donkey with many children, who sup

port him and give him to drink, and one sees a hilarity true to life, done with 

great ingenuiry.'00 This lively descnption has made it possible to identify two 

of the panels originally constituting the Giovanni VespucCI senes which 

have passed from the Sebright Collection at Beechwood, England, into 

American museums (figs.Jt, 3z).'0 

l'i9. V.a501ri, Bihl.J66, ;or..lv, P·'4'"" 'L1HmrO per Giovan Vup<~cci, cbe It<l"l.'~ dirimpetw ~ 
S. Michele della vi~ dr'Srn•i, og~i di Pier S~/vi~ll, a/cunr rtorie b~ccamme cbe $GrW intomo 
a una Clfmna; nelle qua/1 fece ri rtrani fuum, ratiri, silvani, e f>lllti, e baccami, cbt• ,; wra 
marav1glia a vedere Ia diver.iui de' zai11i rdelle ~·esti, e Ia ~·arietti della cae caprme, con 
1n1a grn.ia e imitaU.onr 11erinima. f.t"'!i in 11na Horia Sileno a Cll"l.'allo m 111m arino con 
molts fmctulli che lo re~ge e chi f(li dJ here; e si •oede una Iethia a/ vit.-o, fatta crm grande 
ingegno.' In th.e cm·rcnt tramlations the word 'zaino' is rendered by 'bJy h.orse.' But th.e 
combmatior1 ''-~Jim e veHi," a1 well as th~ olw!Uus incompanb1lity of horse' wlth bacchanals 
pro>·cs that Vasni meant not J 'z..iim>.' but a 'zai1w,' thn is a p~mclt or sheplterd<' scrLp, as 
seen •n our fig.Jr; the word is still in u>e fnr" knal"""k "'"d~ ,,f f.,r (in cumrad,.tin~t•o~ 
to a 'his11ccsa' wltich may con;"t uf any other rllatCrLal). The mntif wh.J<·h r.ccms to h~vc 

struck Vasan a. \lmJ<ual makes rhc L<lcnnficotLnn <>f the two p•cturcs her~ t.h;cusscd all 
rhe lll<>fC ccrr"in. C.Gar11ba, Tlib/.110, •uggcs<S rhar 1hc Vcspucc1 "'rics llllg"ht have Lccn 
executed rlut for Giovdnni Vespucci but f<>r lm brher G\lldar1tnn1o, wh<> purch.-cd a 
h.uu>~nn the Vra dc'~rvi in 149S and hod it dt·cnratcd iu rhc same year by various pa1ntcrs. 
This dare would Le in harrmmy wah 1h.c sty!JstJc ch.araucn of the pinurc; (unkno.,...n ro 
Gamba) whiclt <·crrainly belong'""' Picro"s carhcr permd, but ore apparently St>r11cwhat 
later than the th.rcc panel• in O,f.,rd and :-.;cw Ynrk. 

70. Th.c dm1cn"ons of i.>(l{h p1cmrcs arc 1'·'5 \ 5"·'5 •nchc;. They were fir" identified with 
the Vcspucci panels b~· 1\.Uimatm, Hibl.,fH. p.!l'}. but thiS cnrrccr idcntificatlnn sccrm 
ru h•vc bee" In" 111 ""'" rcccll! htcraturc, e\ccptmg """c Va;aTL cdit"'n~. ;uch. as rhc 
Gcrn>an rran.1larion Bt/JI.jl\7, P·'9l• <>r rhe new ltoltan cduion (Culkwm" Salam), 8,/J/.J~H. 
I'·-¥17S I". Knapp, Hdrl .• ~;.p.Hf>~. '""rei} gi-c~ a \cr~· maccur.tc dcstnptlon of the Scbrrght 

>9 
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One of these panels is (see Fig. p) unfinished: while the admirable land

scape is practically completed, most of the figures are !.Till in the 'under

painting' stage. However, thanks to a text later to be adduced, we can identi

fy the subject. The 'big, deer-like animal,' as ir has been called in previous 

descriptions, is Silenus' donkey who kicks his unfonunate rider while he is 

falling off. Silenus appears twice more in the composition. On the nghr his 

companions help him to his feet again, one of them using a heavy stick as a 

lever, others uniting their forces in a collective effon. On the left he lies on 

the ground while his laughing befrienders, including Bacchus and Ariadne, 

look on and children gather mud in bowls, to smear his face with it (this 

unusual scene, difficult to understand for a beholder unacquainted with the 

textual source, is perhaps what Vasari has in mind when he speaks of 'chil

dren who give him ro drink'). 

The second panel, (Fig. 3 1 ), now owned by rhe Worcester Arr Museum, is 

admirably preserved. Ir shows, as leading characters, a rather rustic, broadly 

smiling Bacchus, characterized Qy a vine which curls around a small tree

trunk 71 and by a silver cup, and Ariadne, elaborately dressed and bearing 

a wine-jug of classicizing shape. The god has led his thiasos from a peaceful 

little hill-town down to a meadow dominated in the centre by a gigantic 

hollow tree. llere the cortCge consisting of Silenus and his companions, 

satyrs of both sexes and varied ages, and a few human females, has separated. 

Some rest or attend ro the lirrle ones, some stray rh.rough the woods, but 

the largest group is intent on making a terrific noise. The purpose of this 

noise is to cause a s-wann of bees to senle on a branch of the hollow tree. 

picture~ (reprinted, s.v. 'Bartolommeo di Giovanni,' by P.Schubring, Bib/.;<>9, noS.J91-J92). 
R. van MarJe, Bib/.1<>9, Vol-.XI!!, p.;l!o, li~t~ the Vespucci panels as 'lost' and ascribes the 
~bright pictures w Bartolomn•cu di Giovanni (.ibid_, P-'411). B.Bermson, Bibl.;o, and Bib/. 
J 1, does not mention them at •ll, but is reported m have endorsed thetr annbution to Picro 
di Cosimu after they had become known to hin1. 

7'- The tree-trunk enveloped by a ;·i11c is rhc typical :.rtriburc of Bacchus io classical statuary 
and can perhaps be Identified with an elm which is traditionally connected wid1 the vine. 
CI. Joachim Camerarius, Brb/.5 ;, 1, SYMII. XXIV, with quotation of Cat11llus, Catmiml, 
um, +9S"· 
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Some of the insects have already started to fom1 the characteristic 'grape

like' cluster, thanks w the ins1stence of three satyrs, two of whom, an adult 

and a baby, have climbed to a vantage point on the gnarled tree. 

The use of noisy instruments ro keep swarming bees from straying-a 

method still practised by bee-keepers throughout the world-has been de

scribed by numerous classical poets and namralisrs.72 But it is difficult ro sec 

what Bacchus and Ariadne and their votaries have to do with the procedure. 

The answer lies in a passage from Ovid's Fasti (111, 725ss.), which also ac

counts for the subject of the first picrurc.'3 Ov1d sets out to explam why the 

rites of the Feast of Bacchus include the offering and eating of sweet cakes 

called liba. The very name of these cakes, he says, is derived from the Latin 

name of Bacchus, VIZ. Uber, as are the words libamen or libatio for offer

ings in general. It was Bacchus who, upon his return from Asia, taught people 

to light fires on altars and to honour the gods by solemn offerings. That sweet 

cakes should be offered to Bacchus was most fining, for he was credited with 

th.e discovery of honey: 'Cakes are made for the God because he takes de

light in sweet syrups, and because it IS sa1d that honey was discovered by 

Bacchus. Accomp:111ied by s:1.ryrs he left the sandy l februs and had already 

reached the Rhodope mountain;, and the Rowery Pangaion [both in 

ThraceJ The bras~-dad hand~ of his companions clapped. And lo' a young 

swarm of bees, auracted by the noise, g<~thers and follows wherever the 

resoundtng bra~ le.uh them. L1ber catches the stragglers and impri~ons them 

in J ht)llt)W tree. and get~. as a pnze, rltc honey rhus discovered. 'H His vmanes 

7 '· Cf. !';mly-'"'""")"''· Rdd,,)(o. "" -•·. '·''· 'Hten~,' e•fl"'c'"IIY enl.++-4-"· 
7\-lt "mterc<tong "' '""" rhat (hod's Fa<ti were ]»rfi<·ularlv P"!'uiJr wnh the F[.,rcnrlnc 

human"'' of Plew's tiouc. Angdn Puliz1anu l<·nurcd on th•m m publoc and >ccnos tu have 
mad~ them the ub]~Cl uf J UH111nomory on Lat1n \'ers~. aml ~ friend uf h", coiled MJcluel 
Verinus, pronounced rhem 'dims vatis [viz, Ovid) fiber prdcb~rru111<$' I d . .'\_\\'lrburg, 
jJ,h/.]~7, ""'I, pH) 

>4· OvJtl, f"asti, no, 7 n-714 'Uba /J~a (ium. Succi;- -1"'" dulcobur Jile 
Gaudet, eta Hauba mclla reperta {(Tun/. 

!bat arenaw Satyrir camtlatiJJ ab f:iebrv: 
(Nan babel m~~:ratm {aim/a twstra wrr»! 

fa:mqlle erat at H.badapen l'angaeaque florida '!i~>lf"m: 
Aeri{(.'7ae comit"m cancrepuae manus. 
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enjoy the discovery and of their own accord search the woods for honey

combs. But Silenus, greedy and la1.y as he is, drives his donkey near a hollow 

elm where he hopes ro find another bee-hive, and climbs upon the donkey's 

back. But the branch on which he holds his heavy weight breaks, and the 

beehive turns out ro be a hornets' ne....r. Thus he is miserably srung on his 

bald pare, falls from his donkey, gets kicked, wrenches his knee, yells for 

help and is finally rescued by his companions who laughingly teach him 

to treat his stings wirh mud and mire and finally manage ro put him on his 

feet. 7 ~ 

This ddighrful tale explains most of rhe puzzling features of the two 

Vespucci panels. It accounts for the combination of the Bacchic cortCge 

with the bee scene, for rhe prominence of the two hollow trees-one destined 

to be the home of the first man~controlled ;;warm of bees, the other harbour

ing the vicious hornets, for the satyrs climbing trees in search of more 

honey, and for the many misfortunes of Silenus. However, Piero has inter

preted the Ovidian scenario in a highly personal manner. 

Even discounting such strikingly individual features as the sentimen

tally expressive donkey later paralleled in seventeenth-century Dutch pamr-

Ecce uovae coermt vo/ucres, tilmitibu> anae: 
Qullqu.c mow:m sonitus ~er~, sequuntur apes. 

Colligit err~mte>, er in llrbore chudll irumi 
Uber: et i>rt•enti pracmia mel/is habet.' 

75· Ovid, ibid., 747-700. 'Ut S~tyr. /e,:isque seno: tetigere sllpon:m: 

6> 

Qu.aercb~mt (lavos per nemw omne fn•as. 
Audit ill cXeiil Hridorem examinis ulmo: 

Adspicit et c~rlls, dissimulatque senex. 
Utquc piger pandi tergo reside bat aselli; 

Adplrcat hunc 1</mo corricibu.sqru cavrs. 
Conswit rpse mper rumow stipite ni:rus: 

Atque at•idc trunco condita mel/a pem. 
Millia crabronum coc:mt; ct vertice nu.do 

Spicula defigunt, OTilque smmna natant. 
11/e clldit pr~eccps, d calu feritur aselli: 

/nclm11JJtque mas, lluxiliu.mque TOI?,ilt. 
Canc!4rruflt Satyri, 11/rgc>lftllque ora pllrcnti> 

Ridem. l'<'TCUSW ciaud~eat illc f1.e1/U. 
Ridet et ipu /)eus: lhmmrque induare nwmtrat. 

Htc pare/ monitis, rt linit ora luto.' 
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ings, or the weirdly twisted rree worthy of a German romantic arti~t, 7 ~ 

Piero's version differs from all other representanons of Bacchic processions 

m rhat he docs not show the rrain of the god as a throng of ecstatic votanes 

but as a fantastic rribe of nomads. Ovid imagines a corybantic procession 

whose frenzied noise attracts the bees by accident; Piero depicts a group of 

wanderers some of whom enjoy the halt or go about their business, while 

others are engaged in purposeful apicultural exertions. Ovid, like all the 

artists who ever rendered Bacehic ntes, imagines the instruments in the 

aeriferae comitmn manus as ceremonial cymbals; bm Piero's satyrs employ 

humble household utensils such as pots, pans, ladles, tongs, shovels and 

graters, and use cudgels, hones, and deer-hoofs for drumsticks. The crouch~ 

ing figure in the right foreground~probahly meant to be Pan~smilingly pro

duces three onions from his knapsack (Vasari's zai11o) where he also keeps his 

little Pandean pipe. The two women who in any onhodox Bacchanal should 

be tripping, notous maenads sed:nely le:1d a satyr baby by rhe hand and 

carry a big kettle. 

Piero's sharp realization nf primitive conditions, and his shift from a 

Dionysian to a pastoralmterpretation" is more than a good JOke, although 

an element of deliberate parody ts unmisrakahle;18 it serves to emphast7.e an 

76. Cf.. e.g., C.\\'.Kolbe, ill. in L.Grm~. Bib!., '4· fig., l· 
77· A >~mil or r~-int~rpr~totmn c•n he <>h>cr~ed m l'icro's '\'cnus orl<l .11.-lar>' (!l~rlin, KaP<Cf 

Friedrich Museurn) as cnmp~rcd w Bonrcclli"5 rcnd~ring nf the same subject (!\"atio.,~l 

G"llery, Lrmdon) The >llbjcct-" glnriticarion of 'cnsmic lnvc' pacifying the univ~rsc-can 
be uaccd bock to Lucretius, De HCT. Nat~ 1, l'-4" (cf. H.PAaum, Bib/.265, p.w): 

'Nam m sol~ potes rr~nqt<illa pace h•~·are 
A!ort.Uis, quomam belli fna muelli!TQ Mavor.r 
ArmipmerH rcfl.it, in gremium IJ1<i racpc mum u 
Reicit anemo drn·.ctl<f 1ml1lerc 111111>TH, 

Atqur l!a 1wpicicm tCTeri aT>~.~iu reporra 
P~sc·it amore a-:Jidm i>lbumJ in re dea vmn, 
Eque trw pcndet rempini 5prritu.r ore . 

But agai" "" erwhaminglr primiti•·ist1c poswral has heen suh<muted for a snlemnly 
d.lssic1zing allegory. 

78. M} friend F.Saxl call< my ~ttcnnon tr1 I he hn I hat the Ba~·dws and -\riadne group 
travesties dassical model< like S.Reinoch, Bib/.>77, HH .. II. i, I'·' '9· and rhar the mm1f of the 
uninn> may allude to the aphrodi'La<: qualitk' attributed 10 thar vegetable (Cebu>, De 
medicma, II,;:: 'sensu> excit~m .. cep~.. "). 
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aspect touched upon but not developed in Ovid's 'jocular rale.' Bacchus, not 

unhke Vulcan, was a civilizing influence. To the wild, rough, and barren 

country of Thracc he introduced those values which complement man's 

purely technical achievements, as represented by Vulcan, and surround the 

primitive life of shepherds and peasants with a halo of dignity and unso

phisticated joy: rhe simple rituals of pastoral religion, that is the offering of 

firstlings and spices,19 and the modest amenities of pastoral life-wine and 

honey. This evoluriorustic aspect of Ovid's apicultural talc was bound to 

appeal to Fiero's imagination, and he has emphas1zed it further by the dev1ce, 

common in late-mediaeval and Renaissance paiming, of dividing rhe land

scape background into two halves of symbolically contrasting character. 

This 'paysage moralise,' as we might call ir, is frequent in religwus picture~ 

where the 'A era sub !eKe' is contrasted with the 'A era sub gratia,' and, more 

particularly, in the representations of subjects like 'Hercules at the Cross

roads' where the antithesis between Virtue and Pleasure IS symbnli'Lcd by 

th.e contrast between an easy road winding through beautiful country and a 

steep, stony path leading up to a forbidding rock. The landscape in this 

'Bacchanal' somewhat resembles that of a 'llerculcs at the Crossroads' 

formerly ascribed to Piero, but now mostly anributed to 1'\"iccolO Soggi 

(Jig.34).R" The left half whence the tbiaws unwmds presents a piCture of 

peace and prosperity: the forest has given way to a well-ordered scenery 

with hand~omc building~, lawns and ~plcndid trees above which the sky 

shmcs brightly serene. On the right we have a wilderness inhabited by 

monkeys, lions and a few desperate, mountain-climbing savages, some nf 

the trees are bare and dead, others are runmng to seed; ilmid boulders on 

the uneven ground lies the carcass of an animal surrounded by buzzing flies 

and wasps, while thrcatcnmg clouds gather around a terrifying rock as 

Patinir-like in appearance as the castle on the other side is Bellinesque or 

even Giorgionesque. However, rhe symbolical values suggested by this 

79· Ovid, FaJti, m, 7>?-7l'-
8o. Cf. E.P:mofsky, 8Jbi.14J, pa,sim. The Soggi p~nd ill. ibidem, PI XXXI, fig p, and P. 

Schubring, Ribi.JO<f, """'1'9· 
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contrast have been reversed according to the difference between ascetic 

moralism and hcdomsric evolutionism. In representations of Hercules at 

the Crossroads, the barren and desolate scenery stands for praiseworthy 

virtues, while the nch and beautiful one stands for reprehensible pleasures. 

To Piero the same contrast means an antithesis between the mercdcss hard

ships of unmitigated wildness and the tnnocent happiness of a pastoral 

civilization. Even when illustrating Ovid, he cannot help transforming the 

poetic vision of an orgiastic cult into a fantastically real picture of primitive 

life marking a pleasant advance in civilization. 

Like Lucretius, Piero conceived of human evolution as a process due to 

the mUorn faculties and talents of the raee. It is in order to symbolize rhe~e 

faculties Jnd ralenrs, as well as the uni versa! forces of nature, that his pictures 

glorify the clas..'lical gods and demigods who were not creators like the bibli

c~l Jehovah, hm embodied and revealed the natural principles indispensable 

for the 'progress of mankind.' Rut like Lucrenu~, Pieru w~s sadly aware nf 

the dangers entailed by this development. lIe joyfully sympathized wirh the 

rise of hmnanity beyond the besnal hardships of the stone age, but he re

grerred any step beyond the unsophisticated phase which he would h::IVe 

termed the reign of Vulcan and Dionysus. To him civilization meant a re~lm 

of beauty and happmcss as lung as man kept in close contact with I"'ature, 

bur a nightmare of oppresswn, ugliness and distress as soon as man became 

estranged from her.~' 

An anitudc like this, unparalleled as it is in an arrisr of the early Renais

sance, can only be explained on psycholugJcal grounds. Fortunately, Piero 

di Cosimo is better known to us than almost any other artist of his period. 

Forbidding and fascinating at the same time, h1s personality lived in every

body's memory to such an extent th:H Vasari, who was nine when Piero died, 

was able to immortalize his characrer by a most convincing psychological 

portrait. 

llt.Cf. Lucretius' Third period.' referred t<) p 40, N.u. ,, 
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\Ve have had occasion w mcnrion Picro's 'mad' love for ammals and for 

the other things that nature produces by 'fancy or acc1denr.' But if he was 

'enamoured' of the sottigliezze della natura, he correspondingly despised the 

company of human bemgs, and espec1ally of his fellow citizens. l-Ie hated 

the various nmscs of city life and liked to live by himself, though when he 

condescended to m1x wirh mhers, he could be full of original winicisms. He 

was a 'recluse,' a 'friend of soli rude,' who derived his greatest pleasure from 

long, lonely walks: 'quando pensoso da re solo poteva andersene fantasti

cando e fare suoi casteUi i11 aria.' He loathed the sound of church bells and the 

psalmodies of monks; he refused to 'make his peace with God,' although he 

was 'a good and very zealous man in spite of his bestial life.' Vasari also tells 

that he disliked normal hot food and lived on hard-boiled eggs which he 

prepared in ad\·ance in large numbers 'in order ro save fire.' 82 He would not 

have his workshop cleaned, nor the plants m his garden trimmed, nor even 

the fruit p1cked, because he hated to interfere with namre: 'allegando che le 

cose d'esra natura bisogna JasstiTle custodire a lei senza farci altro.' He was 

terrified of lightmng, the fiery weapon of Vulcan, but he loved to watch a 

fine downpour. 

Accordmg to his rationalisnc and somewhat snobbi~h conception of what 

an artist should be, Vasari calls Piero's manner of living una vita da uomo 

piuttosto besnale cbe umano. He describes him as a warnmg example of 

mental derangement, as a neurotic w1th a tendency wwards 'animalitanan

i~m'~3 and a fire complex, as we would pm 1t in rhc langu~ge of today. But 

one of Vasan's expressions fum1shes a key to the nature of the man: 'H 

comeutava di 1·eder sah·,uico ogni cosa, come Ia sua natura.' Th1s word 

salvarico, derived from sil'va hke our 'savage,' explams in a Rash borh 

8z .. ~ psvch.uan.alp• nngh• c"mc w tile ~"nduwon !hat even Piern.·, aH·r>ion to cuokcd food 
and hi• e~trJunhnary hab1t of prepHing 'ul/a cinq,.amma' of hard-hn1kd cgg5 at a time 
"per TnpanmaT 1/ {uoco' (van .\hrle. /1ibl.z09. vo1.~111, p.JJ6, seem• w have mi•llndcr."~"l 
V>sari's meaning, f<1r :1c ""1es d•ar P•cro d1 Cos•lll<> "ate about tifty hard-booled egg> a 
day") was nor rmly a maHer uf cCol1ollty, b"t also fulfilled"" "nconsci<HlS WISh to a\oid 
cont•~•. as fu as possible, with •he elcllJCtl.( "hich both r,,~·inatcd and terrified hi<~l. 

s,.Cf. A.OLnvei"Y and G.Bna.•. Bil>l.>o•, P·'9· 
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Piero's obsession with primitivistic notions and his magic power in bringing 

them to life by his brush. In his picrures, primitive life is not transfigured in 

a spirit of Uwpian sentimentality, as is the case with the poetic and picrorial 

evocations of 'Arcadia;•a• it is reenacted with the utmost realism and con

creteness. Piero does nor idealize, on the comrary he 'realizes' the first stages 

of the world to such an extent that the most fantastic of his creatures, such as 

the animals with human faces, are merely an application of serious evolurion

istic theories. The hurs of untrimmed logs, the quaintly shaped boats, all the 

picturesque details that come under the heading of what Vasari calls casa
memi e abiti e strumemi divers~, are based on arehaeo[ogica[ rese'arch. and 

paratlcled only m scientific illustrations. Piero's world seems fantastic, not 

because irs elements arc unreal, but, on the contrary, because the very 

veracity of his interpretation is convincingly evocative of a time remote 

from our potential experience. His pictures emanate a pervasive atmosphere 

of strangeness because they succeed in conjuring up an age older than Chris

tianity, older even than paganism m the historical sense of the word-in fact, 

older than civilization itself. 

Piero di Cosimo might be catled an atavistic phenomenon, if we bear in 

mind that emotional atav1sms are quite compatible with the highest degree of 

aesthetic and imel!ectual refinement. In his pictures we are faced, not with 

the pohte nosralg1a of a civilized man who longs, or pretends to long, for the 

happmess of a primitive age, but with the subconscious recollection of a 

primitive who happened to live in a period of sophisticated civilization. 

\\'hilc rcconstruC[ing the outward appearances of a prehistoric world, Piero 

seems ro have re-experienced the emotions of primeval man, both the crea

ti\e excitement of the awak..:ning human, and the passwns and fears of the 

caveman and the savage. 

84 Thor i~ '" >a~·- A•~•Ji~ "' the \'irgiha<l, <lot in rhe O•·idian sen>e. Cf. P·i"· and E.Pan
ufs~r. Bibl.'4" 
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III. FATHER TIME 

IERO DI COSIMO'S secular compositions, based as they are 

on an almost Darwinian evolutiomsm and often harking back ro 

a primitive world prior w every histoncal age, are an extreme 

and practically unique manifestation of the general tendency to 

revive the 'sacrosancta vetustas.' As a rule this tendency confined 

itself w rcsuscirarmg am1quiry in the hiswrical sense of the tem1; Piero him

self was, as we have seen, an archaeologist, as well as a primitivist. However, 

the reintegration of classical motifs and classical themes is only one aspect 

of the Renaissance movement m art. Representations of pagan divinities, 

classJCal myths or events from Greek and Roman hiswry which, icono

graphically at least, do not reveal the fact that they were products of a 

post-mediaeval Civilization, exist of course in large numbers. Bur even larger, 

and much more dangerous from the viewpoint of orthodox Chrmianiry, was 

the number of works in which rhe spirit of the Renaissance did not confine 

itself to reinstating classical types within the limits of the classical sphere, 

but aimed at a visual and emotional synthesis between the pagan past and the 

Christian present. This synthesis was achieved by various methods which 

could be applied separately and in combination. 

The most widely used method might be called the re-interpretation of 

classical images. These images were either inves"ted with a new symbolical 
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content of a secular but definitely non-classical character (witness the in

numerable personifications and allegories evolved during the course of the 

Renaissance), or rhey were made subservient to specifically Christian ideas. 

This again could be done either by way of contrast (for instance, when classi

cal sarcophagi and ruins are shown in a Nativity/ or when, in Filippino 

Lippi's fresco in S.Maria Novella, Sr. Philip exorcises the dragon in front of 

a kind of scaenae frons teeming with pagan symbolism), or by way of 

assimilation, as is the case wirh the Christs repeating rhe motif of rhe Apollo 

Belvedere, and the Virgins modelled upon Venuses or Phaedras. While 

mediaeval art had appropriated classical motifs without much reflection, 

the Renaissance tried to justify this practice on theoretical grounds: 'The 

pagan people attributed the utmost beauty to their heathen God Abblo,' 

DUrer says, 'thus we shall use him for Christ the Lord who is the most 

beautiful man, and jusr as they represented Venus as the mosr beautiful 

woman we shall chastely display the same features in rhe image of the Holy 

Virgin, mother of God.·~ 

While classical images were thus deliberately reinterpreted, there are 

many other cases in which the revived classical traditions merged quite 

naturally, or even automarically, with surviving mediaeval traditions. \\-'hen 

a classical character had emerged from the Middle Ages in utterly non

classical disguise (as has been briefly explained in the first chapter), and had 

been restored to its original appearance by the Renaissance, the final result 

often showed traces of this process. Some of the mediaeval garments or attri

butes would cling to the remodelled form, and thereby carey over a mediae

val element into the content of the new image. 

This resulted in what I would like to caH a 'pseudomorpboris:' certain 
1.0. A.Wuburg, 8ihl.J87, VOL.!, P·'HS. 
1. K.Lange and F.Fuhse, Bibl.•8•, •II!JJ, p.J•6, also quoted in EPanofsky and F.5ul, 8ibl.IJ8, 

P·•7S· It is Um::cnting that Nch n:intupretations of classical subjecn, whetlw:r an:isl:i<: or 
literary, wen: later emphatically attacked from oppo5ite sides; The Council of TtaJt 
bllnned the MDTilliu:d Ollid-nrn: the Ovid ten itself-from rhe point of v~w ef orthodoll 
Cll.tho.li<:ism;J.J.Winckelmmn ridiculed Pollaiuolo's use of a Diana type for a penonilica
tioo of Theology from the point of view of purifllllical cbssicism (quotations in E. 
Panofsky 11nd F.5ul., ihidm~). 
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Renaissance figures became invested with a meaning which, for all their 

classicizing appearance, had not been present in the1r classical prototypes, 

though it had frequently been foreshadowed in classical literature. Owing 

to its mediaeval amecedents, Renaissance art was often able ro translate into 

images what classical art had deemed inexpressible. In this and m the follow

ing chapter I shall endeavour to illustrate typ1cal cases of 'pseudomorphosis' 

by analysing two reputedly classical characters. Unlike many mhers of their 

kind, they managed to withstand the wholesale elimination of humanistic 

subject matrer from late nineteenth-century art and enjoy popularity to 

this day, so much so that they appear on Valentines and New Year's cards, as 

well as in comic cartoons and serious advertisements: Father Time and 

Blind Cupid. 

The Father Time seen, for instance, in an advertisement of the Bowery 

Savings Bank (text ill. p.69) is a simple specimen of his kind. Of the at

tributes which serve to make a personification recognizable he has only the 

characteristics of old age and a scythe. His ancestors are generally more 

richly equipped. In Renaissance and Baroque an, Father Time is generally 

winged and mostly nude. To his most frequent attribute of a scythe or 

sickle are added, or sometimes substituted, an hourglass, a snake or dragon 

biting its tail, or the zodiac; and in many cases he walks with crutches. 

Some of the features in these more elaborate images can be found in 

classical or late antique representations of the idea of Time, but none of the 

peculiar combinations which constitute the type of Father Time in the 

modem sense can be discovered in ancient art. In it we find, roughly speak

ing, two main types of conceptions and Images. On the one hand, these are 

representations of Time as 'Kairos;' that is, the brief, decisive moment which 

marks a turning-point in the life of human beings or in the development of the 

universe. This concept was illustrated by the figure vulgarly known as 

Opportunity (fig.J5). Opportunity was shown as a man (originally nude) 

in fleeting movement, usually young and never very old, in spire of the fact 
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that Time is sometimes called '1toAl6~ (grey-headed) in Greek poetry:l He 

was equipped with wings both at the shoulders and at the heels. His anribures 

were a pair of scales, originally balanced on the edge of a shaving knife, and, 

in a somewhat later period, one or two wheels. Moreover his head often 

showed the proverbial forelock by which bald-headed Opportunity can be 

seized.• It was because of this abstrusely allegorical character that the figure 

of Kairos or Opportunity appealed co the late antique and mediaeval mind. 

It survived up to the eleventh century and afterwards tended to merge with 

the figure of Fortune, this fusion being favoured by the fact that the Latin 

word for 'Kairos,' viz., occasio, is of rhe same gender as fortuna.~ 

On the other hand, the exact opposite of the 'Kairos' idea is represented 

in ancient art, namely the Iranian concept of Time as 'Aion;' that is, the divine 

principle of eternal and inexhaustible creativeness. These images are either 

connected with the cult of Mithra, in which case they show a grim winged 

;. See the Diphilos fragment qm)[ed p.74, N.11. 
4- Cf. Roscher, Bibi.HJO, s.v. 'Aion,' 'Chwnos,' 'K~iros,' 'Kronos,' 'Sarumu~.' Also A.GrcLfen" 

hagen, Bibl.u1, especially figr.,, 3, ~-The famous eleventh-century relief in the Cathednl 
of Torcello in which the energetiC yoLtth who takes Opportunity by the forelock is con
trasted with lrrC'!Oluteness followed by Repentance is illustrated in Roscher, s.v. 'Kairos,' 
and in Greifenhagen, fiK-4· A Coptic allegory of Opportunity is illustrated in J.Strzy
gowski, Bib/.;19, fig.I59· See also G.L.Kimedgc, Bih/.1~. With the attributes shghtly 
changed, the image of Kairos could also be used to represent Time in general, but instances 
seem to be e~tremely rare. The only one known to the wnter is the famo11s relief 'The 
Apotheosis of Homer' where winged Time ca..des the Iliad and rhe Odyssey. 

s.For the fusion of Occ~IiQ and FQrWM see H.R.P~tch, Bibi.>H, p.II)SS.; A.\Varburg, 
Bihi.)S7, VOI..l, p.•;o ~nd 358; and recently R.\Vittkower, Bibl4o8a (publ15hed after this 
chapter h~d gone w press). The rcsuhing im~gc of a nude f~mllle equipped with the 
attnbutes of Kairos (forelock, sometimes sha,·ing-knife, etc.), and bal:.nced on a sphere 
or wheel which often float5 in the Sf'a, practicall_v superseded the masculme Kairos in 
l~rer mediaeval and Rena1"'ance art."ir is constantly found wherever emblematic art wished 
to illurn:~te the concept of Occasio~ d. particularly Andrea Alciati, Emblemata, Emblem• 
CXXI (the epigram being a Latin version of Puseidippos' epigr~m on the Lysippian Kairrn; 
in which this name is rendered by 'Occasio'), or Jacobus Tn>mius (Typoet, '540/!601), 
Bihl.35t, p.J57 wuh the significant phrase 'fortun<t111 'l.!el occariQnern in p1la volub•.li statuens.' 
For the immenSI'ly influential illustratiol's of Alciati's Emb/emata, sec H.Green, Bibi.1H, 
w1th facsimile reproductions of the earliest Alciati editions by Sreyrer, 'Sl' (0CCIIJW here 
fol.A 8), Wechcl, I5J4 (Occ~>io here p.1o) and Aldus, 1546 (OcciiJiQ ,·ac~t). l11 the L)'ons 
edition by Bonhmnmc, 1551, Bib/4. OccariQ is found on p.13J, and in the Paris edition of 
16o8-a typical spedmcn of the comprehensive editions containing the niD.It valuable com
mentary by aaudius i\'linos, recte Claude Mignault-on P·577• Bibl.;. The Roman numerals 
of the Emblemata refer to the order maintained in practically all the cdiuons after •'iH· ,, 
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figure with a lion's head and lion's claws, rightly enveloped by a huge snake 

and carrying a key in either hand,6 or they depict the Orphic divinity com

monly known as Phanes, in which case they show a beautiful winged youth 

surrounded by the zodiac, and equipped with many anribures of cosmic 

power; he roo is encircled by the coils of a snake ([ig.36}.7 

In none of rhes~ ancient representations do we find the hourglass, the 

scythe or sickle, the crutches, or any signs of a particularly advanced age. In 

other words, the ancient images of Time are either characterized by symbols 

of fleeting speed and precarious balance, or by symbols of universal power 

and infinite fertility, bm nm by symbols of decay and destruction. How, 

then, did these most specific attributes of Father Time come to be introduced? 

The answer lies in the fact that the Greek expression for rime, Chronos, 

was very similar to the name of Kronos (the Roman Saturn), oldest and most 

formidable of the gods. A patron of agriculture, he generally carried a sickle. 

As the senior member of the Greek and Roman Pantheon he was profession

ally old, and later, when the great classical divinities came to be identified 

with the planers, Samrn was associated with the highest and slowest of these. 

\\'hen religious worship gradually disintegrated and was finally supplanted 

by philosophical speculation, the fortuitous Similarity between the words 

Chronos and Kronos was adduced as proof of rhe actual identity of the two 

concepts which really had some features in common. According to Plutarch, 

who happens to be the earliest author to state this identity in writing, 

Kronos means Time in rhe same way as I I era means Air and Hepha1stos, 

Fire.~ The Neoplatomcs accepted the identification on metaphysical rather 

6. Cf. F.Cumun(, Bib/.68, .-uu, P·H""'·• vm .. 11, P·5 J; also H.junkcr, B1bl.!)9. eo;pe~ia!ly P·'47· 
7.Cf. R.Eis!er, Bib/.81, p.>, fig.>8- Also E Panofsk}'. Bib/.>4), P·9· fjgr.B/9. In an e11gru·ing by 

H•eronymucs O!giatus of !)6<;, repeated in a pam(ing in (he posse5.5ion of Mr.G.W.Younger, 
London, (he Phanes figure is ""'d for an allegory of Alchemy (our fig.J7). The mscrip!iun: 
'Hoc monnrum g;mcnll, tum pt'7"ficil ignir et Awc!J' means that nme produces raw matter, 
while fire and ma~ury perfect it (the uni(ed ac(ion of fire and quicksilver being believed 
to (ransform raw matter inm the 'philompher's swne') The 'Turba Sop!Jowm' men
tioned in (he dis(i~h i> the (icle of a famous treatise on akhemv (ranslatcd frun1 (he .o\.rabic 
and of(cn reprin(cd in the "'ven(eenth cen(ury. · 

S.Pilltarch, De hide el Oriride, p; Atria Roman,, xu, 166 E, F: hloufl i•fo< ~.;,, ~1l..oa6~• 

nil><>• "'"""'~'~a, K~o,.,, oiwu, ~o ~· LilYJ11f.<; oU~Iax" ulo•o<;; 
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than physical grounds. They interpreted Kronos, the father of gods and 

men,9 as \oC~, the Cosmic ,\lind (while his son Zeus or jupiter was likened 

ro its 'emanation,' the lV~X~ or CosmiC Soul) and could easily merge this 

concept with that of Chronos, the 'father of all things,"" the 'wise old 

bmlder,' as he had been callcd.11 The learned writers of the fourth and fifth 

centuries A.D. began tQ provide Kronos~Sarurn with new arrributes like the 

snake or dragon biting HS tail, 1 ~ which were meant to empha~1ze his temporal 

significance. Also, they re-interpreted the original features of hi~ 1mage as 

symbols of time. H1s sickle, traditionally cxplailled either as all agricultural 

implement or as the imtrument of castr<lt!On, came w be interpreted as a 

symbol of tempora qu<1e SIC1it falx in se recurnmt;'" and the mythical tale 

that he had devoured h1s 0\1.-"ll ch1ldrcn was said to s1gnify that Time, who 

had already been termed \harp-toothed' by Simoni des" and edax rerum by 

Ovid,'~ devours whatever he has creared. 1t 

9.Hymn. Orpb., xm, Abel: M~~.O.ywv « OoWv -r.:ho;> ~0! ut &,~P"''· Aeschylus, Prumetheus, 
line 9"9'' r.a<p0> K;'"'"" Cf. also Silius ltalicus, Punica, XI, 458: 'Samrni . patris.' 

1o.Pindar, 0/ymp., n, J1 (17), p.13, Schroder. 

t 1. Kntes (Bib/.168, HlL.I, P·'4'• fragn1 . .;9· Tiuwv oo;O.;; Diphilos, Kock, Bib/.168, VOL.n, P·56<f, 

fragm.8j: "r.o)d.;; H;t.>i<TJ<;. Cf. also Chr.A.LoO..~k, Bibl.rQ], vuu, p . .;7o. 
11. Sec .\hrnanus Capella, Nupt. P!Jilolog. e/ Mercur .. 1. 70: 'V em"' rat or eoru.m (vJl., Saturn, 

the father of the god>] greHibur rardur ac renwralor incedu, glaucoque ~~mien. ucms 
C4p!<t. Pri1erc>rdebat de~tra fla?mnh•orzml quend111n draconem caudae quae ulrima devo
r.mu:m, quem credebam atmi 1/Umerum nowinc padoccre.' If rt were true that the drogon 
bitmg its tail >~gnofic> the Ycor it would be pos~iblc tltat it onginally bdongcd not to 

s~rurn, but w Janu>,"' i• rc!Jtcd by .\t..crobms, Sawrnal., 1, 9.1!. flowcvcr. a monster 
whi~h 'seemed w devour irsclf" JS also connected with the !raman Amn (d. H.Jonker, 
Bib/.1.19. P·'7'• narc 90) and in thiS case irs original rneanmg would have been rhot of 
Endlessness or Etunity. as w.s mosdy o;~unwd in later times. My•hographus Ill, 1, 6, 
Bih/.;ij, P·'5"5· borrowed the motif (as an alltohutc nf Saturn) from Rcmigius' Commentary 
on J\-hrtianm Capdla and tran"tntt~d it to tlw >u<:c<·~ding traUitiom. 

13. Servius, /11 V erg. Gcor!{oca, n, .;o6, taken over by Myd10graphu' Ill, 1. 6, Bib/.j8, p.155. 

I.;.St<>haw,, Eclog. Pbys. et Etb., 1, 8, '" 

••(}" -;n;Ovo.; O;u.; 036vt~> 
K~l .,.~,~~ oj.-l)";r:O< >.al <i ~<a<O<~~~-

15. Ov1d, Met.mt., xv, 134. 

16. Fulg~ntius . .-i1iwl .. 1, '• p.1R, Hdm 'Filios vno comedine famr, quod omnr umpm, 
quodcumque gignat, connmm' taken uvcr by Mythographu> Ill,<, j, Bibi.JS, p.154. 

74 



FATHER TIME 

Thus it is in the iconography of Kronos-Satum rather than in that of 

Time proper that we shall have to look for supplementary evidence. Bur the 

synthesis which eventually gave rise to the 1mage of Father Time as we know 

ir, did not occur without many VIcissitudes. In classical an Kronos or Saturn 

is a perfectly dign1fied though somewhat gloomy figure, characterized by a 

sickle, by a veil over his head ({ig.38),' 1 and, when seated, by a mournful pos

ture with his head resting on his hand. 1 ~ \Vings never appear, 10 but neither 

do staffs nor crurchcs. 

This was changed during the Middle Ages. According to the normal 

scheme of evolution our lined in the first chapter, the classical Image of Saturn 

was occasionally resurrected both Ill Carolingian and mtt!dle-Byzantine art, 

bm was w survtve only for a comparatively bnef penod. Representations of 

Saturn more or less lirera!ly repeating the classJCal type best exemplified by 

the mural from the Casa dei Dioscuri at Pompei are found first, in rhe copies 

of a founh-century calendar known as the Chronograph of 354 or the Filo

calus-Calendar {fig.J9) ;20 second, in the 'planetllTia' appcanng m astronomi

cal treatises of both Carolingian and Byzantine origm;"' rhird, in eleventh

and twelhh-cenrury manuscripts of St. Gregory's Homilies, where inci

dents of the Saturn myth are shown among other scenes indicative of the 

Immorality of rhe pagan gods; m rhe miniature in question he devours the 

17.Cf. P.Hermann, Bibi.I-H. ~~·'"· 
18. Cf., for instance, the tolllb of ComlltUS in the Vatican, ill. m. E.Pa!lofsky and F.Saxl, Bib/. 

'53· or the bronze statue in rhe Musco Gregoria!lO, ill. m Roscher, Bibl.:go, s.v. "Krnnos,' 
fi&·'3· The gesture is even rctam~d when Kronos is shown deceived by the stone; d. the 
rdid hom th~ Ara Upitolma, \V.Helbig, Bibi.IJ9. no.511, ill. m Roscher, Bibl..gu, s.v. 
'Kronos,' fig. IS. 

19. The 1dentificotiun uf the Mithraic A10n with Kronos-Saturn is late and somewhat doubt
ful. The hntastic 'Phoenician Kmoos' w1th six wings seen in the coins of Byblos (d. 
R.::>scher, B1bl l\)0, s.v. 'Krnnns,' Nachtrag) and illustr:ned by Cntari, Bibl.s6, P·'9• on the 
basis of the detailed description in Eusebius' Praeptmttio E.v~mgelic"· 1, 10, J6·J9, i• certainly 
a purely Semitic d1viniry of cherub-like appearance, as is also corroborated by his ind•ge
nuus name· )).o, (ElJ. 

10.Cf. J.Str:r.ygow•ki, Bib/.pS. Contrary ro recent thcori~s (C.Nordenfalk, 8Jbi.1JO). the 
RenaiS£~ncc copies wh1ch have been preserved would seem to pr~suppose a Carolingian 
intenn~diary. 

11. Cf. G.Th1ele, A mike Hnnmelrb11der, Bibi.JJ], p. 11!liss. A berter reprodl!nion of th~ Samrn 
p~eture 10 Cod. Leyd. Voss. lat. 79 w1ll be published in E.Panof>k)' and F.Snl, Bibi.>SJ· 
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wrapped-up stone which has been substituted for little Jupiter (fig-42).22 

Foun:h, in the Jl!ustrations of the chapter 'De diis gentilium' in Hrabanus 

Maurus' encyclopaedia De universo which has come down to us in two 

independent copies, one executed in Monrecassino in !OZJ (fig-4o), the 

other made in South Germany in the first half of the fifteenth century 

(jig.41); it is interesting to note that m the Monrecas.sino manuscript the 

classical sickle (faithfully retained in the more recent German copy) has 

already been replaced by the modern scythe.23 

During the high .\Iiddle Ages, western art abandoned the Carolingian 

pictures which fell into oblivion rill the fifteenth century, and in the mean

rime were supplanted by thoroughly non-classical types. Owing to the fact 

that Saturn, like Jupiter, Venus, etc., had been identified with a planet, these 

new images turn up in the illustrations of both mythographical and astro

logical texts. 

In the capacity of planetarian ruler, Saturn was held to be a peculiarly 

sinister character; we snll use the word 'saturnine' to indicate 'a sluggish, 

gloomy temperament,' to quote the Oxford Dictionary. Those subject to 

his power could be mighty and wealthy, but not kindly and generous; they 

could be wise, but not happy. For men born under Saturn must perforce be 

melancholy. Even these highly conditional at! vantages were granted only to 

a very small minority of Saturn's 'children.' Generally Saturn, coldest, driest, 
n. Cf. also H.Omoflt, Bibl.> !5· PI .cxvnr, '+ (from ms. Coishfl lJ9). Fflr rfle mrrect imerpreta

tifln of the subject and fllrther iflstances !iCe F..Pmofsky and F.Saxl, Bib/.15) It is iflteresr
ing tfl.or ;, rhe earher Gregory monmcripts lnintfl century) tfl~ myrhologicol scenes ar~ 
~ithcr alv.;c,flt, or based "" the textllal description rather than on a reprcs~ot3tto[lo] tradi
tion. In cod. Ambros. 49fJO lnf., \'Ot .. n, ?·?51 • >ery undas-inl Saturn is shflwn splmmg 
the firmament with ann because a pe['i(Jn llflfam1h~r wllh pagan mythology could eas1ly 
misiflterprN the Greek text '0 KPOSO:E TO!\ OY(PA):'>JO~ T~MNO(N) (m~aning 

'Kroflos castrating I.:ranus") as 'Krunus ~utting, or splittiflg, the '~Y-' I am indebted to 
Prflfessor A.M.Friend, Jr. afld Dr.K.Wcnzmann for hovmg called my attcfltion !0 the 
uflpublished Gregory n1anuscriprs and for fl.:.>'ing Sllpplicd me wllh the pflowgrapfl 
reproduced'" fig .• p. 

IJ.A.MAmelli, Bibl.j. pr..nm. Fflr the Soutfl. German cnpy (cod. Vat. Pal. lat. 191), sc~ 
P.Lehmafln, Bib/.187, PART 11. p.IJSS., and E.Panof,ky ond F.Snl, Bib/.1 J8, p.ljo. The reten
!Jofl of the sick_!e m cod. Vat. Pal. lat. '9' corroburat~s the tl1cory that this Cflpy, lfl spite 
of its thflrollghly late Gothic sryle, is ICOm>guphicolly more correct than the Mome
cassino manllscript. ,. 
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and slowest of planets, was associated with old age, abject poverty and 

death.2~ In fact Death, like Saturn, was represented with a scythe or sickle 

from very early times (fi&·4J). 2 ~ Saturn was held responsible for floods, 

famines and all other kinds of disasters. Those born under him were classed 

with the most miserable and undesirable of mortals, such as cripples, misers, 

beggars, criminals, poor peasants, privy-cleaners, and grave-diggers. It was 

not until the last quarter of the fifteenth century that the Florentine Neopla

tonists (whose influence on Renaissance art will be touched upon in later 

chapters) reverted to the Plotinian concept of Saturn, deeming him an 

exponent and patron of profound philosophical and religious contemplation, 

and identifying Jupiter with mere practical and rational intelligence.~6 But 

even this Neoplawnic revival, which was ultimately to result in an identifica

tion of Saturnine melancholy with genius, could not weaken the popular 

belief that Saturn was the most malignant of the planets. 

Astrological imagery-derived in pan from Arabic sources-never ceased 

to emphasize these unfavourable implications. Saturn appears mostly27 as a 

morose, sickly old man, more often than not of rustic appearance. His sickle 

or scythe is frequently replaced by a mattock or spade, even when he is 

represented as a king emhroned and crowned (jlg.44), 2s and this spade 

tends to become transformed imo a staff or a crutch indicanve of old age 

and general decrepitude {fig-48). As a final result Saturn is shown actually 

'4-Cf. for insnnc~ Mythographus Ill, 1, 4, Bib/ jS, P-'H' 'Sum umum q"i aner~111 ~1<1>1. 
ab effuru frigidm>~ mmcupari, quod sua vidciJCe/ comrel/,tione contr4Ti" bomi11~1 .:neal. 

Mortui cnim fngidi Sllnl. Quod u vemm or, rum rmpropric 1en.:x: fingimr, quoniam senum 
S!l morli >cmper eHe vicmo<.' 

•S· Dearh with~ sick!• occurs ~s euly as in the Uta Gospels elm. 1 Ji'>Dr (early Xldl ~entury) 
illll>trated in G.Swonenski, Btbi.J3J, PI..XIJI; our fi.<r-il· \Vith tile s.:ythc, he can be 5CCn 
in the Gumpert Bible (omc "9Sl, lllllstr.tcd m G.Swancn,kl, BJbi.JJ4, n.xu, fig.II9-
Both motrfs can be accoumed for by Apacalypxc, xt•·, '4·'7• and >och passages as Js,;,h, 
XL. 6-8. A~ to the iconography of Death in genenl. d. recently H.Janson, Bibl.r55. 

>6.Cf. below, pass•m, md E.Panofsky and F.Sa,[, Bibi.>5J, passim. 
>7.As to the M1chael Scotus mmoo.cripts ~nd their derivatives (our fig.14l, where Satum, 

owing to an erroneous reading, app~ars "'a warlrke, hd111eted figure, d. E.Panofsky and 
F.S:~>:l, Bibi.:JS, p.>.pss. 

18. The Morgan manu5eript M.785, from whidl our fiK-44 is t~kcn, is derived from Brit. Mus., 
ms. Sloane 3¢3, Ill. in F.Bolland C.Bezold, Brbl-4'· PL.xvlll, fig<.Jl, 34-
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as a cripple with a wooden leg, adumbrating his even more repulsive mutila

tion (fig.49).29 In mmiamres and prints illustrating the influence of the 

Seven Planets on human character and destiny-a favourite subject of 

fifteenth- and early sixteenth-century art in Italy, but even more so in the 

northern countries-the qualities of Saturn's 'children' abundantly reflect 

the undesirable nature of their 'father:' the pictures show an assembly of 

poor peasants, lumberjacks, pnsoners, cripples, and criminals on the gallows, 

the only redeeming feature bemg a monk or hermit, a lowly representative 

of the vita contemplativa (fig. 48). 30 

In the myrhographical illustrations wluch were evolved exclusively out of 

textual sources the appearance of Saturn develop~ from the fantastic into the 

terrifying and repulsive. In the earliest known specimen, the Regensburg 

drawing of around 1 1 oo already mentioned (fig.! 3) ,81 he wears a big, flutter

ing veil (illustrating the caput velatum or glauco amictu coapertum) and 

carries a sickle, as well as a scythe and, in addition, the dragon biting its tail. 

The standard type was developed in the fourteenth century when the 

Moralized Ovid and irs denvarives began to be illusrrated.32 These pictures 

usually mcluded supplementary figures connected with the myth of Saturn, 

which served to dramatize his sini~ter character and to emphasize his cruelty 

and destructiveness even more sharply than had been the case in the astro

logical illustrations. The illuminators did not scruple w depict the hideous 

process of castration as well as the act of devounng a livmg child, a scene 

never ~hown in classical represcntatium. Th1s canmbalistic image was to be

come the accepted type in late mediaeval art (fi&-45 )'"and finally merged 
>9.Cod. Pal. lat. 1168, fol.1, v., ill. m F.Sax!, B1bl >9<), PI .. XIII. Funflermure d. O.Beflrcndscn, 

Bibb;, PL.x'' (.\h;tcr J.B., engraving 8.11 ), or H.S.Bch•m. engravmg fi.,, l· 
)"· F.Lippm:.nn, B•b/.195· '~\15· PL. c, '· a11d E.Panof5ky aml F.Saxl, B•bl.>n, passim. 
J' Sec •bovc. p '4~· 
J>.Scc the references 011 P·'l"· In the origmal Frc11ch version of the Moraliud Ovid, 

cd. C. de Boer, Ril>/4n, th~ description uf S:.rurn is found ~OL.I, p.u, line 5'1"· Our 
(ig45 after F.Saxl, B1hl.l9<J, PL.~• I,!, fig.J6. 

jj.Cf. F.Saxl and F.Panui,ky. Bibl.:SJ, pa'-"n'. An cxccptionaltvpe ~huwmg Saturn with :1 

,hip or • •h p·~ rll~'l (on accnunt of hi> long sea.~oyage '" Lanum) "fmmd ;, som~ 
111:111uscnpts of St. Augtmme's C1v1ta> D"'· ill. in A. de Labo!'de, B!bl.tJB, \'OL.I, p.•,.Ss .. 
~OL.II1 p.pl, j6j,JS5 and I'L-'I.XIO b, and XUVII. ,, 
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with the astrological representations so that at rimes we find a combination of 

the castration with the ingestion of the child ({ig-.46)/4 or a combination 

of the ingestion with the wooden leg motive.3~ In a more or less classicized 

form both the devourmg-scene and the castration cominue mto high Renais

sance (jig.47) anti B:WXJUC art and even farther; the gruesome Saturn by 

Goya is known to all, omd the casuation can still be seen, for instance, in the 

Villa Lanre frescoes ascribed to Giu\io Romano.30 

Such was the state of affairs when the artists began to illustrate Petrarch's 

Trionfi. Chastity, as everybody knows, triumphs over Love, Death over 

Chastity, Fame over Death, and Time over Fame-to be conquered only by 

Eternity. Time's omward appearance not having been described by the poet 

except for his 'andar leggiero dopo Ia guida ma, chr:mai non posa, •ar the illus

trators were at liberty to represent him in whatever shape they liked. Some 

few scholastic persomficarions of Time proper had been devised during the 

Middle Ages, such as a French miniarure of around 1400 showmg 'Temps' 

with three heads (to designate rhe past, the present, and the future), and with 

four wings, each of wh1ch stood for a Season, while each feather symbolized 

a Month (fig.so).'" Bur 1mages of this theoretical kind seemed inadequate to 

express rhe essence of the mighty, relentless destroyer imagined by Petrarch. 

Pcrrarch's Time v.as not an abstract philosophical prmciple but a concrete 

H· French drawing of around 14>ohs. illusr.rat~d in E.Panofoky and F.Saxl, Bibi.>5J. 
J5. Master J.B., engraving B. ll, quoted above, N.29. 
36. Cf. ).P.Richtcr, Bibl.>BI, Po .. x, fig. 1, where, however, the castntion of Sa rum by Jupiter is 

errrmcously mterprNcd a• thn of llr~nus by 5.:1rurn. lloe parricul~rly horrifying repre
sentation of Saturn devouring a scrcommg baby is found, e.g., in Jacopo Caragho"s engrav
ing 8.14 (tmr {ig-47), as well as in the wdl-known painting by Rubens (Madrid, Pndo), 
where~s Poussin characteristi~~lly enough revens w the cJas.,~al o.cheme in which a stan~ 
is substiruted for the child (d. our fig.67). 

Jl. Petrar~a, Triumplms TempQris, !-46. The 'guida' is the sun ('SQ/ tempQris ~unQr' 

as he is c~l!ed by Macrobms) dri~ing his charmt throllgh spa~e. Curiously enollgh the 
il!ustratol"'i were very re!u~r•nt m t•kmg up thiS munf. Specimens 5llch as the miniamr~ 
in Paris, Bib!. Nat., ms. Fr. 1 '4'4• fol.1p, ill. in Prince d'Ess!ing ~nd E.Mimtz, Bibi.S], P·"9· 
wher~ Time is idem1fi~d wuh rhe Sun, or the woodcur in Pctrarch, 8ibb61, fo!-407 where 
his winged figure follows m rhe ua~ks of the sun's ~h•not, arc rather ~xceprional. 

JS. Cf. E.P•nofsky, B1bJ.z4J, p-45s., {ig.j. 

79 



FATHER TIME 

alarming power. Small wonder that the illustrators decided to fuse the hann· 

less personification of 'Temps' with the sinister image of Saturn. From the 

fom1er they took over the wings, a& from the latter the grim, decrepit appear· 

ance, the crutches, and, finally, such stricrly Saturnian features as the scythe 

and the devouring motif. That this new image personified Time was fre

quently emphasized by an hourglass, which seems to make its first appear

ance in this new cycle of Illustrations, and sometimes by the zodiac, or the

dragon biting its tail. 

I shall confine myself to adducing five characteristic specimens of Perrarch 

illustrations: ( t) a Venetian woodcut of the late fifteenth century which 

links up wirh the mediaeval personifications of 'Temps' by posing the figure 

in rigid frontality and adorning it with the four wings that used to symbolize 

the Seasons (fig.sz) ;•0 
( z) a ca~--sone panel ascribed to Pesellino in which the 

wings haH been reduced to the normal number of two ({ig.54) ;H (3) a cas~ 

sone panel by Jacopo del Sellaio in which vanous new and in part unu~1.1al at~ 

tributes have crept in: besides the hourglass, we find a sun~dial and two rats, 

one black, one white, which symbolize the destruction of life by each day 

3'1· :-Jut ~11 d1c representations of Time m Petrai"<·h illusn~fions ~rc winged, hut spcc1mens 
without wrngs arc comparatively rorc ~nd mostly exceptional in mhcr respects as wdl. 
Cf., e.g., our fig.j!- Fnrrhcrmorc 'ce Prmce d'F!<>liog and f..Munt7, Bib/.~]: a Venetian 
woodcut of 148~ showing three old mm on a chHi<>t drawn by t""o dragon•; one of them 
is scared and carries a glolx, the mhu is al-.u >cou:d and CHrics a pbque in!>Ctibed 'Tnnpo,' 
the third walh on crutchc•. Or ibidem, p.214 (also E. von B~r~, Bibi.JS, PL." following 
P·'4~J: a Flemi~h tapt:•uy where Time . .eared no a charior drawn by two deer, a cock and 
a ra1·cn, is charo.ctenled by an hourgl~.~'• a crutch and the mdiac. Or ibidem. p.!J4. a 
Fr~nch sixteenth-century mininure, showing Time standing on the ground. chara~terized 
by an hourgla~~- The miniarure in Pam, Hibl. ;\"at., IllS. Fr.t 1414 ha~ alread}' been mentioned. 

40. This "-"Oodcut ;, fim found m the Pctrarch ~clition Bib/.•59, fol.O, 51'., and reappear~ in 
several later ediuon~. Cf. Pnncc d"E.ssling, Bib/.81'>, •·n1..!, no.79, P·9l· A similar four-winged 
type. p.:rh~l" even n1nre clnsdy alon w the mediac-.a\ pcr!i<lnification 11f 'Tempr' occur~ 
tn a North-luhan miniature of about •he 'arne time, illu;rrotcd in Prmce d'Essling and 
E.~lunrz. Bihl.H7. p.t6;. The three-headed base ;<eco in thr~ mmiature symbolizes, of 
course, the three forms of rm1e, viz., pan, present and future (cf. E.Panof•~y, 8tbi.14J• 
p.>SS.). In the miniawrc qunted alwn the Fullt Sca>on• app<'ar m p<:t!iOn. 

4' Prince d'F,..!ing •nd ~ .Mtilllz. Bibl."i!7, Pl.. facing P·'4H, and P.Schubring, Bib/.;09. nn.267, 
PL. LX. 
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and night (fig.ss); 42 (4) a second Venetian woodcut in which the wings

bur nor the scythe-have been omined, while the 1dca of endless recurrence 

is brought our by the dragon biting ItS tad; here as in the other Venetian 

woodcut the destructive power of Time is manifested by desolau: scenery 

with barren trees and ruinous architecture (jig.53);•J (5) a woodcut from a 

sixteenth-century edition nf Pcrrarch which, while it shows the winged 

figure devouring an infant m the late mediaeval, Saturman tradition, never

theless i!lusrran::~ the classicizing tendencies of the high Renaissance by 

transforming the decreptt old man, m sptte of his crutches, into a vigorous 

nude (fig.j6) ... 

Thts, then, JS the ongin of the figure of Father Time as we know it.u llalf 

classJc,J! and h,J!f mediaeval, half western and half oriental, this figure illus

trates Onth the absuact grandeur of a philosophical principle and the malig

nanr voracity of a destructive demon, and just this rich complexity of the 

new image accounts for the fre\1\Jt:Jlt Jppe.lr.mce and varied sigmficance of 

Far her Tune m Ren~Jss.mce Jnd Barm1ue art. 

Sumctl!nes the figure of Father Time i~ \J~ed as a mere dcv1ce to indicate 

the !Jpse uf month~. y~:ars, or ccnttHJCS, as m Shakespeare's Wimer's Tale, 

where Time appear~ as Chorus before the fifth act, or again in one of 

.p. Prmce dT."ling: and E..\!umz, Bib/87, PL. fac•ng p '5' and ?.Schubring, B1bi.J09, no.J71-
PL.I XXX>'II. Fur the llllltlf of •he t\1 o rats (tran>~IIHtCd to the \\/estern world through th~ 
legend of llarlaam and JosaphaO sec 1he rcfcrcn~·es m E.Panohky, B1bl.l41, p.1J3 and 
1dcm, lJ,b/.l~J, !'-'>''· 

43· Petrarcl!, B1bl..6<.>, •soH, fol.1''' .; d. Prmce d"bslmg. 81bl.~6, no.~-1• p.g~. fjg.p.1o1. 
++ t'etrarcb, B•b/.d,, foL"'J- Another imtance m whKh a Petrar(h illu>tratur alludes w tht: 

devourmg nw<lf 1s the .\1adnd tapc>tr~· "'~nt><Jn~J but rlut 1llustrated 111 Prmce d'~hng 
and _L,\lumt, Bib/.87, P·''~• \\here T1111e ~unc' a ;ic~k \\hdc >~r•ngling an mhnt ~nd 
pu~ting his left foot on an homrgl•"- ln the engraving by G Prncz, 1ll. ib1dem, p.>6>, twn 
mfants are ;hown playmg m fron~ of Father T1me. 

~5. it was onh· on the ba>i; of the conn-rfl<>ll dcvcluped by the Pctrarch illuS>:rators that it 
wa> possible to re<;onsuun an image of the 'Phoenic-ian Krono;" a. described by Eusebius, 
and to rediso;o~er the classical Kairus With wing; on hi• shoulders and heds, as he appea.r!i 
111 the woodcut> 1Hu~tratcd in I-'.Sa~l. Bobi.Joo, figs.>. i• ur m full Lysippian array, as he is 
dc-.cribcJ by Rip a, •-~- T empu" (no.+) •nd 1lluotrarcd in Grcifenhagcn, H1bl.lll, [igr.19, lO. 
ln mhcr m;ranccs a fettered Em;;, transformed mto a pcrwnlficanon of Time ((ircifen
hagcn, I.e., {ig.lj; d. the fettered Saturn, illu>rrated 111 Canari, Bib/.56, p.19), For the 
c<Hnbmanun u{ (kca;iu (unginally Ka~ro;) with Fortuna 'icc 1'·7'• N.j. ,, 
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Bernim's projects where he is made to carry an Egyptian obelisk (jlg.58b),'6 

and in innumerable allegones of an antiquanan or hisrorical chotracrcr.H In 

other and even more numerous cases, howC\'Cr. rhc figure of Father Time is 

mvcsrcd wirh a deeper and mnrc precise meanmg; he may act, generaHyspeak

ing, either as a Destroyer, or oJS a Revealcr,'~ or as a umvcrsal and inexorable 

power which through a cycle of procreanon and destrucnon causes what 

may be called a cosmic continuity: 'thou nurscst all and murder'sr all that 

are,' to speak m Shakespeare's \vords.'" 

In the first of these capacities, Time, havmg appropriated the CJUabties of 

rhc deadly, canmhalisric, scythe-brandishing Saturn, became more and more 

inrimarely related w Death, and it wa~ from the image of Tm1e th:n, 

about the last years of the fifteenth century, the representations of Death 

began to borrow the characteristic hourglass;'0 and sometimes even the 

46. H.Brauer and R.\-Vittkuwer. Bib/..~H.p.tjo, P'--1 IJ8. 
47· Cf., in place of all other instances, Raphatl i\lengs" "'"]! painting in the Sa!a dei Paptri lil 

th~ V:mcan, tll. m H.Vms, Bibi.J~4- fili-4'l' Chruno; carri~s on his "'"'gs the bm>k inro 
which Clio makes her cntrle>. 

,.S. B.Steven·san, B1bl.p6, ha. a fine col!~criw1 "f famous lines on the theme 'Time the 
Destroyer.' 

49· Shakespeare, R~pe o( r.ucrecr. !me 9'9· 
5"· Owing rn this combinJtJon which rap1dly beca<lle ,·ery popular. e\·ery um~piece was apt 

to become aS>.oC>ated "'ith the idea of Death and to be provided -.irh inscnption.• like 'Una 
""' j/ljs ,,Jrima' R>pa. s' "\""a Breve,' quotes a "Sonctto morale' accumr»n}'ing .111 hour
glas. wh1ch his c<mmryman franc:esco Copcua had sent ro a relative wh" had lost his 
brmher. The symbolical nluc of the hourglass <>r clock "somewhat ;irmlar w rhar of the 
mirror which during the Middle Ages had been u>ed as"" armbute uf hoth Lu~ury (d. 
also the Siren in a Cupric tapestry shown i" the loan e~llibirton 'Tbe 03rk tlg~•,' Bib/.411. 
no.> JS) and Death (see such ep>taphs as the one m Stnubir~g, Jakobskin·he: 

·Sum spec<>lum vitae {Oil>IIICS Gm11im:r, et rite 
T~les vus eritis, fuer/lm qua11duque quud r<ti<,' 

ln rhe si~te~nth and''" cmoemh ccmurie• the m>rnor becanoe an ~unbure uf ·rime. bec-ause, 
according to R1pa, '-'"·'Tempo,' no.>, 'delt<'mpu wlo il preume Ii J-•ede e /;~ /'esseu, il 
qw.lc per aucura ,: r~11ru br,"Ve <' incerw o-be /lUll ~~·~11':.11 I~ t~lfa im~gme Jello <pecchw.' 
ln~er...,ly the figure llf Time was used to draw a curtain from a nurror to reveal the gndual 
decay of health and he&urv I d. Bermm\ drawmg fnr Q<>ecn Christina of Sweden, 1\le<l
tioncd by H.Brauer and R.\Vinkow~r l.lihi.~B./.c.). and rhe mirror finally becarne a ryp1cal 
sp11bol nf tranS>elll'C cqu•lly frC<]UCnt in art ('\"anna>' pinures) and in litcnture, as IS 
!iuffic•enrly ev>denced by ShakcspcJre·, Sor~r~cts Ill •nd LXXVII, •s "'ell» by the <nagnili
cent ooirwr KC!lo m R.ichMJ If., J\, 1. \\'hcrh~r the e1npty wundcl carried by Time on the 
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wings as is the case on Bernim's tomb of Alexander VII."' Time in turn 

could be shown as a procurer of Death whom he provides with vicnms;'~ or 

as an irnn-roothed demon standing in the midst of ruins (cf. the woodcuts 

figs.sz and 53)."' This concept of the 'wmh of T1me,'"' m a suange applica

tion to archaeology, is rendered very literally and therefore amusingly in 

the fronnspioce of a sevcmcemh-century publication of One Hundred Ro

man Statues Spared by the r;m;ious Tootb of Time; in it we see Father Time 

with his scythe and tail-biting snake amidst fragmems of ardmccture and 

statuary, gnawing away at the Torso Bdvederc in cxacdy the same fashion 

as old Saturn had been shown devounng his chddren (ft.'g.6o).'·' 

Time as a Revealer (fiK-59) 1s known nor only from many provcrhs and 

poetical phrascs36 hut also from countless representations of subjects such as 

Truth revealed or rescued by Time, Virtue vmdicated by Time, Innocence 

jusri~cd by Time, and the like;-' 7 The artistic interpretations of the Time and 

Truth theme, based on the classJcal phrase "'1-•eritas fiba temporis,' have been 

fully discussed m a recent anidc by Dr.F.Saxl.~B Thus I shall confine myself 

to considering one case which deserves some attention because of Its seem

ingly cmgmatical character and because of the importance of the arrist con

cerned. 
Ikmin• dra"'mg, H.Brau~r and R.\\'ittkowcr, Bib/.48, PL. I IJA (our fig.j8a) wa~ destined 
ro hold • mirror or a dock IS a matter of surnuse. 

5'- \Vnh emblcmanc brevity the hourgla,_, it~clf cuuld be provided wnh wmg>. An mteresting 
instance in which the cornhmation of-. b1rd's wmg wah a bat·, wing Js used to express 
the c-ontrast of day •nd 111ght was brought to my atteminn by Mr.H.Janson. 

p. Uuzzertu by Bernini, m•mioncd by !-!.Brauer and R.WittkowH, Bib/-4S, p- 1 so, with refer
~nus to illu,-rntJons. 

53· R1pa, s.v. "Tcn•po: !lt'-J: 'Huumu 1-•acbw Q/aw il quQ/~ riene un cnchiu in mall() e sra in 
mezzo d'zmQ rUJIIQ, bli Ia boCCQ Qpe-rtQ, mostr~nJo i Jenu lr qzrali si~nu del culo~e del fei'To.' 

H· Cf.. P-74- Ooc of the earliest occurreoc·cs in n1ndern poetry seems to be in Shakespeare·~ 
Meamre for .\-feamre, V, 1. 

