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Symbiotic Relationships: Abbot Suger and the

Capetian Monarchy at Saint-Denis
Elizabeth 8. Hudson

It is beyvond debate that in modern discussions of Romanesqgue
and Gothic art the abbey church of Saint-Denis, built under the
leadership of Abbot Suger, stands at a transitional point. Tradi-
tionally, this status has been prescribed due to the organization,
structure, and style of the building's twelfth-century fagade and
choir.! Yet, an investigation into the evidence reveals that the
structure is more complex. Placing the monument within the
context of its historical moment reveals the subtlety of Suger's
Saint-Denis. As a whole, the building, its artistic embellish-
ment, and contents provide valuable insight into the develop-
ments of Gothic spaces and the fundamental role of Suger’s
patronage. This furthers modern comprehension of the site not
just as a pivotal point between Romanesque and Gothic, but as
the result of a unique flourishing of purposeful creative activity
during the time of Suger’s abbacy.

Marrowing the scope of this investigation, a focus on the
development of metalwork in conjunction with stone sculpture
at this monastic center reveals a more subtle understanding of
the functions decoration could serve. The interaction between
the west fagade sculptural program and liturgical vessels com-
missioned for use within sheds light on the ways Suger used
material objects to enhance the position of the Capetian mon-
archy and the abbey. Under the leadership of Suger, Saint-Denis
became the focal point for intense artistic activity. This singu-
lar occurrence, combined with a distinctive emphasis on the
patronage of one man and Suger's writlen commentary on his

I would like to thank Jaroslay Folda and Dorothy Verkerk for their valu-
ahle contributions in helping to prepare this paper for presentation.

Thomas Polk discusses traditional perceptions of the church and its
impact on chronological and archacological grounds in his published
diszertation. Thomas Polk, Safnr-Denis, Novan and the Early Gathic
Chatr: Methodological Considerations for the History of Early Gothic
Architecture (Frankfurt am Main: Verlag Peter D, Lang, 1982). This
thesis will not address ideas of dating or explore detailed companisons
with other contemporary structures, such as Noyon and Chartres. Polk’s
dissertation does examine these ideas and provides insight into the tra-
ditional conceptions of Saint-Denis, For general and comprehensive dis-
cussions of the Abbey Church of Saint-Dienis, its history, and structure,
see: Pamela Z. Blum, Early Gothic Safnt-Denis: Restorations and Sur-
wvivals (Berkeley: U of California P, 1992); Sumner McKnight Crosby,
The Roval Abbey of Saint Denis from e Beginnings to the Death of
Suger, 475-1131, ed. Pamela Z. Blum (New Haven: Yale UP, 1987);
Paula Gerson, The West Facade of St-Denis: An Iconographic Study
(Diss, Columbia University, 1970); Paula Gerson, ed., Ahfat Suger amd
Saint-Deniz: A Symposivm (New York: The Metropolitan Museum of

‘creation,” places Saint-Denis in the forefront of artistic inno-
vation ¢. 1140,

Although Suger did not explicitly discuss stone sculpture
in his existing writings, sculpture played a vital role in his con-
cept of the church of Saint-Denis.” The sculpture on the portals
would not have been perceived as new or unique, perhaps ex-
plaining why Suger did not devote attention to chronicling their
existence or iconography. On the other hand, the liturgical ves-
sels were a featured aspect of the abbey church’s decoration, in
both their fabrication and donation. 1 propose that there are
meaningful visual ties between these objects and the sculptural
embellishments of the church which reflect their symbiotic roles.
An examination of text and image leads to illuminating insights
into subtle purposes of art at Saint-Denis under Abbot Suger.

Between 1120 and 1150, Saint-Denis, already situated at
the pinnacle of French monastic prestige, emerged into the full
light of roval prominence. This increase in status resulted from
multiple factors, all of which provide a context for the devel-
opment of art at the abbey. Scholars, such as Gabrielle Spiegel
and Sumner Crosby, have charted both the historical and archi-
tectural growth of the abbey from its origin through the period
of concern here.” Primarily, the church commemorated the burial
place of France’s patron saint, Saint Denis, martyred in Panis in
the 3rd century. As the saint’s popularity grew among inhabit-
ants of the Ile-de-France, Saint Denis gained the title “Apostle
of Gaul.” This title amplified the abbey church as a site of holy

A, 1986); Erwin Panofsky, Abbar Suger on the Abbey Church of St.-
Denis and Its Art Treasures, seeond edition, od. Gerda Panofsky-Soergel
(Princeton: Princeton UP, 1979); Conrad Rudolph, Artistic Change ar
St-Denis; Abhor Suger's Program and the Early Twelfth-Century Con-
traversy aver Art (Princeton: Princeton UP, 1990),

B

Suger's corpus includes three treatises, Liber die rebus in administrasione
st gestis, Libellus alter de consecratione eoclesiae sancti Dionysii, and
the Credinatio 4L MCXE vel MCXL! confirmata, on the reform and func-
tioning of the abbey and the renovation of the church, as well as a biog-
raphy of Louis V1, Fira Ludovici Grossi, In addition, he began a biogra-
phy of Louis VIL For the first three texts, | have used Erwin Panofsky's
translation; it should be noted that this translation is abridged. See
Panofzky, 1979, The biography of Louis V1 was recently translated by
Richard Cusimano and John Moorhead, e Deads of Londs the Fat
(Washington: The Catholic University of Amenica Press, 1992). For a
more comprehensive discussion of the literary tradition at Saint-Denis,
see Grabriclle Spicgel, The Chranicle Tradition of Saint-Denis: 4 Surve)
{Brookline, MA: Classical Folia Editions, 1978).
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pilgrimage and recipient of religious fervor. The rulers of the
Tle-de-France seized on the legends surrounding Saint Denis,
weaving a close relationship between their dynasties and the
saint. The belief in specific royal and national protection by
Saint Denis culminated under Louis VI when he declared the
saint the patron of the state and second only to God as the pro-
tector of France. Suger recorded this relationship in his Vita
Ludovici Grossi, writing:

Then he [Louis VI] hurried to the blessed

Dionysius, for common report and frequent

experience had taught him that he was the

particular patron and, after God, the foremost

protector of the realm. Offering prayers and

gifts, he begged him from the bottom of his

heart to defend the kingdom, to keep safe his

person, and to resist the enemy in his cus-

tomary way. For the French have a special

privilege from him.*
Suger’s authorship of this text should not be understated; he
could only gain from emphasizing connections between the
Capetians and the saint whose relics he guarded. This text is
also indicative of Suger and Louis joint efforts to establish
and solidify the Capetian monarchy and the supporting role of
the abbey.

Saint-Denis could assert its status as the preeminent royal
abbey from 1124 onward. The ties forged between the Abbey
and the rulers of the 1le-de-France began with royal burials at
the abbey, architectural patronage, and the effort to claim the
protection of the “Apostle of Gaul.” Under the supervision of
Suger, these ties were manifested in visual and ideological as-
sociations between the Capetians and Saint Denis. Inturn, this
alliance provided sacred endorsement for Capetian claims to
the rulership of France. By enforcing this symbiotic relation-
ship, Suger a so emphasized the abbey’ s position asareligious
center of the nascent state. In an effort to increase the status
and power of his church, while simultaneously stabilizing and
advancing the Capetian dynasty, Suger established himself as
an influential figure in France and a prominent patron of the
arts.

From the beginning of his abbacy in 1122, Suger worked
to reform and renovate the abbey of Saint-Denis. The artistic

elements of thisare most clear; hiswritings regarding this pro-
3 Spiegel, Chronicle, 1978; Gabrielle Spiegel, “The Cult of Saint Denis
and Capetian Kingship,” Journal of Medieval History 14 (1975): 314-
325; Croshy, 1987. For ageneral treatment of both historical and artis-
tic developments at the abbey of Saint-Denis see also: Gerson, 1970;
Gerson, 1986; Panofsky, 1979, 1-37 and 141-259; Rudolph, 1990; and
Otto von Simson, The Gothic Cathedral: Origins of Gothic Architec-
tureand the Medieval Concept of Order (Princeton: Princeton UP, 1956).

Cusimano and Moorhead, 1992, 128.

The titles of these treatises trandate as: Ordinance enacted in the year
1140 or in the year 1141, The other little book on the consecration of
the church of Saint-Denis, and On what was done under his (Suger’s)
administration. For the text of these, and a commentary, see Panofsky,
1979.

10

cess also provide valuable evidence for an examination of his
efforts. Three main texts relating to the abbey and its renova-
tion survive: the Ordinatio ad MCXL vel MCXLI confirmata,
the Libellus alter de consecratione ecclesiae sancti Dionysii,
and Derebusin administratione sua gestis.® Gabrielle Spiegel
discusses the formation of a chronicle tradition at Saint-Denis
into which Suger’s texts fit neatly. These writings attempt to
record the actions of and legitimize the monarchy, inform fu-
tureleaders, and interpret the fundamental role of the Capetians
in the future of the French state.® Of these, De Consecratione
and De Administratione most directly address the contribution
of visual artsin the construction of the church. Intheintroduc-
tion to histranslation of Suger’swritings, Erwin Panofsky dis-
cusses Suger and his work, noting Suger’stireless interest in
the art he commissioned.” In presenting the issue of patronage,
Panofsky substitutes Suger for the artist, creating an image of
the abbot which has survived a great deal of modern scholar-
ship. Suger occupiestherole of creative genius, and Panofsky
does not explore the ulterior motives for Suger’s patronage. It
isto thistask that | would like to turn now.

In hisdiscussion of art objects, Suger focuses primarily on
liturgical vesselsand interior decoration of the church. Danielle
Gaborit-Chopin presents several rationalizations for Suger’s
obsession with these material objects. Aboveall these are beau-
tiful items for the service of God, without which the liturgy
could not be performed.? Beyond the liturgical, Suger was not
only engaged with these precious vessels on an aesthetic and
emotional level, but he also desired his church to surpass all
others in terms of lavish furnishings.® Of the many works he
describes, several have notable 12th century origins, and were
donated by either Suger or a member of the Capetian family.
Suger writesin De Administratione:

Also, with the devotion due to the blessed
Denis, we acquired vesselsof gold aswell as
of preciousstonesfor the service of the Table
of God. . .Still another vase, looking like a
pint bottle of beryl or crystal, which the
Queen of Aquitaine had presented to our
Lord King Louis as a newly wed bride on
their first voyage, and theking to usasatrib-
ute of hisgreat love, we offered most affec-
tionately to the Divine Table for libation. . .

Spiegel, Chronicle, 1978, 39-40, 44-52.
Panofsky, 1979, 1-37.

Danielle Gaborit-Chopin, “ Suger’sLiturgical Vessels,” in Gerson, 1986,
282-293. Theophilus also uses this rationale for the creation of lavish
objects, see Theophilus, De Diversis Artibus, C.R. Dodwell, trans. (Ox-
ford: Clarendon Press, 1986) 61-64. For general discussions of Suger’'s
metalwork, see Gaborit-Chopin, in Gerson, 1986; William Wixom, “ Tra-
ditional Formsin Suger’s Contributionsto the Treasury of Saint-Denis,”
in Gerson, 1986, 295-304; Blaise Montesquiou-Fezensac, and Danielle
Gaborit-Chopin, Le Trésor de Saint-Denis (Paris: Editions A et JPicard,
1977).

Gaborit-Chopin, in Gerson, 1986, 281-283; Panofsky, 1979, 65.
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Wealso procured for the servicesat the afore-
said altar a precious chalice out of one solid
sardonyx. . .10

The first object mentioned, today known as the Eleanor
Vase, consists of acut rock-crystal vial, mounted in agold and
jeweled setting (Figure 1). An inscription on the base of the
vase reads, “As abride, Eleanor gave thisvaseto King Louis,
Mitadolusto her grandfather, the King to me, and Suger to the
Saints.”* The second object is perhaps the most famous item
of the treasury from Saint-Denis, the chalice of Abbot Suger
(Figure 2). The Chalice was constructed from a sardonyx cup,
enveloped in agold, bejeweled mount.*? The cup itself is prob-
ably Alexandrian of the Ptolemaic period. Remounting these
ancient vessels asliturgical furnishingswas not an uncommon
practice, asisevident from Suger’s penchant for thisactivity.®
Aninscription, “ Suger Abbas,” hasbeen removed from the chal-
ice.

As Suger’s comments about these objectsindicate, hein-
tended these precious vesselsfor the main altar of Saint Denis,
in the choir of the church. The Eleanor vase would have held
wine or water, prior to pouring into a chalice.** The chalice
would have held the wine to be elevated at the climax of the
Eucharistic rite. In addition to their functional import, these
two vessels merited specific attention from the abbot in his
writings. Although this results, in part, from the aesthetic ap-
peal which they held for Suger, itisnot unlikely that they were
also important because of their donors. Suger himself gave the
chalice, and hiswritingsindicate particular concern for hisown
contributions to the abbey. Similarly, the Eleanor vase came
fromtheking himself. It stands asamark of continuous patron-
age at Saint-Denis by the rulers of the 1le-de-France.

Turning to the west fagcade scul pture and the themes shown
there, there islittle written record of these portals, aside from
Suger’s comment regarding the placement of the Carolingian

10 Panofsky, 1979, 79.

1 George Beech reconstructs the origins of this chalice, to decipher how it
came into Suger’s possession. The origins of the vase are not the focus
here, athough his discussions are of interest. For a specific discussion
of this object, see George T. Beech, “The Eleanor of Aquitaine Vase,
William IX of Aquitaine, and Muslim Spain,” Gesta 32 (1993): 3-10;
George T. Beech, “The Eleanor of Aquitaine Vase: Its Origins and His-
tory to the Early Twelfth Century,” Ars Orientalis 22 (1992): 69-79;
Gerson, 1970, 283; Crosby 1981, 102.

12 For a general discussion of the chalice, and its provenance see Rudolf
Distelberger et a., Western Decorative Arts, Part 1: The Collection of
the National Gallery of Art Systematic Catalogue (Washington D.C.:
National Gallery of Art, 1993) 4-12, and Montesquiou-Fezensac, cat
71. For an analysis of Suger’s chalice see also, Philippe Verdier, “The
Chalice of Abbot Suger,” Sudies in the History of Art 24 (Washington
D.C.: National Gallery of Art, 1990): 9-29.

13 Distelberger, 4.

14 Beech, 1992, 74; Distelberger, 7; Verdier, 1990, 12.

15 Panofsky, 1979, 47. The doors mentioned here are the Carolingian do-

nation of the monk, Airardus. The inclusion and mention of the mosaic

11

doors on the left portal, “beneath the mosaic which, though
contrary to modern custom, we ordered to be executed there
and to be affixed to the tympanum of the portal.”*® All three
portals suffered damage during the French Revolution; what
remains, however, provides valuable clues as to the original
messages of the program. So we must base our understanding
of the western scul ptures on the extensive archaeol ogical work
of Sumner Crosby and PamelaBlum, aswell astheiconographic
interpretations of PaulaGerson’spublications.!® Thewest facade
encompasses three decorated portals, which mirror theinternal
organization of the church. Asthey would have appeared after
Suger’s renovation, the left portal contained a mosaic tympa-
num of an unknown subject and scul pture on the archivolts and
door jambs (Figure 3). The central door sculpture represented
the Last Judgment on narrative and symbolic levels (Figure 4).
The third, right entrance depicted the three imprisoned saints
preparing for their imminent martyrdom (Figure 5).

Column statues, which no longer exist, occupied the outer
jambs of al three portals. These figures are known through
drawingspublished in Bernard de M ontfaucon’s book on French
Royal Monuments.’” The actual identification of these statues
isuncertain, but it has been suggested that they are Old Testa-
ment kings, queens, prophets and patriarchs.'® Adolf
Katzenellenbogen examinesthese statues and their meaning in
detail, ultimately concluding that the statues visually articulate
the relation of regnum and sacerdotium, or roya and sacred
authority, with aspecial emphasis on regnum. The statues pro-
vide a visible Old Testament foundation for the Christian
Church, illustrate a spiritual precedent for the Capetian rulers,
and exemplify a harmonious relationship between secular and
spiritual leaders.®®

Looking specifically at the left portal, abust of Christ ap-
pearsin the center of the upper archivolt, flanked by angels, his
outstretched hands holding abook and aflowering scepter. Be-

can, perhaps, be seen as amanifestation of Suger’s recorded concern for
the comparison of his abbey with the churches of Constantinople.
Panofsky, 1979, 65. This comparison would be based on medium, not
necessarily on the subject matter of the image.
16| would like to thank Paula Gerson for pointing out the need to be ex-
tremely cautious in interpreting the iconography and meaning of the
heavily restored portal sculptures. Both Crosby and Blum provide de-
tailed discussions of the origina and restored sculpture. See Crosby,
1987, and Blum, 1992. Blum presentsimages which indicate nineteenth-
century insets, in her publications. Unless noted below, the elements
which | will discuss are either twelfth-century scul pture or iconographi-
cally justified by scul pture fragments, according to Blum’s observations.
17 These drawings are reproduced in Crosby, 1987, figs. 84, 85, and 87-
89.
18 Adolf Katzenellenbogen, The Sculptural Programs of Chartres Cathe-
dral (Batimore: The Johns Hopkins Press, 1959) 27-37; Gerson, 1970,
140-161; Croshy, 1987, 192-201.

19 Katzenellenbogen, 27-37.
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low, to the | eft and right, stand figuresidentified as M oses and
Aaron. Thisgroup of threefiguresagain alludesto therelation-
ship between regnum and sacerdotium. Moses, recipient of the
law, wasthe temporal |eader of his people; Aaron wasthefirst
priest and atype for ecclesiastical leadership.?® With this, the
archivolt presents the relationship between Old Testament
church and state, an antecedent for theties between Saint-Denis
and the Capetians. Who would have been inspired to surpass
Aaron and Moses, but Suger, as abbot of thereligious center of
the emerging nation, and the Capetian monarchs?

Moving to theright portal, the scul pture, although restored,
reflectsthe original twelfth-century iconography and composi-
tion.? The tympanum depictsthe Communion of the three mar-
tyrs; in thismiraculous occurrence, Christ himself administers
the Eucharist to the imprisoned Christians. Christ and the an-
gelsare separated from the earthly sphere by astrataof clouds,
over which Christ reachesto offer the Eucharistic wafer to Saint
Denis, standing in the center and wearing clerical garb. An al-
tar rises above the prison walls surrounding the Saint and his
companions; a chalice sits upon this draped altar.

The adaptation of the Eucharist scene to monumental im-
agery can be explained on several levels. This representation
would glorify Saint Denis, and correspondingly, the abbey
church dedicated to him. Above all, thisimage would empha-
size the Eucharistic rite?? In so doing, the viewer would be
impressed with a foretaste of the sacred events which would
occur inside the church.

The central portal represents Christ in a bipartite role as
Son of God, enthroned within a mandorla, and Son of Man,
with his upper body symbolically positioned upon the cross.?®
Above Christ, angels carry the instruments of the Passion. To
hisleft and right, below the arms of the cross, sit the Apostles;
Mary is aso shown to Christ’s right.?* To the proper right of
Christ’sfeet, the figure of Abbot Suger crouches in adoration.
Inaddition, Suger recordsalintel inscription, “Receive, O stern
Judge, the prayers of Thy Suger; Grant that | be mercifully
numbered among Thy own sheep.”? The damned and saved
appear on the inner archivolts; the outer archivolts represent
the twenty four Elders, with the Trinity at the center.

It has been shown that both the liturgical vessels and the
portal sculpture each demonstrate sacred and secular concerns.
Above and beyond their thematic conjunction the two media

20 Croshy, 1987, 205, and nn. 103, 111; Blum, in Gerson, 1986, 209-218.
Blum presents the textual sources and iconography for these sculptures,
but does not venture areason for their inclusion, aside from their tiesto
Dionysiac philosophy.

21 Blum indicates that the main figures and composition of the tympanum
are original, but the details are nineteenth-century insets or recarvings.
Blum, in Gerson, 1986, 206-207.

22 Crosby, 1987, 210-211.

23 Blum, 1992, discusses in detail the authenticity of each element of this
porta’s sculpture.

24 Croshy suggests that John the Evangelist appears directly to Christ’s
left evoking a Deésis image. Crosby, 1987, 186.

may be tied visually as well. On the central door, the twenty
four elders carry vase shaped vial swith banding acrossthetop,
not ‘ golden bowls' asin Revelation 5:8, which reads, “when he
had taken the scrall, the four living creatures and the twenty
four eldersfell beforethelamb, each holding aharp and golden
bowlsfull of incense, which arethe prayers of thesaints.” (Rev-
elation 5:8). AsGaborit-Chopin and Philippe Verdier observed,
the carved vessels appearing at Saint-Denis (Figure 4) bear a
remarkable similarity to the Eleanor Vase.?® The manifestation
of this treasured object in the portal sculpture can be read as
evidence for Suger’s preoccupation with the lavish liturgical
vessels he collected for the church.

Extending this observation, liturgical objects appear else-
where in the stone sculpture; on the right portal tympanum, a
chalice rests on the altar where Saints Denis, Rusticus, and
Eleutherius receive Communion (Figure 5). Although the
sculpted chalice lacks handles, which would make it more vi-
sually similar to Suger’s chalice, | would argue that thereis a
visual connection being made.?” The probable existence of poly-
chromy and gilding on these portals would reinforce this con-
nection. Like the symbolic comparison between the image of
communion on the south tympanum of the church and the ac-
tual event occurring inside, aparallel can be made between the
physical altars and liturgical objects of the abbey, and those
represented on the west facade.

Suger seems to have been a savvy palitician and leader,
working energetically to achieve the status he thought his ab-
bey and the monarchy deserved within contemporary percep-
tions. There seems to be no reason to discount his desire to
construct a visual manifestation of this status. Suger’s efforts
ultimately appear, specifically and symbolically, inthe artistic
and verbal products of hiswork at the abbey. What drives the
visual associations between church and monarchy, and liturgi-
cal and scul pted objects, aretheir textual echo in Suger’swrit-
ings. Educated secular viewers, membersof the aristocracy and
royalty, would certainly have comprehended both the images
and their symbolism dealing specifically with regnum and
sacerdotium, royal and sacred authority. These viewers, too,
would have been the main audience for Suger’s historical writ-
ings. Moreover, both the art and writingswoul d set an example
of support for the monarchy for monks at Saint-Denis to fol-
low.

25 Ppanofsky, 1979, 49.

26 For aphotograph of this detail, see Gerson in Gerson, 1986, figs. 8 and
9. Gaborit-Chopin, in Gerson, 1986, 289; Verdier, 1990, 13-14.

2r This chalice, according to Blum, is a nineteenth-century insert or
recarving. She does not indicate whether or not she believesthis chalice
to be an element of the original iconography. | would posit, however, the
existence of atradition including a chalice in the scene of Saint Denis
last communion. One example of thisis afull page miniature from the
mid-eleventh century Missal of Saint-Denis, (Paris, Bibliotheque
Nationale, ms. lat. 9436) f. 106v. For a reproduction of this miniature
see Jean Porcher, ed. Les manuscrits a peintures en France du Vlle au
Xlle siecle (Paris, Bibliotheque Nationale, 1954) cat 239, plate X XIV.
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Despite this, Suger’s writings do not directly address this
relationship, or articulate this interpretation. Yet, the art pro-
duced at the abbey persuasively augments his texts. Ideas of
lineage, history, and ties between regnum and sacerdotium are
emphasized by inscriptions, and objects meant to elevate the
viewer to the Christian ‘truth.’ In this case, the truth seemsto
hold a degree of secular, aswell as theological content. What
cannot be overtly depicted becomes inscribed through repeti-
tion, asin thereappearance of liturgical vesselsin the sculpture
of thewest portalsand their inclusion among Suger’ swritings.
The need to defend this|uxurious decoration provided aforum
for Suger to record the subtle waysin which the art at the abbey
worked to serve both sacred theol ogical and secular monarchi-
cal aims. A closer reading of the portals, metalwork, and Suger’s
writings illustrates this relationship, especialy when consid-
ered in conjunction with what we know about the abbey of Saint-
Denis, its history, and its role within the context of the Tle-de-
France between 1122 and 1151, the year of Suger’s death.

University of North Carolinaat Chapel Hill
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Figure 1. Eleanor Vase, rock crystal, gold, and gems, height 14 1/16 inches
(35.7 cm), 1135-1140, Musée du Louvre, Paris, MC 340. © Photo RMN.
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Figure 2. Chalice of the Abbot Suger of Saint-Denis,
sardonyx, gilded silver, and gems, height 7 1/4 inches (18.4
cm), diameter at base 4 5/8 inches (11.7 cm), diameter at top
4 7/8 inches (12.4 cm), 1137-1140, National Gallery of
Art, Washington, D.C., Widener Collection. (Photo-
graph © Board of Trustees, Nationa Gallery of Art,
Washington, D.C.)

e o

Figure 3. Left Portal, stone, 1135-1140, Abbey Church of Saint-Denis, France. (Photo: Elizabeth S. Hudson)
14



SYMBIOTIC RELATIONSHIPS. ABBOT SUGER AND THE CAPETIAN MONARCHY AT SAINT-DENIS

| S N— W T V— T T AR

]

Figure 4. Central Portal, stone, 1135-1140, Abbey Church of Saint-Denis, France. (Photo Author). The carved vessels are held by seated figures in
the three outer archivolts and can be noted here in the right hands of the bottom-most figures in the second and third archivolts on the right side of
this image. (Photo: Elizabeth S. Hudson)

Figure 5. Right Portal, stone, 1135-1140, Abbey Church of Saint-Denis, France. (Photo: Elizabeth S. Hudson)
15






Sacred Receptacle and Sign of the Gods:
Human Hand Imagery in the Art of the American Southwest

Julia Stephens May

Human hand images have been included in the artistic reper-
toire of the native peoples of the American Southwest since
their earliest times. The Anasazi, for example, began to include
human hands as elements in their rock art during the first four
centuries of the first millennium AD and continued to do so
without pause until they abandoned the area around AD 1300,
Though they seem benign when compared to other Anasazi rock
art elements, human hand images were produced in almost in-
finite combinations of types, patterns and colors.” Human hands
were created as single, 1solated images (Figure 1) and in multi-
layered compositions of over 100 (Figure 2). In most cases
human hand images are juxtaposed with other motifs (Figure
3). Mutilated hands and hands that have more than five digits
are also represented though they are rare’ The placement of
multiple human hand motifs ranges from ordered, symmetrical
compositions to those that appear random and haphazard. Most
hand images are often rendered as prints and stencils of an ac-
tual person’s hand and are thus life-size and natural in appear-
ance, Painted replicas of hands constitute a smaller percentage.
These are abstracted, ofien very small or very large in size with
details such as fingers and palms distorted and disproportion-
ate. The colors of human hand images in pictographs span the
spectrum and designs of those etched into rock surfaces are
likewise varied.

The period of Anasazi culture commonly referred to as the
Pueblo IV period, AD 1300-1700, was a time of profound
change. Due to severe droughts in the late thirteenth century,
the Anasazi established communities to the south, west and east

Iwould like to thank Dr. James Farmer, Claire Black, Eric Drongowski
and Wendy Kagey for their helpful inzight.

J Anasaz: culture is divided chronologically into the following periods
according to the Pecos Classification of 1927:

Pueblo ¥V AD 1700-present
Pueblo IV AD 1300-1T00
Puchlo 11 AD 11001304
Puchlo 11 AD S00-1100
Puchlo | AD THO-90)
Basketmaker 111 AD 400-T0)
Basketmaker [1 AD 1-400

Polly Schaafsma, Indfan Rock Art of the Soutwest (Santa Fe: School of
American Research, 19807 107,

b

For a hand image typology, see Campbell Grant, Canyon de Chelly: Tis
FPeaple and Rock Art (Tucson: U of Arizona P, 1978) 168,

: A discussion of mutilated hand images in the rock art of the Scuthwest
can be found in Klaus Wellmann, 4 Swrvey of North American Indian

into Arizona and New Mexico in adobe compounds that the
Spanish named preblos.* As they migrated south they came
into contact with other groups, among them the Sinagua,
Mogollon and the Hohokam.” Many scholars believe that the
Anasazi adopted religious practices, which led to the develop-
ment of the kachina cult, and the tradition of using life forms in
art from these cultures.”

Artistic production surged during the Pueblo IV period,
which is perhaps best exemplified in painting.” Kiva walls, pre-
viously painted with static geometric designs, were decorated
with brightly colored, energetic murals depicting scenes from
mythology.” Pottery decoration underwent the most profound
changes as it was transformed by the introduction of polychrome
and glaze painting. Design elements inspired by the natural
world such as animals, insects and the human figure were used
in profusion.

Indicative of cultural and artistic continuity with their
Anasazi forefathers and of influence from other groups, people
of the new pueblo communities continued to use human hand
imagery as a part of their symbolic expression. However, be-
ginning in the fourteenth century, the tendency was to incorpo-
rate human hand imagery on other paintable objects in addition
to lithic surfaces.

The Anasazi did not have a written language and did not
tell us why they created hand images. Thus, concrete meaning
has eluded researchers. However, ethnological data collected
from the Pueblo descendants of the Anasazi as well as com-
parisons to the practices of other prehistoric groups have proven

Rock Art (Graz, Austria: Akademische Druck-u. Verlagsansalt, 1979).
y Wellmann 86,
¥ Wellmann 79.
& Wellmann 86 and Schaafuma 244,

11, Brody, Anasazi and Pueblo Painting (Albuguerque: L of New Mexico
P, 1992).

i FElegant examples of Puchlo IV kiva murals survive at the abandoncd
pueblos of Kawaika-a, Awatovi, Kuaua and Pottery Mound. For further
information, see Watson Smith, Kive Meural Decorations of Awatovi and
Kawaika-a: With a Suevey of Other Wall Paintings in the Pueblo South-
west, Papers of the Peabody Museum of American Archacology and Eth-
nology, Vol 37 (Cambridge: Harvard UP, 1952); Bertha Dutton, Sun
Father's Way: The Kiva Murals of Kuaua (Albuguerque: U of New
Mexico P, 1963); and Frank Hibben, Kiva Art of the Anasazi af Pottery
Mound {Las Vegas: KC Publications, 1975).
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useful in suggesting possible answers. Interpretations of hand
imagery in rock art include hand images as prayer marks left by
religious supplicants, hand images as components of adoles-
cent initiation rituals, and, most frequently, the hand images as
the signatures of the people who produced them.*

The marked shift in context of human hand imagery, in
light of a “change in world-view" that began in the fourteenth
century, leads to a supposition that the motivation to use hu-
man hand imagery is influenced by forces other than the im-
pulse to record man’s presence or leave prayer marks in hom-
age to the gods " | argue that the meaning of human hand im-
ages such as those that appear on the interiors of ceramic ves-
sels, as elements of kachina regalia or in other contexts, have
as their sources Pueblo mythology and traditional religious ico-
nography. Besides being, as Campbel]l Grant argues, “the most
important and valuable part of man’s anatomy,” the hand has a
deep symbolic meaning in Pueblo thought—more significant
than previous researchers have suggested.

