Все музы в гости к нам.

Изобразительное искусство.

Зарубежные страны

Дайджест

Людям, изучающим иностранные языки и читающим литературу на иностранных языках, необходимо иметь основные сведения о культуре народов мира и, в частности, об их искусстве. 

С каждым годом расширяются деловые связи искусствоведов разных стран. Непрерывно растет объем информации, в том числе и на иностранном языке. И в этой работе неоценимую помощь Вам окажет умение читать и переводить литературу по искусству на иностранном языке без помощи специалиста. 

С целью дать разнообразный по содержанию и богатый по языку материал в дайджесте использовано несколько источников: учебные пособия, статьи из периодической печати. 

Дайджест «Все музы в гости к нам. Изобразительное искусство. Зарубежные страны» предназначен для широкого круга лиц, изучающих иностранные языки на продвинутой стадии обучения, и имеет как общеобразовательные, так и чисто практические цели. 

Дайджест может быть полезен студентам филологических факультетов, студентам факультетов искусств различных высших учебных заведений.

BOTTICELLI (1445-1510). 

Among the painters of the poetic current in the late fif­teenth century, Sandro Botticelli stands alone in depth of feeling and delicacy of style. His concentration on line is so deep and his research into the unreal is so enchanting, that it is difficult to believe that he studied with Filippo Lippi, a follower of Masaccio. Although aloof from scientific cur­rent and criticized by the young Leonardo da Vinci Botti­celli remained the leading painter resident in Florence in the 1480s and 1490s. Before him the old masters had drawn the inspiration for their works from the Bible. Botticelli de­lighted in myths, fables, and poetry, his nature was imagina­tive. The artist was the first to make his painting a means for the delight of the secular as well as the religious world.

Botticelli was closely associated with the Medici and his fortune paralleled theirs. After the death of Lorenzo, that ended the world in which Botticelli had found honours and fame, the painter was greatly impressed by the preaching of Savonarola. Soon he became an ardent disciple of this great prophet. When Savonarola demanded that bonfires should be made of the «profane pictures», he contributed many of his works of art to the bonfire pile. In his later life Botticelli turned to a religious style, and after 1500 gave up painting altogether.

Botticelli’s most celebrated pictures, the Primavera (The Allegory of Spring) and the Birth of Venus were painted at a slight distance from each other in time, the first on panel, the second on canvas. Later the two paintings were considered companion pieces. Both have been interpreted in dif­ferent ways. The Primavera with its ambiguous but clear meaning is far from being the simple pagan mythology that it appears to be at first sight. No explanation of the Primav­era is wholly successful. Probably the Primavera symboli­zes Lorenzo Medici’s real wedding in 1482.

A Christianized Venus modestly dressed and resembling Botticelli’s Madonnas, reigns in the midst of a dark grove of trees bearing golden fruit. At the right Zephyrus, the wind-god, pursues the nymph Chloris; flowers issue from her mouth. She is transformed into the goddess Flora, clothed in a flower-covered gown, from its folds she strews blossoms upon the lawn. At the left Mercury is dispelling tiny clouds from the golden apple, the symbol of the Me­dici family. Between Mercury and Venus the Three Graces dance in a ring. These lovely creatures are shown in trans­parent garments. This painting is a complex allegory. As in all Botticelli’s mature works his figures are extremely atten­uated, with long necks, torsos, arms and sloping shoulders. Their beautiful faces and graceful bodies and limbs seem al­most bloodless and weightless, their white feet touch the ground so lightly that not a flower or a leaf is bent. The indi­vidual forms are perfectly modelled. Botticelli’s representa­tion of figures in motion is far beyond anything that preced­ed him and has never been excelled. The composition is based on an interweaving of linear patterns, drapery folds, streaming or braided hair, trunks, and leaves. Such a picture, both in content and style, represents a withdrawal from nat­uralism of the Early Florentine Renaissance.