55- Frall<;:ois Perrier, Uibb;S. 
56. Cf. B.SteveJl>Oil, Brbl,p6. p.loojSS-, s.v. 'Tin1c and Truth.' 
57- In Otho van Vecn's ~llegory m honnur nf the Span"h architect Herrera, Time evell 

fulfills th~ office of separating the hero frnn1 Venus (cf. G.Hahcrd!tzl, Uibl.• 2S, flg:r.J9-4'J). 
The same artist has charmingly dlusrratcd ~" cpigr.m on Time currdiling rhe wmgs of 
Cup1d without, however, depnving hin1 <Jf h•s v.c•pon; (0tho Venius, 8Jbi.J7"· p.<J7; 
our fil(-57). 

s8. F.Snl, Bibi.Joo; cf. also G Bing, B,b/.J.p. 
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In the Galleria dcgli Arazzi at Florence there hangs a tapestry based on a 

canoon by Angelo Bron1..ino, and executed by the Flemish master weaver 

Giovanru Rost.~9 In this composition, called L'lnnocentia del Bronzmo man 

inventory of 1549, Innocence IS shown threatened by the powers of evil, 

symbolized by four wild animals: a dog, a lion, a wolf, and a serpent, which 

stand for Envy, Fury, Greed, and Perfidy (jig.61).eo Innocence is rescued 

by Justice, who carnes a ~word and a pair of scales, and whose gesmrc JS 

purposely idcnrical to rhat of Chnst rescuing souls from Hell,61 wh1le winged 

Time, with an hourglass perched on his shoulder, embraces what a pre

vious writer calls 'a young girl.' 6 ~ Bur m reality Time is nor only embracing, 

bur also unveiling thi~ young girl who rhus reveals hcrsdf to he a personifica

tion of Truth. 63 The composinon is therefore a fusion of three Interrelated 

versions of one rheme; Truth rescued by Time, T rmh unveiled by Time, 

and Innocence justified after persecution, the third of these subjects being 

the theme of rhe famous Calumny of Apelles as described by Luc1an.6
' 

f9· Cf. H .Goebel; Bib/.11-f, PART 11, VOL.I, p.JBL ond PART 11, VOL.>, fifl. Jlkl, o),o M.Tirai, 8ibi.J4.J, 
1910·, p-44; and A.l\lcComb, Biblll J, p.>;. 

00. Accnnling to Ripa the wolf n1~ans 'Gula,' the !Jon '!racund~>,' the Jog 'lnv .. !Ja' (all rhJS s.>·. 
'Pas"one dell'Amrua"). Funhermore the "'ulf rs a s;.-mbol of 'Rapin~,' 'Vuracit3,' 'Peste,' 
'Annna," etc., the !Jon of 'VcnJena,' 'Furore," 'F1creu.a· (s.v. 'Col!erico') etc., tlw strpem 
of '[nganno,' 'Furore implocahile,' 'Pcrfidia" ere. 

61.Cf. cspec1~lly Bn>nzmo's own representation of the subject in h1s altarp1ece of '55" 
(Mu..,o di S.Crocc. Florence). As shown by Saxl, Bibi.Joo, p.zo4 and {ig-4, • transference of 
the De•cem l!lto l.mthll scheme to the Tunc and Trmh subject was not uncommon in 
sixreenrh-cenrury arr. 

61. H.Schlllze, Bibl.p>. J>.nxi. 
6J.for Time Ernbrac·•ng Truth, ~e Saxl, 8Ibi.Joo, figr.s, 6, 7; for Time Umre1ling Truth, 

,b,,h·m, fig>.<;,I' a11d many other in>ta!lccs. 
64. Cf. R.foe,..,ter, B;b/.<;S; G.().GJgl•oiJ, BJb/.1 11, ~nd R.Alrmnhi. Bib/.6. Setring ""'k rhe 

fan rh~t T1me do~s nor appear pnsunoll\' in the C•lumny p•ctur~>. they 1nosdy d11fcr from 
Bronzino'; Innocence C<lnlp<J>!!Lon, fir>t m that the powers of ev1l ~rc cxclu>ively rcprc
>enr~d m human form, secondly 111 thar the v1ndkanon nf the Innocent occurs wo 
l~tc. Truth docs not ~nter the s..:cnc before the '1ctim has been Jraggcd away for 
execution, and Durer. 111 h1; drawing Lippn1~nn 577, m~kcs th;, panicul~rly clear by 
introdllcing a pcrsonific~tlon of Punishment ('Put'na') before Truth. One famous six
teemh-cenruty mterpret.rinn nf the C~lumny theme, however, share., wnh Bronzino's 
]nn"ccnce con,positlon both the tendency w substimte an•mals for lmnlans and the 
imrodLJctiun of ~ 'Happy ending.' Thts LS the Calumny by Fedenco Zuccan (the ori
ginal, as well :.sa watcr-clllour sketch rcd1sco\'ercd and pul>lisheJ by Giglioli, I.e.; • draw
ing in rhe \Veimar ,\lu~um menriuned Ibidr:m). Zuccari's compo51t1on was also included 

'• 
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This tape~rry has a comp:mion piece: the 'Flora' tapestry ~ecmmgly exe

cuted at a somewhat later d:~re and also preserved m the Galiena degli 

Arazz1 ({ig.62).6" In a pure\~· rechmcal sense these two works arc unqucs

rionahly companion pieces. They h~vc the same dimensions and identical 

borders. However, the scheme of the 'Flora' tapestry, centred as it 1s around 

one predummant figure, does not correspond compoSitionally with the close

knit network of figures in its counrerpan, while iconographically the two 

conceptions n:main irrcconcllah!t:. Not only lS the idea of a goddess light

heartedly dispensing flowers mcompatiblc with the sp~rir of an allstcre moral 

allegory, bot the 'Flora' composition itself can be ~hown to belong onginally 

to a totally diffcrem series of reprcsenrauons. This fenl:l!e figure hovering 

over, rarher rhan ridmg on, a ram (and derived, by the way, from DUrer's 

etching The Abducnon on rhe lJnJcorn, or, more correctly, The Rape uf 

Proscrpmc, jig.63)"" should not be called 'Flora,' l.JU[ Pnmavera-the differ-
"' the l~tu edition' of C:~rtan\ lwngini (in Bib/.56. for mst~m:e. P·l' 1l and \H> dwulgcd 
by scv~ral engravmgs, the bc•t known of wl1ich "thot by Cornel" Cort. Le Blon 11J, ill. 
m FOrster. I.e. [nc'<kmally lsiHHlld like m m~mion "pen draw•ng in the !lat\\hurg Kunst
halle (lnv. "5'6), whi<.:h prepare~ Con's engraving and is of some intor~st in that it 
shuw< tha' the oval medalhon m rhe upper border, nnw fill~d wirh ~ Tnumph uf Juno, 
""lS ongmally de;tincd to >how the Triun•ph of Truth carried to h~aven by Sol and Luna. 
l11 Zuccart's compo>itton, now, the """"'"n u'ually playing the pan uf Calunmy 1~ r~

placed by a pcrsonificatmn of "Fr.ude" ac~ording to Dimte Ull{eTIW, x.-11. bcgtnningl, ,.;,_., 
by a monster wah a human torstJ and >npent> for feet (d. also Canan, Bibl.s6, p.lJO, wnh 
womkurJ, and the casr mcludeo two panthers, a wolf ~nd a little freak wid1 a human facE, 
bat>" wings and a hnn"hl.:e body whtch cat\ l>c idenuli~d as Hypocrisy (cf.F.S;n], 811>1. 
100, flg..;j) Furrh~rmure th~ viet Jill i> >a•·ed 'in titnc," nmead of only being vmdic·;u~d 'by 
Time,' through the act1nry nf bene\·olent po\\ers the hand of the stupid jl•dgc,1ust trying 
ro unlock the ch""'' of a wicked giaur st~ndmg for V•ulenc~, JS stopped by .~lmcr•·a; and the 
'tc!Ull, hne tdcJmricd wirh the artist hullSdf (d. Gtglwli, I.e., for hi> 1vy wreath oee Ripa, 
s.v. "Furore poettco" and 'Accad~mJ3) JS tnumphan!ly led awa>" b_v Truth and Mercury. 

6s.H.Gobd, B,b/.J14. voL.u, '· p.JH> and vot..u, '· fif079; H.Schul7.e. Bibi.J''• p.xui; A. 
,\\c-Comb, BJbl., J, p.H; M.Tinti, Bib/._HI, P·45· Th1s npcstry is said to have been executed 

111 '5H· 
66. The ;ub]~Ct uf Durn"s etching is certainly of a more or less infernal duract~r. mon: likely 

than""' the Rape of l'ro>crptne. It is ~igniticanr rhar rhe pr~parawry drawing, L1ppmann 
~'7 (,\lurg~n l.tbruy), shov,s an ordmary horse instead of the fahulllus monster v,hich 
combmc> the features of a horse with those of a goat and a unicorn, and that the nder 
da,hes oYer a h~ap of conquered enemies insrcad of srartmg for a jump inw the void. On 
rhc other hand it on be shown thar a rtpr~:;("!ltaritJn of the Rape of l'ro;crpine with Pluro 
~bdurting her on hor~eback instead of in a channt was nor unusual in lat~ m~diaeval art. 
Cf. Pam, B1bl.:'\;•r.,m~. f'r.15~4. fol.q-4, our fi.g.6;.. 
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ence being that Flora is an independent mythological figure ~hile Primavera, 

Sprmg, belongs to the cycle of the Four Seasons. Further proof is afforded 

by the accompanying figures which are not merely 'a ram,' 'a bull,' and 'a 

couple embracing,' but the zodiacal stgns of the three month~ of Spnng: 

the Ram standing for ,\:Jarch, the Bull for April, and the Twins for :\!lay. 

This does not preclude, of course, the fact that Bronzino's compmition had 

a richer meamng than that of a mere 'division of the year associated with a 

type of weather and a stage of vegetation,' to quote the Oxford Dictionary 

again; for, according to a hclief current over almost two millennia, the four 

seasons were bound up with such notions as the four ages of man, the four 

elements, and the four humours, so that Bronzino's Pnmavera 1mplies, 

automatically, the notions of youth, air, and the sanguine temperament with 

all their secondary implications of gaiety and love.6r It is evident that the 

so-called 'Flora' tapestry was originally conceived as one of a series of four; 

its present combmarwn with the Innocence tapestry must have been an 

afterthought, and not altogether a happy one from an iconographic point 

of view. The inference is that the 'Flora' tapestry was combined With the 

Innocence tapestry only because the counterpart which had been planned 

for the Innocence could not be executed when the weavers got around to 

it, and this because the cartoon originally executed for rhe counterpart was 

no longer available. 

As a matter of fact a Bronzino composition perfectly suited to march the 

Innocence tapestry both in its somewhat crowded arrangement and in its 

peculiar iconography would be the famous Allegory in the London National 

Gallery (/ig.66).6~ This painting, usually placed around 1546, corresponds 

67. Whether or not the cemral group "'.IS purposely rmde to re.'>Cmblc th~ well-known type 
of the Venus '"'OP""f'" (cf. R.Hamann, Bibl.ll4 with rdnence•) it ls difficult to decide, 
but it seems by no means unlikdy m view of Bconzino's archaeological leanings. 

68.M.Timi, Bibi.J4j, fiK4l• A.McComb, Bibl.:q, p.70 and PL.u; H.Schulzc, Bibi.J!l, p.ni 
and PL.XVII. The difference m proportion can cJTher be accounted for by a widenmg of 
rhe original conlposition in rhe London panel, or-"·hich il; perhaps more probable-by 
a narrowing of the original compomion in the Florenc·e rape>try. It is a welJ.known fact 
that the we~vers very often changed the dimensions of their carmons in ordet to make 
them fir a given space. 
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exactly to the cartoon for the Innocence t:~pestry. Vasari describes ir as 

follows: 'He made a picture of singular beauty which was scm into France 

to King Francis. In it v.cas a nude Venus with Cupid who kissed her, and 

Pleasure (Pu1cere) was on one side as well as jest (Giuoco) and mher 

Cupids, and on the other side was Deceit (Fmu.de), Jealousy (Geloria) and 

other passions of Jo,·e.'IHI 

This description was of course made from memory because the picture 

had gone to France (whence the use of the past tense instead of the present). 

Vasari's statement is thus neuher complete nor absolutely correct. He omits 

the figure of Time, again charactenzed by his \vings and hourglass, he 

covers many details with the summary expression 'and other passions of 

love,' and finally he lists more figures than actually appear, for he speaks of 

Jest and Pleasure as we!l as of mher Cupids.70 Nevertheless Vasari's descrip

tion IS quite good as far as it goes, and even his assertion that Pleasure and 

Jest were seen 'on one side' while Deceit and Jealousy were placed 'on the 

orher,' unjustified though it is as a description of the compositional structure, 

can be defended when imerprC[ed as rclanng to a contrast in meaning. Icono

graphically the picture does show the pleasures of love 'on the one hand' and 

its dangers and tortures 'on the orher,' in such a way, however, that the 

pleasures are revealed as futile and fallacious advantages, whereas the dangers 

and tortures are shown to be great and real evils. 

In the main group, Cupid is shown embracmg Venus who holds an arrow 

and an apple. The apple is rendered to the eager boy and the arrow con· 

cealed, perhaps implying rhe_idea 'sweet but dangerous.' Furthermore the 

ado!t:scenr age and more than tender gesture of Cupid give {Illite an ambigu

ous turn to this presumably harmless embrace of mother and child. This 

impression is sharpened rather than tempered by the fact that Cupid is shown 

f>9. Vas:~ri, Bibi.J66, vo1. vu, P·5<f8· 'free m> quadro dr si11golare bdleZUI, che fu m~nda!D in 
FrlfflC/a a/ r.! Frrmcesco; denrro 1/ quale era una Ve->~ere igm•da con Cupido cbe l4 baciava, 
ed il Piacere d4 rm law e il Gitwco con al1ri Amori; e dalf alrru Ia Fr4ude, 1~ GrlosU. ed 
alrre pauioni d'tvnore.' 

70. Sec P·9"· N.79. 



FATHER TIME 

as a quasi-sexless being, although the myrtle plant appearing behind him is 

the classical symbol of love, and the two billing doves at his feet sigmfy 

'amorous carcsses.'71 To conclude: the plcture shows an image of Luxury 

rather than an ordinary group of Venus embracing Cupid, and rhis IS corro

borated by rhc fact that Cupid kneels on a pillow, a common symbol of 

idleness and lechery .72 

On the left of this exquisitely lascivious group appears the head of an 

elderly woman madly tearing her hair. For her Vasari's label 'Jealousy' is 

very acceptable; for, just as Jealousy combines rhe terrifying aspects of 

Envy and Despair, so this figure comhines the pathos of ancicm rrag1c 

masks with the gesture of frenzied hair-tearing seen in a Durer crching 

known as 'The Desperate Man.'73 On the nght JS a purto throwmg roses 

who on his left foor wears an anklet adorned With little bells, an ornament or 

charm fre{1uendy found in classJcal, particularly Hellenistic art. To him 

Vasari's terms 'Pleasure' and 'Jest' may be applied with almost equal correct

ne~,H and he is certainly intended to establish a contrast with the sinister 

71. Ripa. s.v. 'Car~ae Amatonc.' 
7z.lt is interesting w note that in Bnc·horiu~· Mor~lhed Ov1d in Lorin, still unforgmt~n in the 

si~t:~emh century, the group of Venu~ and Cupid embrat:ing i; e~plained as foll"w" "Crl
prdo matrem oscuhws Sl!,mrficat commrgumeos, qui niwis familianter comanguinew 
[should read: comanguiueas] OJcu/a,mr, sic quod inde po>r appetit~ml lu~urie ipse con
sa-ngTmiee '1-"Uinnall/r [should read: vulner1mtur].' See 'Thomas Wallcys,' Bzbi.J86, fol. 
h:ni1ii (commmting upon Ovid., .Wet., x, F5) · 'Namque pharerHWf dum dar p11a 
oscula 111arri ' 

For the symbolic usc of the cushion or pillow and its connection w1th the pro,•erbiol 
'pluma Sardanapail" see E.Panofsky. Bib/.•41. P·97 and tdem, Bib/.'5'· p.S; furthermllfC 
E.Wind, Bib/406. The modf emphasize~ the cunnecuon between 'l~chery' and 'slmh,' a!ld 
e~en where Ac~dia i:s shown ridin,g ~ donl<ey (as is the ,,.,c, for inst~nc~, with the 
En1ditOTi11m Proitemiale, Bzbi.S5, foi.G.•, ~ .• and with all the illustut~d m~nl>scripts of 
Hugo von Trin,IJ.erg's 'Der Rnmer'), sh~ is son'etimes provided with a p•llow bruught to 

her hy a little devil (Cod. Lcyd. Voss. G.G.F.4, f"l.z57• l>Ur fig.6s). 
7J.\Vith regard to the 1connguphy of this etching tB.Jo), cf. EP~nofsk)' •ml F.Saxl, 

Bibi.!5J. As 10 its possibl~ connection wirh 1\l•chdongelo, d. E.Tierze-Co11rat, Brbl H'· 
Bronzino's 'Jealousy' is, howel'n, mut:h do,~r ro Durer's 'Desperate J\!an' than w the 
all~gcd Michelangdesque prototype of the latter. 

74· Such anklets, v.·ith or without bdl,, were worn :IS an1ukts, partit:ularly by jesters, dancers 
and courtesans. Cf. P.\Voltcrs, Bibl-4ro and 4''· Furthermore see Daremberg-Saglio, 
Bib/.]o, S.l'. 'Tintinnabulum,' particularly P·Jfl, col.z. Bronzino, wlw~ archaeological 
leaning> are well known, might have seen a Gra~co-Roman figure of this type, such for 
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figure of Jealousy. However, his pronuscd pleasures are signalled as futiie 

and treacherous by the onunous presence of two masks, one of a young 

woman, the other of an elderly and malevolent man. 

That masks symbolize worldliness, insincerity and falsehood is too well

known to fC{JUire further discusswn.n Bur the fact that two masks are 

shown instead of one and that their features indicate a contrast between 

youth and age, beauty and ugliness, conveys a more specific meaning which 

links them with the figure emerging from behind the playful Putto. This 

figure, sometimes described as a Harpy,' 6 sometimes, rather inade{}Uatcly, as 

a 'girl in a green dress,' 71 is unqucsnonably identical with what Vasari terms 

La Fraude, or Deceit. Through it Bronzino manages to give a summary of 

and almost visual commentary upon the qualities of hypocritical falsehood 

which arc described by sixteenth~cenrury iconologists under such headings 

as lngrmno, Hippocrisia, and most particularly Fraude. According to the 

dean of these iconologms, Cesare Ripa, H ippocrisia has feet like a wolf, half

concealed by her clothes. lnganno can he represented as a woman hiding an 

ugly face beneath a beautiful mask and offcnng water and fire 'in alter

nation.' Fraude, finally, is endowed with two heads, one young, one old; she 

holds two hearts in her nght hand and a mask in her left, and she has a 

dragon's tail, as well as griffon's talons instead of human feet. 

In Bronzino's figure these features merge mro a unity which JS, and is 

meant to be, both attractive and repulsive. His little 'Fraude,' obviously the 

owner of the two contrasting masks, really looks at first like a charming 

little 'girl in a green dress.' Bur the dress cannot fully conceal a scaled, fish-

mstance as a charming little bronze m the possession of Prof~ssor A./\1 I-"r•end, JL, Prince
ton, showing a g•rl danc~r with bells sown on her dr~ss and a bell-adorned wklet on her 
left foot. For the ge11cral form and posrure of Bronzu•o's figure '"'e also the little dancer 
i!lustrated in D:uembcrg·Saglio, vo~·''"·'·fiJ:.6oH· 

71· Ropa meouoons rh~ n1ask as an an:ribute of 'Bugia,' 'Fraud~' and 'lngan!lo," and when trodden 
upon, the mask signifi~s 'd~>pregio della fillt107!f' (s.v. 'L~altii") and 'Dilpregio delle core 
mondane' (s.v. 'Contritione"). 

76. I L'ichul~e, Bihl.,u. 
77· A.McComb, Bib/.11 1· 



like body, lion's or panther's claws, and the tall of a dragon or serpent. She 

offers a honeycomb \vith one hand while she hides a poisonous little animal 

in the other, and moreover the hand anached to her right arm, that is the 

hand with the honeycomb, is in reality a left hand, while the hand attached to 

her left arm ism reality a right one, so that the figure offers sweetne!>S with 

what seems to be her 'good' hand but is really her 'evil' one, and hides pmson 

in what seems to be her 'ev1l' hand but is really her 'good' one.7a VVe arc 

presented here with rhe most sophisticated symbol of perverted duplicity 

ever devised by an artist, yet cunously enough Jt is a symbol nm rapidly 

seized upon by the modern observer. 

Thus the entire group consists of Luxury, surrounded by personifications 

and symbols of treacherous pleasures and manifest evils; 7 ~ this group, now, 

is unveiled by Time and Truth. The figure of Time has already been men

tioned and it is almost unnecessary to ~ay that the female figure on the left 

who helps to draw the curtain from the whole spectacle Is again none other 

than Truth, 'Veritas [ilia Temporis.' In the Innocence tapestry where the 

figure ofT rmh appeared m exactly the same place she revelled in the justifi

cation of virtue; here, with a femimne disgust which parallels the masculine 

wrath of old Chronos, she parriclpares in the exposure of vice. That alluring 

78. For the symbolism of the R1ght and Left !land in personifications of thi> kind, ~~e H.R. 
Patch, Bibhs4. P-44· 

79· In a less in~ective fashion-with the Time-Truth mo[]f and the personification of Deceit 
ehminated, and the rdauun between Venus and Cupid made more respectable-the malO 
idn of the London Allegory i5 repeat~d in Bronzinu's picture i" Budapest (M.Tmti, 
Bibi.J4J, fig.J>; A.McComh, Bibhq, P-48 and PL.m; H.Schulzc, Bibi.J<>, p.Vl. Vcnu~, 
holding an arrow, and Cupid, holding an :urnw ~nd ~how, ar~ Ranked by Jealousy (left) 
and two Puni makmg wr~aths for ~ach other's hair (right), while beneath th~m ru·o 
Saryr-lih masks are seen on the ground- In rhe opinion of the writer, the inaccuracies in 
Vasari's descrtption of the London picture n~ due to a confusion of his recoll~ction of 
the latter with his impr~ssJ<m of the Budapest pa<ld. This would ~ccount, (t) for the 
omission of 'Time' and Truth,' (>) f"r the emphasis nf a strict symmetry ('d~ un 14to-r 
d~lraltro') which is ind~ed momtain~d in the Budapest picture, (J) for the mention of 
'Giuoco' and 'Piacere,' which error would he cxphcable by the pre,.,nce of ru·o playful 
Ptmi in the Budapest •·ersion. Both compositions ar~. of course, inRuenced by Michel
angelo's Venus (c:onoon made for Banolmmnen B~mni, executed in colours by Jat:opo 
Pontormo, the teacher of Bronzino); tt shnw, already the motif of the ernbrace in corn
bination with that of the masks. 
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sexual voluptuousness rather than other forms of evil should be selected :n 

this particular dare to symboli7.e vice, is perfectly in harmony with the 

spirit of the Counter-Reformation. 

The reasons for nor using the London allegory as companion piece to the 

Innocence tapestry can only be conjectured. \Ve can mfer from Vasari's 

expression 'a picture of Singular beauty' rhar the London allegory, which is 

indeed a most haunting work of art, made a great impression on the Floren

tine court. It is conceivable that the Grand Duke Cosima was so enthusiastic 

about the cartoon of this composition that he was unwilling to hand it over 

to his Flemish weavers and ordered it executed as a painting, so that the 

des.ign migtu preserve its firmness and transparency and might be enhanced 

by the cool lustre of Bronzino's colours. We can readily understand that the 

Grand Duke chose this picmre as a present for his most valued ally. 

Originally, however, the canoon of the London allegory was certainly 

destined to serve for the compamon piece to the Innocence tapestry. Taken 

together, the two compositions, one showmg the Vindication of Innocence, 

the other the Exposure of Luxury, depict the twofold function of Time the 

Revealer: 'to unmask falsehood and bring truth to light.'Bo 

Time as a universal cosm1c pnnc1ple has been described in poetry from 

the Orphic Hymns to Edna St. Vincenr Millay and Aldous Huxley, in 

philosophy from Zeno to Einstein and VVeyl, and in art from the sculptors 

and painters of classical antiquity ro Salvador Dali. A grandiose conception 

fusing the 1mage of Time developed by the illmrrators of Perrarch with the 

vistons of the Apocalypse IS found in Stephen Hawes' Pastime of Pleasure: he 

appears as an aged, bearded man, winged, and his strong body covered with 

feathers. In his left hand he holds a clock, and in his right a fire to 'brenne 

the tyme'; he is g1rt w1rh a sword; m his right wing is the Sun, in his left 

wing is Mercury, and on his body arc seen rhe other five planers: Saturn 

'derkely flamynge' on the rop of his head, jup1rer on his forehead, Mars 

in his mouth, Venus on his breast, and the Moon above his waLst (fi&-51). 
So. Shokespeore, R"P• of Lucrece, lme 9J'f>S. 
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Conscious of his umversal power, he refutes the claims of Fame and says: 

'Do !lOt 1 tyme/c~usc nature w augment 
Do not I tymc/causc rumre to decay 

Do not I ryme/causc man w be present 

Do not I tyme/uke his lyse away 

Do not I tymelcausc dcthe t:!h his s:~y 

Do not I tyme/p~ his youth and age 

Do not I tymcleuery thynge a'wagc?'8t 

But no period has been so obsessed with the depth and width, the horror 

and the sublimity of the concept of time as the Buoque,8
'" the period in 

which man found himself confronted with the infinite as a quality of the uni

verse instead of as a prerogative of God. Shakespeare alone, leavmg all rhe 

other Elizabethans apart, has implored, challenged, berated, and conquered 

Time in more than a dozen sonnets and no less than eleven stanzas of his Rape 

of Lucrece.~2 He condenses and surpasses the speculations and emotions of 

many cenmnes. 

In the visual ansa calmer, nearly Carres1an mmd, was to create the unsur

passable Images of Time as a cosmic power: Nicolas Poussin. \Vhen ren

dering rhe fateful moment in which Phaethon-the great symbol of man's 

limitless desires and finite power-asks for the chanot of the Sun, a gift which 

will spell bmh his supreme exaltation and his destruction, Poussin su\.Jstitmcd 

the figure of Father Time for the numerous individualized pcrsomfications 

assembled by Ovid whose description he rook as a model (/ig.67). And in 

his 'Ballo della Vita Humana'-a kind of humanized Wheel of Fortune-the 

H1.Stcphen Hawes., Bib/.136, p.>ljSS. I am indebted w Professor Samuel C. Ch~w for having 
called my attention both to this imcrcsring passage and to the woodcut appearing m the 
editions of 1509 and 1517. 

Sra. The ,\1cuopolitan Museum ahme has ""'re thar1 half a dozen dr.wings by G.B. fiepulo 
(three of them itlustr:ued ir1 Bib/.>27 a. no-+", .p, of9) wh1ch rcpre.Cilt such subjec[S as 
Time and Formne, Time ond Truth, Time on a chariot drawn by Dragons, Venus hand
ing over Cupid to T1mc, etc. The drawmg reproduced in our frontl'lp!ecc ( J7· 165. 1 >) 

reprc,.,nts, in my opinion, Time s.endmg the "Fumre on its way, with the gloomy figure 
mmmg '"back up<m the U.:holder perwnifying d>e p»t. 

S..Sr.mnw XII. XV, XVI. XIX. LV. LX, LXIII, LXIV, LXV. LXXIII, LXXIV, LXXVI, 
LXXVII. R~pc of Lucrece, stanlas 1 Jj-IH Ome Q>jSS.). 

9' 



FATHER TIME 

forces which form the inescapable cycle of man's social destiny-Poverty 

joining hands with Labour, Labour with Wealth, Wealth with Luxury, and 

Luxury with Poverty again-dance to the lyre of Time while an infant plays 

with Time's hourglass, and anorhcr blows soap-bubbles connoting transi

ence and futility. The whole scene is governed by the imperturbable move

ment of the Sun driving his chariot through the zodiac (fig. 68). "·' 

The development of the figure of Father Time is instructive in two re

spects. It evidences the mtruswn of mediaeval features into an image which, 

at first sight, seems ro be purdy classical in character; and it il1ustrates rhe 

connection between mere 'iconography' and the interpretation of intrinsiC 

or essential meanings. 

It is characteristic of classical an that Time was only depicted as either 

fleering Opportunity ('Kairos') or creative Eternity ('Aion'). And it IS 

characteristic of RenaiS>.ance art that it produced an 1mage of Time the De

stroyer by fusing a personification of 'Temps' with the frightening figure of 

Saturn, and thereby endowed the type of 'Father Time' with a variety of 

new meanings. Only by destroymg spurious values can Time fulfill the office 

of unveiling Truth. Only as a principle of alteration can he reveal his truly 

universal power. In this respect even Puussm's renderings of Time differ 

from the classical ones: he docs not suppress the destructive powers of Time 

m favour of his creativeness, bur merges the contrasting functions inro a 

unity. Even with him, the image of Time remains a fusion of the classical 

Aion with the mediaeval Saturn. 

8J. \Vith regord to thi$ and some related ptctur~; by Poussin $eC LPanofsky. Bib/.'~'· 

partletdarly P-'4'- Forth~ Ball& de/14 Vi~a Huma11a d. also the variation> on the V\'hee\ 
of fonone adduc~d by Patc·h, Bibl.l)4• p.171, and, wtth reg.rd w th~ origin of th~ so~p
bubb!e; nmflf, H.Janson, 81hi.1S5, P·+·t7 (J further amde on thts 1110tif, by \V.Sr~t:how, 
wdl appe>r Ul the Arl B"lletin) A rather "'~~k rrar1sfornut10r1 of rh~ "Ballo' rh.em~ i; 
found in j.\-'v' .B~umganen 's (') CO<Ilp<l>llllln ,howmg rhc four S.:J>O<IS dancmg W ti>C pope 
of Tmoc, ilL m J .H~ld, Bib/.141, co!.J61 I J6'. 
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IV. BLIND CUPID 

HILE the figure of Father Time has proved to be a 

rather complicated product, due to the fuston of two 

ongmally mdcpendcnt elements, the case of Cuptd ts, 

on the face of it, a much simpler one. The lirrlc wtngcd 

boy armed with bow and arrow was a very familiar 

figure in Hellenistic and Roman art. Only this figure was very rarely blind 

in dasstcal literature, and it was never blind m dassH.:al art. 

The belief that 'the lover is blinded about what he loves so that he judges 

wrongly of the just, the good and the honourable,'' is of course frequently 

expressed in classic~! Iirerarure which abounds m such phrases as caecus 

1.Plaw, Leges,,., 7J'"• <JU<>ted from B.Jowctt, T/1~ Vralugues uf Plato, VOLY, 1~9>, P·''3· !t 
rllU>l be r10ted th.at the pa,sagc l'u~l.~Uur r<>p "''"\ ~b ~·l-oU!J.""';, ,,),,;,, ;:,~, oi ~rur~ u\ T~ 
"'r"'&~ >.:zl '~ u).i u>.rC.;; >.pi•" fo!low~ the scrlten~~ tO~. iA~n,,,. r• ""''~"'" ;,,,.r.apt~;<hw• 3'.<> t-/j• 

0~6~~~ O:>vTo,; tri.i:>> <>l<LO> !dOT<,) 7 iy'lT%\ hhTOTO. 
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BLIND CUPID 

411/0r, caeca libido, caeca cupido, caecus t11110r miY Bur this blindness charac

terizes love as a psychological emotion, often nf a definitely egotisrical 

nature. \Vhen Love is envisaged as a figure, as for instance by Propcrtius3 

who describes him in a famous elegy 'a~ arnsts dcp1ct him,' he appears as a 

nude, winged infant, carrying bow and arrows, or a torch, or both. These 

are his attributes in Seneca's Octm.Jia, in Apuleius' Golden Ass and in many 

Hellenistic epigrams.' Discarding Thcocritus' jocular parallel between Eros 

>.Cf., for _insunc~. Carul!.,,, Cannina, 67,11 'tmp•a mem cacco flagrabt~t ~mwrc' Lucn:tim, 
De Rer. N1:11., IV,' '\J 'Nam facium bomin~• plerumque cupidme caeci.' O"id, f~:~Hi, 11, 761 
'et caeca raptus amure {1111.' Ovid, Mctom., 111. 6w: 'pr~ed~e um c~ua cupido crt' Cicero. 
De. in-.·em .• 1, 2: 'caeca ac tcmeraria cupid liar' Sen~ca, /Jia/., 1, 6, 1 'caecam libidmnn.' 
S.:ne~a. ibidnn, ;·11, w, • 'anwrcm rerum Jl<armn caecum et imprm1idum.' S.:ncn, ibidem, 
VII. 14. : 'Et•enit aurem hoc [viz. th~ loss of ; irtuc] nnma illttmtperanria et amr..rc caccae 
ret.' Scr1e~a, Epir1., ciX, 16. "quos amur !lit cxc~uat' Propcrtius, F./e.g., "· '+ 17 

"Ante pede. caecn luccbat semita >whir, 
Scilicet imanu IIOliu in amo"<: videt.' 

Hon~c, Sallr .. 1, J. 39: 'amatr;rem aii/ICa,• wrpia dce~pium c~eCJmt -.·uia.' Vakrius 
Flaccus, Argurtaut .. "· 'fH 'Quid, H caam amor un·usquc accnrertt tKnisl' Gn·gory of 
?\luian7.US. l'ocmata m(Jralta. ~"~ \[J,bl "'I• V<lL.J7· <·ul.~95/M. 'Tam caeca res est amoret 
praepmtcra.' 

J.l'ropenius, Eleg., '"· ll 'Q(Jicumq11c rile {WI, {>ti<"TW!i •l"i pin~it Amort:>11, 
.1\,'mmc {JIIMJ mirlli lmnc ba/missc mamts~ 
/-iii" pttJI/11111 t•tdJt Sill<" JOWl -:;h•ae amaii/Ci 
f:tlcvtbus curis mag>!a pcrJTt" bmt~. 
Idem 11on (mstra ~·cm(J$af addiJII illas, 
faa <"I lmma11u curdc ••olare dt•um. 
Snlicet alta /Ia 'i""'"am i~ctamur"' wtda, 
:V()Jtr~quc uon ulllf P<'rmann aura laciL 
Et merito bamatis manw; eil annata Ja_gJ/tiJ, 

F.t pharetra,.~ /mll!ero (inofta wroquc tacct. 
Ame)crit <ftwma>IJ, tuti qu,,m ccrnimw hostem, 
{\/a •l"''•fllalll <'X t!lo ntl11cre tall!lf abit 

4· SellC<d, Octaua, '·-'57"· 'VuhtCTt'III cue A11wrcm fiugit iurmitnn detmt 
martali1 error, annat t"l telis man11s 
arcuquc sacra<, mHmit saroa face 
gel/illllll<]lle cred11 V,•,crt·, Vulc<nw sawm.' 

In nolity, lnvc i;. •ccordi11g 10 Sencn. '<·If ma!(a lll<"lllir, hl~ndw Mque animi calor." b~gon~n 
L>y yuurh. """"~h.cd l>)' luxurv and k<>ure. ArLikius . . \fetilUI .. IV, J" 'puer1.1111 suum penna/It>!/ 
tllum ,., rari1 rnucrarirmr, qw, m~ln miJ mortbru culll<?llpta diJciplma publica, {Iammi< e! 

sa_gi11i1 11nuatm per a/ie11a1 domm /lOCI<" diJ1"11rrcm cmmmttit taJI/a {lagiti~." Funher 
""tanccs•bmmd both. in l.otm and Greek Iller• tore (cf., e.g. the qugrams in th.e Anthu/ogr~ 
Graeca. ~uch fnr inst•n~e; '" Bihl.>o, voun. !'·''14· '"'44"· or vo1 .. v., p.171, no.1<}6; tbidt'm, 
p.l76, no.w>). For the surv>vol of th" cun<·cpnon m Byz3ntin~ littnture d. th.c rassage 
quoted bdow. 
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BLIND CUPID 

and Plums (\\'ealth) whose 'blindness' was proverbial ever since Hipponax 

had deplored the unfair disrrihminn of wnrldy goods,~ there is only one 

little Latin poem in wh1ch Cupid IS described as a blind person, and this 

poem is of very late date and somewhat dubious amhenticity.6 

The innumerable representations of Cupid in Hellenistic and Roman art 

agree with the Jc~criptions of Prupertius, Seneca and Apuleius. None of 

them show the morif of a bandage covering rhe eyes, and wherever modern 

archaeologists mention a blindfold Cup1d of classical ongin (Renaissance 

writers were fully aware of the fact that Cupid was not blind in ancient 

art), it can be proved that their statements arc erroneous. 1 The few Byzan

tine and Carolingian worb of an m which the naked, childlike image of 

Cupid, like that of many other pagan divinities, was directly revived from 

classical sources, confirm the fact that the blindfold motif was foreign to 

Greek and Roman iconography. It is absent from the Byzantine Rosette

caskets (jig.69)s and the Opp1an illustrations (fig. yo)" where Eros appears 

5- Thcocrimo;. Idyl/., x, '9'· ·"fAO; ~·oox ~'"~'; >rAo.,~o.;, 'A).).<l; ""I 4P~""'o~o<; iP"''i· 

For the prm·erLLal bhndnc» of Pluto> ;ee Roscher, Bibl.z'/U. s.v. 'Pluto~,' col.IjR_jSS. 

6. Amholog. Lar., Bibi.L r, vou, '· P·'09· no.Sr1. 
'Parce p"er, oi forte twu "'""' improbw aurn . 
Sed postquam aura/a de/eglt curprde tdum 
Caeczu Amor te>rmque offend II ~·olnere pecmr, 
Tum pudor er sacri rct•uemia patoris omncm 
Labitur in nor;wr . 

7·1-'or Cupid 1n dasSJcal ur sec Rmchcr. Bibi.lQO, s.v. 'Eros' and Darcmberg-Saglio, Bib/.70, 
ooL.r,>, 1'·'595• <.v_ 'Cupido.' F.\\-',<·kholf's ;tarenLCnt that blind Cupid; could he seen on 
monuments such as d1c well-known Phaedra ;arcophago; in Pisa, Hih/.391', is an ohvious 
'/apms calmni.' E.Mur1tz. Htbl.n6. P-4~ I and, on h1s authorny. F. von Bezold, Bibi.JJ, P-4') 
as>erts thor '"" ahht' de St. £11cnne de Cacn, au XIII' riecle, fairait graver tn.J.tour d'un 
Cupidrm a>rx y.:r.x bl11ldis et ponam le car,)UoJr, fmrcrip11011" ecce mitw angelum meum." ' 
However, <he ;eal in qu~><inn-<he 'cumre-rceau· of d1e Abho[ Nicolas of Sr. £rienne de 
Cain of u~:-show>, nm a blmd Cupid bot :1 crowricd, wingrd Victory holding • wreath 
In her hand; d. G.Dcmay, 8tbl.7l• P·'" and p.~. no.~. 

8. A.Golds.chmidt and ICWci!Wr>nn, Bibi.JJ6, vol.1, no.>J. 
g. Oppian, Cp1egetica, u, 410Sl>. For the manuscripts, sc~ A.W,Byvat1ck, Bi/;/.51. fhree illu~

tratcd manus.criprs are extant: V er1ic~, cod .. \1arc. Graec. 479 ( 1 L th Cenr.), Pari-;. Bib I. Nor~ 
ms. (;rcc 17l6 (15th Cer1t., the illuotrafLLJLlS cupicd from d>e former) and Paris, Bihl. Nat., 
ms. (;rec 2717 which is a copy of ms. Grc<· >7J6 exccmcd in 1554 by Ange Vergice. Our 
figs.gJ and 94 (the corrcspondtng mmiarure in the :\1arcianu> illustrated in Charles Diehl, 
Bib/.75, PL.LXXX) show Eros attacking the Olymp•an Gods. Or1 the left con be seen Athene, 
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as the great force that rules over the instincts of gods, men and :mnnals, as 

well as from the Carolingian mimaturcs found in the manuscripts of Hra

banus Maurus De Univeno (jig.71) 10 and Prudcntius' Psycbomachia where 

Cupid and his (alleged) brmhcr Joe us (Jest) are represented m Right, follow

ing the ignominious downfall of Luxury (t~'xt ill. P-95 and fig.p). u 

The mediaeval rendenngs of Cupid not derived from classical models but 

freely reconstructed on the basis of literary sources conform, of course, to 

the indications furnished by the texts. Setting aside the epics directly dealing 

with Homeric or Virgilian subJeCt matter such as the various versions of 

the Trojan cycle, where Cupid appears as an ordinary member of the classi

cal Pantheon and is described accordingly, 12 these texts can be divided into 

two main classes. One group 'paraphrases' the image of the l.inle pagan Cupid 

which still lived in everybody's memory, buc, having lost irs anginal signifi-

Venus (l) •nd rno unidentified divir1ities, on the nght Zeus ~ppearing ;, the .<ky and 
Hermes (idemilied b1· "" in•cr>ption) violently arilumg with what looks hkc a Byzamin~ 
coun official whil~ a lady looks out of a wmdow. Thi~ scene m•y he Interpreted either as 
H~rmcs, Argos and lo, or pr~krably. as lhmles, Aglaoros and Herse lcf. Q,•id, MetDm.u. 
70755.; • very smnlar representation of thi' incident is fo.,nd ;, Banolommeo Montagna's 
engraving B.18, ill. in A}vl.Hind, Bib/.146, P4~?. no.4ol. The Chri'Uian SAint af!aeked by a 
Satyr •nay be St, fheodoro nf Alexandria (cf. Cnd. Vat. Barb. Grace. jp, foL>QS, or 
London, Brir. Mlls., ms. Add. IQJ5>, fol.tq). Our (ig.7o shows Eros pursuing all kinds of 
animals; a para!l,-1 in Byzantine literature is fnur1d m Eusthanus Makremlmlites, Bibi.HH, 
\'OUI, p.6j. where F.ros "sJid to use hJS darts to conquer th~ men. his tor~h to co"q"cr 
1he women, his bow w conquer th~ w1ld animal,, his wings ru conquer the birds. ar1d hiS 
nudity to eomluer th~ fish' 

"E""'-; ,1, ~>p:l>uo. O>:A<> "'"P ~·~ov 
THov, =•pWv, rc.,_,wa" I1:6Ywv iloilo.;. 

Regarding th~ f~ct that Cupid is blind in Paris, ms. Gr~ec. •737· but not 111 the two earlier 
manuscript>, d. bclov.•, p.> '''· 

10. A.M.An•clil, Bib/.7. I'L.cxu, mentitmed "' the ur1ly example of the rrpr~smtatiorial rradi, 
tion of Cup>d in m~di•eval art in th~ othn" i'c vcr~- instrueti•·e article 'Amor' by L.Fret.nd, 
Bihl.>oo. Fnr the Hrabanus text, see below. 

JJ.Prudentius, Psychmmrchia, 1.-JJI-439· Cf. R.St~ninn, Bi/7/.p_;, Tafelbar1d, Pl.4 (h~re only 
Jocus); 5·'•",_. (our fiP.-7'); 4),>,6o,!O;Q8,>4;>>6.4;>86,w;>Q-, {the bte>t manuscript of the 
group, dated 11R9, wJrh Jncus m Gorhic eostuJilc). The locus clauicur for the combination 
of Jocus and Cupid is lloracc, Canni11a, l, 1 where Venus is addres;.cd m the followmg 
fashion: 

'Sh•e tu »lll'vir, Eric_v11a ridnn, 
Quam lucur circmll''-'<>lat e/ Cupido 

1 >. Cf., e.g .. Konrad ''on \Vunburg, Der troJam;,-/_,,. Krieg, Bihl.> 7 J, I'·'>, line <1>-;ss. 
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cance, had come to be interpreted in a metaphorical or allegorical way. The 

other group builds up a specifically mediaeval concept of exalted love which, 

when personified, appeared as a visionary figure urrcrly different from the 

classical image, but endowed with what may be called emotional acmaliry. 

In the first case, we have an interpretative description of Cupid, worked out 

and transmitted in moralizing myrhography; in the second case, we have 

a metaphysical glorification of Love, evolved in idealistic poetry, however 

much descriptive detail may have been drawn from classicallirerarure or late

antique and mediaeval scholarship. 1
J 

Plato's theory of love has left no trace in Greek and Roman poetry. 

Didactic poets like Lucretius or Oppian glorified love as an all-powerful and 

omnipresent force, but conceived of this force as a natural, not meta

physical principle, pervading yet nor transcending the marenal universe. 

In lyrics, on the other hand, love was depicted as the srrongest of human 

emotions, blissful and rorrunng, life-giving and deadly, but neither Theocri

rus nor Tibullus, neither Callimachus nor Ovid would have thought of 

elevating the object of this emmion ro a 'supcrcelesrial realm.' 

The Platonic creed appealed however w the Islamic East, where it gave 

rise to the ardem mysticism of AI Ghazali and Omar Khayyam, and it was 

adopted by the Chnsrian Fathers who transformed Plato's theory of love 

into a theory of divine &:yGi1tl) or caritas, much in the same way as they had 

turned his epistemology into a logic of the mind of God. The concept of 

caritas, originally limited to the 'love that God hath w m' (I. John iv,16) was 

subsequently extended to the UIJ-;.cifish love of man to God and to his fellow

beings. But even then caritas (appetitus boni, or amor Dei, or amor spiritu-

11lis) fanned a sharp comrasr with the various forms of 'sensual' love which 

came under rhe heading of cupiditJS (appetitus mali, or amor 1mmdi, or amor 

carnalis). 

IJ.Cf. F.\Vickhoff, Bibi.J91J. Furthermore: K.Vo,sler, llibi.J85, P.Rmmdor, Bib/.191; F.. 
w~chss!~r. Bibi.JBQ and 190; H.Pthutn, Bibl.l6), p.1ss; rcceruly C.S.Lewis, BibLrQJ. For 
l~brmc mfluenccs !.1:~ A.R.Nykl, Bibl.l J 1. 
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This contrast was softened, when twelfth-century poetry-probably 

under oriental influence-sublimated sensual love mto what the Troubadours 

and their followers called 'Amour,' 'Amore,' or 'Mume,' while rwelfth

cemury rheology swerved toward emononal mysncism, and religious pas

sions concentrated on the Virgin ,\ lary. The concept of 'sensual love' hct:ame 

spiritu:J!izcd and, at rhc ~amc rime, 1mhued w1th a sp1rit of woman-worship 

egually foreign to the pagan \Vest :md the Islamic Ea~t. 

It was on this basJs that the rh~rreemh cemury was able to achieve a tempo

rary reconciliation of cupiJit.TS and caritas comparable to the rcconnliarion 

of classic<ll and med!:lC\·al prulCiflles 111 High Gothic statuary 3nd Thonmra:: 

theology. \Vith the old ,mtithc~is stdl per~tsting, as Jt always d1d, m more 

conservati\·e ethics and poetry,~< the gemus of a new generation acha:vcd 

an inextricable fusion between the concrete objccr of human [0\·e and a 

mctaphystcal entity of more or less rclig10us chaocter. The Romuu de Ia 

Rvse substituted a rnysncli flower for rhc real woman; Gwdo Gumicdli 

and the other reprcsl:ntauves of the 'Dolce ~tilnuuvu' transformed her mro 

an angel; and in D<lntc's \Vork rhe supernatural pnne~plc pcrsomfied by 

Beatrice defies prcdicabdity to such an extent th.Jt she could be mterpreted 

by the Cornmenrarors as The Revelation, F:mh, Divine Crace, scholasnc 

Theology, the Church, and finally PLnonic Philosophy. 

However, th1s harmony, hke all recnnnhat1ons of confhcting princtples, 

was not to last. Petrarch rchumani~.ed and rcsemualized the object of his 

passiOn, while, at the same time, idolizing and even detfymg it. Contrar~· to 

Dante's Beatnce, Petr.lrch's Laura never ceases to be a real human being 

and becomes the more desirable as a woman the more she is glorified a~ an 

idea, or even tre:ued as a saint sharing the honours of Chrisr. The theological 

antithesis between carit,1S and cupidit,u, temporarily abolished by the 'Dolce 

stil nuovo' and Dante, reappe::~red in Perr:uch as a psychological tensiOn. 

Petrarch was great enough to monumentalize this tenswn. But in his imitators 

'i· Cf., ~.g., th~ Ueaunful smmet Uy Guinone d'Arczzo: 'Donmr del cielo, ?.loriosa Madre' 
(V.Sannucci, Bibl.u7, vou. p.I6J), where th~ poet implore~ the V1rgm ,\1ary m fill h1m 
w1th 'que! divino Mnou' th.at will 'ave him from the 'saetle Mpre e quadre' of Cupid. 

000 
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his influence (which has been tenned the 'chronic disease of lrahan poetry') 

was to induce that maudlin and shghdy ambiguous attitude-sinnlich~ 

Ubersinnlich, to quore Goethe's Mephistopheles-which is still miscalled 

'Plaronic love.',.. 

Most representatives of the 'Dolce sril numco' do not attempt any visual 

description of Love because they identify him with a principle so spiritual 

and sublime that it transcends by definition the realm of sensual experience. 

'E non si pu.O couoscer per lo viw' as Guido Cavalcami puts it, t.l or 

'Maw dtco c!J' .4.mor non IJ3 JIHI.J.IIz.J, 

Ne i cor~ corporal cb'~bbi.J fig11ra,' 

to Cjume an anonymous poet of the ~arne pcriod. 1e Other sources, particularly 

the authors of allegorical epics of the Roman de Ia Rose type, describe 'il 

Signor Amore' or 'le Dieu Amour' as a v1sible figure, or rather as a VIsion. In 

these the god is portrayed no longer as an infant, but as a handsome adoles

cent of princely appearance, often accompanied by a humble servant or by 
a whole retinue of subsidiary personifications." He remains winged, but is 

now dressed in resplendent garments, his head encircled by a crown or 

wreath (figs. 7 3, 74). He 1s often seated on a throne or shown as the lord of a 

castle or tower. In other instances he appears in a beautiful garden, preferably 

on the top of a rree (fig.75), a motif which, l think, can be traced back to 

Apuleius.' 8 He is armed with a torch, nr with a torch and a dan, or with two 

14a.For the Neoplnonie theory nf ]ole de,-elnped by i\hrsiho Ficino and his followers see 
nn• chaptn. 

'5· V.Nannucci, ibidem, P·"P
!6. \'.Naonucci, ibidr!111, p-194· 
'7· Cf. F.\Vickhoff, R•bl·)\1!!, !..Freund. /Jibi.wo; furthermore I i.Kuhlhou"en, Bib/.1 7•. p~ssi111, 

panicularly P·J'f'S.; R.Koechlin, Bibi.>6Q; and idm!, Bib/.17<>, particularly nos.1o68,Jo71, 
I 076,1 077 ,I of!o, L 0<)1.1 0Q.1., I OQH. 

18. As for the mmif of l.o,·e appconng tn the author io a tree, which became particularly 
popular through Guillaur>Le de Machaut'' D11 drm Vag1er (81bl . .o5l, but which nccurs 
already in thirteenth-century French hrerature, so;:e R.Koe~hlin, 81bl.1f>9. The ide~ derive• 
from HcllcnJstlc poetry where Cupido arc ohcn !ikeoeJ to birds flurtermg fcum branch tu 

br~nch (d., e.g., Theonitu>, /dyll.ltV,!IoSS.; 
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darts, or with bow and arrows, or, very frequently, with two bows, one of 

smooth white wood or ivory, the other dark and knotty; each bow has 

suitable arrows: golden ones to cause love, and black, generally leaden ones, 

to extinguish it. 19 The beauty of Love is often compared to that of the angels 

('il semble que ce fust U11S anges,' says the Roman de laRose), and Dante 

goes so far as ro charactenze 'Amore' m exactly rhe renns used m the Gospel 

of Sr. Mark to describe the Angel revealing the Resurrection of Christ w the 

Holy Women: 'Che mi parve nella mia camera lungo me udere un giovane 

veuito di bitmcbiSJime vestimema.= 

In these poetic descnptions, as well as in the works of art inspired by them, 

o1 a.t n KWj>OL )·up">:"''"'"'~' · E~""'"'• 
olD< <i~~o><~i;•'i l•;o;LI>wv i1r! ~~-~~"'" 

""'',;,"'"" ""''P"7"'" ""'P""'-••o', o:o• ~"' oc..,, 
or Antholog. Grileca, Bib!. so, VOL.ru. P·'44· no-44o), and was often il!ostnted in P"iming; 
rh~ surv1val of this concept is e\"Jd~nced by such lmcs as that in a poem l>y Guido Guini
celli ( V .Nannucci, Bibi.u7, P·H): 

'AI cor gents/ rip11ra snnpre t~mort: 
Siccome a~<gello in sdva a/13 verdura,' 

or even in Carmen's Ab, /'amore (, rtrano ;mgello. Bur as far as the Dir dou Vergier is 
ctm~~med. rf-te locsu cla.Hicus seems to l>e Apuleiu>, Metam. ,., '4' 'Nrr. dem trm.ator 
humi iacemem [•·iz., Psychen] deseren; in-.·oln•it proximam cupres;wn deque eius t~lto 

cacuminr Iic etrm. grtn•iur cmtmwtw adfawr.' 
'9· Cf. panicularly the Roman dr Ia Rose, I me B6;ss. ( Bibl.sRI!, VOL n, p-45; for illustuted manu

snipr. s~e A.Kohn, Bibl.r76l and its numnous irniradons, such fur instance as the F.chrr.> 
Amoureux (E-S>eper, Bibi.JtR) or John Lydg:~tc's Rewn llnd Semuallyte which i• a nans
ladon of the Echecs Amourrux (Bibl.>o4). E.Langlois, Bibl.s88. p.JOJ, and Sieper. Bibi.Io4, 
mL.u, P·"l give a number of other mst~nces. The 1>0urce of the concept is, uf course, 
Ovid. Metam. 1. 467S> .• where Cupid ha• one gulden and one leaden arrow. The Mid
dle Ages not only increased tf-te number of the arrows fron1 'to to or more, and endowed 
them w1th specific symbolical meanings (the golden arwws 'tandmg for 'Biaute7, S•mple.se, 
Franchise, Comp~ignie, Biau< Semblanz,' the leaden ones fur 'Org1auz, Vilainie. Honte, 
Des~•perancc, :'\"oviaus Pensers"), but also invenrcd ~ <pecial how fur each kind nf arrows. 
Buccaccio, Amorora Vuionr, v, revens tu Ov,d\ d~soical simplicny 

'ln man reneva ""3 S3ella d'oro, 
Di piombo un'altra 

Io. Vita N"'n:a, xu, quoted by F.Wickhnff. Bibi.J9B. The parallel frorn St. M'""k's Gospels, 
also quoted l>y \\'ickhoff, re~ds: 'viderum JUvenem u<ienrem in dextris coopertum nola 
candida' (X>"!, j). The humble little angel of lm·e appearing in Da[l[e's Balbu per un~ 
ghirhmdetttl mu5f, however, not l>e confounded witf-t the pag~n 'purr alarus:' he is, of 
course, subsidiary to the monumental 'Amnrc' appcarrng m rhe Vitti Nuova, and therefore 
a mere 'augiolrl d'3nzore ~<mile," but h• rem~ins an angel, and Dante certainly docs nut 
im~gine him nude and cquippo:d wirh rhc da"ical atu1butcs. 
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'Amour,' 'Amore,' 'Frouwc Amour,' 'Venus Cupido' or Love however 

des1gnated,21 is never blind, and could nor be blind in view of rhe Platonic 

belief that the noblest of emotions enters the human soul by the noblest of 

the senses. Statements to this effect are very frequent in high mediaeval 

poetry: 'E'l ruo cominciamemo e per vedere,' 22 or: 'E !{li occhi in prima 

generan l'Amore,' 23 or: 'Vien da 't!eduta forma che s'intende.' 2 ~ A sixteenth

century commentator of Perrarch remarks in speaking about rhe image of 

Love, that It would be objectionable if the organ by which love comes into 

exJstence and pleases, viz., the eyes, were blind instead of beautiful 'for the 

principle of love is none other than beaury, and the beautiful is luminous to 
bchold.'2 ~ 

In the fourteenth-century derivatives of the Roman de Ia Rose, however, 

an interesting phenomenon may be observed. While in the origmal the 

clearsightedness of Love is taken for granted, some of rhe later poets go our 

of their way to insist on this fact, and make it very clear that, in their opinion, 

Cupid JS nor blind. John Lydgate's translation of the EcbecJ Amoureux, for 

instance, haS the following Jines: 

And Chaucer says: 

'Though 1nmme •eyn, in special, 

That he secth ryght n.uthing •t al, 

But is as biH1<.lc "' stok or stone . 

I cspycd by Ins cher• 

That ho• SJ~ht was ryghte clcrc.'~G 

'An.d al he mm ;cyn that blin.d " he, 

Al-gate me thnughtc he mightc wei y-scc.':l7 

ll Fur the fmion of Cupid >nd 'Fr>\& \'enus ,\1mne' d. H.KohlhauS>Cn, Bibl.!]<. 
ll- &r Pace, Nannucci, Hib/.u7, P·'9l· 
q.Jacopo da Leminu, ~annucci, ibidem. 
'4· Guido Cavalcand, Nan.nucn, tbidem. P-'~7- CL •I"' such TnmLaduun •s l:<" Brunet, F. 

Dicz. /hb/.76, <88j, P·"'· 
'5-Petrarcb, Bib/.:fl:, fnL•H4· 'Ne ri cow.-icnc, cbe qllc/IJ p•rt~ rmdt•amor >1a1Ce ct pi.Jce, coo,: 

/., vii'"• 11011 bella"'" ciaa ria, non >~ilro <'Hendo d'amore prmcipio c/Jc /11 bel/c~u, "'" II 
bello, come vuol infcr~r~, ,, I!JminoJO m •·iJt>~.' 

>6.J.Lydga<e, B,bJ.•o4, line 5J7'1"'· A~'" 1he parallel pa•>agc m <he Ecl!ecs Al>I01<rr11x d. 
E.Soepcr, Brbi.JI8. 

17. Chaucer, 'Fhe legend of good women, I me 1/)ys. 
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Similarly, Perrarch in his 118th Sonnet, describes 'Amore' as follows: 

'Ci~co non gi.J, m• faretr•to il •·eggo, 

Nudo, se nrm quanw vergog->1a rl veb; 
Gwr:on con r.,li, non pimo ma vrvo .'2~ 

Protestations like these presuppose, of course, the existence of a belief that 

Cupid was blind, and of pictures wh1ch rhus represented hm1. The develop

ment of this conception can be observed in rhar other group of textual 

sources which we have classified as 'moralizing mythography.' 

Propertius' Elegy, already mentioned/~ nor only describes the image of 

Cupid but also gives an allegorical explanation of IHS characteristic aspects: 

The childlike appearance symbolizes the 'senseless' behaviour of lovers, the 

wings indicate the volatile mstability of amorous emotions, and the arrows 

the incurable wounds inflicted upon rhe human soul by love. Thus it appears 

that Roman poetry-and rhetoric-had already worked om a moralizing 

Interpretation of the image of Cupid which was disrincdy pessimistic from 

the start, for love was conceived as a dangerous and painful experience which 

reduced the mind to a state of mcom1stcncy and childishness. In mythogra

phical writing this damaging mterpretation not only persisted but also deve

loped, and attamed an 1mporrancc which is freguendy overlooked by the 

historians of 'poetic Love.' 

The late antique authors who transmitted myrhograph!cal material to the 

M1ddle Ages proceeded on exactly the same lines as Propertius. As for the 

mediaeval writers, while their anemion was still focussed on the little nude 

idol of pagan memory, the1r disapproval of its significance was sharpened by 

their theological outlook and led them to mu\nply Love's more unpleasant 

traits. Scrvius in his Commentary on Vergil still transmits Propertius' 'morali

zanon' without any notable changc~:''J lsidorus of Seville and Hrabanus 

18. Pc1rarch, C371ZOII/Ne, Sunn. CX\'!11, 'Non d'3tr3 ,. l<'111{'eJtrH3 onda 111Mina., .' 
'9· See obo\'e, p.\)6. 
JO.Servius,/n Ver)(il. Aell. 1, 66J: 'N3m quo• turpitudmii eH smiM cup1ditM, puer pmgttur, 

ut mter quai curam Clym~11m norr3bat iiiQI/e?JI, 1J ell •more>n, 1/ffll qui3 rmperfecrus en i>1 
amantibur unuo srcru in pu~ro ... A13JUI 31</em 1deo eH, qwa am•mibus nee levrus ntc 
mutab,/ius invenuur . . 13/{ilfar vero rdeo !J:ertare du:iwr, quia et ipr3e inurtae vdr~cerque 
runt.' 
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Maurus add an explanation of the torch 'quia inflanrmat,'·11 and the Mytho

graphus II feels ollliged to account for the nakedne!iS of Cupid m the same 

way as Fulgentius had accounted for the nakedness of Cupid's mother 

Venus: 'the turpitude of love is always mamfesr and never hidden.' 32 The 

Mythographus l1I (that is, perhaps, Alexander Neckham) summarizes the 

whole content of this tradition, adds several humanistic details such as the 

motif of the two arrows, and furnishes alternative explanations of certain 

characteristic fcatures. 33 

"'ow, the immediate followers of Alexander 1\'eckham rake the decisive 

step of adding blindness to the other anriburcs of Cupid. In Thumotsm von 

Zerdacrc's didactic poem entitled Der fV aische G ast (around 1 2 1 5), Love 

says: 'I am blind J.nd I make blind,'3' and except for Petrarch's deliberately 

classicJzmg descnpnons'~' and a few other special cases, there 1s hardly 3 

Jl.Hraban.us i\hums, De Uniwrw, w, 6 (,\ILgnc, /'atrolog. LM., ""-'''· cnL41ll 'Cupo
dillem vocMruu f~mm propter amornu F.H eui>n daemon fornic.>tirmis, qui ideo 11/~tus 

pingitrtr, quia ni/_•il ""'~mo!ms ln•Ju>, mhil11111tabdiur iu-c•e11iWr. l'ua pillg•tt<r, qwa stultur 
~!I et inatio11•lis umor. S11gittam et faam tenere fjn;<1tur, qma il?JWr cor C'llluaM, {M~m. 
qu1a i>tfla-mmM.' The f>a<S~ge is )Jt~r~ll~ cop,cd from [<Jdoru$ of Se\'ille, Erymolo.~oae, 
VIII, 9, ~0. 

,,_,\1yihographus !!, J). Bibi.JH, p.H6, 'Q!Ii pburetra/lts. mtdur, cum faa, pe1mJWS, puer 

depiiiJ!Jtur. 1'/.•art·tr,,ws ""'"· •/Ilia sicrtr JJgiiiJe corprH, If,, meme111 '-'"'""'"/ """"· N11d1H, 
q111a amoris wrpillldo rcmpcr m~ni(,·rt~ <'fl <'I 111/Jt]I/Jl/1 v.-cu/ta. Cl/1!1 face ~~~~~~~~. qtua 
turpis amor emil en/or,· rt ferv(!re q1wdam acccl/d/lur. f'eiiii~WS, 'I"'" amor cuo pertramil 
et 3m11mibw n~c h·u·,, '''''I"'J >JU mut3bili~;, i11w11itur. Pt<~r mttou fingitur, qui~ ricut 
puerir per impcr.ri.w, facwlLhJ, sic q1wqu<' """;'"" amamlinH pa o·olupt"lem defiot' 
Cf. Fulg•mius, Mllolugla~. 11, 1.p . .;.o llclm: 'llanc [\'iz .. \'cneren1] eti~m >mJam pingum, 
,;.,~ <JUUd r.udor Hill aJfecr.uvs Jimi11.11, rrn· <JU<HI hiHdmi> crin•cn llUJli<]UOnt celamm sLI, 
m;·e quod lllii!I<JU111!! nisi mdir cvw.·em.u.' StJ{CIIlCTll> '" thi' ctfect remained, of tDuroe. 
'."l''c·al in Lnn ·mnr•lil~tion>' of \'coo<.~' well"-' C!l!>rd; d., cg ... \lythugr•phus Ill,''· '• 
Rib/1~. p.»~. or 'Th.\Vallcp,' Bib/.;~6, ful '111 ',/u:iwr csr~ mtJu propta ipHus mdc

cnm.un 111•''-'llahrl~m. 
B- ,\lythogr~phuslll, ''· .~. Bibi.JH, I'·'JII' 'P111g11ur a/1/C/11 Amvr puer, •fUia wrpituJum c_</ 

rmh~ Cll/>idita<, ,., q11ia ""i'"'fatuJ <'II 111 """'milms, rinll ;,. pu~"'• wmw :4/Mw, 
quia am~lllil"'s 11011 1<>-'illr •li,Ft<J II<'C IIIIU3/nlms ~a~11'~' fat, 'I"''" l't iprae meaN<' Will 
et tdocer; ri-c·e, w t«lt 1\emoguH, 'I"'~ cmtSc0<"/111,, "'"'""' pape~r,,i <ri11miN 111<'11/~m. 
A11reJ trnlem sagmu ~,m,rem mutit, plmllh<'~ 1ullrt /Jeo m<.ills, q111.1 wrp111idu a mJJu 
{lcra~:imr; t•d qu<J "' ~" rurpowJ111e nih!l <'rl <Ut<'ll<lll.' 

34- Cf_ .-\. wm OecbelhJu>er, lJJbb p. f'·' s. nn.19. a[,., J!l. m H 1\.ohlhJU»cn. Ribf_, 71, P·-f"· 
J5. Cf., in adJirwn m SoiiJJ"' CX \'Ill. A)nc.J, 111, I me !J 5"· I Blb/.1{)) ), Jnd Trwn(i, T r>UIIlphu' 

An10ris, ltn.c lJ>S .. 



BLIND CUPID 

description of the 'pagan' Cupid later than the 'Mythographus lll' which 

does not insist upon his blindness, however lircrally the earlier tradition may 

be followed in other respects. This is rrue of the anginal French version of 

the Moralized Ovid,36 of rhe Tewretto by Brunetto Latim,37 Dante's master, 

of Berchorius' introduction to the Moralized Ovid in Larin,88 of the LiM 

helius De lmaginibuJ Deorum which has been mentioned as an abridgement 

'Sopr'tm c3rro di fuoco U1l g~>non cnuJ.o 
C.:m area in m.mo t C()n 111~11i ~>'fianchi, 
Contra le qwd non v11/ elmo ne rcudo: 
Sopra fomeri 1r1.1~11 wl due grand' ali 
Di color m11ie, c tutto falrro ignudo.' 

J6. Ovid<' Moralwi 1, line 668ss., ed.C.de Boer, Bib/.¢, VOL.!, P-75: 
'Venus rient et porte !+II brandon 
Er Cupido fare et /11 floic/ie 
focus et Cupido ron/ point 
Au pr~i11turu 11u, Hmi veue, 
QUilT fole >lmours et jex demue 
L~•11ru1ars de robe et d'IIVoir, 
D'emrodemrnt et de savoiT, 
D'amor et de bones t-•errus. 
}'our ce sont sl painr swugle, 
Ou'smwurs et iex maim fol~ ,.,.,g/e.' 

Ft>r dlc Ct>mb•n~tion of 'Je:>:' with 'amours' and Verm5 see p-,..S. 
37· RLatini, Tesorello, line Uj6ss., Bib/.1 8J, P·J75 

'E'n una gran charrina 
lo vsds drmo stante 
lgnudo "'"fresco fame, 
Ch'aue" fllTcho e Jj strati 
E auea perme ed ali. 
Ma neenre uedea . 

3~- 'Th.Walleys,' Bibi.J~6, fol.viii, v.: 'Vel die quod Cupsdo filius V en em esr am or COTWalis filius 
·~oluptaris: qui aiJIUS pmgirur pro eo quod amor rubito voiDre sepe videtur. Co11stat enim 
quod bomo quandoque .rubiw u ,;,e dd1beratione amore alicUIU! persone in{lama:ur: et 
ideo amor isre alams et t-•olarilis dici potest, Cecus autnoz iste dt•m pmgnur quU. quo Ie 
ingerat adrurtere >wn v1demr: quill ""''" iza solet S<' ponere in pauperem sicut in druium 
in tur{>el/1 Iicut in pulchrum: in religromm Iicut ;, la1CTr>ll. Cecus IIUtem aliter dici pote<t: 
quia per ipmm etiam hammer excecari videmur. Nibil n1im e<t ceczus brnnme mflammaw 
amore alicuzus persone t-•el alicuius res. Unde dicit Seneca quod amor iudicium neJctt. 
Br .. o;iter •l!:iiiiT voluerum poete duos deos depingere ucos sczl~eet cupidinro1 et formnam: 
quia scilicet ,·upsdo et all/or (licut diCtWII es:) ira cecus est quod alsqUilndo nitstur in 
mrpouibile ncut patult in ,'1/arcrJSo qui umbrlfm pro priam usque ad mortem amauit. S1cut 
~titnll <{IIOI1die ,,,de111111 quod 1m a uti/is persmsa tnnab/1 nobilissimam vel ecomrario. For tUlia 
etiam ac 11 ceca eSJet, quandoq11e subito promouet indignos et deprmzit digno<. Roma. II. 
Ceciuts ex parte comigit in israel.' 

w6 
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of the Berchorius treatise,3
" of Buccaccio's Genealogia Deorum (where 

Cupid is described as blindfold instead of just blind, and with griffons' talons 

for feet),' 0 as well as of the little anonymous poems explaining the popular 

pictures of Amor CIJT1laiu 41 or Amor Mundanur. 42 

The allegorical imerprerarions of this newly acquired handicap are as 

unflattering as possiblt:. Cupid 1s nude and blind because he 'depnves men of 

their garments, rhe1r possessions, then good sense and their wisdom.' He is 

blind 'because he docs nor mind where he turns, inasmuch as love descends 

39· Cod. Vat. Reg.ll<]O, fob, d. H.Licbeschur~. Hibl.r,.4, PI .. XVI!I an.d P· I t8: 'Huic [\'iZ. v~ncri] 
et Cup•do, filius .ruus ~l•tt.r e1 cecus, 3SIIst<·b•t, ql<i sagit111 et 3rcu, quo; tem·b~t, Appolin"'n 
s~gitiiVer~t 

40. Bu<"t'":lccio, Gen~~logi~ Deorum, IX>4: 'H1mc prurtmt fingunr, ut ~etaum surcipirntiU111 
p~nwmmz !Jane et mons deu"gnem Al~nu pr~eurea dicrtur, ut p~nion~ti instabilit~r 
demomtretlj7 . Arcum atque MJ.:iuar idw ferre fingiwr, ut imipiemium n·pauin~ 
c~ptivitar ostendamr H~• aurear erre dicunt er plurnluar, ra per aureas di/ectirJ>Intt 
nnmrtm/i . Per plumbeas lnl/<"1!1 odium t•olum Fax ~uum illi mper~ddita onendit 
~nimon.m irrcendia Oct<los aU/<'111 il/i fasci~ ter;u111, 111 adt•ertrnnuJ Rm~nt<'S ig,orare 
qt<o tendam, null~ eonmz ene iudtciJ, nullae rennn dimnctiones, red sola panione ducJ. 
Pedes aw"'" gryp!Jis illi ideo appowmt, ru d~cl~retur, q"oniam tenJciumtll .tit p~rsio, nee 
facile inerti im(l7eu~ o.-io rolvi111r.' Fur rhc gnffons' ldhHl£, see bel<lw, p.tw. 