A close reading of Zuni creation mythology reveals that
the hand itself holds a special place deep within their cosmic
belief structure. The hands are two of the four human body
parts used by the gods in the creation of the universe. In this
episode, the hands can be conceived of as “sacred receptacles.”
used 1o hold the primal essence of the cosmos and without which
there would be no heavenly bodies:

Afier the Supreme Being created the clouds
and the great waters of the world, the rain
god Shiwanni said to his partner Shiwanokia,
“1, too will make something beautiful which
will give light at night when the moon mother
sleeps.” Spitting into the palm of his left hand,
he patted it with the fingers of his right hand
and the spittle formed like yucca suds and
then formed into bubbles of many colors
which he blew upwards; and thus created the
fixed stars and constellations. And Shiwanni
was well pleased with his creation. Then
Shiwanokia said, “See what | can do.” And
she expectorated into the palm of her left

For more information, see Victor Smith “The Human Hand in Primitive
Art,” Publicgtions of the Texas Folklore Society 4 (1925): 96; Edwin
Wade, Amterfea s Greal Lost Expreclition: The Thomas Keam Collection
of Hopi Pottery from the Second Hemenway Expedition, 1890-1504
(Phocnix: The Heard Muscum, 1980) 35; and Grant 168,

I* . Charles Adams and Deborah Hull, “The Prehistoric and Historic Oc-
cupation of the Hopi Mesas,™ In Hopi Kaching: Spirit of Life, ed. Dor-
othy K. Washburn (N.P.: Califomia Academy of Scicnces, 1980) 16

Matilda Coxe Stevenson, ©The Zuni [ndians: Their Mythology, Esateric
Fratemities and Ceremonies,” Twentye-third Anweeel Repovt of the Bu-
reau of American Ethnology, 1900-02 (Washington: Smithsonian Inati-
tution, 1904): 23-24.

Ethnographer W. W, Hill witnessed one ceremony ol Santa Clara Pueblo
during which participants were admonished to hold sacred truths in the
palms of their hands and other body cavities. W.W. Hill, An Ethnogra-
iy of Santa Clara Pueblo, ed. Charles Lange (Albuguerque: U of New
Mexico P, 1952).
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hand and slapped the saliva with the fingers
of her right and the spittle formed like yucca
suds, running over her hand and flowing ev-
erywhere and thus she created Earth Mother."!

Interestingly, the idea of the “sacred receptacle,” while not
vet identified in pictorial imagery, can be traced to actual Pueblo
rituals where expectorating into the hands and slapping the sa-
liva is common practice, as is using the hands to retain infor-
mation learned in sacred ceremonies.”

Human hands in painted form refer to a number of Pueblo
deities and spirit intermediaries called kachina. The first indi-
cated by hand imagery are the Zuni Twin War Gods who are
called, in the Zuni language, the Afaywra. Individually they
are known as Lhwoweyi, the elder twin, and Maisailema, the
vounger twin. Ethnographer Frank Hamilton Cushing docu-
mented through Zuni informants that the Ahayuta are the twin
sons of the Sun and Laughing Water and are inexinicably linked
to warfare."* Each is associated with a human hand, Uytoweyi
with the right and Maisailema with the left."

In their respective hand forms, the Ahayuta are represented
on the Pueblo IV kiva murals of Kuaua, New Mexico."” The
elder, right-hand twin, Uvteweyd, is found alone on the interior
of a Pueblo IV ceramic bowl from the ancient site of Puaray,
north of Albuguerque.'® A collection of six vessels excavated
from the Pucblo IV site of Pecos also bear the symbolic like-
nesses of the Ahayvura."” [ suggest this interpretation because
of stylistic similarities to the vessel from Puaray as well as 1o
the close cultural similarities between the Pecos Indians and
the Tiwa people of Puaray."

In a similar fashion to their Zuni kin, the Hopi also used
the human hand to symbeolically represent powerful godhead.
The god Masaaw, according to myth, is the deity who assisted
the first pecople of the universe in their journey to this world
and gave them the gifi of fire. | believe that the human hand
represents him, though this is not directly stated in the ethno-
graphic literature." Masaaw is a deity recognized as having a
dual character: benevolent and malevolent, grotesque and hand-
some, indicative of life and death. As god of death and guard-

ian of the dead, he has the appearance of a rotting corpse and
13 Frank Hamilton Cushing, Zeni Fafk Tales (New York: (.. Putnam and
Sons, 1900) 441,

Cushing, Zuni Foll Tales 441, The Ahayuta have half-brothers, also twins,
called the Divine Ones who are also associated with the human hand
image. Sec Cushing, “Outlines of Zuni Creation Myths,” Tiirtecnth
Annual Report of the Bureou of American Edmology, 1891-92 (Wash-
ington: Smithsonian [nstitution, 1896G): 381,

The best example of the twins appears on Layer A-8 of Kiva [11 at Kuaua.
See Dutton 181, fig. | and 182, fig. 2.

5 Dution 23, Plate 2, fig. C.
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Alfred Kidder, The Pottery of Pecos, Vol. 2 (New Haven: Yale UP, 1936)
7, g D; 133, figs. C, D and E; and 180, figs: F and G.

For a discussion of the relationships of the various Rio Grande puchlos
see Dutton 3-18,
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lets off the foul stench of the grave *" His appearance and odor
frighten people so terribly that they fall into an unconscious
state as if dead.

Measaaw is set apart from other gods in the Hopi pantheon
because his movemenis are orchestrated in a sinistral motion.”
When other gods move to the right, Masaaw moves to the left.
Ethnographer Elsie Clews Parsons documented that the move-
ment to the left is believed by many Pueblo groups to indicate
death and is considered a sacred movement to the Hopi.™ In
addition, Masaaw carries a club in his left hand with which to
strike his victims and throws a shawl over his left shoulder.

Based upon Masaaw 's close affinity with the direction lefi,
I propose that images of the left hand placed on Hopi vessels
may signify him. Of the sixteen known Hopi bowls made dur-
ing the Pueblo 1V period that have hand imagery, nine are of
the left hand (Figure 4, Figure 5, Figure 6 and Figure 7).

Kachinas play a significant role in both Hopi and Zuni my-
thology and ritual. Described by Barton Wright as “the spirit
essence,” kachinas act as intermediaries between the spiritual
and earthly realms.** Most appeals to kachina involve the pro-
curement of rain to quench the arid climate.™ Male members of
these religious societies don the regalia of the kachina not only
to impersonate them, but also to become “invested by a spe-
cific kachina spirit.””

At Zuni it is the Anahoho kachina who has hand imagery
as a part of his ensemble (Figure 8). The Anahoho are messen-
" Foracomprehensive study on Misaaw, see Ekkehart Malotki and Michacl
Lomatuway ma, Masaaw: Profife of @ flopi God (Lincoln: U of Ne-
braska P, 1987),

Malotki and Lomatuway 'ma 31,
Malotki and Lomatuway ma 16,

Elsie Clews Parsons, Pueblo fmdian Refigion, 2 Vols. (Lincoln: U of
Nehraska P, 1939) 461-462.

Malatki and Lomatuway'ma 33 and fig. 5.
¥ Of this collection, six have rght hands only and two have both right and
lefi hands. The significance of human hand imagery inside ceramic ves-
sels made by the Hopi and people of the Rio Grande pueblos can be
suggested by an examination of the structure of the Pueblo universe and
the relationship of the Ahayura and Masaaw to it The Pucblo universe is
conceived of as a hasket, which represents the sky and a bowl, which
represents the earth. Each half has four honzontal levels. Rina Swentzell
argues that the plans of Pueblo communities are this universal plan in
microcosm and that the kiva, the semi-sublerranean chamber wsed for
ritual, 15 the symbolic place of emergence to this level, Most Puchlo
groups belicve that before they lived in their present locations they oc-
cupicd the bowels of the carth only to be summoned by the Sun Father.
Amuong their other duties, the Akayeta (in Zuni and Rio Grande myth)
and Masaaw (in Hopi myth) led the people on their migration to this
world. They wandered in a spiraling motion through the four levels of
the earth 10 reach their destination. Thus, on a smaller microcosmic
level, the bowl symbalizes the Puehlo universe, and specifically the do-
main of the Ahayure and Masomv. See Rina Swentzell, “Pueble Space,
Form and Mythology,” in Preblo Stele and Regional Architecture, eds.
Nicholas Marcovich, Wolfgang F.E. Preiser and Fred Sturm (Mew York:
Van Nostrand Reinhold, 1992) 23-29.
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ger-brothers who were lost during the migration of the first
people to this world.™ The Anahoho went back to the Middle
Place to find their brethren, only to find the villages burned to
the ground. The hand image on the mask of each Anahofio has
been interpreted to symbolize the soot they wiped on their faces
as they wandered, plaintively crying “Ana!™ (Figure 9). During
the initiation of adolescent boys into the kachina society, the
Analoho appear and whip the initiates in rites of purification.™

Among the Hopi, hands are included as a part of the rega-
lia of the Masiop, the Death Fly Kachinas, who appear on the
eighth day of the Soval ceremony. ™ Soval commences on the
Winter Solstice (December 21) and signifies “the sun’s arrival
at his house,”"! In addition to its solstitial importance, Soyal
initiates the beginning of the kachina cycle. Mastop bodies are
painted black, and white hand images are placed on their calves,
torsos and upper arms. Their masks are decorated with the Big
Dipper and the Pleiades, which, Frank Waters argues, symbol-
ize the celestial realm from which the Mastop come ™ The rest
of their regalia emphasize their role as the male aspect of fertil-
ity; the black body denotes carth and the grassy fringe around
the neck is symbolic of vegetation. ™ The fertility connection is
further enhanced as the Mastop simulate intercourse with fe-
male spectators as a part of their public performance.

I believe these white hand images serve as symbols of the
sun, to which Soval is primarily dedicated; though Waters feels
that they “symbaolize man's touch upon all.”™™ According to Hopi

3 Barton Wright, Hapi Kachinas: The Compleie Guide o Collecting
Kaching Dolls (Flagstafl: Morthland Press, 1977) 2.

E. Charles Adams and Deborah Hull angie that the kaching cult, “which
focused on environmental “control™ was integrated in the fourteenth
century in an cffort to sccure desperately needed rain after a series of
droughts in the thirteenth century. Though it exists 1o some degres on
all Pueblos, the kachina cult is most sophisticated among the Hopi and
Zuni. See Adams and Hull 16,

7

Wrght Hopi Kachinas 4.

Barton Wright, Kechinas of the Zuni (Flagstall, Northland Press, 1985)
63-64 and Plate 18, A

Interpretation of the dmafoko and their associated hand images vary.
According to Ruth Bunzel, the hand image iz a lucky talisman said to
ward off evil forces, specifically Navajo warriors, See Ruth Bunzel, “Zuni
Kachinas: An Analytical Stedy, © Forty-seventh Annual Report of the
Burean of American Ethnolagy, 1924-30, (Washington: Smithsonian [n-
stituticn, 1932} 993-994 apd Plate 29,

0 Wright, Hopi Kachinas 30, fig, B. The Matya or Hand Kachina also has
a hand image as a part of his regalia, He is & runner kachina who ap-
pears during spring festivities. His mask is found among Rio Grande
petroghyphs of the Galisteo Basin, New Mexico. See Wright 74, fig. E
and Wellmann, fig. 470,

3 Frank Waters, Boak of the Hopi (Middlesex: Penguin Books, 1963) 155-
156,

Waters 155-156 and Parsons Vol 2, 556-567,

B Waters 156,

M Waters 156,
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color symbolism, white is associated with the east.™ East holds
particular significance to the Hopi for it is the direction faced
while honoring the gods and the direction a corpse faces in the
grave. Most significantly, the direction of the rising sun and the
direction faced while making offerings to the sun is towards
the east.” Though the Mastop simulation of intercourse and
other details of their costumes underscore fertility, it is only
because of the sun, whom the Hopi call Fafowa, that man ex-
ists ai all and reaps the life sustaining benefits of the earth.
Thus, in the shape of the white hand image, Taiowa is present
during the Soval solstice festivities.

Typically, human hand images do not inspire the viewer to
think of the mysterious and supernatural. They are immediately
understood to refer to man and no other creature and certainly,
on one level, serve to indicate his presence. However, previous
scholars have neglected to consider the multi-referentiality of
human hand imagery.

Edward Dozier, Pueblo Indians of North America (New York: Holt,
Rinchart and Winston, Inc., 1970) 204-208 and Table VII.

The Zuni also use the color white to indicate the sun and incorporate it
into kachina-refated ritual. Refier to Parsons Vol. 2, 732,

JULIA STEPHENS MAY

The image of the human hand is a universally recognized
form and it was widely utilized in the art of the Pueblo people.
Based on those facts. it is inevitable that many levels and depths
of meaning can and should be considered when reviewing the
function of the image in culture, art and society. An examina-
tion of Pueblo religion and mythology reveals that human hand
images enable humans, as intelligent creatures, to access the
power and energics of the sacred moments of creation, the dei-
ties who took part in the development of the Pueblos and the
very sun which brings life to all. Operating within a worldview
where the boundaries between the spiritual and physical are
“fluid and permeable,” human hand images are an integral con-
duit between the meaning and life of man and the spiritual
realm.”

Virginia Commonwealth University

T M. Jane Young, Sigrs from the Ancestors: Loeni Cultural Sysmbolisn and

Perceptions of Reck Art (Albuguerque: U of New Mexico P, 1988) | 16.

Figure |. Hand Petroglyph, Pueblo 1V, Boca Megra Canyon, Petroglyph National Monument, Albuguerque, New Mexico. (Photo: Julia Stephens May)
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Figure 3. Hand Pictographs, Basketmaker |1 and Pueblo |11, Painted Cave, Buttress Canyon, Arizona. (Photo: Julia Stephens May)
21
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Figure 4. Sikyatki Polychrome Bowl, Hopi, Pueblo IV. Courtesy of the Department
of Anthropology, Smithsonian Institution. Catalogue Number 155468. (Photo: Julia
Stephens May)

Figure 5. Sikyatki Polychrome Bowl,
Hopi, Pueblo 1V. Courtesy of the
Department of Anthropology,
Smithsonian Ingtitution. Catalogue
Number 155470. (Photo: JuliaStephens
May)

Figure 6. Sikyatki Polychrome Bowl, Hopi, Pueblo IV. Courtesy of the Department
of Anthropology, Smithsonian Institution. Catalogue Number 155471. (Photo:
Julia Stephens May)
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Figure 7. Sikyatki Polychrome Bowl, Hopi, Pueblo 1V. Courtesy of the Department of Anthropology, Smithsonian Institution. Catalogue Number 155472.
(Photo: Julia Stephens May)

Figure 8. Salamopea Anahoho Kachina Doll, Zuni, Brooklyn Museum of Art,  Figure 9. Anahoho Kachina Mask, Zuni, Brooklyn Museum of Art,
Museum Exhibition 1903, Museum Collection Fund. 03.269. (Photo: Brooklyn ~ Museum Expedition 1904, Museum Collection Fund. 04.297.5388.
Museum of Art) (Photo: Brooklyn Museum of Art)
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Legendary Penance: Donatello’s Wooden Magdalen

Kelly Barnes-Cfiver

The Mary Magdalen we think of today does not exist as such
in the Bible and her identity has been the subject of lengthy
dispute among scholars. She is actually a combination of three
distinct people: Mary of Magdala; Mary of Bethany, sister of
Martha and Lazarus; and an anonyvmous female sinner who
anoints Christ’s feet with expensive perfume. Mothing certain
is known about what Mary Magdalen did after the Resurrec-
tion. One popular legend claims that the Magdalen came to
France and became the apostle of Provence. This has weak his-
torical grounds and is based primarily on hagiographic writ-
ings. The most well-known and elaborate account was written
in Jacobus de Voragine’s collection of legendary lives of saints
called the Golden Legend, from the thirteenth century.” In this
story, she was said to have come from royal lineage, but had
abandoned her body to the pleasures of the senses, and was
therefore called sinner. After the Resurrection, the legend re-
ports that the Magdalen, along with Martha and Lazarus, mi-
raculously arrived in the south of France. It was there, in south-
emn France, that Lazarus was made bishop, and together they
worked to convert pagans and perform miracles. Mary
Magdalen then went to Aix and retired to a cave in the wilder-
ness for thirty years where seven times a day she was raised up
to Heaven by angels to hear the glorious music.

In this paper T will argue that Donatello’s wooden Magdalen
(Figure 1) is illustrative of this particular period in her life, her
retreat in the wilderness as described in the Golden Legend. Sev-
eral factors concerning the statue identify it as such, including
her age. specifics of her gesture and hair, and the tact that she
appears to be standing on rocky ground. At the same time, [ will
contend that this image of the Magdalen becomes a “type” for
penance. In this way, Donatello is working within the icono-

This paper developed out of o seminar under Dr., Jack Freiberg to whom
| am indebted for his generous advice and encouragement. | wish (o also
thank Dr. Patricia Rose, Dr. Phyllis Pray Bober, and Dr. Cynthia Hahn
for their nsightful commentary and support.

: Jacobus de Vomgine, The Golden Legend, trans. Granger Ryan and
Helmut Ripperger (Mew York: Longmans, Green, and Co., 1941) 355-
62,

H.W. Janson’s monograph on Donatello was published before the dis-
covery of the 1438 date on the Frari John the Baptist, He states that
because of the close relationship between Donatello’s Frari Baptist and
his Penitent Magdalen, the date for the Magdalen is abowt 1455, He also
cites that Semper believed that Donatello’s Magdalen had been made in
competition with Brmelleschi’s wooden Magdalen for 8. Spirito and
would thus have been dated in the carly 14205, See HLW. Janson, The

graphic tradition of penitent Magdalens in Tuscany, but he takes
it one step further by using realism as a vehicle for spirituality.
This may scem contradictory since the statue is both illustrative
of a specific moment and also an abstract image ol penance, yet
I will argue that these clements work together to explain the
Magdalen s placement in the Baptistery at Florence and her func-
tion in the overall decorative program.

Donatello’s wooden Magdalen now stands in the Museo
dell’Opera del Duomo in Florence, but its original location,
patronage and date are unknown. The statue has always been
thought to be a product of Donatello’s later years, specifically
after his return from Padua in the early 1450s. This is thought
because Donatello’s wooden Joln the Baprist (Figure 2) from
Venice, to which the Magdalen bears close stylistic affinities,
was reported by Vasari to have been donated by Donatello to
the chapel in Yenice on his trip there in 1453, But a cleaning of
the Baptist, in 1972, revealed in the inscription an earlier date
of 1438, which has led 1o the re-evaluation of the Magdalen 's
date. Some scholars now argue that the Magdalen dates to the
late 14305, carly 1440s, a ime when Donatello is documented
as being active in Florence.”

Thus, this depiction of the Magdalen may not be the work
of an older Donatello, as an expression of emotion and uncer-
tainty about his own situation in life, as has previously been
thought. Rather, I contend that the expressive qualities of the
Magdalen are illustrative of the saint’s suffering and penance
during her retreat in the wilderness as described in the Golden
Legend. At first glance, her frail, wasted appearance dominates
the representation. Her slender, emaciated body and leather-
like skin attest to her thirty years of fasting and time in the sun.
Her legs are long and thin, yet are physically able to support

Sewlpture af Dovatelio (Princeton: Princeton UP, 1963) 191. J. Pope-
Hennessy follows Janson and asserts that Donatello’s Magdalen is likely
to have been carved in 1454 immediately after his retum from Padua.
Secc 1. Pope-Hennessy, Donatello (New York: Abbeville Press, 1993)
276, Strom, on the other hand, uses the discovery of the earlier date for
the Frari Baptist to re-evaluate the Magdalen's date, She sets up a chro-
nology for the extant wooden penitent Magdalens in Tuscany: Pescia
Magdalen (dating no later than the sccond or third decade of the [our-
teenth century), Donatello’s Magdalen (dating to the late 14305 or carly
1440s), Empoli Magdalen (with the date of 1435 on its base). Sec
Deborah Strom, “Stedics in Quattrocento Tuscan Wooden Sculpture,”
diss., Princeton U, 1979; and “New Chronology for Donatello’s Wooden
Sculpture,” Panthean 38 (1980): 239-48. Bennett and Wilkins follow
Strom's suggestion of the possibility of the lawe 14308 or early 1440
date, B, Bennett and D, Wilkins, Dovarello (Oxford: Phaidon, 19584)
129.
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her body. The musculature that developed from days spent
wandering in the wilderness can be seen in her legs and arms.
The polychromy on the statue was discovered after an exten-
sivecleaningin 1967, and therich reddish brown of her tanned
skin was recovered.® She stands in elegant contrapposto, with
theleft leg supporting her weight whiletheright leg isslightly
bent and twisted back. Her head, with its weathered features,
turns to her left. Her eyes are carved deep into their sockets,
and are ringed with prominent circles. Her cheeks are sunken
and her toothless mouth appears haggard and aged. Thisisnot
the face of the beautiful, young Magdalen, seenin typical por-
trayals of the saint. Rather, it is the face of an older woman
after thirty yearsin the wilderness. This figure is obviously at
the end of her life, her physical features betray her age.

Mary Magdalen can almost always be identified by her
long, abundant hair which alludesto her humble act of washing
Christ’s feet. Additionally, her hair often suggests her former
life of sin. A late Medieval tradition maintained that the abun-
dance of flowing hair may identify awoman as unmarried and
her actions as unchaste,* suggesting the Magdalen’s sinful ex-
istence asdescribed inthe Golden Legend. In Donatello’s statue,
her hair is not just plentiful, but is so long that it covers her
whole body and acts as clothing. During her retreat in the wil-
derness, her hair grew long and lush while her clothes disap-
peared and her flesh aged and shrank. Donatello used an inno-
vative technique to render the Magdal en and her hair morere-
alistic. He not only carved into the wood to create the locks of
hair, but also built up the surface with gesso and even fabricin
some areas. This is especially apparent in areas such as the
strands of hair that rest on her arms.® Furthermore, Donatello
added to this realism by painting gold highlights throughout
her tresses. He used a new method of application in which he
could apply thegold inliquid form rather than gold leaf aswas
normally done. This makes the hair appear to be streaked with
gold, a more naturalistic effect closer to blond highlights as
compared to solid areas of gold leaf. Overall, the surface mo-
notony of her hair isrelieved by the glistening gold highlights
and the casually draped hair belt at her waist.

The fact that the Magdalen stands on an uneven patch of
rocky ground is also an element of the tale in the Golden Leg-
end. It states that “Mary. . .moved by her wish to live in con-
templation of the things of God, retired to a mountain cave
which the hands of angels had made ready for her. . . .”® Fur-

thermore, her |eft foot appearsto be positioned on asteep slope
8 Strom “Studies,” 110.

4 Moshe Barasch, Giotto and the Language of Gesture (New York: Cam-

bridge UP, 1987) 177, n. 7.

As noted by Strom “Studies,” 5.
Voragine 360.

Barasch 56-71.

Ladner’sarticle mainly discusses portraits of popesin prayer from Inno-
cent Il to John XXII, with an explanation of the change that occurred
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of the rock. Thisindicates araised surface, suggesting a high
elevation or a mountain, and bears strong resemblance to the
Magdalen’s environment on alate thirteenth century altarpiece
in Florence by the so-called Master of the Magdalen (Figure
3). This panel contains scenes from the life of the Magdalen
which surround her central figure. A very interesting fact about
this panel is that it contains scenes illustrating her life as de-
scribed in the Golden Legend. The mountain from Donatello’s
statue can especially be noted in the scene wherethe Magdalen
isbeing raised to Heaven by the angels. In contrast, an earlier
wooden Magdalen from Pescia, that has been dated no later
than the second or third decade of the fifteenth century, clearly
shows the penitent Magdalen, but the sculptor has made no
attempt to place her on arocky base. She stands with flat feet
on asmooth surfacethat in no way places her inthewilderness
landscape. Donatello’s Magdalen, on the other hand, is obvi-
ously situated atop her rocky retreat.

In addition to these other elements, the Magdalen's ges-
ture of prayer in Donatell0's statue also ties this depiction to
the Golden Legend. The oldest and most common prayer ges-
ture in the European tradition is the raising of the hands up-
wardsto either side of the head.” But after the twelfth century,
the new method of prayer where the hands are held in front of
the body, became popular. Furthermore, there is a connection
between this gesture and the act of penance. According to the
rite of penancein aRoman Pontifical of the thirteenth century,
thesinner places hishandsinto the hands of the priest and speaks
three times the phrase “ Into thy hands, o Lord, | commend my
spirit.”® Thus, it is probable that Donatello was aware of this
gesture as one of prayer and its implications of penance, by
now the predominant means of praying in his century. His
Magdalen raises her hands in this gesture of prayer, yet they
are not quite joined together. Thisissimilar to the Magdalen’s
prayer gestures on the altarpiece by the Master of the Magdalen.
In three of the scenes she is shown with her hands raised in
prayer, but without them touching. There are further implica-
tionsthat link thisgesture to the act of Holy Communion which
will be discussed later in this paper in reference to the
Magdalen’s placement in the Baptistery. Thus, Donatello used
the folded hand gesture, but changed it slightly to suit a par-
ticular illustration.

Representations of the Magdalen in penance in the thir-
teenth and fourteenth centuriesare similar intype, usual ly show-
ing her dressed only in her hair.® In addition to the wooden

towardsthe attitude of prayer during the central part of the Middle Ages.
He states that this is taken from Ps. 30:6 and also corresponds to Luke
23:46, Christ’'s last prayer on the cross. Thus, this statement, spoken
adong with the gesture of the folded hands, emphasizes what Ladner
described as the surrender of body and soul to God. See G. B. Ladner,
“The Gestures of Prayer in Papal Iconography of the Thirteenth and
Early Fourteenth Centuries,” Images and Ideas in the Middle Ages: Se-
lected Studiesin History and Art (Rome: Edizioni di Storiaeletteratura,
1983) 225.

Donatello’s wood carving technique, and the chronology and observa-
tions concerning the Tuscan wooden penitent Magdalen tradition (of
the long hair and three bony ridges on the chest) used for this paper



Magdalen from Pescia, the Magdalen from Empoli, dating
1455, is also covered entirely in hair. Yet despite the estab-
lished tradition for penitent Magdalens and the subsequent in-
fluence of his work, Donatello strays {rom the established
norms. His innovations transform the image into a complex
expression of human anatomy and spirituality, while the other
statues of the Magdalen appear to be lifeless and empty of
emotional content. The hair of Donatello’s Magdalen falls re-
alistically onto her knees and thighs, and appears to have natu-
ral highlights. Her face tilts upwards in spiritual torment, which
contrasts with the rather lifeless depiction of the penitent
Magdalen from around 1455 attributed to Desiderio da
Settignano, in Florence. Donatello’s Magdalen is fully life-
size and stands naturally with the ease of potential movement.
Her hands are not locked in a static gesture of prayer, but arc
ascending, thus emphasizing the heightened sense of turmoil
and upward movement. Her spiritual fervor is made concrete
by the careful articulation of physical anatomy and as such this
religious emotion cannot be overlooked by the viewer,

An important aspect of Donatello’s penitent Magdalen that
still needs to be discussed concerns the intended location of
the statue in the fifteenth century, and how it would have func-
tioned in its original context. The fact that the original patron,
location and purpose of the Magdalen is unknown makes this
difficult. In Janson’s monograph on Donatello, he has docu-
mented early literary sources which mention Donatello’s
Magdalen. The earliest dated document that names the statue
is a notice in the Spogli Strozziani of Oct. 30, 1500, which
states, “The image of $t. Mary Magdalen that used to be in the
Baptistery and was then removed and put in the workshop, 15
being put back in the church.™® This statement implics that
before the year 1500, the statue had already been in the Flo-
rence Baptistery, but had been removed. There are five addi-
tional notices of Donatello’s Magdalen in sources before 1350,
each saying that the statue is in the Baptistery." Needless to
say, they still do not give a clue as to whether or not it was

follows that which was set up by Strom in “Studics,” and “MNew Chro-
nology.” See these resources for images of the Magdelen from Empoli
and the penitent Magdalen attributed to Desiderio de Seftignane which
could not be reproduced in this paper.

This reference recorded among the Spogii Strozziant is published by Karl
Frev in Le Fire, . i Gilorgte Pasard, | (Munich; 1911) 347. Sce lanson
190,

The following references are recorded in Janson 190:

1510 Albertini, p. 8; “In the Baptistery there is a 5t. Mary Magdalen by
the hand of Donatello, . " (before 1530) Billi, pp. 32 5.v. “Brunelleschi™
“He did a 5t. Mary Magdalen for the church of 5. Spinito, which was
destroved by fire, . . .a most excellent work, beyond comparison with
those of Donatello in the Baptistery™; 40f, 5. v. “Donatello™: “He did the
figure of 51. Mary Magdalen which is now in the Baptistery™; (c. 1550)
Gelli, 59: “Donatello did the St Mary Magdalen which is in the Baptis-
tery, a marvelous work.™; 1550 Vasari-Ricei, pp. 481 (Milanesi, 400):
“In the Baptistery, opposite the tomb of Pope Giovanni Coscia, there is a
S1. Mary Magdalen in Penitence, of wood, by Donatello, very beautiful
and well executed. She is consumed by fasting and abstinence, and ev-
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originally intended for the Baptistery, or who may have com-
missioned it. Scholars have suggested its original placement to
be anywhere from the Florence Cathedral to other smaller
churches in Florence." Because any conclusion conceming its
location is speculative, and most of the documentation we do
have points to locating the statue in the Baptistery, 1 will sup-
port the claim that this statue was originally intended for the
Baptistery by illustrating how well it fits into the overall deco-
rative program.