The Birth of Venus may show the effects of Botticelli’s residence in Rome in the early 1480s. Venus, according to the ancient myth, was born from the sea. Upon a sea repre­sented without concern for space, and dotted with little V-shaped marks for waves, Botticelli’s Venus stands lightly in a beautiful cockleshell, wafted by two embracing wind-gods, toward a highly stylized shore. This Venus, propor­tioned like the Three Graces, differs from the splendid Venuses of classical antiquity. She uses the curving streams of her long hair to cover her nakedness. She can’t wait for the cloak that one of the Hours is about to spread around her. Botticelli’s allegory is related to the Christian tradition with which he tried to reconcile the pagan legend. The composition has been compared to medieval and Renais­sance representations of the Baptism of Christ. It may be argued that this is a rather artificial interpretation, but it is an interpretation that made sense to the fifteenth century.

Later, under the impact of Savonarola’s preaching and the troubles besetting Italy Botticelli’s imagery becomes less eso­teric and more Christian. The best possible example is the Mystic Nativity. In order to emphasize the importance of the Madonna and Child and the relative unimportance of the hu­mans, Botticelli has reverted to the early medieval device of disregarding scale and perspective and grading the actual si­zes of the figures according to their importance; hence the Ma­donna is far the largest although placed apparently in the mid­dle distance. The feature that links Botticelli most firmly with the Florentine artistic heritage is his linear perspective.

The unreality of Botticelli is a blind alley in the develop­ment of Renaissance painting, the brilliance and beauty of his line are not, and it may have influenced the pictorial style of Michelangelo. [3 ; 22-24].

VAN GOGH (1853-1890).
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Van Gogh identified art with emotion. The son of a Protes­tant Dutch minister, the young Van Gogh was by turns the employee of a firm of art dealers, a language teacher, a student of practical evangelism and a missionary to the coal min­ers. Through these fragmentary careers runs the theme – a love of humanity, and of life. This love was the theme of his art as well, and was to produce one of the most intense­ly personal witnesses in the spiritual history of mankind. Even Van Gogh’s mental illness, that brought about his fre­quent hospitalisations and his untimely death, did not pre­vent him from becoming the only Dutch painter whose stature could set him on a level with the three great Dutch masters of the seventeenth century.

In 1881 Van Gogh started to study art, but remained in a somewhat provincial Dutch tradition, out of touch with the colouristic discoveries of Impressionism. In 1886 he came to Paris for a two-year stay with his brother Theo, and under the influence of Impressionism and Japanese prints freed his palette and worked out a fresh, new, highly original sense of pattern in contour. Having shown signs of depression and emotional instability, he left the north early in 1888, hoping to find a happier existence in Arles, in Provence. During the next two years, he painted at white heat – often a canvas a day – his series of masterpieces in a style unprecedented in European art. He was fascinated by the beauty of the landscape, by the southern light, abso­lutely different from that of northern France with its mists and rain. He noted that the intense sunlight could drive a man mad.

An excellent example of his brief period of happiness is his A View of La Craw, painted in June 1888, with its al­most Renaissance perspective of fields and farms, a surpri­sing revival of the principles that had been swept aside by the Impressionists and Gauguin. To Van Gogh space con­struction became an expressive device, moving the obser­ver forcefully toward the distant mountains. The whole picture is coloured in red-gold and blue that were his own colours. The thick pigment, blazing colour, and strong, straight strokes are Van Gogh’s personal transformation of Impressionist technique. The happy period did not last long. In September 1888 Van Gogh painted the first of his disturbing pictures, The Night Café. The perspective is so strongly exaggerated here that it seems to catapult the ob­server into the end wall, in which the red-and-green con­trast is insoluble.

In late December of the same year Van Gogh threw with violence a knife at Gauguin and then cut off his own ear. Van Gogh was cared for at first in the hospital at Arles, and then in the asylum at nearby Saint-Rémy. He was allowed to paint and produced beautiful and moving works. Van Gogh’s Self-portrait, painted in the asylum in September 1889, reveals the period of desperation through which the artist had passed. The brushstrokes are now curved and vi­brate throughout the picture. In a mood of renewed confi­dence, the artist has endowed the painting with his own physical colouring: his ivory face, gold hair, red-gold beard float in tides of deep blue, the colour of the artist’s eyes. Only in Rembrandt’s self-portraits it is possible to find such intense self-revelation.