41.Heit7., Bibl.1J7, \"0/.59, 1915, 0<>.14 (parrially reproduced by L..Frcuod, Bibl.too, co/.645 
~od in our {ig.~4) Amor CJrna/11 i• rcprc;cm~d ~s ~ nude, wmgcd, blindfold woman. 
equipped with bow and arrows, an ointmcru 1ar at her feet. Beneath her con be seen a 
skull, a sword and the iaws nf I Jell. 1nscrrhed 'fi>Jis amoris.· Sr. Gregory, Sr. Jcr<Jmc, 
St. Augustine (rwi,c), Ari>wtl~. 'Pflilosophu;" [Plato?], Sr. B~mnd, Sr. A<nbrose. Mmes 
and the 'Expcrico,ia Juri .... ·onstrlturum" warn again;t her. as doc> the auther, 'aying 'IJeill 
sa/b ist f~lsch tmd vngerecbt, das kl"li. icl! •rmer lmecbt.' The main inscrifHion reaJs· 

'/)ie /reb in n~cket v11d plim 1md plos. 
/)es lmmbt m~nger man VotJ tTeu [should re~d 'rrd] wege"IJ 

;, d~r belle .elms. 
Sie /.>at zween f!t'.~d die sein vmtt/1. 
Sie w Zll ""'"n -:.eitt<"JI tL'O sie u•>"ll. 
Sie l·amt sRib,·JJJmJ ·ucrwunde11, 
lVo •ie u·o/1 zt< Jllmdcn. 
Ire WrJTI wrd iJSti.!{ vnd bc/Jend. 
GJr pill.:r irt d.:r mod<"ltli•·b cnd.' 

4'· Ct>d. Ca"marcn,is '4"4· fol.21·., ill. rn l'.Saxl, Rib/ >9;, "' .xnt, fig .;5: 
'.1mor umnd~""' armt omma lumin,· cao. 
/)rrr.·, quid sit amor. Amor est im~l/la mouir, 
[)u/co· >llalu"'. 11/Jia dt<lcc•Jo, gratillimm error.' 

L.G.G_naldu,. Hthl.< '7· '""1..1. n>l..;<>9 <JUU!C\ • lmlc mcJr•c••l rh}·mc m dtc >tylc uf rlwoe 
occurrmg m Juhn Rulewdll"' FulgenWH MetajrJralw 

'Cauus et ~i•IIJJ, 
Nudw, pu.·r ,., pi,•Mar3ll':i.' 
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upon the poor as well as the rich, the ugly as well as the handsome. He is 

also called blind because people are blinded by him, for nothing is blinder 

than a man influenced by love for a person or a thing.' Or: 'Painters cover 

his eyes with a bandage to emphasize the fact that people in love do not know 

where they drive, being without judgment or discrimination and guided by 

mere passion.'' 3 

Considerations like these were also eagerly exploited by the writers of 

sonnets and other shorter poems, rangmg from Federico dell'Amba (around 

1 290), whose Cupid 

'Spaglia i cordi ftberui reg11ame, 

E fascia giJ occhi della prln!idcm:.a,'H 

and who in another poem likens him to a Devil rather than w an Angel 

('L'Amore del Diavol rien semblam.a'),n to a host of Renaissance and even 

Baroque poets who untiringly paraphrase the traditional 'moralization.' 

These two diffenng currents of opinion account fur the insistence with 

which some of the 'ideali;,tic' fourtccmh~century poets cmphasi7,c the fact 

that the Love God's 'sight was ryghtc den.'.' Contrasting as they do uplift~ 

4l·Somcnrncs rhe foolishnc>S <>f I.>Ve •ynlb<>lizcd by th~ bandage 1s ~xprcsscd c<cn 111or~ 

dir~cdy, as is the c•:>e, e.g., wirh J<>hn Ridcwall"s in1age uf Amor fuamr, ill. io H.Li~bc
schillz. Bib/.194, p 5J. 1•1.Xl, fifl..11. It is the 'imago pr1eti muii, m cui!i$ capiu erar scriptw11 
"Ego rum igm>ram er nichil Jcso."' I lc carne> a sword ond a torch, a snull running 
acwss his forehead is inscribed 'Qui me dilifl.ll, smipienr est.' 

«· V.Sannu<eci. Bibl.u7, vor .. l. p.;61: 
'Se Amor, da cui proceJ~ bene e mal~. 
Fmre •mib1/ cosa per 11JWra, 
S•rebbe Jell::.> fallo appunto rale 
Com'el $; moJtra uella dipinmr•: 
Gar:w>le colwrc•nio .,/ia ci111UTJ, 
!:>aellando, ci<·co, mtdo eric co d"ale. 
Da//'a/e umbra angelica fi~.:ura, 
M• cbi /'assax!lia, eglr ,: guerrrer uwrtale, 
Che $poglia i cordi Iibert~ regnamc, 
E fa$cia g/1 occbt della providn~x.o 
Saewmdo dir~anza periglim• 

Cf. also idcn1, V.:-..l>,nnuc~i. ibidem, p.J67: 'Amore accieca il cor ptU cugnoscmu.' 
4i· V.:-..looouccl, ib1dem, p.J66. 
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ing spiritual love with debasing sensual passion, they act, so to speak, as 

witnesses in a law-suit of Bright-eyed 'Amore,' extoUed in philosophical 

poetry, vs. Blind Cupid, invemed and stigmatized by moralizing myrh

ographers.•~ 

To the modem beholder the bandage over Cupid's eyes means, if anything, 

a playful allusion to the irrational and often somewhat puzzling characrer 

of amorous sensations and seh.'crions. According to rhe srandards of tradi

tional iconography, however, the blindness of Cup1d puts him definitely on 

the wrong side of the moral world. Whether the expression caecus is inter

preted as 'unable to see' (blind in the narrower sense, physically or mental

ly) or as 'incapable of bemg seen' (hidden, secret, invisible) or as 'prcvem

mg the eye or mind from seeing' (dark, lighdcss, black): blindness 'conveys 

to us only something negative and nothing positive, and by rhe blind man 

\H generally understand the sinner,' to speak in the words of a mediaeval 

n10ralist." Blindness is therefore always associated with evil, excepting the 

blindness of I lomer, which served suppo~edly w keep his nund on vitiated 

by sensual appetite~, and the blindness of Justice which wa~ meant to assure 

her unpartialiry. Both the~c interpretations however are foretgn ro classical 

<lS well ;lS to mcdt;Jcval rhoughr; the figure of blindfold Justice 1n particular 

i~ a humamsnc concoction of very recem urigin.'h 

46. \<_,.,., !'~1r.r~h h;" referred w Cup"l >\ C~<'Cif> J~u> but ool~- when dc-"Cnbiog the 

d'"'trnu1 JIT:llr uf S.'l'l"""'lu v.Hh -'Ia""'"" and Syphax: Afnca. 1•, !me 119, Bib/.>6',, 
p.w6. 

47· Petru< Bcrchorm,, Hib/.17, '·'"· 'Cccm, Cccita;;' 'l'•'ot• qtwJ cccitM est prit••tio tmus, tmdf 
cccir,u d1Cif >JIIIJI propru uli.rmd nc;;atJ; 11111 ct mbli prml!wtm Nora I!(•Wr generalu~r 
per .:cc11m uuclli!(rlllr pcccawr.' 

4M.AcnJrding to das_;,cal rradlf!on Llindnn' was inRincd upon llon'n (~o1d ~te<ichuros) a~ 
a pun"hnLC·m fnr \bndenng' Hdcn of Trny id., e.g .. l'lato, /'h~idrm, >4J ~) lr is unly in 
Suod"s. l_c:ri/um (HJbl._lJ<>, WI. Ill, p.:pJ. 1har it wos reinterpreted 10 a po•iti,·c S<!nse. The 
blindne." uf Jmn~e h.1' l>cm condu"'d.V dealt "ith by l·:. vnn f\1udlcr. Bib/.115, and 11 
appears That th1s ,Jca ;, J,a,~d un an 'Egyptian' allegory ''""''"'ned by Plutarch and 
lliodurus :-Kulu> m whid1 the chod [UMKC "'"' ,huv.n cycle" 10 order w Illustrate his 
io,ponialn.,-, "hole h" colleague> h•d nu hondo wnh wh1ch w <>ke bnbcs. Th1s qucsnon
alolc n•nnpr did not appeal w c·ia-.,.-al ao!llJUL!V which, on 1he contrary, 1mag10cd 
Ju>un wnh p1crcing and awe-1mpmng eyes (1\.Gclliu>. No<'f<'i ,4ttica<', xw-4). The 
'Fg_l'f>!l"n' cnnccpuon dLtl nm cnnoc w Ilk before ll> rcd""'"·ery by Sl,uccmh-ccmury 
hun1an""· Jo>t•~c· "'"h. eye> bandag~d occur> for the first tHllC around ISJO. m Seba•man 
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In the Middle Ages we find, therefore, an established as.~ociarion of Day 

(ruled by the Sun) with Life and the NewT estamem, and of Night (ruled 

by the Moon) with Death and the Old Testament. These connections are 

emphasized in numerous representations of the Crucifixion where the van

nus symbols of good, including a personification of the Church, appear on 

the right hand of Christ while the symbols of evil, including a personification 

of rhe Synagogue, arc on His left. The most comprehensive version of rhis 

arrangement IS found in rhe Uta Gospels (early eleventh century). Here 

the personification of the Church is paired with a personification of Life 

while the inscnpnon Pia gratia SltT!{it in ortu, introduces rhe idea of dawn; 

on the other hand the personification of the Synagogue is coupled with a 

personification of Death, and the mscriprion Lex renet in oct:arum, bnngs 

in the idea of mghtfalt.•• In this case the Synagogue (jig.78) is not yet blind

fold. The fact thar she plunges into darknes.~ is only indicated by making the 

upper part of her head, mcluding her eyes, disappear behind the frame in the 

same way as the setting sun vamshes behind the honzon. Around the same 

time, however, or even a little earlier, blinduess had come to be denoted by a 

new symbol: the bandage. This attribute belongs in rhe same class as other 

specifically mediaeval motifs such as the \\'heel of Fortune,•Y• the mirror 

of Prudence or the ladder of Philosophy, which differ from the attributes of 

classical personifications in that they g1ve vis1ble form to a metaphor, instead 

of mdicaung a function. The bandage made its appearance in a miniature of 

about 975• where Night-caeca rwx as she IS constantly called in classical 

Br.uu"s Nt~rremchiff (149~. Latin translat1no 'i97) th~ fool sttll bandages the eyes of 
Justi~c in order tn ddear her tru~ purpnsc In Cesare Rip>"$ lcrmologr•, 'Giu>ti7.ia' j,; the 
only per;unificati<>n in which the 'occbi be•tdMi' bear a f~\<>l!tablc implicatmn-1n contrast 
with 'Ambitione,' 'Cupido," 'Cupid iii,' 'Errore," 'Fa••urc." 'lro," "\gnoran7..a' and 'lmpem'-but 
even here the mutrf !S limited to repre..,ntatruns of \Vordly Jmtrce, wh.erea> Divine Jusnce 
has 'occ!Ji mtti,' for wh.ich rco~m in soo1e lorcr pui>lico1ions dealing w1th 'urrnmque IUS' 

Justice is shown with !W<> lte~ds. one blindf.,]rl, rhc o;hcr seeing. 
49· Cf. G.Swarunskr, Ribi.JJ]. PL . .U<. 

49a.Cf. the penmenr remarks m ~I.R.Parch. 8ih1:54. 1'·'7~'-'· llnw foreign the idea nf rhc 
b~ndage was !O cb,.,rcal 1\miqllitr. is illo;nared i>y the focr that Apuleius nils Blind 
Fortune 'e;wculaM" (Meram., ~11,>). 
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literature-is represented as a blindfold woman (/ig.76)~ And in v1ew of 

the interrelations mentioned abo\·e we can easily sec how the new motif 

came to be transferred first to the 'benighted' Synagogue (jig.79),:'1 rhen 

with a further expansion of the concept, to such personifications as lnfi

deliry.~2 and, at about the same time, to Death. 

The blindfold Synagogue (often described by the phrase Vetus testa

mentum velaturn, novum testame-11tum revelaturn) was commonly con

nected with the verse in Jeremiah: 'The crown is fallen from our heads, woe 

unto us that we have smncd, for this our heart i; faint, for these things our 

eyes are dim.''·' She is found as early as the middle of the twelfth century 

and was soon to become a standard figure in mediaeval arr and literature, so 

much so that a fifteemh-cemury copyist of the Uta Gospels automatica!!y 

replaced the figure merely 'p!ungmg imo darkness' by a blindfold one.53
" 

Blindfold Death appears somewhat later: possibly rhc earliest and ccnainly 

the most impressive representations are found m the wterrelated Apocalyp

tic cycles on the west fa\"ades of ~otre Dame de Paris, Ami ens and Reims, 

where a grim, blindfold female (la Mort) is shown in the act of disem-

50. Berlin, S!aatobibl., cod. !heo!. Ia!. fol.19<. ill. in Adolph Gol<.lochnlidr, Bibl.118, VOL.Il. PL.107. 
Th~ type from which this l>andoged figur~ might have been dcriv~<.l is retlect~J l>y a 
miniarure in Verdun, Hibl. de Ia Vdle, IllS. I, fol.17 (our {ig.77l which shmn ;..;ight· also 
as a bust in 2 ruundel analogously placed wnhin the general composition-CO\'ering her 
face w>th a v~1l. A dark v~il, dark colours. and a dark halo or mandorla arc the 11ormal 
characteristics nf Night in mediaeval art. But i11 an archivault of Chartres Cathedral she 
1S characterized as a blind person by the foct that Day leads her by the hand and by her well
observed facial expression (E.lluunt. Bib/.LJ9. mL.II, PL . .,, our fig.~o). This illustrates the 
clas.sicizing spirit frequently noticcal>le in the Fre11ch sculpmre of this period. 

)I.Cf. particularly P.\\'eb~r. Brb/ . .1~!!, p.7U,74·76,yo,J12. Our fig.79 illustrates a11 especial!y 
inter~•ting type from Verdun, Hihl. d~ Ia Ville, m~.l '9· The two Verdun manuscripts 
were brought to my attention by Dr.Hanns Swan.ensk1, w whom I am also mdebted for 
penni~sion m reproduce hiS photographs. 

5'· E.Houvet. Bib/.149• vo1 .. 1, pl.86. 
53. Lamentations v, 16,1j. The blindness of the Synagogue is sometimes expressed by a veil 

or kerch1ef. as i5 th~ ~,;ase with a miniature in the Antiphonarium of St. Per~r (G Swar
z~nski, Bibi.JJ4• p.11t, PLCI. ,fig.j41). In this mimature the renunisccncc of the Jeremrah 
verses is ~v1denced by the fact that the hand of the figllre JS plac~d 011 her h~art. 

na.Chn. 8201, dated "t'5· 1ll. in 1'.\.\-'ehcr. Bibi . .18B, p66. The Synagogue also wears the 
Jewish hat which had been adde,J t<> her amr~ m conn~ction wirh th~ risi11g tide uf 
anri-Sen1itJsm, an,J the figure of Death quoted P·77• N.>5 has been replaced by a skeleton. 
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BLIND CUPID 

bowelling her victim (fig.SJ ).~• But the bandage motif frequently persisted 

even when Death had come to be represemed as a mere skeleton. Shake

speare's John of Gaunt still revels in the emotional possibilities of the 1dea of 

Blindfold Death when he bewails the banishmem of his son: 

'My oil-dnerl bmp and time-bewasted l•ght 

Shall be ex!lnC! with age and ~ndless mght. 

My inch of taper will Ue burnt and done, 

And blindfold Death nm l"t n1c •ee my ,;on,'~S 

Thus Blind Cupid starred his career in rather terrifying company: he 

belonged to Night, Synagogue, Infidelity, Death and Fortune (the classical 

caeca Fortuna) who-we do not know exactly when-had also joined the 

group of blindfold personificarions.'6 \Virhm this group, he was especially 

associated with Fonune and Death, because these three were blind both in an 

mtransitive and in a transitive sense. They were blmd, not only as personi

fica.tions of an unenlightened state of nund, or of a lightles.~ form of existence, 

but also as personifications of an acrivc force behavmg like an eyeless person: 

they would hit or mt<;.S at random, utterly regardles.~ of age, social position 

and individual merit.~ 7 A French fifreenth-cenrury poet by the name of 

Pierre Michaulr condensed these notiuns imo a remarkable poem called 

54· The Paris rchcf is illmtrared in Vi"llet-lc-Ouc, Bibi.J77. VOI .. VIll, 1866, 1'·'58. fig.!o. For 
Amicn> see Georg~s Durand, Bib/.79. PL.XXXV!II, 4· For Reims: P.Virry, Bib/.383, vo1 .. r, 
PLL~XXJl. 

55.Rich~~d //.,1, l· "Il1e """rd, 'blindfold" is used by Sh~kespe~re only in this pa&""ge and in 
Venus Qnd Adcmis, 1. 554 ('blindfold Fury'). Cupid·-apan from rhc famous phrase 'blind 
buw-boy' m Romeo and Juli~t. II, 4-is called blmd in Muc!J Ado,!, 1; Lear, IV, 6; Two 
Ge-ntlemen of Vrrona, IV, 4 ('blinded God"); T1m1peH, IV, 1 ('blind boy"); Sonnet 
CXXXVII ('blind fool Love"); and Midnmm1er Night's Dream, I, 1 (sec P·''l· :'\.H). 
'Blind Fortune' occurs in Merchmt of Vemce, II, 1 and Corioi<TnUs, IV, 6. 'Blind con
cealing :'\ighr' in /<ape of f.llcuce,lme 675. 

j6. Cf. J B.Carr~r, B1bl.57, p.JB, and, more specifically, H.R.Parch, Bib/.>55, p.191SS. As to 
illustrMions, se~ idem, Bib/.154. especially p.t z and 4+ PL.J>4,9· Cf. also A.Doren, Hrbl.n. 
The phrase 'caeca Mors' docs nor seem to occur in classical writmg. 

57· In additl<ln Cupid wa~ known 10 spell d~~th in ~ >pmm~l sens~. Rid~wall'> picrur~ uf 
Amor fanws, mennoned p.107, N-41, bean; the inscrip<inn '·''"'~s llF M~ CIU'.scrr.' 
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La Danse aux Aveugles in which Love, Fonune and Death are described 

as rhe three great blind powers which make mankind dance w the rune of 

their wamon, but irrevocable decrees; 

'Amour, Fo~tun~ etA-torr, aveugla et bandis, 
Font danur les bwnai"f c/JQC7.m par acwrdmce.' (fig.8z)5B 

This image of Blind Cupid-or 'myrhographical Cupid' as we might call 

him to distinguish him from 'poetic Love'-developed in different fashions 

according to hisrorical conditions. 

Gennan art, possibly owing to the fact that the words 'Liebe' and 'i\·hnne' 

are both of feminine gender, shows a strong tendency to personify Blind 

Cupid by a nude female figure. This is already the case with the illustrations 

of the Wiilscher Gast where 'blind and blinding' Love is represented as a 

naked woman, eyes open or closed according to the conscientiousness of 

the illuminators, but not as yet bandaged. She shoots an arrow into the eye 

of the 'loving' or 'foolish' man while the 'wise man' is immune against her 

weapons (fig.Ss) :'u In Germany, the figure of a nude woman was rctamed-

58. For d1is po~m and its Lllustrations cf_ A. de Labord~. Rib/.177. for in rhis illustrati~e cycle 
lJe~th is usually made to ride a 'boeuf cbe'VQUChQnt maulr lent,' w qume a pas:>age <1f 
around IJ4"· Se~ al>o P . .Jc Key~r (unfortunately uoacqu2inttd with Laborde's study), 
llibi.I6J, parncul.rly 1'·)7SS. Th~ illustrations of _\iichaur's poem ..:em tu occount not only 
for several "olated pictures and m1ag~• of D~ath ridmg an o•. but also for the facr that 
the charior of Deorh in reprcsemations of P~tr,rch's Tnonfi is almo>t mYariahly dr:awn 
by two black o•cn. This motif "not mentioned 1n dlc Pcrr.>rch tnr bur had bectn\lc "' 
popular thot R1pa. '·'"· 'Carro della Mone," docs nnt hcsirare to .rtrihuu· it to dw poet 
him<flf, ash~ also doc' the hourglass and crutchc' .,f Time. 

511· A. von Oechclhau<fr, llibl.lp. The illustrated manu,crlpt> which han c<Jmc down fO us 
arc all of the fnurrecnth c~nrury or larcr. bur " ;, • .afe >'>SUrHpdon th~r ttle!I pictures 
reflect prototype. dt·\'J<ed when the poem was wmrcn, rhar IS aruund '"5· An amu•ing 
combinarion of the German 'Bimd Venu•' wnh the mternatrunal 'Blind Cupid" IS fuund in 
Tricinia. Kurtzweilige tcuuc/,e Lieder ::u dreyen Smmnen, >JQCh Arr dcr Ne~poill~-nen 
oder Welrcben Villanclkn, :'\i.irnberg, r576. 

'Ve'IUS, du rmd dein Kind, 
md aile beide bli>rd 
tmd pfle.~l ~ucb zu '1-'nb/e>rde>!.' 

(~;jumed m A.Schcrmg, llrbi.JCJl, no.1)9; I am indebted to .\\r. Oilver Strunk for the 
reference). 
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with or without the bandage-in countless late-mediaeval representations 

of purely sensual love (jig.84). 80 

In France and Flanders, on the other hand, the influence of the pictorial 

tradition formed under the spell of the Roman de laRose and similar poems 

was so strong that the 'mythographical Cupid' found in the illustrations of 

the Ovide Moralis-t and their denvatives, though blindfold, tended to retain 

the princely garments and mature appearance of the 'Dieu Amour;' and this 

despite the fact thar the very texts to which the blindfold images belong, 

explicitly demand a nude and childlike figure~an instructive example of the 

smbbornness with which established representational traditions can assert 

themselves against the claim of written words (figs.86, 87) .~ 1 

It was in the Italian Trecento and Quattrocento that the process of what 

we have called 'pseudomorphosis' was to be completed. Here Cupid, his sex 

unchanged, shrank m size, was deprived of his garments and thus developed 

into the popular garzone or putto of Renaissance and Baroque arr, who~ 

except for his newly acquired blindness-resumed the appearance of the 

classical puer alatus. 

However, even in Italy this evolution was nor a simple process. For a 

while no basic distinction was made benveen the image of a blindfold nude 

as required by the myrhographical texts, and that hybrid French type where 

the bandage appeared in combination with the courtly apparel of the 'Dieu 

Amour;'62 and the typical Cupid of the Renaissance as exemplified by Piero 

6t>. The woodcut of AmoT CQm4/is (see p.107, N.+' ). Some other nude but not bhndfoh.l 
figures OCC\lrring in fifteemh·cemury .ep.-csentatlons uf a sinnl.r <:haracrer will be ad· 
duced below. 

61. A fourteenth-century irutance fmm Paris, BibLSat.,ms.Fr.J73• fobt>7, W>th Cupid 
enthroned and the Tt\r~e Gr.~c"" clad in modish g:umems, is i!ltmr~tcd in A.Warburg, 
Bib/.}87, vo<..u, PL.LJIIV, fig.!!} and our fig.86 (Fr~nch, •+th cent_). A later specimen (possi. 
bly alreo~dy mtluenced by such Italian rep.-esentadons as that in cod. Vat. Reg. 1190, ill. 
ibidem, fig.• •• and in H.Liebeschiirz, Rib/.•9+• PL.U!ll, fig.z8) is found in rhe Flermst\ manu
script Copenhague, Thon 399, fol.9v. (our (ig.B7) which served a.s a model fDf the printed 
editions of the Frencf\ version of Berchorius' Metnnr;rphosis Ovidiana (cf. M.D.Henkel, 
Bibl.r4z, r9u); here rfle Graces are nude, ond Cupid flo•·ns in mid-air, but he is still a 
young man, not a ch>ld, and fashionably dressed in spite of his bandage. 

6z. This is evidenced by a manuscript of Richard de Fournival's BerriQiu d'AmouT which is 
pr~served m the J.P.Morgan Library and was brought to my artenrion by Miss Helen 
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della Francesca's superb figure in S.France..o;;co at Arezzo ({ig.9z) had to 

extricate himself from a very strange-looking and, indeed, demoniacal image. 

This image appears in a group of representations which depict Cupid as a 

nude, or practically nude, winged boy and thus constitute the earliest returns 

to the classical type. Bm they show Cupid not only blindfold, but also with 

talons as used in images of the Devil and sometimes of Death.63 By this new 

stigma Cupid was actually uansformed into the diavolo to whom Federico 

dell'Amba had compared him in one of his sonnets. 

The best known example of this type appears in the Giottesquc allegory 

of Chastity (now generally dated around I po/z 5) in S.Francesco at Assisi 

(fig.88).~• Here Cupid (inscribed Amor) and his nude companion Ardor 

are chased away from the 'Tower of Chastity' by Mors-a skeleton with a 

scythe-, and Penitentia-a winged woman attired in monks' garb and hold

ing a scourge; the whole composition is purposely patterned on the lines 

of an Expulsion from Paradise. Cupid is depicted as a buy of twelve or 

thirteen, with wings and a crown of roses. His eyes are bandaged and he is 

entirely nude, except for the string of his quiver, on which are threaded the 

hearts of his victims like scalps on the belt of an Indian. Instead of human 

feet he has griffons' claws. 

Strange images like this have a way of reappearing sporadically for cen

ruries so that taloned Cupids are not lacking in later periods. They occur in 
some Quattrocento tondi and cassone panels,e5 and a Cupid not only 

Franc (M-459, Nonh-luli~n. fir~t half of the 14th century). On fol.>8, , .. , where the 
blindfold Cupid shO(l[S ~n urow at the lover, he is nude as is the case with the 'Minne' 
in our {ig.85 from Der Wal<che Gau (d., on the com.-ary, our fiK-7l from the RQm/m 
de Ill Rose). On the oppo~ite page, fob9, where he reconciles the lover with hi~ bdy, 
he is shown on horseback and is dad in courtly garments. 

6]. Cf. espcci~lly Fra11cesco Traini's famous fr~sco in the Campos-onto at Pisa, but also such 
very early mstances as the Mors in the Uufric MiSS<ll, illustrated in John O.Wesrwood, 
Bihl.;¢, PI..J3, ahnosr !.tu:olly identicd with London, Brit. Mus., ms. Om. Tib. c. vt, fol.6v. 

6.j.. Good illustration in I.B.Sopmo, Bibl.n•, PI..LI. 

65. Florentine cassone panel, ill. in Prince d'Essling and F..MUntz, Rih/.87, p.1, text P-''5· Also 
a Non:h lt<~lian fresco in the Louvre, Jll. in R. van Marie, Bibl.uo, VOI .• II, '9J!, fig-+fij, 
showing Venos and some of her gn:ar VICtims (Samson, Achilles, Paris, Troilus, Tristan and 

"' 



BLIND CUPID 

taloned but also crowned with roses and girded Wlth a string of hearts is 

seen m a sixteenth-century tapestry illustrating Perrarch 's 'Triumph of 

Love' Cfig.89).86 But these later examples are obviously derived from the 

Assist figure and thus do not tell us much about the latter's ongin. 

In the castle of Sabbionara di Avio, however, we find a cunous mural 

(probably executed around 1370) which cannot derive from the frc....co m 

Assisi, but must come from a separate tradition apparently earlier than the 

Assisi version. For, while the Cupid tn Sabbionara, like the Assisi one, is 

blind (so far as can be inferred from the remains of his head), winged, nude, 

boyish, and has a bow and arrows and griffons' claws, he lacks the suings of 

hearts and, surprisingly enough, is shown standing on a gallopmg horse 

(fig.91 ).61 

Thus the taloned Cupid exists in two independent versions: on foot and 

with the string of hearts, or on horseback without. The inference is that 

both versions derive from a common source showtng the string of hearrs 

and the horse in combination. This common source has come down to us, 

by a curious chance, not directly bm m a deliberate inversion; but the 

inverted description is so exact and comprehensive that we need only to 

convert the plus signs into mmus, so to speak, to reconstruct the original. 

This inversion was effected with painstakmg efforr by a learned. arr-lo~·ing 

L~ncdut) \'enus is ~ccornpanicd by two lit!!~ Cupid> w1th cl~ws in,tead of feet. and the 
"hole cnmDnSJtion resemble• the m-called Plau~t~nkinderbilder. 

IY.i.Prince d"E;..Iing and E.i\1unrz., Bibi.B7, P·"'· bett~r 1llustratinn in E. ,·on Birk, Bibi.J5• 
Pl..~nt after 1'·'48. A blmd Cupid with the ch~in of beans, bm nor wnh griffon>" claws, 
is also found in a French S>xtecnth-cenrury tapestrY representing Prof~ne Love (Pans, 
Mu>C~ des Am DCcoratih). 

67. The Sabbionara murals were puhlish~d by A.Mnrassi, Btbl.>l 1 and by J .\Veing.rmer. 
H•b/.J9J· Our fiK-9' is reprnduc~d from ~ photograph k1ndly suppl1ed by Signoc G. 
Gerola, R. Sopnmendent~ delle Belle Ani per la Ven~lia Tndenrina. to whom I wish 
ro extend my sinc~r~ thanks. Th~ head of Cupid is desrroyed, but the presence of tile 
tluttaing band, ~s v.:ell as the rath~r pessimistic mood of the whnlc cycle corrobor~tcs 
V/eingartn~r's =umptum that the figure w~s ongm~lly blindfolded. Both !\lorassi ond 
\Veingarrn~r hil to connect thts 'pargala 1mtica rra:mmtaw 11 m~ta m fiaa dalla torbsda 
corcin.w medioe"l:ale' with the Assisi figure and its dnivarive> on the one hand, and with 
Francesco Barl>erino's allegory on the other. A drawmg hosed on th~ Sabbionar. mural 
(Cupid with human feet!) has been published ur J.P.R•chter. Bibi.>Ro, PI .Q. but ha. been 
pru•·~d 10 be ~ forgery (cf. G.R.Cervdlini, Bib/.6'+, ond H .Beenken, Bib/.> J) . ... 
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poet and jurist called Francesco Barberino who, before 1 318, composed, 

wrote, Illustrated, and lengthily commented upon, a treatise entitled Docu
menti d' Amore. 88 

The illustrations of this treatise combine in fact the features of the A.ssisi 

and Sabbionara versions ({Jg.9o). They show the nude, boyish figure of 

Cupid, rhe wings, the talons, the roses, the quiver, the string of hearts and the 

horse~only in a different combination and with a contrary intention. Bar

berino distinguishes between the Love Divine, the permissible love between 

humans, and the illicit sensual passions too low to deserve the name of love 

and beneath rhe considerations of a serious rhinker.69 He endeavours to 

glorify the 'Amor Divino,' and in order tu do it the more impressively, he 

comments upon an image dev1sed in the past by what he calls the saggi. This 

image had represented the 'mythographical' or baser Cupid, but Barberino 

re-interpreted it in such a way that every detail became invested with a new 

and favourable meaning. 

'/o non desCTivo in al1ra guira amo~e,' he says, 
'(.'/J~ faesur Jr raggi che ttactaro 

In dimosm" J'effetto ruo m figuM . 

E color che't l!edrmno, 

Non credan ch'io cio faccia per mutare, 

i)ti. The Vocumenti d'Amor~. pmned r6,.o, are preserved in cod. Vat. Barb. ~r.vr, 18 (now 
4'>76, commonly <JU<>tcd as A), and end. Vat. Barb. xt.vl, 19 (now 4on. commonly quoted 
as B). Both w~re dcscrib~d ami partly published by F.F.gidi in Bib/.81. The complete ten 
was cdit~d by F.Egidr, Bibl.w; cf. also A.Thomas, Bibi.J41. Our {ig-90 (Biblilt, PL. facmg 
p.H, the m.-rcsponding picture in B, ill. ibidem, p.ll) belongs to the text Bzbl.lll, vot..m, 
p.407S>. An almost identical composition scrv~s as a fronmpzece in both manuscripts 
(Brbi.Br, PL. facing l'-4 and P·4· Text Bibbo, vot.r, P·'i"'·) l\loreover the same figure of 
Cupid, bur half length and minus the horse, occurs· t) A, fu\.90 (Hibl.St, p.Sj) and B, fol.79 
Ubzdem, p.BI), showing Cupid throwmg roses ro Innocence; 1) A, foL<fll, v, and B, fol.87, v. 
(both ibidmr, p.B6, captions here rectified), sh.owmg Cupid above 'Solicitudo,' 'Perse
v~rantia,' 'Veritas' and 'F ortitudo,' and closing a book which even 'Aercmitas' cannot close 
of h.cr own accord; j) A, ful.9ll, v. ~nd B, foi.B7, ,., (both. ibide·m, p.!!c}): Cupid cut to piece~ 

by Dearh who has killed th.e Donna_ It would be worth inVeuigating to what extent 
B~rberino, who was widely n:ad even during the Renaissance (d., e.g~ Mario Equi~,;ola, 1, 5, 
Bib/.84. .fol.11, v.ss.; Ripa, s.~. 'Etcmiti' ), influenced Peuarch's Trionfi, 

69. F.Eg1di, Bibbo, vot.l, P·9S'· lllicit lu•·e ;, defined after h~<lorus (p.ros, 'S.jl) as 'uno furor~ 
ilwrdinato . ' 
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Ma per far novo in altro interpretare. 

Chc que/ cbe facto e nwlw da laudare 

Secondo lor perfecta intelli.~enra 

Et anco amor cotmmdando ,,.mform.l 

Com'io'l ritragga in tma bella forma. 

Nudo am. ali, ciecho, e fanciul fue 

SavUnJZmu ritracto a Slit/tare, 

Derllta sttmte in mobih umcgno. 

Or io non muto esre factere me, 
Ne done to/go, ma vo figurne 

Una mia cosa e wl p~r me Ia tegno. 

lo >wl fo ciecbo cbe da beu ne/ segno, 

Manon si fenna cbe paia perfetto, 

Se nom loco d'ogni vilta net/a 

Fancml no/ faccio a simile parere 

Cbe parria poca a'1.-'<'HC conosccnfa, 

Ma folio quasi nefadolasce.tra 

lo,si gil o facti i pie nwi di fa/cone, 

A ime~~dimemo del forte gre•nirc 
Cbe fa di lor cbelsa cbel sosrcn-a11no 
Nuda /'o {aero per monrar com'amw 

Le fU<' vertu sp,ritua/ natura . 

£ pm per bvnesm~~, 
Non per sig,ificuura; il &O'l.lre alqwmw 

Lo di('i>llor di ghtrland.t e 11011 mam.; 

Died< a/ cllVallo in fan/Taper pella 

Li dardi per 11wstrar cbe immw~ato 

A seco qud dond'egli e pot /ancillto .'10 

That is, 'I describe Love in no other shape than did the learned men who 

dealt in demonstrating his effects in an image ... And those who will be

hold my image must not think that I am making it for a change, but to make 

it new through another imcrprctation. For what they have devised is very 

praisewonhy owing to the1r perfect intelligence ... And even Love by 

70. F.Egidi, ihidwt, \OL.Il!, p4095s. The 'lo twl fo oecho' obv>ou>ly anticipates Pctrarch's 
'Cteco mm .<ciJ . .'. The e~planMiom giv~n in Barberinu's Latm commentary upon h1s 
fromispiec~ (ibidwt, VDI .. I, p.9s-.) arc c•·en more audaciouS than tho~ in the Italian poem; 
the three dam uf Cupid symbolize the Trinity. the fact th•t the horn: has w carry the 
qui•·er significo that man ha~ to provJde the means by wh1ch h~> hcan: and works can Le 
united wnh God (1bidem, \"oL '• P·'<>) etc . 
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his commands informs me how to portray him in a beautiful fashion. He has 

been wisely portrayed as a nude, winged, blind boy in the act of shooting 

arrows, standing up£ight on a mobile support [viz., a horse.] I, now, do not 

change these features of his, I neither add nor do I omit. I want to represent 

something of my own and keep it only for myself. I do not make him blind 

for he hits the target well. But he does not stop in such a way that he seems 

perfect, except in a place clean of all impurity ... I do not make him a 

boy for similar reasons, for then he might seem to have litrle discernment; 

I am rendering him nearly as an adolescent ... If I have given him falcons' 

feet it is meant to signify the strong gnp with which he holds those whom he 

knows will support him I have made him nude in order to show that 

his virtues are of a spiritual namre, and the painter covers him somewhat with 

a garland, nor a mantle, only for the >ake of modesty, not m order to convey 

a ~pecial meaning . . To the horse I have given the arrows in their quiver 

as a load, tn order ro show that the man in love carries With him that with 

which he will later be hit [th:lt is: love doe'> nor come bur to those poten

tially prepared for it] 

Except for the fact that Cupid is not blindfold-m this Barberi no did not 

keep his promise 'neither to add nor to omit'-·, the picture explained in this 

poem and even more audaciOusly inrcrprcred in its lengthy Latin com~ 

mentary can be used to recomtrm:t the 'traditional' image which was the 

prototype of both the Cuptd in A.ss1si and m Sabbionara. This prototype

depicting, of course, not the 'Amor Divino' as docs Barbermo's 'remter

prctation,' but the less holy type of love-must have been dcnsed well before 

Barbenno wrote his treati ... e, though cenamly not before the thirteenth 

century. It must have contained, like the S3Lbionar<l mural, a horse wh1ch 

symbolized the lover.71'• Like the Assis1 fresco it tnl\5t have shown Blind 

7oa. Profe>sor B.L.Ullman made the ~nracti>·e sugscstoun thM the curinus motif of a nude 
boyish Cupid standing sideways on ' hone m>ght deri,·e from c!.sS!cal groups showing 
Eros on the back of a centaur (see, e.g., Clarac, B,b/.66, \"OL.ll, PI .150. no.tSt). That tfm 
type was hmt!iar to the Mtddle Age. " evidenced by such th•rteeoth-cenmry aqll~ma
ml.a as the one i!lusrrared in 0. von Falke ond E.Meyer, B1bl ~H a. Pl. 12u, nu.>7J. 
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Cupid girt with the string of heans (which Barberino transferred to the 

horse) and crowned with roses which originally had stood not for the 'merit 

to be acquired by observing the commands of Sacred Love,' as Barberino 

wrote, but for worldly pleasures. Like both versions, finally, the prototype 

must have shown the talons which Barbcrino explained as falcons' claws 

symbolizing the firm hold of 'Amor Divino;' originally they had certainly 

been griffons' claws as in the image of 'mythographical Cupid' described by 

Boccaccio, and had denoted a diabolical rather than an angelic kind of 

'possessiOn.' 

Thus we can easily understand that Boccaccio, while trying to describe 

Barberino 's allegory, confused the learned poet's eulogistic 're-interpretation' 

with rhe less flattering original, as reflected in the Assisi fresco, and ended 

involuntarily by describing the latter: 'In some of his vernacular poems,' he 

says, 'Francesco Barberino, not a negligible personality, covers Cupid's eyes 

with a bandage, gives him griffons' feet and girds him with a belt full of 

hearts.''' 

From this somewhat enr.mgled situ·ation there emerge two facts: First (as 

7'· Bm:caccin, Genealogia Denmm, IX, 4: 'Fra,.ciscus d( B~rh~riuo 11011 pmrponendus bomo 
in q11ibu1dam suis poematibus tmlgt>ribus lmic [viz., Cupidini) omlos fasc~a ':!eiar er griphis 
peder attribuir, arque cingula cardium plnw circundat' (appr<>priated by Giov. Paoln 
Lmnn1.0, \'tl,to, Bibl.rw. p.nnJ The cc>nntctinn bt'tw~~n Rnccacciu·, de-.·•iptiun, Bit
berino's re~t and 1he ,o\"i" figure was fim ubscn·cd by H.Thodc, Brbi.Jw. p.~;. who 
righdy uhserved 1hat lhrhcrinu·~ a1lcgory differed fmcn l><>th lloco~ciu\ paraphr~se and 
rh~ A""'" figure, bur inferred the t~"tcm·c of aflnthcr lhrhcrinu tm·cnrinfl now lust. 
Egi.!i, Bih/.11,,, P·•• crruncnu\ly as.'tr" that lhrhcrifln's in•cmi"n had bccfl 'imitated' '" 
the A>&i>i munl. wahuut "'cminnmg ~uccaccio. Thnma>. Hihi.J4'• !'·74 docs nm mcntlofl 
the fij!'urc in Ass1si bur p<>Jnt< <>UT rile di-crcponcy between A~rbninu ofld Boccaccm 
whom he accu""' of ha,·i,g reaJ the fnnncr s1.1pcrficiall.v. S1.1pmn, Bi/1/.JJ!, p.Q;ss. u~cs 
no dcfinirc snml. Our conjecrurc nf ofl original allcgnr.l' of ttnf3\·nurahlc significmcc 
dclihcu!cly rcnr>cd hy Rnhcr~no b mrrubuu1ed by Barherinu·~ own statcmems, by 
the mural;, Sahhiun~ra wluch was unknH\\n lU the prHillu; wrircr;, and fiflallr by the 
facr rhJt Boccaccm\ own .!r"'npflorl uf Cnp•d I d. alm\'c) al"' IHCntu>n' the gntf.,,,· 
ralllns. Boccaccm'• cunfu>mn of Barhcrme>\ allegory w1th the A>Sisi figure is a!l the more 
undcr;tandablc a' the rwo cuncepnun• ha"c really much m Clllll!llnn frmn a purely ""'''~1 
pnint nf \'iew; nwrcova Bucca<.·c•u's rccollectrnn of Bubcrmn's \\ntmg' '"""" tn h.l\'C 
been • sonocwh~t vague Oflt (d. the passage quntcd m thll nurc, anJ the ;tatcnocnt in 
Genealogta Deonmt, Jn·, quuttd by A.Thonl~•. B•bi.J~I, p.JS) 

ow 
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could already be inferred from our quotations from Lydgate, Chaucer and 

Petrarch): that in the fourteenth century the blindness of Cupid had so 

prec1se a ~ignificance that hi~ image could be changed from a personification 

of Divine Love to a personification of illicit Semuality, and vice versa, by 
simply adding, or removing, the bandage. Second: that the familiar Renais

sance type of Cupid, the nude 'blind bow-boy,' came mto being as a little 

momter, created for admonitory purposes. 

However, this linle monsrer was so similar to the nude putti who around 

the same rime began to invade T rccentu art in a purely decorative capacity 

(a famous mstance is found in Traini's Triump11 of Death in the Camposanto 

at Pi~a) that a fusion was almost inevitable. The 'Assisi type,' as it may be 

called, was 'humanized' both in a literal and figurative sense, and through 

consciou~ imitation of classical models developed into the typical Ren:m

sance Cupid; nude, boyish ~,r even childlike, winged, am1ed with bow and 

arrows (less frequently With a torch), his eyes covered with the benda or 

fascia, but his appearance no longer marred by gnffons' talons ([ig.9z). 

The name of these Cupids is Legion, and they entirely supplanted both the 

diabolical little monster seen in Assisi and rhe angelic figure of 'Amore' or 

'Le Dieu Amour' who had b.:en their medi:1eval predecessors. 

\.\'hen this nude and boyish muge. traditionally and significantly blind

fold, becune ubiquitous, the b:mtbge rnorif frequently ce:Jsed to carry ;J 

specific meaning. ,\lore often than not it was almost as common and msig

nific:mt in art a~ the designations i/ fa?Jcml oeco, 'the blmd boy' or le 1i1eu 

a'l..'cugle 111 poetry. A majority of Rena1s~ancc anists. the 'vulgo de'modcrni 

p1ttnn,' to speak in the words of Andrea Gesualdo, a humamstic commenta

tor of Peuarch, began to u~c the Blind Cupid :1nd the Secmg Cupid almost at 

random." In the Jl!ustranons of Pcrr~rch's Tnumphs borh types appear 

int.liscmnmately. ]"he French illuminator who Ill 155'1- m:1de a copy of 

Oppian 's Cynew:rica, ::~rd1.1eologically f:1irhfulm many other respects. auro-

7'·Polr~ui!, Rli1h6,, ful.18+, "Ciao, com"~lomi 1/ drncro ~trl •·tdgu d~' moderm pitrori il 
Jipin!{,·." 
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matically blindfolded all the Cupids that he was copying from the Byzantine 

origlnal (figS.9J, 94). Even the illustrators of Andrea Alciari's Emhlemata

thc first and most famous of the countless collections of illustrated epigrams, 

or epigrammatic paraphrases of images, so popular in the sixteenth and 

sevcntccmh centuries-exhibit, as time goes on, disregard or lack of compre

hension for Alciati's meanings and ideas. In the later editions even those 

Cupids whose blindness is essential for the understanding of the text lose 

their bandage through negligence on the part of drauglm;men and wood

cutters.n 

Nevertheless the original distinction between the Blind and the Seeing 
73.1t is instrucuve w .:ompue rhc illustr•nuns of the following Emblemala: cv (Pornr

ri!#mw aflet:tm Amor), CVL (Potemia Amaris), evil (Vis Amoris), c~ (Anteror, Amor 
Virrutis, aiirmr Cupidinem mperam), c~111 (/n f/llWilm Amoris), cuv (De Marte et 

EMBL. CV E,'v\BL. CVI EMBL. CVII 
(blindness optional, (blindness optional, (blindness optional, 
but preferable) but preferable) bur preferable) 

Steyncr, foLA 4, v. ful.D 8 fui.D 7 
ISJl Blind. Blind. Blmd. 

\.Vechcl, P·'' p.So P·77 
'5l4 Blind. Not blind. Nm blind. 

Lyons, P·''5 p.rr6 P·' '7 
'55' Nut blind. Nut blind. Nor bhnd. 

Lyons, P-476 p 481 !'·476 

'"" Not blind. Not bhntl. Xot blind. 
(as all editions 
after •.>H) 

74.Cf.,e.g., the specimens adduced in Claude 1\I,gnault"s cummenrary upon Akia<i, Emblc
mata, n111 (Bibl.j, P·5'"'·) and in Xatalis Comes (Namlc Conu), Myc!JolugJile, "·'l 
(Bib/.67. P·4"J><.). Suffice it w adduce two instances which ~re interesting because of 
rheir aml1or<. One i' a lrnlc poem oscribcd <r> Enea Silvio Piccolumini explaining a German 
woodcut of the fiftcc111:h ccmury (Heitz, Bibi.IJ7, \'01.44, tQr6, no.11). 

l'ingimr et 11udus nullmn J<'rvare plldorem, 
Et mcminit .rimple:r et mamfestus am~m. 
Pmgitur et t:et:Us, qllia non bcJJC c~rmr honcstllm 
Nee SCJt, quo 1'irtu_<, quo feral error amms; 
V eJ quia, que pucet cred11 secreta Iaure, 
Cuncta nee in sese lumina •·a sa vidct 

The other is llclcna'l description of Love in Midflmnner NiKhr's T)ream. I. t the content 
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Cupid was by no means forgotten. The literati and the more cultivated artists 

remained con~cious of the original meaning of both types. In fact the di~

cussion of Cupid's blindness or non-blindness kept very much alive m 

Renaissance literature, with this difference however that ir was transferred 

to a definitely humanistic level and thus tended either to degenerate into 

a mere jeu d'esprit or to become associated with the "!\'eoplatonic theories 

of love which will be discussed m the following chapter. 

Sometimes the authors-even Shakespeare in A Afidsmnmer Night's 

Dream, I, 1-exerted their Wit by aptly paraphrasing the good old 'morali

zations' J Ia Myrhographus III or Bcrchorius,"' or, inversely, by provmg the 
Amore), and cLv (In fanmuam fato pracr~ptmn). The Emblcnl~ta LV, ~'I and evil do not 
require any explanation, for the comenr of the others cf. the follow•ng paragraphs. 

E.MBL CX!U 
(blindne.<~ 

optional) 

foLE 7, ,._ 

Blind. 

P·"" 
Not blind. 

p.ll_! 
Nm blind. 

1'-511 
I\' or blind. 

EMBL. CX 
(blindness of 
Cupld required) 

foi.E 1, v. 
Blind. 

p 110 

:"Jllt blmd. 

P-499 
"'<>! blind. 

EMBL. CUV 
(blmdness of burl; 
figures required) 

fol.[) J, v. 
Bnrh blmd. 

p-0 
Cupid blmd, 
Deorh not hl!nd. 

P-•67 
Both figure; 
n"t blmd. 

P-7' J>S. 
B<>!h figures not 
blind (woodcut,; 
belonging tu L111bl. 
CLIV and CLV 
iorcrdungeJ). 

f.\1BL. CLV 
(blilldness of hoth 
figures required) 

11.7" 
Cupid blmd. 
IJcath nor blmd, 

p.t6~ 

Hmh figuns 
nnt blind. 

P-7' l"· 
Hntb figures 
not blmd. 

It l'i characteristic that the mditferencc toward i<·onograf>hic correctness sets in with the 
Lyons eJillon of '55' whose """'"kuts-generally ascr1bcd to Bemard Salmon-an· far 
;uperiur t<J the earlier "ncs m ani1tic qual tty. 

of whi<·h is still itlcmtcal w irh that of tile llltl 'ntorahlatiuns,' although it> >fmit i> "•w~edy 
'"']' ~nd cnHltlon~l in.read of deprec1aring and r~tlonalt~!lc: 

ThtBgs b~se and vik, holding nu quantity 
L<J>"<: c~11 rrampuse to form and dignnr. 
luYc Iouks n<>t "ith the eye,, but" ith th<" mtnd, 
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mconsistcncy of the myrhographical image; Alciari himself, for instance, 

remarks on the logical absurdity of the rradirional bandage: 

'If he were blind, whar u"" would be the band 

Hiding rhc hlind buy's eye•? Wuuld he M:C Icsl?''" 

Other writers, particularly rhe emblematisrs, try to invest the motif of the 

bandage with a novel and more pointed meaning, as is the case with an 

amusing engraving by Otho van Veen: it show~ Blind Fortune blindfolding 

Cupid and putting him on her sphere, in order to illustrate the expenence 

that affection changes with luck (fig.ws). 75
" Still others dwell on the 

vanous catastrophes which may be caused by the blindness of Cupid when 

he hits the wrong person, or chooses by mistake a leaden arrow instead of a 

gold one. 15h One version of this theme, a kind of Renaissance vanation on 

the Da·nse rmx A<z.•euJ?Ies, JS truly impressive when illustrated by com pet em 

artists: Love and Dearh set out together on ~ hunt, with Death obligingly 

carrying the two quiver~ and little Cupid the two bows. But hlind as they 

bmh arc they exchange weapon~ by mmakc (or, according to :uwrher 

vcrsmn, on purpu~e: Death ~teals the weapons from Cuptd while he sleeps 

And rherdore i' wing"tl Cupid paimed hlilld. 
Nor h~1h lovc"s mintlnf ~nv judgmcnr raotc, 
\\-"ings and n" eyes figure u;rhccdy haste 
And drcrdure i; love >~td rube o child. 
Bee"""" in dwice he;,·"' uft Ucguii"J. 

75· AIL•"ri, Emblemar,,, om \'>i caee>u, ~·itt~.tmqu<" r.:air, quid '"''1/Ja cauo 
l!rrli$ eSI> Ideo num minus ill<" ••idee?' 

75" Othu Vcniuo, Btbi.J70, P·'5i· The engraving is ba.ecl on (hid\ "Er cum {orlllna Harqru 
c~dir,JIIr fides' tE:r Pmllo EpiHolae, ll,),lt>) and'"' a p..:;udt>-C!urunian passage "hich 
runs ·Nwt solum ip$a jorllt7!a caeca eSI, s,·d eruun plemmqu~ Ct>ccur effici< quos co/lf
f!le:ra •·st, ad~o ut opanam amon-o -c·eteres ac mJulg~m nuvir.' ·1 he K~""'f'3nving 

tjtlhftain, !""""""'· runso 

"Henda J!.l"occl'' ~1 A"'or f"ort/1!13 ,-;ec,, 
f. mahtle lo /ten ml globo rouJo, 
E IJ)iro!t"OIIW!l ,: i~i cad,· a/ {undo, 
Pmchc /"n1 cicro faltro nau aainJ.' 

75b. Cf.. e.g, .-\c·hdlc, flou·h"" I i\c·hilk Bo~chi). 8ibi.J7, 1, WMI!. •11, I'·'~'·· enmleJ 'C~<pidwi 
caeco pudlo b~ud a~Juo' 
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and sub~titutcs his own). Thus the old are doomed tn fall in love while the 

young are doomed to die before they have begun to live (figS.\02, 104).re 

As could be expected, the Renaissance spokesmen of Ncoplatonic theories 

refuted the belief that Love was blind as emphatically as rhe mediaeval cham

pions of poetic Love, and used the figure of Blind Cupid, if at all, as a contrast 

to set off their own exalted conception.16
" But it is norewonhy that at times 

their arguments are founded not only on philosophical bur also on antiqua

rian considerations: 'Greek and Roman antit:juiry knew nothing of Cupid's 

blindness,' says Mario Equicola in his famous rreause Di natura d'Amore, 

'and the proverb has ir dtat love originates from s1ght. Pbto, Alexander 

of Aphrodisias and Propertius, who distinctly describe rhe image of Cupid 

do nor give him a veil nor do they make him blind.'71 

Thus the bandage of blindfold Cupid, despite its indiscriminate use in 

76. The tirsr version i.< rre~ted m Alci~ri, f:mbh·mata, r:u•·. rhe second, ibidl?"ln, ns. The wood
cur originally belonging 10 CU\", bm us.ed by mistake fur r.1.•· in the later editions, w,.,. 
nb~iously the insp>r>~i<m of a lust J>aUlting by l\latrhew Bnl transnutt<"d through an 
anonvmuu• engraving (ill. in Anton ,\layn, Bihi.l>l, PL.III, uur fig.1o4J, the subje~t of 
which con then·fore be appropriately described by Akiati"s di,tich: 

'Cur puerum, Mor>, 11111n Jnli< e< carpae Amnrem? 
T~la ma ur iaceret, drmr pwprra c<u ptJ.tat' 

It is a tine distinction thor in the c:ls.e of Fmbkma cuv, allegedly invmt<"d on the occasion 
of a greot plague. 1he interchange occurs hy accident, wh1le in the c:1s.e of Emblenla cu, 
brnemmg 1hc tlcoth of on im!iv1dua! beautiful g>rl. Death effects the exchange with 
Jllali~:e alorcrhought. Accr>rding ro Claude .\l>gnault the motif as mch was hurrowtd 
frorn a J"'Cm hy 'Johannes Manus Helga' which can be identitit·d with the one reprim~d 
m ].Stecher, Bib/.<90, vor. m. rl/85, p.J<J<S. How~vu. thiS poem, the fint uf Troir C"(JT/Ier 
intitulez de C"pid(J et Atmpor, is in rum tran~la!ed from an ltahan origmal by Ser~phul 
Cimind!. daii"Aqu>la, and in both P"'""' th~ cxd>angc ul arrow, nt.:<eurs when Cupid :mt! 
Dcoth ha•·e drunk too '""~h m a tavern. Tlw whole c.~c iiJu,tratcs the complicated 
imerplay of Nunhem and lrolion. mediac\·al anrl cla .. ical ideas in Rcnai.sance an and 
poetry. 

;6a Cf .• <".g., N~tolis Cnnlc<. Rib/.6;, "irh a lengthy dlS<."U~'ion nf 'nght" and "wrong' love. one 
blmd. nne clearsighted, Giw<cppc Bctu"i, II H.averla, rqmnted 1n c;.Ztmt:.. B•b/-4'1, p.JI, 
nr Leu Hd>ncus. Dialogb1 d'amure, /Jibi.><J>, p.q6, with tlwralizorion in the best 
'n>yrhngraphical" "yle. 

77· \I• rio E<jlllcnb. "· 4· Bibi.R;, fnl.67: "/)~ cecn3 n"J/a memronc si fa, er rl fnm:erbio i "trmfJ1"t 

"'"c~ dd t•edac•."' Platoru, Alenandro Aphrodireo et Propertio, quali diJtimamema della 
pitrura di Amore par/ano, vdo non gil damw, "'' cieco rl fanno. Se Vergilro t:t Catullo ciao 
amor 1101!/fllllTIO, "'''""drmu iatemc ,., ocru/r, . .'ie 1'/atr>ne nelle lrggi afferma r~rmame 
ClTCa Ia co<a amala i11riaani, ~ rb~ /i amaml giudica"o bdlr> quell<> glt piace' (d. also 
V.C:ntarl, H,b/.j6,p.146) 
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BLIND CUPID 

Renaissance art, tends to retain its specific significance wherever a lower, 

purely sensual and profane form of love was deliberately contrasted with a 

higher, more spiritual and sacred one, whether marital, or 'Platonic,' or 

Christian. \Vhat in the Middle /\ges had been ~n alternative between 'poetic 

Love' and 'mythographical Cupid' now catllc w be a rivalry between 'AmtJr 

sacro' and 'Amor prnfano.' For instance: when Cupid triumphs over Pan 

who ~tand~ for the simple appetite~ of nature he i~ never blind.H On the 

other hand, where he is fettered and punished, his eyes are almost invariably 

bandaged.'g This is panicularly true of the more conscientious represema

tions of the rivalry between Eros and Anreros which in the Renaissance was 

otten misinterpreted as a struggle between Semual Love and Virtue. The 

function of the classical Antero~, who was considered the son either of 

Venus or Nemesis, had been to assure reciprocity in amorous relations; but 

while this was clearly understood by scholarly antiquarians ({ig.96), moral

ists and humani~ts with Platonizing leanmgs were apt to interpret the 
prepo~ition ::b·d as 'agaimt' instead of 'in return,' thu~ turning the God of 

1\·fumal Love imo a personification of virtuou~ purity.79
" One of these 

78.lmt~nces are \'cry llUI1lcrol!s. Suffice Jt to oddu~e • dro.,.ing oscnbed to Cou~ggio, ilL 
A.Venturi, Ribi.J7l, PI .175; Acbille_, llocchJLJS, Ribi.J7, m, WMII.Lxn-, 1'-' H>; Cartari, 
Bibl.j6, P·'.l" (all d1c tnore inrere.•ri~g as Cupid triumphing over ilumans, ibidem, P·"47• 
is blind) The "'hjecr is~ da.>Sical one, a nice 'pecimen is follnd io Bibl.!j!, P1.70Q. 

79· The punishment of Cupid is a favourite motive in Hellenistic art and lttcramre. Cf. O.jahn, 
Bibl.1p, P·'B"· <for cpigra<HS, >ec Amholr>g. Gruca, Bibl.w, •oL.V, P·"7""'·· ""'·'95-199.) 
But here the punishment " inflicted by "'"Y <>f rcraliallon, thdt is by those who had had 
to suffer from love, e.g. hy P.,ychc, hy the ~rtJSt who had created the image of the 
fcncrecl C"f"d (thJS is, of cnur~. a 1oke of the epigramm~risls), or by \'indkrt\'C heroines 
a~ is the cosc wah Ausonius' poem Amor cruc/atllr. (Cf. A.War!Jurg, B1bi.J87, vou, 
pp.!8J-H9l- It"'"' apparently nm until Pctrorch employed the l!mtif in his TrimnphtH 
Pudicitiae dine 94-"-l that the Fettered CuptJ hc<.:an!c a syrulml of Cha>tity. It must be 
noted that c\'en Ausomus' poem which was frcquemly illustrated in the Quattrocenm 
(d. A,\\'arburg,l.c.) has been interpreted by BoccaCclo m the follm;·ing way (Gcn~alogia 
Deomm, tx.-4); '[,.'um [1.c. Cllpidincm] CTuci a(fixum ri rapmmr, documemum est quud 
quidem sequimur, qua11~1/S animo m v~rer rror>caro laudab1li cxercitia mollitiem rupuamu.r 
1wrrum et ape~tis oculir penpecta,mr quo rrabeb1T1111tr igua~·ia.' 

79a, Cf. E Panofsky, Bibl.l.p, Rcnaissan~e al\l.l Baro'lu" illustratiom of Antcros in th~ gcnlline 
daS>ic·al 5eme, viz., a' a pcrsonificat1<>n of Mlltual Luve, arc fnund, for in>tance, m 
V.Cattari, Bibl.s6, P·"4'; m Annibal~ Carracci's corner picmres ir1 the tiallena Farnesc, 
Bih/.141, fig.<; and m Otho von Vccn's Amorum [,.'mblcmata, B1bl.no, P·' 1 (d. also 
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humanists, Petrus Haedus, or Hoedus (recte Cavreno), entitled his mvec

rives against love Anterici; another, by the name of J.B.Fulgosus (recte 

da Campo Fregoso), published a didactic treatise in a s1milar vein under the 

title Anteros; and the frontispiece of this book ~hows blindfold Cupid tied 

to a tree whose branches symbolize the amidote~ against sensual passion, 

namely .ll.larriage, Prayer, Business and Abstinence; his broken weapons are 

scattered on the ground, and his evil effects are personified by Mockery, 

Poverty, etc., while the Devil (Mors Aeterna) IS depleted running off with 

a love"stricken soul ({ig.95 ).~0 More frequently Anteros is rendered as a 

handsome, bnght-eycd youth tymg the defeated Eros (Cupid) ro a tree and 

burning his weapom; and unless the illustrator belonged to the careless 

kmd, Cupid 1s blindfold (fig.wo). 

The Counter-Reformation transferred this antithesis between 'pure' and 

'semua!' Love to a devotional plane and often imerpreted it m a spirit of 

sweedsh pietism. Remarkable among the many preny pictures which came 

to be invented for this purpose is a little engraving which harks back to the 

1'·9· 15, 17). As a personitic~rion of Virtue conquering sensual l,n·c he O<·cun. in Gmdu 
Reni's pa1ming in P1sa (/Jib/.,.p, {igr-4 and 5) and m the woodcuts illustrating Alciati'5 
E111blema o; for the~e see p.111, ?\:.73 •nd {ig.1oo. The actual duel between fros and 
Allterns (Psychomacbia type), w1th Eros not blindfold. is found in a fresco in the 
l'alazw Zuccari •t Rome (\\'.KOrte, Bib/.171, p '4' and Pl..17, 1 s~) and in sever~! Baroque 
paintings (eg., Gim·.Baglione, ill. in !!.Voss, Bibi.J84, p.117).ln classical art the rivalqr 
of Ems and Antcros wJs. as it seems, not only rendered as a wrestling match (Bsb/.14>. 
fig.l) or as a torch-race, but als" in other ways sllch as: two Cupids supcn·ising a cock
tight (e.g., red-figured Pyxis, illusuated in C.E.Morgan, Bsb/.114a; sarmph~gus in the 
l.om·re, our fig.98; Phaethon sarc<~phagus, C. Robert, Bibl.z~7. voLm, 3, PL.c.xv, fig.J5o l_,); 

two Cupids playing the asrragalos game (e.g. C Ruben, ibidem, fig.JSO aJ; rv.-o Cuptd> in 
an angling mntest (e.g . . 1-!m,·o Horbomco, l\1, 18J5, PL.L~I.listed by \\'.Helbig, Bibl.t4o, 
no.~w. our fig-9J) A newly dtscovered nws~ic frmt1 Antioch (R.Stillwell, Bibi.JZ6a, 
PL48, no64, p.189, our fig.w) shows a whole collection of these motifs combined with 
othen; in • purdy decorative h>hion. two Cupids supcHI~mg a <·ock-fight, one Cupid 
(being a comh1nanon of th~ tw" 'een m Helbig, no.8w) anglmg, one Cllpid standing, one 
Cupid sleeping, and •n old man putting a Cupid into a b1rd-cage "hich already contams 
another, a fairly literal copy of He/b,g, no.8'1 (1ll. in P H~nmann, Bih/.144, PL.199, and 
DarellJberg-Saglio, Bib/.70, \'01 .. 1,>, p.16uBJ, Fur the famous Pompe1an mural known as the 
Puni,hment of Cupid, see p.166. 

So. G.B.Fulgosus, Bibl.1o8 (d .. ~l.Fqtucola, 1, 1>, Hib/.!3~. fol.•6ss.). A French translation 
(Paris, 15Sr) 15 entitled Crmtramourr. For Petrus Hm:dus whom his "imerici (Bibl.lJ1) 
likens Antcros ro Hippolytus and Joseph, sec M Eqllicola. 1, '5· fo\.315. 
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early Chnstian idea of the Fisher of ,l\1en,81 bur at the same time adopts the 

Hellemstic type of two puw engaged man angling competition. The result 

is: a blindfold Cupid (L'Amour mondain) fishing for human he<lrts in 

rivalry with a dearstghred, nunbt:d, but equally childhke Samt Amour, the 

capuon reading: \\Imam vobis pi~c;Hores nmlros' (ferCJI!., :x VI. 16) (/(\{.!OJ, 

cf. fiX·97) ·82 

Occasionally the victorious adversary of Blind Cupid is exphcitly identi

fied with Platonic Love, a~ m an engraving where Amur Platoninll" dnves 

away his blindfold foe by bnmdhhmg two rorches (fig.Jol ).'"Bur a much 

more mgemous allegory of thts bnd was de\·ised by Luc;ls Cranach rhe Elder 

(fig.to6). A ptcrure of )m, preserved m d1e Pcnmykani:J. :\Iu~cum of Art, 

shows a little Cupid renlllvmg the bandage from his eyes w1th his own hand 

and rhus transforming hunsclf uno a personificarinn of 'seemg' love. To do 

this he bases hnmdf most htcrally on Pl~to, for he stands on an imposing 

volume inscnbed /'!atoms opera from which he seems to be 'tnking off' for 

n10re elevated spheres."' 

~'- Cf. rcccmly L.Strau~·h. B1bl. )'7. Fur angling Cupab in llellcn~>ti.: on. '"~ "\,"'c. 
8,. Un Perc Copuchin, Bib/.'57· fol.5. v. 6. The jllcturc i.1 funhcr c~ploinni by rhc couple<: 

'0 s~inct Amrmr, p~1cl!e mon. coeur, 
I. 'Amour mond~m u'eH •I"'"" morqu~ur 

a1 well as b1· three sta!l7."S roth<" df.-ct that Profane Love fi;hes fnr the nor"! 'dfcminatc" 
hc~n> ... luk Sacred'-""" 'ci.-oiJitleJ 710bi<"J et mreu:r ,~,~·rd. al•o llndem, P59'·· where 
the Viclmre d'Amour is illmtratcd on the t11odcl o[ the cornbat of Em; and .-\ntcros. as 
dclcnbcd ahm·c: Sacred l.twc ha1 con'lucrcd Blind Cuptd who lie• on the gmund with 
broken weapon<. and ,hakcs hands with a little IPrl perwnifymg the soul), The emblen1s 
eomaincd in th" httlc \oltullc or<" mc"tly copt~d front Otho Vcn1us or \"aentus (nn 

\"ccn), A>Jrorrs f)h-wi Embkm~t~, /Jib/. J7<, :tlld l·krntannus Hug•>, p,~ /)esodena, BJb/.1 5"· 
Uut the ~ngling -:ont•;t " not fowttl in either. Ant!lher char~ctcri~tic publ~eation of the 
'"'"" kintl IS B~n~da:tu~ H"fflcniu>, Sd!ola Cordis, IJ,b/.' Jl. 

!!;.Achilles BoLchi"'. Bil>/]7, 1. "MM.n, P·-l-4• entitled Pl~wmco CurndJIII. Other bltntl
fold Cupids. ~lwaj-> bearing unfavourabl~ nnplicmon>, "ccur m Boechtus. ibidnn, I, 

"-~'"-'""· P·' ~- Lll, ""-~lB. I X.\, I'·' 50, 111. "Ml!.l '~'"· 
84 The p•nure ;, listed. but not illmtrated m J .G John"'"' R1bl.J ;6, \"OL .Ill. '9' ;, no.7JS, and Ill 

.\l./.Frtedl~nder untl J.Ro>enb.rg. B1b/.w4, p.6~, ""-'"4 'I· 
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V. THE NEOPLA TO:-;rc MOVEMENT IN 
FLORE:-;CE AND NORTH ITALY 

( BANIJIN£LLI AND TITIAN ) 

HAT a provincial German painter like Lucas Cranach 

should have represented a Cupid 'de-blinding' himself on the 

strength of Platonic teachings, is eloquent proof of the popu

larity which the 'Platonic' theory of love had attained 

during the fin.1: quarter of the sixteenth century. In Cra

nach's rime this theory had already been vulgarized through many handsome 

lmle books and had become an mcvirable subject of modish conversation. 

