















































































































































18 LOTTO:
ngn'b’aif of a

Q}ouug O')"lan

Oil on canvas, 133/ x
11 inches, Painted
about 1525, Lent by
the Municipal Mu-
seum of the Sforza

Castle, Milan.

In the midst of the confident, grandiose formality of Venetian life and art of 1525, Lotto’s
portraits strike a surprising note of intimaey. About this young man, for instance, there
is an air of modesty and shy uncertainty. The composition and color are as subtle as
the characterization. The youth leans forward tentatively, the black-striped violet gray
of his jacket contrasted against the bottle green of the background. The sharp shadow
on the forehead curiously continues the shape of the cap. The whole is beautifully
painted, especially the hands and collar.

Lorenzo Lotto was born probably in Venice about 1480 in the same generation as Giorgione, Palma
and Titian, but he left the metropolis early and worked in the provinces, living a retiring and pious
life. He died in 1556. In spirit his art is more related to Mannerism than to the persistent High Renais-
sance character of his Venetian contemporaries. There are paintings by him in the museums of Cambridge
(Fogg), Detroit, New York (Metropolitan), Philadelphia and Washington.
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19 PARMIGIANINO:

Cg)orh'aif of.a epr:({;.!

0il on canvas, 55 x 3354 inches. Painted about
1525 or 1535. Lent by the Royal Gallery,
Naples.

See color plate, page 12.

In a period when Michelangelo, Titian and Correggio were in their prime an artist
even of Parmigianino’s talent must be given a secondary place. Yet this painting of a
girl is one of the most beautiful portraits of the 16th century in its simple pose, arrest-
ingly direct expression and rich color. The fine drawing of head and hand suggests the
contemporary Holbein or even the much later Ingres. Its great distinction can be appre-
ciated by comparing it with the somewhat earlier “Fornarina” of Sebastiano del Piombo
(page 36) or Bronzino’s later Portrait of a Lady (page 37).

The Portrait of a Lady was traditionally supposed to represent the famous Roman
courtesan Anthea, mentioned by Pietro Aretino and Benvenuto Cellini, but in view of
the lady’s appearance and indicated character this seems improbable. More likely she
was a daughter of the aristocratic Sanvitale family of Fontanellato near Parma. The
standing pose cut off at the knees was Parmigianino’s invention.

Parmigianino (Francesco Mazzola) was born in Parma in 1503 and died there in 1540. He was influenced
by Correggio, then by Raphael. The slender and affectedly elegant figure style in his religious paintings
places him among the pioneers of Mannerism, the dominant art movement of the mid-16th century. He

was a brilliant portraitist and the first important Italian etcher. There is a painting by him in the
Detroit Institute of Art.
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20 TITIAN: Pordrail 0_{‘(_“:]?)[30 Pl 111

0il on canvas, 413/ x 321/ inches. Painted in 1543, Lent by the Na-
tional Museum, Naples.

Titian’s Paul 111 is one of the great portraits of the world
both as a penetrating characterization and a superb paint-
ing, Titian’s psychological acuteness in his handling of the
face, the eyes, the hands is so explicit that descriptive
words are superfluous. A yellow varnish has somewhat
dulled the richness of the color but one may call attention
to the magical brushwork of the white sleeve and the red
velvet chair arm. This painting is one of a magnificent
series of portraits of the Farnese family by Titian now in
the Naples Museum.

Titian (Tiziano Vecelli), the greatest of Venetian paint-
ers, was born about 1477 at Pieve di Cadore, north of
Venice. He worked in Giovanni Bellini’s studio and later
assisted Giorgione whose influence he felt during his early
years. He used at first a comparatively firm, tight technique
but in his later work the brush stroke became broad and
rapid. The Paul III comes in the middle of his career when
his technique was already fairly loose and transparent.
Titian died in 1576, painting great pictures to the very
last of his ninety-nine years. There are paintings by him in
the museums of Baltimore, Boston (Gardner), Detroit,
Kansas City, Minneapolis, New Haven (Yale), New York
(Metropolitan, Frick, Bache), Philadelphia, St. Louis

and Washington (National).