In the fields near the asylum, by day and at night, Van Gogh drew and painted the wonders of the earth and sky. These pictures communicate a mood of self-identification, which is the mark of religious ecstasy in Van Gogh. The Starry Night, painted in June 1889, shows not only the stars Van Gogh observed but exploding masses of gold fire, ex­panding against the blue. Two of these swirl through the sky in a kind of cosmic embrace, unimagined by the slee­ping town below.

In May 1890 Van Gogh went to Paris for a three-day stay with his brother, then to Auvers where Dr. Paul Gachet took care of him. Despairing of the cure, he shot him­self on July 27, and died two days later. For all the tragic circumstances of his life, Van Gogh won a spiritual victory in opening a new path for artistic vision and expression. [4 ; 74-76]. 

GAUGUIN (1848-1903).
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Paul Gauguin, a French painter, sculptor and printmaker, was a founder of modern art. A successful businessman with­out any artistic training Gauguin began painting as an ama­teur while working as a stockbroker. He soon met Pissarro and Cézanne, as well as the Impressionists. Gauguin absorbed their ideas and techniques and from 1879 to the last Impres­sionist exhibition in 1886 showed regularly with this group.

Paul Gauguin lived a life that reads like a classic tale of the driven, misunderstood, and uncompromising artist, searching for verities against all odds. He was born in Paris and four years of his childhood lived in Peru (he was partly of Indian origin); six years of his youth he spent as a sailor and was incurably drawn to the exotic and the faraway.

For Gauguin painting itself became identified with his wanderlust and drew him away from all his daily associa­tions. In 1883 he gave up his business career and his bour­geois existence to devote his life to art. Gauguin was con­vinced that European urban civilisation was incurably ill. His life was nomadic; he moved back and fourth between villages in Brittany and the island of Martinique. Impoveris­hed, deadly ill, and in trouble with the law, Gauguin died on the Marquesas Islands.

Gauguin’s departure from Western artistic tradition was prompted by the rebellious attitude that impelled his break from middle-class life. But Gauguin, too, was not an Im­pressionist at heart. He sought art using ideas rather than the tangible world as a starting point. In this he was influ­enced by the artist Emil Bernard and by the Symbolist movement among poets (like Rimbault and Baudelaire). Joining him in renouncing naturalism were the Symbolists, and van Gogh.

Gauguin renounced the formlessness of Impressionist vi­sion and recommended a return to the «primitive» styles as the only refuge for art. What he sought was immediacy of experience. Gauguin did this in his brilliant Vision after the Sermon or, alternatively, Jacob Wrestling with the Angel, painted in 1888, during his second stay in Brittany. This painting marked Gauguin breaks with Impressionism to follow his own style. He rejected realism in favour of the imagination, and through his expressionist means he made one of the most influential impacts on Western art. In the background Jacob is depicted wrestling with the angel. This event forms the lesson in the Breton rite for the eighth Sunday after Trinity. On the preceding day the blessing of horned beasts took place, followed by wrestling contests and a procession with red banners, and at night fireworks, a bonfire that turned the fields red with its glow, and an angel descending from the church tower. In the foreground Gauguin has shown at the right the head of a priest and next to it praying women in Breton costumes. Although the figures are outlined with the clarity that Gauguin de­rived from his study of Oriental, medieval, and primitive arts, the contrast between the large foreground heads and the smaller groups in the distance still presupposes Wes­tern perspective, and is drawn from theatre subjects develo­ped by Duamier, Degas, and Renoir.

In Oceania Gauguin was influenced only to a limited de­gree by the art of the natives with whom he lived. He took his flattened style with its emphasis on brilliant colour to the South Seas with him, and fitted into it the people whose folkways and personalities attracted him. The attitudes in which he drew and painted them still derive from Impres­sionist vision. In The Day of the God, of 1894, a happy nude woman and her two children rest at the water’s edge below the towering image of the god in the background. But while the poses are free in the Western tradition, the contours have been restored, as continuous and unbroken as in Egyptian or Archaic Greek Art.