Originally, however, and in undilmed form, ir had been part of a philo

sophical system which must be reckoned among the boldest intellectual 

structures ever erected by the human mind. 

This system had irs origin in the 'Platonic Academy' of Florence, a ~elect 

group of men held together by mutual friendship, a common taste for 

"9 



NEOPLATQ,VIC MOVEA-IENT IN FLORENCE 

conviviality and human culture, an almost religious worship of Plato, and 

a loving adnuratiun for one kindly, delicate little scholar: 1\hrsilio Ficinu 

(1433-1499)-

This 'Philosophus Platonicus, Theologus and Medicus,' who half serious

ly, half playfully patterned his life after that of Plato, and whose modestly 

comfortable villa at Careggi (a gih of Cosuno de':\tiedici) purported to be 

rhe Academe redi"'.'ivus, was not only the life and soul but also the construc

tive mind of an informal 'society' which was a combination of club, research 

seminar and sect, rather than an Academy in the modern sense. It included, 

among many others: Christoforo Landino, the famous commenraror of 

Virgil, Horace and Dante and author of the well-known Quaestiones 

Camaldulenses; Lorenzo the Magnificenr; Pico della .11.1irandola, who 

widened the intellectual horizons of the 'Plaronica familia' by introducing 

the study of oriental sources, and generally mamtamed a comparatively 

independenr attitude towards Ficino; Francesco Cattani di Diacceto (of 

whom the oppoSite is true); and Angelo Poliz1ano. 1 

The task which F1cino had shouldered was threefold. First: to make ac

cessible by translations into Latin-with epitomes and commentaries-the 

original documems of Platonism, including not only Plato but also the 

'Platonici,' viz., Plotinus and such larer writers as Proclus, Porphyrius, Jamb

lichus, Dionysius Pseudo-Areopagita, 'Hermes T rismegistos' and 'Orpheus.'2 

Second: to co-ordinate this enormous mass of information imo a coherent 

and living system capable of instilling a new meamng into the entire cul

tural heritage of the penod, into Virgil and Cicero, as well as mto St. Augus

tine and Dante, into classical mythology as weH as into phystcs, astrology 

1. For Florentine !\'eoplawnism d. particularly Arnalda della Torre, Bibl.jl\o, and, recently, 
N.A.Robb, Brhb86 (with useful bibltography). For Ftcino in particular cf. GSaitta, 
Bibi.l9J, and recently, H.J.Hak, Bibl.t3J, furrhcrmore E.Cassirer, Bib/.59, passim. 

1. The Renaiss:~n~e still had to approach Plam through the writings of his followers, and it 
was not before Lcibniz that~ fundamental disrinctton between Platonic and Neoplatunic 
elements was made or even postulated; d. R Klibansky, Bibl.t65. It is interesting to note th~t 
Ficino at twem~·-two had already digested Jambhchus, Prrn;lus, Dionysius Pseudo-Areo
JHgira and 'Hcrme.. Trismegisros' while Plato only 'winkte hem l-'<1'11 vrrre' (H.J.Hak, 
Bihl.IJ3, p.t8). 
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and medicine. Third: to hannomze this system with the Christian religion. 

True, Philo of Alexandria had tried to subject Judaism (or rather an 

alloy of Judaism Jnd Hellenistic mysn:ry-culrs) 3 to a Platonic interpretation, 

and IT hJJ been a basic problem for Christian thinkers w mcorporare an ever 

increasing Jmoum of classical ideas imo the framework of their rhoughL 

Bur never before had an attempt been made to fuse Christian theology, 

fully developed as it was, with a great p<~g<~n philosophy, wirhom impairing 

the individuality and completeness of either. The very title of Ficino's 

proudest work, Theologia Platonica, announces his ambition both to re

integrate the 'Piaromc' system and to prove irs 'full consonance' wtth 

Christianity.~ 

Ficino's system; holds, roughly speaking, an intermediary position be

tween the scholastic conception according to which God is outside of the 

finite universe, and the later panrheisnc theories according to which the uni

verse is infinite, :md God identical wirh LL Ficino conceives of God much in 
the same way as Plotinu~ had conceived of the "Ev, rhe ineffable One. But of 

the two methods used by poor mortals in an endeavour to define the in

effablc~i.c., the negation of all predicates (Plminus), and the characteriza

tion in terms of apparent contradictions (Cusanus' coincidemia opposi

torum)-Ficmo adopts both: his God is uuiformis and omnifonnis, actus 

but not motur. God created the world by 'thinking His own self,' for m 

Him 'being, thinking anJ willing' are the same thing; <~.nd while He is not 

in the universe, which is limitless bur not properly mfinite, the universe Js in 

Him: God 'fills Jt without bemg filled, pervades it without being per

vaded, and includes it without being included.'6 

3· Cf. E.R.Goodenough, Bibl.110 . 
... Cf. Ficino's letter <0 the ArchbisflOp G1ovanni r>;iccolini, quoted by H.j.Hak, B<hl.IJ3, 

p.6J. 
5· The following supcdicial summ~ry of the F1cin130 system is, of course, only meant to 

bring nut thnS<' concep~< wh1ch w1ll prove important fur the purpose of this srudy. 
6. Ficino, DU.Iogus ime-r Deum et ,;nirmnn theologus, B<hi.<JO, p.610 (tnnsl~ted in E.Dssirer, 

Bib/.59, p.lor): 'Coelum d ll!n'IFm ego imp/eo er pn~etro el comineo. Imp/eo, non impl~or, 
quia ipsa sum pleniwdo. f'n~erro, non penetror, qf<ia ip1a sum penerrandi pottJtas. Comil1eo, 
non contineor, quia ipsa sum crmtinendi facultas.' 
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This umvcrse, so strangely distinguished yet not separated from the 

Supreme Being, unfolds itself m four hierarchies of gradually decrea~mg 
perfection: ( 1) The Cosmic :\lmd (Greek: \ioU.;, Lmn: mens mundun.r, 

inte/lectus divirms rive angclicus), whu.::h is a purely imdhgible and super

celestial realm; like God it is incorrnpnble and stable, but unlike him it is 

mulnplc, conraming a~ It docs rhc ideas and Intelligences (angels) which are 

the prototypes of whatever exists in the lower zones. ( 1) The Cosmic Soul 
(Greek: IJ:';.~:x_~, Larin: anima mundana), which is still incorruptible, but no 

longer srable; it moves with a self-mduced motion (per re mobilis) and is 

no longer a realm of pure forms but a realm of pure causes; it is therefore 

idcnrical w1th the celestial or rr:mslunary world di\·idcd Into the familiar 

nine spheres or heavens, the empyrean, the sphere of the fixed stars and 

the seven spheres of the planets. (J) The Realm of Nature, that is: the sub

lunary or terrestial world, which is corruptible because it is a compound 

of form and matter and can therefore disintegrate wht:n these components 

are parted; it moves not per re but by and with the celestial world with 

which it is connected by a somewhat vaguely defined medium called spiri

tus mu-ndanur, also nodus or vinculum. (4) The Realm of iVLmer wl11ch is 

formless and lifeless; it 1s endowed with sh<~.pe, movement and even ex1srcnce 

only m so far as it ceases to be Itself and enters a union \\"lth form, so as to 

contribute to the Realm of Nature. 

This whole universe is a divinum a"!Jimal; ir J.'i enlivened and irs various 

hierarchies arc interconm:cted w1th each other bv a 'divine influence ema

nating from God, penetrating the heavens, descending through the clements, 

and coming to an end in mancr;r An uninterrupted currenr of supernatural 

energy flows from abovc to below and reverts from below to above, thus 

fom1ing a circuitus spiritualir, to C]umc Ficino's favourite expression.' The 

Cosmic J\-hnd cominually contemplates and loves God, while at the same 

7· Ficino, Theo!og. Platon.,X,7, Btbl.go, P·' l4' ' ... divinur in{Itt-t:m, ex Deo m.m~r>r, per cod or 
p~ncrr~nr, dercendem; per dcm~m~, m mferiorcm ·maleriam desinenr .. ' 

8. FEcinu, rbidcm, IX, 4, P·" t ('luored by F..Cassircr. Rib/.59. P·'4' ). 
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ttmc canng for the Cosmic Soul beneath ir. The Cosmic Soul in turn 

converts the static ideas and intelligences comprised in the Cosmic Mind 

imo dynamic causes movmg and fertilizing the sublunary world, and rhus 

~timul~tes nature to produce visible things-the relationship of the Cosmic 

Mind w God on the one hand and to the Cosmic Soul on the other being 

comparable w that of Saturn w his father Uranus and to his son Jupitcr. 9 

\V1th all us corrnptibiliry rhc sublunary world participates in the eternal 

life and beauty of God imparted wit by rhe 'rhvinc influence.' But on tts way 

through rhe celesnal realm the 'splendour of divme goodness,' :Is beauty IS 

defined by the Neoplatonisrs, ' 0 h::~s been broken up into a~ many rays a; there 

are spheres or heavens. There IS therefore no perfect beauty on earth. Every 

human being, br.:asr, plant or mineral is 'influenced' (hence this now niv1al 

expression which is onginally a cosmnloglc:~l term) by one or more of the 

celesnal bodies. It is the influence of ,\tlars wh1ch distingtushes a wolf from a 

lion (the latter being a solar animal); ir 1s the swred-up effect of the sun and 

Jupiter which accounts for the medKmal properties of the speanmnt. Every 

natural object or phenomenon 1s charged, as it were, with celestial energy 11 

9· For th~ connectiun of Sarurn with "'~"' and cnnrcmpla<Jon, and of JupJt~r wah allillla
rMiu and the acti~c life, oe~ F.Ponnf,ky .1nrl F.Sa,], Rrbi.>)J. One of the most succlnct and 
clearest ~ccount> of rhi., docrrinc "fm1nd '" Pi~o dcll.1 .~1irondola'o commentary on B~ni
\'imi Brbl '67, r,o, ful.w ~nd u,t], foi.Jo,' hm the caHrJllon of Cranus by Saturn could 
be interprctcrlrr< a '_l'nlbnbca] exprc,'<Oll nf the f,cr rh~r the One (God), after ha1ing pro· 

duccd the Cosmic ,\lmd, cc,crl to procreate, whcrca.< the castration of Saturn by Joplfer 
had m he ebmmatedo Juplfer nnly u~s hm1. whrch me~n1 rhar the mem 11 ;table lcunt~ru
planvt). the· iWI11la-rMw, howc,·cr, mobrhs per se lanivc). For frlrther inf<>mJarion abour 
Pico'; Commcntarv on B~nivicr11 sec l\:,;\.Robb, Hih/,,86, pph>S, IQ7, 105S. 

ru. Fidnu, In Cm1~·i·wmr l'l~to!lll Cmmnnrta~ium rhtncdorth to be quoted as Com•.) 11. J, 
Bib/90, P·'l '4· From rim .Jdinitiun it follow> rilor unhodo~ ~euplato!li;m had ro endon.e 
Plotinus' ubtcc·trons to th~ cmtomary, purely phenomcrul dcfimtion of beauty as a ilar
nroniou< propurrinn of the part; m rclatiun to the whole ami to each mhcr, conrbined wah 
agreeable coluur; cf, e.g., Ficino, Conv. v, 1, Rrbi.QO. p.r _; Jl, or his Cormnentny on Plotinu;, 
Enne~d. 1,6, B1bi.QO. 1'·'574• "here al;o the supenorny of vimal to acoustic beauty is 
crnphasizeJ 'pulchrrmdo est grati~ 1]1/Udltlll 'iliaC magis nr ilr bh, quae <:idel!mr, quam 
qruu ,,uJiuntur, magis etilflll, quae cogllatrmr, ueque e>t pToflortw.' For rhe ctmtlict of rile 
N~oplat<mic with the 'pilcnomcnal' dclimtJun of bc·auty m the art-theonc; of tile six
tccn<h cenr;ury sec F .. Panofsky, FJ,bl.>+h pp '75$., H"·· !I'"· For the evaluation uf visual 
and acou<ttc beauty sec p.14S, N.JS9. 

11. From thts pomt of \'lew the borderline between ;crence and nr•~ic bccumcs as tluJd •s 

'll 
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The Ncopbtonic universe has no room for ;t thing like Hell. Pico calls the 

realm of m.uter If mondo sott.:rr.m.:o;'~ bur even maner with its purdy 

neganvc ch<~.r<~.ctrr"' cannot be counted as an evil, :1!1 the less so as wnhuut 

maner, n<Iturc could not CXISt." Yet, owmg ro th1s neganve char:lctcr maner 

can, in L1ct, must, cause en!," for its 'nothingness' ;lets as a passive resistance 

to thc wnnm1111 bonum: !1\Jrter tends to remam shape!c>S and is apt to cast 

off the forms which fiaye been forced upon 1t. '" Th1s accounts for the 1111-

perfecnun qf the sublunary woriJ: celcsn:tl funm <Ire nor only incorruptiUle 

bur also 'pure, complete, ctfcctJ\·e, free from p.1ssions and peAceful;' ~ub

lunary thmgs, polluted <IS they <Ire by maner, <~.re not only perishable but 

::~!so 'crippled, meffccnvc, ~uU1cct ro counrkss po.~sswns and, when ar:nvc, 

impelled to fight each other w the finish.'' 1 

Thus the Re.tlm of ~aturc, so iul! of \·igour ,md be;tmy :1s a m<Imfcstarwn 

of the 'Jinne influencc,' when contrasted with the shape!t:ssness and life

ltssness of sheer matter, i~. at the ~..~me rime, a place of unending struggle, 

ugliness and distress, when contrasted w1th the cdcstiJl, let alone the super

cdc;tial world. \Yah ;I Florentine Ncoplawnist it is not inconsistent bur 

thor Getw~cn tht delight u1 tcrre>trlal be~urv ond rbc ,.,,r,hip of divin~ goodnc'.>. For Ficinn 
a purposeful uoe of o;tral power,. ncn the rnal..mg of a>trulugKal tal '"'M>~. is cs.tmially 
idc11!L<:al wah the u>e uf plont1111 •nedi~lne.lle<·a"'" rhcse, too,""'" their properties to the 
celestiol bnJ,rs. 

ll. Pim, '· g, Hib/.>67, fol.••"·· and pas.in>. 
1 J· Ficmo, C<lllHllcntary 011 Plnrinu>. t."IIII<'aJ., 11,4, Hibl.f!<>, p.1fi4"'·· parricul~dy dupre~ J, 

'1 ,1_1, tfi. F1cino', Cnnnnem.rics on Plminus arc rct>ruucd m rhc Oxford cdumn of Plurinll> 
hy G.F.Creuzcr, IHJI. 

14. Ficmo, Commcn"tr:; on Dionp. Arenpag, B1hi.Q<>. p.10~4 '.Uateria r>~'{ll~ malwn est, neq1u 
proprium bonum, s~d aiH[!Iid n~cer;urri~<m' 

J).Ficmo. Cumn>cntory un Plotmus, t:n11•ad. ,,~. Bibi.Q<J, p-•58•>!. .. pamcut.rly chapters R 
('Quowodo materia err caura mail'), and 10. 

16. F1cinn, Commc11tary nn Plormn>. E11nead. "4< ch•pter 16, Brhi.Q<J, p.16H. Mauer i> 'uon 
simplidrer quan nil.>dmu, ud e.tiT<'IIIa Jd primmn em oppmitro Promde, cum accepiH 
bonir, id esz fonmr, adb11c n·rut informir . , fonnarumque iacl/lrae <it prmra, merito 
adbuc dicrtur esu malum.' 

17.Ficino, Comn 1 entor~· on Ploflnl1S, t:mr~~d. •.~. dl~prcr S. Bihl.t;IO.J'·'IR7: 'Fonnac qrud<·ln 
rub ,-odu a coe/eml>ru lunge degeneram. /lime [should rc.ado llllf] enim p1<rae mm et 
imegrae n ~fficarn, p~<Sronir e.rperrer, ne.pu puguacer. iii [>hould read: Hie] ~,,..,., 

conrmi.rrioue ~IUJUil i>lqlli!lalae 11/aii<"M, in,·ffi.·ac,·r, innumerir mbditae pa;sionibr .. , et, 
srqwd agum, ad perniciem imer rc pug11ame<.' 

'34 



AND NORTH ITALY 

inevitable to revel in the 'presence of the spiritual in the matcria!,' 18 and yet 

w complain of the terrestrial world as a 'prison' where the pure forms or 

ideas are 'drowned,' 'submerged,' 'perrurbed' and 'disfigured beyond recog

nition.' As a reflex of the splendor d1vinae bonitatis life on earth participates 

in the blissful purity of a supcrcclcsnal realm-as a fonn of eXIstence inex

tm:ably tied up w!th mauer 1t share~ the gloom and grief of what the Greeks 

had called Hades or Tanaros, the latter name supposedly derived from 

Greek 't:Zpci-:'t"E!Y, meamng: w perturb.' 9 

Metaphors like these are mostly applied to that pure form or idea which, 

even during its matenal incarnation, remains conscious of its supercelcsrial 

origin: the human sou[ in irs rdarion ro rhe body, in which ir lives as apud 

inferos. 

Ficino and his foUowers shared rhe age-old belief in a srrucrural analogy 

between the Macrocosmus and the Microcosmos. But rhey mterpteted this 

111. N.A Robb, Bib/_,86, p.M. 
'9· Cri>toforo L•ndino, Bih/.1 79, foi.LJ, v. For fllrthn ptrtmcnt passag~• ...,., below_ 
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analogy in a peculiar manner which I shall try to make somewhat clearer 

by a diagram (p.!J5).2g As the universe is composed of the material world 

(nature) and the immaterial realm beyond the orbit of rhc moon, man IS 

composed of body and soul, the body being a form inherent m marrcr, the 

soul a form only adherent w iL And as the spiritus mundanus mten:onnects 

the sublunary world with the translunary, a spiritus humanus interconnects 

the body with the soul. The soul, now, consists of five faculties grouped 

under the headings of anima prima and anima ;ecunda. 

The a11ima secunda, or Lower Soul, lives in close contact with the body, 

and consists of those three faculties which both direct and depend on 

physiological functions: the faculty of propagation, nourishmem and growth 

(potentia ge-neratioms, nutritionis, augmenti), externa! perception, i.e. the 

five senses which receive and rransmit the signals from the outer world 

(sensus extnior, in partes qumque d:visus); and nltenor perception or 

imagination which unifies these scattered signals into coherent psychological 

Images (se·nsus intimus at que simplex, imagmatio). The Lower Suul is, 

therefore, not free, bur detenmned by 'fare.'~' 

The anima prima, or I Jigher Soul, compmes only two faculties: Rea~on 

(ratio} and Mind (mens, inteliectus lmnumus s1ve an!{elicus). Reason is 

closer to the Lower Soul: ir coordinates the images supplied by the unagJna

rion according to the rules of log1c. The Mmd, however, can grasp the truth 

by directly contemplating the supcrcdestia\ 1dea~. \Vhere Reason is dis

curstve and reflective the Mind IS mtuitive and creative. Reason becomes In

volved with the expnimces, desires and need~ of the body as transnuttcd 

by the senses and the Imagination. The ~\lind, on the conrrary, communi

cates with, or even participates in, the imeliecms divmus, proof of which IS 

founC: in the fact that human thought would nor be able to conceive the 

10. The rerms used in this d1~gr3m are ch1dly t~ken fro111 F1cmo, Cmmncnrary on Plorinus, 
Emwad. 1,1, Bibl.go, P·' ii9"·· ~nd u~ -c·it~ t•iplict, n1,, '· B•bl.cp, p.564. 

>L Ficinn, CoiiHTJcntar}' on Pltnmus. Ennead_"'·'· Hibi.<)O, p.J6H,). 'Quomodo amma r~tl()nallf 
ncm mbest f~w, Jrrat>O>!a/is 1-•eno mbcit.' Cf. ~tso P-'~7!>>. 
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notions of eternity and infinity If it did not share in an eternal and infinite 

essence.~~ 

In contrast with the Lower Soul, Reason is free, that is: it can either allow 

itself w be earned away by the lower sensations and emotions, or overcome 

them. This means struggle; and although the Mind does nm rake sides in 

this struggle it is indirectly atfected by it lll so far as it has to illuminate 

Reason during the fighL For Reason can conquer the claims of man's lower 

nature only by turning to a higher authority for enlightenment, and thus 

the Mind IS freguemly forced to look down at a disturbance beneath it, l•l

sread of looking up, as is its proper business, to the supercclcstial realm above 

"· 
A!! this accounts for the Un!CJUC position of m:Jn in the :\Teopl:ltomc sys

tem. He shares the faculties of his Lower Soul with the dumb animals; he 

shares hts Mmd with rhe inteilectus divinus; and he shares his Reason with 

nothing in the universe: his Reason is cxdustvely human, a faculty unattain

able to ;mimals, inferior to the pure intelligence of God and the Angels, yet 

capable of turning in t:itht:r direction. Tlus is the meaning of Ficino's defi

nition of man as 'a rational soul partictpating m the divine mmd, employing 

a body,'"" whtch delinition says no more nor less than that man JS the 'con

necting link between God and the world,'~' or the 'centre of rhe universe' 

as Pic.:o della ,\1trandob puts Jt:'" ·.~!an ascends to the higher realms v.mhout 

discnding the lower world, and c:m descend to the lower world without 

forsaking the higher.'"" 

This posmon of man JS both exalted and problematic. \\'ith his sensual 

n. ~-"•<·inu. Th~olo~-;. Plato!!., VII!, •6. B,f;/.90. 1'-'U<>, quor~<l by E.Ca~s•rcr, Bibl.s9. !'·74· 
'l· t tcmo, /11 1'/awniJ Al"b1ad~m Epiw>11e, Bib/.90, P·' JJ= 'EH maem lwmu anim~ r~tirw~b, 

memir partiapr, CCJT{lore utem' 
~~ Fi<·ino, Theo/og. I'laton .. m. '· Bibi.91J, p.t 19, where the human soul i> coiled 'enfml~ UrttJ 

et wcd1a.' 
15. Cf. ;-.<.A.Rubh. /liM ,81\, l'-1'>7ss.; H.J lhk. B<l!l t JJ. p.Q;<>.; E.Ca,;."rer. Bibi.,Q. p.li~»- On 

Poco\ fant<>us 'Oralio de bomiws di!:IIIIMf' wflcr~ rht> ctmupt j, gluriou>ly <lncl"pcd, occ 
panLcularly F .. l.a'"rcr. tbiJcm, pv~-

z6. FKino, Tbev/r;~-:.1'131011,, IL, 2. 
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impulses vacillating between submission and revolt, his Reason facing alter

nate failure and success, and even his unimperiled Mind often diverted from 

irs proper task, man's 'immonal soul is always mJserablc in the body;'27 it 

'sleeps, dreams, raves and ails' in it/" and is filled with an unending nostalgia 

ultimately to he satisfied only when it 'returns whence it came.' 

Nevertheless: when man's soul recovers from irs downfall and begins to 

remember, however dimly, Its prc-cxisrennal cxperiences,29 the Mind can 

detach itself from all the indirect disturbanct:s which normally impede its 

activity; then man can anaut. even during his life on earth, a temporal be:ui

rude which at the: same mne guarantees h1s redemption 111 the hfe hc:re

afn:r.''"' TillS temporal beatitude 1s twofold: m;m's Reason, Jlluminated by 

his 1\lind, can be applied to the task of perfecting hum:tn life and destiny 

on earth; and his ,\lind can directly penetrate the realm of eternal truth and 

beauty. ln the first case he practise:~ the moral VIrtues comprised under the 

heading of iwtiria, and distinguisht:~ fumsclf m the acnve life; Ill domg this 

he: emulates the Hibhcll chaf;lcrers of Leah <ind ,\hrrha and cosmologically, 

attaches himself to Jupiter. In the second case he adds the theolugical virtues 

(religio) to the moral ones and devotes lmnsdf to a contemplative life, in 

whJCh case he follows rhe cx,lmple of lbchcl and the .\hgdalen >llld subjects 

himself to the mtdagc of Saturn. 

'7· Ficitw, QIJ,wstwll<'' 'lll;,lqllc' dc· 1!/CIIIe, Bibi.Qo. p.6~
,~- Fic1nn, Lcncr <]UOted l'-"l7• '\l.76. 
'9· Sec, e.g .. Landinu. 81bl.t 79· fol..-\}.v/i\6. The hunwn ><>ul, precipitated 111W 'b,mc rdtim.nu 

f~ec,-,n,' rcn"1im 'n""'"J frum it> fall L!t1UI 11 rcco\·crs • oneonor)' of ;,, previous 'tate, 
'howe\cr dom.' ·1 his rcllntmc·cn~C c·auo~S !\> ·~rdur Jn•in~rll>ll rerum,' whoch it trl~' to 

'"j'f_,. "ith111 the l11nor< of Lt' ~nrporeal ext>tcn~e. hut Lt ;, only Jfter death tlut th~S 

no.•t->lg'" r;an end 'At «"ru cum iam rmmi worMiiMte <'lllli fuaim ammi nurtri, et in 
simpiicem '!"~"Jaw ~~~wram n••·ern, mill J<'111UJ/I Jl/lli<'ll~/!1 mnn de1 cugnoso~tldi non 
modo red are, sed P<'lllfiH otinxuer~ ltcebit.' 

: 9~. for doc Flurcnr~roc ;\coi>IM""'"' or"'~'" "'"ncr nf rour'c rn connect rhe Pbtonor ide" of 
prc-n'stcncc Jnd rcmcarna,un WLth the dogma of fC.Illrrcction on the Christoan sense. 
C.Tolna;>. lltbl ;ii Jthlucn lp.;ob,ll.li a P""·'ge from Ficmo's Cnnmocntary Otl Plow's 
P/,aedo: 'ubi •,•idet11r [\ IL, Plato] mormorrmt r~mrrectioncm v~ticmari ,' 111 rhc Prinnt<Hl 

copy of Lwdmo\ Qu,l/'S/JOI/er Camaldlllenrer, IV, ful.l.6, v. (where Alberti exi>Olllld.l the 
I'Luonoc thcon· ,,f n·ln<.lfiOJtinnJ ""earl~· .llxtec·nth-century h:md ha.1 added m mar.~me· 
'Opimo 1'/~tr;m, de reJUrrectwn(.' 
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As to the merit of these two possibilities, there \\'aS some difference of 

opinion within the 'Platonic Academy.' Landino, in his famous dialogue on 

the Ac-rivc and Conrcmplanve Ltfc, endeavours to be impartial. He com

pares iurtitia and religio, the principles of actton and comcmplation, w two 

wings both of which 'carry the soul w h1gher spheres;''ln he quotes Virgil as 

a witness ro the belief th:u nor only pious sages and scholars, bm also JUSt 

and upright men of acnon arc worthy of praise and salvation;"' and he 

finally tries to reach a compronuse to rhr.: dfccr that :\lartha and 1\hr;.; had 

been sisters living under the same roof, and that both had been agreeable w 

God. But even so he concludes with the sraremem: 'Let us keep ro 1\hrrha 

so as not ro desen our duties to humanity, but much more let us associate 

With Mary so that our mmd might feed on nectar and ambros1a.' 3
'" 

JO.Landino, Hib/.179• fol.A;,;..!;\6. 'Vhcn rhc soul h~~ rccm·crcd r),., 'dim men>t1ry' of 
its pre-existence 'iuJtiuaque ac religione, 1.-'eluu dualnH alir mtfuha, '" in altum eri~:n, 
~tq11c del /ucem, quoad animi ac.e1 conta.~ione cor pons hebetata pat•lur, non <~ne m•mua 
voluplate imuemr' (cf. alw 1bidem, fnLK:,v /;, with on •nstrul"tlvc explanatmn of the 
'duu alae:" <ut1dem 'L"iruwnn gcuera, et ''"'• quae vitae actim>er cmenda>ll, quar uno 
uomme iustillam mmcupat, ~~ "'"• q11ibur in""" cognitwuem dunmur, quas iure optimo 
r~ligiom:m nmnmam' . ). For the Plawnic origm of the mterprcruiu<l uf Jusfice, 
nm .c; a 'particular Vlttuc iuxrapu>cd to Prlldcnc·e, FnrtltlldC ami Temperance.' but as 
'dut fundamental power i<1 the ""ul wh1ch as;igns tu each uf them their paniculor 
function.' and for the 1mponanc·e of this conception for the program of the 'Sta<lla 
dell~ Segnnura.' sec E.\\'ind. Btb/_4o5 

ji.Landino, Bih/.179· fol.As, "·' 'l.audar 1gimr [v11 .. , Vorg•l] ~"' qm diuwma ilw~stigMwnc 
varias dlfciplinas atqu~ sncmior exrognarum S(d ut !IC aller>nn ~·ua• gomu mhmwr-
arum relmqueret, d rect~s actim1n !I<" prnequiwr: 

"HIC "''"'"' ob patT/4111 pugnandn vul11na parri, 
()mque s.u~rdureJ rart!, J11w ~·ua momel!.u, 
()uiqw.· pi! c.•alt's ~r 1'/m.-iw Jig>la /ocllti." ' 

A similar nmno•enl•ry on the •~me pa»Jgo IA,•n_ ''· 66o".) i> found in 1he fnllrth dialogue, 
fol.L;-. 

p. Landino, Hlb/.!79• fo[.C, 'Soroto!i """" mm, J!lb codon recto h~bnam .Wario at que 
Mvtho, amhue dco placem, .ltart!J~ 111 pascar, Hana ur pa.rcatur Quapropr~r ha~ro·

himur .H~rthae, 1<e lmmani<atis of!iclll.m dt·rcnnnus, nwlw ramen mogrs .\1ar•a•· coniung,·
mur, ur mem 1w1tra Amhrmia ,'\'utareque olatur." !n es.,enc~ th" rccunciliawry stnc
ment su''""'' the pl~a in fH·out uf the ''"a crmr,·mplom;,,, foi.J~, 'Vid.-r JgiWr mini-me 
cuute1>tJl<'"<fam CH<' -.·iwm, quae ;, agcndo o-L'rrarur_ .'.1~.ume num naturam humanam 
collli>lgll maque iudrlflr!a rW>•I'"' labordmr '"""alunu genw mr,•r use wa<"l c·mwlo 
u>lhgat ~~. ut iun,r•am et rl'iigium•m cul~r, efficu. V,·mm. cum menr noJtr~ (q"a wla 
!Jommcr w.nms) uun morral! ~uim11~ se.i /IJmwrt,,J, ro~;mrwllc f"'rficiawr Qrm 

non .,,J,·ri! 1/lt'C><i~twn.-m Cll<' lou)!.e a/JI''/'""'""Jam?' 
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Ficlno was much more radical in espousing the cause of the vita con

templativa. \Vith him, the intuitive apprehension, not the rational actualiza

tion of the eternal values is pr<~ctically the only road to temporal bcatirudc. 

This road is open w every one who 'scnously devotes h1s Mind to the pur

suit of the true, the good and the beautiful;' but consummate happincs.~ 

comes only in those exquisite momems when contemplation rises w ecstasy. 

Then the Mind, 'seemg with an incorporeal cyc,'33 'calls itself away not only 

from the body but also from the senses and the imagmation,' and rhus trans

forms itself into a 'tool of the divine.' 3
' This ineffable bliss, experienced by 

the Sibyls, the Hebrew Prophets and the Christian visionanes-the favourite 

instances being t\-Ioses and St. PauP5 -Js, of course, what Plato describes as the 

6da: ;Lctvia: or furor d1vmus: the 'fine frenzy' of the poet (let ir be borne Ill 

mind that the utterly non-med1aeva\ concept of genius, as reflected Ill this 

phrase, onginated in Ficino's philosophy); the rav1shment of the diviner; 

the raptures of rhe mystic; and the ecstasy of the lo\"er.36 Of these four forms 

of utsp1red madness, however, tile furor amatorius, a 'voluntary death,'"' 

to use Ficino's words, is the most powerful and suO lime. 

A thinker who comidereJ Plaro as a '.\1oses talking Artie Greek''" and 

quoted the ec.stas1es of Sr. Paul along with the amor Socraticus could not 

see any es.~cnrial difference between the Pbronic E~hl<; and the Christi<lll 

cariras :w \\'hen Ficino presented a fnend with ;l copy of his Commentary 

H- Pica, n. ;. B1hl.l67. fuhJ. 
J4- F1cino, De ~·ira mpliCI, 1, tl, Bibl.<JO.p-.;.~K 
15- Cf. e.g .. !-'Jco, i/JJdnn: 'Con qnnru v1w ndd~ .1/rqu ·.·iJJc /'3olo, '-'Jddono molti altn elcttl 

/11 fll<"cia de Dio, et querto e qndlo rhe no<tri Tbeolog. [<·iz., the N,-ni>lat<><>isr;] c/iiamaw' 
Ia co)!mt•on~ unolkrtu<>le, CO!{IIIIione imwtili~.' 

J6.Ficuw, Com•.,vn,r~ :md '5· Bibi.')O, p.q6rss; d CununeJHary nn Pbn>, PbaeJrur,a•,;;., 
ibrdem. p-1 J6jSS. a<>d se,·eral other pos;ages. 

_!7. Ficmo, Conv., n,H, Hibl.go, p.r l'7> d.B.Ca,tiglione, II Cnrrigiallo, "here l<we is cJllcd ''iral 
nmrte' (<junted in N.A.Rubb, Rib/.,~6, P·'9Jl. 

38. Ficino, Dt• CIJri<tia,_ Relig, xv, Bibl.go, !'-'9 and Cni!Cordlll J1osis et Platonis, ib1J .. p.H66>.>. 
jQ.Fur the '\ieophtLmic tlreoory of lol'e st'C particularly F .. Cassrrer, Rihl.jQ, p.1_1B . .s.; l-l.j. 

Hak, jJ,b/ 'H• 1'-Q)S>.; :-.; A.Rubb, R1hi.IR6, 1'-H-'S- (on Ficinu'~ CollHliCrH:.ry on the 
Sympo;iun•) •nd p.rJl>S. (on Aeni•·icni and PJCo). 



AND NORTH ITALY 

on Plato's Symposium, as well as with a copy of his treatise De Christiana 

Religione, he wrote by way of explanation: 'Herewith I send you the 

Amor as I promised; but l also send the Religio, to make rou sec that 

!11)' ]O\'C is teiJgious. and lll)' religion am:Uory.'' 0 

The idea of love is, in Llcr, the very axis of Ficmo's plulosophical system. 

Love is the mmivc power which causes God-or rather by which God 

causes Himself-to effuse 1-!Js essence into the world, and which, wvcrsdy, 

causes His creatures to seek a rcumun w1rh Him. According ro Ficino, a1nor 

is only another name for that self-reverting current (circwtus spiritualis) 

from God to the world and from rhe world to Gud.u The loving individual 

inserts himself imo this mysncal circuit. 

Lo\'e 1S always .t desire (desiderio), bur not every deme is love. \Vhen 

unrelated to the cognitive powers, the desire remains a mere natural urge 

like the blind force which causes the plant to grow or the stone to fall.' 2 

Onlr when the Je~ilfe, dm~cted by the virt!l coguitrve, becomes con

scious of an ulnrn;lte go;J[ docs it deserve the name of lo\'e. This ultimate 

gual bc1ng that divine goodness which m;lmfesrs 1tsclf 10 beauty, love 

h;IS to be defined as 'a desire for the fruinon of beauty,''" or, simply, 

desider1o di bellezu.« This beauty, we remember, Js spread throughout the 

4"· hem.,, letter to Filippo (not LllC<!) C...mrrnni. Rib/_'1''·1'-6p (cf. LC.-sirer. Bib/.5Q, P·'39) 
'Mitto 11d te amorem, qu,·m pronmeram. \-1mo •·n~m ~digiom~n, 1'1 agnmcaJ" Cf amorem 
mezmz rdigwmm MU, er rdi!';imzem !nllatoriam.' 

4'· FlcLnO, Com!., 11, z, Bzb/9<•, p 'l'4= 'Qzwmam si D•·"s ad r~ rap11 mzmdtm1 >mmdusque 
rapiH<r, tmus q11i..-in" comimwr attractm err a D,·, JUOpi<'IU, tramtellf in mtmdum, in 
Deum Jenique dcrinem, 'I"' •JIIoHi .-irculo •JIIOJJm ;, dem, w1de ma11abit, itenm< remfal. 
Circulur traqm· 1mm ~~ 1Jcm ~ Dco in ?illwdmn, a mundo ;, Dermr, tTibus 1Wnmubur 
nwnupamr-· pruut m Deo rll<"iprt ''' allrcit, fllllcl."rmdo; prout in mundum tramrenr rpmm 
rapll, anwr; prom 111 au/orern rc"lll<"am lp>i """" O{IIH col!umgot, ,-olujotal." The vcrh 
a/licit •nggc"' the old crvmo!ogic•l dcri•ari"n nf "-"-AA6~ d"'"'"Y) frum •-~)..•<·• (to cai!J 
which"'"' vcrv popuhr "lth the :'\'cnpbwnl>t,. 

4' Pa:o. "· 1, R1b/.:67, fn!.<Q.<JUOt~d !'·"?· 
43-1-"«-mo. Lam·., q, Rd,J.,JU. f'·'-!" ".1mor rir frut·ndae rwlchnru.tmiJ deridermm.' The 

haloan rrao;lanon of rim ddioLfLIH1 !"Amore J deriJ~no d1 fruire Ia hdlezzu') ;, endles;ly 
rcl'ca~cd 111 •ll the Liter rreansn and ,j,~lu[!liC< on love. 

44· Poco. 11, '· Ri/J/.167, foLoB, .-. 
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universe; but it ex.ists chiefly in two forms which are symbolized by the 

'Two Venuses' (or 'Twin V en uses,' as they are often called by the Neo
plaronists)0 discussed in Plato's Symposium: 'A~poO!-rTJ OUpll~lll and 

'Aq~po0hl) TJdvOw.o,;;. 
'A~po5!-rT) OUpll~lll or Venus Coelestis, that is, the celestial Venus, is the 

daughter of Uranus and has no mother, which means that she belongs in 

an entirely immaterial sphere, for the word mater (mother) was associated 

with the word materia (matter). She dwells in the highest, supcrcelestial 

zone of the universe, i.e., in the zone of the Cosmic Mind, and the beauty 

symbolized by her is the primary and universal splendour of divinity. She 

can thus be compared to 'Caritas,' the mediatrix between the human mind 

and God.u 

The other Venus,' Aq1po0kTJ rrd~Ow.o,;; or Venus Vulgaris, is the daughter 

of Zeus-Jupiter and Dione-Juno. Her dwelling-place is the zone between the 

Cosmic Mind and the sublunary world, that is, the realm of rhe Cosmic 

Soul (It is, m fact, not quite correct to translate her name by 'terrestrial 

Venus;' she should rather be called 'natural Venus') ... The beauty sym

bolized by her is therefore a particulanzed image of the primary beaury, no 

longer divorced from, but realized in the corporeal world. While the 

celestial Venus is a pure intelligentia, the other Venus is a -r,;is genermdi 

which, like Lucrenus' Venus Genernx, gives life and shape ro the things in 

nature and thereby makes the Intelligible beauty accessible to our perception 

and imagination. 

Either Venus is accompanied by a congenial Eros or Amor who is righdy 

considered her son because each form of beauty begets a corresponding 

form of love. The celestial love or IDnor d1vinus possesses itself of the highest 

45.Ficino, Cmw~ 11,7, Bibi.<JO, p.1jl6 ('De duobur ~rmorii gentribui ac dt Dup!ici Ventre'), 
the locw claiiiCUI for the doctrine summanud m the followmg par~gnphs. Cf. also 
Comm~ntHy on Plotinu>, Ennead. Ill,), P·'7' JSS. CSJ"'Cllllly chllpt~rs ' and J ('Gnnin.ot 
Veneres'), lind Commentary on Plotinu<. Ennead. 1,0, P·'574SS·· particularly chapter 4: 
'Dupin pulchrirudo ttl . ' 

46.F1cino, Cmnm. zn Enn. l, 6, p. 1574· 

47· For P1co's non-Ficmian interpretation of the two Venuies ieC P·'""' I" ·51. ,., 
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faculty in man, i.e. the Mind or imcllcct, and impels it to contemplate the 

intelligible splendour of divme beauty. The son of the other Venus, the 

amor vulgaris, takes hold of the intermedi,Jry faculties m man, i.e., im<~gma

rion and sensual perception, and impels him ro procreate a likeness of divine 

bcamy in the physical world. 

\Vith Ficino, both Vcnuscs, and borh loves, arc 'honourable and praise

worthy,' for both pursue the creation of beauty. though each in her own 

way.•s However, there is a difference 10 value between a 'contemplative' 

form of love which nses from the visible .md particular to the intelligible 

and universal,·~ and an 'active' form oi love which finds satisfaction within 

the visual sphere; and no value whate\·er can be attached to mere lust which 

sinks from the sphere of vision to that of touch and should not be g1ven rhe 

name of love by self-respecting Platonists. Only he whose visual experience 

is but the first step, however unavoidable, towuds the inrc!ligible and uni

versa-l beauty reaches the stage of that \hvme love' which makes lum an 

equal of the S;unts <~nd Prophets. He who is satisfied w1th v1sible beauty re

mains within the dom:11n of 'hum<~n love.' And he who is insusceptible even 

ro \"isible beauty, or stoops ro deb:mchery, or, even worse, abandons for 

sensual pleasures a contemplative sure already attained, falls prey to a 

48. Ficino. Com.•., u. 7· B,b/.go, f'·' P7· Cf. ibid .. ,.,, ;. P·'l44' 'Sim igirnr duae i7J anima Vt·ne~n: 
prima coelems, Jt"crmda '•''""" <'UiJ;.mS. Amorem !Jabeant ambae, coelesus ad dn.oinmn 
P"lchritudinem cogitaudam, n•lgar!S ad eamiem in >mmdi materia generm>dmn mmw 
~·ero utraque fertur ad ptdchritudmem gem·randam, sed suo utraq11e modo' 

49· A detailed dc,cription of the 'rages hy which thiS goal can b~ reached, compared to the 
rungs of J~cob'• ladder, is found m Pico, m,oo, Bib/ '67, fol./4ss.: ( 1) Dcligh~ 1n fhe VISible 
beauty of an indi\'iduol (Senses) ( >) ldealir.ation of this particular vi>ible beauty (Imagina
tion) (;) lmerpr~tation of it a> a mere •pecimen of ''"1blc beauty in gen~ral (Re .. un, 
oppiled to visu•l '"Perlencd (4) Interpret"""' of VIsible beauty ~san expre.sion of murol 
values ('Cmn•ersione dell'anima in u,' Re-asnn turning away from visual cxpencncel. 
\j) lntcrpretatoon of these moral values as rdlens of metaphySical ones (Reason abdi
canng, so to speak, in fa.vour of the Mmd) (6) Interpretation of the metaphysical \'aiucs 
as functions of one un,ve=l and intelligible beauty (the Human \1ind uniting itself with 
the Cmmic Mind). It y,jiJ be noted that in this •ysteno (wtu~h caught the imagma.non of 
m~taphYslCal poets for many centuries) the rise from grade 4 r, gnde 6 repeats, 1n an 
1mmatenal sph~re, that from grarlc 1 to grade l• so that the mere love for the '1nteroor 
beou<v' of aov individual, kt alone for its ]lloral Vlttlles, does not \'et amount to rhe con-
rum,:,ation of Platonic love; d. P1co, 11, 1<:>, Bibi.>67. fo\.>4, v. . 
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'bestial love' (amor ferinus);,IJ which, according to Ficino, is a disease rather 

than a vice: it is a fonn of insamry caused by the retention of harmful hu

mours in the heart.' 1 

Personally, Ficino led a chaste and abstemious life <~S, he thought, befitted 

rhe dignity and preserved the health of the scholar. Bm his Commentary on 

the Symposium is not a code of morals. It defies moral classifications m the 

same way as his whole philosophy defies such alternatives as optimism '1/S. 

pessimism, immanence vs. rransccndcncc, sensualism vs. conceptualism. 

We can casil y sec how this philosophy was bound ro stimulate the imagin

ation of all those who, in a period of growmg psychological tensions, longed 

for new forms of expression for rhe frightening yet fruitful conflicts of the 

age: conflicts benvecn freedom <~nd coercion, faith and thought, illimired 

desires and finite consummations. At the same rime, however, rh~ praise of 

a subloime love divorced from 'base impulses,' yet allowing of an mtense de

light in visible and tangible beauty, was bound to appe<~l to the t:tste of a 

refined, or would-be refined, society. 

JG. Ficino, Conv~ tv, 8, Bibl.go, p-•145: 'Amor omnir incipit ab aspectu. Sed cO>ltelllplari'L·i 
hominir amor ab arpectu ascenda m ment.m1. Volupnuni ab arpecm descendit m rae tum. 
Activi remanet in .:npectu . Conremplat•••i bominir an1or divi7ms, acth•i hrmumw, 
voluptuori ferim<J cowmminatur.' Cf. 1bid., 11,7. P-'F7 'Siqui< generationh n•idior cun
rnnp/ationem deurat, .rut generQtionem praetn modum C/1!11 (e?ninir, vel cm21r11 >Mtllrae 
orditum cum marculir prouquatur, am (onu~n corporir pulc!Jritudmi 1mimae praeferat, i< 
utique dignitate ~~morir abmimr.' 

JLFicino, Clm't'., HI, J.Hibl.c;o, P-'157· F1cino rhe physicia.n was of course fomiliar with the 
medical theory that uneonrro!lable love was a form of madness called hereor (d. J.L. 
l.ow•s. Ribl.w>). The d>Stmctum between rlivme, human, and bestial love;_, also found in 
Pico, 11,5, Bib/.>67, fol.>o,v./11 and, very circumsranrially, 11,14 and '5• foi.J6,v.ss. There 
is, l10wever, the following di/lerence Ficino can handle his three kmds of love withnut: 
mcreasing the number of Vem1seS discussed by Plato and Plorinus, because he rlisposes of 
the amor feri11m by ;imply calling it a kind of ""~nJty wh1cb has nothing to do w1th 
either Venus, or wah the faculties of the human soul. P~eo, less orthodox a Platonisr anrl 
less inclined to look upon moral problem~ fron1 a mediCal poinr of view. wished to connect 
the three fonns of love WJth the three psychological faculties. C'..onsequently he needcrl 
three V•nuses corresponding to these faculties and inrr,duced a 'S•cond Celestial Venus' 
who, according to him, is a daughter of Saturn and thus holds an int•rmediary positi<ln 
between Plato's 'A;;po~i~"l 0~""'''"' (daughter of llranos) a11d "A;opo~(n; ll.l.>~w.o;; (daughter 
of Zeus and Dione). The latter thus ceases to be an 'h•mourablc and praisewnrthy" figure. 
Some justification of this could be found in the fact the myd10graphers were not in 
agreement as to whether the s<:> from which d1c morherle:.s Venus had e111erged had been 
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Thus the standard works expounding rhe ~·eoplaronic theory of love, 

i.e., Ficino's Commentary on Pbto's SympoSlum, later on generally quoted 

as 'Ficmo's Com:ito,' and Pico della Mirando/a's Commentary on a long 

poem by Girolamo Benivieni which ism turn a versification of Ficino's doc

rrinc-had but a seamy following, as far as strictly philosophical books are 

concerned;"2 Leone Ebrco's Dialoghi d'Amore is the only treatise of the 

sixteenth century that can be considered the work of a constructive 

thinkcr.53 They exerted, however, a tremendous influence, both directly 

and ind.Jrcct!y, on artists, poets, and what might be called 'poetical thinkers' 

fertihzed by the genita.ls of Uranus or Saturn (cf .• e.g. Myttlographus III, 1, 7, Bibi.JB, 
!'-'55). In a synupncal table the ,ltf{cr~ncc bctwee" P1co and Ficino would 5hDw a§ 
follows: 

FICINO PI CO 

Kmds of Con~spond- Cones- CorreJpond- Coner-
love mg faCI•lry po11ding mg r~culty prmdi11g 

of l:nmum Venur of buman v~, 

I0/11 srml 

An10r divinm Me"s (m- Venus Coc- lntell~tto Venere 
(Amore divino) tcUcctl!S) k~ns, Celeste I, 

daughter daughter 
of Uranus of Uranus 

Amor bumanus All other Venus Rag ion~ Vcnerc 
(Amore humano) faculties Vulgaros., Celeste II, 

of human daughter daughter 
sou! of Zeus of Saturn 

and Dione 

Amor ferinus ---- ---·-· Sen so Vencre 
(Amore best- (Insanity) (Insanity) \'olgarc, 

iale) daughter 
nf Zeus 

and Dtone 

5!· A treatise by Ficino's nwst faithful pupil Fra.,ce.<co Catt~ni d1 D~accetn. Bibl.61, is only a 
'textbook' of the orthodox l'lnrentine theory. 

53· Cf. K.A.RoLb, Bibi.:R6, p.197S.1., anrl, murc specifically, H.Plbum. Brbl.l6;, throughout. 

'45 



.VEOPLATONIC MOVF.MF.NT IN FLORE.VCE 

from i\lichclangelo to Giordano Bruno, Tasso, Spenser, Donne and even 

Shafn:sbury _~f On the other hand they occasioned an avalanche of 'Dialogues 

on Love' mostly of North-Italian ongin, and these latter seem to have played 

a role in Cinqucccnm society not unlike that of semi-popular books on 

psychoanalysis in our day. \Vhat had been an esoteric philosophy b~came 

a kind of social game so that 'finally the courtiers thought it an indispensable 

part of their job to know how many and what kinds of love there were,' w 

quote the caustic remark of a sixrecnrh-cenrury philologist.~~ 

The prototypes of these dialogues are the Asolani by Pietro Bembo)a and 

the Cortigiano by the count Baldassar Castiglione (a native of ,\1antua) who 

pays his debt to Bembo br making him the spokesman of the 'Platonic' doc

trine.H In real understanding for Ficino's philosophy, penmanship and power 

of vision the Asolani and, in a slightly lesser degree, the Cortigiano are far su

perior to all the other specimens of their kind, some of which show, how

ever, a greater pretensJOn to profundity and learning.~8 Yet Bembo and 

Castiglione were by no means constructive thinkers. They wished to enthrall 

their readers-Bembo with purely poetical imcmions, Castiglione with mild

ly educational aims-by the lure of a rarefied social atmosphere and beautiful 

54· For Bruno, cf. E.Cassircr, B.bi.J9, passim; for the influence of th~ Florentine 'Neoplawnism' 
in England, idem, a.bl.oo. 

H· Tomitano, Bibl.JSS. quoted by G.To!hmn, Bib/.J4<f.p.lJ? For the 'Dialogues on Love' in 
general see H.Pfbum, Bibl..6s; N.A.R"bb, Bihi.J86. p.176ss. (with furthH references). In 
addinon see G.Totfaoin, I.e.; G.G.F~rrero, Bib!.M9. 

56. First edition Vemcc, '5"5• secnn,J v~n•c~, '5'5· Cf. N.A.Robh, Bibi.>B6, p.t84S$., with 
funhcr references. 

57· Cf. !'.; .A.Robb, sbidem, P·'"'"'·· with further refcrcl!cc;. 
5M. "lnst nf tbis leammg is bnrrowcd from .1\.hrio Equicola, Bib/.84 (d. above). For htm, 

see N.A.Robb, Ribl.>fl6, p.tB]s~ .• where, however, the edirion of 'H4 is ~rroneously 

called d1e second, a11d J Cartwright, Bibl.sH, passim. Equicob's treatise, begun in Latin as 
early as 1494, stanrls m ada" by Itself. It is n~itbcr ~ philos"phical trnti>c: nor 2 work of 
art, but a lond of Encydop~cdia., and is of especial interest for its histoncal a.ttitudc which 
i> unique at the time. In the fir.;t book tbc author surveys not only Renai,.,;ance literature 
lln love from Ftcino to Gio\"anm Jacopo Calandra (his colleague at rl1e court of Isabella 
d'Este) whose trca.t!se Aur~ apparently ne.,.er appeared in print, hut alw summarizes the 
opinions of Guitmne d'Arezzo, Guido Cavalcaoti, Dame, Pctrarch, Francesco Barberino, 
Boccaccio, a.nd cv~n 'Joan cle Meun' {as aorbor of rhe Romm1 d~ Ia Rose) ~nd tbe 
Troubadours. 
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diction. Ic has rigfnly been said that the1r response to the Neoplatonic phil

osophy was 't:sscnnally aesthetic.'''" 

As .l rcsulr the Florentine gospels were spread in an ufrcn artractive,Go 

hut always diluted and, what is more important, 'soci:1liz.ed' and feminiz.ed 

form. 

The setting of Ficmo's Com;ito JS a statclv room 1n the \"lila 1\ledici at 

CJreggi where nme members of the 'Platomc family' ha\·e gathered to cele

brate the 7th of "Sovember (allegedly the date of Plato's birth and death) 

by a ~ulemn re-enactment of the onginal Symposium.6
' The scene of the 

typJcd 'Di,dogue on Love' ts laid in the fr<~granr gardens of d1snngmshed 

ladies"2 or even in the boudoirs of erudite courtesans, one of whom, Tullia 

d'Aragona, went to the trouble of writing herself a dialogue 'On the infinity 

of love.'~ 3 \Vhen the Florentines refer to concrete examples of physical and 

lliOral beauty they still tjUote Phaidros <~nd A.lcJbJades. The amhors uf the 

'Dialoghi' define, describe <1nd pr:use the bcamy and nnue of woman.~• 

and frequently show great interest in questions nf ct1quenc pcrtaimng to 

the reiJtionshlp between the sexes.8
' Sm:tll wonder rhar here the very dis

tinction between 'cclesttal' and 'urdin:1ry' kl\·e appc~rs at mncs m a some

what distorted form. Some v.·riters reduce it to a mere difference between 

59, N.A.R"bb. B•/>1.>86, P·'<)'· 
00. \..Vc con rcat.ltly unJa~t•nJ rh~r Spcn•cr ""~' in<pircd by c~stiglione's Cortigiano, r•rhcr 

than bv the cwtcric rrcari<,cs of dw Florcnrine F.1ther>; cf. the excellent article by R.\V. 
!.~c. Bibl.t86. 

61. Ficum, Bibi.<;D, P·' JW. The Plamnic Circle actually used ro cclcbrarc this date by a 
C<mvivirom. 

6>. Bcn1bn'.• Awlaui are ""'gcd tn the gardens nf Caterina Cornaro, E.x-Qucen uf CyptllS, 
where rhc marnagc "f her favolllnte Lady-in-\Vaiting i.1 prec~ded b~· three dd}S nf 
merriment anJ fine cnnvcrsauon "'' <he n1crit of lon. In the fir" book love is decried, 
m the secnnd pratserl, anrl in the third the problem is ~ttled by the "Platonic' theory of the 
tw<> kinds ,f lnve. Another dtal<lgue >~aged "' a park is G.Betussi's Leonora, repnmed in 
G.Zonta, Bib/4!J· 

6j. Reprinted in G.Zunt~, ib1dnn. Betusst"s dialogue RI."IVerlol !.'>staged in the boudoir of tb~ 
Ven!tian puctc>S France,chin~ Balla, or Betfa. 

64. Occasionally beauty tS e'"en UefineJ iu r~rms uf n1athen1arical propor!!<>ns-wbich i~ very 
unorthodox fro111 the r-.;cuplaron!C pmm uf ,·,cw (d. P·'ll• !'.to). 

6j. Fur rhe PJaronizi11g !lle<aphy,ics uf ktssmg. sec, e.g., N.A.RnLb Bib/.,86, l'·'9' and G. 
Tofhnin, l1ibl.J44-
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'honest' and 'dishonest' affccrion,~5 others widen the gap between the 'Two 

Venuses' to such an extent that the rise from the 'Vencrc Volgarc' ro the 

'Vcncrc Celeste' appears impracticablc.A1 In short: what this rypc uf htcra

turc really teaches, IS a mixture of Pctrarch and Emily Post, couched m 

J\" eoplatonic language. 68 

The difference between Ficino and Pico on the one hand and Bembo and 

Castiglione on the other, is indicative of the difference between Florence and 

Venice. \\-'here Florentine art IS based on design, plastic firmness and tec

tonic structure, V cnetian art is based on colour and atmosphere, pictorial 

succulence <~nd musical harmonr.69 The Florentine ideal of beauty has 

found irs exemplary expressiOn in statues of proudly erect Davids, the 

Venetian in paintings of recumbent Venuses. 

This contrast is significanrly illustrated by two compositions, one Floren

tine, and one Venetian, both of which translate mto images the Xcoplatonic 

66.Cf .. e.g., M.Equicola, Rib/84. Book~. or V.C~rt~ri, Rib/.56. fl-~-~~. whcr~ the Uifferenc~ 
between 'mnure Jirhmuuo e brvtto' and 'amore bello e honesto' boils Uown to the ~pplic~
tion of our roul to 'quel/o cl!e ii rio' and 'le case buone' This conception r~\"ens to th~t 

of Re-migius as quoted by the .1\.fythographus lll, rr,rS, Ribi.JS. p.lJQ, 'Duac autem recrm
dum R..migfum wm Venerer; una c~rta et pudica, qu11m hmrenir praee;re amoribur qumn
que Vuicani dicit u:rorem; dicitur aitera voluptaria, lrbidmum dea, cuiw Hermap/;noJirum 
dicrt filWm eHe. lnde-mque anwres duo, altl?1' bonus er pudicus, rJ"O sapientia el t•irnun 
amamur; alter impudicur er maim, quo ad vitia inc/inamur' (the Remigius pas.'iage quoted 
in H.Liebeschr.in, Bibl.r94< P-45)-

67. This is ~specially true of G.B~tussi, Rmlnta, where the "Vencrc Volga;e' rs character
i7.cd according to Pico inste~U of accordmg to Ficino, regardless of the facr that Pico h~d 
mtroduced ~ second 'Venere Celeste' ~san mtermediary. 

~-For tftis recrudescence of Petrarchism within the fram~work of the Pbtoni:~:ing phil,so
phy sec particularly G.Tofhnin, Ribi.J44• P·'J4SS. ~nd G.GFerrero, 8Jbl.fl<J. Benedetto 
Varchi, the chief 'Platoni.>t' of the I"irldlc of the sixteenth century, quotes Petrarch almost 
on e~ery page (1Jibi.J65. P-'7'-457). Consequently, Pi~trn Aretino nm only ridiculed the 
Neoplatonic parlance ([/ Filosofo. especially V, 4l, but also the frequent quotatrons from 
D:mte and Peturch which he mtmduces, in his Raggionanzenti, into a di?.loguc hr from 
sublime (Bib/.11 and q). 

69- P~rallels h.a\"e often been dnwn between the great Venetian p~inters and the rwo 
Gab;ic!is (while Flor~nce h~d pr~cfically no important nmsic a.t that time), and MT~ntion 
has been called to the enormous role of music m rht p~inrmgs by Giovanni Bellini, 
Giorgione, Titia.n and \'crone<e. In rhis C<lnncction it is interesting to note that Bcmbo and 
Bcrussi cor1sider the e~r, not the eye, as the ~chicle of spiritual beauty ~nd lo\"e (Bembo, 
Awlmi, 11!, Bibl.>6, p.117; BeruSI.i, RavtrM, Ribl..pj) Th.is is a crrme from the onhodox 
point of \"iew. ,., 
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theory of love; and their mutual relationship IS comparable to that between 

an orthodox Florentine treatise on love and Pietro Bembo's Asolani. 

One of these compositions is an engraving after Baccio Bandinelli de

scnbed Uy Vasari as 'The fray of Cupid and Apollo, with all the Gods 

present (/if(.. I 07) .•;o It sho\VS two groups of classical divinines entrenched on 

either bank of a deep gorge. The group on the left includes Saturn, Mercury, 

Diana and Hercules (that is: the divinities of deep thought, <~CUteness, chastity 

and manly vmue) and 1s led by Jupiter and Apollo; the latter h<~S JUSt shot 

h1s arrow ar his opponents. The other group, chiefly consisting of Vulc<~n 

with his helpers and various anonymous nudes of either sex, is led by Venus 

and a satyr-like Cupid who, on her 1nsngation, points his arrov.: at Jupiter. 

Above the Apollo group the sky lS cle.mng up wlule the other half of the 

scene, with the temple of Venus and burning ruins in the background, lS 

ob5cured by dark smoke streaming from a huge trumpet. On the clouds m 

the centre is poised a beautiful woman, her left arm raised in a gesture of 

distress; her lowered glance is d~rected on rhe Venus group, hut in her 

outstretched right she holds over the adherents of Apollo a vase from which 

bursts forth a smokeless flame. 

The significance of this engraving is explained by the followmg distichs: 

'Here divme Reason and troublesome human Lust fight each other, with 

thee, generous Mind, as umpire. Thou, however, here throwest light on 

honourable deeds, and there CO\"Crest profane ones with clouds. If Reason 

wins she will shine on the firmament together with the snn.lf Venus wms her 

glory on earth will be <l mere smoke. Learn, ye mortals, that the stars stand 

as high above the clouds as sacred Reason stands above foul appetires.'11 

70. \'asori, Bib/.366, vm. v, P·4'7. 'fA =ffa di Cupido e d'Apollo, pres~mi tutti g/1 Dei.' Vasari 
as.cr1bes the engraving-dated 1 H5· on~ year after the pubhcation of Ficino's Convito in 
halian-ro Enca Vico, bllt general opinion seems to agree with Bartsch"> anril.mtion to 

Nicolas Beatr1~et. ( l.e Pdmre Gr~ve .. r, VOL.XV. p.161, nn.44.) 
i''" 'En R111io d111, enl!omirmm aermnnnM Cupido 

Arbltno pugnam, Mem ge>~er0111, /""· 

Tu vero hi>~c /r.cem f~ctis prattendir hcmemr, 
//line obswr11 1rube profanil tcgir. 

'49 
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This explanation will bewilder rather than enhghten those not conversant 

with the ~ystem and terminology of onhodox Florentine Neoplatonism. 

Diligent readers of Ficino and Pica, however, will grasp at once that this 

battle waged by Cupid, Venus and Vulcan (who figures here as their 

armourer) agaimt the sun-god Apollo with his following of wiser and 

more virtuous divinities illustrates, on the one hand the strained relations 

between the Lower Soul and Reason, on the other the peculiar position of 

the !\lind. lt will be remembered that. m the struggle between Reason and 

the ba~er impulses mens, rhe \lind, takes no part, nor does it directly mftu

cnce the outcome (hence the expression 'arbitrio tuo'). ,t.Jenr, however, 

cannor completely ignore the disturbance beneath it (hence the downward 

glance and annoyed gc~ture of the figure of ';\1ens') and has ro illuminate 

Reason by the flame of divine wisdom.: 2 

It is inreresting to study. with this engraving in mind, Titian's 'Sacred and 

Profane Love,' in the Borghese Gallery,:a executed not later than around 

1515 when the influence uf Bembo's Arolani was at its height (jig.1o8). 

Though these twu compositions could hardly differ more, both in style and 

mood, nevertheless they have some poims in common. In both cases a vase 

full of heavenly fire is seen in the hand of the most prominent figure; in 

both cases a contrast is expressed between a sublime and a less lofty principle; 

and in both cases this contrast is symbolized by the familiar expedient of 

the bipartite 'pay sage moralise: '14 the background of Titian's painting, also, 

is divided imo two halves, a dimly lighted scenery with a fortified rown 

and two hares or rabbits (symbols of animal love and fertility),rs and a 

7z. &e P·'l1· 

Si vi?tcat Ratio, cum sol~ micabit ill astris; 
Si Vmus, i11 terris gloria furltt<t nit. 
Discite, uwrtalei, tam prll~stam rmbitms aHrll, 
QtMm ratio ig11at"is sa/leta ct•pidinibus.' 

7J.Cf. E.Panofs~y, 8ibl.l4J, p.l7JSS. w:rh references rn previous interpretations. The now 
familiar tide (Amor~ celeste e mondrno) which is, relatively, quire correct $\:ems to 
appear for the first time in D.,\lonre!arici, 8ibl.119. 

74· &c p.64. 
H.Cf., e.g., Ripa, s.v. 'Fccondit~.' 

'5" 



AND NORTH ITALY 

more rustic and less luxurious, bm brighter landscape with a Rock of sheep 

and a country church. 

The two women in Titian's picture bear a close resemblance to a pair of 

personifications described and explained by Cesare Ripa under the heading 

'Felicir3. Erema' (Eternal Bliss) and 'Felicid Breve' (Brief or Transient 

Bliss). 'Felicira Eterna' is a resplendently beautiful, blonde young woman, 

whose nudity denotes her contempt for perishable earthly things; a flame 

in her right hand symbolizes the love of God. 'Felicid Breve' is a 'Lady' 

whose dress of yellow and white signifies 'satisfaction.' She is adorned with 

precious stones and holding a vessel full of gold and gems, symbols of vain 

and shortlived happiness. 

From this description we learn rhar at the end of the sixteenth cencury the 

juxtaposition of a nude woman bearing a flame (the attribute of the 'Mens' 

in the Bandinelli engraving and also of the Christian Faith and 'Caritas') 

with a richly attired lady was still understood as an antithesis between eternal 

and temporal values. Yet Ripa's tenns would not adequately define the con

rent of Titian's painting. 'Felicid Et~.:rna' and 'Felicitil. Breve' constitute a 

moral or even theological contrast as irreconcdable as that depicted in two 

French tapestries in the Musc'ie des Arrs DCeorarifs, where a gentleman 

strengthened by toil, sclf-morrification, faith and hope, and saved by the 

grace of God, forms the counterpart of a lady who remains engaged in 

worldly pur~uits and associates herself with Blind Cupid (figS. I 16, 1 1 7) .'" 

Titian's picture, however, is not a document of nco-mediaeval moralism bur 

of Neoplatonic humanism. His figures do not express a comra~t between 

good and ev1!, but symbolize one principle m two modes of existence and two 

76.Sce R. van Marl~. Bibl.11o, VOL.!!, IQjZ, p-461. The motif of rhe 1rap is nplaincd by Psalm 
x~v.r 5 ( Vulgorc): 'Oculi m~i r~mper ad dommum, quonitnn rpse evrlla de /aqu~o peder 
meor.' In addition rhe 'Amour sacre" rapesrry shows the phoenix ('figura umrrectioni>') 
and the pelican ('figtml parsionir'), and quotes rhe following Psaln1 vcnes (all numbers 
garbled by the weaver): xcvii, rr; xvii, 15; ~~~. 1; ~vi, ro; ci1, 6. The companion piece 
shows a couple of fashionable lovers in the background and IS inscnbcd w11h numerous 
invective~ against Cupid from Ovid, Tibullus, Seneca, Propertius and Sr. Amhro!;e. Blind 
Cupid still wears the string of hcaru around his waist. 
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grades of perfection. The lofty-minded nude does not despise the worldly 

creamre whose seat she condescends to share, but with a gently persuasive 

glance seems to impan to her the secrets of a higher realm; and no one can 

overlook the more rhan sisterly resemblance between the two figures. 

In fact the tide of Titian's composition should read: Gem.inae V eneres. 

It represents the 'Twin Venuses' in the Ficinian sense and with all the 

Ficinian implications. The nude figure is rhe 'Venere Celeste' symbolizing 

the principle of universal and eternal bur purely intelligible beauty. The 

other is the 'Venere Vulgare,' symbolizing the 'generative force' that creates 

the perishable but visible and tangible images of Beauty on eanh: humans 

and animals, Rowers and trees, gold and gems and works contnved by an or 

skill. Both are therefore, as Ficino expressed it, 'honourable and praisewonhy 

in their own way.'17 

That Cupid is placed between the two Venuses, though somewhat closer 

to the 'terrestrial' or 'natural' one, and that he stirs the water in the fountain 

may express the Neoplatonic belief that love, a principle of cosmic 'mixture,' 

acts as an intermediary between heaven and eanh;78 and the very fact that 

Titian's fountain is an ancient sarcophagus/9 originally destined to hold a 

corpse bur now convened into a spring of life, cannot but emphas1ze the idea 

of what Ficino had called the vis generandi. 

Titian had no need to explain his 'Sacred and Profane Love' by a learned 

Larin poem. Even those ignorant of the correct title Geminae V eneres can 

understand the picture, and it IS the ~cholar, rather than the 'na'ive beholder' 

who finds it difficult to imcrprer. Where Bandinelli 1s complicated and 

severely linear, Titian is simple and sensuously colouristic. Where Bandinelli 

JS obscure and dialectical, Titian is clear and poetic. And where Bandinelli 

77· Se~ p.!4J. 
7!1.Cf. P·'41SS. Furthermore cf. Ficmo, Crmv., 1, >, l• Bib/.1)0, p-'3" ('Amor" origiruting 

from 'Chaos'), and panicularly ibid~ vl,J, P·' J41: 'Atque it~ amorem r~ lmiurmodi mu:rion~ 
medium qUt1ldllm effe:ctum esu 'L·ulumur rnter pulchrum et 11011 pulchrum, ulTimque 
pllTlicipenz.' The symbol1cal s<goilicance of the action of T1t1an's Cup1d was brought 10 
my attendnn by Dr. Otro Brendd. 

79· The reliefs on the sarcophagus, invemcd by Titian in the classical style, have not yet been 
explained. 
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shows 'Reson and Sensuallyte' in a biner and undecided struggle, Titian 

depicts a wonderful hannony between intelligible and visible beauty. In 

shan: In the one case we have Neoplatonism interpreted by a Florentine 

Mannerist, in rhe other by a representative of the Venetian High Renais

sance. 

Wirh all irs originality Titian's picmrc is not unrelated to earlier tradi

tions, both in iconography and composition. 