The first task is to demonstrate where the statue would
have been placed in the Baptistery’s interior. In 1550, Vasari
stated that “in the Baplistery, opposite the tomb of Pope
Giovanni Coscia, there is a St. Mary Magdalen in Penitence, of
wood, by Donatello, very beautiful and well executed.™™ The
Coscia tomb, begun around 14235 by Donatello and Michelozzo,
is located on the northwest wall of the Baptistery (Figure 5,
right), but because the building has eight sides, Vasari's state-
ment can be interpreted in two ways. The statue could either be
dircctly opposite the tomb on the southeast wall, or across from
the tomb on the southwest wall (Figure 4). Both Janson and
Pope-Hennessey have interpreied this to mean the southwest
wall." They state that it remained in this location on the south-
west wall until 1688, when it was put into storage. Then in
1735 it was installed against the southeast wall in a niche, shown
in a 1910 photograph. In 1921 it was removed from the niche
and replaced in its old location at the southwest wall, where it
remained until the Baptistery flooded in 1966, Thus, the indi-
cated southwest location of the Magdalen mentioned by Vasari,
despite all the moving around, will be used for the purpose of
this paper (Figure 5, left). This may seem confusing and unim-
portant at this point, but in the discussion about how the statue
fits into the decorative program, the location of the statue in the
Baptistery is significant.

If indeed the Magdalen was originally meant to be placed
on the southwest wall, how would it have functioned in rela-
tion to the architecture (Figure 5)? The niche in which the

ery part of her body shows a perfect knowledge of anatomy.” (A short-
ened paraphrase in Borghini, Ripose, 318).

Strom states that the Magdalen could have been moved to the Baptis-
tery from the Duomo when the patronage of the original chapel which
hioused it declined. She also suggzests that the statve could have been
housed in one of the several churches and oratories that were dedicated
to the Magdalen in fourteenth century Florence. These sites include the
church of 5. M. Maddalena ad Pedem 5. Giorgio, which was destroved
in 1710, and the church of 8. Giovanni dei Cavalieri, which was ini-
tially an oratory and home for fallen women called 5. M. Maddalena.
See Strom, “Stedies,” 107-8, esp. n. 33, Another scholar who does not
think the Magdalen was originally meant for the Baptistery is Settesoldi.
He bases this claim on the fact that the back of Donatello's Magdalen is
fully carved, Settesoldi, Donatello e ! 'Opera del Duoma di Firenze (Flo=
rence: Firenze La Mandragora, 1986) 60-62, as cited in Pope-Hennessy
346, n.14,

As cited in Janson 190,

Janson 190, and Pope-Hennessy 346. n.14.
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Magdafen stands in the 1910 photograph no longer exists and
was not a part of the architecture of the Baptistery in the fif-
teenth century, either. 1t seems likely that the statue would have
stood along the wall placed between the two central columns,
These columns stand out from the wall, demarcating a natural
space in which to place a large statue such as the Magdalen,
Also, the gold on the statue provided a visual connection to the
gold decoration in the Baptistery. Thus, the statue would have
been well integrated with the architectural features of the Bap-
tistery. Likewise, the Coscia tomb, just opposite the Magdalen,
also had visual and structural links uniting it to the architecture
of the Baptistery.” The canopy was originally painted in white,
red and green brocade, maiching the white and green marble
of the Baptistery's walls, and the comice of the Baptistery sup-
ports this canopy. Furthermore, like the Magdalen 's proposed
position, the Coscia tomb is placed between the two central
columns.

Because Donatello’s statue depicts the penitent Magdalen,
emphasizing the transformation from her previous life of sin to
her redemptive state, it plays a significant part in the overall
decorative program in the Baptistery. Since the Middle Ages,
Baptisteries were thought of as gateways leading the baptized
into the Heavenly City. Baptism is the sacrament that washes
away sin and opens the door to Heaven. St. Thomas Aquinas
wrote that

to open the Gate of the Kingdom of Heaven
i5 to remove the obstacle that prevents any-
one from entering the heavenly kingdom.
This obstacle is sin and the guilt of punish-
ment. It has been shown above all that bap-
tism completely removes all sin.'®

Eloise Angiola, in “Gates of Paradise and the Florentine
Baptistery,” states that the interior decoration of the Baptistery,
along with the three sets of bronze doors, all conform 1o an
overall theme of redemption through Christ and the sacrament
of baptism."” Andrea Pisano’s doors depict scenes from the life
of John the Baptist, while Ghiberti’s first set of doors illus-
trates the life of Christ. Thus, Angiola asserts that through John
the Baptist and baptism, one can enter into life in the Church.
Then, it is through Christ that one enters the Kingdom of Heaven.

The scenes on Ghiberti’s second set of doors depict acts of

faith from the Old Testament, Angiola points out that Paul wrote
in his letter to the Hebrews that it is through their faith that the
men and women from the Old Testament are saved. Thus, each

set of doors shows the way to the Gate of Heaven,
¥ For further information about the Coscia tomb, sec 5. McHam,
“Donatello’s Tomb of Pope John XXI1L" Life and Death in Fifteenth-
Century Flovence, ed. Marcel Tetel, Ronald Witt, and Rona Goffen
(Durham: Duke UP, 1989) 146-173

16 As quoted in E. Angiola, “Nicola Pisano, Federigo Visconti, and the
Classical Style in Pisa,” Art Bellerin 39 (1977): 7.

17 E. Angivla, “Giates of Paradive and the Florentine Baptistery,” Art Bul-
letin 60 (1978): 242-248.

Like the bronze doors, the rich mosaics thai decorate the
dome of the Baptistery, dating from the late thirteenth and early
fourteenth centuries, include scenes from the Old Testament
and from the lives of John the Baptist and Christ. The arrange-
ment centers on the figure of Christ enthroned on Judgment
Day. On this day the heavens are opened up to those who are
baptized. Here Christ is seated, surrounded by angels, saints,
prophets and Apostles, reminding the viewer of what 1s to come.

In addition, the Coscia tomb also ties into this overall theme
of redemption. Baldassare Coscia had been Pope John XXII1,
but after being accused of several crimes, was forced to abdi-
cate the papacy and was imprisoned for three years. The fact
that his tomb is placed in the Baptistery signifies a connection
between his penance, death, and possible resurrection and sal-
vation through Christ and baptism. Thus, it has been suggested
that the placement of the Magdalen statue and the Coscia tomb
opposite cach other visually signifies their kinship as penitents.™

Donatello’s Magdalen would have thus been viewed in
this context of redemption through Christ and baptism. In the
Baptistery, she is the shining example of the penitent sinner
who has been washed clean of her previous sins. In a sermon,
Bernard of Clairvaux discusses the gates of Heaven as desceribed
in the Book of Revelation.' He says that the eastern gate is the
gate of innocence. It is through this gate that little children,
born again in baptism, enter. The western gate, on the other
hand, is the gate of penitence. Mary Magdalen, because of her
sins, had to enter through this portal. He states “through this
gate enter the penitents, who. . .when they receive light from
the Sun of Justice, enter into Jerusalem above through the gate
of penitence,”™ Thus, it is clear that Donatello’s statue is in its
proper place against the southwest wall of the church, because
the west is the gate of penitence. His statue perfectly illusirates
the sermon’s image of the repentant sinner and can be viewed
as such in the overall context of redemption through Christ and
Baptism in the decorative program.

One final note which makes concrete this placement of the
Muagdalen on the southwest wall of the Baptistery concems her
gesture and the movement of her body toward the altar. IT the
viewer standing in the Baptistery in front of the southwest wall
(Figure 5, left) visualizes the Magdalen in this position, it would
be noted that she appears to be looking and moving toward the
Baptistery's altar. Her head is tumed to her left in the direction
of the altar and her left foot seems to be pointing there as well.
This is significant because directly above the altar in the mosa-
ics is the image of Christ. In addition, not only does her ges-

1% McHam 168

W Angiola makes the connection between Bemnand’s sernmon on the gates
of Heaven and Baptisteries in Gates of Paradise, 245,

M As quoted in Angiola, Gates of Paradise, 245,



ture carry connotations of prayer and penance, it also has an
important connection 0 Holy Communion. The fact that her
hands are held up at chest level, and are somewhat open, could
imply the moment just prior 1o receiving Communion, the body
of Christ. Furthermore, this connection to Communion is even
more evident when one again looks at the altarpiece of the
Magdalen Master from the late thirteenth century (Figure 3).
In the three scenes where the Magdalen is encountering the
body of Christ, she holds her hands slightly open and apart in
this raised position. This can be viewed in the scenes of the
Resurrection, an angel bringing her Communion, and a priest
bringing her Communion. Thus, in the position on the south-
west wall of the Baptistery, the Magdalen is tuming toward
the image of Christ above the altar and is holding her hands in
this gesture of prayer, penance and Holy Communion. As such,
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she truly is a part of the overall decorative program of penance
and redemption through Christ.

In conclusion, it is clear that Donatello’s wooden Magdalen
is illustrative of a particular period in her life, specifically her
retreat in the wilderness as described in the Golden Legend.
Elements of the statue identify it as such, including her age,
specifics of her gesture and hair, and the fact that she appears
to be standing on rocky ground. This image of the Magdalen
also becomes a “type” for penance. This intense depiction of
the penitent Magdalen takes its place in the Florence Baptis-
tery as part of the decorative program of redemption. Through
her rejection of her sinful life and her penance in the wilder-
ness, as described in the Golden Legend, she now has access to
the Kingdom of Heaven.

Florida State University



ATHANOR XVII KELLY BARNES-OLIVER

Figure 1. Donatello, &t. Mary Magdalen, late 1430s-early 1440s, wood, h. 184 cm, Museo dell’ Opera del Duomo, Florence.
Courtesy of Alinari / Art Resource, New Y ork.
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Figure 2. Donatello, &. John the Baptist, 1438, wood, h. 140 cm, Santa Mariadel Frari, Venice. Courtesy of Alinari / Art Resource, New Y ork.
31




ATHANOR XVII KELLY BARNES-OLIVER

[ i e e
NALL . .._‘“L. 3 X
A ol B F = 4 A
i g SR
b 5 . Rdha =
Figure 3. Master of the Magdalen Altarpiece, Altarpiece, late thirteenth century, Galleria
dell’ Accademia, Florence. Courtesy of Alinari / Art Resource, New Y ork.
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A Baplsiery altar
B. Fropotoc pcaton ior Coralelio’s Magdalen

Figure 4. Plan of Florence Baptistery. Courtesy of Peter Kraft,
Florida Resource and Environmental Analysis Center, Florida
State University, Tallahassee.

Figure 5. Interior view towards the altar, Baptistery, Florence. Courtesy of Alinari / Art Resource, New York.
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Lux Mundi: The Vault Mosaic in the Cappella S. Elena,

S. Croce in Gerusalemme, Rome
Cynthia A. Payne

In the last two decades of the fifteenth century and the first
decade of the sixteenth, the Spanish cardinals Pedro Gonzalez
de Mendoza and Bemnaldin Lopez de Carvajal sponsored the
refurbishment and redecoration of the Roman church of 8. Croce
in Gerusalemme, to which they successively held title. During
Mendoza’s tenure, Antoniazzo Romano and his assistants fres-
coed the apse of the early Christian basilica with episodes from
the Legend of the True Cross.! Completed in 1495, the work
had been initiated in response to the discovery at 8. Croce in
1492 of the titulus from the Cross.” Significantly, this had oc-
curred on the same day news reached Rome that Spanish forces
had subjugated the Moors in Granada.® The vaults of the
church’s Cappella 5. Elena were refaced with mosaic during
Carvajal’s tenure, which ran from 1495 until 1523 (Figure 1).!
These images emphasize the chapel’s role as the Roman site
for the commemoration of Christ's death and burial. They in-
clude a Maestas Domini with angels (Figure 2); the four Evan-
gelists; the Lamb of God; the Arma Christi; antique and New
World decorative elements; four scenes associated with the
Legend of the True Cross;® and four saints in shell-crowned
niches.” Publishing in 1510, Fra Albertini provides a terminus
ante guem for the mosaic of 15087

The thoughts and research represented by this preliminary reading of the
iconography of the Cappella 5. Elena mosaic, which will be the subject
of my. doctoral dissertation, have been guided by Professors Shelley E.
Zuraw and Caceilia Davis-Weyer. | am most grateful for their contribu-
tivns and encouragement.

! For sources pertinent to the attribution history of these undocumented
frescoes, see Meredith 1, Gill, “Antoniazzo Romano and the Recovery
of Jerusalem in Lute Fifteenth-Century Rome,” Storia dell arte 83 (1995 )
40-41n2, The article focuses on the frescoes and their historical context.
Mendoza, who was represented in Rome by his nephew [fige Lopez de
Mendora, the second coum of Tendilla (Helen Nader, The Mendoza
Family in the Spanish Revaissance: 135000 1550 [Mew Brunswick, NI:
Rutgers UP, 1979] 190), began the renovation of the basilica of 5. Croce
in the late 1480z (Claudio Varagnoli, 8. Croce in Gerusalemme: La ba-
sHica restaurata ¢ architetiura del Settecento romano [Rome:
Bonsignord, 1995] 24, and Gill 34).

Gill 34 and 43n35.
3 Crill 33,

4 Color photographs of the mosaic appear in Carlo Bertelli, ed., Mosaics,
trans. Paul Foulkes and Sara Harris {(New York: Gallery, 1989) 246-47,
Carvajal lost the title of 5. Croce after the 1511 Council of Pisa, but it
wis restored to him in 1513,

The Sienese painter Baldassare Peruzzi is normally cred-
ited with the Cappella S. Elena mosaic design. He is mentioned
in association with the project as early as the seventeenth cen-
tury;" and Frommel, in his monograph on the artist, concludes
that the mosaic’s figures have more affinity with those known
to be by Peruzzi than with those produced by other major art-
ists working in Rome in the first decade of the sixteenth cen-
tury.” The attribution, however, is by no means secure. Stylistic
comparison is impeded by the paucity of works from Peruzzi's
first decade of activity in Rome. In addition, the mosaic evinces
a range of figural treatments, from the flexible, animated body
style of the Evangelists, consistent with Peruzzi's work, 1o the
weightier, more volumetric style of the niche figures, explained
by Frommel as the result of the artist’s on-going study of Ro-
man antiquities.”” Seemingly incompatible with the Evangelists
and niche figures is the installation’s most striking feature, the
subtly modeled, but hicratically posed, half-length representa-
tion of the Maestas Domini at the apex of the cross vault. It
resembles an image of the Redeemer in tempera on panel from
Morcione Cathedral attributed to the circle of Antoniazzo
Romano, an artist whose deliberately archaizing style is the

hallmark of the local Roman tradition in the second half of the
A Christoph Luitpold Frommel identifies the scenes as The Destruction of
the Three Crosses affer the Crucifivion, The Empevar Constantine Pre-
ceded v the Cross in Battle, The Proving of the Cross, and The Adora-
tion of the Cross in Baldassare Pertzzl als Maler wund Zeichner, Bethelt
zum Romischen Jahrbuch fiir Kunstgeschichte 11 (Vienna: Schroll, 1967/
68): 58,

& They are Saints Peter, Paul, Silvester, and Helena, at whose feet Carvajal
kneels. A detail with Paul appears in Frommel, pl. [Xa.

Frommel 57 and 57n219, who cites the sixteenth-century author's
Opusculum de mivabilibus novee urbis Romae, ed. A. Schmarsow
(Heilbronn, 18867 6f. The Albertini text has been published more re-
cently, as Opnscalum de mirabilifne novee & veteris wrbis Romae, in
Five Early Guides to Rome and Florence (Westmead, Famborough,
Hants., Eng.: Gregg Intl., 1972}, where the chapel entry appears in the
author’s third book under the sub-heading “De nonnullis accclesiis &
cappellis” (p. X, ii).

& For the first time, apparently, by G. Mancini in Considerazioni sulla
pittura, as cited by Frommel (57 and 570213), who refers to a 1956
imprint of the work (Rome) edited by A, Marrucchi and L. Salerno (vol.
1,275 and 314, and vol. 2, 16, and 16ni47).

* Frommel 57 and 58,

Frommel 58,
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fifteenth century and who, again, had frescoed 5. Croce’s apse."!
Despite such technical and chronological problems, however,
Peruzzi. who worked with Raphael in Rome, remains the artist
most likely to have been responsible for the design.”

According to the Liber Pontificalis, the basilica of S. Croce
wis cstablished by Constantine the Great in a hall of the
Sessonan Palace, the Roman residence of his mother, the Em-
press Helena."” Legend held that, upon her retumn from the Holy
Land, she endowed the tiny oratory adjacent to the basilica’s
apse with relics she had obtained in Jerusalem, including a frag-
ment of the True Cross and soil from Calvary that had been
soaked with Christ’s blood. The chapel and, indeed, the entire
church thus came to be referred 1o as Jerusalem." How the
chapel was decorated in the fourth century is not known, but in
the fifih century the dowager Empress Galla Placidia, who ruled
the western halfof the Christian empire from 425 until her son’s
marriage in 438, is supposed to have sponsored a mosaic in its
vault, a portion of which was said by the authors of sixteenth-
century Roman guidebooks to have survived until late in the
fifteenth century. '

No document has come to light that provides details about
the imagery or composition of Galla Placidia’s mosaic in the
Cappella S. Elena, but Carvajal's eageress 1o call attention to
her antecedence as a patron there, attested to by the inscription
he commissioned for the cormdor that leads to the chapel, sug-

gests that his design was influenced by what remained of her
' The Redeemer panel, undated, is reproduced and discussed by Anna
Cavallzro in Artoniazzo Romane ¢ gli Antoniazzeschls wna gencrazione
di ittt mella Roma del Chaattrocento (Udine: Campanotto, 1992) 430,
fig. 196, and 247, no. 114,

As Frommel (57} ntes, Gustavo Frizzoni argues for Melozeo da Forli
as the mosaic’s designer, basing his conclusions on stylistic consider-
ations {“Melozoo da Fordi: Ispiratore di una insigne opera di decorarione,”™
Bolletrimo d aree 33 [ 1916]: 257-65), while characterizing Peruzzi's later
role a5 that of a restorer (265). Discounting Frizzoni's suggestion that
the inclusion of the portrait of Carvajal s a modification (265), for
Melozzo died in 1494, before Carvajal assumed the 5. Croce title,
Frommel rejects the Melorzo attribution (37). Vincenza Golzio, how-
ever, revives Frizzoni"s argument in part (“La pittura o Roma e nel Lazio,”
in Ginlrio and Giuseppe Zunder, £ ‘arte in Roma nel secalo XV [Bologna:
Cappelli, 196%] 274-73), although he admits to the problem of the varied
figural treatments. As a further complication, in 1593 Francesco Zucchi,
who was later associated with the Vatican mosaic workshop, restoned
upspecified pans of the chapel’s mosaic, and later restoration cffons
may well have been necessitated by the chapel's damp conditions. Sergio
Ortolami (8 Croce in Gerisalemare, Le chicse di Roma illustrate 106,
3rd ed. [Rome, 1997] 63) notes the high humidity.

The Book af Pontiffs (Liber Pontificalis); The Ancient Blogrophies of
the First Niwety Rooan Bishops ta AD 715, trans, Rymond Davis
{Liverpool: Liverpool UP, 1989 22, and Louis Duchesne, Lo Liber
Pontificalis: Texte, introduction ef comnentaire, vol, 1 (Paris: Boceard,
19550 179 and 196075,

The chapel was referned (o as such as carly as the fifth century and
retained the designation throughout the Middle Ages (Richard
Krutheimer, Corpu basilicarum Christianarim Romae, vol. [, pt 3
[Vatican: Pontificio istitute di archeologia Cristiana, 1937] 163). Also
see Gill 42017 regarding the application of the term.

See, tor example, Pompeo Ugonio®s Histords delle Sttiont di Roma che
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installation," By identifying her as “Galla Placidia filia magni
Theodosii hispani.” he also emphasized her historic associa-
tion with Spain.'” Information about Galla Placidia was avail-
able to scholars in the late fifteenth and early sixteenth centu-
ries in various histories of Ravenna, including Agnellus’s ninth-
century Liber pontificalis ecclesiae Ravennatis and a new
chronicle written by Desiderio Spreti ¢. 1460 and published in
1489."™ Such sources celebrate her support of papal efforts o
reestablish Rome as an imperial city, ruled by law and moral
authority rather than by might; they document her recognition
of the Bishop of Rome as the supreme head of the Church; and
they note the importance she attached to being the only surviv-
ing child of Theodosius the Great and his second wife, Galla,
who through their marriage had united the Christian empire.'”
These themes correspond to Carvajal’s longtime commitments
to internal Church reform, the reestablishment of the principles
of Roman and papal primacy, and the mounting of a new cru-
sade, to be led by the Spanish monarchy, to recover the Holy
Land from the Turks.™ Not incidentally, a fifth-century inscrip-
tion that survived in the chapel noted the ex voto character of
Galla Placidia’s commission, rendering it an appropriate model
for Carvajal’s mosaic, which commemorates Spain’s 1492 vic-
tory over the Moors.”' Having perceived parallels between his
own concemns and the themes of Galla Placidia’s patronage,
Carvajal may well deliberately have emulated the type and the
content of her chapel.®

#f celehrano la Chadragesima (Rome: Bonfadino, 1588) [Bhav].

Sce llaria Toesca, “A Majolica Inseription in Santa Croce in
Gerusalemme,” Exsays i the History of Art Presented to Rudolf
Wittkower, ed. Douglas Fraser, Howard Hibbard, and Milton J. Lewine,
2nd ed. (London: Phaidon, 1969) 104-05 for a relinble transcription of
Carvajal’s inscnption. 1 expect Professor Jack Freiberg's ongoing study
of Carvajal’s patronage al the Tempictto to shed additional light on the
Candinal’s intentions at 5. Croce.

Gralla Placidia’s first, and apparently valued, husband was the Visigothic
king Athaulf (d. 415}, whom she accompanied to Spain . 414 and with
whom she hud i sen. Mamed Theodosius, the son died soon after birth.
[nitially, he was buried in a chapel near Barcelona, but Galla Placidin
later had his coffin moved to the Theodosian family mausoleum ot Cld
Saint Peter's (Stewart Irvin Qost, Galla Plactdie Augnsia: A Biagraphi-
cal Exsay (Chicago: U of Chicago P, 1968) 103, 131, 133, and 134,

Spreti’s De amplitudine, de vastatione ef de instauratione Urbis
Ravennoe, which was published in Venice, ix cited by Linda A. Koch,
“The Early Chrsstian Revival at 5. Miniato al Moate: The Cardinal of
Portugal Chapel,” Art Bulierin T8, no. 3 (1996): 540050,

Dwst provides full coverage of Cralla Placidi's activities and concems,
with references W supportive texts, Sec especially Cuost 110, 124, 126,
217-20, 252-53, 26K, 273, and 289,

These commitments are discussed by Nelson H. Minnich, “The Role of
Prophecy in the Career of the Enigmatic Bernarding Lopez de Carvajal,”
Prophetic Rome in the High Renaissance Period: Exsavs, ed. Marjone
Reeves (Oxford: Clarendon, 1992) 111-20, See especially 112, 114-16,
and 118-19,

The inscription is now lost, but Oost provides an English translation of
its text (270, Carvajal indicated his knowledge of the votive purpose of
Galla Placidia™s mosaic at 5. Croce in his own inscription.
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By the time the papal court returned to Rome from Avignon
in 1377, after an absence of sixty-eight years, the city had fallen
nearly into ruin. Several quattrocento ecclesiastics, among them
Popes Nicholas V at mid-century, Pius 11 in the carly 1460s,
and Sixtus IV in the 1470s and 1480s, sponsored projects to
refurbish both secular and sacred sites in order to restore the
city to its ancient glory. These efforts were the physical mani-
festation of an even more deeply felt need to revive the moral
authority of the Church, as it was embodied in the doctrines
and the foundations of Rome's patristic past. Carvajal responded
to both concerns by secking visual and thematic inspiration for
his mosaic in the physical and literary remains of Rome’s an-
cient and early Christian heritage. The bust of the Maestas
Damini explicitly revives a traditional form.*' This Christ is, at
once, the judge representing God the Father and, because he
became human and submitted to sacrifice, the means of man’s
redemption and restoration to Grace. The roundel recalls the
elipei in which portraits of the dead are framed on early Chris-
tian sarcophagi.” The Evangelists, who, through their Gospels,
communicated this message to the four corners of the earth,
mediate visually between Christ and the arrangements of
all‘antica clements that rise from the springing points of the
vault. Reminiscent of the fanciful ancient embellishments so
popular in the Renaissance, these grotesques represent both the
pagan forerunners of the Evangelists who prophesicd Christ’s
advent and unredeemed man to whom Christ’s message is ad-
dressed. Some of these decorative elements, including the pea-
cocks, recall incidental features of many an carly Christian and
medieval apse or vault mosaic.” Finally, the angels surround-
ing the bust of Christ indicate Carvajal’s familiarity with the

(]

2 Dwould like to thank Professor Davis-Weyer for calling my attention 1o
an unpublished honors thesis by Natalie Loomis (“The Patronage of the
Empress Galla Placidia,” Tulane U, 1994), which introduced me to the
themes of and sources for the empress’s patronage,

b Compare if, for example, to the Christ Pantocrator in the crossing vault
of the Cappella Palatina, Palermo, from ¢, 1143, reproduced in Bertelli
(191}

Among the many examples is a fourth-century sarcophagus at 5.
Ambrogio, Milan, a detail from the lid of which is reproduced in André
Cirabar, Early Christion Ari: From the Rise of Christianity to the Death
af Theodosius, trans, Stuart Gilbert and James Emmons (New York: Od-
yesey, |H6E) 263,

Mote the portion of the mosaic in the annular vault a1 5, Costanza, Rome
{mid-fourth century), that is reproduced in Grabar (191) and the pea-
cocks near the base of the apse mosaic at 5. Clemente, Rome (¢, 1125),
reproduced in Bertelli (184-85). The peacocks evoke the authority of
carlier eras in the Cappella 3. Elena, as well as the ideas with which they
have traditionally been associated, including Paradise and resurrection.
They also may be intended as specific references to the chapel®s female
patrons, for in Roman times the peacock symbolized an cmpress’s apo-
theosis (Paul A. Underwood, “The Fountain of Lifc in Manuscripts of
the Gospels,” Dumbarfon Chaky Papers 3 [1950; mpt. 1967]: 88n186).

3 This aspect of the role of angels is summarized in the chapter of The
Celesrial Hierarchy in which the author explains what the term angel
signifies: “it is they who first are granted the divine enlightenment and
it is they who pass on to us these revelations which arc so far bevond us.
. o« it was the angels who uplifted our illustrious ancestors toward the
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pseudo-Dionysius’s treatise on the hierarchy of angels. This
filth- or sixth-century treatise explained that angels are the con-
duit of God’s gifis to man, and thus are the agents of the soul’s
perfection and its union with the Divine.* The ordering of im-
ages in the vault echoes the directional movement down and
then up, from Christ to man and from man to Christ, expressed
in the treatise. The Evangelists provide God's message to unre-
deemed man, and unification with God may be achieved through
acceptance of the message. This connection and the pseudo-
Dionysius’s characterization of God's gifts as transcendental
light explain in part the text displayed in the Maestas Domini’s
open book: “EGO/ SVYM / LVX / MVNDI/ A ET " (“ am the
light of the world, the alpha and the omega™). The emphasis on
light trades on the reflectivity of the mosaic’s tiny glass resserae
and marble chips.”

Topping the fanciful constructions that support the Evan-
gelists’ frames are half-length, nude, winged male figures. They
are central to tying this part of Carvajal’s iconographic pro-
gram to comparable designs from the early Christian period.
Figures rising on the diagonal from the springing points of a
vault and meeting at the vault’s apex, where they support with
their upraised arms and hands roundels with representations or
symbaols of Christ, may have been used for the first time in a
now-destroyed chapel in Rome, the Oratory of the Holy Cross
at the Lateran Baptistery.™ It was for this chapel, established in
the 460s, that Pope Hilary appropriated the relic of the Cross
that had resided at 8. Croce since the previous century ™ Al-
though the Oratory of the Holy Cross was razed in 1588, its
appearance is recorded in numerous descriptions, engravings,
and drawings, and Baldassare Peruzzi is known to have visited

divine.. . .." (from Pseudo-Dionysius, the Acropagite, Preudo-Dionysing:
The Complete Warks, truns. Colm Luibheid [New York: Paulist, [987]
157). Renaissance interest in the old work was enhanced by Ambrogio
Traversari’s new transkation from the Greek (Pal. lat. 148), which
prompied his patron, Nicholas ¥, to express his admiration of and ap-
preciation for its simple classical Latin text (Anthony Cirafton, “The
Ancient City Restored: Archacology, Ecclesiastical History, and
Egypiology,” Ronre Reborn: The Vaticar Litwary amnd Rengissonce Cul-
fuere, ed, Grafton | Washington: Library of Congress, 1993] 112-14).

= Although the angels surrounding the Maestox Doming in the Cappella S.
Elena are not differentiated visually, as they are by description in the
peeudo-Dionysius's treatise, their disposition and their positions in the
chains of images established by the mosaic’s scheme argue for the
treatise’s relevance for the chapel program, [ agree with, and am grate-
ful for, Professor Paula Gerson’s observation (in conversation) that the
music-playing angels in front of the Maees Domind will prove (o have
even greater significance for the program. Not only do they announce
the advent of the Lord, but they also evoke the concept of & harmonized
URivErse.

¥ Richard Krautheimer, Rome: Profile af a City, 312-1308 (Princeton:
Princeton UUP, 1980) 50-51 and 130.