TITIAN
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21 TINTORETTO: /L. t@:-rgusﬁne Hea ling the d‘?laguc-(?jzricﬁen

0Oil on canvas, 10234 x 683/ inches. Lent by the Municipal Museum, Vicenza.

This painting is above all a demonstration of Tintoretto’s extraordinary mas-
tery of complex dynamic composition — a faculty which was developed in a
more abstract form by his follower El Greco and has been greatly admired in
modern times by Delacroix, Cézanne and many of our own contemporaries.

Tintoretto conceives his picture as an interplay of forces which thrust against
one another to form an equilibrium. Though the canvas is of course a flat
surface, the artist by means of modeling in light and shade, perspective, fore-
shortening and overlapping planes has made his composition seem powerfully
three-dimensional. The natural forms used by the artist to embody his pictorial
forces are for the most part human bodies which lean or bend or gesture as
active units in a dynamic symphony.

The first note of the symphony is struck by the powerful figure of the man
in the left foreground whose leaning torso sets in motion a strong diagonal thrust
which is taken up both by the dark ascending line of the hill at the right and
(in depth) by the two figures, one behind the other, in the middle distance.
This major diagonal is crossed by a minor one indicated by the more distant
sloping hill at the left. The general sense of activity is reinforced throughout
by the rippling outlines of bodies and hills. Ultimately the whole intricate com-
position of contours and solids, lights and darks, thrust and counterthrust
recedes into the background and comes to rest on the quiet lines of the distant
church, the door of which is almost exactly in the center of the canvas.

The Saint Augustine is probably from the late period of the master and was
done as an altarpiece for the church of San Michele in Vicenza. The blues are
now surely much brighter in relation to the other colors than they were when

the picture was new.

Tintoretto (Jacopo Robusti) formed with Titian and Veronese the great Venetian trio whose careers
spanned the major part of the 16th century. He was born in Venice in 1518 and died there in 1594. On
the walls of his studio he wrote the words, “The drawing of Michelangelo and the color of Titian.” To
this magnificent formula he applied the fire of his own impetuous and romantic genius —so much so,
indeed, that his art shocked his contemporaries (including Titian) by its tumultuous, overwhelming
violence. There are paintings by Tintoretto in the museums of Baltimore (Walters), Boston (Fine Arts,
Gardner), Cambridge (Fogg), Chicago, Cleveland, Detroit, Hartford, Minneapolis, Montreal, New York
(Metropolitan, Morgan), Ottawa, Philadelphia, St. Louis,
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Detail, a little more than quarter original s
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il, a little over half original size.
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22 CARAVAGGIO: Poy Bitten by a Lizard

0il on canvas, 251/ x 20 inches. Painted about 1590. Lent by Professor Roberto Longhi, Rome.

“He also painted a boy who is bitten by a lizard darting out from among flowers
and fruit; and it looked as if that head really was screaming, and the whole was
carefully finished.”* Thus wrote Caravaggio’s biographer (and rival) of a pic-
ture which was lost for many years but is plausibly the recently discovered
painting in our exhibition. In any case, the sensational incident, the vivid real-
ism both of surface detail and of action, the coarse face of the boy, the theatrical
lighting and, just as much, the breadth and vigor of the forms, are all character-

istic of Caravaggio’s art.

Caravaggio (Michelangelo Merisi) was at once the most influential and the most revolutionary artist of
his time and, if we except the youthful Rubens and the recluse, El Greco, he can also be called the
greatest. He was born in Caravaggio, near Milan, in 1573. Before 1590 he had arrived in Rome where his
early works such as the Boy Bitten by a Lizard, painted before he was twenty years old, show already
his defiant rejection both of the dying Mannerist tradition and of the new academic reform movement
founded by the Caracci. “He simply copied those forms which appeared to his eyes,” an outraged critie
complained. In other words, he seemed to be throwing overboard the great intellectual, elassical, ideal-
istic tradition of Italian art as it had come down from Giotto through Masaccio and Leonardoe to
Raphael, Michelangelo and Titian. He even committed the sacrilege of ignoring ancient art. Taken to
see two famous antique statues he was unimpressed, “ ‘See how many masters nature has provided for
me and other artists” he said, pointing to some bystanders, ‘without your statues.’ And he called a
gypsy girl and, taking her to his lodgings, painted her in the act of telling a young man his fortune....”}