The Renaissance was well acquainted with the fact that Praxiteles had 

made two famous srarucs of Venus, one draped, the other nude, and that the 

nude one, after having been refused by the inhabitants of Kos, had become 

the glory of the Isle of Knidos.80 It was probably on the strength of this 

information that Manrcgna was advised to include 'two Venuses, one nude, 

the other draped' ('doi Veneri, una vestida, laltra nuda'),8' in his 'Realm of 

Comus,' an assembly of classical divinities enjoying the music of Orpheus 

afu:r the ejection of undesirable dements. That these doi V eneri were 

already Intended to represent the celestial and 'terrestrial' or 'natural' 

Venus cannot be proved, but seems very probable, for some of the learned 

friends of Isabella d'Estc for whom the Comus picture was executed were 

great authorities on 'Platonic' love,82 and Lucian had referred to the nude 

of Knidm a~ 'A~poO[·n'j OUycxvkt.R' At any rate the juxtapmition of a nude 

Venus with a draped one was demonstrably familiar to a group nf human

ists and artists closely connected with Titian's own circle. 

8o. Pliny, Nat.Hist .. xxx•t, >o (j.A.C)vcrbeck, Rii>/.!J6, no.>u7). The pasugc is quoted by 
L.G.Gyraldus, Hib/.!17, •·ou, col.J95 and M.Equicola. U,J, Bibi.S4, fol.OO, v. 

H1. For rhis picture, wh1ch wa' left unfinished by ,\hnrcgna ~nd was completed by Lorenzo 
C..osu (now Louvre), see R.FOrster, Ri!J/.Q(i, pp.?S,>H,>7J; also }.Cartwright, Ribl.j8, 
VOl. I, p.j6jSS. 

H1. Equicula was J.abdla's pri,·arc sccrcrny, and Bcmbo and Calandra wert e•·cn directly 
concerned with tbe "Comu~· picture for wb1ch ,;cvcral artists had been considered before 
Mantegn~ acccprcd the comm>s.,ion; Bcmbo w~s asked to •pproach Gio~ann> Bellini and to 
supply hirn with the inven:wnc in case he •hould accept. and C31andra curied on rhe 
ncgotiauons with 1\\antcgna and fumishcd the dcS<:ription from which the doi Venere 
p•••~gc W>s quutcd. The dcfinitl'·e program is •aid ttl have been worked nut by <me Par ide 
da Ccrcsara (cf. J.Canwr>ght,/lrb/.5~- p.nd. 

~j. Lucian. De lm~xinibru, > J (O•cri>e<"k, Bib/ q6. rw. 1 'p). 

I 53 
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The scheme of composition, however, derives from a very early type for 

which the term 'debating-picture' would be a good label: a representation 

of two allegorical figures symholizmg and advocating two divergent moral 

or rheological principles. lt is interesting to note that such debates or 

IJIJ'.')I..pfaE!<; were frcguem in classical literature, whereas classical art had 

confined itself to the more drama ric representation of actual contests such as 

those between Apolto and Marsyas, or between the Muses and the Sirens: 

it rook the Christian emphasis on the 'word' w bring about a 'dialogue' 

type~" which could be adapted to the disputes of abstract personifications. 

\Vhcre the debating partners stand for such notions as 'Nature' and 'Reason' 

(fig. I r 1 ), or 'Namre' and 'Grace' ('Nature' often identified with Eve, 

'Reason' or 'Grace' with the Virgm Mary, that is: the 'New Eve'), one of 

them i~ frequently nude while the other is draped; and it is quire possible 

that the reverse of the French medal of Comtantine (around 14oo) where 

·~ature' and 'Grace' are ~hown on either ~ide of the Founr:nn of Life 

({ig.110), wa~ as well known to Titian as was m obverse to the sculptors of 

the Certosa di Pavia.'·' 

In all the~e imtances, as well as 1n an amusing Byzantine miniature where 

St. Basilms is sho~vn between 'Wordly Happiness' and 'Heavenly Life' 

(fig.109),"6 the draped woman stands for the loftier principle and vice versa, 

8~. See F Snl, Brb/.>97; ah.o W.Artdt. Brb/.14. 
85. Cf. F..Panofsky, Bib/ '4l• p.176 ond PL.Llllll. {igs.110 and 1 r 1. The mflucnce of the medal 

nf Comtontmc was first con1ccturcd hy G. von Bewld, Bibi.H; for the reliefs of the 
Certosa di Pavia see). von Schlosser. Ribi.JOJ. PL.x..~u and fig·•4· For the derivation of the 
type which here appeus in a slighrl.v seculari1.ed form, sec the rniniar:urc frnm Verdun, 
Bibl. de Ia Vrllc, ms.• 19 (our fii!:-79), where the Church and the Synagogue (the latter half
nude) ore placed on either side of a cJrculor fountam-l!ke object from which er\!ergcs a 
sn•all cross. 

86. Pari>. B1bl. Nat., ms. Grec· 9'1- fol.z7'. Th~ ~xplanotiun of th1s rnin1arure brought to my 
atrentl!ln Uv Dr. Kurt V.-'e1tzmann l' found in Basilio<. Homilia dicta tempore fomis et 
sicciraris • . ~ligne. Patrol. Groec .• vm.J•, cni.Jl): worldly happmc>S and heavenly l1fe 
arc compared to two dought~rs., one prurient. the other ~hosto ond hetrO!hcd to ChnH. 
The fother is warned not tn depr•ve the chaste daughter 'whn, nwing to her ""'"'" 
vinuc is endowed w1<h the quahty and t•t!t of a bride' in hvour of her si>tet. and !S 
adv1scd tu provide her wJth 'decent raiment, lc~t she be refused hy her hr~degroom when 
~he •pj>(atS before him.' .,. 
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whereas in Titian's Geminae Veneres the roles are reversed. This is not 

surprising in view of the ambivalence of nudity as an iconographical motif. 

Not only in the Bible bur also in Roman literature actual nudity was often 

thought objectionable, becau~e it indicated either poverty, or shameless

ness.81 In a figurative sense, however, it was mosr!y identified with simplicity, 

sincerity and the rrue essence of a thing as opposed ro circumlocution, deceit 

and external appearances. All things arc 'naked and opened unto the eyes' 
of God.88 A yu{J.w);; A6ro<;; is a straightforward, honest speech. Nuda 't>·irtus 

is the real virtue appreciated in rhc good old days when wealth and social 

distinction did not count,89 and Horace speaks already of nuda Veritas,i0 

though the Greek writers, characteristically enough, rather imagined Truth 

as dressed in simple garments. 91 

When, at the end of the clas.'iical period, actual nudity had become so 

unusual in public life that it had to be 'explained' like any other 'iconographi

cal' feature, the explanation could thus be both damaging and favourable. 

The same writers who were profuse m disparaging the nakedness of Cupid 

and Venus, interpreted the nudity of the Graces as a ~ign of unspoilt loveli

ness and sincerity.i2 In the Middle Ages the Horse-Tamers on Monte Cavallo 

were believed to represent two young philosophers named Phidias and 

Praxiu:les who wished robe ponrayed in rhc nude because they did not need 

87. Ch~nc!eris!ic passage> from th~ Bible (s~tting aside Grn,.r., ru, 7 and rl(, ttss.) arc: Apoc., 
m, rS and l(Vr, '5; }er/!111., ~'"· r6 and Nalmm, 111, 5· As w Rom•n literature sec, e.g., C1cero, 
Tmcui., rv, 1.1 (70/7r) wtth quu!:Hion from F:nnius: 'F/agiti ~incipium est rwdare i11117 
chits corpora.' 

88. Hebr., rv, r 1 'Onmia autem mrda er apara mm oculir £itll-' 
SQ. Pctronius, Sat., R~: 'Priscis umporUnu cum ad/me nuda VITIUJ placerer.' Cf. Seneca, D~ 

Brneficiis. 111, r~: 'Vrrtw ... non eh~;it dmuum nee cenmm, nudo hrrmine conten/4 est.' 
9"· Horace, Carmina, '-'4•7. 
9'. Philostrattls, lmagint·s, 1,17 (Amphianos). 
91.Cf., e.g., Fulgennus, Miwlogiae, rr,r, P-'io Helm· 'ldro mdae runt Carrter, quia umnis 

gtatill neuir subtilem ornatum;' Scrvius, Comm. in Am. 1, 710; 'Ideo aurem nudae runt, 
quod gratille sine fuco essr de bent,' .'\1ythognph.us Ill, r r, I, Ribi.;S, p-»9- 'Nudae 
pinK~Jntur, quia graria sme fuco, id est non rimulata er ficra, red pura et sincera rue debet.' 
This posi!ivc >nterprNatron of the nude Graces w» !o survi,·e m Renaiss:r.nce poetry m 
the ""-m~ woy os the n~got!\·~ mt~rpr~tation of n~dc Cupid. 
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eanhly possess10ns, and because everything was 'naked and open unto 
rheir eyes. '93 

Mediaeval moral theology distinguished four symbolical meanings of 

nudity: nuditas natura/is, the natural state of man conducive to humility; 

nudita.s temporalis, the lack of earthly goods which can be voluntary (as in 

the Apostles or monks) or necessitated by poverty; nuditas virtualis, a 

symbol of innocence (preferably innocence acquired through confession); 

and nuditas crimina/is, a sign of lust, vanity and the absence of all virtucs.94 

Artistic pracuce, however, had practically excluded the last of these four 

species,9~ and wherever mediaeval art established a deliberate contrast be

tween a nude figure and a draped one the lack of clothes destgnate~ the 

inferior principle. A good instance of nuditas natura/is is furnished by the 

abo\'e mentioned dialogues between 'Nature' and 'Grace,' or 'Nature' and 

'Reason.' 

It took the Proro~Renai~sancc spirit to interpret the nudity of Cupid as a 

symbol of love's 'spiritual nature' (Francesco Barberino), or to employ an 

entirely naked figure for the representation of a Virrue; yet even then a 

man appeared at fir~t less shocking than a woman. Nicolo Pisano could use 

a nude Hercules as a persomfication of Fortitude as early as around 1260 

(pulpit in the Baptistry of Pisa),~6 but it was nor before IJOZ/J 310 that his 

9J.MiTabilia Vrbi.r Romae, u,z, Ribl.zJ;.lr slwuld be nored rhar rhe ph~~se hne used ('Omnia 
nuda o aperta") is a quorarion from Hebr. IV, q. 

9of. See P.Berchorius, Bibb7, s.v. "Nudus, Nudiras.' 
95.Nuditas mrtur~li.r is found m Kcnes from G~e.ri.r, Last judgments, souls leaving their 

b.od1es, savages, and. of cour><:, martyr scenes and sciennfic !llusrralions; nudrra.r cr.rmo

nali.r in rep~esenrariun; of pagan divinirics, devils. vices, and sinful humans. Cf .. ro quote 
a few characterimc in>tances, the 'mythographical' images of nude Love (in addition to 
those mentioned above, sec, e.g .. P.Knstcl!cr, RJb/.17_., PL.<:), pocrures such as rhe "love
spell' m rhe Sriidtisches Museum ar Leip1.ig~ and the maJority of profane repre~nta
tions of the Gothic penod p~nicularly frequenr in rhe minor arr> (cf. R. van ,\hrle, 
Rrbi.Ha~ H.Kohlhau:;.~cn, Bib/.17'~ \\'.Bode and \V.F.Volbach, Bibi.J9). Two st~iking 

onsrances are found in D~r Wil/J·cbe Ga!t; The "Sinful Soul' chamed by the V.rces (A. von 
OechdhOuscr, Ribi.'Jl• p.56, no.Bo), ond the 'Umugcnd' wirh her odhcrems (Oechel
hau!;l'!~. ibid~ P·59• no.H4; in 'iOme manll';cripts the 'Vmugcnd,' as in our {ig.HJ, is 
erroneously inscribed 'Dugende'). 

96- G.Swarzcnski, Ribi.JJ>, PU7. ,,. 
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son Giovanni dared to include in the group of Virtues which in his pulpit in 

the Pisa Cathedral supports the regal figure of Maria-Spoma-Ecclesia, a 

Temperance or Chastity fashioned aher a classJcal 'Venus Pudica' 

(fig.IIJ).ur 

Iconographically these naked personifications of virtues arc snl! of a 

strictly ecclesiastical character, and this is also true of the earliest render

ings of 'nude Trmh' who appears at first (around 1 350) in the company of 

a draped J1isericordia, to illustrate the verse in Psalm lxxxiv: ·~·1crcy and 

T rmh arc mer together; Righteousncs.'i and Peace have kis~ed each orher' 

(figu tz, 1 14)."·' In the Italian Quanroccnto, however, the concept of 

97·S.,c P.Bacci, BJbl.l'f, {igu6,17~ A.Ve•uuri. Hih/.373• PLtm,to2; for the connection with 
dos.ical sratuary .•c• ). von Schlmscr, H1hl.)o6, 1'-'"f'"- In spite of Bocci's illumin~tmg re. 
marks (p.6JSS ), there is still sm11e confuswn "'w the iconography uf th.e pulpit (d., e.g .. 
\V.R.\'alcntmcr, Brbi.J~J. p.76ss.). As Bacci has sho,.n, the nude figure repreo;,nts nut 
Prudence, hur Tcmpcr~ncc or Chastity, whole the figun: wreathed with 1vy and carrying 
a composs and a cornucopia (Bacci. Pl.'J) is not Temperance, hut Prudence; Bacci 
correnly refers to St. Ambrmc, De f'>lradnu, "-here, hy the way, the source of the vuy 
cnrnucopia-~ymhol of nches-can be found in the phrase. 'Non tnim a/Jguna, sed dive:~o 

ruilrtatmn pmdemia est' (M1gnc, Patrol. lat., \'OL.to+, col.>97). Simil.rly the figure sup
ported lly th.e four cudi110l Vinues, a crowned woman nursHlg two bob1es (Bacci, figl. 
':, ><J) is nm an •llegory nf the ~arth, or even of P>Sa, but ho. been correctly identified by 
Hacc1 wirh d1c Church. This interpretation can be corwborated b)' the following poSSllge 
from the rno~t outhonta<we CIH!lmentary on Solmno1l's So1l1{: 'Ecclesia~ /mius IIbera mm 
duo reiimm:nla, de qu1bus md~s anmuu lac docrri11Qr m1mm1, ricm pan.'uli lac de uberibur 
manum m!{Um' (Honorius Augusrudun., Exporirio ill Ctmloc. Cant/C., 1, 1, Migne, Patrol. 
/at., \'OL.I7'· cni.J6'; d. ~!so P.Bcrchurius, H1bl.>7, ,_, .. 'Ubera'). The only figure mll ncedmg 
cxplanat10n is the Hercules (Racci. fig.11) who, unlike the llcrculcs in N1colo P1sano's 
pulp!!, cannot stand for Fortitude because thiS \'irtue is alreadr represented an10ng the 
four figures ~upponing the ,\1ar~a-Sponsa.I:~:dcsia. lie may ~ynoboliu the concept of 
·virtus generalis as opposed to the seven (or lllnrc) 'peciol ''irtuos. Th.is con~<·pr "'"' a 
definitely 'modern' une: m the third ljUarter of the ljth century Antonio F1hrcte snll 
<:onSidercd tile repre:;:enta!lon of vinue 'm rma so/~ figura' "'a new problem (d. F. Ponofsky, 
Hibi.:.B. p.151 s:s., • ~JSS.); but he had a fnrerunner m the person of Francesco B.rberino (d. 
p.117S>.J whn, at nactly the same !moe ar wh1ch Giovanni Pisano's pulptr w~s mode, 
had tned to refute the belief thar 'virme in general' was not depictable ontl had flroposcd 
til rcprncnt it b~· a S,m,~un-or-1-ierc·ules-like figure rcnd111g a liun (f.Fgidi. Bib/.~1, P-9' 
and fig. p.H9J. 

9~-Pr., lx.\x\', 10 (lnxi•·, tl). Thc eadiost lmi3!\Ce known to the writer is •nlla mini•ture in 
cod. Pal. lat. 1993, of '350/51, our fiK-''4• d. no"' R.Salonmn, Bib/.'9-+• P-'9• PL.~~xn. 
U>ually this scene is 1llusnoted by two draped "<Hncn meeting os i11 a \'i~itotion, and 
this is ~lso true of rhc Urrccht Psalter and ot> deri<·ati,·es. But in this group of 111anu~<:nprs 
the fullowmg vcr...: ('Truth sho!l spnng out uf the earth, and rightcousnes.> sboll look 
down frum l1cann'J ~~ illu"ratcd by • group "hich >eemingly i11c·ludcs a nude Truth; 
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'nude Truth' came to be transferred to a secular plane. Chiefly responsible 

for this was Leone Battista Alberti who in his 'T re:ni~c on Painnng' (first 

Latin ven.ion 1436) called the attennon of modcrn-mmdcd painters ro the 

'Calumny of Apelles' as described by Lucian: the convicnon and punish

ment of an innocent victim belatedly vindicated by Repentance and Truth.90 

In his description of this allegory Albeni followed Guarino da Verona's 

faithful transl:uiun of the Greek text. Bm while Luc1an, silcm as w rhe 

appearance of Trurh, had descnbed Repentance as 'wecpmg and full of 

shame,' Alberti reversed the situation by ~aying: 'after Repentance, there 

appeared a young girl, shamefaced and bashful, named Trurh' ('una fan

cmlletta vergogniosa et pudica, c!Jiamata: fa Verita').w'1 This sluft of the 

Truth is represented ~• ~ practic~lly n~ked child lifted U_v a woman who >t~nd> for 
Earth, cf. E.T.DeW~ld, Bib/.74. p.JR, PLLxnnl. and M.R.James, Bib/ '54· p.jl, fol.ljO, v., 
our fig_,, (incorrectly idcmifying th.e woman w1th. Truth instead of E<~nh). However, 
Oe\Vald is absolutely right m pointing our rhar. from the \'lew-point of representational 
traditions. th!S group is nvthing Lut a Virgin Mary wirh rhe Infant Jc~us, Chnst bc1ng 
Vcrit4<, accordmg to St. Juhn. ~i•. li_ 

99· Cf. R.Fiirster, Bib/.gll, and R.Aiuocchi, Bib/A 
100. Cf. R.Forstcr, Bibl.tjl, p. jj5., where the other versil>ns ue abo reprinted and R.Altrocchi, 

B•/>1.6. P-459 fur the due of Gu~nni\ rran<latt<l11, and 1'-4~7 fur the Triompbo della 
Calumni,o by Bernardo Ruccellai. The phro"" in <]ucmun reads as fol!o\\s m the 1·aroous 
rcdacuon" 

l.ucJan. 
Calm11n., 

'"'"'PI~no 
r~;, lvi1., 
Mn:ho<"i <i; 
ToU11:iow 3"xp0-

0J00 >.o\ fliT 

"l~oU.; "~'" 
rlJ• "AA~O"a' 
:<pOO<O(;OO> ""-

"~'"'"""· 

,,a 

Guarino 
Guarini of 

Verona 
(l-t<>il) 

'uhortis igi-
ru.- bcrimis 
hec [VIZ., 

Pe11itentia] 
rctrovcni-
tur. ur pro-
rluS accc· 
den rem Ven-
ratem puJr-
bunda ru5Ci~ 
pin.' 

L.R.Aibeni 
(Larin 

'P~nitemia. 

proxomc >O~ 
quentc pud-
ica et ver-
t•nmda I' cr-
irate.' 

Anonvni(>US Bern•rdo 
translation Rucccll~i, 

of 1471 \13er- Tt~ompiJO 

ILn, Staars- della 
btbl., cod. Calumma 

Ha<nilton 416) (around 
'-\91) 

'I.Jcrim~ndo si 'La rarda 
'nita indicrro pcnitentia '" La t'<'rit4, chc negro •m•nw 
ne v1cne t•~r-
KU~/1010 ct "~ Sguorda 1~ 
mida raghuar- t•eritli, ch'C 
<lando.' nuda e pura.' 
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epithet pudica or pudibunda from Repentance to Truth-so small a change 

that it has escaped nonce thm far-1s yet Significant. For, while repentance 

unpla:s a feeling of gmlt abn to shame, Truth could not conceJvably be 

'shamefaced and bashful,'-wcrc tt not for her nudity tt is evident that 

Albeni already Jmaglllcd Trurh ;lS a naked figure of the 'Venus Pudica' 

type, as she appcHs in Bunicdli's Cffiz1 pant:! anJ many other p;uaphr;m::s 

and representatiom uf the Calumny theme (fig.t 1 5). 

Thus the figure of uuda V entas became one of rhe mnsr popu!Jr per

~omficatiom in RcnaJs!>ancc and Baroque art; \'>e have already encountered 

her in rhe numerous rcprcsentMwns of 'Truth unn:licd by Time.' And 

nudity ~s such, cspccJally when contrasted wuh ItS uppos1tt:, c;une w bt> 

underswod as a ;ymbol of truth m :1 gencr~l philosophical sense. It was 

interpreted as ~n exprcsswn of mhcrcnt beauty (<ptr~'/.6'1 'l.!iJ...Aoc,, pulc!Jn

tudo innata) as oppo~cd ro mere acce.~sory charms (E7:do-~x-.ov :d.AAoc,, 
ornmuellt/1711) , ''" ~nd, w1rh rhe n~c of rhc ?\: eopbromc mm·ement, it came to 

signify thc ideal :md Jntclhgible ,lS opposcd ro the physical ami sen51blc, the 

s1mple and 'true' c~scnec as opposed to ns vaned and ch~ngeable 'imagcs.'ll•~ 

Thus we can e~;dv ~ce how the first author who alludes to Tman's 'Sacred 

and Profane Lovc,' a poct by thc name of S. Francucci ( 161 3), came wIn

terpret the nude figure as Reltii disornata and to s1ng her pra1se at the ex

pense of her overdressed companion: 'She know~ that the noble heart loves 

and reveres unadorned beauty while the barbarous heart delights in bar

barous pomp ~1milar to ihelf. And when Beauty, rich in native graces, i~ poor 

101. Cf. E.Panofskr, Bib/.I4J• p-!74 with quotation of a passage from Alberti (D~ r~ aedtfi
cat., VI,>) and it~ class<eal ~urce (Cicero, Dr Nat. Dear, 1, 79). Cf. also Propcrtms, 
Eleg. r, '·brought to my aHtntion by Profe,or Gotlolphin: 'Quid iuvat omato proccdrre, 
vita, captllo Et tenueJ Co~ vesu m=ere JlnuJ? .. ' 

JOI.Instrucrive innances of iconographiCal nudity in RipOs /conologia-setting ~side the 
'Felicir:i Ererna' already discussed-are: 'Amici:tia,' 'Anima,' 'Bellczz.:.,' 'Chia,-,u~,' 

'lngegno,' 'Sopienza,' 'Verit.O,' 'VirrU huoica' ln the Vemce ed1tion of r645 (Ribi.1S4) 
a persomfication of 'Idea' is odded: she, roo, is nude to connote her as a 'rort1111Z/J rem
plrciuima' (accordmg to Ficino) but she wears a tnnspucnt white veil to signify her 
purity; like the 'Felic<ta Erecna' and Titian's 'Vencre Ulestc' she also has a flame. 
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in gold, it [the barbarous heart] looks down on her, as though the sun in 

heaven would adorn himself with anything but his own rays.' 10~" 

'Sacred and Profane Love' seems to be the only composition in which 

Titian paid a conscious tribute to the 1\:eoplatnnic philosophy. However, 

the idea of Two Venuses, one symbolizmg the ethical, the other a merely 

natural principle, is not absent from his later work. \Vhile compositi~ms 
such as the numerous vanations of the Recumbent \'en us, of the Toilet of 

Vcnus,103 of the Feast of Venus according m Philostr:uus,"" of Venus and 

Adonis, etc. glonfy the goddess as a divinity of animal Ucaury and sensual 

love, others idealize her as a divinity of matrimonial happinc~s. 

It IS in this role that Venus appears in two of Titian's mo~r famous 'sym

bolical' pictures: the so-e,J.\led 'Allegory of the Marquis Alfonso d'Avalos' 

in the Louvre, and the so-called 'Education of Cupid' in the Borghese Cal

lery. 

The 'Allegory of the Marquis d'Avalus'-which in reality has nothing to 

do with this worthy general'0~-shows a distingUished, solemn-looking 

gentleman in am1our, affectionately yet respectfully touching the breast 

of a young woman who pensively holds on her lap a large glass globe (fig. 

1 18). She is greeted by three figures approaching from the nght: winged 

LOla. The p:lSSage in Fr.mcucci"s La Galleria del 11/w;triuimo Signore Scipumc Cardmal 
Borghe<~ which for~ tLme seemed to defy vcr>licatE<>n (cf. F.l-'anohky. Bibl.>4), P·'H) 
h3S been identified by Dr. Hanns Swarzcnski in the Vnicarl L1brHy, F<mdo Burghcsc, 
S.!V, TOM.ml, fol.55s. The sran~-a 166, trarlslatcd in rhe tc>.t, reads: 

'Sapea Cosrci cbc quamo s'ama e apprc~:-'1 
/)i>Omata bdrJ da cor -~~mil~, 
Tlln!O barbaro cor prcude va~/J,·:~a 
Di barbarica pompaalui simile. 
E se pouera ~ d'or ricca beiiHZA 
Ill rrarie graric, ei Ia si punde a ui/e; 
Q1<1ni cbe d'altro /adomaue mai 
Nel Cielo i/ so/ c!Je de'moi proprii rai.' 

>o;. Cf.S.Poglayen-:Seuw~ll. Bib/.!7 1. 

104. Cf.F.Wickhotf, Bib/ 199· 
105. See the conclusive article by K.Wilczek, Bib/.4oo.Wilczck t~ntatively dates the pictur~. 

not in '5Jl• as had been generally assumed, but in the fifth. decade of the cerltury, wh.ich 
seems to go a little too far in rile opposite dirccrion. 
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Cupid, carrymg on his shoulder a bundle of sticks, a girl wreathed with 

myrtle whose expression and gesture reveals intense devotion, and a third 

figure raising a wide basket full of roses and glancing heavenward with 

JOyful excitement. 

The subject of this composition is nor the !eave-taking of a condottiere 

going to war, as was believed when the male figure was held to be identifiable 

JS the Marquis d'Avalos, but, on the contrary, the Happy Union of a 

betrothed or newly married couple. The gesture of the gentleman is found 

in such representations as the Retrorhal of Jacob and Rachcl100 or, in even 

more hieratic form, Rembrandt's 'Jewish Bride;' and the three additional 

figures are none others than Love, Faith and Hope, provided with special 

attnbutes suitable fur the occasion. 

Cupid stands for Love by definition; but the bundle which he carnes in

stead of his customary weapons is a we!l-known symbol of unity. 107 The 

impassioned girl behind hnn is characterized as Faith by her expression and 

ge~ture, w.o bur thanks to her wreath of myrtle she qualifies for the special 

office of a 'Fede Maritale;' for the myrtle, the perenmal plant of Venus, and 

thus a symbol of everlasting love, \Vas called myrtus C07liugalis in classical 

literature.""' The third figure, finally, is identified as Hope by her ecstatic 

w6. Painting by Dirk 7.andvourt, Bcrlirl, Prinrc Collce~iorl, brought to my 3ttm(lorl by 
Dr. Jacnb Rnserlberg. 

107. Ripa, s.v. 'Concnrdt3' Tbc fQscio sigrlifies 'Ia moltirudine de gr ammi tmm insiem~ col 
'!:mcolo ddla ctVuti et del/Q siucerirti.' Funhcm1ore s.v. 'Union~ C>Ylie.' In ~n. the 
bundle a• a wmhol of unitv is found, e.g., i" Paolo Veronese's 'VirtU Coniugali' in the 
V!ll~ B~rb~r~-Giacomclh ~~ Maser I ill. in G.Fmcco, Bihl.<;>, PL..xxxvm), and evc[l irl 
Rembrandt's 'E.endr3cht van b~t !.and' in rh~ Boymms l\1useum >t Rotterdam. 

wKCf. Ripa. S\'. 'Fcde Cartolic~· ('Donna ... cbe ri unga Ia destra mono wpra il pella'), 
and c·ounrlcss rcprcscrlr>rions of Faiths. pra\'ing s3ims ere. irl Vcron~5.1''s 'Fedelu\' or 
'Happy Unmn' !Brit. ,\Ius., no.q16, ill. in G.'Fmcco, Bibi.')J, PLLXUIX, >) the loyal lady 
is alnoost copied from the figur~ irl Titi•rl's Louvre painting; ~ dog, the proverbi~l 

•ymb<>l of FJJldity (e.g,, Ripa, s.v. 'Fedclti'J is ch3irlcd to her g•rdle, wh1lc • Cupid rries 
to unkash him I d. for this motif a picture of Sebasriano Ricci showing Cupid draggi"g 
away a d<>g frnno Venus, emitle,J 'Amour jaloux deb F1do\lir~,' Bordeaux, i\toso!-e, no.56). 

IO').Plirly, Nat. Hisr., n,,,, For the myrtle"' the plmt of Venus see P•uly-Wissow~, 

Brbbs6, ''OL.xn,v,s.v. ',\-lyrtos,' espec13lly col. 1 1S1. Forth~ later period see, e.g~ Mytho
graphus Ill, 11, 1, Bibi.;R, P·''9> Boccaccio, Geneal. Deor., 111, ''• etc. ,,, 
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glance (occhi alz.ati, as Ripa puts ir), 110 and br the basket of flowers which 

are the attribute of Hope because 'Hope is the anticipation of fruits;' 111 but 

that the flowers are roses conveys a parallel meaning ro the substitution of 

a bundle for Cupid's qu•ver, for the rose denotes 'the pleasures of permanent 

congeniality.'112 

The significance of the globe on the lady's lap is less eas1ly explained, the 

sphere being one of the most variable quantities in iconographical equations. 

Dr. Otto Brendel, who is preparing a monograph on the subject, suggests 

the interpretation of 'harn10ny,' one of the commonest meanings of the 

sphere as 'the most perfect form,' 113 and tins works in well with the sym

bolism of Cupid's bundle and Hope's roses. Bm that the sphere is made of 

glass destgnares tf1is ham10ny as easily broken, because glass 'sigmfies by 

its fragility the vanity of all th1ngs on earth.' 111 And tfus IS perhaps the finest 

point of the whole allegory. The man, while solemnly taking possession 

of his bride, consecrates to her his love, faith and hope; she, in accepting both 

his sway and his devmion, finds herself responsible for a thing as perfect as 

it is delicate: their common happiness. 

Titian's painting is, however, nor only an allegorical but also a mythologi

cal portrait. The affectionate relationship between a beautiful woman and 

a man in armour, combined with the presence of Cupid, suggests Mus and 

Venus. In fact: while some of Titian's followers and imitators attempted to 

vary (not very successfully) the ;lllcgoncal elements of the 'd'A\'alos' com

position, m others employed it as a model fur double portraits of elegant 

110.Ripa, s.v. 'Speranza d1vina e ccrta.' 
111. Ripa, s.v. 'Sper~r1za,' 11. 'Ln !{hirla?lda di fion . sigmfica Sperm'::d, sperandosi i frulli 

all'apparire, cl!~ famw i fiori' 
111.Rip•, s., .. 'Amicizio.' 11: 'La Rosa Jignifjca Ia piaccn·olez~ quale H'"'"'~ de•·c essere tra 

gli amici, erundo fru /oro comi11ua unioue di t'olo11tiJ' 
IIJ.Cf. e.g~ Ripa, s.v. 'Sc1er1za:' 'La pal/a dimosrra che Ia Jde11'Ul 11on /.'a crmtrarieu1. 

d'opinirmi, come /'orb~ 1wn /.'11 comrarietiJ di moto.' 
114. R1pa, s.v. 'Miseria ,\lor1dana' (a wornar1 with her head in a ball of tramparerlt glass)' 'II 

vetro .. mi'IUTa Ia va11itiJ delle core mm1dane per Ia fragilirti w~.' 
tls.Two of rhcse variations ill. m O.Fischcl, Bib/.94, p.IIL So popul~r "'""the 'D'A,·alo•' 

cornpositiorl that it was even copied in faience (Rome, Pala>.zo Vcnc..ia, With the gla" 
ball replaced by~ water melor1). 
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couples masquerading as .\'Iars and Venus. This is the case, for instance: 

with a painting of the school of Paolo Vcroncse; 116 with two paintings by 

Paris Bordone, one of wh1ch, at least, 1s demonsrrably a marriage picmre, 

for the lady is shown picking, nor a lemon but a quince, the wedding fnut 

par excellence (fig.l21);1n and With a picture by Rubcns.''s 

It may seem peculiar indeed to porrray respectable couples and even 

newly-weds under the guise of tvlars and Venus whose relationship was nor of 

the most legal. Y ct this device was not without precedent and jUsrificanun. A 

union between beauty and valour seems, m a way, more natural than a umon 

between beauty and craftsmanship; in fact there is evidence m Hesiod and 

Pausamas that i\h.rs had been the legitimate husband of Venus long before 

Homer f1ad marned her off to Vulcan, 119 and that they had a daughter by 

the name of '.\?IJ.OVicz, that JS: llarrnony. This old tradition was never quite 

obliterated by the Homeric version. It lingered on, in somewhat distorted 

form, in late-antique and mediaeval mythography, 10
'0 and in the more erudite 

writings of the Rena1ssance; 1 ~ 1 it was taken for granted by a Byzantine poet 

named Maxunos Planudes '.'.'ho describes the wedding feast of J\Llrs and V e

n us as though she had never been married to Vulcan;'~" and, what is more im-

1 16. F rar1kfort. StlJch.chc< Kun~tin"<litut. 11o.8'-)J. As 111 th~ pa·ture h~· Scb•sriano Ricci, 
Cup1d "m\uh~d in a fit:ht with~ d"g wl10 i11 this t·a..., 1S the al(~;rc,sor. 

''7· Vienna, Kunsthi>t<>nsches .~·lu>eunl, no.'J.l· 1 wish to tha11k ,\lr.. F!cannr C .. '\.1an1uand 
for having idcnnfied the 'lc•uun' •n 1his l"cture as a ']uinc~ a11d for ha\'ing called my 
attenti<>!l to" gre•t 11U111ber nf tnt> tcsnh·m~ w the old Cll~Will, allegedly snncrinncd lw a 
Solonian law, of prescmmg <:oupks wnh a di'h nf <jl!mccs on their weddmg da;.·; d .. 
e.g.,Ripa, s.v. '.'\lamn•nnio,' And HN F.llacoml>c, Bib/.8J, P·'H-'· Th~ other Burdon" 
pinurc (Vienna, no.,46l show> ,\\an di,<·Jrming Cupid wf1ilc Venus f1olds a bund1 of 
nt)•rtlc in her hnsom, ~r1d ~ ynur1g wnm~n "busy wtth more 111yn!~ tv.·igs. 

"S. Dulwicf1 Galler\·. illu<tratcd in R.O!Jenbourg. Bib/ 'H· p.JJO. 
119. Cf. Roscher, Bti>l.''-)0, s v ':\rc>,' cspcclnlly co!A46, and 'Ham1onia.' Professor Godnlphm 

h~s called my ~ttcnti<>n tn the ~r1c1cnt tradition accordmg ttl whicn ll~phaistos, in tum, 
"as r11arricd, n"t to Aphrodite, bur to cnaris (Homcr,//.xvm, )81) or t\gb•a (llcsiod, 
Tbeagan., wsl. 

!w.Cf.e.g., Mythographus I, 150.1\'1 and .~1ytflographus II, 7S, wn~re Harmnnio is mi•· 
named Hcrn1itmc las is almost a gencnl rule in mediaeval !itcrarure) and in addit1on 
called'<'>: Marrix et Vencrix adulterio nat~.' 

tlt.See e.~.,;'\;aralis Col\lcs, Bib/.67, "· 'i• p.1007SS. Natale Conti gives th~ correct name, bur 
sricks m the adulterJO noJ.tQ, although he quotes the Hcsmd pa...,.g~. 

121. The tint· lmlc pocr11 "'"'published by C.R.von Hnl!zing~r. Bib/.'47· i''or Plmud~s. tfle 
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portanr, it alwap remained the basis of cosmological and, later on, astro

logical speculations. With Lucretius, who, we remember, interpreted Venus 

as the great generative force in nature, she alone is capable of neutralizing 

the destructive principle symbolized by ,l\hrs;' 2~ tn Nonnos' Dionysiaca 

and Statius' Tbebais the idea that only love and beauty can temper strife 

and hatred, and that their muon results in universal harmony became so im

portant that Harmonia, the daughter of Venus and Mars, is almost omni

present in both poerns; 1 ~• m every astrological tre~tisc we find the axiom that 

Venus by her mildness tempers the fcrnciry of Mars while he, her 'suitor,' is 

never strong enough to shatter her gcmle power. The Florentine Neopla

tonists furnished profound metaphysical explanations for this doctrine.'n 

Thus, in identifying a distinguished couple with Mars and Venus, Titian 

compared their union, not to the furtive pas.~Jnn of the Homeric loYers hut 

to the auspicious fusion of two cosmic forces begetting harmony. He there

by reinstated a type already familiar to rhe Antomne penod of Rom~n art, 

when allegorical myth-interpretation and mythological portraiture were 

equally en vor,ue. Titian may well have been acquainted with the much re

peated marble group of Cornmodus and Cmpma whid1 shows the imperial 

couple as 'Mars and Venus 111 conjunction,' so ro spcak,' 1~ and the composi

tion of which is nor unlike that of the 'd' Avalos' picture, except for the fact 

that 'Venus,' not ',\-lars,' plays the more active role (text ill. p.r 29). 

well known compli~r "f th~ Amlmlo!{ia Graeca. tran,lamr of ma11v La!in works imo 
Gr~ek, ond, for a rime. Byzanrinc m,·oy w \'enic·~. sec K.Kmmbachcr, Bih/.175, P·l4l"· 

"l· Cf. p.6l. N.77. 
1Z4.Stanus, Thebail. 111, lQ)SS. is q11u<cd by V.Carrari, 8ibl.s6. p.•66. in conclu11un <>f his 

ch3pter on Venus. 
1z~.Cf., e.g .• Pico,11,6. Bib/.:67. ful..:, ur Fic-inu, Cmn· .. ,,R. Bib/.9". p.1ll9' 'DiH ailir, id e>t 

planct!f aiJii, Man (ortimdiu~ pra<·srat Ve1111r lmnc dom~r. . Marm, "' ~~~ 

dicn,rur, compeuit mnlignir~tem. .\fan awe-~n Vcnercm mmqua?lt do111nt . .. M • .rs 
rur11m uquimr Venac·m, Venm .\Jarte-?11 11011 sequi111r, quommN audaci~ '"noiii pcdii
sequ~ eu, >lOll amor audaciae.' 

1>6.51:~ H.Sruan Jones. Bih/.1)7. PI .. 7_1 and S.Reinach, Ribl.>n, VO!.I, P·H6 1n1cminncd in 
j.J.Bcmouilli. Bibl.p. \"OLH.>,1S91. P·''l9) Cf. aho SReinach, t/!ldem, vnu, p.165 and 
voun. p.>n.l wish t" lh~nk Prufe<1.or Margore(c Bkbcr f"r having called my at<entiun 
to these group>. 
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It is an accepted fact that the so-called 'Allegory of the :\hrquis d'Avalos' 

:mric1pares in several respects one of Titian's l:ucsr masterpieces: the T.duca

rion of Cup1d' in the Borghcsc Gal!try (fig.Jn;).'"' In It a beautiful young 

woman with a little crown m her ha1r- her ~lccve rctamed aboYc the elbow by 

a kind of bracelet as m the Lou\ re ptcturc-bhnJfolds a lirrle Cup~tl snuggling 

in her lap, while a second Cupid, his eyes not bandaged, lc:~ns on her shoulder 

and diverts her atre'nnon to himself. Two rmidens approach from rhe nght 

with the weapons of love. One of them proffers the bow, the other, some

what closer to rhc main group, c:uncs the quiver. 

The gcnr:ral meaning of the composttion is nm obscure. Since no other 

Bhnd Cup1d appe.Hs in Titian\ \\·orb v.·e arc )USnficd m interpreting the 

contrast between the t\1"\l linle luve-gr>cls as dehberatc. The mmif of the 

crowned young \\·om:u1 looking oYer her shoulder at Cup1tl!s tlenvcd from 

a cJa..,..,Jcal formula l"Xpres~mg ll"hat might be called "Supern;HUr.ll persua

sion.' This formnb 1s used. for in,tance, 111 llellem~tic reprcscnt:mons of 

Polyphemus or Pans yielding to the mciremem nf F.ro~ (jig.1zo),'"' with 

Eros transformed mto an :tngel, its intluencc on Renaiss<Jnce .lrt is llhlrl!fested 

in Michelangelo's lsa1:1h. The heroine of our piCture, howcn:r, is subject to 

tli~suasion r~rher than to per~u;lsion. She is i.JJnd<lging the eyes of the Cupid 

in her lap. ;md in the nornul course of cvenrs the bow and arrows brought 

111 by the two maidens would be gn•tn to hun, so that he might go our into 

the world to 'do his worst.' 

To th1s the other Cupid emphatically objects: clear-sighted as he is he 

foresees trouble tf the Lhngerous \H';lpnn\ should be handed over to a 

blind little fellow who shoots hi~ arrows ;lt r:1nJum so as to cause short-hved 

and dJsi!lus10ning pa~siom. \\"hether he suggests the removal of the bandJge 

1'7· Thcr~ is. ho·:.cvcr. a difference b~r\\ccn a [!fC" ,,a,rcr renrring ru and tramtiguriog 
hi.< own in,·•·mion,, and n'"dionc LLnitarror' ,.,,,·oning su<eb rurriuwr a< rh~ "fducatLon 

of Cupid" pubhshcd lw \V.R.\.alonunu. /Jih/.JI•+· Hll .L.L<;l\O. PL..!i I now CI\Lc~go An 
lr1•t1tutc) and ir< rdat<>e< in (icnoo ond .\lur1ich 1.-\hc Ptr1ak1>fhck. no4K4. forn1crl;' 1 LJ6. 

ng-lul;· <horaunitnl hy ,\lnrclli "' ·,,.r Cl<'n a '~1""'1-f>L~·wrc," d. G .. \lorclli. lhhl.!lJ, 
p.6J ). 

I>S. Th.Schrcibcr, Bibl.,oS. PL.LX, X.WIB. ar1d •~'; CRobcrt. llih/.!87, \UL..LI fig. P·'7· ,,, 
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from the eyes of Kis rival, 129 or claims the bow and arrows for himself, is a 

matter of surmise, though the latter interpretation seems more probable in 

view of the fact rh:u there is only one set of weapons available, and that the 

maiden in the foreground, anxiously scrutinizing the face of her mistress, 

witf1holds the qUJver as though nor knowmg what to do with it. One thing, 

however, is certain: the heroine will adopt the course suggested by the l~ttle 

adviser at her shoulder; Blind Cupid will not be permitrcd to cause mischief 

with his bow and arrows. She has already stopped blindfolding him and lends 

her car to his rival with the thoughtful and slightly sullen expression of one 

who 'listens w reason.' ,\1ureuver the m~iden witf1 the quiver bears a family 

likeness to the figure of Marital Faith m the 'D'A\·alos Allegory;'_ however, 

being more <Jlluringly dressed, she might be more appropriately dubbed 

Marital AffectiOn. Her \'igorous and serious companion, clad 1n a huntmg

suit with shoulder-strap is obvwusly meant to suggest the idea of Diana, the 

goddess of chastity. 

Thus Titian's 'Education of Cupid,' too, has all the nece;sary ingredients 

of a marnage p1cture. The f1eromc 1s no less indinduali1.cd than tn the 'Al

legory ofrhe Marquis d' Avalo~;' <Jnd what subject could be more appropriate 

than The Choice of Beauty between Blind Cupid and Cle<Jrsighted Love

or, to quote the favourite expressions of the penod, between Eros and 'An

teros, Amor Virrmis,'':I•J especially as .\lariral Affection and Chamty are 

present to guarantee a w1se decision? 

"9· This interp•etatl<>n, or one very nlU<'h. like It, h.a~ alr~~dy been suggested in the Cata
logue of the Mmtra di y,~,mo, B,b/._;6<), no.S4: ·. .<i t·ede Venae c!Je benda Amore~ 
prim~ Ji laroarli andare, foru pa qrtello cbe dierro /e rpaile /e mmrra lme>l<', dubita re 
srrmger Ia henda.' All other mtcrprct•tiorls nf th~ picture, os hr as know" w the writer. 
arc rath~r beside the pnmt. Even L.V~ntur~'s attractive hypothesl5 accord1ng to which. 
the subject w~~ ake" from Apuleius, Met/1111., \', '9 (8ibi.J74 ~) '-' nnt c<m~incing. 
Arulciu$' nurarivc prcsuppo.es an ~doksc-cnt Cupid, not ~ small c·hild, 3nd it docs n<lt 
account for the blindfoldi"g motif. Morellver, \'enus' threats to 'hcor ~nother son, 
better th:rn you' or to 'adopt nne of my litd~ o;crv~nts, to wh.om I shall hand ovu the 
wmg.1. flames, bow and arrows which I gave you to make a better me of thcno' arc not 
carried out. 

IJO- There 1S • ccrrain similarity between Titian's Borghcsc pinurc arld the wcll-kn<>"" 
Pompeian mural, called the 'Punishment nf Cup1d' (our fig_,,) where one Cupid looks 
over the shoulder of \'enus, whtle ar1uth~r. scnt~nced to work "'a fonor, IS draggcJ 
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There remams, however, the problem of finding an adequate name for 

the main figure. As a concrete human being she is, of course, a handsome 

bride bidding farewel! to the blind god of playful advemures.'l 1 But who is 

she as a 'symbolical personality?' 

Fr:mcucci, again our earliest wimess, identifies her with Venus and calls 

rhe two maidens 'two nymphs hostile to Love,' bent on defeating the 'per

fidious Cupid of the bandaged eyes.' He even knows rhcm by name: one is 

'Dori, Ninfa pudica e bella,' and the other, 'girr for shooting,' IS 'Armilla, 

gloria dell' honestate.' 1 ~'" This interpretation was accepted by Jacopo 

Manil!i ( 1 6 50) who brieRy lisrs the picture as 'una V enere con due Ninfe,''32 

whereas Carlo Ridolfi ( 1 648) describes rhc subject as 'le Gratie con Cupi

dine ct alcune pastorelle.'m Ridolfi's interpretan.on-inaccurate even from a 

purely factual pmm of view, for there are no more than three figures in 

the picture-has been dismissed by modern an historians who have more or 

less agreed upon Mani\li's V enere. The identification of the main figure 

with Venus IS, in fact, unexceptionable, particularly if this Venus-turning 

from Eros to Antcros-is interpreted as 'Aiflpa0h"T) 'A-;~;oo--:pa'fb: or 'Venus 

away by a s~vere woman varinmly irHcrpreted ~' Venus, again, Peaho, or 1"< mc•rs 
(P.IIcrmann, Bih/.r# addmnnal plate and p.~ss.; R.Clrnru~. Bif>/.6Q. p >8os>., fig.•65-
rM; O.Jahn, 8ibl.1p, especially p.rM). Another ver"on (P.IIcrmann. i/>id~m. nu 
VOl., fir.:-7) •hows Venus alone with the two Cuprd,.ln rny opinion this """'I""''" ion rcpre
S(ntS the punishme!ll of Erus followmg: a c.m•plaim of Antems who, w~ remember. had to 

prevent or to pwsccut~ unfairn~s- in [o,·e-atfairs. This would bear <>liT CurtiuS •dcnnfica
tion of the secor1d womar1 with Nemesis wlw was consrdered to l>e the mother of Antcros 
and,lik~ her 'on, wa• particularly intere>ted in meting out jusricc to lrwers (d. P~usaniJs, 
l'eneg,•>ix, I,JJ,6). 

'J•.For rhe conccptirm of mar,.agc., a 'farewell w Cuf>id' (the idea being rh.n the bride 
could ha-c ""Y number of lrwcrs if >he "~ntcd ro. bur preferred to concentrate on one 
worthy hu,band). ~c E.Pannf>ky. Bibl.:4:.p.199. :-.;ore l· 

rJra.::i.Francucci.l.c., fol.rlr55. The description rs very long (m<>re thatl twenty st~nzas), 
bccau.<c Francucci uses hrs Am••lla ro rclc:tSc the indispensable description of 1deal 
femJle beauty. The "pcr(iJo Amor bcndaro' occurs in HanH 400, and in stant.a 4"' rile 
author soys ,;f Arn1illa. · ?lrJJ/ ,: Amar mar crec", quarhor apre i ber.:h occ/!1, r;, dier:li 
e reco.' 

lJ'· joC<>flO .~lamllr, Bib/ wB, p.64. 
<JJ.Carlo Rid<>lfi, llib/.,~J, \"l>r .. r, p.!Q7. (;.P.I.omazzo. vrr.w, Bibi.I99. P·57"· >CCnlltO cunfu>l' 

rhe Borghcsc p1crurc wnh mhcr rcprcscnuti<>ns of Venus when he WJI!CS; 'f1< diptntr; 
[~n., Cupid] dalnoHm J"rcumo appog.~rato wpra Ia >p~lla Ji V~ner.' am le altre uagi<mi, 
/~ prima·vna r;rnara d1 t•erJc·. ,·,,'/ 5{l<"CI"i!lo in >liilllO, /i el)/ombi .:i pidi di Cllpido.' ',, 
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Venicordia,' v .. ·ho was considered as the 'Third Venus besides the Celestial 

and T errestnal' ;md was worshipped because she 'opposes and removes from 

the soul1mmodest desires and turns the mind of ma1dens and wi\·es from 

carnal love to purity.' 1 ;'~ 

Yet Ridolfi's surpnsing statement, though perhaps due to a mere mlstmder

standing of Francucci's repeated references to the Three Graces,"''" may 

reflect an earlier interpretation which, when considered in the light of 

RenaJSSMlCe tdeas, is quite compatible with the Venus theory. For, while the 

current mythographical sources depict the Three Graces as something like 

Venus' handmaidens or 'Ladies-In-waiting' (pedmequae), Platomzmg hu

manists of the Renaissance had come to Interpret their relationship to Venus 

in a more pl11losophical way. The Three Graces were thought of as LJualifi

catiom of the entity that was Venus, so much so that they were termed a 

'Trinity' of which Vcnm was the 'L'niry:' they were held to embody the 

threefold aspect of Venus, Le .. supreme Beauty, m much the same way as 

God the Father, the Son and the I loly Ghost are comidered the threefold 

aspect of the Deity. It was rhus poss1ble to replace rhe1r traditional names 

IJ4. See R<>scher, Bihl.!r;<•. s.v '\"erticord•a' The loci c/Qnicr kll<>Wil to the Rena!S<alll"C 
(cf ,e.g .• LG.Gyraldu•, 8Jb/.l >7, ,.,...,, coLwo, and V.Ctnari, Ribl-5/'>, p.>6o) ar~: Pausa
nias, l'eri~gnis, IX, !6, 2: \'olcrius Max•mus, Fact. et Drct., 1m, 15 and Q,·id. Fam, IV, 

Ipss. Canan"s accoum read' as follows: "F. come che do Venere ·vrnghino non menu 
gli lumfrti pemieri cbt• /e /aicivc vo;:lie, /e t•o/QTllno gi<i j Romaui . 1111 rempio, 
occhmcb' ella rll'oltarH' gli animi ddle dmm~ /oro . .i pirl bmte<l~ w;ghe, et /Q c/!/Qnta-
rrnw Verticordio f.r era quesrQ Venae de"RomQni 1imile a qrtei/Q c/.le dQ' Greci fu 
cl;iQmala AtmstrofiQ pen/_,,: erQ coll/rQria Q' disl.•onelli desidni1, et rimo·~e-./a dalle 
memi 1>11'11"""' h· li!>Jdinme <·uglie Apreno ,/, cmtoro [1 i1 .. , Thcballi] f/) anco una 
Venere cdelU, da/1~ o[UQJ.· n-nh•Q que/ puro e sincern Amore, c!Je in rurto ii Q/umo dal 
conJ.:iu·ngimenw de i rorpi, et un"altrQ •,•e ne fti, dert,1 popolare er conmnme, cl!f facet"Q 
/"Amore, d"unde ,.;,.,, Ia gcner/lt/011<' /nmtanQ.' lr is ioteresnng ro nurc rhar rhc da"ical 
type uf Venus wnh a Cllpid re.lin~ '"' her ;houlder has beer1 idelltified, rightly or 
wrollgly, wirh this Venus \'nllmnlia (d. Roscher, Bibi.><)O; O.Jahn, Bihl.lp; and 
E.Bobcloo. B•bl.d>, •·ou, p.J81). 

'J-f'. FrancucCJ, I.e., >r3nza JR>. d~scrtbcs <h~ twn 'nymphs""" follow-= 
'Ambe son belle, cnnbe /rggi.tdre, f altere, 
E d1 gratiQ celene am!te fomite, 
3i c/.le ceder potr/Q11 di numer rolo 
Dr /e tre Gratie all'amoro<o uuolo.' 

ill stonza w'i fle soys that tfle Three Graces 'ellcirdc with their arms <he beautifol neck 
of Artnilla.' 

''" 
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(Aghia, Euphrosyne, Thalia) by otf1ers dirccr!y indicative of their co

essentiality with Venus. They were called, for instance, Pulcbritudo, Amor, 

Voluptas, or Pulchritudo, Amor, Castitas (bmh these inscriptions are found 

on medals by Nicco!O Fiorentino, fig.n4)/ 3~ and tfus nor in spite but be

cause of the fact that it was normally a pri\'ilege of Venus herself to be 

identified with pulchritudo. From this point of view there is but liulc differ

ence between the two mterpn:ranons of Titian's 'Education of Cupid.' In 

botf1 cases the lady making her choice between Blind Cupid and Clearsighted 

Love would be a personification of Beauty, whether the three main figures 

be identified-as, I think, is the most appropriate way of putnng it-with 

Venus Vcrticordia, accompamcd !Jr two 11in[e standing for !\hrital Af

fection and Chastity, or wid1 the 'Grace l'ulchritudo,' accompanied by 

her 'sisters' Voluptas and Castitas."'H 

'35· Cf. parti~ularly A.\.Varl>Ur![. Bibi.JR7, 1'<>1--'· PI .m, {iJ!..!' ~nd PP·'9 and 3'7. with <]U0!3don 
of • paos,gc from Pin• where he sap: 'Q~<i [vi? .. , Orpheus] profu.nde et imell~cmaliwr 
dh·hirw~m "'"t"tis V,,,cre,,e m trin!t"tcm Gr11/111rum imel!e;rerir.' Cf. ~lso Ficino, Conv., 
1",>, Hibi.Q<>; P-'1)5. or the lcrrer, ibidem, p.8!1\. ln the Cummcmary on Plorirms, Enne.1d., 
1.; fi~:ino says that the three qu"litie~ of the Di1·ioc ,\1md, whu:h '"the p•i'""')' beauty, 
''I"'"' Grati"~ rr.:s 5<' im·tcrm <"umplfl'/~!iteJ ad !rrte!<,nrm pulcl!rrtudinnn ple11amque 
grall/1711 aequ~ Col/dUC/1111,' 

IJii. A ,lightly larcr l'"'nrcr, Fr.u1cc-;co \'.mni I t)(•s-•6or,i), ),, conoccrcJ rhc clas•ic~l group 
"f the rlwcc GtJ(C~ "ith the <Onccpnon of Fros aod Antcm• by adding w 11 a 
lohndfnld Cupod "'lccp, and~ dc.!r,"ghtcd <>tiC L11Crrtlr Rurrcrmg about and shommg hos 
~rrows (Rome, 1\.,rghc,e COlliery, our /i!(.I!J). Ad1ill" Bn•chiuo, l11bl.n. "'MB-1~~~. 
p.!]O>., C'~" cntru>'' l·.rm and .-\ntno> W !h~ Tlu~c Croc·e, for eJucanon. 
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VI. THE NEOPLA TONIC MOVEMENT 
AND MICHELANGELO 

ICHELAXGELO was a man of tenacious and pro

found memory,' Vasari says, 'so that, on seeing the 

works of others only once, he remembered them per

fectly and could avail himself of them m such a manner 

that scarcely anyone has ever noticed ir.' 1 

That 'scarcely anyone has ever noticed it,' is easy to understand. For, 

Michelangelo, when explomng the 'works of others,' classical or modern, 

subjected them to a transformation so radical, that the results appear no less 

'iVlichelangdcsque' than his indepcndcm creatiOns. In fact a companson 

between :\·hchclangelo's 'borrowings' and their prototypes makes us par

ticularly aware of ccrtam compo~irional principles whtch arc cnurely his 

own and remained essentially unaltered until IllS sryle underwent the funda

mental change dJ,cermblc m his very latest works.~ 

\Ve may rake as an mstance the monves inspired by Piero di Cosimo; 

we may compare the lgnudo on the left of Jeremiah or the stJtlle of Giuliano 

de' Medici ro the wrso Belvedere; the Eryducan Sibyl to the central figure 

in Signorelli's youth of 1\loses; the group of fighters m the drawing Fr.157 

1. Vasari, B1bl.j66, l"OJ..VII. p.:n; K.Frey. Bibl.wJ, P·'5'· 
' Sec P·''9· 
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to a scene from Signorelli'~ 'Inferno;' the .11.1adonna at the Stairs to nco-Attic 

funeral reliefs; or the twiSted figure in the drawing Fr.103 (fif;.!26) to the 

burning Creusa seen m the .\ledea Sarcoph<lgi (fig.Ds),' we can almost 

invariably obser\"C the follo\nng changes: 

( 1) Through closing hollows and elimmating projections, the units, figures 

or groups, are condensed mto a compact mass which smctly isolates itself 

from the surrounding sp:1cc. :\lichelangclo's <llieged statement that a good 

sculpture could be rolled down a 11111 without breaking, <!pocryphal 

though it lS, is a rather good descripnon of his anisnc ideal. 

(2) \Vhether we concentrate upon the two-dimenswnal pattern, nz., up

on the aspect directly offered to the eye by a painnng, by a rel!cf, or by a 

statue when considered irom one fixed p01nt of view, or focus our at

tennon on the three-dimensional volume: m both c:1ses Michelangelo's 

figures dttfcr from their prototypes by a sharp acccnruanon of what 

might be called the 'bas1c direcnons of space.' Oblique lines tend to be re

placed by euher horwmrals or vcrncals; and foreshortened volumes tend 

3· Dr:!\•· mg. l>y ur c·urmenod v.irl1 .\li<·helangdo ~re 'luored a; 'Fr.," "' far as illu<rrued 
Hl Karl Fre;·, Dw Handz.eic/)nUirgen Mrc!JelaS>;niolas Rrw71arrmi, (Bibl.ro>), and as 'Th.,' 
a~ far as ~or illmrrarcd ;, this publica!Lon, bur listed in H.Thode, Michd1111gdo, 
Kririscbe Umermcl.•rmgen tiber reme WerRe, 1Rrbi.J4o), VOL.nl, '9'1· For Michelangelo in 
ge11cnl .ee LStcmmann und R.\Vottkower, Ribl.pJ (woth supplement in £.Steinmann. 
Bibl.p4) and rhc cxccllenr amclc ..i1idJda71ge/o bv K.Tolnay in Th1eme-Becker's Allge
meme> KuTmlerll'xrkon, Brb/.)49· For the intluence uf das.JCal art on Mic·helangelo d. 
panicularly F.\V,ckoff, Bibi.JQ?; A.Grunwald. Bibl.r>5 and Bib/.,6; J.\Vilde, Bibi.4'J>, 
K.Tolnay, B,b/15'· espec1ally p.IOJS>.; A.Hekler, Ribl.r38 lcf., however. EPonofsky, 
Bibi.>4M For the m>tancc> adductd in th~ rext d. below and abme IPiero di Cosimn); 
K.Tolnay, Brbi.J51. p.ll> (,\bdonna at the Stairs; a smking parallel is found in a stile 
from Syra. Jilusnared, e.g .• in Springer-,l,lichae!IS. Bibi.Jto, fig.65J), and E.Panufsky. 
Bib/.>46. The motif of the drawing Fr.roJ, which was of course made from a livmg 
mode! posing in the attitude of the Crcuoa, was not only u>ed m the Bartle of Cascina 
but also, ;., a more developed fum1, in the fresco of the Deluge and the Libpn Sibyl. 
The influence of the Medea sar~ophag1 IC Robert, Bibi.>Sj, vot .. n. PL.LXII-Lxrv) is a],., 
evident in the marble tondo in rhc Royal Acaden1y at l.ondnn l/iJ;:.Il7), the posture 
of the Infant Jesus bcmg dcnvcd from the lirrlc boy stepping over the fragm~or of 
a column. h 1ho<dd also be nor~d thu a lamcntmg figure b~· Bandindli allegedly pntcmed 
ahcr a dancmg maenad and nm very Lonnncingly descnbed lS 'petrified in rhe an of 
running" (F.Antal, Brb/.S, p.71 and PI..QO) is in reality an,ther adaptatirm of the Crcusa, with 
only rhc rrght arm remodelled :.her • >ec·c11d prurut~·pc which m~y or may not have been a 
maenad. 

',, 
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to be either frontalized ororthogonalized {that is: made to meer the frontal 

plane at an angle of 90 degrees). Further emphasis is lem to the horizontal 

and vertical lines, as well as to the frontal and orthogonal planes by the 

fact that they frequently serve as loci for two or more sigmficant points 

of the figllle. As a result the whole arrangement, both in rhe picture-plane 

and in three-dimensional space, seems to be determined by an internal 

system of coordinates. 

(3) The rigidity of this rectangular system operates, however, not as a 

static but as a dynamic principle. \Vhile some oblique motifs arc elimi

nated, others are retained and gain emphasis by sharply contrasting with 

the basic directions. In addition symmetry often gives way to an antithesis 

between two halves, one 'closed' and rigid, the other 'open' and movable; 

and angles of 45 degrees are very frequent. Moreover the straight lines 

and plane surfaces are counteracted, as it were, by bulging convexities. 

In drawings and unfinished sculptures these contrasts are further sharp

ened by the fact that the internal modelling is not effected by the pro

longed curvilinear strokes which m a drawing by DUrer or Raphael seem m 

follow the swelling movement of the organic forms, but by short, straight 

cross-hatchings which contradict the roundness they are meant to indicate. 

It is mrercsting, as a control, to compare the transformation of Michelan

gelo's works at the hands of his followers or copyists with rhe transfonnatmn 

of prototypes at the hands of Michelangelo. It appears that the imitators con

Sistently eliminate precisely those features which we considered specifically 

JVtichclangclesque, thus bearing witness to the fact that :\hche!angelo's style 

is neither 1-hgh Ren,msancc nor ':\bnnenstic,'• let alone Baroque:' 

4- For the ddirm1on nf .\l.mner1>m, whrch m \Volffiin"~ fJil' Klamsche Kmm i> ~till dc'c"hcd 
as 'der Vcrfa/1,' •cc \V.Fncdl.ndcr, Bib/.IOJ 2nd 106; furthermore F.Amol, Bibl.q. 

5· The ru>n,bcr uf n»t:>nccs b infinite. 1r is instructi•·c w ,-omp~re R•phacl's wcll-knuwn 
borrowings from .'\lichclangclo, such as the dnwings OFiochd, B,bf.QJ, PL.~ I (Battle of 
(~scma), M> ~r1d !!5 (David), 17> (St. ~btthew). the CFOilLhing WOI\\~" m the DepuSition in 
the Burghcsc G3llcr~· (,\hdunr.a Doni), rhe figure• of ch1ldren dcri1 '"£' fron1 rhc Infant 
Jc•u• in the oomc picture (G.Gronau, Bibl.ilJ) or the Furn!llde in the C3mer~ della 
Segnoturl \<:cmobming the Ez•k•cl w1th the haiah.) w~rh d!clr rcspcn11c ur1ginab (/ixs.,~. 

"9-'J~) 
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High Renaissance figures are, as a rule, built up around a central aXIs 

which serves as a pivm for a free, ycr balanced movement of the head, shoul

ders, pelvis, and extremities. Their freedom is, however, disciplined accord

ing to .what Adolf Hildebrand has called the princ1ple of Reliefanschauung 

which he mistook for a general law of an while iris merely a special rule 

applying to classical and classicizing styles: the volume is cleansed of its 

'torturing quality'G so that the beholder, even when confronted with a statue 

worked in the round, might be spared the feeling of being 'driven around 

a three-dimensional objccr.' Th1s IS achieved by perfecting what I have 

called the 'two-dimensional pattern.' It IS organized: first, so as to offer an 

harmonious aspect in itself (approximate symmetry; preference for mod

erate angles as opposed to rigid horizontals, verticals and diagonals; and 

emphasis of undulating conrours which were always held ro be particularly 

'harmonious'); second, so as to r:lari fy the ~-rructure of the three-dimensional 

bodies; the beholder is not expected to make up for 'deficiencies' by using 

his own Imagination, bur is presented with a picture free from excessive 

foreshonenings, obstructive overlappings, etc. Aesthetical!y, therefore, a 

High Renaissance statue is a relief rather than a 'round' object, and we 

can understand that Leonardo da Vinci denied the very idea of three-dimen

sional sculpture by stating that a statue was really nothing but a combination 

of two reliefs, one showing the figure from the front, the other from the 

back. 1 

The Manneristic figura serpentinata,8 on the contrary, not only docs not 

avoid bur acntal!y revels in what Hildebrand has called das Quiilende des 

Kubiscben ('the torturing lJUality of the three-dimensional'). The cantor-

6. Adolf Hildebrand, Bib/.145, p.71 (and pa~sim). 
7· L~onardo da Vinci, Bib/.376. voL.I, p 95 'dice lo scttltore c!Je non puG f~Vt una figuTQ, c!Jc 

non faccia infinite, per l'infiniti tnmim, che hanno /e quamit~ continue. Rirponderi che 
finfiniti termini di tal fif{Ura Ji riducono in due mez::.e figure, cioC U1M mtz.'Zil del mezzo 
indietro, e l'altra m•zu del meno i>lanti, le quali sendo ben proporlloTJate, comprmgono "'""' 
figura ronda.' 

8. Til.~ ~~pr~ss10n, all~g~dl)' coin~d by ,\!iLhclangclo himself, is found in G.P.Lomazz.o, ,.,, 4, 
Bib/.199, p.>¢. 
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tions and foreshortenings of Manneristic figures would he unaccoumable 

if not supplcmemed by the imagmation of the spectator. Consequently a 

Manneristic statue, far from allowmg rhc beholder's eye to rest upon one 

predominant and satisfactory VICW, 'seems gradually to turn round so as to 

display, not one view but a hundred or more,' to t]uore Benvenuto Cellini, 

one of the chief representatives of this style.9 Each of these v1ews bcmg JUSt 

as mrercsnng and, on the mhcr hand, just as 'incomplete' as the other, the 

beholder feels indeed compelled to circulate around the statue, and it is not 

by accident that the rvtanneristic period abounds In free-standing statuary 

such as fountains and monuments, whereas High Renaissance statues were 

preferably placed in niches or set our against the wall. 

In contrast with the J\1annenstic principle of 'nmlti-vicw,' or as I should 

like ro call it, 'revolving-view' sculpture, 10 Baroque art tmds to reinstate the 

one-view-principle, bur on a bas1s entirely different from the Reliefan

schaui.mg prcvalem in the High Renaissance. The Baroque abandons the 

Manneristic taste ior entangled composition and conrortcd postun:s, not in 

favour of classic discipline and eqmlibrium, but in iavour of seemmgly un

limited freedom in arrangement, lighting and expression; and Baroque statues 

no longer drive us around themselves, not because the plastic units arc 

flarrencd, as if to conform to an actual reliei-plane, but because they are 

fused with the surrounding space into a coherent visual picture which is 

two-dimensional only in the same sense, and to the same extent, as the 1mage 

on our retina. Thus the composition is fia'chenhaft only in so far as It con

forms to our subjective visual experience; it is nor (liiche11haft as an objec

tive design. Its aspect is comparable to that of the stage of a theatre, rather 

9.1kn.ven.uto Cellir>r, Bibi.6J, p.>p 'La rcultrm> ri comincio mcora e/U. per zma w/ t•edrua, 
di poi r'mcomminci4 a vo/gere poco a poco . , . e cori gli ·de-n fJttO querro f{randiumfll 
fatica con cento vedrlte o pitl, aile qw.li eg/i i: m:ceuitoto a le-.·are dr que/ be/lissimo modo, 
in che e/14. ti dimor"avo per quello prima vedma.' In h1s lerrer to Benedeuo Varchi, Cellini 
somewhat more modestly cla•m~ 'ozro wdute' of equal perfection for every work of 
sculpture (G.G.B"tnri and S.Ticr,.ui, Brb/ .. f7, ""L..r, 1B1>, p.J7). 

ro. J\hn.neristic reliefs accordrngly show sharp contrasts berwecn a re/ievo schiacciaw treat
ment and \'iolendy projectrn.g rnozifs. Cellim's Deli•·ennce of Andromeda is illuurarcd in 
A.Hildebnnd, Ribl.14j, fig.r > as a warning •xan1ple. 
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than to that of a relief. Even free-standing monuments such as Bernini's 

Fountain of the Four Rivers on the Piazza Navona, or the innumerable 

garden statues of the scvenrcenrh century, offer a plurality of one-view

aspects (each of them appcanng 'sansfacrory' in relation to the architccwnic 

or quas!-archirecronic environment) rather than an infinity of revolving

view aspects, as is the case with Manneristic works of a similar kind. 