* Richurd Krautheimer, Three Christion Capitaly: Topography and Poli-
tics (Berkeley: U of California P, [983) 115 and 119. Thereafier, the
popes carried the relie back to 8. Crove in Gerusalemme on Good Fri-
days for the services they celebrated there, Hilary established the Ora-
tory of the Holy Crass in a converted second or third century AD cruci-
form garden pavilion near the Baptistery (115).
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the site.™ The scheme was often used, thereafter, with clothed
figures, in square funerary and martyrial chapels both in Rome
and Ravenna.” It survives in the vault mosaic of the Cappella
S. Zeno at the church of 8. Prassede in Rome (Figure 3). This
tiny. cruciform chapel was built by Pope Pascal | between 817
and 824 to honor the memory of his mother, Theodora Episcopa,
and to house the relics of martyrs he had collected in Rome’s
ruined cemeteries.” Pascal’s foundations demonstrate his own
interest in the evocation of early Christian themes. His use of
mosaic may have been part of this intention,

The figures of Peter and Paul in the barrel vault over the
Cappella 5. Elena’s altar offer further evidence of Carvajal’s
interest in traditional Christian themes. In association with the
Lamb of God, as they appear in the chapel, and along with
representations of the four rivers of Paradise, the saints fre-
quently were employed in funerary and other contexts in the
early Christian period.” In the Cappella S. Elena, the rivers are
represented by the Evangelists themselves.™ Peter has addi-
tional significance in this space, ideated as Christ’s funcrary
chapel, because Christ was said to have died a second time in
Peter. Furthermeore, it is tempting to see in the composition of
the chapel’s cross vault a reference to the Constantinian ciborium
over the crypt at Old Saint Peter’s.” The link with that church
is strengthened by the disposition of Peter and Paul to the left
and right of the altar in the Cappella S. Elena, recalling their
positioning in the apse mosaic of Old Saint Peter’s—and in the
many carly Christian and medieval Roman decorative programs

B Caecilia Davis-Weyer, Ewrly Medieval drt, 300-1 50 Sowrces and Doci-
ments (Englewood Cliffs, MI: Prentice, 1971) 34, the program of the
Oratory’s vault mesaic is preserved in a drawing by Giuliano da Sangallo
(Vatican Library, Barb, lat, 4424, fol. 33r), who alzo visited the site ¢
1500. The four semi-nude supporting figures may have been retained
from the pagan building, and the roundel with the cross may kave been
Hilary's only addition 1o the decorative scheme (Krautheimer, Rome:
Prafile 51, where the drawing is reproduced [fig. 47]).

M Krautheimer, Ronre: Profife 51. Karl Lehmann (“The Dome of Heaven,”
Art Bufletin 27 [1945]; 1-27) takes the tradition back to centralized pre-
Christian funcrary and martyrial buildings and chambers of the Helle-
nistic period and discusses thematic parallels between Christian &nd
pagan caryatids.

3 Krautheimer, Rome: Profife 123 and 130,
¥ This ensemble of images is found, for example, painted on the walls of
the Crypt of the Saints in the eatacomb of 55, Pictro e Marcellino, Rome
{late fourth century; reproduced in Grabar 213), where Peter and Paul
flank an enthroned Christ.

¥ Reliefs of Christ, Peter, Paul, the four rivers, the symbaols of the Evange-
lists, the Lamb of God, and adoring angels decorale a ninth-century
Roman silver gilt casket found in this century in the main altar of the
Sancta Sanctorum (Biblinteca Apostolica Vaticana, Museo Sacro, Inv,
Mo, 1888: see in The Fatican Callections: The Papacy and Arr [MNew
York: Metropolitan Museum of Art, 1982] 101} A statement made by
John the Deacon in the twelfth-century suggests that the casket is onc
that contained a reliquary of the True Cross (Fatfican Colfections 101).

The Constantinian ciborium is thought to be the shrine represented on
the c. 400 ivory casket from Pola, 1stria { Venice, Museo Archeologica),
which is reproduced in Age of Spiritalite: Late Antigue and Early Clris-
rigm Art, Third to Seventh Century, ed. Kurt Weitzmann (Mew York:
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based on its design.® In all cases, the pairing reinforces the
principles of papal primacy and authority, claims challenged in
the early sixteenth century, but argued for vehemently by
Carvajal, who himself campaigned for the papacy in 1521."

Finally. three seemingly incidental features of the mosaic
demonstrate most convineingly the conjunction of the thematic
concerns of Carvajal and Galla Placidia. They are the pine-
apples and ears of maize that embellish the vaults® lush gar-
lands and the parrot that appears in the barrel vault over the
altar. As decorative elements inspired by the flora and fauna of
the western hemisphere, they refer to Spain’s recently estab-
lished elaims to the New World. They announced the Spanish
monarchs’ intention of effecting the end of Islam and their an-
ticipated dominion over a unified Christian world.™

The mosaic in the Cappella 5. Elena represents the real-
ization of ambitions more modestly expressed in numerous late
quattrocento and early cinguecento decorative schemes in
Rome. In the vault of the Stanza della Segnatura, for example,
where the scenes are comparimentalized in the antique man-
ner, as they are in Carvajal’s vault, mosaic was simulated with
paint. Invariably, the counterfeit mosaic appears in those por-
tions of compositions that connote the eternal realm, providing
backdrops for divine or allegorical figures and identifying the
patron with the splendid donors of the city s imperial and early
Christian past.™ It is thus to be expected that, when true mosa-
ics were made, their high cost and the difficulty of finding skilled
workmen would underscore the spiritual value of the image

Metropalitan Musewm of A, 1979), 595, fig. 83, Professor Davis-Weyer
las recently brought 10 my attention Margherita Guarducei s attempl o
link the canopy represcnted on the Pola casket to 5. Croce (“La capsclla
chumea di Samagher: Un cimelio di arte paleocnstiane nella storia del
tarido Impero,” A e memorie della Secicrd Istviana df Archeologia ¢
Storta Pairti 26, n.s, [1978])

The lost apse mosaic was documented by Giscomo Grimaldi carly in
the seventeenth century in a watercolor that is reproduced in Cerimaldi,
Deserizione della basilica antice di 8. Pietro in Vaticana: Codice
Barberini lating 2733, ed. Reto Niggl (Vatican: Biblioteca Apastolica,
1972) 196-97, Its images include Peter and Paul Manking an enthroned
Christ, the four rivers of Paradise, and the Lamb of God.

3 Minnich 118, The cardinal’s fiscus on Peter was nod simply an expres-
sion of his ambilion, however; throughout his carcer, because of his
commitment to Church reform, he demonstrated devotion to the saint
{Josephine Jungit, “Joachimist Prophecics in Sebastione del Piombo’s
Borgherini Chapel and Raphael’s Transfiguration” Praphetic Rome in
the High Renaissance Perind: Essays, ed. Marjorie Reeves [Oxford:
Clarendon, 1992] 325).

¥ These themes permeate a homily Carvajal delivered before the Emperor
Maximilian in 1508 at the collegiate church of 5t. Rumold, Mechelen
{Minnich 113-16). The conjunction in date of the homily and the execu-
tion of the Cappella S. Elena mosaic suggests the relevance of the
homily's content for the chapel’s program. Color details of the pine-
apples, maize, and parrot are available in Simona Antelling, “Cappella
di Sant"Elena: Restauro del mosaico ¢ degli affreschi della volta,” La
basifica di 8, Croce in Gerpsalenime o Ronta: Chaande antico & futuro,
ed. Anna Maria Affanni { Viterbo: BetaGamme, 1997) 133 and 134.

¥ The Stanza was Pope Tulivs IT's library and a sctting in which ties with
pagan and patristic Rome were otherwise celebrated visually.
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and magnify the patron’s importance.™ This potential for ag-
grandizement reaches its highest level in the Cappella S. Elena,
where the mosaic solidifies the funerary chapel’s connection
with the mosaic-encrusted Holy Sepulchre in Jerusalem and
thus allies the church’s custodian, Carvajal, and the monarchs
he served, Ferdinand and Isabella, with Christendom’s most
distinguished imperial patrons, Constantine the Great and his
mother Helena.*' Perhaps the most important implication in the
use of mosaic in the Cappella 5. Elena, though, has to do with
the place the chapel had in the long-established effort to cast
Rome as a new Jerusalem.

Today, the vault mosaics dominate the Cappella 8. Elena,
presenting a repertoire of images that can be read as indepen-
dent entities or in concert. The design’s significance cannot be
fully understood in 1solation, however; it must be interpreted in
the context of the chapel’s entire early sixteenth-century pro-
gram of decoration. Liftle besides the mosaic survives, but much
of the program’s content may be deduced. In all probability,
the chapel was fully outfitted with materials and images ex-
pressing parity with Christ’s tomb. Like those in many contem-
porary chapels, the patiern of its marble floor may have mir-
rored that of the vault, and its walls most likely were sheathed
in precious, colorful imported marbles. The window over the
altar may have contained an image in stained glass, and below
it there may have been an altarpiece reflecting the chapel’s dedi-
cation and purpose, as did an earlier one with representations
of the Crucifixion and the Deposition featured in a sketch of
the chapel from the circle of Giuliano da Sangallo. OF two

0 Carlo Bertelli, “Renaissance Mosaics,” Mosaics 226-56 (see nole 4, pro-
vides an overview of the incidence of mosaic use m the Renaissance. For
the expense and difficulty of producing mosaics in the late Middle Ages
and Renaissance, see Martin Wackernagel, The World of the Flarentine
Ronuissance Areist: Projects amd Patrons, Warkshap and Avt Mavier,
trans. Alison Luchs (Princeton: Princeton LR, 1980) 27; and, especially,
Cathenine 1. Harding, “Economic Dimensions in Arl: Mosaie Versus
Wall Painting in Trecento Orvieto,” Florence aind ftaly: Renaissance
Studies in Honour of Nicolei Rubinstein, ed. Peter Denley and Caroline
Elam (London: Westfield College, U of London Committee for Medi-
eval Studies, 1988): 30314, and “The Production of Medieval Mosaics:
The Orvieto Evidence,” Dumbarton Oaks Papers 43 (1989); 732102,

U Various accounts of pilgrimages to the Holy Land provided Eurospeans
with knowledge of the Holy Sepulchre’s appearance. The German pil-
grim Theoderich, for example, who visited the site between 1171 and
1173, described “the most precious mosaic work, with which the whole
of this little chapel is adomed.” (See Theoderich, Guide fo the Hely Land,
trans, Aubrey Stewart, ed. Robert G, Musto [New York: [talica, 1986]
9.) Although the Holy Sepulchre was destroved several fimes, it was
always restored and rebuill in a manner thought to imitate the
Constantinian original (see E. Baldwin Smith, The Dome: A Study in the
Histary of ldeas [Princeton: Princeton UP, 1971] 16-17).

The sketch (Florence, LTz, Gabinetio dei Disegni ¢ delle Stampe, Al
18007 is reproduced in Christoph Luitpold Frommel, “Progetio e
archeologia in due disegni di Antonio da Sangallo il Giovane per Santa
Croce in Gerusalemme,” Roema: Centro ideale della cufera dell ‘Antica
net secoli XV e XV, da Martine Voal Saceo of Romer, 1417-1527, ed.
Silvia Dancsi Squarzina (Milan: Electa, 1989) 382. Varagnoli dates it ta
1506 or 1507 (50n89), and Frommel {#omma: Centro 382) suggests the
Crucifixion and Deposition frescoes it documents may date to the 1200s.
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features we can speak more certainly: in the chapel’s lunettes
were female figures whose significance is preserved in the al-
legories of the Virtues frescoed on those surfaces by Niccola
Circignani ¢. 1590;* and the existence of two lateral altars is
indicated by the three scenes Rubens painted for the chapel in
1601 and 1602.%

In two unexpected sources may be found the means of re-
constructing even more precisely the chapel’s early sixteenth-
century fittings—late quattrocento monumental wall tombs and
the Chigi Chapel at 5. Maria del Popolo, Visually stratified,
wall tombs, such as Pius 111's, divide their messages vertically,
making reference near the bottom to the earthly deeds of the
deceased; at a higher level to his virtues and his earthly fame;
and at the highest level to his hopes for reunification with God
in the afterlife.* The various tiers of the Cappella S. Elena—
the floor, the marble-encrusted walls, the frescoed surfaces, the
window, and the mosaic vault—may have functioned in the same
manner, expanding on the pseudo-Dionysius’s theme. Consid-
eration of the way materials and images were used to express
ideas in the Chigi Chapel may also shed light on the lost por-
tions of the Cappella 5. Elena’s program. The cupola of the
former includes the only other mosaic executed in Renaissance
Rome. Along with its stucco matrix, the Chigi mosaic defines
for this double tomb chapel the uppermost, celestial zone of a
visually and notionally unified space—a space traversed, ac-
cording to Shearman, by communication between the Virgin of
the Assumption, once pictured in the altarpiece, and the image
of God in the cupola.®

#* Circignani is the artist to whom the Virtues normally arc atiributed, bui
Antellini, who reproduces a detail from the figure of Wisdom (135),
notes (1 30) that their style has affinitics with that of figures in Cristofanc
Roncalli’s scenes from the history of Saint Domitilla in the nave of the
church of 8. Nereo ed Achilleo (commissionsd 1 597).

'|'|'|C-:|-' are The T'ﬁuﬂ.rp.fr l{f'.ﬁu'm Helen, The Crowniag with Thoras, amd
T Erection of the Cross, panels now in the Chapelle de I"Hipital, Grasse.
The first served the chapel*s main altar. Justus Miiller Hofstede (“Rubens
in Rom, 1601-1602: Die Altargemilde fiir Sta. Croce in Gerusalemme,”
Jalirbuch der Berlines Museen 12 [1970]: 109), discusses the paintings
and reproduces the first two (66 and 79), as well as a copy on canvas
after the third (84). Becanse of the chapel’s humidity, ¢. 1724 the paint-
ings were moved to the monastic library a1 8. Croce and thereafier sold
{Ortolani 68).

3 The tomb of Pius 111 (d. 1503) is reproduced in Daniela Gallavoati
Cavallero, Fabrizio I°Amico, and Claudio Strinati, £ ' arte in Roma nel
secofo XVI: La pittera ¢ fe seulfera, Storia di Roma, vol. 29 (Bologna:
Cappelli, 1992), vol. 2, pl. CCXIIL

lohn Shearman, “The Chigi Chapel in 5. Maria del Popolo,” Jourral of
the Warburg and Conrtauld Instimses 24 (1961): 142-52. The altarpiece
that has served the chapel since the 1530s is Schastiano del Piombo’s
Narivity af the Viegin, commissioned in 1330 for a program set in most
other respects by 1513 (147 and 130). Shearman secs no connection be-
tween the Mativity theme and the rest of the chapel’s iconography and,
basing his reconstruction on drawings, proposes a first plan calling fora
compasition with a Virgin who seems to be moving upwardly and out
from the picture plane and whaose glance and gesture are directed toward
the equally communicative figure of God, The authors article { 129-60)
provides o comprehensive discussion of the chapel’s iconography.
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Raphacl’s concept of a religious theater enveloping its visi-
tors and celebrants was anticipated in the Cappella 5. Elena,
where the hypnotic stare and speaking gesture of the Maestas
Domini transfix the viewer; the rapt gazes of Saint John the
Evangelist and Saint Helena (Figure 4} indicate their aware-
ness of the presence of Christ as well.™ and the different de-
grees of foreshortening evident in the Evangelists and the niche
figures suggests that they exist in the same three-dimensional
space as the worshipper. With the addition of the all-encom-
passing decoration of the floor, walls, and altars, Carvajal’s
chapel is revealed to be a visuval parallel to the Chigi chapel.

The Cappella 5. Elena mosaic commission, which re-es-
tablished the chapel as a worthy proxy for Christ’s tomb, pro-

Antellini reproduces a detail with the head of John (128).

CYNTHIA A, PAYNE

vided Carvajal with a forum for the ideas that had given shape
to his career. By means of its dependence on early visual and
textual sources, his program evoked the material magnificence
and moral authority that characterized the carly Christian pe-
riod. Through its references to the Church’s most splendid im-
perial patrons and to current events, his program exalted his
own sponsors, the king and queen of Spain, while also calling
attention to his homeland’s growing importance in secular and
ecclesiastical affairs. As the erowning feature of the Cappella
S. Elena, the mosaic visually and symbolically unites the past
with the present, as it exalts the true glory of Christ, his Church,
and his servants,

The University of Georgia

Figure 1. Atribmed to  Baldassare
Peruzz, vault mosaic, Cappella 5. Elena,
@ 5. Croce in Gerusalemme, Rome,
completed by 1508, Alinar / An

Resource, NY.
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Figure 2. Attributed to Baldassare Peruzzi, Maestas Domini, detail of vault mosaic, Cappella S. Elena, S. Croce in Gerusalemme, Rome, completed by 1508.
Alinari / Art Resource, NY.
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Figure 3. Vault mosaic, Cappella S. Zeno, S. Prassede, Rome, between 817 and 824. Alinari / Art Resource, NY .
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Figure4. Attributed to Bal dassare Peruzzi, Saint Helenaand Cardinal Bernaldin Lopez de Carvajal, detail of vault mosaic, CappellaS. Elena,
S. Croce in Gerusalemme, Rome, completed by 1508. Courtesy of Shelley E. Zuraw.
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Domenico Guidi’s Papal Portraits: A Point of Departure

for Baroque Eclecticism
James F. Peck

Fornearly three hundred years, the oetvee of the Barogue sculp-
tor Domenico Guidi (1624-1701) has, to a large extent, been
ignored in the critical history of art. During the last twenty vears,
some scholars have begun to reverse this trend. in part re-es-
tablishing Guidi as onc of the five most imporntant Baroque
sculptors of seventeenth century Rome. During the last decade
of the seventeenth-century, the eclectic Guidi rendered the like-
nesses of several popes in a series of portrait busts. The firm
reattribution of these busts, formerly thought to be by Gian
Lorenzo Bernini (1598-1680) or his school, to Guidi has done
much to clarify the nature of Guidi's portraiture, as well as aided
in the continuing crystallization of Bernini's extensive oeuvre,
The similarities, and the very real differences, between Bemini's
and Guidi's portraiture that these attributions have emphasized
result from numerous biographical and philosophical differences
between the two sculptors,

Guidi's eclectic style of portraiture, as evident in his series
of papal busts, will be explored through an examination of the
formal characteristics of the papal portrait series. Guidi's style
will be more clearly illuminated by contrasting these papal por-
traits with key portraits by Alessandro Algardi (1598-1654),
and Gian Lorenzo Bernini. Next, an examination of Domenico
Guidi’s training, production method, associations. and the
changing Roman art world he worked in will explain why he
was disposed to a different interpretation of the high Baroque
style in his portraiture. The genesis of his sculpting style will
be traced from his early training in his uncle Guilano Finelli's
Neapolitan battega, to his mature assistantship in the Roman
bottega of the classicizing sculptor Alessandro Algardi, from
whom Guidi inherited his method of production. Guidi’s asso-
ciations with the eminent French painter Nicolas Poussin (1594
-1665), along with his involvement with the Academy of St.
Luke in Rome, and his subsequent attachment to the French
Royal Academy in Rome and later the Sun King Louis XIV

[ wish to thank Dr, Beverly Heisner for her many suggestions and com-
ments, and Dr. Jennifer Montagu for her imely assistance and encour-
agement,

! David L. Bershad, *A Series of Papal Busts by Domenico Guidi,” Tive
Burlington Magazive, 112 (December 1970): 805-8080 and Bershad, “Two
Additional Papal Busts by Domenico Guidi,” The Serfington Magazine,

will be discussed in an effort to contextualize Guidi and offer
ideas as to why his interpretation of Baroque portraiture stands
apart from the interpretations of his contemporaries.

Upon the death of his master, the classicizing sculptor
Alessandro Algardi. in 1634 and later the death of the great
Bemini in 1680, the eclectic Domenico Guidi became the lead-
ing Roman Baroque sculptor of the last quarter of the seven-
teenth century. During this time, Guidi sculpted the likencsses
of the Popes Innocent X (1644-1655), Alexander VII (1655-
1667), Innocent XI(1676-1689), Alexander VI ( 1689-1691),
and Innocent X171 (1691-1700)." These Papal busts, long thought
1o be by the school of Bernini, offer a point from which a dis-
cussion of Guidi’s sculptural stvle and professional success in
late seventeenth century Rome can begin.

Guidi’s series of papal portraits, like all sculpted poriraits
of the seventeenth century, owe a great debt to the ground break-
ing portraiture of il maestro Bemini. During the nearly seventy
years of his carcer. Bernini’s spirited likenesses, which incorpo-
rated intense naturalism, psychological insight, active drapery,
and a sense of instantancous familiarity revolutionized sculpled
poriraits in Barogue Rome. In a mature High Barogue portrait
such as Cardinal Scipione Borghese of 1632 (Figure 1) all of
Bemini's techniques are brought to bear. The cardinal is caught
in 2 transitory moment, with his head tumed and his cves flash-
ing. The ephemerality of ithe pose imbucs the bust with a fierce
vivacity; the viewer is invited to participate in whatever witti-
cism is about to escape the cardinal’s parted lips. Bemini ren-
ders facial details with great namralism, while keeping the parts
of the composition subordinate to the total concept of the great
man, The simple drapery has been rendered in a very expres-
sive, dynamic way, enabling light to dance across the bust, acti-
vating the sculpture and setting it in continuous movement.” It is
not surprising that it was this naturalistic, highly energetic, and
engaging portrait type that, as Rudolph Wittkower commented,

115 (November 1973): T36-73%. Bershad provides archival documents

to substantiate his belict'that these portraits are by the hand of Guidi and
not Bernini and stsdio,

Rudolph Wittkower, Arf and Architecture in faly 1600-1750 (New Ha-
ven: Yale UP, 1982) 146,
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“Baroque sculptors endeavored to imitate and emulate™
throughout the remainder of the century.

The extent to which Guidi’s papal portraits imitate and
emulate Bernini’s formula dictates a relative amount of suc-
cess o them because Bernini's prototypical portrait was in wide
currency by the middle of the century. At the same time, this
imitation would have naturally imposed limitations upon his
portraits as well. The Victoria and Albert bronze Alexander
the Vifl of 1691 is of the finest quality, and will serve as an
example of Guidi’s style evident throughout the series of busis
(Figure 2). The pope’s head is turned slightly to his right, smil-
ing imperiously, looking pleasant and yet aware of his superior
status relative to the viewer.* The turn of the head and the smil-
ing expression succeed to a limited degree in animating the
pontiff, however the immediacy of the bust, central to Bernini’s
portraiture, is gone. Fifty years of emulation and imitation had
an obvious dulling effect on Baroque portraiture. The elabo-
rate, polymorphic folds of the Pope’s alb seem to be little more
than convention now as they bend and crease in a way that does
not emphatically assert the presence of a solid body underneath.

Though the turmed head and the aetive folds of drapery
were obviously originally taken from Bernini’s High Baroque
portrait prototype, the attention to details in the drapery and
verism in the facial features speaks of Guidi’s mature master,
Alessandro Algardi. A lerra cotta bust of fnnocent X by Algardi
from around 1647 shows that the motif of the agitated alb and
the decorative stole, which Guidi utilized throughout the series
of papal portraits with little alteration, actually began in
Algardi's studio (Figure 3). Guidi, who was a master bronze
caster, interprets his bronze fnnocent X (Figure 4), in much the
same way Algardi did the terra cotta. Guidi incorporates the
Berninian conventions of an active sitter with Algardi’s verism,
crisp lines, attention to detail in the stole and the stylized na-
ture of the drapery folds to create his own unique, eclectic im-
age.

In his Alexander VIII, Guidi has rendered a competent
portrait of the Pope in the accepted High Barogue style, pat-
terned afier Bernini's prototype and using many of Algardi’s
formal devices. This bust has come a long way from Bernini’s
Scipione Borghese, though it represents neither a synthesis of
Algardi and Bernini, nor does it slavishly copy either master’s
style. The bust is a bit more restrained than Bernini's portraits,
This aspect of Guidi’s work 1s usually attributed to the influ-
ence of Algardi, whose introduction of classicizing tendencies
into Barogue sculpture often had a calming effect on the more
theatrical aspects of Bernini's style. While Guidi’s eclectic style
as revealed in these portraits may very well be described as a

* Rudolf Wittkower, Caaln Lorenzo Bernin

Barogue (Mew York: Comell LIP, 1955) 13.

The Scwlptor of the Ronman

For Guidi’s skill as a bronze caster, see lennifer Montagu, Roman Ba-
reugure Seutfppnre— e fndusiey of Art (New Haven: Yale UP, 1989) 62-
63,

Rudolf Wittkower, "Domenico Guidi and French Classicism,™ Jonrmal
aof the Warburg Tnstitite, 2 (1938): 188-190,
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tempered reading of Bernini, or a less classicizing reading of
Algardi, a number of factors in Domenico Guidi’s biography,
as well as the state of Baroque sculpture in Rome in the last
quarter of the seventeenth-century, must be explored before a
full understanding can be reached.

Domenico Guidi began his training as a sculpior at age
tourteen, spending most of his adolescence in his uncle Guiliano
Finelli's botegaa. Finelli, it should be noted, spent several vears
in Rome in the studio of the younger Bernini in the 16205 and
30s. In 1647, at the age of 22, Guidi fled his uncle’s Neapolitan
studio to seek his fortune in the Eternal City, where Bernini
was still Rome’s brilliant shining star. Interestingly, Guidi joined
the studio of Alessandro Algardi, who along with Francesco du
Quesnoy controlled one of only two studios able to coincide
with that of the great Gian Lorenzo. His choice of studios would
greatly influence his future. From 1647 until the master’s death
in 1654, Guidi enjoyed the status of “favorite student™ in
Algardi’s studio. Because of his favored position within the
studio, Guidi inherited the lion's share of Algardi’s tools, mod-
els, and unfinished works at his death.* This allowed him to
quickly set up his own studio and establish a wealthy clientele
which included businessmen, Cardinals, several Popes, and
eventually the Sun King Louis XIV. Though the death of Bernini
in 1680 left an unfillable void in the Roman art world, Guidi’s
fame and fortune, already rising, did increase due to the master’s
passing. In the last two decades of the seventeenth century, Guidi
was the most successful sculptor in Rome,

His popularity with patrons, however, did not gain Guidi
the respect of his fellow sculptors. Though he moved in learned
circles, Guidi was not theoretically minded with regard to his
profession. He viewed the many commissions he gained from
his association with Algardi as an opportunity to support his
extravagant social life, which included collecting rare books,
purchasing objers d ‘art, and providing himself with expensive
clothing and fine foods.” This led him to employ numerous lesser
craftsmen or professional assistants, which in turn allowed him
to complete commissions very quickly.® This aspect of his work-
ing method comes directly from his training with Algardi. It is
worth returning here to Algardi to shed some light on Guidi’s
methods.

By the time Algardi entered the Bolognese Academia degli
Incaminati circa 1609, Annibale and Agostino Carracei had
both died, leaving Lodovico as the master of the Academia.
Lodovico's emphasis on line and rhythm, gracefulness. and lyri-
cal beauty were to have a greater influence on Algardi than
Agosting’s strict academic training.® This left Algardi an effi-
cient studio artist vet poorly trained in theoretical academic

b Jenmifer Montagu, Alessandro Algardi, (New Haven: Yale UP, 1985)
vol. 1, Appendix 1.

Fredenick den Broeder, “A Drawing by Domenico Guidi for a monu-
ment to [nnocent XL The Surfington Magazine, 117 (February 1975)
110-113.

& den Broeder 110,
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matters. This would be a factor in a set of very real contrasts
between Algardi and Bernini. Because Bernini held almost
every major commission in Rome, he could employ master
carvers such as Mochi, Bolgi, and du Quesnoy to carry out
aspects of his designs, whereas Algardi had 1o employ lesser
talents. While Bernini was reluctant to take on new commis-
sions, Algardi had to accept almost any commission, and while
Bernini worked very slowly and charged relatively high prices,
Algardi worked very rapidly and often charged a fraction of
Bemnini’s commissions. '

Domenico Guidi was one of these lesser talents at Algardi’s
disposal. When Guidi created his own studio, he made Algardi’s
production methods his own, though he himself was once re-
moved from the master’s talent level. By employing numerous
giovanni, literally boys or young assistants, and scarpellini,
who were little more than common stone masons, Guidi conld
execute his works quickly and inexpensively. Additionally, few
seulptors of merit would have been available to him, since nearly
every master sculptor in seventeenth-century Rome was in the
employment of Bemini. Guidi directed his workers to com-
plete a commission as quickly as possible according to a pre-
determined set of criteria. Because of this, very little stylistic
change is evident in Guidi’s extensive cemvre. ' An illustra-
tion of the difTerence in quality of execution between Algardi
and Guidi is provided by a comparison of the terra cotta and
marble busts of Cardinal Paolo Emilio Zacchia.

The finished terma cotta sketch, along with the roughed-out
marble bust were taken by Domenico Guidi after the death of
Algardi. The marble bust was completed by him for the patron
a short time later.”” Comparisons between the terra cotta model
and the completed marble bust provide a visual example not
only of the stylistic differcnces between Algardi and his stu-
dent Guidi, but also of the effects of Guidi’s working method.
Algardi’s terra cotta model (Figure 5) is an expressive combi-
nation of calm and agitation, While the subdued activity of turn-
ing pages in a scholarly tome has a calming efTect on the eru-
dite Cardinal, the alb is realized in bold stokes and the exces-
sive movements of the small folds of the alb reveal an inherent
agitation which brings the bust to life.”” The Cardinal’s fea-
tures are rendered with a high degree of verism and liveliness,
which is no small task, as the sitter had been dead for some
fifty years. This is a real person engaged in a real activity, and
this rendering must have convinced the patron’s family of

* Montagu, Algardi, volume 1, 2-3,

9 Montagu, Algerdi, volume 1, 160, Montagu has pointed out that some of
Bemini's working methods arose from his abilities as a salesman rather
than any inhorent academic qualities.

" David L. Bershad, “Domenico Guidi,” The Dictiomary of Art, volume
23, 814,

B Montagu, Algardi, vol. 1, 170, Montagu bases her assumption on the
Fact that Cividi, who was entitled by Algardi®s will 1o take what he wanted
from the studio, was subsequently commissioned to complete several
portrait busts for the commissioning Rondanini family.

47

Algardi’s merit as a portraitist.

Unfortunately, Guidi's finished version does not live up
to his master's skeich. Where the master succeeds, the student
fails. Guidi’s resulting marble bust (Figure 6) is a clumsy, spir-
itless interpretation as lifeless as the Carrara marble from which
it was carved. As Jennifer Montagu relates, the bust exhibits “a
tightness. . .as if the sculptor grudged every centimetre of marble
employed.™ This was, in fact, probably the case, because his
emphasis on economy did not allow for a high degree of per-
fection. Lesser assistants likely completed much of the poorly
realized drapery while Guidi probably carved the plain, unin-
spired facial features that were so lively in Algardi’s model.
Guidi’s rendering has lost some of the dignity of the sitter by
emphasizing the hands and the book rather than the facial fea-
tures. Additionally, the Cardinal’s gaze seems rather vacant com-
pared to the penetrating, thoughtful look Algardi’s ierra cotta
bust exhibits. This helps to emphasize, in part, the disparity in
quality between Guidi's sculptures and those of Algardi and
Bernini, but one must wonder what conditions existed in Rome
in the last quanter of the seventeenth century that enabled Guidi
to prosper so greatly.