Actually, like most great revolutionaries in art from Donatello to Cézanne and Pieasso, Caravaggio
had a deeper understanding of the great traditions than the academic nonentities who attacked him.
Some of his greatest works were also among the soundest classic compozitions of his time. But it was
his shocking innovations which gathered the young artists to his banner. Many of them were excited
by his novel interest in commonplace or low-life subject-matter, or by his radical interpretation of
traditional themes: others were influenced by his melodramatic lighting, or by his contempt for
academic authority, and generally hardboiled attitude both in life and in art

Before he died in 1610 he had begun to dominate the art of Italy, and in the succeeding generation
his style overwhelmed Europe. Ribera, Velasquez, Zurbaran, Murillo; Poussin (in his early work),
de la Tour, and the Le Nains:; Rubens, Hals. Rembrandt, Vermeer and dozens of lesser Northerners
all came more or less under his influence; and through the Spaniards his realistic attitude descended
to Courbet, Manet and their hundreds of 19th century followers throughout Europe and America. Paint-
ings by, or very close to. Caravaggio are to be found in the museums of Hartford. Cambridge (Fogg),

Chicago, Kansas City and Princeton.

#From G. Baglioni Fite de' Pittori, Rome, 1642, cited by T. Borenius in **An Early Curavaggio Re-discovered,” Apollo, July, 1925.

VErom Bellori's Vite de® Pittori Moderni, Rome, 1672, quoted by Arthur MeComb in The Barogue Painters of Italy, Cambridge, Mass.,
1934, p. 35.
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23 GENTILESCHI:
i)/glfr'g-r'.rz and @/ul d

Oil on canvas, 3934 x 3314, inches. Painted
8 /2

about 1620. Lent by Count Alessandro Con-
tini-Bonacossi, Florence.

Though Gentileschi is called the foremost
Roman follower of Caravaggio, he was
actually an independent spirit who took
the bright enameled color and brilliant
rendering of draperies such as may be
seen in the Florentine Mannerist painting
of Bronzino (page 37) and added to
these something of Caravaggio’s early
work without, however, following that
master in his violent light effects. Genti-
leschi’s harmonies of gold and blue, his
luminous shadows and beautiful surfaces
have suggested to some critics a compar-
ison with Vermeer of Delft.

Orazio Gentileschi was born in Pisa about 1565,
grew up in Florence, and was working at the end
of the century in Rome at the time when Cara-
vaggio was leading his revolution. He was called
to London by Charles I about 1625 and died
there about 1647. His daughter Artemisia was the
best woman painter in the history of Italian art,

See color plate, page 13.

24 GUERCINO:

Cbba‘f‘/r 0)[ g)r.ana

0Oil on canvas, 1214 x 2014 inches. Painted
about 1615. Lent by the Gallery of the Car-
rara Academy, Bergamo.

Following the conventional landscape for-
mula of the period, the rich warm tones
of the foreground grow cooler as they
recede until they become cold blue green
in the misty distance. This orderly reces-
sion is accented by the charming and
simply modeled figures in the foreground
and the bright orange tree in the middle
distance.

Landscape considered
among the Italians an inferior kind of art
during most of the period covered by this
exhibition. There are fine landscapes in
the Mantegna (page 38), the Bellini
(page 42), and the Palma (page 42) but
these are primarily backgrounds for
figures. About 1600 in Italy painting land-
scapes began to be more respectable, but
important and successful artists such as
Guercino still felt it better to paint
figures in the foreground so that the pic-
ture could be called The Bath of Diana
(even adding in the distance a tiny
Actaeon torn by his dogs).

painting was

Guercino (Giovanni Francesco Bar-
bieri) was born in 1591 and died in 1666.
He studied at the Academy of the brothers
Caracei at Bologna but soon after, in
Rome, came under the influence of Cara-
vaggio. Though he and other members of
the Caracei school painted great altar-
pieces and decorations, they also devel-
oped Italian landscape painting to the
point where it was taken up by the great
Frenchmen living in Rome, Poussin and
Claude Lorrain. There are paintings by

Guercino in the Baltimore (Walters),
Detroit, Minneapolis and Providence
museums.
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95 CAVALLINO: /i Cocilia

Oil on canvas. 24 x 191/ inches. Painted about 1645. Lent by the National Museum. Naples.