The mature style of .'vhchelangelo, who was averse to free-standing statu

ary, differs from ,'vlannerism, m that his figures, With a few well-JUStified 

cxceprions,11 force the bcllolder to concentrate upon one predominant view 

which stnkes him as complete and final.' 2 Ir differs from the Baroque, in that 

this predommant Vlew is not based on subjective visual experience but on 

objective fromalization. And ir differs from the High Renaissance m that the 

aesrherical and psychological effect of this frontalizarion is diametrically 

opposite to that obtained by the application of Hildebrand's relief principle. 

1\.hchelangelo refuses to sacrifice the power of volume to the harmony of the 

two-dimensional pattern; m certam cases the depth of his figures even sur

passes thelr width. He 'tortures' the beholder, not by drivmg him around 

the figure, but, much more effectively, by arresnng him m front of volumes 

which seem to be chained to a wall, or half unprisoned m a shallow niche, 

and whose forms express a mute and deadly struggle of forces fnrever inter

locked with each mher. 

The figura serpentinata of the ,1\,.-lannensts, presenting what I have called 

a 'revolving view,' seems to consist of a soft substance which can be stretched 

to any length and twisted in any direC[ion. It conveys the impression of an 

msecure, unstable situation, which however could be transformed into classic 

equilibrium if the aimless versatility of the figures were directed by a stabiliz

ing and controlling force. With :\·hchelangelo such a controlling force is not 

absent. On the contrary, each of hls figures is subjected, as we have seen, to 

a volumetnc system of almost Egyptian rigidity. But the fact that this volu-

11. See, for insrance, p.1SR, !'o/.56 ~nd p.>JJ· 
n.Cf. recently C.Aru. Bib/.15. ,,, 
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metric system has been forced upon organisms of enmcly un-Egypnan 

vitality, creates the impression of m mtenmnable intenor cunfhct. And It 

is this inrcnor conA1ct, ~nd not a lack of outward direction and disciphne, 

which is expressed by the 'brutal distortions, incongnwus proportions and 

d1scordant composition' of ,\1ichelangclo's figures. '3 Thc1r unhappmess 1S 

c~senrial and mevitable, where that of rhe1r ,\hnnerisric par.1llels is accidental 

and conditional. 

Vndoubtedly, there was in the ~llf at this time a cultural malaise caused 

by the recent realizanon of the incompatibility of mediaeval Christiamty and 

classicism. Bur it 1s not only this discomfort of a transient historical siruation 

wh1ch is reflected in Michelangelo's figures; they suffer from human expen

ence itself. Inexorably shackled, they cannot escape from a bondage both 

innsible and inescapable." Their revolt increases as the conflict sharpens; at 

times a breaking point is reached, so that their vital energies collapse. E\·en 

where no aetna! physical impediments are shown, as m the Slaves or the 

soldiers in the Battle of Casein a, rhe1r movements seem w be snfled from the 

stan or paralysed before bemg completed, ,md their most tern fie contortions 

and muscular temions never seem to result m effective action, let alone 

locomotion. Consummate repose, on the mher hand, is as absent from 

M!chclangclo's world as achieved action. \Vhile the tnumphal movcmcm 

of the youthful conqueror m the Victory group (/ig.r7J), and even the 

condemning gesmre of Chnsr in rhe Last Judgment seem to be checked by 

reflccti•·e sadness, attitudes of repose do nor connote peaceful trantjuihty 

bm absolute exhaustion, deadly torpor, ur fitful drowsmess. 

Thus ,\hchclangclo'~ figures arc nor conceived 111 relation to an orgamc 

axis bm in relation to the surfaces oi a rectangular block, the forms emergmg 

'J· C.R.!\.1oi'C}, Bib/."4· p.6'- ,\lo!'cy', senrcncc> dc<crvc {n be <juuted in. full: 'i\-lichdan.geltls 
powerf,,J inh<l>itcd figures rcA~ct the disparity Lnwcer> Chri>tian crnowm and rhe amiqu~ 
<deal, free hJJJllan w11l and the will nf God the ratoonol form; of d~sSJc scu!prorc were 
"'" made fur the ccorasy ol a Chrisri"n "'Y'""· rhcy writhe m rhe possession ,f an. 
unf~mibar spmt and bcrray by brmal diswrnon, i11congruous proportions and dir.<:ordam 
composition the force of rht colli1iun of rncd<acvol Chrisriani<y w<th th~ Re""'ssancc.' 

'4· See p.<<}f.iS. 
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from the srone as from the water m a slowly drained vesse!.n They arc 

modelled by the characteristic cross-hatchings which, even in a drawmg, 

look like chisel-marks; they arc confined to the limits of rhc1r plastic volume 

mstead of mcrgmg with space; and their energies consume themselves in an 

internal conflict of forces mutually mmulating and paralysing one :mother. 

All these styhstic prmc1ples and techmcal habits have a more-than-formal 

s1gnificance: they are symptomatic of the very essence of :\1ichelangclu's 

personality. 

They reveal rhe almost totcmisric feeling of the natural-born stone-carver 

who refused the tide of sculpture ro any work produced 'per '1.}ia di porre' 

(modelling in day or wax) msread of 'per forza dt /e'vare' (eluting direcdy 

in the 'hard, alpine stone'),'u and was he~m-broken when a carved p1ecc of 

marble had met or was threatened with destruction." They lend visual ex

pressiOn to the isolation of a man who shrank from contacts with his fellow

beings, and whose inclination for persom of his own sex was strong enough 

to inactivate, yet not strong enough to replace the ordinary forms of lovc. 1B 

And they reflect the convictions of a Platonic. 

That Michelangelo's poetry is full of 'Platomc' conceptions was already 

observed by his contemporaries,'~ and is :1lmost unanimously acknowledged 

15.See Vasan's fa<nous dcs<:ripnon of the 'Boboil' 51~,-es, Btbi._J66, vm .. \'11, 1'-'7'~5. (Frey, 
Bibl.loJ, P·'47l· It >huuld be brmtc in mind that V~sui spc~ks of a 'modd lying in a tub 
of water' rmly by way of a mNophor, me•m to hrmg out th~ all-important fan that the 
ftJr<liS 'enocrgc' frnm a plane •urfaLe, whNhcr frontal or orthogonal 

16. F"r the distinct ton Letwecn sculpture 'per )orw d1 le~·are' and 'per via di porre' se~ 
,\oliLhclangelo's lener to Benedetto Vuch1, G.,\-!ilarlcSI, Bibi.>,6, p.j>> (d. also E.L,wy, 
Bib/.19R, and K.Borirl>ko, B1bl.44• VOL.II, p.•6•)>. The phr•s~ 'pittr-a a/p(stra ~ Jur-a' ncurs 
per.,~rendy in ,\-lichdar1gelo's poetr)'; see, e.g., K.Frq•, Bib/_101 ), no.LXX~IV, <:1x, so; ux, 9'· 

17.Cf. Condivi's accO\lflt of .\-lichdallgdn's rage about Bran1drltc\ careless treatment of the 
column'i of Old St. P•tcr's (Frey, Bibl.loj, f'·' ross.), or lm deep concun about the 
'imbait11!1C1/Io' 1n lm long-forgotten ve>tibuk of the Mediccan Library at Florc:1ct (E. 
Panohky. B,b/.149, especially 1"'7>!· 

1B. In connecnon with the 'nuwcmcnt withll\lT lncomotlort' &O dnractcnstic of ,\·hclld
angelo'• st~·lc it may he nmcd that, according tn the p~ychrnnalysts, an emotional ;Jtuation 
of the above-mentioned kind rnay lead, in ordmary persons, to agoraphobia, because every 
m1p"lse to mo~e in a cert•m direction i~ Lheckcd b)' a rcactwn in the oppomc sense. 

, 9. Sec 1-"rancesco Bcmi, quoted, e.g., in Frey, Bib/.,ol, rlO,Ct.~Xll, and Cnnd1vi, Frey, Bibi.WJ, 

1'·'"4· ',, 
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m modern scholarship. 20 True, even he, a Floremine whose worship and 

scholarly knowledge of Dante was a byword,'"' and whose wnting~ fairly 

bristle with rcmm1sccnces of Petr:Jrch,"" could not prevent his thought and 

language from being ringed with pre-Ficinian clements. But this admixture 

is negligible in comparison with the import;mce of genuine Neoplaronism 

with which the pupil of Poliziann had come in contact as a boy. And just 

his serious study of Dante's Di't•ma Connned1a could not fail to deepen his 

interest in the doctnnes of the 'Platonic Academy.' Nobody read Dante 

without a commentary. And of the ten or eleven editions of Dame printed 

before 1 500 nme are pronded with the Commentary by Cristofaro Landino 

in which every line of the poet IS mrerpreted on Neoplatomc grounds, and 

is connected with the theories set forth m Landino's other wrmngs. \Ve 

know that Michelangelo was no less familiar with this commentary than 

\Vith the Dante text itself/~ and it 1s more than prob.1ble that he was also 

acquainted 1f not with Ficmo's Latin vv·orh, w[[h Pico's Italian Commentary 

on the Canzoua d' Amore by BcnivJenL 21 

w. Cf. p~rticularly K.Borimki, Hibl-4f>; furthermore: L.von Scheffler, B1bl.lOl; V .K~•scr, R•M. 
•61; J.Oui, B•hi.>JJ; E.Panofsky, B1bb44, p.~ \w!th """" empham on Ansrotc!ian 
elen1cn!> in MiLhelangdo"s art-theory). Rcccndy G.G.Fcrrcro, Bib/.&); C.Tolnay, Bihl. 
;157; idem, Rihi.JS); O.G. \"on S11mnll, Hibi.J'9· p.lo6S,. 

11. See puticularly. K.Bnrinski, Bibl4/:i, p.1ss. a11d !'"'""'" 
».See pan:icularly G.Ci.Fcrrcro, Hibl.&), and K.Borinski, Bibl-46, p.l<,ISS. It is mteresting that 

quotations from Pctrarch o<:<:ur even among the , . .,llal notes found l>n '""'" l>f ,\1ichel
angelo"s dra1< ings, such as rhe 'Rott' ,: /'aiM colmma' on Fr.27, ur the "La mr;;Ttc d fin J'unn 
pril{ione scura" on a skctLh-lcaf m the Casa Buonarroti diS<:ovcred a11d ide.ni!icJ as Trioll
fo ddJa :\.forte, 11, 33 by C.Tnlnay, Bibi.J47, 1'·4'~· But it is even mure i.ntere~ting, because 
it shows Mit·helangdo\ fan•ili"rity wtth Pcrr~rd,"• L~rill wrJtmgs, rhat the '<'t-u.·as zwei. 
drnzige' line 'V111/~ loclms c/Jimda rota mic!J1 1/u/111! in orbe' nn the draw1ng Fr.54, too, 
is a <JUO!ation from Pcuar<:h: ir ~ the tir . .r lme of a shon clcg)' on Vaucluse found m o 
letter tu Philipp~ de Cahaswk•. Bishop of Cavaillon 

'Vaile Iucus claura toto mi/.li 1mllm ;,, orbe 
Gratior am rmdm aptior ora meis' 

(Petrarch, Ribi.l64. vm.11, '9H• p.JJO). 
•.l· Cf. the l'""agc frorn Dornto G•armom"; Dialog hi, quoted "' K.Borinski, Ribl.46, p.;. 
14. There JS a >irnilanty betwct·n ,\lichcbngdu's •·ucabular~ ~"d th~t of BenivtenJ wha:h cau 

hardly be acctdcntal. Suflic:~ !! to quote ~few I me> from B~rnvicr1i"' Ca1/Z.UIM (\'>eo, l3ib/. 

267, P-J.IV.) which n~ay be con1parcd to ,\·hchelangelo"' Sonnet Frey, fhbi.Jol, xn: 
quanta ellume 

Vel suo ruuo sp/rodor fia al cor mio >eorra· (•t.J ). 
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AU this is not exceptional. With an Italian artist of the sixteenth century 

the presence of Neoplaronic influences is easier w account for than would 

be their absence. But among all his contemporaries Michelangelo was the 

only one who adopted Neoplatonism not in certain aspects but m its 

entirety, and not as a convincmg philosophical system, let alone as the fashion 

of the day, but as a metaphysical justification of his own self. His own 

emotional experiences, reaching their first climax in his love for Tommaso 

Cavalieri, and their second in his friendship with Vin:oria Colonna, ap

proached the idea of Platonic love in its unadulterated sense. \Vhile the 

Neoplatonic belief in the 'presence of the spiritual in the material' lent a 

philosophical background to his aesthetic and amorous enthusiasm for 

beauty, the opposile aspect of Neoplatonism, the interpretation Of human 

life as an unreal,· derivative and tormenting fonn of existence comparable to 

a life in Hades, was in harmony with that unfathomable dissatisfaction with 

himself and the universe which is the very signature of Michelangelo's genius. 

As Piero di Cosimo might be called the only genuine Epicurean among the 

many artists influenced by Lucretius, Michelangelo might be called the only 

genuine Platonic among the many artists influenced hy Neoplaronisrn. 

Thus Michelangelo's verses, which strike the sensitive Italian ear as harsh 

and jagged, differ from the more euphonious productions of his contempo

raries 111 that they have the ring of truth. In them the familiar Neoplatonic 

notions express the same psychological realities which are manifested in his 

works of art. 

His stubborn preference for the laborious 'scoltura per forza di levare' 

,,0 

'Ma perche a/ pigro mgegno llmOr que/fait 
PTomesso ha, . .' (st.L). 

'&frena d uan dirio , , .' (st.9), 

'. . . . .. quinc'eletumdo 
Di grado in gr~do se nelfincreato 
Sol torna, ond'e formato' (sq). 

'Quen'al ciel uo/ga, et quello ild terra hor pieghr' (su). 

'Qud fume ill noi, che ropr'acieJ ci rira' (st-+l· 
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and his preoccupation with the block-form gives a psychological meaning 

to-and at the same time receives a philosophical meaning from-the poems 

in which he reinstates Plorinus' allegorical interpretation of the process by 
which the form of a statue is extricated from the recalcitrant stone. 2~ The 

preter-individual or even preter-natural beauty of his figures, not qualified by 

conscious thoughts or distinct emotions, 2 ft but either dimmed as in a trance 

or glowing with the excitement of a 'furor divinus,' rcfiecrs-and is reRecred 

by-his Neoplaronic belief that what the enraptured mind admires in the 

'mirror' of individual forms and spiritual qualities27 is bur a reflex of the one, 

ineffable splendour of the light divine in which rhe_soul has revelled before its 

descent to the earth,28 which it longingly remembers ever after/e and which 

it can temporarily regain 'della came ancor vestita.•so And when Michel

angelo speaks, as so many others had done and continued to do, of the 

human body as of the 'career terreno,' the 'earthly prison' of the immortal 

sou},31 he carried out this much-used metaphor in tortured attitudes of 

struggle or defeat. His figures symbolize the fight waged by the soul to 

escape from the bondage of matter. But their plastic isolation denotes the 

impenetrability of their prison. 

lj. See Frey, Bibl.1o1, L:UXIII, LUXIV, cr, CXXXIV; d. above md E.Panohky, Bibi.I+~, p.6~ and 
Nott~ 59,1f7,:8us. with funher references. 

16.ln this respect Michelangelo's idea of 'expression' is diametrically opp-osite to the 
daRiidstic conception ~ccording to which a figure is expressive only if the beholder can 
distinctly perceive not only what the per.;on 'is' but also what he or she 'thinks' (H.Jouin, 
Bibi.Ij8, p.s6.lccrure by Charlesle Bnm). Small wonder that, in Roger de Piles' 'Bal<mce 
des Pein~es' Michdangelontcs only 8 for 'expression' as againsr Raphael':; 18 and LeBrun's 
•6 (cf.J.Schlosser, Bibl.3os, p.6of). 

17,Scc, e.g.Frey, Bib/.101, Clx, 99•10+105-
lS.See, e.g., Frey, ibidm~, CIX, '}6,10j. 
19. See, e.g., Frey, ibidem, LXXV. 

JO. Frey, ibidem, LXIV. 
JI.Frey, ibidem, Cll, 10),105. For the Platomc sources of the much reputed comparison of 

the human body with a prison see W.Scott's notes to the tn:at'"' Hermes de i:IIItigarione 
tmimat (Bibi.JIJ, voL.IV,IQj6, p-17?SS, espe.::ially P·Hf). In Plato's Pbaedo, 61,B the word 
used i!i f~ou¢; J.ll A:riol'bUI 377,D o!p><Ti). The Corpus Hennetkum has I) lv ~<i> a.:,..""' 
lpo><),.,.,.IYI)<}ux-1). For [he cxp"'ssion 'sa/711"' (recurring in Frey, Bibl.1o1, CLII) cf. e.g. 
Man:us Aurelius' definition of man a~ a <1-uxill~,~· ~o-d~"'" .,..><pi>•, 'a little soul carrying 1 
<O'!"" ,,, 
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It is significant that Leonardo da Vinci, Mlchelangelo's adversary both in 

life and an, professed a philosophy diametrically the opposite of ?'\eoplawn

ism. \Vith Leonardo, whose figures are as free from restramr as .1\1ichel

angelo's figures are 'inhibited,'32 and whose sfumato principle reconciles 

plastic volume with space, the soul is nor held in bondage by the body, but 

the body-or, to speak more precisely, the 'quintessence' of irs material 

elements-is held in bondage by the sou!. To Leonardo death does not mean 

the deliverance and repatriation of the soul which, according to the Nco pla

tonic belief, may return whence it came when the body has ceased to im

prison it; it means, on the contrary, the deliverance and repatriation of the 

elements which are set free when the soul ha~ ceased ro bind them together: 

'Behold,' says Leonardo, 'the hope and the desire for repatriation and for the 

return to our first state is similar to the urge which drives the moths into the 

light. Man who with conrinu>1.l lungmg and full nf joy looks alw~ys forward 

to the new spring, always w the new summer, always to new month~ and 

new years-he does not realize that he wishes for his own destruction. But 

thi~ wish is the quintessence, the very spirit of the clements, which finds 

itself imprisoned by the soul, and ~lwdys longs to return from the human 

body to Him who has sent it forth.' 3l 

Michelangelo's works reflect this i'\'eoplatonic attitude not only in form 

and motifs but also in iconography and content. although we cannot ex

pect them to be mere illustrations of the Ficiman system like Bandindli's 

Combat between Reason and Sensuality (jig.1o7).:" \Vhere Bandinelh Ill

vents personifications to interpret the finer points of the Neopldtonic theory, 

Michelangelo resorts to 'S"eoplatonism in his search for visual symbols of 

human life and destiny, as he expenenced it. 
p. C.R.J\Iorey, Bibl.n<f, I.e. 
n-J.P.Rich!er, Bib/.>8•, \'OL.tl, no.<1~1. 'Or ~·edi Ia sperawu e'l desidtrio dd riparriani t 

ritomar~ net primo caw fa a S/lllilimdine della farfoJIIII a/lume, e'uomo cbe con continui 
derideri sempn con {e!ta a1pe1ra Ia 1/U(]".JII p.-imav~ra, rn11pre Ia mwva stale, rempre e 
1mo••i "'~" ~ mun:i a1mi · E'noiJ r'll'l.•eJe rl.•e dcs1d~ra Ia ma dirfa~hme; ma q~<e<to 
deHderio ,; Ia quimcucrma, rpiriw degll elememi. cbc, tT(]"-'QIIdori rinchiura p~r /'aJ/;,J/11, 
dalfo mmmo corpo desidera rempr~ ritQrnar~ a/ fl/IJ wandatorio.' 

34-.Cf. p.<.;.lls. 
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This Neoplatonic symbolism i:o particularly evident in the Tomb of Julius 

II and in the Medici Chapei.~J For, from the earliest rimes of human history 

funerary art has manifested the metaphysical beliefs of man more directly 

and unequivocally than any other form of artistic expression." 

The ancient Egyptians wished ro provide for the future of the dead 

rather than to glorify their past life. Funerary statues and reliefs, hidden from 

any human eye, were intended to supply the deceased with the necessities 

of after life: with plenty of food and drink, with slaves, with the pleasures 
of hunting and fishing, and, above all, with an indestructible body. The Kii, 

the roving spirit of the dead, would enter the burial chamber by a sham 

door, \\'ould slip into the funerary statue and usc it, as the souls of living 

men employ their bodies, while the imo1ges on the walls would come ro life 

in a magical way to serve the wishes of their master. The very immobility of 

Egyptian statues bears witness to the fact that they are not meant to portray 

a human being endowed with actual life, but to reconstruct a human body 

forever waiting to be enlivened by a magical power. 

The Greeks, concerned with the life on earth rather than with the life 

in the Beyond and apt to burn their dead instead of mummifying them, re

versed this outlook. The Greek expression for tomb is IJ.viJIJ.:z, that IS: 

memorial; and classical sepulchral art became, accordingly, retrospective 

and representational where Egyptim sepulchral art had been prospective 

and magical. Attic stelai show heroes conquering the enemy, warriors dying 

in battle, wives todcing leave of their husbands while preparing for the last 

voyage, and a Roman statesman or merchant could re-enact the stages of his 

career in the reliefs of his sarcophagus.31 

\Vith the decline of classical civilization and the concomitant invaswn of 

oriental creeds an mtcrcsting reaction can be observed. Funerary art came 

again to be focussed on the future instead of on the past. But the future was 

H- Fur :-.Jenphtunic symbohsm in th.e Sisti<le Ceiling see C.T ulnay, Bob/. J57· For the drnwmgs 
e~ccmcd for Toomuaso Cavalieri and related subjects see p.116ss. 

36. Cf. A.della Seta, Btbl.,o6. 
H· Sec K.Leh.marm-Har!lcbcn, Bib/.,88, PP·'3' -• 17· 
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now conceived as a transition to an altogether different plane of existence, 

and not as a mere continuation of earthly life declared in permanence. \Vhile 

Egyptian funerary art had been a magical device to supply the dead with 

their physical abilities and material possessions, late-antique and Early Chris

tian funerary art produced symbols anticipating their spiritual salvation. 

Eternal life was assured by faith and hope instead of by magic, and was 

thought of, not as a perpetuation of the concrete personality but as an ascen

sion of the immortal soul. 

In pagan instances this idea was directly expressed in such monuments as 

the sarcophagi clipeati where the images of the dead, encircled by a roundel 

or shell, are carried upward by Victories, and it was indirecdy suggested 

by the representation of Bacchic scenes, or of suitable myths such as 

those of Ganymede, Endymion, Melcagros or Prometheus. Early Chris~ 

tian art could easily adopt both these devices with the only difference that 

Angels were substituted for the VictOries and that Christian scenes and 

symbols took the place of pagan ones. Even the full-length portraits found 

in African rtelai anticipate the future instead of commemorating the past: 

the deceased are shown as orantes frequently flanked by such symbols of 

salvation as birds, fishes, lambs or candlesticks. 

For several centuries Christian funerary art refrained from depicting the 

past life of the dead, excepting of course the deeds of saints whose graves were 

shrines rather than tombs, and symbolical allusions to qualities and actions 

memorable from a strictly ecclesiastical point of view. Donors would be rep

resented on their tombs with a tiny model of the church which they had 

built;38 virtuous bishops would be portrayed piercing with theJr crozier a 

symbol of Vice or Infidelity. 3~T o represent a charitable priest mourned by the 
j8. Jt is characteristic of the high soc~al namling of French thirteenth-century uchitects that 

the donor's privilege of holding the modd of a church was occasionally extended to 
the m11gister operir {cf. the tomb of Hugucs Libergier, the builder of Sr. :">/ica~ at Reims, 
illunnted m E.Mornu-Nilnion, Brbi.1H, p.q). 

19· The best known instance is the tomb-slnb uf Friedrich von We« in in the Cathedral of 
Magdeburg, whu with his crozier pierce~ a tiny image of the Spinario. ln th~ thirtecmh 
century prominent persnru were also made tu 'rand upon the lion and the dngun (accord. 
ing •o Ps. ~ci), a ty)>C' onginally reserved to Chn~'t. l>ut alrudy <nnsferred <o the Virgm 

''• 
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beggars whom he had supported during his life (jig.1 34) was about the maxi

mum of penni!>Siblc glorification according to the standards of around 1 zoo. 

The modest tomb-slab of this Presbyter BrWlo, 'qui sua pauperibus 

tribuit' (died r 194)~0 shows most of the features characteristic of the monu

mental Gmhic wall tombs commonly known as enfem.01 These enfem, 

ultimately derived from the niche-tombs equally frequent in pagan and 

Early Christian times, were intended ro give visible form ro the theory of 

salvation elaborated by High Mediaeval rheology. The sarcophagus placed 

in an arched recess of the wall, serves as a lit de parade on which reposes the 

recumbent effigy of the deceased (gisant), mourned by pleureurs, and 

flanked by priesrs performing the rites of the funeral service. This eanhly 

scene is surmounted by the protective image of the Virgin Mary frequently 

accompanied by special saints, while the top of the archevault encircling the 

recess shows the ascension of the soul in the shape of a tiny human figure 

carried upwards by angels. The whole structure is crowned by the image of 

Christ or God the Father. 

When the Gothic wave swept over Italy, this enfeu-scheme was widely 

adopted, Giovanni Pisano pointing the path towards its further develop

ment. The Angels, for instance, frequenrly draw curtains from the recnm

bent effigy instead of lifting the image of the soul, and thereby supplanted 

the officiating priests, while the pleureurs and the crowning image of Chnst 

or God the Father are often dispensed with in later instances.' 2 The general 

in the twdfth century. The ~rchbi5hop Philipp von Hemsb<:rg ( "6+·"9'; his wmb in 
Cologne C~d1<:dnl erected almost two hundred yenrs aft~r his de~d1) pictces a lion w1th 
h.,; crozier, and the slob i~ surrounded by a crenellated wall remin~ent of the city-wall 
which he had bmlt. 

,.o.llildeshcim, Cloister of the Cathedral, ill. e.g., in H.Bccnken, Bib/.!:, p.147. Cf. also the 
tomb of Martin Fern:indcz in the Cloister of the Cnhcdral of Leon, with an cbbonte 
charity scene on the so.rcophagus, dl. in F.B.Deknarel, Bibl.7r, fig•·9'""9l· The coron~tion 
of Gnman kings on th~ tombs of rwo Archbishops of Maycnce (Siegfried von f.ppstcin 
an<.! Peter Aspeh or Aichspalt) ~nnounces a somewhat contested pri,·ilegc of their office, 
rather th~n illustr~tcs thetr indiv1dual deeds. 

4'· Cf. L.Pdlion, Bib/.168; and D.Jalabcn, Bib/.151· 
ofl.l'leuTcun arc still present in Tono da C..maino's tombs in S.Chiara at Naples; cf. W.R. 

Valentincr, B<bi.]6J, fi&-4 and Pt..6o, 6], 70, 7'· . ,, 
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arrangement, however, remained very much the same, even when the Gothic 

fonm were replaced by cla~sic1zmg ones, and is still recogmzable in the reprc

scmati\'C wall-tombs of the early and h1gh Rcnai~omcc. 

The only fundamental change mdicarive of a new 'humanistic' feeling 

w:~s the gradual intrusion of the biographical ;~nd eulogistic element which 

can be observed dunng the fourteemh ccmury. Full-sized statues purtraymg 

the deceased as a living personality were placed above his recumbent image 

or even suh~tituted for itY Virtues and, later on, Liberal Arrs were added 

in order to glorify his character and his accomplishme!Hs. In the reliefs adorn

ing the sarcophagi princes were seen enthroned between rhe1r spiritual and 

secular cmm~.:iilors," and even before the princes had thus been honoured, 

the Bolognese Professors had msisted on continumg the1r lectures, in effigy 

at least, beyond the grave.'~ 

It was, however, not before the second or third deed de of the fourteenth 

century rh:lt :tllcgorical i1mges and typified representations of a symbolical 

character were complemented by renderings of ind1vidual episodes or m

cidems, such as the scenes from the life of the Bishop Simone Saltarelli on his 

tomb in S. Catcrm:J at Piso1 (fig. 1 _l3 ),'6 or the warlike exploits of the Scali

geri on their tombs in Vcronot.'; 

On the \vhole tlm re\"!Voll of ol retrospecnvc 01ttirudc, frequently confined 

to mere 01dditions ro the time-honoured enfeu-arrangemcnt, kept wei! within 

the li111its of Chnsrian traditions. Cases like the overbearing monumcms of 

the Suhgen or the Collcom, whnsc C(jUe~trian ~tattles sunnounr both ~ccular 

4) CL \\-' R.\'"lenrmer. ibid''"'· I'""Hn. In Tmn d.r C"'""'"".' wnob of B"hup Anwnin (kgli 
()r" i\'~knrua·r.pf>l, "' ''i·J~) v.c lind·'" mtcrc,t1ng ~""'l''""'i,c: rhe bishop is r~pr~
•cntcJ "'"ted, hut wnh the do,cJ eye' and .:ro"ctl h.mdl of a ~isam. 

44- See "'-R. \' •lcntincr, dlld<'ll!, "' /•n,6t/•_l,7"'· 
45. See Corrado R•c~i. R1hl.z7ij S[><>r.JJK,oll~, tla· <c11ola >Ctnc i~ also fmmd outside of !lnlogno, 

a- '" the """h of C""' de' Smihold> 111 1'1>!0!", """' mrrd>L!ted w .-\g11olo d• Ventura, d 
\-\.H .. \'aknrinn,l!o/JI.]Ii_l, p.H~ ""d I' 11, ''-~ r. 

4/i. Sec -\1.\\'c·inhcr~n. 1111,/.l'J'· In thl> I>C,Hiflflll t<llnh the ,.,,,,f, of angels tlr~"mg cur<"Jn' 

"'"! '-"" rng the !!ll.l[!"C of rhc ""!I oppor m combuutlnll. 
47- ! k tnonb of C:m (;r,~ndc dell.\ ~coiJ IJrctl ! P<;J >how' the [>CrsonrricarB>Il' of the C!l!CS 

uf 1\clh!!H>, h·ltrc, I'Jduo Jnd \'r<:cl11.>. ·"\\d) .l> mc>dent> from their ,.,ltl<.j\lL>t. h>r 
trLUinplul '!''nbnh>m nn Rcn.l"'JF1<C toon\" >Cc \\'.\Ve"\uch,/Jrbi.N4. p.')ll,_,, 

tK6 
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and religious scenes, arc comparatively rare; and still r:~rer arc such mstances 

of positive pagamsm as Andrea Riccio's reliefs on the tomb of the great 

anatomist Marcantonio della Torre where no Chnstian symbol can be dis

covered, and the whole hfc of the scientist, including the performance of a 

genuine Suovetauriiia sacnfice, IS re-erucu:d in purely classical cosrumc and 

setting.•8 

The Quattrocento, panicnlarly in Florence, even tended to restrict the 

complex iconography of the more sumptuous fourteenth-century tombs in 

favour of dignified simplicity and purity of design, a climax being reached 

in Bernardo Rossel!ino's Tomb of Leonardo Bruni ( 1444);~9 and it is not 

until the last third of the fifteenth century that classical subjects, chosen 

sodS to permit a Christian interpretation, b~gan w creep in, at first in rather 

inconspicuous places. 5° About the same time, the combs of secular personali

ties showed the first symptoms of vaingloriousness. The figure of Fame 

however did not make irs appearance in funerary art before the very end 

of the f Iigh Renaissance." 1 In faC[ the most distinguished monuments of 

the 'best penod,' such as Andrea Sansovino's Rovere tombs in S . .'\Iaria del 

Popolo ( 1505-07) o1r~ intend~d to impress the beholder by their reticence 

rather than by their ostentation, at least as far as the iconography IS co..n

cerncd. 

To determine the place of Michelangelo's Tomb of Julius II within the 

course of this development, we have to comider the initial projects-'sur

pdssing every ancient 1mperial tomb in beauty and pride, nchness of orna

mentation :md abundance of statuary'-'·" rather than the dismal structure 

ultunate!y erected m S.Pietro in Vincoh.''·' 

4S.Sec L.Plani>~ig, B1bl.<6<;, P·li"S-: [f,e Su&veraurili~ \~cnc illusrrat~d m fi.~;.4R7. 

49· Here. as in Desiderio da Serrignano"s tomb of Carlo .'v!orl.Uf>pmi in rf.~ Safl>C churdl. the 
po>itoun and achi~ve>tl~nt> of the dccc:.sed arc only cmph.:L,izcd by the books in th~1r laps. 

5"· Cf. :\. Warburg, 8,/J/ .. lsi, .-n1 .1, p < )4-<S. and F .s~.•l. Rib/ :9H. P·'"~"-
5'· The tigure of }'omc m .'\.11che!.ngclo's project for rf.c tomb uf the MJgnifici m th.e .1\.lcdici 

Chapel {Fr.yo. our fi){.J;o, >ec p.wo) <e<m> w be one of the earliest umalln'. hllt the 
idea was already abandoned in th.c folluwmg pro1cct Fr.9b, our fig. I 51 

5'· Vaoari, Bibl.j66. VOL.VII, r '6i; Frey, Hibi.IOJ, p.6J. 
5J· Fo• the hostury of the romL, exccllcnrly surveyed by C.Tuloay, H1bi.J49, sc~ Thode, 

's, 
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According to the first project ( 1505) the Tomb was a free-standing 

monument of unpress1ve dimensions (ll x 18 cubits, or 7.lO m x 10.80 m), 

with an oval buri01l chamber inside. The lower swrcy of the exterior was 

adorned with a continuous scguence of niches, each housing d Victory 

group and flanked by two herms to which were tied Slaves (pr~gioni) in 

varied attitudes. On the corners of the platfomJ were four big statues, namely 

Moses and-according ro Vasari-St. Paul, the Vita Activo and the Vita 

Comemplativa. A stepped pyramid rose to a second platform which served 

as a base for two Angels carrying what is variously termed an area (coffin) 

or a bara (either bier or liner), md possibly w01s a sella gestatoria with the 

seated image of the Pope.'·l One of the Angels smiled 'as though he were glad 

that the soul of the Pope had been rece1ved among the blessed spirits,' the 

other wept 'as though he were grieved that the world had been deprived of 

such a man.''''' In addition to the 'more than forty' stOTtues of marble (their 

actudl number was probably forty-seven) the Tomb was adorned with 

many decorative sculptures and severd! (probably six) bronze reliefs repre

senting 'the deeds of so great a Pontiff' (fiJ!.S.T 3 1,1 32). 

In 151 3• after the death of the Pope, it was decided ro transform the 

monument mto a curious hybrid between a mausoleum and a wall-tomb, 

proJecting into space by 7.70 m. The iconographic program became even 

more complex. \Vhile the lower zone remained practically unaltered except 

for the change HI propornons and its consequences, the number of the 

statues on the pL!tfonn was increased ro six, now pbced at right angles to 

each nther instead of diagonally.'" On a large catafalque was seen the effigy 

B1bi.J4o, nlL.I. P·"/».; Tolnay, B1bi.J4-;. J4~. 111, j.\VJlde, BibLfOt and 403; I::.Panohky, 
Bibl.ljO. 

54· Cf. E.Panofsky, i!Jldem. 
55· \'asari therefore calls the finr figure 'Cicio.' du: gnd of heaven. and the ,ec<.md 'Cibale' 

(recte Cybt:k), the goddess of the eanh. In doing thlS he may have had'" ltliFtd Michel
ant:eln·, f!rtiJCCt for the Mc<ltci Ch•pel (d. p ""). 

56. Th.s arr~ngemem wa< nry n1uch in hanumv wiTh Michcbngelo'< <rylisnc pnnciples. The 
Moses statue. belflg a corner-figure interluckcd w1th ItS n,.1ghbour, had of course "' have 
more rh~n one acceprahle v1ew; ycr rhe fronr view " definitely predonunom. The same 
'' rrue of rhc Rebellious Slovc on rhe !.ouvre and two of the "Hoboh' Sl.-·es (Thode, 
Bibi.J4"• vot 1, f'·' 1 J"·· no.! :md "). where rh~ prufik vo~w " the prcdnnun~m nne. 

'" 



NEOPLATONIC .MOVE/viF.NT AND MICHEl-AN"GELO 

of the Pope supported by four angels, two at his head and two at his feet, 

and this group was surmounted by a high apse (capelletta) projecting from 

the wall. It sheltered five very large statues, namely a Madonna and, prob

ably, four Saints. The number of reliefs, on the other hand, was reduced to 

three, one in the centre of each front. In connection with this second plan 

the Moses (destined for the right from-corner of the platform) and the 

two Slaves in the Louvre (destined for the left-front corner of the lower 

storey) were executed during the following years, and the architecmral 

pans still fonmng the lower storey of the Tomb in S.Pietro in Vincoli were 

completed by a skillful stone-mason ([igs.I35,1 ]6,IJ?)-

The year I 5 16 marks the beginning of a distressing process of reduction. 

\Vhat had been a thrce-dimens10ml strucmre now approached the form 

of a wall-tomb projeeling by less than 3 m. The lower zone of the front 

remained, of course, unchanged, but the complicated upper structure 

planned in I 5 I 3 was given up 111 favour of a second storey flush with the 

lower one. Its central element was a niche with the Pope carried by angels, 

bur their number was again reduced to two; its lateral parts had smaller 

niches with seated statues surmounted by square reliefs. 

In 1526 this intermediary project shrank to a wall-tomb pure and simple, 

and in a contract of I 5 32 the po1rties agreed upon an arrangement similar to 

that envisaged in 1516, bur no longer projecting from the wall and apparently 

not very different from the present structure. Setting aside the effigy of 

the Pope now redinmg on his sarcophagus, the number of statues to be 

executed by Michelangelo was reduced to six: a Sibyl, a Prophet, a Madonna, 

the Moses-now transferred to the centre of the lower zone-and the two 

Louvre Slaves. The mdusion of these was an obvious pis-aller; they were 

included only because they happened to be ready, and because there was 

nothing else to fill the niches on either side nf the Moses. But they no i<mger 

fitted into the program, md we can readily understand that, ten years 

later, .~lichclangelo himself proposed to withdraw them altogether and to 

replKc them by the figmes of Rachel and Leah personifymg the contempla-

''9 
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tive and the active life. It was in this form that the Tomb was constructed 

in the years between 1542 and 1545. 

However, just when the reduction to a simple wall-tomb had proved 

inevitable, that is around 1 5 p, Michelangelo made one last desperate effort 

to compensate by plastic power the loss in oirch.itectural magnificence. He 

decided to discard the architecture completed in 1 51 3-14 oiltogether so as 

to make room for four considerably bigger Slaves which in violence of 

movement and in power of volume (their depth is greater than their width) 

have never been equalled by any other sculpmre classical or modern, and 

for new Victory groups of similar size. Thi~ plan was as sublimely unreason

able as l'vlichelangclo's late projects for S.Giovanni dei Fiorentini whf're he 

also considered to discard everything o1lready done in favour of a Utopian 

visiun.:7 It was bound to fail. Only the four unfinished 'Boboli' Sla\·cs, now 

preserved in the Accadcmio1 ar Florence, and the Victory group 1Tl the 

Palazzo Vecchio (fig.qJ) bear witness to the most hernic cptsode in what 

Condivi calls La tra}!,edia della Sepoltura." 

If the Tomb of Julius II, as descnbed by Vas01ri 01nd Condiv1, ho1d been 

C<lrned out according w the proJeCt of 1 so5 (/iKS.IJI, 1 p ), the Pope would 

have entered the Beyond like 01 triumphator, heralded by Joy and followed 

by Lament. The reliefs wuu]J h<~ve lllmlortahzcJ his deeds; the sbvcs would 

have pcrsomfieJ either the 'provinces ~ubjugo1ted by that Pontiff and made 

obedient to the Apostolic Church,'!9 or the Libeml ;md Technical Arts such 

as Painnng, Sculpture and An:hitecrurc (m order tu indicate that 'all the 

Virtues were prisoners of de,uh rogerher w1th Pope Julius, because they 

_17. Cf. E.PJ11obky, l11hl.z !7, C. folnay, Hd•l.;+~. w 11h f unhn refcrcnn'>. 
58. Frc~·· Bibi.IOJ, P·'5' The fot:t thor the drmcnsiom of the 'lloboli' Sla,co ~ml of the \'runry 

group ar~ irrecnncJI~ble with the .It(h"ectur<" ne<·urcJ m l)lJ-L+ and ntont m SPLctro 
in Vinculi, a; w~ll as rhc latr d•rc of rlrcsc works (C.Tolna\'. /Jib/ H~· e\'en d:<tes 1her11 
bctwcm '1".1' and ljJ4) w.1s ptO\'cd bv j.\Vilde, illbl.ofot- \Vdd~\ brilliant hypmhesJS 
conc~mmg: the dJv model in the Cu•a Buonun>rL (rhode, Htbl J4U, VOl .. Ill, ""-5~'• O\Lt 
(ig.171), which Jrcmd•ng w hm1 would ha,-c been dc,tLncd for the cmnponion-pin·c of 
the V1ctury group, "• huwt\~r, nut e<JU~lly condu,,e, .md I\'lll be d10cu<>eJ m rhc 

appeurln. P·'l '"· 
59· Vas~ri, F.r't cd•tiun (1,150), hey, HiblloJ. p.M. 

•yo 
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would never find a man to favour and nourish them as he had donc') 0" or, 

eventually, borh;01 and rhe groups m the mches would have been Victories 

in the literal, not in a figurative sense. 

Y ct it would be a m1stake to Interpret the Tomb, even m this first version, 

as a mere tnumphal monument all' amica.c2 True, the very idea of an actual 

mausoleum with an accessible burial chamber mside has something 'pagan' 

about Jt. The plastic decoranon may have been influenced by the Arches of 

Constantine and Scptinuus Sevcrus and by such fantastically classicizing 

structures as that in Filippmo Lipp1's fresco of Sr. Pl11bp exorcizing tl1e 

Dragon, which had just been finished when :\hchclangclo left Florence for 

Rome; and the contradictory and hesitanng statement~ of the biographers 

may well reflect the popular opmion of their period. 

Nevenheless, that the Tomb of Julius II can never have been meant to 

l.Je a monument of mere human pride and glory, IS evidenced: first, by the 

angels conveying rhe dead Pope to his eternal destination, an obvtous de

velopment of a nmtif constantly found in the funerary an of the ,\l!ddle 

Ages; and second, by the four statues on the pl.uform which represented 

J\loses and, probably, Sr. Paul With the pcrsomfications of the Active and the 

Contemplative L1fe.":J These motifs are most certainly mtended to open up 

6o. Cond,,.;, (1553l ~hey, JbiJem. 
61. V~sari, Second editton ( •5681, B•bl. 366, vouu, p-•6-t~ Frey, i/!iJem. 
61. Th,; intcrprc<a<ion has been ehampooncd hy C.Jusn, HJbl.16o, :md \·\".\-\'ei;h:l<:h., Bib/ 394. 

l-'·'"9''· \Vci>bdch goes so far as w ,:kny rhe eonneer10n of the \"Jetory group «.·ith the 
Tl>lnb of Julius !!, becau>e irs Jc<mugraphy is not quite compatible with a tnumphal 
•ymboh>rn 111 rhe narrower se-noc uf the !nm. 

6J. \'asari, Sccund cdnwn. Vasan's idcnt1fica!lon of the second •11ale figure wah S!. Paul is 
unexcepnonablc, as a juxtaposition of .~loses and Sr. Paul ~o11fonm to rra,!otion, both from 
a biblical and a :">Jcopl:uumc pomr of VIeW. H1s mrcrprcJ:at:mn of rhe m·<> fcn1alc figure> 
"' Vira Actic·a and Vna Cunkmpla!Jt·a "'"} be open w 'l"e~don, as there" no d<>cunocmory 
pruul hlf rhc inclusion of these figures before '54' when rhe figures of Rachel anJ Le~h 
were 1111roJu<ecd a~ >uLsrirurcs f<>r rhc diSc~rdcd L<>uvre Slave•, "'hcreas "'" know rh.at 
rhe progra•ll of ljJl alrc.1Jy uwh1dcd a S1by! a11d a Pmphcr. Thus;, would Lle rhcorctlcally 
por.1.1ble rha! the t"'o female tib'l.lrcs planned in 1505 wore Sibyls, not personlficati<>ns of tho 
Acllvc and the Co11tcn•plative Life, JIHI that the six seated figures plarmec! in '5'J, con
SI<llng m all prubabilay of noalc a11c! fc111ale figures "' altcmati<>n, represented M<>s.:s, 
St. Paul, one Pruphct and three Sobyb in><caJ of Mo>es, Sr. bul, one S•byl, one prophet 
and rhe twu personifications. On rhe orhcr hanJ there is no positive rcosrHI !<> prefer this, 
ur any <>ther, conjecture to the >la!"mcnr uf \'a;ari. 
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the vision of a realm beyond mere political and military struggles and 

triumphs. Bur this realm is nor guite identical with the Christian Paradise 

hopefully depincd in the sepulchral monuments of an earlier period. 

In these a sharp contrast is shown between the terrestrial and the celestial 

sphere, so much so that m the mediaeval e1lfeus and even m such Treccmo 

monuments as the romb of Bishop Saltarelli (fig.1 33) the effigy portraymg 

the deceased as a physical being used to be distinguished from the Ertle image 

of his soul. In the Tomb of Julius, however, heaven and carrh are no longer 

sepll.rated from each other. The four gigantic figures on the platform, placed 

as they are between the lower zone with the Slaves and Victories and the 

crowning group of the two Angels carrying the bara with the Pope, serve as 

an intermediary between the terre~ mal and the celestial spheres. Thanks to 

them, the apmheosis of the Pope appears, not as a sudden and miraculous 

transformation, but as a gradual and almost natural rise; in other words, not 

as a resurrection in the sense of the orthodox Christian dogma, bm as an as

censiOn in the sense of the ~eoplawmc philosophy.a• 

According to the doctnne of the Floremme Academy as formulated by 

Landino the vita activa as well as the vita contemplativa arc, we remember, 

the two roads w God, although active righteousness is only the prerequisite 

of contemplative illumination. And when Landino compares iustitia and 

religio to the 'two wings on which the soul soars up to heaven' this metaphor 

may well be applied to the two Angels, one deploring the end of a just and 

fruitful life of action the other rejoicing over the beginning of a life de

voted to the everlasting contemplation of the Deity. 

Moses and St. Paul were constantly grouped together by the Florcnnne 

Neoplatonists as the greatest examples of those who through a perfect syn

thesis of action and vision anained spiritual immortality even during their 

lives on earth. For, though Moses lives in the memory of mankind as a law-

64-See panicularly K.Borin~ki, Bibl-46, p.Q()ss. and O.G. von Simson, Bibi.J19, generally 
following Borinski, but with a fine coml"'rison between the Tomb of Julius II and the 
~ulier monuments which do not show an intermediary or transitional zone between the 
terrestrial and the cele>1:ial spheres (pp-48, 1<.>8). 
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giver and ruler rather than as a visionary, he, too, 'saw with the inner eye,'6~ 

and it ism the capacity of both a leader and an inspired prophet that he has 

been portrayed by Michelangelo. Given the fact that in the sixteenrh century 

the word 'contemplative' had come robe used as a Neoplatonic term, Con

clivi's naive description of the Moses as 'the captain and leader of the He

brews, shown in the attitude of a contemplative thinker, his face full of 

light and the Holy Spirit, who inspires the beholder both with love and fear'66 

does mfinitely more justice to Michelangelo's most famous sculpture than 

the still popular conception that Moses, after having sat down for unaccount

able reasons, was angered by the dance around the Golden Calf, and was 

just on the verge of jumpmg up and shattering the tablets-an imerpreta

tion which would never have been invented had nor the statue been banished 

from irs predestined place. Michelangelo's Moses sees nothing but what the 

Neoplatonists called the 'splendour of the light divine.' Like the Sibyls and 

Prophets on the Sistine ceiling and the mediaeval Evangelists who arc the an

cestors of both,67 he reveals by his suddenly arrested movement and awe

some expressiOn, not angry surprise but that supernatural excitement which, 

to quote Ficino, 'petrifies and almost kills the body while it enraptures the 

soul.' 0 ~ 

6s.S.:ep.>¥J. 
66. Condivi, hey, Bib/.IOJ, p.66. 
67. The motifs of the Prophets ~nd Sibyls arc in p:u·t derived from rhe earlier [~ian tradition 

(the Eryrhre~n Sihyl from Signorelli, as mentioned above; the Delphian from Qucrcla
Fonte Gaia--and Giovanm Pi>an<>; the Jeremiah from Ghiberti's St. John on th.e earlier 
door- d the Baptistry, at Florence)-in part from cla>Sica! art as is the case with the 
ls:.iah :md the Libyan Sibyl. The Zechniah and th~ Persian Sibyl :1<e, however, connected 
with the Evangehm' type mostly used for St. Matthew. ~nd the Jod bears a striking 
simil:~<ity with the Evangeli.!;t's typ<: represented, for inst:mce, by the St. John in the 
Re>ms Gmpt:l~, !\1organ, .'\.1. 7•11, fol.>41, Illustrated in Bibl.uS, I'I .. J. For the possible influ
enc~ of n>ediaeval Ev:.ngclists' portraits on great Renaissance artists d. H.Kauffrn:.nn, 
Bib/.>6>, p.~. Pl..! g. 

68_ The erroneous interpretatio() of the actio() of th~ .1\.-loscs seem~ to have originated in rhe 
late Baroque period, when popular totcrcst was focu'iSed on the dr:.nlatic, and the Neopla
mnic tradiuon had f:.llcn inrn oblivion (cf. the >anne! by G.B.Zapi>i, 17o6, pubh,Jwd in 
Thode, Bibi.Ho,voL.J, p.~<nl; it has :.lrcody been ~orrc~tcd by Borinsk>, Bib14>, P·"''S
C.Tolnay has rightly pointed out that the .'\1oses statue is a 'Weaerbildung d.er f'rophetm 
der Si:uini•chen Decke' (Bibt.w;~l. 

'9l 



NEOPLATONIC MOVEMENT AND MICHELANGELO 

Thus the four figures on the platform symbolize the powers which as.o.1.1rc 

immortality by acting as imcrmcdiarics between the rerrcsrnal .md the 

translunary world. Consequently the decoration of the lower storey, while 

glnrifymg the personal achievements of the Pope, symbolizes at the same 

time Life on Earth as such. 

The significance of Victories and Prisoners was by no means confined to 

a triumphal symbolism in the narrower sense, unless they were destined to 

lend colour to a definitely pagan environmcm as is the case in the fresco by 

Filippino Lippi already mentioned. To a beholder of the sixteenth century, 

familiar with the tradition of the Psychomachia, if nut With Neuplawnn: 

1deas, a 'Victory' group would primanly suggest a moral struggle between 

good and evil, rather than a warlike tnumph. Michelangelo's later Victory 

group was in fact always interpreted m a symbolical sense: Vincenzo Danti 

used it for a representation of Honour conquering Dishonesty; Giovanni 

Bologna transformed it imo a Combat between Virtue and Vice; and 

Caravaggio, with an iromcal twist charactenstic of Michelangelo's most 

reluctant admirer, turned it into an illustration of the adage Amor vincit 

omnia. 

Fettered Slaves, too, were familiar to the Renaissance as moral allegories. 

They were used as symbols of the unregenerared human soul held in bondage 

by its natural desires. lr is most probably Jn this capactry that they appear 

in Antonio Federighi's Holy \Vater Basin m the Cathedral of Siena, which 

was well known to Michelangelo and has been righrly considered as 01 modest 

forerunner of the Julius Tomb (fig.13R).M Not unlike mediaeval candle

scicks,70 ir symbolizes a Christian universe, which, founded upon the four 

corners of the world and resting on the earth (the turtles), rises to the state 

of grace (the Holy \Vater) through the state of nature (the Slave;) and 

paganism (the bucrania). Furthennore in an engravmg by Cristofaro 

Roberta (B.1 7) (fig.! 39) a contrast JS shown between the free human mind 

69. P..SCbubrmg, BibJ.)J J, p.M, Pl .• I J. 

70. S.:c Adolph Goldschmidt, Bib/.1 15, passirn. 
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and enslaved human narure: the former is represented by a poised youth 

sublimely unsusceptible to the seductive powers of 'Wein, Weih und 

Gesang' as personified by a satyr lifting a drinking horn, by a nude girl 

playing the harp, and by another nude girl offenng her breast; the Iauer is 

feaercd and writhes with agony. 

Michelangelo's Slaves convey, however, a more specific meaning. It has 

been known for a long time that the 'Dying Slave' in the Louvre is accom

p:mied by the image of an ape, emerging from the shapeless mass of stone, 

and it has been thought that this ape might be an attribute designating this 

Slave as a personification of Painting.11 Th1s explanation would agree with 

iconographic traditions, as weH as with Condivi's assertion that the Slaves 

personified the Arts; but it is not compatible with the fact that an ape, more 

slightly but no less unmistakably sketched, is also connected with the Re

bellious Slave: its round skull, low sguarish forehead and protruding muzzle 

are clearly recogmzable behind the Slave's left knee (fig.14o). The ape can 

therefore not be interpreted as a specific symbol mtended to distinguish one 

individual Slave from the other, but must be a generic symbol, meant to 

illustrate rhe meaning of the Slaves as a dass. 

Now the most common significance of the ape-far more common than 

its association with painting, let alone with the other arts and crafts-was a 

moral one: more closely akin to man in appearance and behaviour than any 

other beast, yet devoid of reason and proverbially prurient (turpissima 

bestia, simillima nostri) rhe ape was used as a symbol of everything sub

human in man, of lust, greed, gluttony and shamelessness in the wtdest pos

sible sense. 7 ~ Thus the 'common denominator' of the Slaves as indicated by 

7'- Thode, Btbi.J4o, •"OL.I, P·'~'""· Thud~ refers to the f~ct th:a th~ painter w~s fr~q<.~ently 
called '.Jcinrmia dtlla natura' (for the hiStory of th1s rmtophor s~e E.Par1ofsky, Bibl.•-«• 
p.Sg, r-;ort 95); l>ut he could also have quoted Cesare Ripa. s.v. 'Pinon." 

7Z. Cf.t.g.Ripo, s.v. 'Sensi' (Gula) ar1d 'Shcciatagg:ir1e;' furthermore E. Mile, Bibbo7. P·J.~¥· 
In mediaeval art the fettered ~pe or nwukey thus symbohze• frequently the Slate of the 
world before the New Rcnlation (Annunciation in Aix, Ste. Madeleine; Lucas Moser'§ 
alt~rpiecc at Tiefenbronn. where a fettered n10nkey and a broken st~tue, denoting pagan
ism, serve t<> support the statue of the \'irgin; Hubert van Eyck, Annur1nation in the 
Metropolitan Museum of New Y<>rk). Jn Rcr1aissancc :~rt, thiS motif wa~ ofrer1 used to 
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the ape would be: animal nature. And this recalls to mind the fact that the 

Neoplaronisrs had termed rhe 'Lower Soul' cmJmlune cum hrutis: that 

which man has in common with the dumb beasts. From this point of view the 

apes, designating the Lower Soul, are perfecdy logical artribures of fencred 

prisoners. Tied as they arc to the henns in which matter itself shows irs face, 

as it were, the Slaves symbolize the human soul in so far as it is devoid of 

freedom. We may remember borh the age-old similes of the career terreno 

and the prigion oscura,13 and the Neoplatonic expression for the principle 

which binds the incorporeal soul to the material body: it was called vinculum 

which means both 'connecting link' and 'fccter.'70 Some sentences in which 

Ficino describes the unhappy condition of the soul after its descent into the 

material world might serve as a paraphrase of Michelangelo's Slaves who 

were originally intended to be twenty in number, in countless attitudes of 

revolt and exhaustion7~ (needless to say that the 'Dying Slave' in the Louvre 

is not really dying): 'If a litrlc vapour' (Ficino speaks of the effects of the 

humor meltmchohcus on mental health) 'can do that much to us, how much 

more must the celestial soul change from its original state when it falls, at 

the beginning of our lives, from the purity with which it was created, and 

is imprisoned in the jail of a dark, earthly and mortal body? ... The Pytha

goreans and Platonics say that our mind, as lung as our sublime soul is doomed 

ro operate in a base body, is thrown up and down with permanent dis-
designate the sul!jugauon of ha.., emotwus in gen~ral, as is the case with Diner's engraving 
B-41 (fig.14J) or with the amusing illostrati<>rl in jacobus Typotms, B1bl.j61, P·H'·· with 
the motto 'E.u.c,.tru.nt drotts rum' me~nir1g the suppression of the 'grnius [_,.xuri~e· 

({ig.•+•l. If Peter Breug:hel"s Fettered Monkeys in th~ Berlin Mu,;cmn (fig.'i') are rightly 
illterpretcd as im~ges of the hlir1d and unhappy human soul (see C.Tolnay, Bibi.J·H. p .. uJ. 
th1s intcrpretnic>rl would fit in with the idea c~prcsscd by Michd~ngelo. 

73.S.:e p.1g1. 
74.Cf. p.•J6l.oi. Pico, Heptaplus, w, 1, Bib/.>66, fol.F .• has the following definition; 'Ve

rum intCT terrenum crnpu~ et coele<tem animi mbstamiam opur fuit medio vinculo, 
quod tam disranres rnmmu invicem cop"II1Tet. Hinc munere delegatum ten"e illud et 
~piritale corpuscuJum quod et medici et philowphi spirirnm vocant' 

75·'" addition to the rwo Sines in the Louvre :md the four 'Boboh' Slaves we have the 5ix 
Slaves show" ill the drowiug Th.5 (the lower 5tnrey retaining the pl:m of 1505), the •ix 
Slaves in the drawir1g Fr.J (151Jl, aud various drawings ar1d copy-drawir1gs of single 
Slaves (d. C.Tolnay, Bibi.HJ). 
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quietude, and that it often slumbers and is always insane; so that our move

ments, actions and passions are nothing but the vertigos of ailing people, the 

dreams of sleepers and the ravings of madmen.'7s 

If the Slaves personify rhe human soul as enslaved by marrer, and there

fore comparable ro the soul of dumb animals, rhe Victory groups personify 

the anima proprie bumana, that is: the human soul in irs state of freedom, 

capable of conquering the base emotions by reason. The Slaves and Vicrories 

complement each other so as to give an image of human life on earth with its 

defeats and Pyrrhic victories. 

For, the mere victories of reason, worthy though they are of bemg praised 

and glorified in the scenic reliefs with the 'deeds' of the Pope, are nm suf

ficient to assure immortality. Terrestrial life, however meritorious, re

mains, we remember, a life in Hades. The lasting victory can only be 

achieved through that highest power m the human soul which docs nor 

participate in the terrestrial struggles and illuminates rather than conquers; 

the mens or intellectus angelicus, whose two-fold aspect is symbolized by 
the figures of the Active and the Contemplative Life and is personified by 

Moses and Sr. Paul. 

Thus the content of the Tomb of Julius II is a triumph not so much in a 

political and military sense as in a spiritual onc.77 The Pope is 'immortalized' 

76. Ficinu, Letter to Locrcrius !'eronius, Bib/ .go, p.837, rderred 10 p.qS. The letter i~ 

inscribed 'A>Iimll in COTpore donnit, ummi11t, ddir11t, ~>egrotllt.' The passage h.re uans
l•ted re•ds: 'Si fumus quid111" e~iguus t11nttrm in nobis vin1 h~>bet,~. , , qUil!lto m~>gis cm
sendum est coelestem inmwrt11lemquem llnimum, qwmdo 11b i11itio 11b ell purit~>te, qwt 
cre/ltur, del~>birur, id est, qwtndo obscuri terrmi mori/;undique corporis CdTCI'I'e includtrur, 
rrmc, ut .-n ~>pud Pl~>ronicos, e ruo il/o S/lliU mutllri? . . Qurzmobrem torum id tempus, 
quod rublimi! 1mimm i11 in{imo agir corpore, memem nosrram velut aeguml perperua 
qu.~dtm1 inquierudine b~>c er iliac mrrum deorsumve iactwi necnon donnitMe n:m
perque de/irwe Pyth,goricr et Pl,tonici arbitr,nlllr, smgu/,;que mort,lium motioner, 
"ctiones, p11nirmes 711hil esse a/iud qu11m vertigine. "egr-o/11'71/ium, donnirntium somnill, 
in;anorum defir111r1omlll.' 

77· This may also be uut of the infrequent trmmphal representations on other Rena!SU.n<:e 
tombs colle.:red by \V.\Veisbach, Bib/.394. p.toas. As K.Lehmann-Hanlcbcn has shown, 
evt!'l in Roman tllTles the rcprcsematiun uf triumphal rites had already been tnruftrrcd to 
fUittfllry art and had been <:unne<:ted with the 1dea uf an apotheosis in a rcligiow; sense 
(Brbl.!li<}). .., 
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not only by temporal fame but also by eternal salvation,1 ~ and not only as an 

individual but also as a representative of humanity. In the true spirit of a 

philosophy which invested every visible thing with a rranscendcm me<Jn

ing, scemc representations, al!cgones and personifications have been made 

subservient to a program which m1ght be called an arrisric parallel of Fl
cino's Theologia Platonica and Comonamia iltosis et Platonis; it defies the 

old alternative between the. glorification of the life on earrh and the antici

pation of a life hereafter. 

Significantly enough, rhis perfect bJbnce of the pagan and the Chnsrian 

was already cnnsidcrcd somewhat unorthodox when the Pope had died. In 

the project of 15 1 3 (figs. 1 35,1 36,1 3 7) the Chri~tian clement was enormously 

strengthened by the addition of the capdletta with the i\1adonna and Saint~. 

an obvious reverswn to the enfeu type. In 15 4:, when Slaves and Victunes 

alike had been discarded, the symbolization of the terresmal sphere was 

elinunated altogether. The final result bears witness not only to an indi

vidual frustratwn of the artist, but symboli1.es also the f.ulure of the Neo

platonic system to ach1evc a lasting harmony between the divergent ten-

71t The d:.>Sical prototype for the lower storey uf the Tomb of Julius II, ~ sarcophagi" in rh~ 
Vatican (illustr~rcd n1 E.Panofsky, Bibbso, 1\l!h further rcfacnccs), seems'" cnnvcy 
comparatively "nni!ar ideas as to the life on earth aud inmwrr~IL,y: :.ccord•ng to Prof.K. 
Ldunarm-Hartleben rh~ rcprescnt:aion of hu•baud and wlfe led to the door nf Death. 
which " adorned with reprcsentar.ons of the Four Seasons (•yn•llnb uf rime) and is 
flanked by nude ge•1ii stmnourucd by VIctories, would announce the reutli<m :.frcr dc:.dt 
and the bestowing of the 'crown of life' 
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dencies in post-mediaeval culture: a monument to the 'consonance of 

Moses and Plato' had developed into a monument to the Counter-Reforma

non. 

Michelangelo's second great project in the field of funerary art, the 

Medici Chapel,79 did not fully materialize either. But in this case the present 

monument, left unfinished in 15 34 when Michelangelo departed from Flor

ence forever, is an incomplete, yet not a distorted document of his ultimate 

intentions. The definitive program, already established towards the end of 

1 szo,w can be called a more elaborate restatement of the ideas embodied in 

the second project for the Tomb of Julius II, where the 'Platonic' elerr:ent 

had been subordinated, but not sacrificed to the Christian one. Y ct Michel

angelo did not directly pursue these ideas, but rather reverted to them after 

several tentative steps in other directions. 

When Lorenzo de' Medici the Younger had died in r 519, it was dec1ded 

to use the New Sacristy of S.Lorenzo as a memorial chapel for the younger 

generation of the family in the same way as the Old Sacristy had been used 

for the older one. Ir had to house the tombs of the two Magnijic1, Lurenzo 

the Magmficem (died 149z) and Giuliano (killed by the Pazzi in 1478), 

and of the two Due hi, Lorenzo the Younger, Duke of Urbino, and Gruliano 

the Younger, Duke of :\' cmours (died t 5 1 6). ' 1 

Onginally Michelangelo had planned to unite these four tombs 1n a 

free-standing structure, either conceived as one ma~ive piece 6f masonry, 

(drawing Fr.48, jig.r46) or as a so-called Janus Arch (arcus quadrifronr).ij~ 

79· l'or the himny of rhe .'\o1edici Chap<:l cf. parricularly Thode, Bibi.J4<>, \'OI .1, P4'9"·; 
A.E.Popp, Btbi.I7J; C.Tolnay, B1bl.354· 

lh Cf. C.T olnoy, !h!dem, P·"· 
1!1. The 1dca of adding to rhesc four Tombs !lw,;c <>f rh~ t\\o Medici Popes Len X and Clemen! 

VII turned up too !are to atfce< the general scheme (,\lay lJ, '5'-J) The cmly mlurC<m 
.'\o1ichelangcln could think of would have been to place the papal rombs m the small annexes 
(ill'l!tnwmi J, l>ut rhc whole idea wo. soon d>Scardcd. 

lh. According w th" plan-brought ro light by C.Tolnay, Bibi.)S-J-the four -.rcnph"g' 
would have been placed <Hl wp of the four .rc:hc> while the lo!lll> uf the Card mal Giohn 
i\·lcd!<:! (later on P"l"' C!cmcut \"IIJ w<1uld haH fouc1d 111 pl~cc beneath rhe crn>Smg. 
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This projectu was renounced in favour of two double tombs on either side

wall, one for the Duchi, the other for the Magnifici, while the entrance wall 

opposite the altar would have been adorned with a Madonna flanked by 

starues of the Mcdicean family-Saints, Cosmas and Damian (drawing Fr.47, 

{ig.147; developed by simply doubling the front shown in Fr.48). 

The ultimate solution was found by allotting the side-walls to the Due hi 

alone, while the 'Sacra Conversazione' on the entrance wall was merged with 

rhe tombs of the Magnifici into a unified composition. Original studies for 

this curious combination of double wall-tomb and altarpiece are the draw

ings Fr.9a and 9b. In Fr.9a (fig. I so) the structure is not yer ax.ialized and 

includes no effigies, bur in the centre of a zone inserted between the sar

cophagi and the 'Sacra Conversazione' is seen the figure of Fame which 

'holds in place' the memorial tablets.64 ln Fr.9b ({ig.151} the composition is 

more rigidly co-ordinated, and seated statues of the deceased are placed in 

the intermediary zone the centre of which remains em pry. A plan more close

ly approaching the definitive arrangement is transmitted through a great 

number of cop1es which tend ro show that ultimately the intermediary zone 

was abandoned altogether while smaller statues in round-topped niches were 

placed above the two Saints ({ig.1 5 z). 8~ 

As for the single tombs of the Duchi, only one unquestionable sketch, 

8j.Sc~ the drawing> Fr-48·"5a,>6]b.J9>7"(C.Toln:.y, Bib/.354• fig.8-t2). Aoother ~ketch on 
Fr.7o (Tolnay. fig.t6) might also refer to the free->tanding monument; that the projecrion 
of the >arcophagt on lhe receding ..id~• is not shown would not militate agaiust thi5 
assumption because the "'me omi>oiion can be observed in Fr-48. The identification of the 
sketch Fr.J9 centre (Tolnay, fig.to) with the Janus Arch proJ~Ct se~ms somewhat doubt
ful in view of the fact that the big arches are bridged by a horizontal .rchmn•e which 
would S«m to presuppose a massive 5tructure 2S in Fr.tlsa (Tolnay. fjg.9). 

8*- The inclus:on of thi> figure which is very •lightly sketched, •e~ms to be a kind of after
thought. Th~ explanation '[.a Fmna Ilene gli epiraffi a giacere' should be nan>lated 'Fame 
holds the epitaphs in po5i!lon.' Th~ word epu~ffi cannot mean rccumbcut effigie•, but 
only the tablets; thJ> agr~•s with the position of the figure in the drawing and with 
the fact that the project included nu effigies. 

8;. Drawing Th.531 a (A.E.Popp. Bibl.z7l• PL.zS); d. Th.z46b,J86a-4'4-459b-461,51 tb A .E.Popp, 
P·'l'• has shown that the effigies seen m these copie.1 were hardly e\'er plann•d by Michel
angelo. For the drawing Th.141 (Popp, PL.JO:I and K.Borillski, BibJ-46, fig. facing p.tj6). 
sn: Popp, p.l'Vi· 
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Fr. 55, has come down to us Cfig.148; cf. also fig.149)."~ and even here the 

tomb seems robe a smgle one by appearance, rather than in iconography and 

destinanon. On the whole the drawmg Fr.ss is much closer than any other 

study to the architecmre, statues, and models actually executed.~1 Bm the 

space in the cenrre, being an exact square, would nor be suitable for a por

trait statue, whereas the seated figures which flank the sarcophagus and are 

not paralleled m the actual arrangement give the unpresswn of portrait 

statues rather than of allegorical figures, let alone saints. A" Thus it seems more 

probable that the drawing Fr.ss, although it shows only one sarcophagus, 

was originally intended for the double tombs (Verrocchio's famous sarco

phagus in rhe Old Sacristy also houses the bodies of two persons, Giovanni 

and Piero dei Medici). Subsequently the composition was adopted for the 

single tombs as executed, whereby, of course, the two seated statues on either 

side of the sarcophagus had to be eliminated.s9 

This material, incomplete though it is, enables us to observe rhe growth 

of the iconographical program. The free~standing monument sketched in 

Fr. 48 mcluded only reliefs-four of which probably represented the Four 

Seasons and thereby symbolized the idea of time m an as yet traditional 

form-~9 ' and eight statues of mourners. The !\tadonna with Saints, the 

effigies of the deceased and River~Gods reclining beneath rhe sarcophagi 

were planned in connecrion w1rh the double-tomb project (Fr.47), and the 

1dea of subsnrunng the Times uf Day for the Four Seasons seems to appear 

still somewhat later (Fr.ss and marginal sketch on Fr.47). 

86. Wherher rhc draw1ng Fr.JQ. nglu upper sketch (C.Tolnay. Bibi.JH. fig.q) rd~rs to th~ 

sing!~ wall-wmbs, or r~ndcr• u!le srde of the fr~e.standing monument is ~ m~rrcr of 
surmrse. 