The answer begins with Algardi’s involvement with the
Roman Classicist circle, and ends with Guidi's involvement
with the French Academy in Rome. It is ironic that Guidi, whose
hatred of the professori, or academic teachers, is well docu-
mented,' reached the height of his career through his connec-
tion with the French Academy in Rome."” Guidi's involvement
with the Academy is inextricably connected with his teacher
Algardi. Owing in part to his Bolognese roots, Algardi was
included in the Bolognese Classicist circle of artists that had
formed in Rome during the second decade of the century. Their
goal was 10 promote a calm, austere style of art that owed an
equal debt to the Classical past, the great Renaissance masters.
and the Carracei. During the first half of the seventeenth cen-
tury, Andrea Sacchi, Domenichino, Guido Reni, and Algardi
were some of the artists who formed this cirele of mostly
Bolognese artists in Rome who believed that simplicity. clar-
ity, and naturalism should be the hallmarks of great art. Though
Bernini was greatly influenced by a return to naturalism, the
theatricality of his work was at odds with the aims of this group.

The eminent French painter Nicolas Poussin, who spent
most of his life in Rome, soon became one of the leaders of the
Roman Classicisis. His leadership against Bernini's High Ba-
1 Montagu, Algerdi, vol. 1, 170-171,

4 Montagu, Algardi, vol. 1, 168,
¥ David L. Bershad, “Domenico Guidi and Nicolas Poussin,™ The

Burlington Afagazine, 113 (September 1971): 544-545. Bershad notes

that no less a mind than Carlo Cartiens, the 17th century archivist of the

Castel Sant"Angelo and librarian to Cardinal Paluzzo Alteiri, thougin

enough of Guidi that he wished to write n Life of the Arnist,

16 L. Pascoli, Fite de " Pittord, Scultore, ot Architeci Moderni, 1730, 1, 252,
cited in R, Wittkower, “Domcnico Guidi and French Classicism,” 158,

17 Wittkower, “Domenico Guidi and French Classicism™ 159,
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roque style eventually gave the classicist circle a modicum of
influencein the Roman art world. Poussin’sinfluence was pre-
dictably greater on painters such as Sacchi than on sculptors,
however one scul ptor who seemsto havetaken Poussin to heart
was Algardi. His sculptures, imbued with Classical restraint
and austerity, must have been admired by the Frenchman.’® The
French aristocracy was much taken by theideaof Imperial Rome
as a metaphor for their own enlightened and absolutist rule,
and as such saw Rome and her artists as a connection to this
glorious past. Consequently, Roman scul ptors were tempted to
take lucrative offers from French patrons, and Algardi was
courted by Louis X111 in 1639.%°

The flattering offers from the French monarchy were de-
clined, although Algardi remained predisposed toward French
ideas of Classicism. It wasin Algardi’s studio that Guidi prob-
ably met Nicolas Poussin. Only two yearsafter Algardi’sdeath,
Guidi was working on three herm statues, after Poussin’s wax
models, for the gardens of Versailles?® (Figure 7). It may be
assumed that it was Guidi’s association with Poussin that put
him in contact with the French Academy in Rome. In fact, his
friendship with Poussin may haveled himtoincreased involve-
ment with the Academy of St. Luke, the official guild of Ro-
man artists. The high point of Guidi’sinvolvement inthe Acad-
emy of St. Lukewasfrom 1670 to 1675, when he served asthe
Principe of the organization. It wasin this position that Guidi
came to interact on equal terms with Charles Le Brun, Louis
X1V’s Minister of Cultural Affairs.? In a significant political
move, Guidi suggested in 1675 that Le Brun become the next
Principe of the Academy of St. Luke.? LeBrun could not leave
Paris, so CharlesErrand, the Director of the French Royal Acad-
emy in Rome, took the post in his place. Because of thisturn of
events, Guidi secured for himself an appointment as one of four
Rectors of the French Royal Academy in Rome. This appoint-
ment to the French Royal Academy would have, according to
Rudol ph Wittkower, “greatly strengthened the power of French
academism which had been growing in Rome since the founda-
tion of the French Academy therein 1666.”2*

The French commitment to Roman artistswas, at least in
theory, very strong. In 1680, Colbert, Louis X1V's Minister of
Public Works, wrote to Charles Errand, the Director of the
French Academy in Rome, that “it would be particularly desir-
able that you invite Cavalier Bernini to come and see the stu-
dentsat work, and also Carlo Marati [sic] and Domenico Guidy
[sic], to whom the king has done the honour of appointing them

18 Montagu, Algardi, vol. 1, 145. Though Montagu stresses that Algardi
is “not classical, but lyrical,” she does admit that “Algardi observes
certain classic principles.”

19 Montagu, Algardi 78.

20 Bershad, “Guidi and Poussin” 547. Bershad points out, “It is. . .not
surprising that after the death of Algardi, Poussin should turn to the
favorite student of that sculptor to execute the three herms.”

21 Wittkower, “Domenico Guidi and French Classicism” 189.

22 \Wittkower, “Domenico Guidi and French Classicism” 189.

his Painters and Sculptors.” % That Colbert sought the opinion
of Bernini, who fifteen years earlier had made a brief trip to
France, as well as the opinion of Guidi, shows that the French
hoped to gain expertise through their connection with the elite
artists of Rome. The association with Guidi, in particular, was
probably an attempt to find, as Wittkower says, a“refined aca-
demic interpretation of antiquity.”?® For Guidi, the desireto be
connected with them was surely based on a desire for status
and profit. He eventually gained large commissionsfrom Louis
X1V. One such example of alarge-scal e sculptural commission
carried out by Guidi for the French monarchy is Allegory of the
History of France Holding a Portrait of Louis the XIV from
1680-1686 (Figure 8).

The pre-eminent Guidi scholar David Bershad points out
that “though Guidi’sstyledoes not reflect a“ classical approach,’
certainly hiswork, thought and friendsindicate adecided pref-
erence for the academic.”# It is important to note that though
he was connected with the Academy of St. Luke and the French
Academy in Rome, Guidi was by definition the antithesis of an
academic sculptor. The French Academy believed that an em-
phasis on artistic theory, mythology, religious study, drawing,
and, above al, the emulation of the Classical past and the Re-
nai ssance masters could instruct astudent in the making of fine
art. Theirony of the French patron seeking Roman scul ptorsto
interpret their concepts of antiquity wasthat in Rome, accord-
ing to Wittkower, “the foundation (for scul ptors) was an accu-
mulation of practical rules and persona observations, often
handed down verbally.” %

Perhaps the fact that Guidi’s ‘work, thought and friends’
seemed to indi cate agrowing academism saysmore about Rome
in the waning years of the seventeenth century than about the
sculptor himself. By the last quarter of the century, the fiery,
raw bravuratalent and imagination that Bernini had introduced
to Rome during the early days of Urban VI11’s pontificate was
gone. Increasingly, Louis X1V and hisministerslooked to their
own artistic apparatus to provide them with a proper interpre-
tation of the Classical past, rather than entrusting this most
important task to foreigners. Ultimately, when Rome lost the
creative genius of Bernini, she could no longer compete for the
title of art center of the world. Guidi provides a crucial link
between the end of Rome as an artistic mecca and the dawn of
French artistic dominance.

The University of South Carolina

28 Wittkower, “Domenico Guidi and French Classicism” 189.

24 Wittkower, “Domenico Guidi and French Classicism” 189.

25 Montagu, Roman Baroque Sculpture 11. Guidi and Marrati were never
given a pension as Bernini was, and thus the distinction of being ap-
pointed Painters and Sculptors to the king was completely honorary.

26 Wittkower, “Domenico Guidi and French Classicism” 190.

27 Bershad, “Guidi and Poussin” 547.

28 Wittkower, “Domenico Guidi and French Classicism” 188.



DOMENICO GUIDI’ S PAPAL PORTRAITS. A POINT OF DEPARTURE FOR BAROQUE ECLECTICISM

Figure 1. Gian Lorenzo Bernini, Bust of Cardinal Scipione Figure 2. Domenico Guidi, Bust of Pope Alexander VIII, bronze,
Borghese, marble, 1632, Rome, Galleria Borghese. Photo 1691, Victoriaand Albert Museum. Photo Courtesy of the Victoriaand Albert
Courtesy of Casa Editrice Bonechi Srl. Museum.

Figure 3. Alessandro Algardi, Bust of Innocent X, terracotta, c. 1650, Rome,  Figure 4. Domenico Guidi, Bust of Innocent X, bronze, c. 1654-70, Victoriaand
Palazzo Odescalchi. Albert Museum. Photo Courtesy of the Victoria and Albert Museum.

49



ATHANOR XVII JAMES F. PECK

Figure 5. Alessandro Algardi, Bust of Cardinal Paolo
Emilio Zacchia, terracotta, c. 1650, Victoriaand Albert
Museum. Photo Courtesy of the Victoria and Albert
Museum.

Figure 6. Attributed to Domenico Guidi, Bust of Cardinal Paolo Emilio
Zacchia, marble, c. 1654, Museo Nazional e de Bargello. Photo Courtesy of
Scala/Art Resource.
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Figure 7. Domenico Guidi, Pallas, Faunus, and Pan, marble, between 1656 and 1661,
Quincornces du Midi, Versailles.
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Figure 8. Nicolas Dorigny, engraving after Domenico Guidi, The Fame of Louis XIV, from P A foral b ol bt - w)
C.F. Menestrier, Histoire du régne de Louisle Grand par lesmédailles, Paris, 1693. Photo : T
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by permission of Houghton Library, Harvard University. |
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Portraits of Madwomen: Another Look at Dr. Hugh Welch

Diamond’s Photographs of the Insane Female in Victorian England
Shari Addonizio

The history of the madwoman conjures up from the past asuc-
cession of images suggesting anirresistible mixture of science,
sexuality, and sensationalism. Some of these dramatic images
include the wandering womb of classical Greece, the witch of
Renaissance Europe, and the salon lady of eighteenth-century
Paris swooning with the vapors. The madwoman was portrayed
in scientific texts by means of the various traditional graphic
media. We should not be surprised, then, to find photography
joining other methods for depicting the female lunatic in the
middle of the nineteenth century.

This paper examines photographs and photo-based litho-
graphs of the madwoman produced by British psychiatrist Dr.
Hugh Welch Diamond, superintendent of the Surrey County
Lunatic Asylum in the 1850s. Between 1848 and 1858 Dia-
mond systematically photographed the female lunatics under
his supervision. According to Diamond, these pictures of the
insane benefited patient, doctor, and the asylum in three ways.
First, photographic portraits could be used diagnostically, to
record the external phenomenaof each form of insanity asthey
were manifested by the diseased brain on the facial features.
Second, they could be used as a treatment to counteract this
diseased brain, for, when shown to the patient, the portraits
allegedly produced areaction of pleasure and interest facilitat-
ing recovery and often leading to a cure. Finally, portraits of
the insane were valuable to administrators of the asylum for
identification purposesin cases of readmission.?

A discussion of photographic medical illustration during
this period brings up issues of realism and the very nature of
representation. How reality is represented has been a concern
for art historiansfor many years, although it hastaken on height-
ened significanceinthelast decadesin thewritings of feminist
and cultural studiestheorists. Moreover, an important concern
for feminism has been the representation of women in visual
culture as it functioned under patriarchy; similarly, this paper
will demonstrate how the juncture of art, science, and repre-

| wish to thank Dr. Karen A. Bearor for her guidance, encouragement,
and commitment to excellence during the development and completion
of thisarticle. | would also like to thank Dr. Lauren Weingarden and Dr.
Jehanne Teilhet-Fisk for their helpful suggestions and criticism.

1 Mark S. Micale, Approaching Hysteria: Disease and Its Interpretations
(Princeton, New Jersey: Princeton UP, 1995) 3.

2 Hugh W. Diamond, “On the Application of Photography to the Physiog-
nomic and Mental Phenomena of Insanity,” read before the Royal Pho-
tographic Society, May 22, 1856. Reprinted in Sander L. Gilman, ed.,

sentation of women playsitself out in nineteenth-century psy-
chiatric practice.

Diamond’s pioneering photographs were assembled and
published by psychiatric historian Sander Gilman, who sees
insanity as a culturally specific entity. Gilman’s writings have
focused to alarge extent on racial and sexual stereotypical rep-
resentation. In his 1976 book on Diamond'’ s photographs, titled
The Face of Madness, he discusses the doctor’s medical prac-
tice and theories.® While Gilman identifies Diamond’s convic-
tion that photographs represented scientific truth, he does not
specifically deal with the role of photography in the hierarchy
of gender or inthe larger culture. More broadly, feminist writ-
ers have worked specifically with issues surrounding the fe-
male mental patient, including literary depictions of the hys-
teric. Notable is Elaine Showalter, whose 1985 book The Fe-
male Malady is often cited in studies of the gender-specific
roles of doctors and their patients in both the nineteenth and
twentieth centuries.* A vast amount of work has a so been done
on the photographic practices of the famous Jean-Martin Char-
cot, the nineteenth-century psychiatrist at Salpétriere, whose
photographs of female hysterics had a dramatic impact on the
Surrealists, particularly Andre Breton and Max Ernst.®

Since both Gilman’sand Showalter’sbooks offer valuable
insightsinto the psychiatric portrait, | rely heavily on both au-
thors in this investigation. However, Allan Sekula's work in
“TheBody asArchive,” which exploresthe body asitisarticu-
lated in the photograph, providesfurther insight into the method
by which Diamond, as a pioneer photographer in the middle of
the century, presented the portrait photograph asempirical evi-
dence of insanity. According to Sekula, every portrait produced
during this period took its place within the social and moral
hierarchy of the culture. He argued that the photographic por-
trait had adual function that both celebrated the status and in-
dividuality of the sitters and recorded them as members of a
class vulnerable to measures of social control. The first aspect

The Face of Madness: Hugh W. Diamond and the Origin of Psychiatric
Photography (New York: Brunner/Mazel Publishers, 1976) 20-23.

3 Gilman, The Face of Madness 3-13.

4 Elaine Showalter, The Female Malady: WWomen, Madness, and English
Culture, 1830-1980 (New York: Pantheon, 1985).

5 For arecent publication on this topic, see Sander L. Gilman, “The Im-
age of the Hysteric,” in Hysteria Beyond Freud (Berkeley: U of Califor-
nia P, 1993).
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of thisduality hetermed “honorific,” the second “ repressive.”®
The British public mental hospital, where the doctors were
drawn from the middle and upper classes and most of the in-
mates came from the lower and working classes, is an apt ex-
ample of amoral and hierarchical structure within the larger
culture. Adding gender to Sekula’'s model, | have applied his
theory to theresidents of the Surrey County Lunatic Asylumto
examine how photographs functioned in psychiatric texts and
practices. Sekula's approach allows the Surrey Asylum por-
traits and Diamond’s three-fold theory of the photographs’ ef-
fectivenessto be understood in relation to each other. Hishon-
orific function is most evident in the female patients' positive
response to their portraits which indicate a recognition of es-
tablished representations of both madness and normality. His
repressive function is played out as the psychiatric portraits
reaffirmed the traditional hierarchiesimposed by classand gen-
der, both of which informed the authority of the doctor and the
legitimacy of the asylum system.

Inthisheyday of phrenology and physiognomy, which pre-
sumed the exteriorization of mental and behavioral processes,
Diamond, like his contemporaries, believed photography to be
the ultimate means by which to record an “ objective,” and there-
fore scientific “reality.” A founding member and early officer
of the Royal Photographic Society, in 1856 Diamond presented
hisfindingsin apaper titled “On the Application of Photogra-
phy to the Physiognomic and Mental Phenomena of Insanity,”
concluding:

Photography gives permanence to these re-
markable cases, which are types of classes,
and makesthem observable not only now but
for ever, and it presents also a perfect and
faithful record, free altogether from the pain-
ful caricaturing which so disfigures almost
all the published portraits of the Insane asto
render them nearly valueless either for pur-
poses of art or of science.”

However, by working within the existing visual code,
Diamond’s portraits weld science and art together in a com-
mon pursuit. His subjects exhibit a passivity or a habitual fa-
cial expression supposedly enabling the medical expert to de-
tect the dominance of asingle passion (Figure 1). But in their
frontal or three-quarter poses, often sitting or standing before
drapery, they reflect early nineteenth-century portraitureasmuch
asthe “science” of physiognomy. To wit, Diamond’s portraits
recall those painted by Théodore Géricault between 1821 and
1824.

6 Allan Sekula, “The Body and the Archive,” in Richard Bolton, ed., The
Contest of Meaning: Critical Histories of Photography (Cambridge,
Mass.: MIT Press, 1992) 345.

7 Diamond in Gilman, The Face of Madness 24.

8 J. C. Bucknill, The Psychology of Shakespeare (1859). Reprint. (New
York: AMS Press, 1970) 110.

Furthermore, Diamond frequently overtly intervenedinthe
photographic process. His subjects are often shown posed with
props evoking literary and visual models of femininity. In one
photograph from the Surrey Asylum group, the patient was
wrapped in a black mantle and posed as Ophelia, the
Shakespearian madwoman so often depicted in Victorian art
and literature (Figure 2). Diamond went so far as to place a
garland on the head of hislunatic in this photograph.

Showalter points out that Opheliawas indeed a prototype
for the madwoman in the asylum. Victorian psychiatristswere
often enthusiasts of Shakespeare and turned to his plays for
models of mental aberration that could be applied to their clini-
cal practices. AsBritish doctor J. C. Bucknill remarked in 1859,
“Every mental physician of moderately extensive experience
must have seen many Opheélias. It is a copy from nature, after
the fashion of the Pre-Raphaelite school.”®

The English Pre-Raphaelites, in fact, returned often to the
theme of the drowning Ophelia. Renditions by Arthur Hughes
(Figure 3) and John Everett Millais (Figure 4) were both ex-
hibited in the Royal Academy show of 1852, where Hughes's
juxtaposition of childlikefemininity and Christian martyrdom,
also published in Art Journal the same year, was overpowered
by Millais' streatment of Opheliaasan actual drowning victim,
aswell asasensuous siren.®

In Britain during the 1840s, the use of physical restraint
was losing ground in favor of “moral management.” Eventu-
ally widely-practiced in newly built asylums, theterm was used
by reformers to indicate humane treatment of mental patients
who were exhorted to exercise willpower and moderation in
their personal habits to cure their insanity.’° One of these asy-
lum reformers was John Connolly, a Professor of Medicine at
the University of London. In 1858, Diamond’'s photographic
portraits became the basis for a major series of essays by
Connolly extolling the virtues of moral management.*

Lithographic reproduction of photography, of course, en-
gendersanother level of mediation away from“reality.” Indeed,
lithographs were used by nineteenth-century authors to privi-
lege or confirm both photography and text. Contemporaries of
Diamond and Connolly were aware of the lithograph’s poten-
tial for distortion, especially in the rendering of detail. But,
while the lithograph of the photograph altered the value of the
illustration for medical purposes, it did not destroy it, and, in
any case, both doctors considered the photo-based lithograph
to be a more accurate portrayal of insanity than any interpre-
tive sketch or drawing. As if to attest to the verisimilitude of
both media, Diamond and Connolly used original photographs

9 Showalter 90.
10 Showalter 30-31.

11 Gilman, The Face of Madness 11.
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aswell aslithographic reproductionsin their practices, believ-
ing their theories to have more empirical worth because they
were based on photographs.

Other forms of mediation on the part of the photographer
are evident in the portraits of the Surrey County Asylum pa-
tients. One of these depicts a young woman as she was posed
by the photographer, seated while leaning her arm on top of a
table (Figure 5). The patient has been diagnosed as suffering
from religious melancholia, a disease considered to be more
prevalent in women than men. Indeed, her position recallsthe
classic pose of the melancholic depicted throughout much of
art history. As Connolly explained to his readers, the patient, a
young lrish girl who had |eft the Protestant faith to become a
Roman Catholic, had insufficient education to argue effectively
for either religion.*?

Connolly noted her “high and wide forehead,” indicating
“intelligenceand imagination.” Thewell-formed lipsand ears,
and the rather large jaw, al demonstrate her “force of charac-
ter.” Her deeply set eyesand long eyebrowsareall characteris-
tic of her present mood, aswell asher general temperament, he
theorized. Furthermore, since the patient’s conflict was mostly
intellectual, her large brain had been engaged in meditations
that were too powerful for it to overcome.®®

However, to postmodern eyes the image presented in the
portrait exhibits obvious signifiers that would readily convey
“religious mania’ to a nineteenth century educated viewer. If
the pose alone were not enough to signify such a characteriza-
tion, the prominent cross dangling from the young woman's
neck and her high, bare, “intellectual” forehead visually serve
both to confirm Diamond’s diagnosis and to communicateit to
British subjects well aware of the religious conflicts plaguing
the Empire for generations.

Thus, we seethis portrait of the young female melancholic
function repressively in Diamond’sand Connolly’s hands, asit
served to uphold the religious and psychiatric wisdom of the
period. As Showalter explains, despite any awareness of pos-
sible environmental factorsinfluencing insanity on the part of
nineteenth century medical men, the prevailing view was that
the statistics proved what they had suspected all along: women
were more vulnerable to mental illnessthan men because their
reproductive systems were unstable and thus disturbed their
emotional and rational control. Indeed, it is Showalter’s opin-
ion that the rise of the psychiatric profession may well have
been linked to the rise of the Victorian madwoman, complete
12 John Connolly, “Case Studies from the Physiognomy of Insanity,” The
Medical Times and Gazette (1858). Reprinted in Gilman, The Face of
Madness 27-31.

13 Connolly in Gilman, The Face of Madness 27-31.

14 Showalter 55.

15 Diamond in Gilman, The Face of Madness 21.
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with medicine's attitudes toward women and its monopoly by
men.

The accomplishment of acure wasthe salient feature of a
collection of four of Diamond’s psychiatric portraits (Figure
6). Diamond described these images as representing stages
which mark the progress and the eventual “perfect cure” of one
of hisyoung female patients.’®

Connolly diagnosed the patient as a victim of puerperal
mania. Herelated how the patient had become amother shortly
before the onset of her disease. Her husband, in the meantime,
fearful that he would not be able to provide adequately for his
new family, had left themto find work in Australia. Apparently
discounting the effect the departure of the family breadwinner
may have had on a new mother in such uncertain economic
circumstances, Connolly described the household asit was sud-
denly interrupted by her behavior. She began to speak sharply
to those around her, losing both her cheerfulnessand her inter-
est in her infant, “adopting a levity of manner and a fantastic
arrangement of her head-dressand apparel,” ashewrotein one
of his essays.!®

Hewent on to describe each of the portraits. Inthefirst (at
upper left) ashort initial stage of dullness and apathy is repre-
sented. The patient spent nearly all day in one posture, sitting
with her hands crossed on her knees, refusing conversation and
even food."

However, he continued, by the sitting for the second por-
trait eight dayslater (upper right), Diamond’s patient exhibited
the lively, even mirthful, expression typical of this affliction.
Whilethe patient sitsin aposture nearly identical to that in the
first sitting, in the second she looks as if she might be per-
suaded to get up and dance, he wrote. She now spent her days
singing, tearing her clothes and voraciously consuming her
food.®

Six weeks after the onset of her disease, a great change
took place in both the patient’s countenance and behavior, in-
dicating the beginning of recovery. In thethird portrait (lower
[eft), sheisshown standing neatly attired in adressand ashawl.
She had begun to spend her time at her needlework and had
indicated her desire to leave the asylum. However, Connolly
warned, duetothetension still visiblein her facial muscles, the
experienced physician is able to determine that she is not yet
completely cured.r®

However, following a month or two of observation, the
patient was allowed to leave the asylum. The fourth portrait

16 Connolly in Gilman, The Face of Madness 59-62.

17 Connolly in Gilman, The Face of Madness 59-62.

18 Connolly in Gilman, The Face of Madness 59-62.

19 Connolly in Gilman, The Face of Madness 59-62.

20 Connolly in Gilman, The Face of Madness 59-62.
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(bottom right) commemorated this event. Connolly concluded
his essay by noting that her features were composed in an
animated, yet not excited, expression, indicating the restora-
tion of her health and sufficient strength to resume her role as
wifeand mother in Australia.®

Diamond wrote that the “poor maniac” herself could
scarcely believethat thisfinal portrait was preceded by the oth-
ers. She was given copies of the photographic portraitsto take
with her, presumably to remind herself of her previous “fear-
ful” condition. In Diamond’s opinion, with these “faithful moni-
torsin her hand,” shewould never ceaseto be extremely grate-
ful for her marked and unexpected recovery at his hands. In
fact, he speculated that the chaplain of the asylum would sup-
port him if he were to draw amoral truth from these portraits
attesting to the validity of his psychiatric approach.?

Thus, what Sekulatermsthe honorific function of the por-
traitisfulfilledin thisinstance asthe mental patient accepted a
new vision of herself asacured woman. At the same time, the
depictions of herself in aderanged condition acted repressively
as prophylactic admonitions, warning, “ See what will happen
toyou again if you fail to play your proper roleinlife.”

Moreover, Victorian psychiatrists had strong convictions
about their female patients’ physical appearance. Madwomen
were expected to care more about the way they looked than
madmen, and, in many instances, their sanity was predicated
on their compliance with middle class standards of fashion.
Connolly, especially, worried about bareheaded female patients,
believing it unnatural for a woman to neglect her headdress.
Her tendency to be concerned with the external condition of
her head could be encouraged or restored by presenting her
with aneat cap for Sunday wear, he noted. Indeed, as Showalter
pointsout, inmateswho wished to impressthe asylum staff with
their progress could do so by conforming to prevailing ideas of
a proper feminine toilette. Connolly wrote, in fact, “Dress is
women’sweakness, and in the treatment of lunacy it should be
an instrument of control, and therefore recovery.”?

Diamond’s third application of psychiatric photography,
that of identification of the recidivist madwoman, ismore com-
pletely repressive (Figure 7). The madwoman in thislithograph
representstwo states of mental disease: the oneon theleft termed
religious melancholia, the other on the right labeled convales-
cence. However, the fortuitous consegquence of a cure is not
indicated here. These portraits depict one of the many unfortu-
nate creatures who will never be cured, one whoseillness con-
sistsof aseriesof alterations between thesetwo stateslasting a
lifetime. We do not know if thiswoman was released and later
readmitted, in which case Diamond’s photographs presumably
would have been available to identify her. However, in his as-
sessment of the patient, Diamond confided that he often found

21 Diamond in Gilman, The Face of Madness 21.

22 ghowalter 84. Connolly, The Construction and Government of Lunatic
Asylums and Hospitals for the Insane (1847). Reprint. (London:
Dawsons, 1968) 61.

23 Diamond in Gilman, The Face of Madness 24.

aportrait of more value in recalling one of his relapsed cases
than any notes he may have made when she was previously in
his care.®

It should be noted that Diamond also took photographs of
male lunatics (Figure 8). However, perhapsin part because he
was in charge of the asylum’s female ward, his depictions of
men are vastly outnumbered by his portraits of woman. Both
psychiatrists seemed to prefer to concentrate on their female
patients, especially on aspects of their physical appearance and
demeanor.

Thus, Diamond'sillustrations of the madwomen at Surrey
County Lunatic Asylum can be seen to weld the honorific and
repressive functions of portrait photography together, as
Sekula’sbinary model proposed. At the Surrey County Lunatic
Asylum, both the honorific and repressive functions of
Diamond’s photographs rest on a shared belief, by the mad-
woman and her doctor, that the body as depicted in the portrait
wasincontrovertible evidence of theinner condition of the mind.

Florida State University
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Figure 1. Hugh W. Diamond, Patient posed before drapery, photograph, 1848-
58. Photograph courtesy the Royal Society of Medicine, London.
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5 : Figure 2. Hugh W. Diamond, Patient posed as Ophelia,
3 photograph, 1848-58. Photograph courtesy of the Royal Society
of Medicine, London.

[below] Figure 3. Arthur Hughes, Ophelia, oil on canvas, 1852.
Photograph courtesy the Folger Shakespeare Library, Washing-
ton, D.C
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Figure 4. John Everett Millais,
Ophelia, oil on canvas, 30 x 44
inches, 1852. Photograph cour-
. tesy of the Folger Shakespeare
Library, Washington, D.C
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Figure 6. Anonymous, “Puerperal Mania in Four Stages,” lithograph after
Diamond photograph, 1848-58. Photograph courtesy of Sander L. Gilman,
Cornell University.

Figure 5. Hugh W. Diamond, Patient diagnosed with religious mania,
photograph, 1848-58. Photograph courtesy the Royal Society of Medicine,
London.
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Figure 7. Anonymous, “Religious Melancholia and Convalescence,”
lithograph after Diamond photograph, 1848-58. Photograph courtesy of

Sander L. Gilman, Cornell University.

Figure 8. Hugh W. Diamond, Mae patient, photograph, 1848-58.
Photograph courtesy of the Royal Society of Medicine, London.
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The Creation of Le Corbusier’s “Primitivistic” Regional Style: a
Study in Resolved Dialectic Oppositions

Irene Nero

At the outset of this paper, | would like to clarify my usage of
the term “primitivism.” Rather than implying any value judg-
ment, | am using the term asameans of conveying information
about forms and motifs in their primordial, essential, or pri-
mary states. Furthermore, | am using theterm as Le Corbusier
used the term in reference to his works of the period under
discussion. Additionally, Le Corbusier refersto the Greeksasa
“primitive” civilization, from which he drew much inspiration.

Clearly, one of the most influential architects of the twen-
tieth century, Le Corbusier (born Charles Edouard Jeanneret,
October 6, 1887-August 27, 1965) had a celebrated, although
rocky career from 1910-60.! Early in his career, he utilized a
balanced harmony of proportion so important to the ancient
Greek civilization, which he admired and regarded asa* primi-
tive’ or primary civilization. His use of essential geometric
forms, based on the Golden Section, was aresult of hisdesire
toevokeprimordial, familiar chordswithin people. Le Corbusier
felt he was expressing universal feelingsin his quest for har-
mony and balance. His reduction and synthesis of all that was
around him helped him derive “type-objects,” which he also
considered primordial due their reductiveness and universal
appeal. Hisearly “primitivism” was, therefore, based on Clas-
sical ideas which he merged with French Classical tastes and
the modern functionalism of new materials. These early Clas-
sical worksare exemplified by hismasterwork, the VillaSavoye.
Built in 1929, at Poissy, near Paris, the Villais a beautifully
proportioned International Style building based on strict geo-
metric forms. During this period, he also painted in the Purist
style—a strict geometric style with an emphasis on essential
forms.