The blind Cecilia, patron saint of musie, leaving her violin on the floor, kneels in ecstasy
as the angel holds a crown above her head. This iz a small picture but one with such
extraordinary grandeur of scale that it grows in the memory to many times its actual
size. Its contrasting tones of yellow and blue were often used in an obvious manner
by earlier painters such as Gentileschi (page 13) and Bronzino (page 37) ; but Cavallino
muffles them in Caravaggesque lighting until the colors seem to glow like dust-encrusted
jewels. The St. Cecilia is perhaps Cavallino’s best work; for sumptuous quality of paint-
ing it ranks high among the masterpieces of Italian Baroque art.

Passing through Naples in 1607 Caravaggio inspired a whole school of excellent artists among whom,
in the second generation, Bernardo Cavallino was the most distinguished. Cavallino was born in 1622
and died in 1654. There are paintings by Cavalline in the museums of Boston, Hartford and Kansas City.

Detail, about three-fifths original size.
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26 BERNINI: dﬂrb-m‘l of G'Usfans:n Buonarelli
Marble; height 2834 inches. Made about 1625. Lent by the National Museum (Bargello),
Florence.
In this vivid, pulsating portrait of his mistress may be felt something of the electric
vitality and passion of the extraordinary artist who made it. In one way, however, the
Portrait of Costanza Buonarelli is exceptional in Bernini’s art for il is an intimate and
personal work by an artist most of whose commissions were public and official : fountains,
churches, tombs and portraits of popes, kings and cardinals.

Gian Lorenzo Bernini was born in Naples in 1598. At an early age he came to Rome
where he was trained in sculpture by his father and studied intensively Roman marbles
and the work of Michelangelo. He became the supreme European sculptor of the 17th
century and held that position until his death in 1680 at the age of eighty-two. He was
also a painter, a designer for the theater, a brilliant draughtsman and one of the greatest
architects of his time as the colonnade of St. Peter’s bears witness,

Bernini’s sculpture was the result of extraordinary technical virtuosity, emotional
intensity, vaulting imagination and a reckless disregard of artistic propriety. He set out
“to mould the marble like wax” and to “fuse to some extent sculpture and painting.” In
his early Apollo and Daphne, for instance, he carved in marble a whole branch with
leaves, and later, in the main apse of St. Peter’s, he made a sunburst of sculptured sun-
beams, angels and flamboyant
clouds. The Costanza Buona-
relli is equally but less obvi-
ously skilful in its sensitively
rendered hair, parted lips and
eyes with subtly differentiated
pupils.

So overwhelming was the in-
fluence of Bernini that, as Pan-
ofsky has said, the sculpture of
the High Baroque might as well
be called the Berninesque. His
reputation today is rapidly re-
covering from a period just
coming to a close when techni-
cal virtuosity and realism, how-
ever vital, were too commonly
despised.

There are terra cottas attrib-
uted to him in the Fogg Mu-

seum at Cambridge.
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27 TIEPOLO: A Council 0)(‘5119 i){,‘nl.gltfs ofi‘}nalf(t

Oil on canvas, 491/} x 763( inches. Lent by the Municipal Museum, Udine.

In 1748 two noblemen of Udine, a town north of Venice, appeared before the Grand
Council of the Knights of Malta to obtain the admission to the Order of the noble fami-
lies of their town. One of them, Count Montegnacco, commissioned Tiepolo to paint the
scene, giving him an exact description of the reception which had taken place in the
great council chamber of the palace of the Grand Master.

Tiepolo met this difficult problem brilliantly, characterizing each figure with remark-
able inventiveness and giving an eye-witness vividness of detail to an event which he
had never seen. The ceremonial blacks of the knights’ robes are relieved by discreet
foreground accents of gold, blue and scarlet and the whole is held together by the rose
tone of the background wall. Though this is not a characteristic work of Tiepolo it falls
into the great Venetian tradition of pageant painting which goes back to Gentile Bellini
and Carpaccio three hundred years before.