Before his death Gauguin said, «I wanted to establish the right to dare everything... The public owes me nothing, since my pictorial oeuvre is but relatively good; but the painters who today profit from this liberty owe me something». So indeed they did especially Matisse, but no more than Cubism and abstract movements owe to the pioneer researches of Cézanne. [4 ; 69-71]. 

LEONARDO da VINCI (1452-1519). 
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The coming of the sixteenth century saw the rise of great artists in Italy – Raphael, Michelangelo and Leonardo da Vinci. Their names have never lost their enormous fame.

High Renaissance style was founded by one of the most gifted individuals ever born. Leonardo da Vinci, who has always been famous because of the fantastic range of his genius, fulfilled the Renaissance ideal of the Universal Man. He was not only a great painter and sculptor, but also an outstanding architect, an inventor, an engineer, a musician, and the leading physicist, botanist, anatomist, geologist and geographer of his time.

Leonardo’s fame as an artist is based on eighteen paint­ings that came down to us, some of them incomplete, some damaged as a result of his experimental techniques. Leonar­do’s art surpassed the achievements of his time. In an era when the continuing power of the Church competed in men’s mind with the revived authority of Classical antiquity, for Leonardo there was no authority higher than that of an eye, which he characterized as «the window of the soul». When Leonardo began his campaign to modernize painting the art­ist was still a craftsman and a guild member; before the High Renaissance was over, a great master could live like a prince.

Leonardo da Vinci was born in Tuscany. By 1469 he was Verrocchio’s apprentice. In Verrocchio’s workshop Leonar­do obtained the best education of his time.

The Adoration of the Magi is Leonardo’s first master­piece. It was commissioned in 1481 for a church outside Florence. It was never carried any further than the mono­chrome underpaint. Leonardo used the pyramidal composition. The groups are based on the actions of the compo­nent figures and dissolve as soon as they move. Leonardo did not know it, but this discovery was made in Greece in the 5-th century ВС. In this work Leonardo started with the moment of feeling, form came next.

The Madonna of the Rocks, of 1483, is one of the earliest and the most famous Leonardo’s pictures. It was intended for the Oratory of the Immaculate Conception in Milan. The doctrine of the Immaculate Conception means that the Virgin was freed from the taint of the Original Sin. Leonar­do has interpreted this doctrine dramatically. He repre­sented Mary in the midst of a dark world of rock forms. In this strange rocky grotto, where the sun never seems to strike and the plants grow thick but colourless, the Christ Child manifests his Divinity as he blesses the infant St. John, himself taken under the Virgin’s protection. And, like a prophecy of the Baptism of Christ by St. John in the Jor­dan, a river winds away among the pale peaks. This painting makes Leonardo a typical artist of the High Renaissance.

The Madonna and Saint Anna was designed in Florence in 1501 and completed many years later in Milan. It represents a revolutionary rethinking of the conventional theme of the Holy Family. Leonardo intertwined the figures to form a py­ramidal composition. Leonardo makes the Virgin sit on her mother’s lap and merges their bodies in such a way that their heads are like twin heads rising from a single trunk. S. Anna’s head mirrors her daughter’s image. The Virgin, as in tradi­tional representations of this subject, is shown reaching for the Christ Child, who in his turn attempts to ride upon a lamb, the symbol of his sacrificial death. The background is one of the most impressive mountain pictures ever painted. Valleys, rocks and peaks diminish progressively into the bluish haze of the distance until they can no longer be distinguished.

Leonardo’s power as an artist and thinker is evident in the Last Supper and the Mona Lisa, his two most famous works. Leonardo’s Last Supper was painted on the end wall of the refectory of the Monastery of Santa Maria delle Grazie in Milan in 1495. In the fresco Christ discloses to his followers that soon one of their number will betray him and their cause. The composition is the product of the moment of action and meaning. The Apostles are presented in four groups of three each. Each of these numbers has many meanings: the multi­plication of the Gospels by the Trinity is only one, and twelve itself is not merely the number of the Apostles but of the months of the year and the hours of the day and of the night. The numerical division helps to throw the fundamental char­acter of each of the Apostles into full relief, from the inno­cence of John on Christ’s right to the horror of James on his left and to the protestation of Philip, who placed his hand on his breast. Only Judas knows, and the light does not shine upon his face. The Last Supper is a humanistic interpretation of the narrative. Leonardo has painted a higher reality, thus making a complete break with the Early Renaissance and establishing the ideal world in which Michelangelo and Rapha­el later operated. Leonardo painted his masterpiece in an oil-and-tempera emulsion on the dry plaster, and it began rapidly to peel off. As a result the surface is severely damaged.