Towards the end of 1929, however, his renowned career
took another twist. Fully retaining theideas of Classical “primi-
tive” harmony, he promoted a new style of regionalism.? His
world-wide travel had exposed him to folk, peasant, and ver-
nacular dwellings. Distinct from what had been seen before,
hisnew styleincorporated Classica proportion, primordial natu-
ral forms, new technology, and new materials, which were
innovatively altered and juxtaposed. Softening his machine
aesthetic, he embraced amore emotionally evocative style.

1 Le Corbusier was a French-speaking Swiss, born in La Chaux de Fonds,
near the French border.

2 William J. R. Curtis, Le Corbusier: Ideas and Forms (Oxford: Phaidon,
1986) 116. Curtisis the only author to attach a name to Le Corbusier's
style of the 1930s-60s. Others refer to it chronologically.

Kenneth Frampton and William Curtishave both remarked
that Le Corbusier’s change reflected achange in personal ide-
ology, as he lost hope that the machine could better mankind.?
As usual, Le Corbusier was the vanguard, presaging both the
biomorphic movement of the 1950s and the post-modernists
vernacular movement in the 1970s. After adisastrous commis-
sionin Soviet Russia, from 1926-30, and tripsto North Africa,
Spain, and Greece, Le Corbusier sought agenial blend of land-
scape and vernacul ar traditions. He was acutely aware that lo-
cal styles and traditions were valid signs of regional impor-
tance. Rather than remain artistically within the confines of a
particular regional style, however, he extracted local signsfrom
several areas, and subsequently recombined them elsewhere,
changing the signification. Le Corbusier’s actionsreflect, once
again, a conscious choice on his part to make his style univer-
sal. Hisinnate dialectic mind allowed him to continually rec-
oncile oppositions such as these. In his early career it wasthe
reconciliation between Classical harmony and modern materi-
als and techniques that occupied histhoughts. From the 1930s
forward, his predominant thought was the resolution of ver-
nacular styles and traditions with modern materials and tech-
niques.

In this paper, | will show how Le Corbusier employed
“primitivism” in his later works, developing a regional style
based on primordial elements. In 1935, Le Corbusier wrote
about his quest for the “primitive,” stating, “| am attracted to
the natural order of things. . .inmy flight from city living | end
up in places where society is in the process of organization. |
seek out the primitive men, not for their barbarity, but for their
wisdom.”4

Hisuse of modern tectonics, that is, construction and struc-
ture, did not constrict his ability to provide a new primitive
vocabulary. Rather than confine him, his use of tectonics gave
rise to new forms and techniques. However, these innovations
did not replace or dismiss his use of Classical proportion. Le
Corbusier rarely dismissed an idea, instead, he constantly rein-
vented it. | will usethree of his buildingsto exemplify his use
of “primitivism” and itschangefromitsformer classicism. The
Petite Maison de Weekend, built in 1935, for example, is an

3 Kenneth Frampton, Modern Architecture: A Critical History (London:
Thames and Hudson, 1992) 224. Curtis 115. Both authors feel that Le
Corbusier was disenchanted by the manner in which the machine aes-
thetic had been appropriated by architects and designers who displayed
little respect for proper proportion.

4 Curtis 115.
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carly, fully integrated “primitive” statement of a Parisian subur-
ban dwelling intended as a getaway house (Figure 1).° It is a
blend of sophistication and rusticity, which serves as a meta-
phor for its function. Secondly, the Unité d"Habitation,
Marseilles, built from 1947-53, is a muli-family dwelling still
in use today (Figure 2). The huge apartment block differs from
the previous example in size and function, but like the Petite
Maison de Weekend, it incorporates numerous “primitive” sym-
bols. The third building under discussion is the Chapel of Notre-
Dame du Haute, at Ronchamp, 1951-53 (Figure 3). An impres-
sive example of wholly incorporated “primitive” symbols, tech-
nigues, and materials, Ronchamp is a unique building which
still resists description. Little attention is given by scholars to
this period, with most preferring to discuss Le Corbusier’s ear-
lier landmark International Style. However, with the current
emphasis on the vernacular accent of Post-Modemnist architec-
tural language, Le Corbusier’s prescient works of this period
require a closer examination.

The carliest break from Le Corbusier’s International Style
comes in the form of a small holiday house in St. Cloud, on the
outskirts of Paris, the Petite Maison de Weekend. Built in 1935
for a wealthy client, the structure is based on a butterfly vaulted
construction. Its “primitive” association to a cave cannot be
overlooked; however, its creative origins are a sophisticated
combination of modern and local materials, most of which are
left exposed. Concrete, glass block, brick, wood, stone, and
turf all merge into a harmonious composition. Frampton calls
it 4 tectonic montage, meaning that the construction and the
structure are pieced together as a whole.®

Based on the bay-like proportion of the vaulted pavilion in
the garden, the dual-vaulted interior is constructed of reinforced
concrete with an integrated asbestos compound and covered in
finished plywood (Figure 4). The roof is partially buried under
the hillside turf, keeping the house naturally insulated, and pro-
viding the majority of the cave-like interior as a retreat. In writ-
ing about the house, Le Corbusier stated:

The designing of such a house demanded
extreme care since the elements of construc-
tion were the only architectonic means. The
architectural theme was esiablished about a
typical bay whose influence extended as far
as the little pavilion in the garden. Here one
was confronted by exposed stonework. natu-
ral on the outside, while on the interior, wood

on the walls and ceiling and a chimney out
*  The Petite Maison did have predecessors created by Le Corbusier, but
not as fully realized. They are the 1919 Monel development in which he
experimented with the butterfly vaulting found at Petite Maison, as a
component of modular housing, Additionally, a 1930 house in Chile, is
an carly cxample of his use of local stone and rubble on the exterior,

Kenneth Framplon, Studies in Tectonte Cultire: The Poetics of Con-
strection in Nineteenth and Twentieth Century Culture (Cambridge,

Massachusetts: The MIT Press, 1996) 345,

Frampton 345,
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of rough brickwork, with white ceramic tiles
on the floor. Nevada glass block walls and a
table of Cippolino marble.”

Always aware of the grand approach and automobile re-
ception areas, Le Corbusier placed a rubble wall along the en-
trance fagade. Besides framing the area for guesis to park, it set
the tone for the house to be understood as a rustic retreat, Cre-
ated largely out of local stone, this house represents a clear
break with his International Style buildings, with their sleek,
geometric facades and pristing white walls. Here, Le Corbusier
exposed the natural and man-made elements of construction,
evoking a primordial response tinged with a sophisticated sen-
sibility. The building has been called *womb-like,” and an “el-
egant cavern, [or] ironic grotto. . . . Ironic, because there is an
intelligent distance [ from] the building.”™ The dialectic between
“primitive” and modern is resolved with the aesthetic merging
of “primitive” elements and machine-made materials. The
viewer must pause to visually dismantle the building in order
to fully ascertain whal is natural and what is manufactured.
Tucked into its site and blending with its natural setting, the
small house clearly evokes the sense of a retreat from urbanity,
but remains urbane in its precise elocution.

Less overt in its “primitive” qualities is the multi-family
dwelling built by Le Corbusier in Marseilles from 1947-53.
The site was an ancient Roman one, containing cypress trees,
olive trees, and boulders. Based on Le Corbusier’s use of Clas-
sical proportion, the building reflects his interests in ideal cit-
ies, the machine aesthetic of ocean-liners, and a number of
“primitive” elements which resonate from his travels to the
Mediterranean and North Afirica; the block structure commands
the north-south axis of a city block. On the exterior, Le Corbusier
arranged the apariments so that they capture the daily trek of
the sun from its rise to its setting. However, the effects of a
blazing sun are offset by the fagade’s honeycomb element, called
a brise-soleif, or sun-breaker. Deriving this device from ver-
nacular architecture in North Africa, Le Corbusier used this
“primitive” element numerous times throughout the 1930s -
19605 as a means of keeping glare and heat on interiors to a
minimum. At Unité, he painted the brise-soleils in primary col-
ors, which he likened to the concept of polychromed surfaces
of the Parthenon.” The concrete fagade was designed in béton
brut, or raw concrete, in order to accommeodate the uneven sur-
face work of the many local construction workers. However, it
was not solely for practical purposes that Le Corbusier initi-
ated the use of béton brut in this building; he sought another
L Curtis refers to the building as “womb-like,” while Vincent Scully calls
the building an “elegant cavern.” Scully i1s quoted in Cortis 115, Asa
post=maodern architectural historian, Scully has interest also in the inonic
as found in architecture.

Le Corbusier ook several trips to Greeee, however, his first one left
an indelible mark on him. In 1907, the voung. wnformed architect
developed an attachment to the proportion and harmony of the
architecture, Further, he recognized the oppositional dialogue be-
tween mature and architecture; he strove to resolve this. The
Parthenon featured prominently in his Fers une Architectore of 1923,
and was never far from his mind in any of his work.
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“primitive” element in his design repertoire. Béton brut is a
surface finish that exposes the rough, unfinished look of cast
concrete, withits pebbles, air pockets, wood frame marks, and—
at Unité, seashells—as a symbol of the Mediterranean. With
the imprinted seashell, Le Corbusier has left an indexical sign
of the sitein the slab. Furthermore, much like the chisel marks
of wooden sculpture, the grain of the wooden frames is im-
printed into the concrete, leaving arecord of the construction
processfor al to see. Thisrough-hewn look is countermanded
in the Unité, however, by the building’s Classical proportions
and its precise execution in joining of the slabs. Based on the
repetitive quality of Roman aqueducts, and of the Coliseum’s
facade, the Unitéis abstractly rhythmic aswell as* primitivis-
tic.” Further, it serves as a modern metaphor for Classical ar-
chitecture located on an ancient site.

There are other references to “primitive’ conditions, as
well, at the Unité d’' Habitation. For instance, the pilotis which
hold up the building, are also “primitivistic” in their form, re-
sembling the morphology of bones. In addition, the vertical
ridging, created from the wooden framework of itsproduction,
can beread asfluting. Therefore, anindexical mark of produc-
tion becomes a Classical quotation. Pilotisare Le Corbusier’'s
modernist sign of anticanonical French Classicism. Hesubverted
the French Classical use of columns, as usually decorative or
symbolic architectural elements, by making them actually sup-
port the building. Of course, thisstructural use of columnsorigi-
nated with hisbeloved “ primitive” Greeks.

Additionally, Le Corbusier took advantage of the original
rocky site which overlooks the Bay of Marseilles. These fea-
tures evoke other associations with the designs and tectonics of
the“primitive” Greeks. Hisfavorite site, the Parthenon, counts
among the associations. Therustic view inspired Le Corbusier
tointegratethefeeling of living in natureinto the building. His
merging of architecture and nature is exemplified by the pan-
oramic view experienced from theroof top terrace of the rocky
terrain, with trees, and the bay beyond. The roof top terrace
which housesachildren’spool, arunning track, agarden, and a
gymnasium, is also enmeshed with references to the ancient
Roman geological site by itsirregularly placed artificial con-
crete mounds, which significantly echo the surrounding land-
scape. A feeling of natureis evoked by the view from the roof,
because the view places nature within the observer’s realm,
distorting thereality of the surrounding modern aesthetic. Yet,
paradoxically, one can feel asthough atop the deck of an ocean
liner, with aview of the bay beyond. This oppositional dialec-
ticisintentional: once again, Le Corbusier resolvesthetension
between “primitivism” and the machine aesthetic. The viewer
must disassemble the elementsin order to reveal the symbolic
underpinnings of the design. Le Corbusier’s painting of thetime

also reflected his change to a softer, more organic shape. For
10 | e Corbusier’s early education is discussed by numerous authors. His
first artistic training was achieved in an applied arts school in La Chaux
de Fonds. Throughout his life, his teacher Charles L’ Eplattenier, per-
formed as amentor, and helped Le Corbusier get scholarships and com-
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example, in 1931 inhisatelier in Paris, he had several paintings
in progress which reflected an organic, more curvilinear form
emerging in hiswork.

If the viewer must struggle to untangle the signs and sym-
bols of Petite Maison de Weekend and of the Unité d’ Habita-
tion, then the challenge reaches heroic proportionswhen view-
ing the Chapel of Nétre Dame du Haute at Ronchamp. Placed
at thecrest of ahilly site, near the Swiss border, the pilgrimage
chapel is only fully visible when one arrives at the summit.
Like the Acropolis, the natural site was capped with a man-
made structure. Le Corbusier saw thisrelationship as an oppo-
sition of architecture versus nature, and from the beginning of
his career, he felt compelled to resolve its tension.

The rocky terrain, and site of the building create the first
“primitive” association for this unique building. That is, the
fedling of being in nature, isevoked here. Likethe Petite Maison,
and the Unité, the building is located within a natural setting.
At Ronchamp, however, natureisal so reflected in the fluctuat-
ing, splayed walls, and crustacean-like roof. The use of curvi-
linear forms abstracted from their natural sourcesindicate that
LeCorbusier had not forgotten his early educationin La Chaux
de Fonds under the tutelage of Charles L’ Eplattenier, aRuskin
follower.°

Constructed of both manufactured and natural materials,
the Chapel signifiesthe harmonious blending of the natural and
man-made world. Therefore, it represents the world of spirit
whereadl isin balance. The concrete frameisinfilled with the
rubble remaining from the previous chapel, and is sprayed with
two inches of gunnite, rusticated to look like stucco. Lacking
the sleek and smooth appearance of Le Corbusier’s Interna-
tional Stylefacades, thetextured white gunnite surfacesoffer a
warm Mediterranean feel to ahigh altitude building, creating a
feeling of warmth in acold climate. Thisjuxtaposition distorts
thereality of place and climate in the viewer’s mind. Exterior
walls undulate in various positions from one another, to sug-
gest an organic animation of thewhole. The concave fagcade on
the east side of the chapel offersitscomforting curve as shelter
to the priest during outdoor services. Theinterior of the chapel
isfinished in béton brut, recalling theinteriorsof great churches
constructed of stone. Furthermore, theinterior islit by natural
light which flows in from irregularly placed windows and a
nine-inch glazed section which runslengthway aong threewalls
between the roof and the top of the wall. There are wooden
pews, ahigh altar, and two semicircular side chapels. Thefloor
rises organically, echoing the hilly site, and the crustacean-in-
spired roof droops like arain-soaked tent. The building isoften
seen as amystery, and scholars seem at aloss for words when
discussing the unrivaled roof, yet Le Corbusier seemed unruffled
for an explanation of its design origin. In 1965 he wrote, “A
crab shell picked up on Long Island near New York, in 1946,

missions. L’ Eplattenier taught in an Arts and Crafts manner, following
the teachings of Ruskin. Therefore, many years of Le Corbusier’s early
training were spent in abstracting nature.
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lay on the drafting table. It became the roof of the chapel.
What better “primitive” source than the life-giving sea?

Signifiers of “primitive” sources abound in this chapel. In
addition to the site, and the placement of the building, previ-
ously mentioned, there is the obvious reference to a “primi-
tive” form in the design of the shell-like roof, derived from
nature but abstracted. Moreover, chapels lit from above evoke
the grotto at Hadrian’s villa in Tivoli and refer to the oculus at
the Pantheon in Rome. Le Corbusier makes sole use of the pri-
mary source of natural light to illuminate the entire building. It
is also interesting to note that there was a pagan sun temple on
the site previously, which, of course, was oriented to the trajec-
tory of the sun. Le Corbusier invokes this previous “primitive”
temple as he positioned his chapel with its windows and sky-
lights to capture maximum natural light. Light dances offof the
whitewashed and painted walls, subtly changing with the con-
stant movement of the sun.”” Yet, an evocation of the Gothic
use of light as spirit or pure life force cannot be dismissed here,
nor can the vaulting which appears in response to the sagging
roof., In both cases the evocation of medieval references can be
seen as a primordial signifier of the divine. Therefore, another
oppositional dialectic can be seen as resolved here, that of the
Classical and the Gothic. Furthermore, the roof does not join
the wall proper on three sides of the building. This allows for
the illusion of the apparently heavy roof floating above the wall,
evoking the feeling which oceurs with the great dome at Hagia
Sophia. Granted, the scemingly floating dome of Hagia Sophia
is banded by framed windows at its base, but the same expres-
sion of primordial light lifting the weight of the canopy is present
at Ronchamp. Additionally, we can view the narrow band of
glazing as a self-referential symbol of his fenétres en longueur,
or long, ribbon-like windows which Le Corbusier originally
designed for his International Style buildings as subversions of
canonical French windows,

Finally, we see an amalgamation of references to ships,
such as the prow of the roof: the rounded tower resembling a
ship’s horn, also seen at Villa Savoye and Unité; and refer-
ences to vernacular dwellings in Greece, Algeria, and Spain.
For example, the whitewashed exterior is derived from Greece,
the Chapel cross unit from Spain, and the south wall with its

I Stamislans Von Moos, Le Corbusier: Elements of o Syathesis, 1979, Quote
from Le Corbusier attributed to his writings of 1965, Textes ef Dessing
poer Romchanp, Paris,

*  Von Moos is the only author whoe mentions that some portions of
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perforations—an Algerian Mosque." The forms are tightly knit
to one another, evidencing Le Corbusier’s mania for meticu-
lous precision, but at the same time the building changes its
character from one facade to another, As in the interior of the
Villa Savaye, there is a continual vista with every progressive
turn. Multi-faceted, wholly incorporated with “primitive” and
modern materials, techniques, and motifs, the unique building
is an exemplary vemnacular construction,

In conclusion, we have seen Le Corbusier bring the full
force of his career into motion during the 1930s when he began
to develop his regional stvle. We have seen that this style is
based on his earlier Classical *primitivism.” but enjoins his
new quest for “primitive” and vernacular forms which could be
transmitted universally, Usually seen oppositionally, the uni-
versal use of the vernacular was just another antithesis to be
reconciled. Furthermore, Le Corbusier’s entire corpis was built
on oppositions, and subsequently, his merging of classical
“primitive” and regional “primitive” designs was just part of
his ability to reconcile seemingly disparate concepts.

Furthermore, Le Corbusier resolved the opposition of a
primary or essential vocabulary versus modem technology by
utilizing modern materials, which he “primitivized.” In the case
of reinforced conerete, he left the maker's mark, so that it sig-
nificd hand-crafted stone; and, he even left the mark of the pri-
mordial sea at Unité. He created symbolic Mediterranean stucco
exteriors by blowing synthetic-based gunnite on his buildings.
He ereated vermnacular buildings by utilizing local stone, de-
signs abstracted from nature, and a precise understanding of
the site. He evoked the primordial past with his use of light,
and his references to ancient sites. He transformed time, re-
peatedly, by conflating images which distorted the viewer's
acclamation to temporality. He juxiaposed modernity against
whichever primordial past he was culling, and thereby created
a new present. Le Corbusier simply synthesized everything he
saw, and recombined it o fit the construction task at hand. But
nowhere is that more apparent than in his later works, those of
his regional style beginning in the 1930s,

Florida State University

the interior walls were painted; two colors he mentions are liturgical
purple and a light yellow.

¥ Won Moos 98,
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Figure 1. Le Corbusier and Pierre Jeanneret, Weekend House,
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Figure 2. Le Corbusier, La Cité radieuse (Unité d’ Habitation), exterior, Marseilles, France, 1947-53. Credit: Giraudon/Art Resource, NY .
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Figure 4. Le Corbusier and Pierre Jeanneret, Weekend House, La Celle Saint-Cloud, France, interior, 1935.
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Calligraphy as Image in Japanese Abstract Art

Ginger Russell

In the discourse of art history, W.J.T. Mitchell has examined
the differentiation between words and images. In hiswritings,
he relates the intertwined relationship of word and image and
has addressed abstract painting and language. However, heis
dealing strictly with the western tradition of painting and art.
He had not tackled the issue of calligraphy asan art form. This
paper will examine the use of calligraphy in Japanese abstract
art, using Mitchell’stheory of languagein art.

A brief definition of abstract art, to be used throughout
thispaper, isprovided but | will comment later upon the chang-
ing definition of abstract art given the rel ationship between word
and image in a post-modern environment. Abstract art can be
defined as art that seeks to create an image of that which can-
not be understood literally; it isusually based on formsthat are
extrapol ated from the environment and interpreted expressively,
but without any direct mimetic reference.

To begin, | will examinethetradition of calligraphy in Ja-
pan before the modern eraand the influence of Zen Buddhism
on calligraphy, as an art form, in ancient Japan. | will then ex-
amineitspositionin 20th century art and itsuse asan extension
of the abstract tendency. To continue, | will compare works by
Japanese abstract artists and American abstract artists and how
interpretations of their paintingswill differ from knowledge of
the inherent meanings in calligraphy. This paper will investi-
gate the unique position of Japanese calligraphic artists who
have the resource of layered meaningsin the signs of caligra-
phy and will compare this position to American artists. | will
conclude by discussing Mitchell’s theory of word and image
and the aptness of histheory in asemiotic approachto calligra-
phy.

Prior to the Heian period, dated 794 to 1185 AD, Japan
did not develop awriting style for any literary or poetic func-
tion; they depended on the ora tradition in their native lan-
guage. The aristocratic elite depended upon Chinese writing
for any government or religious documents. Due to the differ-
ences in the spoken language of each country, however, Japan
developed anindigenousform of writing that included Chinese
characters for concepts and simplified strokes to indicate suf-
fixesand other word variations. Thisevolved into the on-yomi,
a phonetic system that correlated sounds with characters, and
kun-yomi, which was the ideographic system that correlated
concepts with characters. In addition, the ideographic and pic-
tographic Chinese system evolved from pictures and images

1 Joan Stanley-Baker, Japanese Art (London: Thames and Hudson Ltd.,
1984) 96-105.

that represented concepts and words, and isinitself an abstrac-
tion of form. The Japanese system advanced through its use by
the centralized Japanese government, conducted in the native
tongue, and in diplomacy with other countries.

Theindigenous Japanese system was perfected during the
Heian period by the courtiers for the purpose of literature and
poetry. By the ninth century, writing had developed into two
distinct forms, amasculine katakana and afeminine hiragana.
The feminine form evolved into onnade, a purely indigenous
form perfected for literary use.r With this new writing system,
poetic and literary styles developed along with anew aesthetic
incalligraphy.

Asawriting form, calligraphy was more dependent on its
visual effect than maintaining any standardized presentation.
Artists often employed backgrounds and graphics, emphasi z-
ing the writing asavisual element in an arranged composition
and amore creative use of the materialsfor calligraphy such as
decorative paper and colored ink. It was even used in decora-
tive arts such as ceramics, textiles, and fans (Figure 1). More
than just a convenient form for their language, though, their
writing system took on the personality of their native poetry
and literature, striving to illustrate with the forms of the char-
acters the meaning of the writing.

Both Chinese and Japanese artists have viewed the tradi-
tion of calligraphy asexpressionistic and personal . The expres-
sive individuality of the writer is highly prized, as evidenced
by connoisseurship and collectors. It was popular for secular
and religious use; particularly, it was adopted by the Ch'anin
China and Zen Buddhists in Japan as an exercise in personal
meditation. The process of investing one’s self in the produc-
tion of the work meant the direct transference of one's person-
ality, thought, and spirit to the art. It was felt that the painting
would have adirect communi cative rel ationship with the viewer
by expressing the artist’sindividuality and beliefs. Inthissense,
calligraphy developed with poetry as a personal expression,
and as aunigque Zen exercise.

Theform of the calligraphy reiteratestheideathat iswrit-
ten and theindividuality of thewriter. Often, the sametext writ-
tenin different styles can convey different moods and different
ideas. Stephen Addiss provides an examplethat illustrates dif-
ferencesin the personalities of thewritersand reception of their
work (Figure 2). Thetwo writings say practically the sametext:
on the left, “First Patriarch Bodaidaruma Great Teacher” and
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on the right “First Patriarch Daruma Great Teacher.” Accord-
ing to Addiss, the difference in style suggests that the first is
proud and exclamatory, celebrating the religious leader, while
the second seems more like an invocation of the teacher or a
chant® Inaddition, variations in spacing, symmetry, size, thick-
ness of line, heaviness of ink, materials, as well as choice of
script style all determine the communicated meaning.

Modern Japan still has a strong tradition of calligraphy.
Annual exhibitions of Chinese style, Japanese style, avant-garde
and literary styles attest to the prevalence of this form in art.
Moreover, modern Japanese artists can utilize fully the abstract
tendency inherent in calligraphy. Calligraphy as an individual-
ized and expressive medium was perfectly suited for the move-
ment towards abstract art in posi-World War II Japan. Iis con-
centration on formal qualitics and the importance of process
from Zen Buddhism naturally extend to abstract art.

Following the war, in 1952, a group of artists interested in
preserving traditional Japanese art in the face of modemization
formed a group called Bokujin-Kai, or the Ink Human Society,
which advocated an avant-garde approach to calligraphy. Mem-
bers included Morita Shiryu and Inoue Yuichi; other artists,
such as Yoshihara Jiro, contributed to their journal.® The work
of these artists demonstrates the influence of the formal quality
of calligraphy and characters as well as the admission of callig-
raphy as invested with eastern philosophy.

Yoshihara completed a series of circle paintings inspired
by the Zen tradition of painting and calligraphy. Red Cirele on
Bfack, 1965, and White Cirele on Black, 1968 (Figure 3), can
be interpreted as the enso form used in Zen painting and medi-
tation. Yoshihara's process of painting resembled the Zen prac-
tice of spiritual discipline, with repetition until the form is per-
fected. According to Alexandra Munroe, the enso can repre-
sent “void and substance, emptiness and completion, union of
painting, calligraphy, and meditation.”™ Regarding formal ar-
rangements, Yoshihara was relying on the calligraphic tradi-
tion that already considers composition, space, form, thickness
of line, ink or paint, background, and materials, in the abstract
depiction of images for personal expression.

Y oshihara differs from western abstract artists because he
has not just abstracted a physical form, but also the concept
that the shape / form signifies in calligraphy. By removing the
context of the enso, and isolating the image to be the sole oc-
cupant of the canvas, Yoshihara has effectively extrapolated
the meaning of the enso to the extreme, until it no longer has a
literal translation. This represents a new dimension for Japa-
nese modern art: abstracting a form that is in itself an abstracted
pictograph. In addition, the Japanese viewer, who has an orien-

¥ Sicphen Addiss, How to Laok at Japanese Art (New York: Hamy N,
Abrams, Inc.. 1996) 82-83,

¥ All Japanese names are listed in the traditional Japanese fashion, with
the surname first, followed by the given name.

1 Alexandra Munroc, Japanese Art after 1945 Scream against the Sky
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tation to calligraphy, Zen Buddhism, and the ense form, will
better understand the subtleties of meaning within the image as
opposed to a viewer who can only understand its formal quali-
ties. This painting can be considered a re-creation of the evolu-
tion of Chinese characters, or abstracted pictographs, combined
with the religious aspect of perfecting form.

Morita Shiryu was interested in the use of calligraphy asa
trademark and preservation of eastern thought. Morita was the
editor of the calligraphy journal, Bokubi, which advocated sho,
or calligraphy, as the foundation of eastern religion, philoso-
phy, and poetry. According to Munroe, this group “sought to
reconceptualize calligraphy as a form of contemporary expres-
sionist painting.™ This movement was in response to attitudes
before World War Il that calligraphy could not be modernized
due to the restrictive connection with Chinese literature, the
use of traditional materials, and its lack of recognition by wesi-
ern artists as “fine art.” However, Morita believed that sho could
transcend technical arts such as painting because ofits connee-
tion to religion, philosophy, and literature.” According to
Munroe, Morita was recalling the attitudes of ancient Japan
and Zen Buddhism in viewing the brushstroke as **imprint of
the mind’—a sign of the artist’s intellectual, psychological, and
spiritual state of being. . [that] like modem abstract art, repre-
sents a formal and conceptual rather than real or descriptive
image. . . .""Munroe goes on to explain how this serves as a
solid foundation for calligraphy's use in absiract art.

In Morita’s painting, Wfing (Okiisu), 19635, the abstrac-
tion of character is present, almost to the point of being unrec-
ognizable as calligraphy. The same can be said of Inoue’s paint-
ing Muga, 1956 (Figure 4). Unlike Yoshihara, Inoue has left
the trace of his own hand visible, reminding the viewer of the
artist’s presence in the work, This painting reveals meaning in
its form, its process of creation, its materials and its iconogra-
phy as an ideogram. Regardless of the attempt to isolate the
form, the viewer can read a meaning in the calligraphic form if
he is knowledgeable in reading the text. Morita and Inoue were
continuing the Japanese tradition of calligraphy by transcend-
ing the word and using it as an image, an image indicative of
the artist's presence and individuality, and incorporating ab-
straction. The modernist aspect is the presence of the personal-
ity and individuality of the artist in the work. The post-modern
influence is the very use of calligraphy, its history and tradi-
tion, and its duality as word and image. Other artists working
with Morita and Inoue were Teshigahara Sofu and Ueda Sokyu.
Their work ranges from a more traditional appearance to pure
form, showing also modernist and post-modernist tendencies.

As part of the growing trend in Japan to emerge seriously

[Mew York: Harry N, Abrams, Inc., 1994) 94,
§ Munroc 129
& Munroe 129

Munroe 129



in the art world, Morita was expanding overseas to artists in
New York. He was promoting a common, universal gesiural
language that did not involve words and could be used by all
artists in a calligraphic capacity. Herein lies one of the contra-
dictions that Morita faced, the preservation of the Japanese form
of calligraphy, while abandoning the inherent meanings of the
ideograms. This is impossible, though, in a post-modernist at-
mosphere given that Japanese artists will always have Japa-
nese contextual associations in their work, such as the associa-
tion of enso as a Zen exercise and its meanings. Like Yoshihara,
the use of the calligraphic characters will always lend meaning
besides 11s formal appearance to the painting or image. To a
Japanese viewer, with the prevalence of calligraphy in their lives,
the translation of the meaning of the character is unavoidable.