Giovanni Battista Tiepolo, born in Venice in 1696, was the last important Italian master of the Baroque

period and one of the greatest decorative painters of all time. Basing his art to a large degree on that
of Veronese, he painted numerous large decorations in and near Venice, in Wiirzburg and in Madrid
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Detail, from foreground, one half original size.

where his works influenced the youthful Geya. He died in Spain in 1770, There are paintings by him in
the museums of Baltimore (Walters), Boston (Fine Arts, Gardner), Chicago, Cleveland, Detroit, Hart-
ford, Kansas City, Minneapolis, New Haven (Yale), New York, Philadelphia, Princeton, Springfield,
Toledo, W

shington (National).
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28 ALESSANDRO LONGHI: Sortrait o
giu/io GOul‘arﬁu‘
0Oil on eanvas, 4014 x 36 inches. Painted about 1765. Lent by the
Gallery of the Concordi Academy, Rovigo.
This portrait of a shrewd and aging Venetian, the
gray hair of his wig falling upon the pale gray fur and
watery blue of his gown, brings the exhibition to a
close on a minor key. This is perhaps appropriate
since the painter, Alessandro Longhi, was the last
distinguished Italian artist of the great tradition
which perished toward the end of the 18th century
in a paralysis of neoclassic academism.

Longhi was born in 1733 and studied with his more
famous father, Pietro. He was one of the best por-
traitists of his time and painted such brilliant con-
temporaries as Cimarosa, Tiepolo, and Goldoni. He
lived to an old age, saw the rise and fall of Napoleon,
and died in 1813, ten years after the extinction of the
Venetian Republic.

There are paintings by Longhi in the museums at
Boston (Gardner) and New York (Metropolitan).
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Among books in English, the general reader will find several introductions to Italian
Renaissance art, notably: Heinrich Wolflin, The Art of the Italian Renatssance (New
York, Putnam, 1928); Bernhard Berenson, The Italian Painters of the Renaissance
(Oxford, Clarendon Press, 1930) ; Frank Jewett Mather, Jr.. A History of Italian Paint-
ing (New York, Holt, 1923).

For social and cultural backgrounds there is Jacob Burckhardt, The Civilization of
the Renaissance in Italy (English translation reprinted by Phaidon Press, 1937). The
most important early source of information is Giorgio Vasari, Lives of the Most Eminent
Painters, Sculptors and Architects (first published 1550, English translation conveniently
reprinted in 4 vols. by Everyman’s Library).

The most modern and profusely illustrated general history in English is Raimond van
Marle, The Development of the Italian Schools of Painting (19 vols., The Hague, Nijhoff,
1923-38). Valuable lists and indexes are contained in Bernhard Berenson, [ltalian Pic-
tures of the Renaissance (Oxford, Clarendon Press, 1932).

Much less has been published in English on later Italian art. There is no readily avail-
able discussion of Mannerism, and but little has appeared on Baroque art. However
these books will prove helpful: Arthur McComb, The Baroque Painters of Italy (Har-
vard University Press, 1934); Timon Henricus Fokker, Roman Baroque Art (2 vols.,
Oxford University Press, 1938) ; Giuseppe Fiocco, Venetian Painting of the Seicento and
Settecento (Florence, Pantheon Press, 1929).

In addition to general treatises, there are many monographs on individual artists. The
majority will be found listed in the above-mentioned books. Recently a number of ex-
cellently illustrated books at moderate prices have appeared on the following artists:
Michelangelo (3 vols., Editions Tel: 2 vols., Phaidon Press) ; Botticelli (Phaidon Press) ;

Titian (Phaidon Press) : Tintoretto (Phaidon Press).

FORTY THOUSAND COPIES OF THIS BOOK HAVE BEEN PRINTED FOR THE TRUSTEES
OF THE MUSEUM OF MODERN ART IN JANUARY 1940, BY WILLIAM E, RUDGE'S SONS, NEW YORK.
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