87. E~cept f<>r the drawmg Th.jll " (A.E.Popp, Bibi.>;J., PL.> g), which is a free variarion <>n 
the bam of both prclmrmuy studies and the tombs a• uccut~d. cf. A.E.Pupp. P·' H· 

R8. Cf rhe drawi!lg Fr.9b. 
89. This imcrprct~llon. gcner~l!y nor accepted in recem lirerarur~. Ius been proposed by 

B.Bcr~r1son, Bibl..8, no.149i· The do,. cunnccnon of Fr.55 with the double wall-romb 
phaso:: is also C\'ide!lccd by the fact thor one uf rhc r~ch!lmg figures seen in Fr.H is 
sketched on Fr.47. 

89a· Cf. A.E.Popp. Bibl.>fJ, P·' J.O ~nd 165ss. 
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The definitive program included the following features: 

(I) The double wmb of the Magnifici facing the altar ('la sepoltura i11 testa,' 

as Michelangelo calls it), fi&·'53· Above the imagelcss sarcophagi it 
would have shown the 'Medici Madonna' flanked by the statues of Saints 

Cosmas and Damian as cxranr in S.Lorenzo; and, above these, smaller 

statues one of which has been identified with the David in the Bargello.9
G 

(2) The tombs of Giuliano and Lorenzo de' Medici ({igs.144,145 ). In addi

tion to the figures extant in S.Lorenzo, viz., the seated statues of the 

Dukes and the four Times of Day, they would have shown: 

(a) Two River-Gods reclining on the base of either tomb (the model 

for one of them preserved in the Accademia at Florence). (b) Statues of 

the grieving Earth and the smiling Heaven in the niches flanking the 

statue of Giuliano,01 the figure of Earth of course above the Night, the 

figure of Heaven above the Day.92 The subject of the corresponding 

stames m the tomb of Lorenzo is a maner of surmi,e, possibly they were 

to be either Truth and Justice according to Psalm lxxx.iv, 1 2: 'Truth 

shall spring out of earth, and nghtcousness shall look down from heaven,' 

or somethmg like Landino's lurtitia and Religio.~3 {c) An elaborate 

plastic decoration of the entablature already shown m the drawing 

Fr.55: It consisted of empty thrones on rop of the coupled pilasters, 

which can still be seen 1n the Medici Chapel, though they have been 

deprived of their richly ornamented backs;9
' of trophies in the centre; 

9"· Thi~ idcmiticarion w~smadc by ,\.F.Popp. ibidem, P·'·P'· 
9'· Note on Fu6t; d. Vasari, Brbi.J66, •·or .. n,p.65; Frey, Bib/ "'l· p.J6o. 
91. Cf. the drawing Th.51 ra, where, however. right and left has been reversed. In thi> draw

ing Day IS characrcrizcd as Sol and :-l1ght as Luna. 
93.Cf. 1'·'.18>. That the two >tatues on eJther side of Lorcnw de' Medici <hould have 

ccpresented rhe elements Fire and \Vater (A.E.Popp. Bibi.17J, p.164) 1S not very probable 
because the figures of "Ciclo' and "Terra,' the former sm1hng, the latter grieving, pnsonify 
heaven and earth 10 a metaphy51cal >ense, and not m the sense tlf the clements Air and 
Earth. The four clements arc prop~rly symbolized by the Rwer-Gods in the lowc>t zone 
nf the composition (cf.bdow). 

'H· The rc~sons fur tbJ> cunaihnem uc "'yet nut fully clL>cidatcd. A careful study for rhc 
empty thcone> i> pre>en-od m the drawing Fr.>66. 

HlZ 
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and of rwo pairs of crouching children, one of whom has been identified 

with the Crouching Boy in Leningrad,9 ~ above the lateral niches. 

In addition it was planned ro adorn the large lunettes surnJOunting the 

three tombs with frescoes. In the lunene above the romb of the Magnifici 

would have been depicted the Resurrecnon of Chnst (drawings Fr.19 and 

59), while the lunene above the Tombs of the Duchi would have shown the 

Brazen Serpent on the one hand (drawing Fr. 51) and, possibly, the story of 

Judith on the other.!Ml 

It has been observed that bmh the statues of Giuliano and Lorenzo de' 

Medici are turned towards the Madonna.~7 It is, indeed, to the sepoltura in 

testa that they have to mm in order to behold the mediators of salvation, rhe 

Virgin Mary and the samts, and the great resnmony of immortality m the 

stricrly Christian sense, the Resurrection of Christ. 

At the same time each of the ducal rombs depicts an apotheosts as con

ceived by Ficino and his cude: the ascen~ton of the sou! through the hier

archies of the Neop!atonic universe.a8 

As will be remembered, the Florentine Neoplatonists called the realm of 

matter i/ mondo sotterraneo and compared the existence of the human soul, 

while it is 'imprisoned' in the body, to a life apud mferos.H~ lr is therefore 

95.This identification, too, is due to A.E.Popp, Bibi.I7J, P·'4'-
y6. Th•t the drawings Fr.t<t-59 and 5' "'ere probably destined for the demration of the 

!.metres in the MedtcJ Chapel v.as first realized by A.E.Popp, /.c .. p.>5~Ss. Thn the Judith 
scene (prefigurarion of the Virgin's Victory over the Devil) might have l>ccn cnvio2ged 
as a mumcrparr oi the .Brazen Serpent (prefiguration of the passion of Chn,-r) !5 <ug
geHcd by the S1stm~ Oiling and the apocryphal drawmg Fr.JOO whtch ,ee!ltS to reflect 
a ,\-lichclangde>que composinon of the thitd d~cadc, not unouttahle for the spa<-~ tu be 
filled. 

97- C.Tolnay, Bib/.355. 
98. Th~ 'Piaton1c' mtcrprctmon of the Meda:i Chapel was suggested by V.Kai>u, Bibl.t6t 

and j.Oeri, B1hi.IJ3; it was elaborated by K.Borinski, B1bi-46, P-97S.<., whuse opin!On> were 
~ccept~d by O.G.von Si,uson, Ribi.J 19, p.tOO<;>., and was definitely established by C.Tnlna_v, 
Bihi.J)). In >ptte of Borinskt\ uncritical attintde toward th~ ntateriol and hi~ nmncrous 
factual err<>:;., he deserv~~ to he given cr~dtt for having realized that an interpretation uf 
Michelangelo's works ought to be bas~d on the Florentine Ncopbton~>ts rother than on 
Plato him>elf, and for having called anemion tu th• wurces in que,tton. The followmg 
analystS ''greatly ind~btod to both Horinski and T"lnay. 

99- Sec P·• J4· 
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not hazardous to indentify the River-Gods, placed as they are at the very 

bottom of the monuments, with the four rivers of Hades: Acheron, Styx, 

Phlegethon and Cocytus. These rivers played an 1mponanr role in Plaro's 

Phaedo100 as well as in Dante's Inferno; but the Florentine Neoplatonists 

interpreted them in a very different fashion. With Plato as well as with 

Dante they signify the four stages of expiatory punishment awaiting the 

human soul after death. \Vith Landino and Pico they s1gnify the fourfold 

aspect of matter enslaving the human soul at the moment of birrh. As soon as 

it has left irs supercelesrial home, and has passed the nver Lethe which makes 

it forget the happmcss of irs former existence, it finds itself 'deprived of joy' 

(Acheron, supposedly derived from Greek ci: and xa:l[JEW, to rejoice): it 

is stricken by sorrow (Styx); it falls prey to 'burning passions such as mad 

wrath or fury' (Phlegethon, from Greek q;A6t flame); and it remains sub

mersed m the swamp of everlasting tearful grief (Cocytus, from Greek 

xWxuf).:X, lament, or, to quote Landino, il pianto che sip;nifica crmfennato 

dolore).' 01 Thus the four rivers of Hades stand for 'all those evils which 

spnng from one smgle source: maner,' 1112 and which destroy the happiness 

of the soul: 'The deep gorge of the senses JS always shaken by the floods of 

Acheron, Styx, Cocytus and Phlegerhon,' as J'vlarsilio Ficino puts it.103 And 

so popular was this ~eoplaronic interpretation of the four subterranean 

rivers that it even turns up 10 Vincenzo Cartari's lmagini. 101 

100. Cf. j.Ocri, Bibl.>IJ; K.Borinski,IJ,bLJ6, p.•Joss.; O.G. von Simson, Bib/.3'9· p.~<>7; C.Tol
n~y. Bibi.JH• p-)Oj. 

101.Landino. Commemuy on Dante, lnfemo, Xlv, 11~, Bibl.>f!o. fol.tni,V, (d. :also ib1d~. 
on lnfemn, 111, 78, fo!.xx1; funhermorc Landino, Bib/.179, foi.K1ss.) 

101. Landino, Bi/11.179, foi.Kzss. 'E:c Jlyle igitur u11icn flummc mala /Juu omnia eveniunl.' 
Joj. Ficino, Letter ro Andrea Cambino, B•hi.<JO, p.671. 
'1>.4· V.Gmari, Bih/.56, ?·'45' 'Circonda quexla Pa/ude /'lnferno, pt:rcb~ a/tTove 110n si trova 

mesmru maggrore, el pttciO vi fu uncoil fium~ Lere, AcherQ11te, Flefl.eiOnte, Codto, et altri 
fiumi, che sigmi{ictmo pitmlo, do/ore, rrisrez:u, ramarico er altre Imrili p~uioni, che Il''fl

rnno del cominun i darJrJ~fi. Le qu11/i i Plawnici vogliono im~mdere, che siann in querto 
mondo, dicmdo cbe l'unim~ ~//bora va in lnf<·rno, qU41ldo discendo nfl coTpn mortaJe, 
ove rrov~ il fiunre Leu, che indue<· ob/1'1/ume, da q11ntn paH~ aii'Acheronte che vuol dire 
privarione di allegrez::.n, penh.' scordarasi funnnale cnu del Cielo . , et e pnc«1 dr
cnndma dalla P~l11de Sri11.ia, eJ se ramarica nwente, e/ 11t piange, che vier~e 11 fan il fiume 
Coello, le Gll/acque smw /uti~ di /agrm1e et di piamo, 11 come Flegetrmte /e hci di fuoco 

'"4 



NEOPLATONIC MOVEMENT AND MICHELANGELO 

If, then, Michelangelo's River~Gods stand for what Pica calls the mondo 

sotterraneo, that is: the realm of sheer matter, the Times of Day occupying 

the next higher zone of the ducal monuments stand for the terrestrial world, 

that is: the Realm of Nature, built up of matter and form. This realm which 

includes the life of man on eanh is in fact the only sphere subject ro rime. 

Sheer matter is no less eternal and indestructible than pure form, and the 

celestial spheres produce time without being subject to it. h is only the 

transient union of matter and form in nature which is bound ro begin and to 

come to an end. 

That the figures of Dawn, Day, Evening and Night are primarily intended 

to designate the destructive power of time is evidenced by Michelangelo's 

own words 'Day and Night speak; and they !>ay: with our fast course we 

have led to death the Duke Giuliano,'105 as well as by Condivi's statement 

that Day and Night mgether were intended to symbolize i/ Tempo che con
ruma il tutto; according to him Michelangelo had even planned to add a 

mouse to these two figures, 'because this little animal continually gnaws and 

consumes like all-devouring rime.'106 

u di (immne, cbe mostrlmo r~~dore d~ll'sr~ et de gli ~ltri afletti, cbe ci tonm:n11nw mtmtre 
cbe ri1m1o nell' inf~mo di q"~~to corpo.' 

105. 'II Die Ia Notte pni1111o, t dicono: Noi ~bbi~m~o colnoum veloce corw condotto ~~~~ 
morte il due~ Giuli1111n' (Fr.161 and Fr~y. Bsbi.Jol, XVII). Par:allcls are found in th~ 
earlier uadition. e.g. in a G~rman woodcut of around 1470 (F.M.Hoberditzl. Bibl.rz9. 1, 
p.16fi' and PL.CVIU, also 1!lustnted in E.Panofsky. Bibf.l4J, PL.LXVIII, fig.lot), where Day 
and Night, symboliled by the sun and the moon, speak the following lines: 

'wir tag und 1UIC!Jt dich ers/eichm 
der k1111n1J n(it em)wtJCben.' 

That the .-est of Michelangelo's 1ext refers to the N~oplatonic doctrine of immortality 
(C.Tolnay, Bsbl.Jss, p.Joz), is however hardly provable. For the mterpretation of the 
line: 'Che ~~Webbe di noi dunque f~ttr>, numt.-e v1veai'' ('What would he have done with 
us when alivef') u '\Vhar would his soul ha•·e done with us jf he b~d lived longer?' (that 
is: 'if his soul would nerci.., an even greater power owing ro his longer life on carthl') 
"'no! borne out by the text. The introducuon of Fame inm the project Fr.Qa would seem 
to show that Michelangelo. before his plans had ripened, wos not absollltcly opposed to 

elaborue, allegoncal eu!ogic:s. 
ro6.Condivi, Frey. Bibi.!Oj, p.q6: '., . 5ignifiumdrni pn q~.<ute il Giorn& et I~ N&tte o pn 

~m~bi duo if Tempo, c!Jr wurum~ il tutw. . . Cr pn Ia 5ignificamme del tempo volcua 
f~re un wpn ... percioclu s~lc mimalucci& di nmti•mn r-&de er c&nnmM, non altr-imemi 
chtl rnnpo ogni cor~ di~<ora.' 1-"or the motif of the n10use. see pill, N-.•. 
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However, in the Medici Chapel this idea has taken shape, not in conven

tional allegories or personifications of time such as the Four Seasons as 

originally planned, but in four figures which, unprecedented in earlier ico· 

nography, convey the impression of intense and incurable pain. Not unlike 

rhe Slaves in the Tomb of julius II they seem to 'dream, to sleep, to ail and to 

rage;' The 'Aurora' awakening with deep disgust at life in general, the 

'Giorno' convulsed wirh causeless and ineffective wrath, the 'Crepuscolo' 

exhausted with ineffable fatigue, and even the 'Notte,' with her eyes not fully 

dosed, not finding real rest. 

Thus, while the four River-Gods depict the fourfold aspccr of matter as a 

source of potential evil, the four Times of Day depict the fourfold aspect 

of life on eanh as a state of actual suffenng; and it is easy to see the intrins.ic 

connection between the two sets of figures. For a Renaissance thinker it 

was self-evident that the four forms of matter symbolized by the four 

rivers of Hades could only be the four elements, Acheron Standing for a1r, 

Phlegethon for fire, Styx for earth, and Cocytus for water. 107 On the other 

hand these same four elements were unanimously held to be coessemial with 

the four humours which consnture the human body and determine human 

psychology. And these four humours were in turn associated, among other 

things, with the four seasons, and with the four times of day: air was asso

Ciated With the sanguine temperament, with spring and wid1 morning; fire 

with the cholenc temperament, with summer and with midday; earth with 

107.See P1co, 1,9, H1bl.!67 fn\.,,ss., and Ficino. Argwnemmn ;, Pbaedonem, Bibi.QO, p.1J94: 
'Achenm .. Ulpoudet quoque ~eri parllquf nnmdi mer•dill11at. Ph/egerbml igm re
spondet atque orienti . . Styx Coc)'l!llqt<e re1pondet turae atque occ~nu' (cf. aho 
Ti>erA. Pl~t.,X>'lll,<o. Bibl.<p., P-4"). How~•·cr. Ficino's philological con-c1~nce pre
\'ent~d him from whol~-h•~rt~dly acc~pung the interpret~tion of th~ rivers in Had~s as 
>ymbols of the n1aterial element; and their quabues, for h~ realized that Plato speaks of 
them in a purdy nchatological sense: 'qztae [viz., tlumina] quisquis recundum noflri 
carports bumiJres a11i11lioJZ<e perwrb~rwnes m hac vita um af!IJgrour ~:cponit, nonnil!tl 
ad.ir<cll simile vao, vtmm~men. vtril~ltm mugrmn 11011 llSJeqflitur. Pl~to tmim tt hie tl 
m H.epublicll. Jignificat pranni~ virtumm er wpp/icra vitiorum ~d alteram vltam pomrimum 
perti,trt.' (Argum. i!l f'blltd., I.e.; rnman is mine.) 

w6 



NEOPI,ATON/C MOVEMENT AND ,W/CHELANGELO 

the melancholy temperament, with autumn and with dusk; and water with 

the phlegmatic temperament, with winter and with nighr.' 08 

According ro this cosmological scheme which has already been mentioned 

in connection with Bronzino's so-called 'Flora' tapestry and has preserved 

its poetic appeal throughout the ccntunes, Michelangelo's Times of Day 

comprise indeed the whole life of nature, based as it is on the four ele

ments, 109 and can thus be connected with the four River-Gods in a perfectly 

consistent way. Acheron, the 'Joyless,' would have had his place beneath 

the Aurora, for both Acheron and dawn were held ro correspond to the 

element of air and to the sangume humour; Phlegerhon, the 'Flaming,' be

neath the Giorno, for both Phlegethon and midday were held w correspond 

to the element of fire and to the choleric humour; Sryx, the 'Mournful,' 

beneath the Crepuscolo, for both Styx and evening were held to correspond 

to the element of earth and to the humor melancholicuJ; and Cocyrus, 

the 'Swamp of rears,' beneath the Norte, for both Cocytus and mghr were 

held w correspond to the element of water and to phlegm. 

Michelangelo's T1mes of Day do not 'personify,' of course, the Four 

Temperaments. They illustrate, however, the various disturbing and de

pressing influences ro which the human soul is subjected as long as it lives 

in a body composed of four 'material' principles. \Vith the Neoplatonists, and 

especially with Michelangelo who was emotionally incapable of producing 

a really joyful or a really restful figure, the 'sanguine' and the 'phlegmatic' 

conditions differ froitl the 'choleric' and the 'melancholy,' bur they arc by 

no means happier o~es. A contemporary beholder conversant with the 

108. See Ficino's expression 'corporis bunwres animique pertuTbazionei 1n zhc pa>s~gc quoted 
in rhe precedmg note. For the idermficatiorl of Night with w~rer d. also the phra,;c 'no:t: 
1m1ida' in Virgil, Am.,v,7jH and SJ5. 

109. I::.Steinmann "'"' Guire ng:lu in a-.uming that the Times of D~y imply. in a way, the 
action of the dements and the humours (8zbl.3u). He committed, however, the mistake, 
firM, of basing lmnself almost exclusively on a carnival song ('man nutzt wm vonz herein,' 
~ays Thode), which is but a feel>!e reflex of a great cosmological ttadlfion; second, of 
d1srcgarding the program in >t• entirety; third, of connecnng the fnur figur~s with rhc 
four elements, ere. at random. in~tcad of on the l>asls nf the established tradition. 
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theory that mela1'1choly distress can be caused by each of the four humours, 

including the sanguine, might have inrerprered the four Times of Day 

as paradigms of the mefa1zchoiia ex sanguine, the melancholia ex phfegmate, 

the melancholia ex cholera rubra and the melancholia ex cholera nigra. 110 

From the inert realm of matter and from the tortured, time-ruled realm of 

nature there emerge the images of Giuliano and Lorenzo, the latter known 

as the 'Pensieroso,' or 'Pensoso,' from the sixteenth century. 11
' These 

images, so impersonal m character as ro astonish Michelangelo's contem

poraries and flanked by figures announcing the transition from a lower 

form of existence to a higher one, are neither portraits of living individuals 

nor personifications of abstract ideas. It has rightly been said that they por

tray the immortalized souls of the deceased rather than their empirical per

sonaliry, and that their compositional relationship with the Times of Day 

beneath them is reminiscent of those Roman sarcophagi where the image of 

the dead is carried beyond the sphere of eanhly life symbolized by the re

clining figures of Ocean and Earth (text ill. p.171).m 

Yet, however transfigured, the images of Giuliano and Lorenzo de' Me

dici denote a definite contrast which is expressed not only by their postures 

and expressions, but also by distinctive attributes; and this contrast cannot 

be described more adequately than in temls of the ancienr antithesis between 

active and contemplative life. 113 

From the Neoplatonic point of view there is no contradiction between 

the facr that the two Dukes are represented as immortalized souls, and the 

fact that Giuliano IS characterized as the vir activus while Lorenzo is char

acterized as the vir contemplati'IJUs.110 On the contrary, these characteriza-

110. For this wide-~pread th~ory sec B•bi.>p and '51· 
111. Vas:.ri, Bibi.J66, vol..vn, p.1¢i, Frey, Bibi.IOJ, P·'ll· 
Jn.C.To!nay, Bibl.~H· p.1ll9, 191 and fig.Jo. 
1 1 J. It seem~ that this interpretation wu fint proposed by J.Rich~rdson, Bibl.z79. nH .. \11, 

P·'J~. It was ho.,·ever Borinski who first considered it in connection with the con
~mponry Neoplaronic sources. 

1 '4· Thus it is quite poS!iJbk to accept C.Toln•y's interpretation of the duco.l portraits II$ 

'tmm4gini delle tmime tr~p~sr~te, divinhure alia v~tminQ amica' (8ibi.J55, p.~89), 
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tions account for their apotheosis. For, as we know, iris only by leading 

a truly active and a truly contemplative life, ruled either by rustitia or 

religio, that men can escape from the vicious circle of mere natural existence 

and can :mam both temporal bcarimde and eternal immorrality. 

Now, how can the ideal vir crmtenrplativus and the ideal 'VJT activus be 

portrayed according to Neoplatonic standards' Only by designating the 

fanner as the perfect vmary of Samrn, and the latter as the perfect votary of 

Jupiter. Plotinus, we remember, had already interpreted Saturn as NoV:;, 

rhe Cosmic Mind, and jup1rer as tFux.~, the Cosmic SouL Consequently the 

human soul was believed to be endowed, on her descent ro the earth, with 

the 'power of discernment and thought' by Saturn, and W!th the 'power ro 

act' by Jupiter.U~' And for the Florentine Neoplatomsts it was a maner of 

course that the 'children' of Sarurn-the most unfortunate of mortals in 

ordinary judicial astrology-were in reality predestined for a life of intellec~ 

tual conremplation, whereas the children of Jupiter were predestined for a 

life of rational action. 

It is not possible here to discu~s the more universal aspects of this doc

trine wh1ch, in combination With a 'rediscovery' of the Anstotelian rheory 

that all great men were melancholies, was to lead to the modern concept of 

genius, nor is it necessary to illustrate it by a selecnon of teMs. Suffice it to 

adduce one characteristic passage from Pico della 1\llirandola's Commentary 

on Beniviem: 'Saturn ~1gnifies the intc!lectua! nature which is only devoted 

ro and intent on understanding and contemplarmg. J upirer signifies the active 

life which consists of superintending, administering and keeping in motion 

by its rules the things subjected to it. These two properties are found in the 

rwo planets called by the same names, viz., Saturn and Jupiter. For, as 

Without denying that their obvious contr~st brings not the ~ntithcsis between the ~nivc 
•nd the contemplam·c life, both of them justifying a claim to •mmonality. 

"+'·The locuJ clantcftJ for thiS doctrine, unforgotten ev~n during the M1ddle Ages, but 
att~ining ~ new in1porr~nce in the Renaissanc~, is Macrobius, Comm. ;,. Sonrnium 
Scipirmii. 1, «-L~: 'In Stnurni [viz., spl!~er-a pn>ducir 1111imu] rmiocnumonem el imelli
grnti~m, quod J..oy<~~•xO• ~~ D<o.>PYI'"""' W>cam, in Jovis vnn age11di, quod 11:~2"''"~' dicitur-.' 



NEOPLATON/C MOVEMENT ANIJ MICHELANGEI.O 

they say, Saturn produces contemplative men, while jupiter gives them 

principalities, government, and rhe administration of peoples.' 11
:' 

In the sources to which this passage implicitly refers, that is in the texmal 

and pictorial documents of astrology, the characters of the Saturnian and 

the Jovial bear an unmistakable resemblance with what modern psycholo

gists call the 'introvert' and the 'extrovert' type; the ancient astrologers even 

anticipated the notion rhar differences as basic as these are also reflected in 

such peculiarities as the attitude cowards money. The contemplati\'c Sa

turnian is 'closed to the world;' he is morose, taciturn, entirely conccnrrated 

upon his own self, a friend of solitude and darkness, and avaricious or at 

least parsimonious. The active Jovial is 'open to the world;' he is alert, elo

quent, companionable, interested in his fellow-beings, and unlimitedly 

generous. 116 

In the .\.1cdiei Chapel this antithesis is indicated, m a general way, by the 

contrast between the 'open' composition of the Giuliano statue (/ig.15 5) 

and the 'dosed' composition of the 'Penseroso' (jig.1S4), as well as by the 

two pairs of personifications with which the two statues arc grouped to

gether: the Giuliano IS placed above the virile Giorno and the fertile Nbrre, 

the !lflrrT)p NU~ or Mater Nox of classical poetry, 117 Lorenzo abm·e the 

virgin Aurora (note her 'zone') and the elderly Crepuscolo, his age and 

mood possibly a!luding to the myth of Aurora and her husband Tithonus 

who had been granted eternal life but not eternal yourh. 117a Bur the Satur

nian and Jovial connotations of the two portraits are emphasized by more 

specific features. Like the face of Di.irer's Melencolia, the face of the 

1 '5· Pico, 1. 7, Bibl..67, fol.1o: 'Sawrnr.> ~ Hgnificati~<a d~lla nawra inrellerrual~, laquale sai<'J
attende er e ~<alta a/Jo ime11dr7e n crmtemp1111"t. Giout 1: significariuo della u.ira attiua, 
/aqua/e camine nel reggne, admmistrau et murmere con Ia imperia suo It c.ose Q u 
saggtttre et inferiari. Quuu d!.<a propriera si tr!.<a~<ano ne pianeri da t m~desimi nomi 
signi(icatr, doi! Saturno e Giuoe; penhe Cfn'l~ lnre diccmo, Sat!.<rno fa U hur~min.i can
remplatiui, GIUo~ dil /oro principati, gauerni, n adminisrratwne di popnli.' 

116. See, ins!~od nf all other instances, th~ inscr~ption' on th~ Florentine ~ngnvings r~present
mg th~ Children of Jupiter (f.Lippmann, Bib/.195• PL." n, s n). 

I J 7· Cf. J.B.Carrer, Bih/.57. s.v. 'Nox,' and C.F.M.Bruchmann, Bib/.,,, s.v. NL>~. 
117a. K.Borinsk!, Bib/..;6, P·'57"· 
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'Penseroso' is darkened by a heavy shadow suggesting the facies nigra of the 

Saturnian melancholic. The index finger of his left hand covers his mouth 

with the gesture of Saturnian silence. 11 ~ His elbow resrs on a closed cash-box, 

a typical symbol of Saturnian parsimony; 119 and, to make the symbolism still 

more explicit, the front of this cash-box 1s adorned with the head of a bat, 

the emblematic animal of DUrer's engraving Melencolia 1.12c 

Giuliano, on the other hand, holds a princely sceptre and with his open 

left he offers two coins. Both these motifs, symbolically contrasting him 

who 'spends' himself in outward action with him who 'shuts himself off' in 

self-eentred conremplanon, are described by Ripa under the heading 

'Magnanimid,' and this is just as much a Jovial trait as parsimony is a Sarur

nian one: 'Jupiter dat magnanimitatem a11imi,' to quote one of the most 

popular astrological textsY1 Small wonder that in the Florentine engravings 

illustranng the Children of Jupiter we encounter a prince holding his sceptre 

and besrowing favours upon his subjects (jig.156). 122 It has been thought 

that the general composition of the Giuliano statue may have been suggested 

by two Byzantine reliefs at the far;ade of Sr. Mark's representing Sr. George 

and St. Demetrius (jig.157 ); 1 ~ 3 if this conjecrure-not altogether improbable 

in view of the fact that Michelangelo had revisited Venice shorrly before 

cnmmencmg the Giuliano statue-be true, it would be all the more sigmficant 

nli.Cf.Ripa.s.v. 'Silentio:' 'il diw iudice alia bocca;' 'zm drto aile labbre dtl/11. bocc11.;' 'col 
ditn aJ/u boccu.' Ripa's '.\blanconicn' (ss. 'Cnrnplcssioni') ha~ cv~n his mou•h covered 
with a bandage which 'rig?Jifica il silentio.' 

IJQ.In end. Vat. lat.IJ9il, fol.11, Saturn IS ~hown holding the kcvs to a dnS~.:d ~trong-box. In 
cod. Tul>ingen~is M.d.1 the melancholic sets nut tn bury a stnmg-box filled with muncy 
and the anrrbutes of a pur"' and/or a tabfe <:o,·cred with coin> is uh1qunou> in rcpre..,nta
tions both of Saturn and the mdanchohc (,.,e the illus!r:nions in Me/mch&lra, Brbl.!q); 
in Leonardo Dati's SfeTa the qualities of thoughtfulne" and av~rice are mentinned "' the 
sam~ bre•th: 'Disposti [viz., th~ melancholies] a ruae /aTti duv1ZTifi11., er 11. mnlri pensirri 
umprt harmo i/ con.' 

r 10. That Lnrenw holds a crumpled handkerchid in his left hond may e~pre., a >imi!ar rdea as 
the involved crewel in Ripa's 'Pensicro.' 

11 r. According 10 th~ Rdaction of the above-m~ntioned passage from .1\lacrobius found in the 
'Kyeo;cr" manuscripts, reprinted in A.Haul>cr, B1hi.IJ5, P·54· 

ru. F.Lippmann, Bibl.r95• PL. A 11, Bu. 

r IJ. E.Stemmann, Bibi.Ju, p.llOS., fig.>7-IH. 
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that he replaced the attribute of those saints, the sword, by the symbols of 

Jovial magnanimity. 

Both the contemplnive thinker and the magnanimous doer are emided to 

a Neoplatonic apotheosis. Its consummation is symbolized by the motifs 

adormng the fourth and highest :wne of the ducal tombs. This zone might 

be interpreted as the supercelestial sphere above the celestiaL The trophies 

in the centre connote the ultimate triumph over the lower forms of exisn:ncc; 

the children crouching down with grief and fear stand probably for unborn 

souls doomed to descend into rhe lower spheres;124 and rhe empty throne 

is one of the oldest and most widely used symbols for the invisible presence of 

an immortaL The preparation of empty thrones for rhe Last Judgment, the 

so-called Heroimasia, is probably based on Daniel, vii,9. Bur its renderings in 

art1 ~~ are patterned after pagan representations, which have come down to 

us in large numbers. In ancient Rome empty thrones figured in expiatory 

ceremonies for cen:ain goddesses and, more 1mpon:anr, on the occasion 

of rhe Judi scaenici, when they were solemnly earned to the theatre 

and placed at the disposal of rhe gods. After the death of Caesar this privilege 

was granted to him and, later on, to other deified emperors.m If Michel

angelo had lived under Hadrian he could nor have chosen a more eloquent 

symbol to crown the monument of a Di'l.'liS Caesar. Bur m the Medici Chapel 

the empty thrones would have been surmounted by those stories from the 

Old Testament which would have subordinated the whole content of the 

ducal tombs to the Chrisnan idea of salvation tromslated into images in the 

sepoltura in testa. 

For the cupola, too, a fresco had been intended. Sebastiana del Piombo 

refers to this plan m a letter of July 7, 1533, where he says: 'As to the 

r •-t· K.Borinski, Bihl.-f6, p.r H· 
115. Sec P.Dunnd, Bihl.&; J.Y\hlpert, Bibl--tD-f. >"DL.I, p.s8ss. It is chancteristic that St. Maun 

in her visiun (guoted by \Vilpcrt, /.~;.) >ees the throne 'draped' as it appears rn all the 
pagan representations; d. text ill. p.r98. 

n6.&:c L.R.Taylnr, Brbi.JJ5; alw A.L.Abae.:herli, Bib/.r. 
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painting in the vault of the lantern, Our Lord [viz., Pope Clement VII] 

leaves it co you to do what you like. I think the Ganymede would look nice 

there, you could give him a halo so that he would appear as St. John of the 

Apocalypse carried to Heavcn.'' 27 No one who understands the spirit of 

mockery so characteristic of Sebastiana's episrolary style and panicularly 
ubiquitous m his letters ro his 'compMe' Michelangelo can fail to see that this 

suggestion is a joko.. 128 Bur it is a very good joke. For, whether or not 

Sebastiana remembered it, in the Moralized Ovid Ganymede had in fact been 

interpreted as a prefiguration of Sr. John the Evangelist, the Eagle standing 

for Christ. or else for the sublime Clarity which enabled St. John to reveal 

the secrets of Heaven;1 ~g and this interpretation was still referred to in the 

sixteenth century.'ao 

Moralizations of this kind were still familiar to the Renaissance; the 

humanists did not even scruple to quote the verses Sinite parvuli ad me 

venia11t and Nisi efficiamur sicut parvuli ... in connection with Jupiter's 

love for a handsome boy;'"' and it is easy to see that such weU-meant chris

tianizarions of pagan myths seemed more objectionable to the Church than 

the1r treatment m genume classical poerry. 132 Yet they are but one chapter 

in the history of the interpretations to which the myth of Ganymede, the 

only favourite of Zeus ever admitted to Olympus, had been subjected m the 

course of the centuries. 

In the fourth century B.c. we find already two opposite conceptions; 

1 ~7- G.Milanesi, Bih/.115, p.><>.j. 
128. The pas.sage has been taken :;eriously only by K.Borimki, Bib/.¢, P·'4'• and, on his 

authority, by O.G.von Simson, Bibi.Jl9, p.109. Even in busines.s transactiOns Sebastiana 
can hardly manage 10 be quite serious, cf., e.g., his amusing proposnion ru the Duke 
Ferrante Gonl.ag'a (P.D'Acchiardl, Bibb, p.176). 

119. 'Thomas Wal!cys,' Bibi.J86, fol.lxuiJ. 
IJO.See for instmce Claudius Minus' Commentary on Akiati, EMBLLMn~. '"· Bib/.5, p.61ss. 

The eagle (the word aquil~ suppo..,dly dcnving from acumen) wuuld be the au:tibute of 
Sr. John, 'ut du~ in divin1s rebu> ~cu.me-n long~ p~rlprca::c et ocu./atum, ut iu dicnn, 
o;trnd~rmt.' Minos concludes the passage with the ..,ntencc: 'Sed hie me cohib4ll., quod id 
esse vidtam. Theologo-rum penmm.' 

IJI. Oaudius Minos, ibidrm. 
'l'· Se-c p.7o, N.>. 
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while Plato believed the myrh of Ganymede to have been invented by the 

Cretans in order to justify amorous relations between men and boys or 

adolescents, 1:u Xenophon explained it as a moral allegory denoting the su

periority of the mind in comparison with rhe body; according ro him the 

very name of Ganymede, supposedly derived from Greek rti\luCl'61l! (to 

enjoy) and 1-'-~0!!Il (mtclligcnce), would bear witness to the fact that in

tellectual, not physical :~.dvantages win the affection of the gods and assure 

immortaliry.m 

The more realistic version of the Ganymede theme (later on, of course, 

exploited by the Chrisr::ian Fathers in their invectives against paganism) 13
" 

was either developed in a Euhemeristic spirit, 130 or interpreted as an astral 

myth.131 The idealistic version, on the other hand, was transferred from a 

moral plane to a metaphysical or even mystical one. In one of the Roman 

sarcophagi which depict the rise of the soul beyond the terrestrial realm of 

Earth and Ocean the group of Ganymede and the Eagle is placed in the 

centre of the composition {text ill. p. 1 7 1 ) •
13s 

The High Middle Ages were either satisfied with the Euhemerisric and 

astronomical interpretations, 130 or, when the time had come for a specifically 

Christian moralization, indulged in drawing such parallels as the one be

tween Ganymede and St. John the E·hngelisr. For the Renaissance, however, 

it was a matter of course to prefer an interpretation which connected the 

myth of Ganymede with the Neoplaronic doctrine of the furor divinus. 

In his commentary on Dame, Purgatorio, IX, 19 ss., Landino explicitly 

draws the line between the Neoplatonic interpretation and the Christian one 

llJ. Plato, Leges, I, 6jlk. 
1 l4· Xenophon, Symp01imu, vUI,jO. 
'H·Cf., e.g., Augustinus, Dt Civ. Dei, v11,16 and X\'lll,lj, probably on the basis of Cicero, 

Tu,scul.,lv,lJ (7o,7I).In Tuscul., 1,<6 (65) Cicero adheres, however, to the Xenophontian 
interpretation. 

1 j6. See, e.g., Fu!gentius, Mitol., 1,15, taken over by Mythographus 11,1¢1. 
137. See Hyginus, De Asm:momiQ, ll,lQ, uken O\'ef by Mythographus lll,j,j, Bihl.j8, p.16•. 
IJ8. C!anc, Bib/.66, \'OL.II, PL.!SJ, no.>8. 
1 39· This line of tradition is summarized in Boccaccio, Geneal. De or., v1o4. 
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as championed by his oJd.fashioned predecessors. He quotes Francesco da 

Buri ( IJZ4·8s) according to whom the Eagle would signify la divina charitd, 
while the locale of Ganymede's abduction, the forest of mount Ida, would 

call ro mind the fact rh:n hennits, doing penitence in the woods, are more 

likely robe saved than other mortals; and he says that this inrerpretation was 

'pie rosa et accomodata alia christiana religion e.' But he prefers to think that 

Ganymede designates the Mind (mens), as opposed to rhe lower faculries 

of the human soul, and that his abduction denotes the rise of the Mind to a 

state of enraptured contemplation; 'Ganymede, then, would signify the 

mens humana, beloved by Jupiter, that is: the Supreme Being. His compan

ions would stand for the other faculties of the soul, to wit the vegetal and 

sensorial. Jupiter, realizing that the Mind is in the forest-that is, remote from 

mortal things, transports i:: to heaven by means of the eagle. Thus it leaves 

behind its companions-that is, the vegetative and sensitive soul; and being 

removed, or, as Plato says, divorced from the body, and forgetting corporeal 

things, it concentrates entirely on contemplating the secrets of Heaven.'uo 

This Neoplatonic interpretation, corroborated as ir seemed to be by the 

Xenophontian etymology, was almosr unammously accepted by the human

ists such as Alciari (whose Emblema IV bears the double ride ycivvaf.lllt 
1-4~0eat and In Deo laetandum),u' Achille Bocchi,u2 and Natale Conti;ua 

140. Landino, C..ommemary on Dante, Bibi.J8o, fol.cLvt, v.:'Sia adunque Ganfmede fbumma 
mente Ia quale Giout, idest tl sommo fdio mu. Simo t ruoi campagni falt~t porrorie 
dtlranima camt t vegetatiua er rnuiriua [the bm:r here obviou.!y comprising both the 
srorus tztniOf' and the rrnrur rmniOT ot imagination]. Appusw adtmqu~ Gioue, che 
essa ria nella ulua, rdest remota dtllt core >RO~tali, et con faqui~ giJ detta Ia imlha a/ 
cielo. Onde erca abbandona e compagni, idert Ia vegetariua et struitiua; et abstratta et 
quari, came diet Platone, rimosra dal corpo, /; /Urlll posra ntlla contemplatiunt de' ucreri 
dtl cielo.' 

'+'·Claudius _ll,liml5' commentary on this Emblema ( .. e P·''l• !'IO.rJr) ;, alnm•t a monograph 
on Ganymede. 

'+'· A.BocdUus, Bihi.J], n-MB.LXXVIIr ('Vera in c"gmrione dei cuhuque .,;o/upt.u;' 00}: il~<. 

o~••no<; II•Oil<lakl<;, <l:l).~ ~~L. r~•l and LUI X ('Pacal/ ~mblema hoc corporis at que animi 
tct;' l'lhooe~, ~il!•od. For the illustntions of tht .. tv.·o concttti .. e below. 

'43· !'IO'aulis l..omeo;, Bib/.6;, IX, I;, also •·uy learned and comprehensive, ultimately decide~ in 
fa"our of an idealistic interpretation: 'Nmt quid aliud per hanc fabu/Jnn demonrrrabam 
tapirotts, qumn prudrotem virum a Vto nnari, tt ilium so/um prozime accedne ad 
dif.tinmn n.rnmrml' 
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and it throws light on the object of Sebastiana del Piombo's joke: 'the' 

Ganymede mentioned in his letter to Michelangelo is obviously the one in 

the drawing which Michelangelo had made for his young friend Tommaso 

Cavalieri about half a year bdorc that lcm:r was written, and which had 

become very famous in the meantime (fig.Is8). 144 lr shows Ganymede in 

a stare of trance without a will or a thought of his own, reduced to passive 

immobility by the iron grip of rhe gigantic eagle, the posture of his arms 

suggesting the attitude of an unconscious person or a corpse, .. ~ and his soul 

really rimoua dal corpo, to use Landino's words. 

Thus it cannot be questioned that this drawing symbolizes rhe furor 

divinus, 146 or, to be more precise, the furor 11111atorius, and this not in an ;J.b

srract and general way bur as an expression of the truly Platonic, all-perva

sive and all-effacing passion which had shaken Michelangelo's life when he 

had met T ommaso Cavalieri. 

We happen to know that the Ganymede drawing, given to Cavalieri to

wards the end of 1532, was accompanied by another, and rhac the owner 

considered these rwo as belonging together: the Tityus (Fr.6, fig.159). 141 

Tityus is one of the four great sinners rortured in Hades, the others bemg 

T anralus, Ixion and Sisyphus. He was punished for having attacked Lacona, 

rhe mother of Apollo and Diana, and his punishment was similar to that of 

·~·The best replic2 of the lost origin2l j, th~ drawing FnS. For orher cop1es, engraving~ etc. 
sc:e Thode, B1bi.J49- vol.n, 1'-JjO'iS. It is imercsting tu note th.at the illustrations of 
Bacchi's SYMB.LliVIII and LXIX, quoted in note 141, are olso borrowed from i\hchcl
angdo's compoSition. The ..,cond, howevu, shows Ganymede draped mstead of nude 
(with reference to Pliny's statement as to the dossical sculptor Lcochares, Nat. HiH., 
xnJv,B), !II order to illu•tratc a perfect harmony of soul and body, Gonymede nor being 
hun: by the eagle's talons. 

'+S· A classical prototype, very much restor~d and known only through the cnguving in 
Clarac, Bib/.66 m, P1.407, no.6y6, has been propuS<:!d by H_Hekler, Bih/.1 J8, p.uo. A 
similar type is trommittcd through a mosaic m Sousse (8ibl.15r, Pl .. IJ6). But no rcprc
..,nt2tion prior to .~1ichclongdo shows the Ganymede ~ firn•ly held in the grip of the 
eagle. 

'+6- Cf. K.BorinsKi, BibL~6, P·'•f' with <JUO!atuon uf Landino. F.Wi~khoff, Bibl.j97• P·+H 
<JUOtes ~' po~ti~ parallels the line: 'Volo co>1 /e t•ostr'a/e e ren:l.ll piume' from F>ey, 
Bib/.1o1, e>~,19, and the second stanza of the sonnet Frey, ibidem, xuv. 

'47· Sec Thode, Bib/.)4<:>, ml.11, p-350 ond J56~ .. with furrhn ref~rcnces. The reproduction ill. 
Frey is rcvcned; a corr~ct reproduction i5 fuund in B Berenson, BibbS, PL.CXLXXX. 
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Prometheus, only char his 'immortal liver•us was devoured by a vulture 

insread of by an eagle.u9 The liver supposedly producing rhe blood and 

therefore being the seat of physical passions {Petrarch, like many others, 

considered it the aim of Cupid's arrows),'~0 it is easy to see how the pun~ 

ishmenr inflicted upon the unfortunate lover of Latona came to be In

terpreted as an allegory of rhe 'tortures caused by immoderate love:' 

'Sed Tiryos nobir hie t51, in amore Ulcentnn 
Quem volucrts /actrlmt, tltque t:rest 1111:rius lnlgor 

Aut idiae quaevis scindunt cuppedine ""'"'e,'l~l 

as Lucretius puts it. 'The misery of rhe lover,' according to Bcmbo, 'grows 

because he feeds his tortures with his own self. This is Tityus who with his 

liver feeds the vu!rure,' 1 ~ 2 and Ripa's allegory of the 'Tortures of Love' con

sists of 'a sad man ... with his breast open and lacerated by a vulture.'1 r.a 

148. Virgil, Am~ VI#J7· 
'49· The Homeri~ version ac~ording to which Tityus was tortured by two vultures (Odyn. 

X1,576ss.) feU into oblivion umil the sixteenth century. Since Ovid, Met.,1Vo456ss. the 
combination of the four above-mentioned chaucters is a standard fea.ture of descriptions 
and representations of Hades, or the 'Realm of d1e Furies,' as Hades IS often c.Uled on tke 
basos of Ovid, Mer., rv, +B• where: the 'threco sisters' are rcfecrcd to a.> tke janitors of Hades, 
so ro speak. The fonnal similarity between Tityus and Prometheus hu led to much 
confusion in modern writing. Even Michelangelo's Tityus is occasionally m~uoted 
(F.Wickhotf, Bibi.J97• P-4H• the drawing was in fact ust:d for a Prometheus by Rubens, 
R.Oidenbourg, Bih/.q4< P·74 fig.r6r), ~nd Titian's Tityus in the Prado is still constantly 
referred to ~nd reproduced as Prometheus. That this picture (fig.r6o) represenu Tiryus 
is evidenced, not only by the snake which is indicative of the subterranean world, but 
al>O by the fact that It belongs to a series wtlich comprised Sisyphus (still eKtam), 
Tantalus and hion (the lattu rwo pictures menti1med in the inventory of Queen Mary 
of Hungary: R.Beer, Bib/.•+ P,dxiv, no.ll6). The four pictures were united in une rollm 
called 'Ia pii'Zil de lar FuriaJ,' wtlich simply means the Hades Room, and are correctly 
described by \'.C.rduchu, Bib/.55, P·l4'1· The confusion "'ems to have been cau""d by 
Vas:ni who memium an urhe.,,.,;.., unknown Prometheus along with the Titym. but 
exph~itly adds that the Prometheus piNure had never reached Spain (8,bi.J66, VOL,\'11, 
P•l5'• r~pcatcd by G.P.Lumazzu, ,.,, p, Bsb/.19Q, p.676 in the chapter 'Dell~ forwu delle 
tre furie infernals'). 

'l"· Petrorch, Africa, Bihl.!6J, ,.,ferred to above, P·'"9· N46. 
'5" Lucre<im, De Rer. Nat., m, QS>ss. 
l)l. P.Bembo, A5olam, 1, Bib/.:6, p.8). 
1 H· Rip a, s.v. 'T llfmcnto d'Amore.' 
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Thus the two drawings were in fact 'counterparts' m content, though not 

in a technical sense. The Ganymede, ascending to Heaven on the wings of 

an eagle, symbolizes the ecstasy of Platonic love, powerful to the point of 

annihilation, bm freeing the soul from irs phys1cal bandages and carrying 

it to a sphere of 0\ymptan bliss. Tiryus, tortured in Hades by a vulture, 

symbolizes the agomes of sensual passion, enslaving the soul and debasing 

it even beneath its normal terrestrial state. T akcn together, rhc rwo drawings 

might be called the Michelangelesquc vcrswn of the theme: 'Amor Sacro e 

Profano.' In both compositions the traditional allegorical interpretation of 

a mythological subject was accepted, but it was invested with the deeper 

meanmg of a personal confession, so that both forms of love were con

ceived as the two J.spects of one essentially tragic expenence. '~' If the 'Bo

boli' Slaves and the Victory in the Palazzo Vecchio (/ig.173) were in facr 

executed as late as 1532-34, it would be possible to think that these five 

sculptures too, though unquesrwn<Ibly destined for the Tomb of Julius II, 

nevertheless reflect ,\licheLmgelo's passion for Ca\'aheri. The substitution 

of a wingless Victor, saddened by his own triumph, for the rejoicing winged 

Vicrories, and the tragic contrast between ynurh and old age (J\lichelangelo 

was fifty-seven in 15 p) inevitably recalls the line: 'Resto pngwn d'un 

Ca·valu:r ar1J/ato.''" 

A Similarly subjective mterpretation of a mythological 'morality' can Ue 

observed in a third composition which MKhelangclo had made for Tom

lllaso Cavalieri: the Fat! of Phaerhon.'"fi It exists in three versmns (Fr.57, 75, 

sH.jigs.J6z,163,164), the last of which (Fr.5M) wa~ received by Cavalieri 

early in September 15 33, while the first one (Fr.s·?) seems to have been exe-

'54· Cf. e.g .. the letter to Rartoloonmctl AngJOlmi, .\lolaneSI, Bibh16, p ¢<;. 
'55· Frey, fJi/1/.ooo, '\n\1. Frono rim pmnt of •iew rile omerprer.rinn of the \'ictury group 

~• 3 kmd of ~f"'"u,!l ;elf-pnnralt w1th Platonic <:tlnnutJtiuns is quire dden;ib!~ m splte 
of rhe fa<:! tho! Jl wao dc>tHlcJ fur <he Tumlo of Julou; 11. 

156. Th"dc, Bibi.J4o, HlL.II, p.J5liSS. for c!a»il'al ;uurces cf. the anodes quoted P·'7'• l'<.J. 

"' 
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cuted some time before that date,m perhaps even before the drawings of 

Ganymede and Tiryus. 

Setting aside the inevitable Euhemeristic and naturalistic inrerprera

tions,168 there is only one allegorical explanation of rhe myth of Phaethon: 

the fare of the daring mona! who had tried to defy human limitations was 

held to symbolize the fare of every temerariur, presumptuous enough to 

overstep rhe bound~ of his allotted 'state and si[Uation.''59 

\Virh chis in mind, the Phaethon composition, given to Cavalieri by 

Michelangelo at the very begmning of their fnendship, is understandable 

as an expresston of the feeling of mrer inferiority manifested in Michel

angelo's first letters to the young nobleman: 'Very mconsiderarely I have 

ventured to write to you, and I was presumptuous enough to make the first 

move where I should properly have waited for one of yours to answer it,' 

Michelangelo writes on January 1, 15 33. and: 'you, the light of our cenrury 

unique in the world, cannot be satisfied with the work of any other man, 

havmg nobody to equal or ro resemble you.'' 50 Even later he says: 'although 

'57· The S<:<jU~m:e gi,·cn in Thode (Fr.57. 75, ;R) is a!n""' generally accepted U\.E.Brinck
"'"'"'· Hib/.4'-J, P·45"· 'ugge•ts however the sequence FL)7. ;8, 71) and evidently correct. In 
Fr.57 Michelangelo l.cep> colllpararively do~dy to classical models. wah • >trong asytll
nletry nwmg to the ~ertic-.1 arrang~rnent of pnotifs wh1ch were originally aligned in a 
honwnta! •pace. Fq5 is ngrdly axializcd and almost cmphadcally non-cla~ica!, with the 
hones divtded intn ~.l'rtHlletrica! group>. and Pha~thon falhng head over heels in the 
~nlfrc of the c·onl]"""ion id. the il!ustratinm of Alciaci's Emb!en1a LVI, our {ig.17"). 
Fr.j~ give1 th<: ultinmte solution ;, th4t the pnnciplcs f<>lluwcd in the two other 
c·on•positinn> .re 'vmhesize<.L 

ljll. See, e.g., Lucretiu.', lJe R~r. Nar., '·39">"'·· i'il~·thogroph.us llf, I!,JS, Bihl.;ll, p.zoll. A 
whole collection of Euhemerisric Jnd oaturalis!ic mrerpretatlnos " found m Boccaccio, 
Genea/. Denr .. ""1!.-JI, ;md m !Xarahs Cnme.<, Hib/.67, Vl.l, P·H'· 

159· Sec e.g., the F~eoch Moralized 0-.·id, C.de Boer, Bib/.4o, I"OL.r, p.1~6~s. iPh~erlwn as an 
arrogant philosopher, ~l.1o as Ante-Chnst while Sol stanJ.I for Chmt); 'Tt'lllmas \Valle~·s,' 
Bibl.;fl6, fol.XX\"1, v. (Pfuerhon ,lcn<Jting bad judges and prelates); Gaguin, De Sodoma 
(the fate of Phaethoo "'a parallel w that of Sodom, rhus illustrated m a gmup of Cit<; de 
Di~11 manuscripts. although h~ 1.1 not mentirmed m rhe text. cf. V.de Laborde, BJb/.17~. 
\"!ll..ll. P4'" and I'L.'U.~I!. c~); LandnHl, Conunenrary on Oant~./,feruo, wu. ro6, B1bl. 
18o, fol.lxxix (Phaethon and Icarus ~tanding for 'tutti qt1elli e q1•ali moni da troppa 
presumptione disc mcdesimi et da tcmeruil ardiuono a fare imprese sopra le foru e le 
{ac1</tJ /oro'); Alciau. £111blemara, lSI In temerar101 ( uur fig.l ;o). 

t6o.G.Milaoesi, Hibl.zJ6. p46z-464 (mac the usc of the word "profl!1lfiiOJo,' ~eminisccnr of 
Landm"o's 'presu111ptwne'). 
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I speak most presumptuously, being very inferior to you, I do not think that 

anything can stand in the way of our friendship.''s 1 

This feeling of abject humility is almost incomprehensible from a rational 

point of vlcw, so that !Vlichelangelo's leners were believed to have been des

tined for Vinoria Colonna, w1th Caval1en only serving as an intennediary; 1
"

2 

it 1s, however, inevitably associated \nth a rransccndemal foml of love. The 

Platonic lover, idemifying as he does the concrete object of his passion with 

a metaphysJcal idea, endows it with an almost religwus sublimity and feels 

himself unworthy of a god whom he himself has created: 'he would worship 

his friend with actual sacrifices were he not afraid of being considered a 

madman.' 103 

Thus we can understand how ~1ichclangclo could compare his imaginary 

'presumptuousness' with the tcmcnty of Phaethon and, at the same time, 

could liken the deadly fire of his p::~ssH>n to the flaming thunderbolts by 

which Phacthon had perished. That such a subJectively erotic interpreta

tion of the Ph::~erhon myth was possible m the 51xteemh century, can be m

ferred, not only from Mlchelangclu\ own poetry,'"• but also from a sonnet 

written about the same rime by Francesco Maria i\·lolza, a poer. who mo\Td 

in Michelangelo's circles and was certainly acquainted with the Cavalieri 

composnwns. 

'Aitero fiume, cbe " Fellmte invalto 

Nd f>m>o fl.ili de /c ;.:~el/e .:~rdmt• 

II gremho de' nun rh·i .:~lmi e /ucellli 

Apri<ti di pietti turb.:~to tl t•o/to: 

E le c.:~<te Jarelle, " cui l'.:~ccoho 

Dolor fonl/(i cosi dogliasi .:~ccemi, 

Ch'en ulve Je n'.:~nd.:~r >lletle e dolenti, 

P.:~sci .:~ncar 111 le spo>Jde e pregi molt<>: 

161. Letter of Jul)' >8, '5 H· ib>dc-m, p.46R. 
16<. See .1\lilancs!'s note to the lctrer of Jul~· ,11, 15JJ· 
J6J.P!aH>, Pb.:~edrw, zs•a. 
164. &~ panic"Uiarly r,.~r. /Jibi.IOI' uv. adduced b~· K.Borinsk•. Bibl-+6, P· H. 

no 
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A me, cbe'nd=w il pianto e /Q voce ergo, 

Cimo di fuoco alia mill fiamma vit-•a, 

Pictow dal tuo verde anlro rispondi: 

F. se pur negbi emm'/ gran letto albergo 

AI duro incendio, a/men m questa rh·a 
Verdegg1 ancl!'io con puree mn;e frondi.'l60 

The last of the compositions demonstrably executed for Cavalieri IS the 

Children's Bacchanal, preserved in the copy Fr.187 (jig.165). 106 In the 

centre it shows seven putti carrying a dead deer. 1
G

7 In the upper zone a group 

of children make preparations for the boiling of a young pig, while another 

group, with unmistakable signs of inroxJcation, frolics around a vat of wine. 

In the lower left comer an aged she-Pan nurses a human baby with another 

infant playing on her lap, and tn the lower right corner four children make 

fun of a drunken man who may or may nor be meant to be Siienus. 1 u~ 

More thm any other work of 1\.hchelangelo's this composition seems to 

be pervaded by a pagan spirit. In a genera! way it is related ro the reliefs on 

the base of Donate!lo's Judith'H9 and to Titian's Feast of Venus and Andrii 

which Michelangelo had proUably seen when visiting with the Duke Al

fonso of Ferrara in '529·''" Several motifs are borrowed from Roman sar

cophagi,lll while mhcr figures such as the boy protecting himself agamst the 

165. f'.M.Mo/u, B1b/.ZL8, nOH'L, p-1-H; cf. E.Panofsky, 81b/.u,6, col.jo. A SOrlnet by ,\-!olza 
addressed ro Mich.clangclo rcprimcd ib1dW1; '.hch.clangclo's Tilievo style i> en1pluyed fur 
an elaborate allegory in the wnnet, no.cx:nu, p.416. \-\lith a short mterropt1on, Mol~a 
lived fron1 1p9 ro 1535 with. the Cardinal Ippolito }'amese who was parncularly inter
ested in the Cavalieri drawings (cf. Thode, Bihl. H<>,I'OI..I!, P·H'). 

166. According to C.Tolnay, Bibi.J'\9- Fer other replica>, engnvmgs etc ... ., Thode, Bih/.;40, 
VOL,U, p.J6JSS. 

167. Curiuusly enough this evidemly dn1·en-fuoted animal " cumtantly referred to as a 
donkey; K.Borinski, Bib/-46, p.!><} has e1en built an iconographical e.~planation on this 
as>umptiun. 

168. There i; a relati\'ely '!dealist!c' Silenu> type in Renoiosance an. 
~~- K.Frey, Bibi.Jo>, !ext 10 Fr.1S7. 
t7u.lr lS mtert>tlng to note rhn the urinating boy in Titian's 'Bacch~nal' (recte Andril) is 

burruwed frum the same .<arcoph~gus •rpe ( /Jib/.66, '"L.u, Pl..! p, nu.J~J wh1ch w•• one 
of tile main wur~r:• of .~hchclangelu's Choldren\ Ba~ch..nal. 

171.Cf. Thode, Bibi.J.;u, HH .. IJ, p.J6J", fur da>»~al ;uurce1 d. the orra:les hsted P·'7'· 1".3 
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smoke might be tenned self·parodies;m and a definite connection exists 

between Michelangelo's Children's Bacchanal and Piero di Cos.imo's Ves

pucci panels, not only in the general scheme of composition, bm also in 

individual motifs: the she-Pan nursing a baby seen in rhe lower left hand 

corner of J\tichelangelo's composition is obviously derived from the charm

ing group analogously placed in Piero's Discovery of Honey (fig. 3 1) .173 

Right and left are reversed within the borrowed unit, but the formal simi

larity is unmistakable. It extends even to such details as the motif of the 

mother's ann crossed diagonally over her body. 

However, the contTapposto which in Piero's painting reveals a comical 

conflict between maternal duty and naive curiosity was used by Michelan

gelo to express hopeless dejection and lethargy. He sensed an undercurrent 

of sorrow and humiliation in what Vasari had remted una Ietizia al vivo. 

There is, in fact, little hilarity in the entire scene. The group around the 

beautiful dead animal-patterned after the same classical type of compo

sition which had been employed by 1\-lantegna and Raphael for the Depo

sition of Christ-strikes us as pathetic rather than funny; few of the children 

look really happy; and the 'Silenus' forming the counterpart of the tired 

old she-Pan off en; an a~pect of deadly torpor-so much so that Michelangelo 

could use a similar motif in the dead Christ in the much later Piedt for Vic

toria Colonna.' 74 

The symbolical content of the strange composition-if there is any-is 

hard to explain. Conventionally, orgiastic bacchanalian scenes were asso

ciated with Luxury,m but this interpretation would be too moralistic for 

171. This figure is a dim•nurivc edirinn nf the young woman in the Sacrifice of Noah which 
m tum ;, p:merncd a her a classical nwdcl (cf. E Gombrich, /Jib/., •9). The figure of the 
buy carrymg a bundle of Jogs is de\"eloped from rhc correspondent figure in the same 
fresco, and rhe 'S1lenus' group is generally parrerned afrer the Shame of Noah. 

\ 7}· Sec P·!<JSS· 
1 ?4· Cf.Thodc. H1bl. )40, voL.\\, 1'·49"'· 
'75· Cf. E.\Vmd. BJb/.400. It is character"'" rhat F.G.Buns•gnon"s translanon of Ov1d, 

Bibl..p. cJrcumscnb<es the lines Me-t. X1t.l<9"· as follow" 'U1w deglr cemauri ~rdea di 
duplica!a luxurJa: c1ot' d~mme e peT ebne"UJ di vinr/ (quutcd m C.Tolnay, Bibi.J5L, 
p.100, :"-J01e >!. 

'" 
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i\lichelangelo's general attitude. For want of a better solution, we may re

member Landino's exposition of the myth of Gany11Jede. On irs flight to the 

higher spheres, he had said, the Mind leaves behind rhe lower faculties of 

the soul, namely: the 'sensorial' and the 'vegetal,' the former comprising the 

five senses and the imagination, the laner raking care of nothing but 'pro

pagation, nourishment and growth' (''1-•is generationis, nutritionis, aug;memi' 

as Ficino puts ir).lTr. Now, it is within the compass of these most primiri\·e 

natural functions that the scenes in the Children's Bacchanal unfold: eating, 

drinking (and the opposite of both), nursing of babies and drunken sleep, 

all this enacted by beings either too young, or too linle distinguished from 

animals, or too much deprived of their consciousness and dignity, to be fully 

human. If the flight of Ganymede symbolizes the enraptured ;~scens1on of 

the Mmd, and if again the pumshment of Tityus and the fall of Phaethon 

exemplify the fate of those who are incapable of controlling their sensuality 

an'd Imagination, the Children's Bacchanal, which is entirely devoid of 

amorous tension, might thus be the 1mage of a still lower sphere: the sphere 

of a purely vegetative life which is as much beneath specifically human digni

ty as the Mind is above specifically human limitations. 

The funher compositions of the same period should be considered at this 

point though we do nor know whether they were also intended for Tom

maso Cavalieri. Be that as it may, they are closely allied by their expressional 

qualities as to the four drawings just discussed. 

\\-'bile in these traditional mythological subjects are invested with a sym

bolical meaning, the two compositions now to be examined are free inven

tions of a purely imaginary character: they represent scenes enacted, nm 

by concrete persons transubstantiated by Michelangelo's Interpretation, but 

by abstract personifications enlivened by .11.1ichelangelo's power of visim1. 

One of these compositions, the often cop1cd Dream or 'Sogno' (drawing 

Th.po, of somewhat doubtful authenticity, fig.J6]) 171 shows a yomh re

'76 Se~ P·' J6. 
'77· For funh~r rcf~renccs •~~ Thode, Bibl 14"• '"01..1!. P·J75:1!..; d. also A.E.Brim:kmann, 

Bibl-49, no.sg, and T.Bor~nius and R.Wiukuwer, B1hi-4J, P·l9 
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dining on a box filled with masks of all descriptions, the upper part of his 

body supporred by rhe terrestrial globe marked by the equator; in most 

of the copies the continents arc entered in e.ddition. He is surrounded by 

a semi-circular halo of ~maller figures and groups sketched m an unreal, 

vapowus manner and thus easily recognizable as dream-visions; they repre

sent unquestionably the seven Capital Sins, namely (from left ro right): 

Gluttony, Lechery, Avarice, Luxury, \Vrath, Envy and SlO[h. But a 

wmgcd genius or angel, descending from heaven, awakes rhe yomh by 

the SOlJnding of a trumpet. 

The meaning of this composition was already adequately explained by 
Hieronymus Terius, who in his description of the Palazzo Barberini printed 

in 164z describes a painted copy of the 'Sogno' and imerprets it as follows: 

'In my opinion this youth denotes nothing bur the human l\1md called 

back to Vinue from the Vices, as though it were repatriated after a long 

journey. ' 11 ~ 

This interpretation speaks for itself and can be funher corroborated by 

the well-known significance of the masks as symbols of fallacy and deceit, 17 ~ 

and, more especially, by what Ripa says abour the figure of 'Emulation, 

contest and stimulus of glory,' whom he describes as holding a trumpet: 

'The trumpet of fame awakes the mind of the virruous, rouses them from the 

slumber of laziness, and makes them stay awake m permanent vigil.' 1su In 

fact, Michelangelo's 'Sogno,' exploiting a representational type rather fre

quent in moralistic iconography, might be called a counterblast to DUrer's 

engraving commonly known as the 'Dream of the Doctor' (B.76, fig.l68), 

178. Hieronymus Tenus, Bibl.Jl7, p.158: 'Mundi g/obo /m•rnir irmirur, m<do corpore, eodem
qiU! smgu/ir membns ~ffabre compaginllto, primo se rn.ruemibt.H otfert; quem angelus, 
tubll ad aures admota, donlliem<!?n ere/tat: hunc non aliud u(erre cudiderim, quam 
ipsam Homi71.is memem a viriir ad virtures, lo11go velllli postlrminio, revoc4tam; ac 
proinde, remota ab eius oculi$ longim, vitia e~rcumspicies.' The pa-..age i. referred to 

in th.~ Michdange/o-Bibliogrllpl!ie, Bibl.p J, no.1901, but seems to have been di•regarded in 
r~cent wntmg. 

'79· Sec p.SQ. 
18o.Ripa, s.v. 'Emulatione, Contesa e Stimolo di Gloria·' 'La tromba p~nmeme della f1WZ41 

escit~ gli .mimi de' virtuosi dal sonno della pigriria a fa che mano ill comrn.ue vigilie.' 
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which, in reality, is an allegory of la1-iness. In it a pampered elderly idler is 

shown asleep beside Ius gigantic stove, while the devil takes advamagc of his 

sleep to prompt him with a pair of bellows so as to conjure up the tempting 

vision of Venus Carna!is.m In Michelangelo'~ 'Sogno' we have a vigorm•s 

youth en\"eloped by smful dreams, bur romcd by the trumpet of a helpful 

angeL Bur even this moral allegory is slightly tinged with :\'eoplaronic 

metaphysics. That the youth reclines on a sphere, can be accounted for by 

the fact rhar the sphere frequently stands for mstability; suffice it to recall to 

mind Giotto's represcmanon of 'Inconsramia,' and the countless images of 

the fickle goddess Fortuna who was sometimes contrasted Wlth the personi~ 

fication of Virtue with the explanation: Sedes Fortunae rotunda; sedes 

Virtutis quadrata.u2 But this sphere is characterized as a terrestrial globe, 

and thus connotes the situation of the human Mmd, placed as it IS between the 

fallacious and unreal life on eanh and rhe cele~tial realm whence the awaken

ing inspiration descends to dispel the cv1l dreams. Tetius clearly alludes to 

this Neoplatonic fl.a\"our of the composinon when he speaks of the lonh'7lm 

postlimmium, the 'return of the human Mind to its rightful home after a 

long journey.' 

The second composition, the Archers or, to usc Vasari's expression, the 

Saettatori, (drawing Fr.z98, an excellent copy fig.J66) is no less enigmati

cal than the Children's Bacchanal.'S.Sft shows nine nude figures, two of them 

women, shooting arrows at a target suspended before the brea~t of a hcnn. 

But in contrast with the little stucco relief in the Golden House of ~era, 

which M1chelangdo probably used as a model (fig.qi ), the figures do not 

aim quietly and deliberately: four of the archers run, one kneels down, two 

181. Cf. E.Panofsky, Bibl.lj 1. 
181. Cf.A.Dnren, Bib/.77. •nd E.Ca,srrer, Bib/.5'). Pl .. ll; also Ripa, s.v. 'Forruna' and 'lnstabilid.' 
!8J. See Tlwde, Bibl.J40, voL.ll, p.J6sss., also A.E.Brinckrnann, /Jrb/.;,9, nov. 1l1at rhe draw-

ing Fr.z~ is only a copy has been pointed out I.Jy A.F.Popp, Bib/.'74 and 172. The writer 
has to odn1it thar ftc WJ~ in error wl!cn defending its authentici!y tBib/.145• p.::4•J. For 
the mterpreration d K.Borinski, Bib/..;6, p.6JSS.; R.F,;nter, Rib/.97 (re,•iewcd by 
E.Panofsky. Bibb46,col.47l. For classical !l!Odcls A.Hck!cr, Ril>i.1 ;8. P·'" (Kairos-rypc) 
and F.\Veege, Bihl.J9!, )' '79· 

"5 
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lie on the ground, and the two women float in the air. Behind them a satyr

like figure clothed m billowing drapery bends a bow; two putti mingle with 

the archers, while two others blow a fire and feed it with logs., apparently in 

order to harden the arrow-heads by dipping them red-hot inro a gobler. 

Beneath the hcrm, Cupid 1s seen asleep on a bundle. 

The most puzzling feature IS rhat, while the bow bent by the 'satyr' is 

meticulously rendered, the archers themselves are not provided with weap

ons, although arrows are seen sticking in the target. The engraver~ and 

painters who copied the composition did n(J[ hesuate to correct what they 

obviously thought was due ro the unfinished state of the anginal. Bur the 

resulting maze of bows, strings and arrows IS so derrimenral to the effect of 

the composition that the omission might be regarded as deliberate. To judge 

from the very good copy Fr.2g8, the original wa5 no less finished than any 

other drawing of Michelangelo'5. Therefore I am tempted ro believe that 

the bows and arrows were omitted on purpose, though nor necessarily for 

aesthetic reasons, for Michelangelo could well have solved the fonnal prob

lem of arming his figures if he had so wished. It seem~ possible to assume that 

the omission of the weapons conveys a definite idea. Some of the figures run, 

some actually Roar towards the target, others break down; it is as though 

they were under the spell of an irresistible power which makes rhem act as 

though they were shooting, while In reality they themselves are dans. If we 

look at the drawing in this light, it would seem that the weapons might have 

been omitted in order to turn the archers into tool~ of a force beyond their 

will and consciousness, and this interpretation would fit in with the other 

iconographic features of the composition. 