To illusirate this added dimension of meaning that 1s de-
rived from the use of ideographic calligraphy, we will compare
the work of Yoshihara to the American painter Adolph Gotilieb.
Gottlieh produced a series of paintings called Burst that em-
ploved certain formal calligraphic elements very similar to Japa-
nese calligraphy. One example is Rofling. 1961 (Figure 3).
While no direct ideogram can be seen, the formal qualities of
line, thickness of paint. and space are all elements that this paint-
ing has in common with a painting such as Yoshihara’s White
Circle on Black. Gottlieb however is dependent on strictly these
formal qualitics to convey his meaning. While most critics, such
as Karen Wilkin, Stephen Polcari and Lawrence Alloway, ad-
mit the calligraphic reference, they rarely explore any literal
meaning in Goltlich’s work, concentrating instead on formal
analysis." In my research, only Manfred Schneckenburger, in
his essay for the 1972 Munich Olympic exhibition, applies the
calligraphic meaning to his analysis and interpretation.” He ac-
knowledges the visual and linguistic function of calligraphy
but relies too heavily on the connotation of eastern calligraphy
as mystical and spiritual, because of its association with Zen
Buddhism. In any case, these critics, Schneckenburger, and other
western viewers do not have the luxury of a history of calligra-
phy to determine their interpretations. Other western artists using
calligraphic elements include Pierre Soulages, Robert
Motherwell (Figure 6}, and K.R.H. Sonderborg: analyses of
their work, too, are more dependent on calligraphy’s formal
qualities and cultural associations, rather than linguistic mean-
ing.

Calligraphy as a visual form is not a tradition native to
western forms of art and it truly does not have a comparable

equivalent in the history of western art. Most western artists
¥ the permutations of his now famous *Burst’ image—the confronti-
tion of a vigorous calligraphic tangle and a smooth hovering dise. . "
33. Karen Wilkin, “Abstract Expressionism Revisited” The New Crire-
rion, 9 (February 1991); 28-34, Stephen Polean, “Gottlich and Kline™
Art Jowrnal, 55 (Spring 1996); 87-91, Lawrence Alloway, “Adolph
Godtlieb and Abstract Painting” ddodph Gontfich: 4 Retrospective, Sanfond
Hirsch and Mary Davis MacMaughton, eds. (New York: The Ars Pub-
lisher, Inc. in association with the Adolph and Esther Gottlich Founda-
tion, Inc,;, 198§) 54-62.

Manfred Schneckenburger, “Zen Buddhism, Ink Painting and Modem
Art,” Dr. Sieglried Wichmann, od.. World Culnires aid Modern Ard Ex-
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are appropriating eastern emphasis on the formal qualities of
calligraphy only and viewers arc unable to access the literal
meaning of calligraphic forms or characters, because of a west-
ern predilection for separating word and image. Japanese art
has been able to use calligraphy. or words, as part of the mean-
ing and the visual composition, throughout its history. It is this
tradition that modern Japanese artists are able to rely upon in
abstract art and allows Japanese viewers to see meaning in a
work of art.

Few western artists are able to include the meanings of
calligraphy in their work because abstract art developed as a
form that has no literal association. While Japanese artists were
extrapolating words to the point of abstraction, western artists
were abandoning words and literalness completely. These art-
ists sought to abandon the academic institution of narrative in
painting, leading to abstract art as a purely visual personal ex-
pression. This meaning of abstract art changes in view of W.J.T.
Mitchell’s theory of word and image, which states that word
and image are linked in a fluctuating relationship of “word vs.
image™ and “word as image.”"" Words and images are at once
antonyms and synonyms, each conjuring the other as an oppo-
site or equivalent. It is imperative to understand that Mitchell's
theory tends to contradict established opinions, such as Clem-
ent Greenberg's, about abstract ant. According to Mitchell, erit-
ics such as Greenberg defend Abstract Expressionism, using
artists from the United States, by suggesting that abstract art 1s
that which eliminates the literal from the visual. In this sense,
Abstract Expressionist works should lack a narrative, a literal
subject, and an explanation. Mitchell goes on to explain that
this is contradictory to the entire discipline of art history and to
Greenberg's own written defense of abstract art."!

Mitchell claims that through a variety of avenues, a liter-
ary environment is created around a work of art, regardless of
an artist’s intentions.” In the critique of any painting, in apply-
ing a personal interpretation, in merely commenting on the color,
many actions create a verbal or writlen association with that
work. This literal interpretation exists because viewers have
been conditioned through the traditional medium of narratives
in art to associate words with images. Hence Mitchell’s word
and image conundrum is created, Seeing the word conjures an
image; or the image conjures the word, There is a direct rela-
tionship either as opposites since the word is not the image
and/or as synonyms, since they are associated. This semiotic
approach illustrates well the vast post-modem interplay at work
when viewing a painting. An artist can choose to be dependent

hibition catalog on the occasion of the Games of the XXth Olympiad
{Munich: Bruckmann Publishers, 1972) 216-233.
0 W 1T, Mitchell, “Waord and Image™ Critical Ferms for Art History, Rob-
et 5. Melson and Richard Schiff, eds. (Chicago: The U of Chicage P,
1544 53,

W.ILT. Mitchell, Picture Theory (Chicago: The U of Chicago P, 1934)
229-2300.

Mitchell, Pictiere Theory 223-226.
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upon that viewer’s past experiences or not. This brings us to
the unique position of those abstract artists who employ calli-
graphic elementsin their work.

These artists are drawing upon awell-established tradition
that already provides a literal trandation, calligraphy. In the
case of Japanese artists, it serves the function of maintaining
their cultural identity in manifesting apersonal expression that
will berecognized intheinternational art community. Calligra-
phy haslong been amedium that allowed personalized expres-
sion, in its varying scripts, multitude of characters, and am-
biguous meaning. The distinct problem that these artists faced
was the serious consideration of calligraphy without associa-
tions of Orientalism or Japonisme. This led to the desire to
create a universal, gestural calligraphy that is not made up of
words but signsthat are abstracted from calligraphy.

However, as stated before, in the post-modern atmosphere,
nothing iswithout itssignified. Interpreting signsisintrinsic to
calligraphy, but cannot be so easily integrated in the western
tradition of art. To the Japanese viewer who has been educated
initsuseand origin, animmediate understanding and enhanced
interpretation of images of calligraphy are possible. It will add
another layer of meaning implied by the artist who chose the

L1
TP
It

'3 Hhae

symbol not just for its formal appreciation. For example, the
choice of enso by Yoshiharainvolved more than itsform as a
circle but also its meaning in his culture. To one unfamiliar to
his culture, this meaning is lost. Western artists do not have a
resource like this, because of their attempt to separate words
and images. Though Gottlieb’swork contains calligraphic ref-
erences, itsresult isa cultural distinction rather than poetic or
literal.

A new definition of abstract painting can make allowances
for thelinguistic references of calligraphy and the post-modern
tendencies of the viewer and acknowledge Mitchell’s theory.
Abstract art that includes calligraphy is no longer restricted to
the non-literal definition of abstract. Japanese artists understand
the interrel ationship between word and image, and despite at-
tempts to separate them, are bound by viewers who livein a
tradition that intrinsically combinesthem, asMitchell suggests.
Even if calligraphy evolves into a sign-making enterprise, it
will still depend on its long history of writing as a visual aes-
thetic.

VirginiaCommonwealth University

Figure 1. Ike Gyokuran (1728-1784), Akashi Bay, ink on mica-covered paper, 17.3 x 44.8 cm., Private Collection. Reprinted with permission from Stephen
Addiss, How to Look at Japanese Art (New York: Harry N. Abrams, Inc., 1996) 72.
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Figure 2. Ikkyu Sojun (1 394- 1481 ), “First Patriarch Bo
om paper, 13008 x 34,6 cm. Obaku Ingen (1592-1673)

Teacher,” ink an paper, 106 x 289 cm. Both from Caollection  of Kimiko and John

riddarima Greal Teacher, " ink

First Patriareh Diarnmur Gireat

Powers: Reprinted with permission from Siephen Addiss, How
(Mew York: Hamy N. Abrams, Inc.; 1990) 82,

below] Figure 3. Yoshihara Jira, Wiite Civele on Black iKu
canvas, 19 x 259 ¢m, 1968, The MNational Musecum of Moder

i i shivaien), acrylic on

Arl, H._\.:I:'

-
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Figure 4. YU-ICHI (Inoue Yuicht), Meuge (state of perfect selflessness in Zen philosophy), paste ink on Japanese paper, 185 x 142.5 em, 1956, The National
Museum of Modern Art, Kyoto, 2 UNAC TOKYO
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Figure 5. Adolph Gottlich, Ralfing, oil on canvas, 183 x 228.6.cm, 1961, Virginia Museum of Fine Ans, Richmond, Virginia, Gift of Sydney and Frances Lewis

C Virginia Muscum of Fine Ants. © Adolph and Esther Gotthieh Foundation

Figure 6. Robert Motherwell, F ta the Spanish
Republic, 34, oil oncanvas, 1 78 x 229 ¢, 1957-1961. The
Museum of Modern A, New York. Given anonymous|y
Photograph © 1999 The Muscum of Modem Art, New
York. © Dedalus Foundation / Licensed by VAGA, New

York, NY

Licensed by VAGA, New York, NY.
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Not For Sale: Yoko Ono’s Discounted Advertising Art

Kevin Concannon

The life and work of artist Yoko Ono has attracted consid-
erable attention, both critical and journalistic, over the pasi
forty years. Yet, for most of those years. Ono has benefited less
from serious critical attention than journalistic derision. And
while there is considerable evidence 1o place Ono in the van-
guard of the Conceptual art movement of the 1960s, most histo-
ries of Conceptual art continue either to marginalize or com-
pletely ignore her.

Tony Godfrey's Conceptual Art, for example, published
last year by Phaidon Press in its Art & Ideas series, mentions
Ono only twice, in both cases in a series of names of Fluxus
artists and without any reference at all to her work.' Yet Godfrey
makes five references to John Lennon, and his introduction,
“What is Conceptual Art?" begins with seven lines from
Lennon’s 1970 song, God! Another chapter begins with six
lines from Lennon’s 1971 song, fmagine. This latter chapter
concludes with an explanation of Conceptual art in terms of
these two Lennon songs.’

However, Alexandra Munroe has pointed out:

Although Joseph Kosuth’s One and Three

Chairs (1965 )y—which presented the dictio-

nary definition of *chair’ alongside a real

chair and a photograph of a chair—is recog-

nized as one of the carliest works in the his-

tory of conceptual art, in fact it was Yoko

Ono who first announced that language, by

itself on a gallery wall, is a justifiable form

of art.’
Munroe was referring to Ono’s 1962 exhibition of Instructions
Jfor Paintings at Tokyo's Sogetsu Art Center, an example of
which is Painting to Be Consiructed in Your Head. Rendered
calligraphically in Japanese characters, this work translates as:

! Tony Godfrey, Concepiual Art (London; Phafdon Press Limited, 1998).

(¥

Giodfrey 144,

Alexandra Munroe, Japanese Art afler 1945; Scream against the Sky
(New Yark: Harry N Abrams, Ine, 1994) 218,

1 Jon Hendricks, ed., Instructions for Paintings by Yoke Ope (Budapest:
Gallery 56, 15993) unpag.

Ono had exhibited written instructions {(in English) alongside several
objects in her exhibition at the AG Gallery in New Yaork the previous
year, One of these instriections was recently found and is featured in the

Go on transforming a square canvas in your

head until it becomes a circle. Pick out any

shape in the process and pin up or place on

the canvas an object, a smell, a sound, or a

colour that came to vour mind in association

with the shape.?
[n taking this very radical step of exhibiting instructions only at
Sogetsu, however, Ono’s conceptual intentions were somewhat
obscured by Japanese tradition, in which calligraphy is seen as
an art form in and of itself* Ono specifically addressed this
point in a catalogue of that Sogetsu show published 33 years
later in 1995:

To make the point that the instructions were

not themselves graphic images, [ wanted the

instructions to be typed. But in those days,

regular typewriters for the Japanese language

were not available. Only professional print-

ers and newspapers had typesetting machines.

So | thought of the next best thing, which

was to ask Toshi Ichivanagi to print out the

instructions by hand. He complied. My hand-

writing was too emotional, even when [ tried

Lo print—it looked like I was asking people

to appreciate the visual aspect of the writing

itself. Toshi was able to do a very neat job

—~close to typesetting, since, as a composer,

he had experience in copying his own scores

for print.®

Thus One’s Japanese background seems to have simulta-

neously inspired and obscured this important early step toward
Conceptualism.” As this paper hopes to demonstraie, while his-
torics of Conceptual art continue to neglect her, Ono can rightly

exhibition, Crlobal Conceptialism: Points of Origin: 950519705 origi-
nated at the Queens Museum of Art in Mew York in April 1999,

€ Yoke Owo, Instruction Paintings (New York: Weatherhill, Inc., 1995} 5-
&, Toshi fohivenagi is a compaser to whom Cno was sarried at the e,

The isswe of Conceptualism ax an international phenomenon was com-
pellingly addressed in the exkitition, Global Conceptualism: Points of
Ormigin, 19505- 19805, ovfginated af the Oueens Musenum of Art in dpril
1994 My conversations with Reiko Tomit, co-curator of the Jopanese
section of thix exhibition, have been extremely elpful.
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claim precedence not only in the employment of text as art but
for the use of advertising as a medium for Conceplual art as
well.

Ono is, of course, widely known for the 1969 poster ac-
tion, War is Over!, created in collaboration with John Lennon.
For this event, launched 15 December 1969, the couple com-
missioned billboards and posters in 12 cities: Athens, Berlin,
Hong Kong, Los Angeles, Montreal, New York (Figure 1), Paris,
Port-of~Spain (Trinidad), Rome, Tokyo and Toronto. In the lan-
guage of each city where they were sited, the billboards de-
clared “War is Over!/ If You Want It/ Happy Christmas from
John and Yoko," War /s Chver! extended its impact through
other media as well, including postcards and The Peace Sta-
tion Network, as detailed in Billboard magazine in an adver-
tisement Ono and Lennon placed on 24 January 1970 offering
“Free John and Yoko Station Breaks and ID°S, Plus the Regu-
lar John And Yoko Peace Report” (Figure 2).°

It had, in fact, been Ono’s long-standing vision to turn ad-
vertising—and the mechanisms of the media and the market-
place—to humorously ironic and critical ends within the con-
text of her multi-media artistic practice. While it remains little
known to this day, Ono had been making art with advertising—
and with great wit—for several years prior to getting together
with Lennon. In the March 1965 issue of The New York Arts
Calendar, for example, Ono placed a full-page display adver-
tisement for “Circle Events” at the “IsReal Gallery” (Figure
3).""The advertisement offered “Circle Events™ on “leather, silk,
glass, canvas, or other material to order, 3 1/2" x 2" to 40 x 24,
about $250.” The exhibition dates were March 3-31, and the
gallery was open 24 hours. No address was offered, but a tele-
phione number was listed. Of course. the IsReal Gallery existed
only in the pages of The New York Arts Calendar and in the
minds of the artist and her readers. In fact, the IsReal advertise-
ment is among the earliest examples of conceptual art in an
advertising medium, coming a full three years before Dan
Graham’s Figurative in the March 1968 issue of Harper's Ba-
zaar, the work that scholars generally cite in this regard—and
generally with an incorrect date. (Kosuth's 1965 date for One
and Three Cheairs has been challenged in the literature as well."
It is clear that he first exhibited his Conceptual works no ear-
lier than February of 1967.)

¥ Dorothee Hansen, " War is Over!” in John Lennon: Drawings, Perfor-
mances, Films, o, Wl Herzogerrath and Dorotihes Hanser (Stuttgars:
Cantz Verlag, 1993) 172,

* The advertisement appeired in Billhoard (24 January 1970): 49,

W Thanks to Janis Ekdahl of the Muscum of Modem Art Library in New
York for assistance in locating this citation.

1

Benjemin 5.1, Buchioh, for example, kas characterized Kosath s clafored
daatex for frix Proto-Investigations (ohe terdes in wiich Chairs is included)

1963 and [ 966—as umverifiable. He cites imterviews with several art-
istx, imcluding Creaham, who were close to Kosurh during this pertod vet
el meat seen J:.r.l'.ﬂjq"r:nh.!.f'.ffmmr peces ntil .r.fwfr_ﬁr.srv.rha'.l':-r'rr'r.rn in Fehru-
ary 1967 at a shaw Kosuth kimsellhod organized at the Lannis Gallery.
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Graham's Figurarive, for example, was featured in the
1995 exhibition Reconsidering the Object of Art 1963-1973,
with a date of 1965. This confusion may stem from the fact
that, while the actual advertisement did not appear until 1968,
Graham has dated to 1965 a related work, “Scheme for Maga-
zine Page ‘Advertisement™ —in the same 1993 exhibition. This
latter work shows a cash register tape “framed” in a drawn box
with the title, date, and signature at the bottom. The 1968 pub-
lication of Figurative featured a similar cash register tape with
the title “FIGURATIVE BY DAN GRAHAM” to the right of
the register tape.'” In Harper's Bazaar, the ad appeared sand-
wiched between advertisements for Wamer bras and Tampax
tampons.” The coincidence of Fignrative's placement imme-
diately adjacent to an ad for bras extends the pun inherent in
the work, which—to an art-savvy reader—already suggests a
play between ‘figurative art’ and the column of “figures’ on
the tape. In an essay titled, “My Works for Magazine Pages:
*A History of Conceptual Art,”™ Graham offered this explana-
tion of the work:

I became involved with the art system acci-
dentally when friends of mine suggested that
we open a gallery. . . . Al our gallery, John
Daniels, we gave Sol LeWitt a one-man show,
and presented several group shows that in-
cluded all the proto-Minimalist artists. . . .
However, the gallery was forced to close al
the end of the first scason due to bankruptcy
. . .. Through the actual experience of run-
ning a gallery, I learned that ifa work of art
were not written about and reproduced in a
magazine, it would have difficulty attaining
the status of “art.” It seemed that to be de-
fined as having value (that is. value as “art”),
a work had only to be exhibited in a gallery
and then Lo be written about and reproduced
as a photograph in an art magazine. It was
this record of the no-longer-extant installa-
tion, along with more accretions of informa-
tion after the fact, that became the basis for
the art work's fame and, to a large extent, its
cconomic value. . . . Furthermore, with few

Buchlok alvo states that On Kaweara, whose stndio Kosath visited fre-
guently af that time, prodeced docemented word paintings during the
same period. See Buchlof's "Concepiual Art 1962-1969: From the des-
Hreetie ool Admimistration to the Critigue of fnstitetions, " Ociober 55 (79510
122-23, menre I8,

While the cash register tapes featured in the two Graham works arc
¢learly not identical, the exhibition checklist for Reconsiderimg the (i
jeet of Art 19651975 presents both works under a single listing (dated
1965) as “original source materials and publication documentation.” In
both cases, store name and date are lacking. See Ann Goldstein and
Anne Rorimer, Reconsidering the Qlyect of Art 1965-1975 (Los Ange-
les: The Museum of Contemporary Art, 1995) 124-25, 325,

B Harper's Bazaar (March 1968); 90,



exceptions, art magazines are supported by

advertisements from art galleries. When the

advertiser’s exhibitions are reviewed and

made a matter of record in the art magazines,

the works shown are guaranteed some kind

of value as “art” and can be sold on the an

market. Sales vield profits, which allow gal-

leries to purchase additional advertisements

in art magazines and to sustain the art sys-

tem in general "
The “IsReal Gallery,” of course. was a fiction."* But Ono had
actually proposed her Cirele Event for exhibition at the Leo
Castelli Gallery. In her letter to gallery director Ivan Karp dated
4 January 1965 Ono discussed her proposal for the exhibition
of blank canvases on which gallery visitors would be invited 1o
draw circles. The letter refers to a meeting between Karp and
Ono’s husband at the time, Tony Cox. She begins: “Dear lvan,
Thank you so much for seeing Tony Cox. Yes, it is necessary o
sell the paintings, isn’t it, il you have to spend 33000 for a
show.”'"Karp apparently declined her proposal, and she coun-
tered with an alternative which called for Castelli’s artists to
draw the first circles, afier which they could be sold. Karp’s
reply. simply dated “Winter,” and in his own handwriting, says
in part:

Dear Yoko, Thank you so much for your ur-

gent missive. It is indeed laden with pungent

metaphysics and adventurous aesthetics. It

seems now, however, afier vour clarified and

detailed exposition that the kind of show you

have in mind fails to suit our temperament

which is essentially, restless, driven, fiercely

Western and concrete—not materialistic,

mind you—perish the thought, but terribly

conerete.!”

Ono had previously realized the Circle Event as a post-
card distributed in 1964, and ina 1962 article titled “Word of a
Fiction-Teller” in the Tokyo-based Sogersu Art Jowrnal, Ono
M Ban CGrahan, "My Works for Magazine Pages: ‘4 History of Concep-
feead Are, " in Rock My Religion (Cambridge: MIT Pross, FO03) wiii-nd.

In 1466, Tony Cox (to whom Ono was then married) distributed a *Pro-
spectus” for the “1s-Real Gallery Incorporated” with a budget for the
reental and operation of an actual gallery in which the installation of The
Stare, first presented at the Judson Gallery in March 1966, was to havea
“permanent home,” While the prospectus promised an eacly June open-
ing. the project was never brought to fruition. In a conversation with the
author on 28 April 1999, Ono stated that Cox simply appropriated the
name for an unrelated ventupe, The document’s pasi-tense reference to
the Judson Gallery installation and promise of an carly June opening
place it within a two-month period hetween the end of March and the
end of May, 1966—at least one year afler the IsReal ads were placed in
the New York Arts Calendar. A copy of this document is held in the Jean
Brown Archives at the Getty Rescarch Institute, Los Angeles.

Copy of letter sent to Ivan Kamp Jan 4, 1965, Courtesy Yoko Ono,

Reply from Ivan Karp to Ono’s letter of 4 January 1965, Courtesy Yoko
Ui,
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wrote about the significance of circles and lines, stating that
“[m]y current interest is in such a world of fictional rules—
[t]he assumption and realization of a perfect circle and a per-
fect line that we have not encountered except for in our con-
ceptual world."” Ono’s conceptual intentions with her [sReal
Crallery Circle Event are thus well documented.

Curiously, in the same March 1965 issue of The New York
Arts Calendar in which Ono’s [sReal Gallery ad appeared,
Graham had an advertisement as well—for his very real, soon-
to-be-bankrupt gallery, John Daniels. When asked recently if
he was familiar with Ono’s IsReal Gallery ad, Graham replied
that he was not. And when informed that it was one of only a
handful of full-page ads in the same issue in which his own ad
for the Neo-Plastics exhibition al Daniels appeared, Graham
stated 1 didn't look at my ads.™" Although Ono’s humorous
appropriations of advertising media for her art predate the ad-
vertising works of Graham by three years—and her text-based
works arguably predate Kosuth's by five years—her work re-
mains little known, while that of Graham and Kosuth has
achieved canonical status within the history of Conceptual art.

In the April/May 1965 issue of The New York Arts Calen-
dar Ono placed another ad for “IsReal Gallery.” this one offer-
ing “Hole Events,” also on “leather, silk, glass, canvas, or other
material to order” (Figure 4).°" As with Circle Events, the Hole
Event focuses on an abstract concept. While a circle might in
fact be rendered in one material or another, a hole is defined by
the lack of a given material; it is immaterial by definition.

The following year, Ono placed three advertising pieces in
the London-based magazine, Art and Artists > As with the New
York Arts Calendar pieces, the ad space was donated by the
publisher, in this case, Ono’s friend Mario Amayo. The three
pieces/ads were: Fountain Fiece, October 1966 (Figure 5);
Mouthpiece, November 1966 (Figure 6); and Do fr Yourself
Dance Piece/Swim in Your Sleep, December 1966 (Figure 7).
Mouthpiece was first published in Ono’s Do It Yourself Fluxfest
{designed by Fluxus founder George Maciunas) as part of
Fiuxus 3 newspaper eVenTs for the pRicE of §1 (Fluxus News-

% Yoko One, “Word of @ Fiction-Teller, " Sogetsu An Journal 24 (Muy

F962). Draft translation by Midord Yoshimoto, edited by the atthor.

" Telephone imerview with Dan Graham. 1 March 1999,

M Thanks to Barbara Moore of Bound and Unbound in New York for
locating this citation.

The three pieces'ads were: Fouortain Plece, Art and Artists, 1.7 (October
1966): 44; Monthyicce, vt and Artists, 1. 8 (Movember 1966): 3%; and
Do It Youwrself Pance Piece/Swim in Yonr .‘i‘pr, Art el Artixex, 1.9
{December 1966): 73, Mouthplece was first published in Ono's Do I
Yonerself Fluxfest (designed by George Maciunas) as part of  newspa-
pew e VenTy for The pRicE of 37 (Flioos Newspaper No. 7, February
1966}, Another piece from Do It Yoursell Fluxfest was published in the
January 1968 issuc of The Promethean: A Sympasium for Liberal Reli-
giony Yowth (Boston), apparently unknown to Ono until pointed out to
her by this author in 1996, Thanks to Clare Storey and Adrian Glew of
the Tate Gallery in London (Library and Archives, respectively) for as-
sistance in locating these citations.
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paper No. 7) of | February 1966.

Perhaps the best-known of her published print advertising
picees is Museum of Modern (F) art of 1971, No longer the
starving artist, Ono placed a paid display advertisement in The
Fillage Voice announcing her (again, purely conceptual) one-
woman show at the Museum of Modern Art (Figure 8).% A “this
is NOT here” notice placed in the MoMA ticket window is
possibly a humorous reference to the title of the exhibition Ono
did have at the time—in Syracuse, New York, at the Everson
Museum.” The ad also included a mail-in order form with which
one could purchase the catalogue (which did exist). Not only
did Ono publish a catalogue for the putative *exhibition,” she
also documented it—through the responses of visitors inter-
viewed as they left the museum—in her 7-minute 1971 film
The Musenm of Modern Art Show.

After her 1971 exhibition in Syracuse was overrun by
Beatles fans who literally stole the show-—or at least parts of
it—Ono did not have a one-person museum exhibition again
until 1989, Since then, she has been prolific, returning often to
her strategy of advertising intervention.™ In 1994, for example,
Ono’s A Celebration of Being Human, a project in the small
German town of Langenhagen, featured thousands of black and
white images of a pair of bare human buttocks, reproduced on
billboards, bus stops, kiosks, banners hung from lampposts,
posters hung in shop windows. T-shirts, umbrellas and “post-
cards handed out free in this suburb of 50,000 inhabitants. "™ A
text accompanied the image: *A Celebration of Being Human.
We are beautiful. We are fun. We are mammals without tails.”
Upon being asked if she wasn’t a bit behind the times, as ad-
vertising executives had long been exploiting the promotional
value ofa well-formed bottom, she told the German news maga-
zine Der Spiegel “Sure, but those are small, stylish, cute arses,
I'm advertising a really nice average bum.™* The exhibition,
she wld The Independent, “is designed 10 make viewers won-
der about the subject and to prompt thoughts of peace. Art, asa
part of peace, is beautiful.”*

The Langenhagen project, of course, is related to her 1967
Film No. 4 (Bortoms). a collection of 365 human bottoms filmed

12

The Village Viaice, 2 December [971, 25
5 “This Is Mot Here,” Ono's first museum retrospective exhibition, was
presented by the Everson Muscum in October and November of 1971,

While numerous examples could be cited, due to space limitations, this
paper details only a small sampling of such projects since 1959,

“Yoko Ono Inundates Hanover Sufuirk with 70,000 "moon-shots, "™
Agence France Presse fwire reportl, 26 October 1994, See also Kai Bawer
and Michael Steplan, Vor O 1994, echibition catalogue (Langenhagen:
Schle wnd Kudtwramte der Stadt Langenhagen, 1994), fn Seprember and
Cctaber 19948, ane u_.ﬂﬁl,'::‘q.‘ billboards wias erected near Londan s Euston
Station as part of the project The Visible and the Invisible: Re-present-
ing the Body in Contemporary Art and Society (21 Septembir-26 Oto-
ber 1996, Ewston, London), sponsored by the Institute of feternational
Visual Arts. A sevies af satellite exhibitfons, installations amnd events oc-
curring simultanconsy tn mov-are " sites in the Euston area durdng the
autumn, 1906, it commbined new commissions and work ol previously
seea in the UK by fifteen imternational artists,
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at close range as their owners walked on a specially constructed
tumnstile, creating four constantly shifting gquadrants on the cin-
ema screen.”

Her 1996 Fly project for the Anderson Gallery in Rich-
mond, Virginia, used a variety of advertising media. Bevond
the walls of the Anderson Gallery, on billboards, T-shirts, and
posters throughout Richmond, Ono’s enigmatic word art en-
gaged its audience in a simple vet rich flight of the imagina-
tion: fly—noun; verb; adjective; work of arl. A word alone,
lacking grammatical context—the viewer was lefl to create ils
meaning. As a noun, it might refer to an insect or a pant zipper.
In British slang, ‘fly" is an adjective, meaning ‘alert; clever;
sharp.”™ An Alfrican-American speaker might describe some-
one as ‘fly,” meaning *fast and ecstatic; brash; good or great.™
And as a verb, it might suggest fleeing—or more hopefully—
the boundless freedom of unaided human flight, She said:

| like the idea of flying. I'm not talking about
the idea of flying on a plane or anything like
that. It's just [that] a conceptual idea of flight
is beautiful. And so I did a lot with flying.
It’s a conceptual flight. And 1 want to en-
courage people to do that. ™

In Fly, language itself is a medium for visual an, and a
broad range of information and experience lies compressed in
these three letters, awaiting realization and actualization in the
mind of the viewer. Ono’s art is less an object than an active
verb. Taking the form of billboards, posters, banners, and T-
shirts, as it did in Richmond, Fly operates in the wider social
realm of advertising, deliberately encountering viewers in places
and situations that are unexpected.

For Ong, the fascination with language and word play came
quite naturally. *My first language is Japanese. When you learn
English, you always say ‘Is this an adjective or adverb or a
verb or a noun?” And we're always aware of the fact that some
words are both.” Speaking of her Fly Piece (1963). a related
work published in her 1964 artist’s book, Grapefruit,” Ono
has stated “My feeling is that I'm just throwing a pebble in the
water, and it is going Lo create a ripple. I'm not going to control
8 As reported in The Herald (Glasgow), “Yoka Touches Bottom as Town
Takes Cleek tor Heart, ™ | November 1994, 4.

Yoko Cno, in Maryann Bird, “People: Artfid Yoko's Piece of Cheek,
The Independent, 25 Octoher 1994, 15,

¥ The original (much shorier) version of Fitm Number Four was featurcd
in the Flugflns collection of 1966, In that version, the actors walked
through a space with the camera following. The tumstile was created for
the feature-length version of 1967.

William Morris, e, The American Heritage Dictionary of the English
Language (Bosron: Houghron Miflin Company, 1975) 507,

Clarence Major, ed.,, Juba to Jive: A Dictionary of African-American
Slang (New York: Viking/Penguin Books USA Ine., 1994) ]77,

Telephone interview with Yoke Ono, 4 September 1996, All
unattributed quotes are from this interview,
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the ripple.”™* The viewer must construct his or her own mental
image when confronted with a piece such as Fly (1996).

Language and geometry are both implicated in the IsReal
Gallery/Cirele Event piece. The name itself suggests the na-
tion of Israel (enough to confuse the typesetter who listed it as
such on another page of The New York Aris Calendar), a na-
tion literally materialized only 16 years earlier in 1948, but in
existence for more than two millennia. As Ono had pointed
out in her 1962 Sogetsu article, circles and lines are absiract
concepts—a perfect circle and a perfect line that we have not
encountered except for in our conceptual world.” Ono’s 1965
IsReal Gallery ads clearly fit Graham’s conception of his 1968
ad as institutional critique.

The fsReal Gallery, however, is not the first such use of a
published advertising medium. Art historian and independent
curator Reiko Tomii has recently rediscovered an earlier re-
lated work that she included in the exhibition, Global Concep-
fualism: Points of Chigin, 1950s-1980s, which originated at
the Queens Museum of Art in New York in Apnil 1999, The
work is by Ono’s fellow Tokyo Fluxus artist Yasunao Tone.
The Tone ad known as the Tone-Prize Composition ad, pokes
fun at the independent exhibition system and award exhibition
programs then common in Japan. The ad, which appeared in
the September 1964 issue of Ongaku Geifutsu, begins:

Call for Entries: 1st Tone-Prize Composition
Tone Prizes are given to all entries.
Deadline: October 1,

Certificates will be mailed in lieu of official
announcement in early October.

There is no restriction on form or content.
However, phenomena will not be accepted

Criginally published in a limited cdition of 500 copies by the
Wunternsum Press in Tokyo in 1964, it was republished by Simon and
Schuster in 1970 and by their Touchstone Books division in 1971 (asa
paperback).

Telephone interview with Yoko Ono, 4 Seplember 1996,

Cited in Reiko Tomii, “Concerning the Institution of Ar: Congep-
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for they are impossible to present; instead,
please submit texts, ete. ... *

Contact information and other details are followed by the
announcement that all winners automatically qualify for a se-
ries of other awards, each named after an artist or composer—
one of whom is Yoko Ono. A request for further information
would have yielded a Tone-Prize Application, which included
the following special note regarding qualification for the Ono
Award: “Ono Prize, given by Yoko Ono, will be open to works
by male composers only. [Entrants] are required to present “face
and forms,” i.c., a photograph and data for weight, height, bust
size, etc.” In a recent conversation, Tone confirmed that Ono
did indeed provide this information for the ad.*

While the Tone-Prize Composition ad appears to be the
first use of magazine advertising space as a medium for Con-
ceptual art, Ono had on at least two previous occasions used
direct mail advertising for similar purposes. In a postcard from
early 1964, Ono invited recipients to her touch poem no. 3 in
Nigeria, Africa, on March 33rd, 1964 (Figure 9). And in another
direct mail piece of the same period, recipients were invited to
an unspecified event on May 31, 1964 (Figure 10). In this latter
case, the location is given simply as “YOKO ONO ROOF” with
no street address; in the former case, the date of March 33rd
makes it clear that this event takes place only in the reader’s
mind,

Within the history of Conceptual art then, Ono is clearly a
leader—not only in terms of text as art (as Alexandra Munroe
has already demonstrated). but also in the use of advertising as
a medium for art, and as institutional critique.

Virginia Commonwealth University

tualism in Japan,” in Philomena Mariani, ed., Global Conceptinalism:
Points of Crigin 19507980 (New York, Queens Museum of Ar, 1999)
21

Tomii 21.

36 Telephone Interview with Yasunao Tone, 23 February 998
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Figure 1. Yoko Ono and John Lennon, War fs Over!, billboord installed in

Times Square, New York City, 1969, Copyright Yoko Ono; courtesy Lenono Figure 2. Yoko Ono and John Lennon, War [v Over!, advertisement in
Photo Archive Biiltheard, 24 January 1970,
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Figure 3. Yoko Ono, IsReal Gallery:
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the New York Arts Calendar, March
A ——. | Y65, Courtesy Barbara Moore.
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CONCEPT ART IMSTRUCTURE INSOUND
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Figure 4. Y oko Ono, IsReal Gallery: Drill Hole Event, advertisement in the New York Arts Calendar, April/May 1965. Courtesy Barbara Moore.
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Effacing Difference: Larry Rivers History of Matzah
(The Sory of the Jews)

Samantha Baskind

In Drawings and Digressions, a compilation of drawings and
autobiographical prose, the artist Larry Rivers writes of afel-
low artist:

He'sfrom arather old American family from

Kansas. . .I've aways considered him to be

areal American, while | am a fake Ameri-

can—sort of American by mistake. After all,

my mother came here when she was twenty-

six, my father wasfourteen; and dl | saw were

foreignersin my house, and | spoke Yiddish

till | was six yearsold.!
By invoking aspects of hislife as a Jew, Rivers reveals much
about who heisasafirst-generation Jew in America. Through
an examination of Beforethe Diaspora, theinitia panel of Larry
Rivers' triptych History of Matzah (1982-84), this paper seeks
to understand how afirst-generation American Jew expresses
hisidentity in aworld to which he feels he can never fully be-
long, neither asaJew nor asan American. Beforethe Diaspora
provides an opportunity to analyze American Judaism on two
levels. Because the triptych was designed by an American Jew,
it will be discussed in terms of how Rivers views his Jewish
identity and how thisreflectsthe sentiments of American Jewry
as awhole. Additionally, how Rivers manipulates and trans-
forms biblical history in the panel, and the choices he makes
about what iconic images from the history of art he chose to
include/efface will aso be discussed.

A consistent theme in discussions of American Jewry is
that of difference. In The Jews in America: A History, Rufus
Learsi writes“thedesire ‘to belong,’. . .seemed capable of ful-
fillment only by shedding as many differences as possible, by
being as much as possible like the rest.”? Irving Howe, too,
commentson adesireto eliminate difference: “To bean Ameri-
can, dresslike an American, look likean American, and. . .talk
like an American became a collective goal.”® Manheim S.
Shapiro statesthat “immigrants saw. . .differencesasapossible

1 Larry Rivers, Drawings and Digressions (New York: Clarkson N. Pot-
ter, Inc., Publishers, 1979) 91.

2 Rufus Learsi, The Jews in America: A History (Cleveland: The World
Publishing Company, 1954) 76.

3 Irving Howe, World of Our Fathers (San Diego: Harcourt Brace
Jovanovich, Publishers, 1976) 128.

4 Manheim S. Shapiro, “The Socia Tradition of the American Jew,” Tra-
ditions of the American Jew, ed. Stanley M. Wagner (New York: Ktav
Publishing House, Inc., 1977) 39 and 44.

block to progress or achievement. . .(and) the ideal society
seemed to be oneinwhich all such differences. . .would disap-
pear.”* Finally, Neil and Ruth Cowan describe Reformerswho
wanted

to eliminate many of therulesgoverning daily

life so that Jewswould not be obviously dif-

ferent from their Christian neighbors (no

payess for men, no wigs for women, no

yarmulkes, no food restrictions); in general,

asthey put it, to modernize an ancient faith

and make it more attractive.®
This reiteration of replacing the old with new, be it language,
dressor customs, isechoed intheway Rivers approachestradi-
tional art historical imagery in the initial panel of History of
Matzah.

An artist who explored ‘history painting’ in past works
such as Washington Crossing the Delaware (1953, New York,
Museum of Modern Art) and The History of the Russian Revo-
[ution: From Marx to Mayakovsky (1965, Washington, D.C.,
Hirshhorn Museum and Scul pture Garden, Smithsonian Insti-
tution),® Rivers seemed an appropriate artist to give the com-
mission for History of Matzah because of his past successwith
history painting, his ability to incorporate dense amounts of
material in small spaces, and his own Jewish heritage. In the
1950s Rivers painted The Burial (1951, Indiana, Fort Wayne
Museum of Art), inspired by the memory of hisgrandmother’s
funeral and Europel (1956, The Minneapolis|nstitute of Arts)
and Europe 1l (1956, New York, Collection of Mr. and Mrs.
Donald Weisberger),” based on aformal portrait of Polishrela-
tives. Though not hisfirst venture with a Jewish subject, His-
tory of Matzah was Rivers' first large-scale composition on a
Jewish theme.

It wasin 1982 that Rivers received the commission from
Siviaand Jeffrey H. Loriato create ahistorical narrative of the
Jewish people.® Theresult of prodigious literary research, this

5 Neil M. Cowan and Ruth Schwartz Cowan, Our Parents' Lives: The
Americanization of Eastern European Jews (New York: Basic Books,
Inc., Publishers, 1989) 254.

6 Good illustrations of all of these paintings can be found in Sam Hunter,
Larry Rivers (New York: Rizzoli International Publications, Inc., 1989),
pages 16 and 36, respectively.

7 Again, finereproductions of these images can be found in Hunter, pages
14, 63 and 47.
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three-paneled history's full title is History of Maizah (The Story
af the Jews). A self-described spiritual and ethnic Jew,” Rivers
presents 4000 years of history on three enormous nine by four-
teen foot triptych canvases. Created in a collage-like form, im-
ages and stories overlap in Part 1, entitled Before the Diaspora
(Figure 1), Part II, Enropean Jewry (Figure 2), and Par III,
Immigration to America (Figure 3). Originally intended to be
only one canvas,'” the project expanded due to the enthusiasm
with which Rivers embraced the project, and the impossibility
of representing 4000 years of a people’s history on one canvas.

The third canvas of the triptych is entitled Immigration to
America. This final panel focuses on the Jewish immigration
1o and settlement in the United States, up to World War 1. Su-
perimposed on matzah is a map of Europe, depicting the many
countrics and cities from which the Jews cscaped. The Statue
of Liberty dominates the lower left corner and an influx of Jew-
ish immigrants subjected to compulsory medical exams at a
port of entry covers the upper left corner. A large grouping of
traditionally dressed Eastern European Jews are shown read-
ing Der Tog, a Yiddish daily published at the beginning of the
century. Another example of the proliferation of Jewish cul-
ture and the Hebrew language in the carly Jewish-American
community is found in the form of a poster in the upper center
area advertising a Jewish version of William Shakespeare’s
play King Lear.

Part Il of the triptych, Ewrapean Jewry, is also painted on
a background of matzah with a map of Europe upon the un-
leavened bread, this time symbolizing the dispersion of the Jew-
ish people after the Temple was destroyed.! Largely histori-
cal, the images proceed from left to right depicting, for ex-
ample, the Jews of Spain during the oppressive years of the
late fifteenth century, the Jews of Lithuania in the cighteenth
century and Russian Jews from the nineteenth century. The re-
ligiosity of the Jewish people in this period is emphasized by
the large figure of a Jew at center, dubbed by Rivers as the
“Happy Hasid.™* Additionally, at the top of the panel the large
bust of a male dominates, wearing a tallis and phylacteries, the
traditional garb of a praying Jewish male. The final overt sym-
bol of Jewish picty in the canvas is a representation of Rivers'
cousin Aaron Hochberg traditionally clothed, head bowed in
deep concentration in front of a Torah scroll.

The large grouping at the center of the panel highlighted
by a male Jew holding a torah includes portraits of Sivia and

e Helen A. Harmison, Larry Rivers (New York: Harper & Row, Publishers,

1984) 104,
Harmison 104,

Nomman L. Klechian and Anita Friedman, Nistory of Matzah: The Story
of the Jews (New York: The Jewish Muscum, 1984) 8.

Kleeblan 20,
Klechlan 20.

Sce, for example, Robert Campin's (Master of Flémalle) The Merode
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Jefirey Loria, the couple who commissioned History of Matzal.
A modified version of Mauryey Gottlieh's Jews Praying in the
Svnagogue on Yom Kippur (1878) (Figure 4), the Lorias® in-
clusion is in the tradition of donor portrails in medieval and
Renaissance altarpieces."” Along the left side of this canvas ani-
mals from fourteenth and fificenth century medieval Hebrew
manuscripts are included 1o demonstrate Jewish creativity dur-
ing a period which has been believed to be aniconic.' As we
shall see in the discussion of Before the Diaspora, Rivers' in-
corporation of the work of other artists is an importani compo-
nent of History of Matzah. Though not chronological, Ewro-
pean Jewry summarizes religious practice, oppression, and
vocations of Jews during their long history in Europe.

Part [ of the triptych covers the period beginning with the
giving of the Law on Mount Sinai through the Fall of Jerusa-
lem to the Romans. Peeking behind images is the flat dry ren-
dering of matzah, the unleavened bread which resulted from
the Jews" haste when fleeing Egypt (Exodus 12:34, 12:39). Dur-
ing the yearly celebration of Passover in the Spring, Jews sub-
stitute matzah for leavened bread as a means for remembering
the Exodus, when the Jewish people wandered in the desert for
forty years, Remembering seems to be at the core of the trip-
tych and is thus an appropnate background for a canvas com-
memorating the history of the Jews. More chronologically ori-
ented than the second and third canvases, and arranged in three
horizontal planes, beginning with Moses with the tablets of the
Law and culminating with a rendering of Leonardo da Vinci's
The Last Supper, this first panel tells a story not only of the
Jews in the biblical era, but Larry Rivers, American Jew from
the twenticeth century.,

The personalization of this panel begins with the first im-
age in the upper left comer, *Moses’ is a representation which
uses Rembrandt’s Moses (1659) (Figure 5) as a model." By
individualizing the largest figure in the initial panel, and the
image who begins the long journey of the Jews, Rivers overtly
links himself' with the Jewish people as a whole," Rivers' cousin
Aaron Hochberg, the same figure who supplied the physiog-
nomy for the scribe in the second panel of the triptych, is trans-
formed into Moses. Jews through the ages have always felt that
they belong to a people, not just themselves;'” that they iden-
tify Judaism as “a group of Jews who see themselves as ‘Is-
rael,"” that is. the Jewish people who form the family and chil-
dren of Abraham, Isaac, Jacob, Sarah, Rebecca, Leah, and

Alrarpivce (New York, Metropolitan Museum of Art, ¢, 1425-28), alsoa
triptych,

Kleeblatt 20

Rembrandi’s reputed rapport wath the Jews of Amsterdam is well-docu-
mented. Susan W. Morgenstein and Ruth E. Levine, The Jews in the dge
of Rembrandt {Rockville, MD: The Judaic Muscum of the Jewish Com-
munity Center of Greater Washington, 1981).

Klechla 11

James JafTe, The American Jews (New York: Random House, 1968) 319,
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Rachel, the founding fathers and mothers.™ This genealogical
reference, Hochberg as Moses, and Hochberg, a relative of
Rivers, implies Rivers' acknowledgement of Moses as his own
ancestor and the idea of the Jewish people as a tribe.

Of particular interest is the biblical text on the tablets of
the Law. Rembrandt’s Hebrew lettering is an accurate display
of Hebrew letters, bul they do not spell out biblical text nor
recognizable Hebrew words. Rivers” Hebrew lettering, how-
ever, is legible. The tenth commandment is inscribed on the
tablets held by Rivers® Moses. This final commandment is about
covetous desires, translated as: Thou shalt not covet thy
neighbor’s house; thou shalt not covet thy neighbor’s wife, nor
his man-servant, nor his maid-servant, nor his ox, nor his ass,
nor anything that is thy neighbor’s (Exodus 20: 14). The Ameri-
can Jew did not always take this commandment to heart upon
his move to the United States.

Newly immigrated Jews desiring acculturation in America
changed many aspects of their lifestyles to *fit in® with fellow-
countrymen. By the late nineteenth century, religious services
were read in English, not Hebrew, traditional dress, such as
hats and prayer shawls were discarded, and attempts were made
to efface differences in religious practices. Mimicking their
Christian counterparts, organs were introduced in religious cer-
emonies, some congregations adopted a Sunday moming ser-
vice, and the sermon became the centerpiece of the religious
service. Furthermore, Reform religious education was reduced
to Sunday school™ and Jewish religious songs often adopted
Christian melodies and motifs.™ One of the most noticeable
changes the Jews were to make upon their arrival to America
was the modernization of their names. Changing one's name to
reflect a non-Jewish character became popular practice from
the nineteenth century onward®' and was viewed as a way to
‘cover up” Jewishness.™ For example. performers in the public
eye such as Nathan Bimbaum, Benjamin Kubelsky, and Issure
Danielovitch are better known as George Bumns, Jack Benny,
and Kirk Douglas, respectively.

Larry Rivers was born Yiteroch Loiza Grossherg. Rivers
expressed shame at his name change, albeit in a roundabout
manner, when he wrote of his family’s reaction to this change:

My family always used to say, “Well, why
do you have to change—are you ashamed of
Grossberg?” And | never would admit that,

1% Jacoh Meusner, Infroduction fo dmerican Judaism (Minneapolis: For-
tress Press, 1994) 31,

1% Nathan Glager, American Judaion, Zod ed. (Chicago: U of Chicago P,
1989) 46

M Howard M. Sachar, A History of the Sews fn America (New York: Alfred
Ao Knopf, 1992) 113,

= Geoffrey Wigoder, The New Standiard Jewish Encyclopedia, Trhed., (New
York: Factz on File, Inc., 1992) 689,

=% Bamy Rubin, Assimilation and ity Discontents (New York: Random
House, Inc., 1995} 78,

Rivers, Dvawings amd Digressions 30,

89

But in all probability it was whatever Jews

go through with those things—names and

noses. | had "em all.®
Rivers more directly acknowledges his *shame’ at changing his
name when detailing a conversation with the art historian Clem-
ent Greenberg. Before even saying hello, Greenberg asked Riv-
ers what his name was before he changed it. Meekly, Rivers
replied “Grossberg.” To which Greenberg responded “Sounds
like you're ashamed of being Jewish,”™ Rivers then infers that
Greenberg probably saw his changing his name as “an odious
weakness of character.,™* When discussing Greenberg later in
his autobiography Rivers writes:

Perhaps 1 never forgave Clem for criticizing

my change of name to one that didn’t carry

the identity his name stuck him with, which

stung me all the more because somewhere

not too down deep | agreed that changing my

name was shameful .
Effacing difference seems to be at the core of Rivers” name
change.

The great lalian artist Michelangelo is also quoted in the
first panel of History of Matzah, but again with Rivers’ amend-
menits. From the knees up, initially Michelangelo®s David (1501-
4) (Figure 6) looks perfectly rendered. On close inspection, how-
ever, David's face appears altered. Rivers has taken David’s fine,
thin features and transformed them into Semitic features, while
also circumcising the classical sculpture. Preoccupied with the
differences between Jews and Gentiles, Rivers mentions his
physiognomy several times in his autobiography. When discuss-
ing his son Steven, Rivers states that he liked Steven’s looks
because he didn't see the beginning of (his) big nose in Steven’s.
When talking about his adolescence, Rivers states “My nose was
beginning to lengthen and tum down at a disturbing pace. My
friends not only noticed this, they began wamning me that I was
going to wind up ‘looking Jewish.™™

Fascinated with non-Jewish features, in his writings Riv-
ers constantly mentions those without Semitic qualities such as
his blond, blue-eyed third grade teacher.™ When discussing his
first girlfriend Molly Adams, a woman who could trace her
ancestry back to the Adamses, Rivers’ states “She was quite
beautiful and very different from me.™ Further, in the late 1950s
through the 1960s Rivers drew several works with the subject

M  Larry Rivers and Amold Weinstein, Whet Did | De? The Unauthorized
Autodiagraphy (Mew York: Harper Collins Publishers, 1992) 182,

¥ Rivers, What Did | Do? 183.
¥ Rivers, Whar Did | Do? 191,
o Rivers, Whar Did I Da? 39,
E Rivers, What Did | Do? 89,
¥ Rivers, What Did I Do? 91,

Rivers, Drawings and Digressions 92,
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of noses, including How to Draw: Noses (1962, Connecticut,
Collection of Mr. and Mrs. James Thrall Soby), Polish Ve-
cabulary Lesson (1964, Private Collection), and Golden Ofd-
ies: Bunch of Noses (1968, New York, Private Collection). Con-
tinuing on the subject of physiognomy. Rivers describes the
drawing Miss New Jersey, (1959, Private Collection) a por-
trait of his girlfriend Maxine as follows:

She had a beautiful nose—and even though

the drawing is quite abstract, you can see that

I was aware of her nose with these two dots,

1 was very aware of it because I've thought

aboul a nose job since | was eighteen. I mean

you live in a culture where evervbody's nose

is going up, or is straight, and you walk

around looking like some Arab or an anti-

Semitic notion of an elder of Zion—well, you

sort of consider it. My sister had a nose job.™
Finally, Rivers makes a point of mentioning that his Uncle
married a Jew who did not look Jewish and did not have an
aceent. ™ These frequent allusions Lo difference are inseribed in
action with the ‘erasure’ of David’s classical features. While
here Rivers does not eliminate difference, he tries to make
mainstream what has always been viewed in America as differ-
ent, or foreign.™

And the circumcision of David—circumcising one of the

most over-produced icons of art history is an overt gesture.
The last section of Larry Rivers' autobiography is a synopsis
of what he perceives he did in his life and one that takes up the
theme of circumcision in his writing. Entitled *Okay, what did
[ do!” Rivers writes, among other things:

| arranged for the mutilation of my son’s cock,

a surgery that was not necessary unless | ook

seriously the biblical covenant with God. |

hope that when Sam grows up he won't think

he needs the bit of skin and forgive me. I'm

not sure if that decision to have him circum-

cised made me anvmore Jewish than my de-

cision ten years before to halt ingestion of

the pig.*
Rivers’ statement, along with his ‘marring’ of David, implies
that he seriously believes in the distinguishing mark of the Jewish
male. Genesis 17:10-14 establishes the oldest rite in the Jewish
religion, the circumcision of a male child eight days after his
birth, an external binding symbol of the child to his religion.

W Reproductions of these drawings can be found in Sam Hunter, Larry
Rivers (Waltham, MA: Brandeis UP, 1963) 13 and Rivers Dravwings and

Digressions, 146, 255, 103, respectively.

Rivers, Drawings and Digressions 103,

B Rivers, Whar Did [ Da? 97-8,

¥ American Jews in the late nincteenth century were viewed as “Orien-
tal,” or figures that were “gothic or medieval in style.” Howe 395,

O Rivers, What Did | Do? 461-2,

a0

Circumeision traces back to the covenant that Abraham, the
first Jew, made with God. Known as the sign of the covenant
(Genesis 17:11), the covenant in the flesh (Genesis 17:13) and
the covenant of circumeision (Acts 7:8), this was the rite upon
which the Lord stated he would be a God to Abraham and his
offspring. According to Exodus 2:24-26, even Moses would
have died if his son had not been circumeised.

For Rivers circumcision is not only a Jewish custom, but a
sign of difference. While as far back as the 1820s Jews in
America desiring acculturation refused to circumeise their
sons,™ twentieth-century Reform Jews interested in moderniz-
ing the Jewish religion continued to circumcise their male chil-
dren. The sociologist Nathan Glazer concludes that holding on
to such an ancient practice demonsirates “a simple unreflecting
attachment to the Jewish people, a subconscious insistence that
the Jews be maintained as a people.”™ Thus, while wanting to
efface difference, the American Jew cannot at the same time
help but hold onto some ethnicities. Barry Rubin sums up this
tendency well: “For a variety of reasons, . [a] group. . .from
Jewish backgrounds outwardly, often passionately. rejected any
Jewish identity, while still being, inwardly, heavily influenced
by it.”** Larry Rivers appears to fall into this category.

On the far right corner of this first panel. Rivers recasts
the roles of the major players from the Florentine master
Leonardo Da Vinci’s The Last Supper (1495-98) (Figure 7).
Leonardo intended for the mural to be a commemoration of
Jesus Christ’s last meal with his disciples before his crucifix-
ion, the meal where Christ asked his followers which one had
betraved him. The New Testament gospels imply that Christ’s
last supper was a Passover meal,™ and Rivers stresses this idea
with his rendition of Leonardo’s masterpiece. Aaron Hochberg
again resurfaces, occupying Christ’s central place, echoing his
pose at the dinner table. Rivers leaves no doubt that this is a
seder, the ceremony observed in the Jewish home on the first
night of Passover, one of the most celebrated Jewish holidays
in America.* In addition 1o matzah, the dry flat bread which
serves as a background to his four millennia history, being no-
liceably placed on the plate in front of Hochberg, “The Last
Seder” is printed in capital letters above Hochberg's head.
While unable to make the seder part of mainstream American
practice, Rivers presents an important ritual of his people
through a cultural icon. Many Jewish immigrants were eager
to rewrite the past,’ and in part that may be what Rivers is
doing with The Last Supper, but other factors appear to be in-

¥ Jacob Rader Marcus, The dmerican Jaw, 158519900 A Histary ( Brook-
Iyn: Carlson Publishing Company, 1995} 84,

¥ Glazer 54-5.

¥ Rubin 72.

W See, for example, Luke 22:15.

M MNeusner 43,

41 Rubin 78.
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volved here as well. Rivers® Last Seder is almost an assertion,
an assertion of presence. The history of art did depict Jews—
Christ was a Jew, David was a Jew, Moses was a Jew, Rivers
makes this apparent through Moses, David and Jesus, his re-
worked art historical icons, This assertion of Jewishness in the
history of art through easily recognizable images is a retelling
of Jewish history, of ant history, and an attempt to make Jew-
ish tradition, ritual and physiognomy part of the mainstream.
The desire to retell history, is in part, a phenomenon of the
American Jew. Often ashamed of his “Jewishness," ™ the Ameri-
can Jew would attempt to conceal his identity, as previously
discussed, through the discarding of traditional rituals, cloth-
ing and names. Rivers himsell writes of the shame he felt of his
immigrant background when discussing his parents. He writes:
“They were foreigners, they couldn’t speak English, they were
a constant embarrassment.™* However, along with this shame
came an effort to assert a Jewish identity. In Paul Cowan’s au-
tobiography, An Orphan in History: Retrieving a Jewish
Legacy, he discusses his father, who changed his name from
Cohen to Cowan (the Welsh word for stonecutter), would not
let his children meet their relatives, sent his children to an Epis-
copalian prep school and ate ham at Easter, et in his old age
collected oral historics of Jews.* Collecting oral historics. his-
tories which die with the death of a generation was a conscious
way for Cowan/Cohen to preserve a Jewish past and to propa-
# Howe 262,

2 Rivers, Ivawings and Digressions 27,

91

gate his tradition. Rivers behaves in a similar way. Embarrass-
ment, shame, name changes and intermarriage all *sully’ his
ethnicity, yet in his sixties, Rivers paints a momentous history
of the Jews. Rivers no longer hides his past as he did in his
transition from Grossberg to Rivers. He asserts his identity in
History of Matzah so strongly that he even atiempis to appro-
priate the history of art as a way of cxpressing his Judaism,
projecting aspects of his culiure upon the mainstream.

History of Maizah (The Story of the Jews ) is one in which
Larry Rivers/Yitzroch Grossherg asserts his presence asa Jew.
Rivers himself states 1 began to wonder if making paintings
that have a Jewish theme was some way of proving that 1'm not
ashamed of [Judaism] at all. I'm not.”™ His shame, a shame
that he admits to in his own autobiography, was typical of a
newly immigrated Jew in America. An attempt to discard and
later affirm one’s heritage was a common pattern among first-
generation American Jews. Through an examination of the ini-
tial panel of Larry Rivers® four-millennia history of the Jewish
people, this paper has attempted to examine the sociology of a
Jew inserting himself into a world where he teels he can never
belong as an American, and of an American trying to live in a
world where he feels he cannot be a Jew.

University of Morth Carolina at Chapel Hill

Paul Cowan, dn Crphan in Histary: Retrieving a Jewish Legacy (New
York: Doubleday and Company, 1982) 3, 90-91,

* Hunter, Larry Rivers, 1989, 11,
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Figure 1. Larry Rivers, History of Matzah (The Sory of the Jews), Part |I—Before the Diaspora, acrylic on canvas, 116 3/4 x 166 1/2 inches, 1982. Collection
Siviaand Jeffrey H. Loria, New Y ork
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Figure 2. Larry Rivers, History of Matzah (The Story of the Jews), Part I—Euwropean Sewry, acrylic on canvas, 116 3/4 x 168 inches, 1983, Collection Sivia and
Jeffrey H. Loria, New York.
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Figure 3. Larry Rivers, History of Matzah (The Story of the Jews), Part I1l—mmigration to America, acrylic on canvas, 116 1/4 x 180 inches, 1984. Collection
Siviaand Jeffrey H. Loria, New Y ork.

Figure 4. Maurycy Gottlieb, Jews Praying in the Synagogue on Yom Kippur,
oil on canvas, 96 1/2 x 75 1/2 inches, 1878. Tel Aviv Museum, Isragl. Gift of
Sidney Lumon, New Y ork. (Photo: Tel Aviv Museum of Art)
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Figure 5. Rembrandt, Mozes, oil on canvas, 66 172 x 54 inches,
1659, Gemaldegaleric der Staatlichen Muscen, Berlin.

Figure 7. Leonardo Da Vinei, The Last Supper, tempers and oil on plaster, 15 152 x 28 1/ 10inches,
149598, Santa Maria delle Grwee, Milan. (Photo: Alinan/Art Resource, NY')

Figure 6. Michelangelo, {hevid, marble, height 13 feet 5
inches, 15004, Gallena dell” Accademia, Florence, (Photo:
Alinari/Art Resource, NY)
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