In his attempt to clarify the definition of love as dcsiderio della beilezza 

(desire for beauty), Pico della Mirandola distinguishes, as we remember, 

between unconscious and conscious desire (desiderio J"enza cognitionc and 

dcsiderio con cognitione). Only the desire which consciou~ly aims at beauty 

is love. The desire not yet directed by the faculty of cognition is a mere 

narural urge (desiderio naturale), as irresistible as the law of gravitation, and 

n6 
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present in all that lives, whereas the conscious desire is restricted ro rational 

beings; it amomarically directs the creatures towards a goal which is not 

beamy bur happiness: 'And in order fully to understand the meaning of 

desiderio naturale It must be borne in mind that, since the good is the 

object of every desire, and every creature has wme perfection of irs own 

to parricipatc m the divine goodness .. , all creatures must have a certain 

aim (fine) in which they find whatever happiness is within the scope of their 

capacities; and they naturally mrn and direct themselves to this aim as every 

heavy body to irs centre. This inclination m creatures not endowed with 

cognition is called "natural desire," a great testimony to the divme provi

dence by wh1ch such creatures are directed toward their aun as the dart of 

the archer lS d1recrcd towards irs target (berzaglio), which target is not 

known to the dart, bur only to him who drives it towards the same with the 

eye of fore-seeing wisdom.''"• 

Since no entirely convmcmg explanation of the 'Saettatori' has been sug

gested rhus Ltr,"·' it seems penmssib!e tentatively to connect them with this 

J84.Pico. ll, '• B<bl167, fol.18, v.-1\J, rderr~d to ~bove 'Et per p,,.,,, imei!Jgelllia ch.- cor« 
~ dcsiderio naturale, e da imendcrc c!Je <"H<"mlolo ogg1cttu dd deridaio el bene, o 
hm1mdo ug111 creatur.- quah/.le perfemonc a u prupnJ per parttnt•atw!l~ della bomd 
diuina biwg1w c!J~ habb1a 11110 ccrto fin~, nd ()IM/c que/ gradu, di cl.•e le1 0 ,-apMe d1 
felicitd, ritruou~, et in qucllo u,uuralmeme si d,r,za ct uo/ga, come og>Ji co>a .~ra1u al mo 
centru. Qu~sta inc/m.uwue nelle creamre c!J,- no11 lcanno cogmtione, >1 c!Jiama desiderio 
1/Jrurale, grande tcstimunio della prouidcmia riiuina, dal"qualc JOIW Hale quene tJ!i n-ea
wre al suo fine dirizate, come Ia sa~tt~ Jel sa!{gllwrio a/ mo baz:Jglio, il q~<ak non.; daJla 
saara ,-onoscmto, ma da colw cbe Coli occ/;w di sapieuwmua prouidelllr« uerso que/lo Ia 
mumte.' 

185.Amnng the prcvioJJS iruerpre•~flom onlv the one ch~mpioned bv R.l'or;rcr, Bibl.n, 
-.eemed to he acceptable, 'o much so that the wrircr adhered tn lt bdor~ he came :Kross 
the above P"-"age frn111 Pim (Ribl>46,cnl..p): It w,; bd e>·~d that ,\-Jichelangdo's col!l
po~idon b•d been inspired by LIJc~an, NJgri>IIH,J6, where the effect of a wcll-rumed 
philo>ophJCal speech J:; likened to that of a well~aimcd shot. For. thJ< mterpretatiOn 
seemed to be corroborated b~· the fact that the Homeric phrase ~~;,;.,· o:cw; \-<lllch is 
quoted at the end of tfte l.n~1an passage, 11 a~ adopted as a motto by the Conlmal 
Alessandro Farncsc and was illustrated bv the shielded ftc-m1 seen m the drawing Fr 19H, 
ll1is ;ecmcd to confirm the connection of the s~ertatori compomwn wnh the Lm-ian 
pa,;,ge, all the more su as the 1llf>/tu had btcll sugge>tcd bv L\I.Molza. l!owel'cr, the 
sleeping Cupid, the s•tyr-hkc figure and the pmti prep;ring th~ weopons, mJ the 
impre~sion that the figures do not act of their own accord, are hard to rcconcJc with the 
Lucian text (n~n;latcd in R.Fiir;ter, I.e.), while these 111o!Jfs would perfectly agree with 

"' 
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passage from a book which in all likelihood was known to ,\1ichelangelo. 

\Vhen interpreted as a fantasia on the theme 'dr?sidr?no naturale,' the compo

sition could be explained a~ a bold image illustrating bU[h the inexorable 

power and the unfailing sureness of the 'natural urge,' whereas the indi

vidual creature may fail and fall. The figures driven rowards the herm which 

they intend to hit, and hitting it with arrows which they could not have 

shot, would rr:m~late into one visual symt.ol the idea of the 'creatures directed 

towards their aim by a power unknown to them' with the metaphor of the 

darts 'hitting the target seen only by the archer.' The putti and the 'satyr' 

preparing the weapons and spurnng the energies of the archer.; could be 

imerprered, m accordance with rhe1r customary significance, as personifica

tions of the natural forces by which these creatures are stimulated into 

action. And the fact that the Cupid sleeps would eloquently illustrate rhe 

basic comrast which Pico mtendcd to make dear: the doctrine that the 

desiderio naturale, before it is controlled by cognitive powers, has norhing to 

do with love, whether terresuial or celestial. Only when the natural urge 

became active in creatures endowed with consciousness-only then would 

the deiiderio naturale transform itself into the conscious desire for beauty, 

and the love-god awake. 

It is disappointing to conclude these chapters with another 'non liquet.' 

But the symbolical creations of geniuses are unfortunately harder to n<1il 

down to a definite subjen then rhe allegorical inventions of minor arnsts. 

Looking back upon rhe iconography of i\lichelangelo's works in their 

entirety, we can observe that secular subjects are only found in his early 

works, and then agam in the period between 1 p 5 and his definitive return 

to Rome in 1 5 34, a climax being reached m the initial stages of his friendship 

with Cavalieri. 'It is as though harking back ro his youth,' it has been said, 

<he passage fmm Pico. \\"hen ,,toiL<~ saw M>chelangdo"s duwir1g, he migh< have hit 
upon the idea of using the shielded herm for an 1llusrratinn of the ~H.}." oi:~w~ motto
which, incidcmally, may have been drawn directly from Homer, ins1ead of frmn 
Lucian-quae indcpc1Hiemlr of rhc cor\TCnt of 1\·lichdangdo's invention. 

"H 



NEOPLATONIC MOVEMENT AND MICHELANGELO 

'that Michelangelo, under the spell of this passion, revened to classical 

antiquity and completed a series of drawings which strike us as one coherent 

confession. ' 18 ~ 

\Vith the excepnon of the bust of Brutus,m which is a political document 

rather than a mani fcstation of anistic propensities, no secular subject is found 

among Michelangelo's works produced after r 53+ Even his style gradually 

developed m a direction opposite to classical ideals, and ultimately he 

abandoned the compositional principles discermble in his previous works. 

His violent yet inhibited contrapposti had expressed a struggle between the 

natural and the spintual. In his latest works this struggle subsides because rhe 

spiritual has won the battle. In the Last Judgment, which bears all the 

earmarks of a transitional penod preceding the development of a really 

'late' style, we still find reminiscences of the Torso Belvedere, the Niobe 

group and other Hellemstic works. His very latest works, beginning with the 

Crucifixion of SL Peter in the Paulina Chapet' 88 and paralleied by the sonnets 

in which he deplores his earlier interest m the 'fables of the world' and takes 

his refuge to Christ,'89 show an incorporeal transparency and a frozen 

intensity evocative of mediaeval art, and m several instances the actual use of 

Gothic prototypes can be observ~d. 190 

Thus in Michelangelo's last works the dualism between the Christian and 

the classical was solved. But it was a solution by way of surrender. Another 

solution became possible only when the conflict between these two spheres 

ceased to be real, and this because rhe very principle of reality was shifted 

m the subjective human consciousness. This occurred in the Baroque period 

r86. F.Wickhoff, Bibi.J9?• P·4H· 
r87. Cf. C.Tolnay, Bibl.Ho. 
rS8. See F.Baumgan and B.Biagerti, R1bl.z r, p.16ss. 
18<}. Frey, Bib/.ror, cL. 
'90-Cf.,e.g., the late Crucifixions which resume the ancJe!'lt Y-shaped cro•s (F.t:.\19), or 

(Fr.ll8,JjO) show the Virgin Mary in a similar posture as such fourteenth-century works 
as the Miih!hao~n alrarpicce of 1385 (jll.,e.g., in C.G!aser, Bib/.r 1 J, p.>o); the Pieti 
Rondanini (cf. C.Toln~y, Bihl.3pl; the Annunciation, Fr.140 which reverts to the rype 
exemplified by Lorenzo Mon~co's panel in the Accademia in Florence (~his was pomted 
our by C.Tolnay in~ !ecrure not yet published, so far ~sl know); and the Pieti in the 
Cathedral of Florence. 

"9 



NEOPLATONJC .l10VEMENT AND MJCJIELANGELO 

when entirely new forms of arti5tic expression such as the modern Drama, the 

modern Opera and the modern Novel, paralleled the Cancsian 'Cogito ergo 

rum;' when the awareness of irreconcilable contrasts could find an oudet in 

the humour of Cervantes or Shakespeare; and when the comUined effort of 

the vanous arts transformed both churches and palaces into grandwse show

pieces. This wa5 a solution by way of subjective deliverance. But this sub

jective deliverance m.turally reno d towards a gradual di~integrarion both of 

Christian faith and cla5sical humanity, the re~u!ts of which are very much 

in evidence in the world of today. 
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APPENDIX 

THE CLAY MODEL IN THE CAS .. HUONARROTI 

N his article on the Tomb of Julius II, 1 J. \V!lde attempts w show that 

the clay model in the Casa Buonarroti (jig.17l) which he had success

fully reintegrated after having discovered the 'lost' head, had been 

intended for the companion-piece of the Victory group in the Palazw 

Vecchio, and not, as had been generally assumed, for the notorious 

marble group on the Piazza della Signoria, which had been alternately 

entrusted to Michelangelo and Bandinclli, and was finally executed by the 

latter as Hercules conquenng Cacus.2 

Ir is true that Vasari in his Life of Bandinelh gives the d1mensions of the 

'bone of contention,' namely a huge block of marble quarried as early as 

around 1508, but not shipped to Florence unril July zo, 1 525, as 5 by 9·5 

cubits,3 thus stating its proportions as abom 1:2, whereas the propornons of 

the clay model are about 1: 3· However, m a much more authoritative source, 

namely, the offic1al records of rhe Community of Florence, the dimensions 

of the block are given as 2.5 by 8.5 cubits, and as approximately square in 

ground plan;' it was rhus even slenderer than 1: 3· This is borne our by 

Bandinelli's Herculc.<: and Cacus group nn the Piazza della Signoria which is 

about 1:3 in front and 1: 3·5 in profile.~ Thus the measurements of the clay 

model do not militate agamst irs connecrion With the Piazza project. 

J.j.\Vild~, Bihl-to;; cf. idem, Bibl"'tol. 
:. See Thode, Bibl;.;.o,VOL.II, p.l~Hss .. With reference~ w all the >ourc~s here adduced. 
J. \'osan, 8Jbi.J66, vou!, p.148; Fr<·y. Bibi.JoJ, p.J6j. In 1hc l1fe of ,\!Jchel>ngclo, Bib/.;66, 

vm.m, p.><.>O (Frey, Bibl.!oj, P·'4J) the he>gh< is even reduced to 9 cuba>. 
4.F!orcnce, Bil>l. R>ccardiana, ms. RlccordJann 1!\14. ful.n8, repnntcd in G.Gayc. BibJ,,,,, 

VOL.II, 1840, p.464. [ arn nu>r:h indebted fu Signore A.Panella for ha> •ng H!Cificd Gayc\ 
reading of the text. Vasan's crwr miglu be ~ccoumcd fur hy the mi~prLnting of ; a' 5· 
1 by 9 cul>ir,, or l l>v 9·1 cubi1s would be approximately currcct. 

s.lt should b~ borne m nHnd that the w,de b~se w11h rhc fo11r onunals' hcods a< rhc corners 
is no• put of the block a;df: it cumi,t;, as" a; puin1cd uut w the wri•cr by ,\\r.H.AmaS>On, 
of a separate p•ecc of marble. 

'l' 



APPENDIX 

As to the iconography, the known facts are these: (1) Around 1508 

Michelangelo had intended to use the block for a Hercules and Cacus group.6 

{2) In 1525 he planned, instead, to use it for a group of Hercules and An

tacus.7 (3) On August zz, 1p8, he was formally commissioned to make 

'una figura inrieme o congiunta con a/era, che et come parrd et piaceTd a 

Michelagniolo decto,'ij that is: one figure connected with one other, just as 

he pleased. (4) After this he intended to make a Samson with two Philis

tines; this composition was known to Vasari and has come down w us m 

numerous copies, both sculptures and drawings. 0 

Thus, while there is indeed no evidence for Michelangelo's intention to 

make a Hercules and Cacus group during the years between 1 sz 5 and 1530 

(when the commission definitely went to Bandinelli), there is no evidence 

to the contrary either. For, the contract of z 5 28 gave him carte blanche as 

to the subject; and Vasan's statement that Michelangelo had given up the 

Hercules and Cacus subject in favour of Samson with two Philistines does not 

exclude the possibility that he had also made a model of a group with only 

two figures, not mentioned by Vasari, which either showed Hercules 

and Cacus, as origmally planned, •Jr Samson with only one Philisrine. 10 

This would even have been more consistent with the official commis

sion of 1528 which not only mentions the fact that the block had been 

brought to Florence in 1525 'per farne Ia lmagme et Jigura di Cacco,' but 

also explicitly stipulates 'una {igura insieme o congiuma con alrra,' that 

is: a group of two figures only. 

It is therefore nO[ necessary to abandon the old assumption that the 

6. Vasari, Bibi.J66, voLsz, p.14M, Frey, Bibl.•oJ, p.J6s. 
7· Giovanni C3mbi, /storie, reprinted m G.Ga}·e, B>bl.!l!, I.e., p.¢4; sec the drawings Fr.145 

and Fr.JI, the proponions of the group being 1 '-}in Fr.Jl and in the !eft sketch on h.145• 
and >.:_>,8 in the right sketch on Fr.145· 

B. C.G~yc, Bib/.1 1 '• I.e., P-9~; G.l\hlanesi, Bib/.>16, p.7oo. 
9· Vasari, 8ibi.J66, VOLSI, p.145; Frey, Bibl.loJ, p.J6!1. Cf. 8ibi.J66, vu, p.wo; Frey, Bibl.wj. 

P·14J· The copies of th" compo5ition published by A.E.Brinckmann Bibl.so show propor
tions of abour 1 "·5· 

lo. This intcrpretmon was suggested by K.Frcy, Bibl.!o>, tc~t to Fr.!H, and is ~dnpted by 
F.Kn•pp, Bib/.166, p.166. 

'l' 
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clay model in the Casa Buonarroti was destined for the Piazza della Signoria, 

all the less so because this old assumption is corroborated by two facts: ( 1) 

The clay model, like the group of Samson with two Philistines, but unlike all 

the other mature works of ?vlichclangelu's, offers a mulmude of samfactory 

aspccn; the inclination of the chest which, as \Vi\de poim:; om, impa1rs the 

aXJal symmetry of the group from certam points of VlCW, would ha\'C been 

cuuntcrbalam:cd by the raised right arm with dub or jaw-bone. The cum

position rhus seems more suitable for an open ~guare than fur one of the 

niches on the Tomb of Julius II. (2) The head discovered by Wilde is that 

of a sturdy and even somewhat vulgar-looking fighter, middle-aged and 

bearded. This type IS consistent with the traditional features of both Her~ 

cules and Samson, a~d is in fact almost idemical w1th that of the Samson in 

the group with two Philistines; bur it would hardly have been smtable 

for a counterpart of the slender adolescent seen in the Victory group. 

!l.l 
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fig ..... 
Bridget, St., 7 
Bril, Manhew, engnving {aft~r a losr pic

ture), 'Death Stcahng Wnpuns of 
Cupid,' IIS,fig.IO,. 

Bronzino, Angelo, 'Allegory of Lu~ury.' 
86 II., fig.66; 'Descent imo Lim\xl,' 84 
N.; 'Fion,' 85 r., 107; 'Innocence,' 8.t 
II.; Ponrait of Andrea Doria, 6 N.; 
'Venus and Cupid' (Budapc:sr), 90 N.; 
ru ~lro Rost 

Brunetto Latini, ru Latini 
Bruni, Leonardo, tomb of, 187 
Bruno, Giordano, 146 
Bruno, Presbyrer, tomb of, 185, fig. I J4 
Buti, Fcancc~co da, :15 

CABASSOLES, Philippe: de, Bishop of 
CavaiHun, 179 N. 

Cacus, >JI r. 
Caesar, 111 

Cain, 40 

'" 

Cairo: Museum, Coptic relief, 'Opportunity,' 
71 N. 

Calandra, Giovanni Jacopo.. 1 ,..S N ., 1 H 
Callimachus, 99 
Cambi, Giovanni, 57• sS N., >}> N. 
Cambino, Andrea, 104 N. 
Camerarlus, Jotchlm, 6o N. 
Campo Freif050, ret Fulgosus 
Caraglio, Jae<~pu, engnving 8~4 {after Rosso 

Fiorentino), 'Saturn,' 79, fi.g-47 
C.....avaggio, Michelangelo da, 'Am<·" vind-

torr,' 194 
Carducho, Vincenzio, 117 N. 
Carracci, Annihale,'Eros and Anteros.' n6 N. 
Cartari, Vincenw, 7S N., 81 N., Ss N., 115 N., 

•¥! N., •6.4 N., 168 N., •04; illusrn.
tion: 'Eros and Anteros,' u6, fig.¢. 

Cassirer, Emn. 8, 16 
Castiglione, Baldassare, 140 N., •46 s., 148 
Carullus, 6o N., ¢ N., us N. 
CaY3Icanti, G<1ido, 101, !OJ N., 146 N. 
Cavalieri, Tommaso, 18o, 183 N., 116 ss. 
Cavreao, ue HaedU$ 
Cellini, Benvenuto, 175; 'Delivennce of 

Andromeda,' 17 J N. 
Celsus, 6J N. 
Ceresan. Puide da, ISJ N. 
Cesariano, Cesare, 41 N. 
Charis, 161 N. 
Charrres: Cathedral (north transept), sculp

tures, 'Blind Night Led by n~r: 11, 
N., fi.R.fi<l 

Chaucer, •ol, 111 
Chic:ago: Art Institute, 'Education of Cupid' 

(imiution of Titian), 165 N. 
Christint, Queen of Sweden, 81 N. 
Cicero,¢ N., •Jo, IH N., 114 N.; (pseudo), 

114 N. 
Cicio, 1811 N.; see tdto Pen;onifications: 

Heaven 
Cima da OJnegliano, 'Procession of Silcnus,' 

55 N. 
Cimine!li daii'Aquila, Ser:~phin, 115 :-.1. 
Claudius Minos, ru Minos 
Clemcm \'II, Pope:, 1 99 N ., l • l 
Cleveland: The Cleveland Museum of Art, 

Byzantine ivory casket, 'Adam and 
Eve DoinB Blacksmith's Work.' 45 N., 
fi.tPS 

Clio, lh N. 
Cluny: Musie Ochier, capita!, 'Wind Gods,' 

4"N. 
Cocyrus, :04; Ut alro Personifications: 

River-Gods 
Coelus, m N.; ue "Ito Personificnions; 

Heaven 
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Colleoni, tombs of, 186 
Cologne: Cullednl, tomb of Arcllbisllop 

Philipp von Heinsberg, 185 N. 
Colonna, Vinoria, 18o, 110, In 

Comes, Natdos, IIJ N., 115 N., 163 N., 115, 
''9 N. 

Commodus and Crispina, ~~ 
Comus, 'H 
CondiVi, Aseanio, 178 N., '9"· 191 N., IQJ, 

IQ5, 105 
Conti, Natale, see Comes 
Controni, Filippo and Luca, '4' ~
Copcnllagcn: Royal Libruy, codJIR, zo N., 

Ms.Thott 399. 'Blind Cupid, Venus and 
tile Tlln:e Graces,' I '4• {ig.87 

Copcna, Francesca, 8z N. 
Cornaro, Caterina, 147 N. 
Comutus, 75 N. 
Correggio, 'Cupid and Pan' (drawing, anr.), 

"6 N. 
Cort, Camelis, engraving, Le Blan '53 (afler 

F.Zueear~). 85 :". 
Cosmas, St~ see Michelangdu; Florence: S. 

Lorenzo 
Costa, Lorenzo, '53 N. 
Cranach, Lucas the Elder, 'Cupid Unblind

mg Himself,' 11-'1 s .. {ig.1o6 
Creusa, '7' N. 
Cupid, 7'• 79, 81 N., ~7 rs .. 9" N~ 9• N., 95 ss., 

'4'• '49 r., 1p, 'H• •56, •6•, •6•, 165, 
168 i"., '94> 217, >26, "7 :\!.;as Dieu 
Amour, 101 n.; blind, 95 rs., !OJ sr., 
151,165 rr.; nude, !)I'> H., 114SS; ste also 
Personificanons. Ameros and Eros 

Cusanus, N•colaus, 'l' 
Cybcle, j8 N., tS8 N.; set also Personifica

tions: Eanll 

DAMIA:"', St., see ,\ticllelangelo, Florence: 
S.Lorcnzo 

Donte, ~5 N., too, w>, 1o6, qo, 146 N., 14~ 

N., '79• '"4· ''4 
D•nti, V•cenlo, 'Honour Conquenng Dis

llonesry,' 194 
Dati, L~ooardo, "1 iS. 
David, lQ' rre al>o ,\hchclangelo, Florence: 

Accademia 
Deidamia. see Hippodamia 
Demetnus, St., 11 1 

Den], 108, "5· U7 
Diacceto, Fr-onccsco Canam di, qo, 145 N. 
Diana, 149, 166,116 
D1do, 19 
Diodorus Siculus, 41, 4J N., sJ, 109 N. 
Dione, '4'· '44 N. 

Dionysius Psudo-Ateopagita, 1 JO 
D1onysus, see Bacchus 
Dona!ello, 'Judith,'"' 
Donne, John, 1.¢ 1 

Doria, Andrea, portrail of, sr~ Bronzino 
Dresden: Kupferstichkabmett, drawing, 

'Sarum,' 79, fig-46 
Durer, Albrecllr, 70, 173; portrait of Lucas 

Paumgartner, 6 S.; drawing L-156, 
'The Abduction of Europa.' 19 s., fig. 
t6; drawing L-577, 'Calumny,' 84 N.; 
drawing L.Eq, 'Abdu~tion Scene,' Ss 
N.; engraving B4.z, 'Madonna,' •¢ N., 
fig.l4J; engraving 8.76, 'Dream of the 
Doctor,' 114. fig.t68; engravin~, 
'Me!encolia 1,' 110, 111; ctchmg H.7a, 
'The Desperate Man,' S8; etching 
8.7~. 'Tile Abduc1ion of Prosupine,' 
S5, fig.6j; woodcut 8.89, 'Fhgllt mto 
Egypt,' 4' N. 

i.CHECS AMOUREUX, 101 N. 
Endym10n, 184 
Enmus. '55 N. 
Epimerlleus, 50 
Eppstein, Stegfried von, Archbishop of 

Mayence, wmb of, 185 N. 
Eqmcola, Mario, "7 N., "5 N~ "7 N., 1.¢ 

N., '4~ N., ISJ ~. 
Erigena, Johannes Scorus. n 
Erlangen: Vnrversiry Library, Ms.121, (Gum

pert Bible), 77 K 
Eros. see Cupid; Personifications: Anreros 

and Eros 
Emdiwrium P~mitentiale, Acedia, SRi". 
Este, Alfonso d', Duke of Ferrara, HI; Isa-

bella d', 146 N., IB 
Euphrosyne, 16Q 
Eurisrheus, Kmg, 19 
Europa, 19 s. 
Eusebius, 49 N.·, 75 'N., 81 N. 
Eusrlluius Makrembolites, 98 N. 
Eve, 46 K, 55 N. 
Eyck, Hubert va~~ 'Annuncianon,' 195 N. 

FARNES£, Cardinal Ippolito, 111 i". 
Federico dcll'Amba, w8, 115 
Fedengh1. Antonio, S1ena Cathedral, Holy 

Wa1er Basin, '94· fii:-1J8 
Fernandez, Marnn, tomb of, 185 :\1. 
Ferrara. Palazro Schifanoia, fresca..s, 

'Vulcan' and 'Cybele,' JS 
F1cino, Morstlio, 5' N., tJo rs, •so. '5' N., 

'59 :-..i., 16.j N., •79. t8:, 1!)6, 197 N., 
1¢, 103, 204, 1o6 N., 107 N. 
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Filarete (Antonio Avedino}, +f. 157 N.; 
illustntions: ~~~ Florence: RiblioteCil 
Nazionale 

Flora, ~51. 
Florence: Biblioteca Nnionale, Cod.M,gli4-

beccbi.mur, ll, 1, 1,0 (Fibrete, Trllt
rato <i'Arcbiutturll), 'Erection of 
Primitive Buildings,' •P• 44- fig.1 1 

Campanile, rdief, 'Phoroneus.,' 49 N. 
Uffi:u, Qassical sculpture, 'N1o~,' 219 

Fournival, Richard de, "iN. 
Fra.ncucci, S~ 159, •6o N., 167, 168 
Fulgentlus., n, 7i N~ 105,155 N~ 114 N. 
Fulgosus. G.B~ iilunration~: 'Disamument 

of Cupid,' 117, fig.qs 

GAGUIN, Robt.rt, 119 N. 
Ganymede, 184.113 u., HJ 
Gellius, Aulus, 109 N. 
Crtneva: Bibli01heque Universitaire, Mu8z, 

'!.II D1m1e IIILr Av..ugler,' ''l· fjg.81 
George, St., 11 1; Lucas P:mmgarmer as, 6 N. 
Gerra Rrmumonnn, •J 
Gerualdo, Andrell., 111 

Ghiberti, Lorenzo, 18; Florence, Baptistery 
door, 'St.John,' '91 N. 

Giannorri, Donam, 179 N. 
Giorgion~. 6-4, 1,.8 N_ 
Giorro, 'lnconruncy,' 115 
Giulio Romano, Villa Lame frescoes, 79 
Goethe, "" 
Gonz.aga, Duke Fernnte, HJ N. 
Goya, Francisco, 'Saturn.' 79 
Gnccs, Three, 15, ''iN~ 'H· 16llr. 
Gregory of Nazianzus, \)6 N, 
Gregory, S.:~ 15, 107 N. 
Grien, Hans Baldung (school of), 'Judith,' 

'lN. 
Guorino da Verone, 158 
Gumicdli, Guido, 100, "" N. 
Guirtone d'Arezw, 100 N., 1i6 N. 
Gyraldus, Lilius Gregorius, 'l• J4 r-;~ 36 N~ 

45 N., 107 N., 151 N"., 161! N. 

HA,EDUS, Petrus, (rrctr Cavrerro), 117 
Haeftcn, van, rer Haffrcnius 
Hafftenius, Benedicrus, 1 z8 N. 
H:unburg: Kuostha!le, drawing (after 

Zuccan), lnv.u5f6, 'Calumny,' 85 N. 
Museum fur Kunst und Gewerbe, wood

carving, 'Head of Sr. John,' q, fl&-4 
Harmony, <6], 16,. 
Hawc•. St~phen, illuurarion: 'Time,' 91, 

fi&-5' 
Hein~berg, Archbishop Philipp von, 185 N. 
Hden of Troy, 109 N. 
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Hephaistos. see Vulcan 
He[;!,, -49 N., 73; ue ~iw ju.no 
Hercules, IQ, "'• 11 N., 34. 6-4, 65, 149, 156, 

'57 N~ 'l' r. 
Hennes, ¢N.; see 111ro Mercury 
'Hennes Trismegl!lto~,' IJO 

Hcrse, 98 N. 
He1iod, .q.o, 4' N ., 161 
Hibernus Exul, 11 N. 
Hicks, Edward. 55 
Hi!deshe1m: Cloiner of rhe Cathedral, romb 

of the Priesr Bruno, 1Ss, fi&·'l4 
Hippodarma, p N. 
Hippolyrus, "7 N. 
Hipponax, 97 
Holcott, Robert, lJ 
Holofemes, 11 r. 
Homer, ]7, 4'• ,.6, 98, !6], 117 N~ 117 N.; 

blindness of, 109 
Honorius of Aurun, IH N. 
Horace, \)6 ~·-, 98 N~ qo, 155 
Hrabanus Maurus, 11, 15, 16, 'H N., 71S, ¢, 

'"i r.; illusO'ations: set Montecassino 
and Rome: Vatican Library 

Hugo, Hennannu~. 1z8 N. 
Hyginus, 49 N., 114 N. 
Hyfas, H sr. 

ICARUS, 119 N. 
lo,¢N. 
lsidorus of SevJ!Jc, 11 N., u, JB N., w N., 10,.. 

''7 N. 
lxion, 116, "7 N. 

J.B., Marn.r, engraving 8.11, 'Sorum,' 78 N., 
79 N. 

Jacob. 11S1 
Jacopo da Lentino, IOJ N. 
J•copo dd Sdlaio, 'The Triumph of Love' 

(anr.), l!u r~ fjg.n 
J~mblichus, IJO 

Janu.~ 74 N. 
jerome, St., ro7 N. 
John rhe Baptist, St., 11, 1 J 
John the Evangeli~t, St., 'l• 10,11 N .. 15. IIJ. 

"' Joseph, 117 N. 
judith, 11 .r., 10] N. 
Julius II, tomb uf, see Michelangelo, Rome: 

S.Pierro in Vincoli 
Juno, n. 85 N~ 'i'; see ai>o Hera 
Jupiter, 11, '5· 16, lQ, J7, )8, 50 N., 74, 76, 

77· 79 N., 9'· 98 N., IJJ, ljS, , .... , .... 
N., 149, '09 s .• 111, "J, 115; 'Children 
of' (Fiorentm~ ~ngraving), 111, fig. ,,, 

Juv~nal, 40 N., il N. 
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KA .• s1 
Konrad von Wi.irzburg, su Wi.irzburg 
Krates, 74 N. 
Kronos, 7• N., 7111., B1 N.; ue 11lrrJ Saturn 

LANCELOT, n!S N. 
L;ndino, Crisroforo, 1 JO, 1 H N., 1 )II N., 1 19> 

I 79, 191, lol, 104. 114 J., I t6, 119 N., UJ 

Landucci, Luca, 47 N. 
LaocOOn, 19 
Lacini, Brunetto, 11, 49 N., 1o6 
Latona, 116 
Laura, 100 
Leah, 1 Jll; see Q/so Michelangelo, Rome: S. 

Piet.to in Vincoli 
Le Brun, Chadeii. tilt N. 
Leibniz, IJo N. 
Leipzig: Stiidrisches Museum, 'Love Spell,' 

•.s6 N. 
Lemaire, Jean de Bc:lge, us S. 
L~o X, Pope, 199 N. 
Leochares, 016 N. 
Leo Hebraeu~. 115 N~ 145 
U:on: Clo~r of the Cathedral, tomb of 

Manin Femande~ 185 N. 
Leonardo da Vinci, 174 N., 181; 'Last Supper,' 

' Leyden: University Library, Cod.Vorr~ 
G.G.F-4- 'Allegory of Sloth,' S!1 N., 
fig.6s; Cod. Vou. laq9. z8, 75 N.; 
Cod. Vou. lat. Oct.l6, 'Cupid and Jest 
in Flight,'¢, {ig.71 

Libel/us de lmaginibus Det.mm~, 1), 44 N., 
45· 46 N., 1o6 

Liber, srt Bacchus 
Libergier, Hugues, tomb of, 184 N. 
Lippi, Filippino, 'Sr.Philip Exorcizing the 

Dragon,' 70, 191, 194 
Lomnzo, Giovanni Paolo, 110 N., 167 N., 

'74 N., 117 
London: British Museum, Classical relief, 

'Apotheosis of Homer,' 7' N.; Mr. 
Add.!gJf:, 911 N.; Ms. Coli. Galba E. 
IV, 'Truth Lifted by Earth,' IS], fig. 
111; Ms. Cou. Tib. C. VI, "5 N.; Mr. 
S/ome J91J, 77 N. 

Vkroria and Alberr Museum Byzantine 
ivory casket, 'Abduction of Europa,' 
z6, 97, {ig.69 

Lorris, Guillaume de, see Rmmm de Ia Rose 
Lucian, 58, Sot, ISJ, 158, 117 N. 
Lucretius, 40 rr., 5 J, 54 N., s;, 6) N., 65, ¢ N., 

99. 141, ~~ 18o, 117,119 N. 
Luna, 15, Bs N., 101 N. 
l.ydgale, John, 101 N., 10), IJI 

Lyons: Bibliotheque de Ia Ville, Mq.p, 'The 
Abduction of Europa,' l9 N., fjg.15 

Bibliorheque do Palais des Arts, Mu:, 
'Cupid,' 98; illm.p.95 

Lysippoll. 'Ka.itO$,' 7• N. 

MACH AUT, Guillaume de, 101 N. 
Macrobius, 74 N., 79 N~ 109 N., It 1 N. 
Maffei, Francesco, 'Judith' (so-called 'Sa-

lome'}, u s~ fiK·J 
Magdeburg: Carhednl, tomb of Friedrich 

von Wettin, •84 N. 
ManiUi, Jacopo, 167 
,\1antegna, Andrea, 'Deposition of Christ,' 

zu; 'Realm of Comus,' 'H 
Marcus Au~lius, 181 N. 
Mars, 49• 56, 6J N., 91, IJJ, 161 rr. 
Marsyas, 154 
Man:ha, • 38, • i9 
Man:ianus Car.:lla. H, 74 N. 
Mary Mag de ene, 1 ;8, 119 
Mary. Queen of Hungary, 117 N. 
Marzuppin~ Carlo, tomb of, see Settignano 
Masini~'», 109 N. 
Matthew, St., 10 N. 
Maura, St~ 111 N. 
Mayence· Cathedral, tombs of Atchbishops 

Siegfried von Eppsrein and Peter As
pelt {Aichspalt), 185 N. 

Medea, 11, 171 
Medici, de': Cosimo, 91, 130 

G10vanni, romb of, ue Verrocchio 
Giuliano, 199, 105; ue also Michelangelo, 

Florence: S.Lorenzo 
Giuliano the Younger, Duk~ of Nemours, 

'" Giulio, Cardinal, let Clement VH 
Lorenzo the Magnificent, z JO, 199; ree also 

Michelangelo, Florence: S.Lorenzo 
Lorenzo rhe Vounger, Duke of Urbino, 57, 

'" Piero, tomb of, see Verrocchio 
Meleagros, 184 
MenS$. Raphael, 'AUegory of Time and 

History,' 81 N. 
Mercury, 16, 85 N~ 91, 149; see also Herme5 
Meun, jean de, set Roman dt Ia Rou 
Michael Scorns, 26 N~ 77 N. 
Michault, Pierre, •u s~ u4 
Michebnge!o, 7• )), 88 N., 146, 171 u. 

Floome1:: 
Accademia, 'Boboli Sbves,' 177, 178 N., 

z8R N., tQO, 118; 'David,' 171 N.; 
'River-God' (model), 101, 101; 
'&.Matthew,' '73 N. 

Casa Buonnrori, 'Battle of Lapiths and 
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U:ntaurs,' 51 N.; 'i\-ladonna at the 
Stairs,' 171; d:.y model for rwo figures 
in ~ombot, 'l'• filf..I7I 

Musco Nazionale, Bu« nf Brutu5, L>Q; 

'03\'id,' !G! 

Palazzo Vccchin, 'Victory,' 177, 190, 
IQI N., l'f<t, IJ8, ZJI, fig.l]j 

S.Lor~nzo, M~dici Chap<:!, !8J, 187 N., 
199 n.; 'St.Cosm•s,' 100, 101, zoz; 
'St.Damian,'><>o, !01, m>;SUtue of Giu
liano de' Medici, 1]1, zol, zo8 11., fig. 
155; statu~ of Lorenw de' Medici, 1o1, 
zo8 n~ fi8·'H• ',\hdorma,' 1oo, '"'· 
w1, 103; 'Times of Day,' 101, '"'· 
105 u., IH>; reintegration of tomb of 
Giuliano de' Medici, >ol, fig.144; re
inrcgrnion of tomb of Lorenzo de' 
Med•ci, 101, fi&·•+s; reintegration of 
rile Sepo/tura in Testa, >o>, fi&-•51 

Uffizi, '.'l.hdonna Dotii,' '7l N. 
Leningrad 

Hem1itage, 'Crouching Boy,' wJ 
London: 
R~yal Academy, 'Holy Family,' '7' N., 

fig.l17 
Paris: 

Louvre, 'Sla1·es,' '77• 1S8 N., 189. 191 N., 
195 ss., fiK·'io 

Rome: 
P:.Ju:zo Sanseverini.Vimercati, 'Pied 

Rondanini,' »9 l'<. 
S.Pietro in Vincoli, Too1b of Julius II, 

t8J, 187 u.; 'Leal!,' •89 s., 191 N.; 'Ra. 
chd,' •8>1 s~ 191 N.; '.1\.loses,' 188, •!J9, 
191, 197; reconstruction of the First 
Project (•snsl, 1R8, '9"· fig.q1, fig, 
131; reconstruction of the Second Pro· 
ject (tJIJ), 18,1, 1()8, fig.tJ6, fig.•p 

Vatican, Paulina Chapel, 'Crucifixion of 
St.Peter,' "9 

Vatican, Sistine Chapel, 183 N., 103 N.; 
'Deluge,' 51 N., 171 N.; 'Sacrifice and 
Shame of ;\.'oah,' 11 N.; 'Eukiel,' '71 
N., fjg.118; 'Isaiah,' His, '7J N., '93 N~ 
{ig.IJO; 'Joel,' '91 N., 'Josiah,' 47 N.; 
'Zechariah,' 'lfl N.; 'Delphian Sibyl,' 
193 N.; 'Erythrean Sibyl,' 171, 193 N.; 
'Libyan Sibyl,' 171 N., 191 N.; 'Persian 
Sibyl,' 193 N.; 'L= Judgment,' '77• 
u9; 'Slaves,' 5' N., '7' 

Drawings (by and after): 
Fr.;, 1\)6 N.; Fr.6, u6 11., 1lJ, {ig.159; 
Fr.9a, 187 N., 100, liK-•so; Fr.9b, 187 N., 
ooo, om N~ fjg.t51; Fr.t8, z16rs., "l• 
fig.tj8; Fr.19, JoJ; Fr.z7, '79 N.; Fr.;t, 
131 N.; Fr.;g, 100 N~ Jot N.; Fr-f?, ,,. 

zoo, 101, fiK-'-47; Fr.#, 1<,19, 100, 1o1, 
fig.<¢; Fr.fl, WJ; Fr.f5, 101, 1o1, fig. 
148; Fr.n, 11S ss., "l· fig.t6>; Fr.$8, 
118 ff., UJ, {ig.164; Fr.f9, 10Ji 
Fr.7o, 100 N.; Fr.7f, 118 u., HJ, 

fig.<6J; fr.to;, 171 N., {ig.1z6; Fr.ura. 
100 N.; Fr.tJ8, 119 N.; Fr.u9, ll9 N.; 
Fr.1~, 119 N.; Fr.140, "9 N.; FT.I4J, 
!Jl N.; Fr.lf7, 171, IJI N.; Fr.r87, 
HI ss., "5· {ig.t65; Fr.16~, zoz N., 
105 N.; Fr.z66, 101 N.; Fr.z67b, 100 N., 
Fr.~98, "5 H~ fig.t66; fr.;o6. ZOJ N. 
Th.f, 189, 1\)6 N, 1()8, fig.IJS; Th.~41, 
100 N.; Th.~46b, 100 N., Th.J86a, 
zoo N.; Tb~~4. zoo N.; Th-419b, ""' 
N.; Th-46~, zoo N., Tb.rua, >ot N., 
"''· {ig.149; Th.51o, 113 u., {ig.167; 
Tb.5Jia, >oo, fig.•p; J'h.fJib, 100 S. 

'Battle of Cascina,' 171 N., '73 N., 177 
'P1erit' <for Virtoria Colonna), 212 

'Vcnu~· (cartoon for Barrolommeo 
Bettini), 90 N. 

MIGNAULT, Claud~, ree Minos 
Milan: Biblioteca Ambrosiana, Cod. E-49/ro, 

Int., 76 N. 
Minerva, 85 N.; see also Atllene 
Minos, Claudius, 71 r-;,, llJ N., 115 N., II) 

r-;., ll~ r-;, 
Mirabifia Urbis Rumae, 156 N. 
Moden:.: Mus.tum, Classical relief, 'Phanes,' 

71· fi1o6 
Molza, Francesco Maria, uo, ut N., "7 N. 
Monaco, Lorenzo, 'Annunciation,' >29 N. 
Mom•gna, Butolommeo, engraving 8.18, 

'Mercury and Hcrse,' ()8 N. 
Montecassino, Hrabanus Maurus, De Uni

verro, 'Saturn and jupiter,' 16, 76, fig. 
40; 'Venus, Cup>d :md Pan,' 9-'l {ig.71 

Moser, Lucas, Tiefenbronn altarpiece, 195 N. 
MOses, 107 N., 140, 191 s., 19-'l; su aho 

Michelangelo, Rome: Vatkan, Sirune 
Chapc:l; Signorelli, 'Youth of ,\'loses' 

Mount AthO'i: Pantdeimon, Cod.6, 'Saturn 
and Rhea,' 71S, {ig41 

Munich: Alte Pinakotllek, no-f34, 'Educa· 
non of Cup•d' (imitation of Titian), 
165 N. 

Staatsbibliothek, Cim.f8, 10, {ig.1; Clm. 
4-ff'l, 10 N.; Clm.l2o1, 111 N.; Clm. 
10~68, 'Saturn, Juptter, Venus, Mars 
and Mercury,' 16, 77 N~ fig.14; Clm. 
11601 (Uta Gospels), 'Death,' 77, fig. 
-43; 'Syn•gogue,' 110 '~ (ig.78; Clm. 
14271, 'The Pagan Divinities,' >5, 78, 
fig·'l 
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Muses and Sir~ns, '54 
Mythographus I, u, H N., 163 N. 
Mytl10graphus II, ll, 37 N., i6 N., oWN., '"i· 

•63 N., ''iN. 
Mytlmgraphus Ill, " N., 11, q, 45, .¢ N., 

5<> N., 74 l'<., 77 N., "'5· 106, >>J, '45 N., 
148 N., •H N., 161 1'<., 114 N., "9 N. 

NAPLES: Bibliote~a Nazionale, cod.olim Vi
erm~ f8, 'A~neas before Dido,'><>, •• N., 
fig.u 

Mus.eo Nazionak, Pompeian munl, 'Eros 
and Anteros,' 117 N"., uS, fi&-97; Pom
peian mural, 'Punishment of Cupid,' 
166 N~ fig.n>; PomP"ian mural, 'Sa
turn,' 75, fig.jS 

Neckham, Alexander, ..ee Mythographus 111 
Nemesis, u6, 167 N. 
Neprune, Andrea Doria as, IS N. 
N~ronius., Lucterius, 197 N. 
New York; Pierpont Morgan Library, M. 

ff9 (Richard de Fournival, Best111irt 
d'Amour), ''4 N.; M.7z8 (Reims Gos
pds), '91 N.; M.7flr, 'Saturn,' n. fig. .. 

Niccolini, Ard.bishop Giovanni, 1)1 N. 

Niccolo Fiorentino, medal of 'TIIree Graces,' 
•69. fig ..... 

Nicolas., Abhor of St. Etienne de eaen, 97 N. 
Nimrod, 1o N, 
Nio~, 119 
Nonnos, •64 

ODYSSEUS, ¢ N. 
Olgizti, Girolamo, 'Allegory of Alcllemy' 

(~ngravmg), 7) N~ fig·)7 
Omar Kllayyam, 99 
Opidn1.1s de Canistris, t57 
Oppian, 97• 99o Ul s.; illustntio1U: see Puis: 

Bibliotheque Nationale 
Oni, Bishop Antonio degli, tomb of, 186 N. 
Orpheus., 19. qo, •n 
Ovid, 4" N., i' N., i7 N., p N~ 61, 61, 6J, 

6-., 65, 67 N., 74- 9'• ¢ N., 98 N., <,l9. 
101 N., Ui N., 151 N., 168 N~ U7 N., 
Hl N. 

Ovid, Mor~liud, 6 N., >J, 19, 7o N., 78, 1o6, 
"i- "1• 119 N. 

PARIS: Bibliothtque de !'Arsenal, Mqo66, 
SoN. 

Bibliorlleque Nuionale, Ms.Coislin ZJ9, 76 
N.; MsFr.J7J, 'Blind Cupid, Venus and 
the Three Gncc:s,' "i- fig.86; MsFr. 
379, 'Nature and Reason,' '5i- (ig.111; 
Ms.Fr.158f, 'Abduction of Proserpine,' 

85 N., fig.6i; 'Cupid Introducing llis 
Children to rile Poet Guillaume de 
Machaur,' 101, (ig.7ot; 'Cupid in a Tree,' 
101, fi&'-75: MsFr.1~.,_, 79 N .. 8o N.; 
Mr.Grtc 91J, 'Sr. Basilius between 
\Vorldly Happiness and Heavenly 
Life,' l5i, (ig.u>9; Ms.Grec 1736 (Op· 
pian), 'Cupid Attacking Pagan Divi· 
niries,' 97 N., 111, fi&"·9); 'Cupid Pur· 
~uing Animals,' 97• (ig.7o: Ms.Grec 
:nn (Opp•an), 'Cupid Anacking Pa. 
gan Div10ities,' 97 N., u1, fig-'}4; Ms. 
Llltin 15158, 'Pyramus and This~,' l<>, 
fig.•• 

Louvre, North Italian fresco, 'Venus,' 115 
N.; Roman relief, 'Throne of Sarum,' 
>U, illus. p-•9-'l; Roman sarcophagus., 
'Eros and Anteros,' "7 N., fig.gll; 
Romao sucopbagus, 'Ganymede,' wS, 
"i- illu~·P·'7' 

Music des Arts DCcontifs., Frencll tapestry, 
'Allegory of Profane Love,' 116 N., 
151, (ig.116; French tapestry, 'Allegory 
of Sacred Love.' 1p, (ig.117 

Notre Dame (west fa~ade), SC"Ulptures, 
'Blind Death,' 111 •~ fig.S• 

Poris.,Judgmentof,ot: N., 115 N., 1!S5 
Patinir, Joachim, 64 
P:11.1l, S.:., '4"· 188,191, '9', 197 
Paumgumer, Luc~s, ponrait of, u~ DUrer 
Paus:mi:as i9 N~ 16J, 1611 
Pavia: CcrtOS3, reliefs., IH N. 
Peirho, 1!S7 N. 
Peon, G., engraving, 'Time,' 81 r-.;, 
tln Perr CllfJUcffl., illustration: 'S4i71t Amour 

and Amour Mrmdain Fishing for 
Hearts,' JZB, fig.IOJ 

Perrier, Fran~ois, frontispiece: 'Time tile 
Destroyer,' 8j, fig.6o 

P:ERSONIFICATIONS: 

Acc~demia, Bs N. 
Actdi4, Sll N. 
Airm, 7'• 7i N~ 75 S~ 9); u~ also Penoni-

ficauons: Etemiry; Time 
Air,1o1 N., 1o6, (Aiir) i6 N., (Hera) 73 
Alchemy, 7J N. 
Ambition, 110 N. 
Amar Cllrn~~lis, 107; Gennan woodcut, 107 

N., ''i- fig.Si: see aiJo Cup•d and Per
sonifications: Love, Profane 

Anger, 11o N. 
AntetOI and Eror, 1z: N .• JZ6 sr., >66 r~ 

•!So; N. 
Ardour, liS 

Arts, Li~ra[ and Tecllnica[, 190, 195 
Avarice, "4 
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Personification!, coru'd: 
Beaury, 159 
Bellrmo, r86 N. 
Bliss, Eternal and Transient, 151, 159 N.; 

see ~/so Personifications: Happiness 
C:dumny, 84, lj8, 159 
Charily, 79, rz6i'O., '4'• 151, rp, r66 
Cbrrmas, 71 N., ?J, 74> 90 
Church, rro, •H· •H 
Contemplation, Mrs. Stanhope as, 6 ?-<. 
Contrition, 119 N. 
Cupidity, rro N. 
Dawn, 101, 105 n., :to; see aho Michelan

gelo; Florence: S.Lorenw, 'Time• of o,, 
Diy, 101,105 ss., 111, >ro; ree a/w Michel

angelo, Flon:ncc: S.Lorenz.o, 'Times of 
Day' 

Death, 17 r-;_, n. 79, 8: s., rr;, ''7 N., tto 
H., IU N., ""' 115 N. 

Deceit, 85 N., 87 rs., 89 
Despiir, 88 
Dieu Amour, Set Cupid 
Dishonesty, 1!;4 

Earth, !B N~ 157 N., 158 N., r88 N., 1o1, 
w6, 1oll, 1<4; see lllto Cybele and Per
sonifications: Terra 

Ecclesill, ue Personilicatioru;: Church 
Enmbtion, 114 
Envy, 86, 114 
Error, ru> N. 
Eterniry, 79, 117 :N.; see ~/so Personifica

tinnso AiQ11 
Evening, 101, tos ts., tto; se~ ~/so Michel

angelo, Florence: S.Lorenzo, "Times of 
Day' 

Evil, IJ 
Fairh, •s•: Cuholic, 161 N.; Marital, 161, 

'" Fame, 79, 91, 187, •oo 
Favour, II<.> N. 
Fi!ltTe, 186 N. 
Fertiliry, 150 N. 
Fidcliry, 161 N. 
Fire, 101 N., tOO, (Hephaisws) H 
Fortitude, 13, "7 N., •39 N~ •s6, 151; ru 

~/so Raphael 
Forrune, 71, 91,93 N., 110,111 r~ 124. HJ 
Friendship, 159 N., 161 N. 
Fury, 111 N.; Poetic, 85 N. 
Futuu:, 91 N. 
Genius, 159 N. 
Gluttony, 195 N., u4 
Gnce, • H• • s6; set ~/so Graces 
Happmt.S$, Worldly, 154; su also Personi-

fications: Bliss 
Harmony. t6t :"l. 
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Personifications, cont'd: 
Heaven, 10 N., 1R8 N., 101; su ~/so Cielo 

and Coelus 
Honour, 194 
Hope, 161, 161 
Hypocrisy, 8y N., 119 
Idea, '59 N. 
Ignorance, 110 N". 
lmpuhe, 110 N. 
lnconslllncy, IIJ 
Infidelity, 111, 111 
Innocence, 83, 84 n., 91, 117 N. 
Irresoluteness, 71 N. 
jealousy, 87, ~8. S., 
jesr, 87, 88, 98 
}oms, see jest 
Justice, IJ, 84, 109, 139 N., 101; Divine, 

It<.> N.; Wordly, 110 N. 
K~iroJ, 7' s., Bt N., 93, 115 N. 
Labour, 91 
Lechery, 88 N., >14 
Lie,Sq N. 
Life, tlo; Active and Contemplative, r88, 

191, '97· Joll; Brief, lh N.; Heavenly, ,,. 
Love, Platonic, u8; Profane, nO N~ u8, 

•so ss.; Sacred, ''7• nqs., n•, r18, •.1o 
n.; set aiJo Cupid; Personifications: 
Anteros and Eros 

Luve, Torrures of, 117 
Loyalty, 89 N. 
Lucidiry, 159 N. 
Lust, 149 
Luxury, 8> N .. 88 rs., 91· 98 
Magnaminity, 111 
Matrimony, IIIJ N. 
Melancholy, tto, 111 
Mercy, 157 
Mind, 149• 150, 151 
Mockery, 117 
Moon, see Luna 
Nature, 154, 156 
Night, 17 N., 110 1., toJ, 105 sr •• 1111; ru 

also Michelangelo, Florence: S.Loren
zo, "Times of Day' 

Otcasio, 71 
Ocun, Jo8, 114 
OpporTUnity, 71 S.; ue ~/so Personifica-

tions: K.Uros 
Padw, 186 N. 
Painring, '95 
Past,91 N. 
Peace, 157 
Penitence, 115 
Perseverance, 117 N. 
Persuuion, tte Peitho 
Philosopl·y, 110 
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Personifications, cont'd: 
Pis~:, 157 N. 
Pleasure, 64. S7, 88 
Plut=, 97; ste llho Penonificuions: Wealth 
Poverty, 93, 117 
Primwtrll (Spring), Bs s.; ue 11/ro ~r-

sonificlltioru: Seasons 
Prudence, no, 139 N., ISJ 
Puni~hment, 84 !'I. 
Reason, '49 s., 154, 1~6 
Repentance, 7~ N., 158, '59 
Ri¥hteousncss, 157 
River-GOOs, '"'• zoz, IG.j s., :o6 
Science, 161 N. 
Sca.•;cms, 8<> N., 9! N., l'fB N., 101, :o6 
Sensuality, 111 

Shime!c .. ncss, 195 N. 
Silence, HI N. 
Sloth, 88 N., ''4 
Solicitude, 117 N. 
Sorrow, E•nhly, 161 N. 
Soul, IS9 N.; Sinful, 156 N. 
Sun,ue Sol 
Synagogue, •7 N., 110, 111, '"• '54 N. 
Temperaments, Four, 107 
Tem~rance, 139 !'<., •H 
Temps, (French miniorurc, Cll.A.D.J4(>0), 

79, 9J, fie-so 
Terril, 1u N., 101 N. 
Testament, New, set Church; Old, ue 

Synagogue 
Thought, 111 N. 
Time, 69 ss., 113 S.; as Aion, 7• u.; as Dc

stroycr,lh ss.; as Kairos, 71 s.; as Kro
nos (Saturn), 71 u.; as Revealer, 8J u.; 
Venetian woodcut, 8o N.; see aho Per
sonific:ations: Ttmps 

Time~ of Day, su Michelongelo, Florence: 
S.Lorcnzo 

Trmh, IIJ, !14, 8s N., 90, 91 N., 9J, 111 N., 
•sll, '59· zoz; !\=ode rn, rn ss. 

Veracity, 6 
Vice, rj6 N., '94 
Yirenu. r86 N. 
Vre~ory, ste Michelangelo, Floren~c. 

Palazzo Vecchio 
Vinlence, 85 N. 
Vinue, 64, SJ, '94· Hj; Conjugal, r6r !\=.; 

Generotl, 'S7 N.; Heroic, tj:Q N. 
Water, zol N., zo6 
Wealth, QJ, 97 
\~iindi., 46 N.; ue al<o Aeolus 
Wi~dom, '59 N. 
Wrath, H4 

Pesel!ino, Jacupu, 'The Triumph uf 
Time,' So, fig.H 

Petrarch, H, IJ, 14. 79 IJ., roo, rOJ, '114> ros, 
109 N., IIJ, 116, 117 N., IU, n6 N., 
r,.O N., 148, 179. 117; illustrations: 'The 
Triumph of Time' (Venice, r49p, So. 
Sj, fjg.51;_ 'll!e Triumph of Trme' 
(Trielite, rsoH), 8o N., 8r, a,, fig.n; 
'The Triumph of Time' (Venice, 
rs6o), Sr, fig.s6 

Petronius, 155 N. 
Phaedra, 19 
Phaerhon, 91, UQ ss. 
Phanes, 7 J 
Philip, St., m Lippi 
Philo of Ale•andna, IJI 

Philnstnrus, 'H N., r6o 
Phlegcrhon, 104; s.ee also Pusonifications: 

River-Gods 
Phoroneus, King of Argos, 49 N. 
Piccolomini, Eneo Silvio, IJJ !\=. 
Pico della Mirandola, qo, 'H N., IJ4, '37• 

'4<' N., '4' N., 141 N., '+3 N., 144 N., 
r45 J., r4a, ljO, r6-4 N., I]Q, tQIS N., '""' 
•os, zo6 N., 109> zro :-.J., n6 rs. 

Piero della Francesco, 'Blind Cupid,' ''+• 115, 
fig-91 

Pieto di Cosima, H JS., 6Q, 171, 17t N., tllo; 
'Battle of Lapirhs and Cento~urs,' 51 N., 
fig.Jo; 'Oir;covery of Hone)',' p !\=,, 
zn, fig.JI; 'Finding of Vulcan' (so
called 'Hylas and the Nymphs'), 34 U., 
fjg.r7; 'Human life in the Smne Age' 
(sn..::alled 'Hunting Scene,' 'Rerurn 
from the Hunt,' and 'Landscape wirh 
Animals'). 51 ss., figs.z7-t9; 'Venus and 
Mars,' 6) N.; 'Venus and Man' (lost 
painting), 49• s6; 'Misfortunes of Sile
nus,' p N., 111, .fig. )I; 'Myth of Pro
metheus and Epimerheus,' 50s., 59, fig, 
H; 'Vulcan and Aeolus :as Teachers 
of ,\bnkind,' 43 Jt., fig. t8 

Pile§, Roger de, r8t N. 
Pindar, 74 N. 
Piombo, Sebastiana dt!, 111 s., 116 
Pirirhou~. 51 N. 
Pisa: Campusanro, Cluo;ical urcophagu§., 

'Phaednr,' 19, 97 N. 
S.Catcrina, tomb of Bishop Simone Salta

relli, 186, IQJ, fig.•Jl 
Piuno, Giovanni, •lis, •9J N.; Pisa pulpi1, 

'Fonimde and Chastity,' rn. fig.rq 
Pisano, Nicolo, 157 N.\ 'Adoration of the 

Ma,i,' 19; Pisa pulpit, 'Hercules,' •.s6 
Ptsano, Nmo, tomb of Bishop Simone Slha

rdh, 1116, IQ>,fig.tH 
Pistoia: tomb of Cino de' Sinibaldi, t86 N. 
Pbnudes, Mnin,os, r6J 
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Plato, 41 N., 49 N., 95 N., 99• 107 N., '09 N~ 
"~· u8, '.\O, '40· 141, 144 N., 147, 
181 N~ 198, IOJ r.;~ 1<.14, 1o6 N., 114, 
115, no 

Plinr, 4,, Jl, 'SJ N~ 161 N., 116 N. 
Plotmus, 77• IJO, rp, '+4 N., 181,109 
Plutarch, ?J, 109 N. 
Pluto, 85 N. 
Po!iziano, Angelo, 19 '~ 61 N., IJ<>, 179 
PoHaiuolo, Amonio, 51 N., S4i 'Theology,' 

70 N. 
Polyphemus,. 165 
Pomormo, jacopo, 'Venus' (after Michelan-

ge!o),90 N. 
Porp_hyrius. 1 JO • 

PU$1:1dippos, 71 N. 
Pous:;in, Niculu, 'Phaethon before Hdios,' 

79 N., 91, fig.6?; 'II 841/o ddlol Vit<~" 
Hum4n4,' 91 s~ fig.68 

Pruo, France~oeo, da Cauvaggio, 'Judith,' 
IJ N. 

Praxi1eles, 1 B 
Princeton, New Jel'1iey: Prof. A.M.Fricnd, 

Jr., Bronze statuette of dancer, 89 N. 
Proclus, 1 J" 
Prometheus, 49 N., jll, 56, 1S.., 117 
Propenius,¢,97· 104,115,151 N. 
Prudemius, 15, 911 
~yche, 116 N. 
Puglie:;e, Francesco del, 49 l'oi., 51 N., 56, 57, ,, 
Pyramus, 10, •J 

QUf.RCIA, Jacopo della, 'Fonte Gaia,' 193 N. 

RACHEL, ij8, 161; ru ~lro Michelangelo, 
Rome: S.Pictro in Vincoli 

Raimondi, Mucantonio, engraving 8.1-ff• 
'judgment of Pari5,' 4' l'oi. 

RaphRel, •71• 181 N.; 'Deposition,' 173 N., 
nz; 'Judgment of Paris,' 4' N., 'Pru
dence, Fottimde and Temperance,' 
•J9 N., '7! N., fi"ll·"9; dr:llwings: 
Fischel I), iy, 171, 173 N. 

Reims: Cathednal, sculptures, 19; (west fa
~ade) 'Blind Death,' 111, Ill N.: mmb 
of Hugucs Libcrgier, 184 !'>l. 

Rembrandt, 'Eendr12chr van het l • .md,' 11'11 
N.: 'Jewish Bnde,' 161 

Remigius nf Auxerre, u, 14, )<> N., 14 N., 
1411 N. 

Reni, Guido, 'EruJ and Anteros,' ••7 N. 
Reynolds, joshua, portrait of Mn. Sf:lnhope, 

0 N. 
Ricci, Sebastiana, 'Amour i<~lou:t de /4 Fi

,JelitJ,' ,6, N. 
,.0 

Riccio, Andrea, reliefs on tomb of Mercan-
tonio della Torre, 187 

R1dewall, John, •J, 107 N~ 111 N. 
Ridolfi, Cado, 167, 168 
Ripa, Cl:53re, 81 N .. 81 N., 8J 1'>0., 84 N.., 85 N., 

88 N., 8<,1, 110 N., 113 N., 117 N., 150 
N .. '5'· '59 N., 161 N.., 161, •6J N., 
195 N., 111, >1?, 114- HJ N. 

Ristoro d'Arcuo, s• N. 
Robetla, Cristofaro, engnving 8.17, 'Alle

gory,' 194, flg.!J9 
Roger van der Weyden, 'Three Magi,' 9 r., 

flg.l 
Roman de Ia Rote, 100, ""· 101, IOJ, 114, 115 

N.., 146 N. 
Rom1211 de Troie, 14 
Romanino, 'Judith,' IJ N. 
Rome: Arch of Coru;t:,~ntine, 191 

Arch of Septimus Severns, 191 
Biblioteca CaS3natensis, Cod.1404o "-'7 N. 
Golden House of Nero, stucco relief, 

'Archery Scent,' 115, {ig.171 
Momc Cavallo, 'Horse-Tamers,' 155 
Musea Capiwlino, relief, 'Saturn and 

Rhea,' 75 ~.; statue, 'Commodui and 
Crispina,' <6._, ill.p.u9 

Museo Grcgoriano, bronze starue, 'K.to
nos,' 75 N. 

Palazzo Spada, Roman relief, 'Judgment of 
Paris. 165, (ig.uo 

Palazzo Venezia, hience, copy of Titian's 
'Al!egorr of Muquis d'Avalos,' 16l N. 

Pabuo Zuccan, fresco, 'Dud of Erw; and 
Ameros,' 117 N. 

Vatican, Roman s:ucophagus, 'Funerary 
allegory,' •911 N., mmb of Cornurus, 
75 N.; Torso Bcl'"cdere, 171, UQ 

Vatican Library, Cod.Bnb.-f076, gi.i XLVI, 
1i (Fnn~c'ICo Barbcrino, Doc,.menti 
d'Amort) 'Amor Divino,' H7, flg.r;<J; 
Cod.Bi2rb.-f077• gili XL VI, 19 \Fr:;m
cesco Barbermo, Documemi d'Amore}, 
117 N.; Cod.Rarb.Gr,uc, J7l, 98 K; 
Cod.812rb.T.aqn, 'St. John the Evm
gdist,' 10 N., fli-7; Cod.Pa/Lat.l~l 
(Htabanu~ Maurus, De Universo), 
'Saturn and Jupner,' 44 N., 76, flg-4•; 
Cod.Pi2/.L~t.IJ61. 'Saturn,' 7S, (ig-49; 
Cod.Pt~/.Lat.1417, 'Atlas and Nimrod,' 
>o N., fi~:.ll; Cod.Pai.L~t.t99; (Qpi
cinus de Canmris), 'Nude Truth,' tj], 

fl8"·''4: Cod.Reg.119f.>, 'Aeolus,' >J N., 
4<'>, ''4 N., fig.>~; CGd.Reg.I.,S<>, 'Sa
rum,' 78, fig-45; Cod.Vat.L~f.IJ91, 211 
N.; Cod.Vt~t.Li2t.n6t, 19 N .• 14 N.; 
Chronograph of H4 (Renaissance 
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copy), 'S-..Nm.' 75, fig.J9i Menologium 
of s~sil If, ll) N. 

Ro~lli, Cosima, JJ 
Rossellino, Bernardo, tomb of Leonardo 

Bruni, 187 
Rosw Fiorentino, ser Caraglio 
Rost, Gio•"lllnni, tllpestry, 'The Vindication 

of lnn~nce' (after Angelo Bronzino), 
14 s., 90, 91, fig.(u; tapestry, so-called 
'Fton' (after Angelo Bronzino), 85 s., 
(ig.61 

RouS$eau, Henri, 55 
Rovere Tombs, ree Sansovino 
Rubens, Peter Paul, 'Gttlerie de MUicis,' 

6 N.; 'Matrimonial Allegory,' 161; 
'Prometheu~,' 117 N., fjg.161; 'Sarum,' 
79 N. 

Rucdlai, Bernardo, 'Triumph of Calumny,' 
1~8 N. 

SABBIONARA ~ul Avio, Cutlc of, freso::o, 
'Allegory of Love,' 116, 1 '7· (ig.91 

St.Gilles, Church, sculptures, 19 
Salmon, Bernard, 111 N. 
Salome, u s. 
S:dtuelli, Bishop Simone, tomb of, Jet Pis.ano, 

Nino 
Samson, IIJ N~ IH N., IJl s, 
Sansovino, Andrea, Rovue Tombs, 187 
S:atum, •J, •J, 71 N., 73 n., 81 N., 91, 9J, 1 JJ, 

I j8, 144 N., I+<J. 101} t~ J II; 'and his 
Chi!dr~n· (15th c~ntury blockbook), 
77• 78, fiR-fll; see also Krono~ 

Sca!igeri Tombs, 1116 
Sebasriano del Piombo, see Piombo 
Sen~ca, ¢>, 97, 151 N~ 15.1 N. 
Seraphin Gmindli da!!'Aquib, see Cimindli 
Ser Pace, <o; N. 
Servius, 11 l'oi., n, 37· .g, ¢ N., H N., 104-

'H N. 
Settignano, Desiderio da, tomb o( Culo 

Marzuppini, 187 N. 
Shaftesbury, Anthony A.-C~ 1~ 
Shak.-speare, 81 t., 8; N., 91, 91, 111 N., 11 J 
Signorelli, Luca, JJ, ·H N., '91 N.; 'Holy 

Family' ( rondi, Florence and Munich), 
47 ~-: 'lnftrnu,' 171; 'Youth of ,\1oscs,' 
47 N., IJI 

Silenus, 55 N., 59, 6o, 61, Ul, 111 
Si!iu§ ha\icus, 14 N. 
Simonidcs, 74 
Simhaldi, Cino de', tomb of, 186 N. 
Sisyphus, 116, 117 N. 
Soggi, NiccoiO, 'Hercules u the Crossroads' 

(mr.), 64, fig.J4 
Sol, 15, 85 N., 9l· 101 N., "9 

Sophonisba, 109 N. 
Sousse; mosaic, 'Ganymede,' 116 N. 
Spuulum Hummae So'l/'l!lltio11i1, 6 N. 
Spenser, Edmund, 146, 147 N. 
S!3nhope, Mrs., ponrait of, tU Reynolds 
Statius, 41 N., 164 
Stuichorus, 109 N. 
Stobaios, 14 N. 
Straubing: St. Jacob, tomb of Johannes 

Gotaioer, 81 N. 
Strozzi, Bernardo, 'judith,' 1 J N. 
Suntgatt: Mu!;eum, Miihlhauscn altarpiece, 

u9 N. 
Styx, "'40 see 11/w Personifications: River

Gods 
Syphu:, 109 N. 

TACITUS, H N. 
T anulus, 116, 117 N. 
Tasso, Torquaw, 1¢ 
Telamon, 34 
Terence, 15 
Tetius, Hieronymus, 114, "5 
Thalia, 11Sc} 
Theocrirus, ¢>, '17 N~ 99, lor N. 
Theodora of Aleundria, St., 9fJ N. 
Th,sbe, 10, 13 

Thomasin von Zerd3eu, 105, It;, 156 N.; 
illustruioos: su Zurich: Private Col
le<..""tion 

Tibullu~, 99, 151 N. 
Tiepolo, Giov~nni Banisu, dnwiogs in\"olv

ing 'Time' (Metropolitan Museum of 
An), 91 N., fromi&piec~ 

Tino da Camaino, tomb.; in S.Chian, Naples, 
185 N.; tomb of Bishop Antonio degli 
Orsi, 186 N. 

Tithonus., 110 

Titian, 148 N.; so-cal!cd 'Allegory of M~r
quis Alfoow d'Avalos,' r6o u .• fig.l 18; 
'Andrii,' HI; 'Education of Cupid,' 
16o, 165 IS., jig.119; 'Feast of Venus,' 
16o, 111; 'Promethens,' !17 N.; 'Re
cumbent Venus,' 16o; '&!creJ and Pru
fane Love,' 150 1s., (ig.1o8; 'Titvus,' 
117 S., fi;p6o; 'Toilet of Venus,',!&>; 
'\"tnus and Adonis,' 16o 

Tiryus, 116 u. 
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