Although Leonardo’s paintings are badly preserved, they are all fascinating. Leonardo created an enigma to which he gives no answer.

From 1503 until 1506 Leonardo was painting a portrait of the wife of the prominent Florentine citizen. The paint­ing is known today as the Mona Lisa. The figure sits in a relaxed position, with hands quietly crossed, before one of Leonardo’s richest and most mysterious landscape backgrounds, traversed by roads that lose themselves, bridges to nowhere, crags vanishing in the mists. This attitude of total calm became characteristic for High Renaissance por­traits. The face has suffered in the course of time but not­hing has spoiled the sad half smile that plays about the lips.

For a year or two Leonardo worked for the notorious Cesare Borgia, designing battle engines, siege devices and mak­ing maps. The Florentines commissioned Leonardo to paint the Battle of Anghiari on a wall of a newly constructed Hall of Five Hundred in the Palazzo Vecchio. This painting de­picted an event from 15-th century history. It was part of a general programme to celebrate the newly revived republic.

Leonardo’s later life was a succession of trips between Flo­rence, Milan and Rome. He painted little in his later years. At his death Leonardo’s artistic influence was immense, but much of his scientific work had to await later rediscovery. [3 ; 30-33].

CARAVAGGIO (1573-1610). 

The real giant of seventeenth-century painting in Italy is Michelangelo Merisi, called Caravaggio after his native town in Lombardy. After studying with an obscure local master, he arrived in Rome around 1590. Considered a revolution­ary painter Caravaggio was the leading artist of the Natural­istic School. He lived on the fringe of respectable society. His short life was marked by violence and disaster. Caravag­gio was a lifelong rebel against convention. He shocked con­ventional people by representing religious scenes in terms of daily life. He was in chronic trouble with authority and had to flee Rome in 1606 after he killed a man in a brawl over a tennis match. He spent the last four years of his life in Na­ples, Malta, Syracuse, and Messina. Caravaggio died of ma­laria in his thirty-seventh year on his return journey to Rome, with a papal pardon in sight. Nevertheless the style of this unruly genius revolutionized European art.

Having produced a great number of genre pieces, such as the Fortune Teller when he came to Rome, later Caravaggio devoted himself almost exclusively to religious composi­tions and portraiture.

In 1597 Cardinal del Mount obtained for Caravaggio the commission to paint three pictures of Matthew and scenes from his life for the Contarelli Chapel in the Church of San Luigi dei Francesi in Rome. The greatest of these is the Calling of Saint Matthew, painted about 1599-1600; an event often represented but never in this soul-stirring way. The background is a wall in a Roman tavern; a window is the only visible background object. Matthew is seated «at the receipt of custom» (Matthew 9:9) with three gaudily dressed youths at a rough table on which coins are visible; figures and objects are painted in a hard, firm style that seems to deny the very existence of Venetian colourism. Suddenly, Christ appears at the right, saying, «Follow me». His figure is almost hidden by that of Peter. Christ shows only his face and his right hand, illuminated by a strong light from an undefined source at the upper right.

Despite his oft-expressed contempt for Renaissance mas­ters Caravaggio often visually, as if in a vernacular transla­tion, quoted Michelangelo Buonarroti. Christ points along the beam of light with a strikingly real hand whose gesture repeats that of God the Father in the Creation of Adam. Matthew points to his own breast as if to say, «Who, me?» In this realistic scene happens the triumph of divine love. Christ instils a new soul in Matthew.

In 1601 Caravaggio painted the Conversion of Saint Paul. It was a favourite subject during the Counter-Reformation. This scene was usually shown with a vision of Christ descend­ing from heaven, surrounded by clouds and angels. Against a background of nowhere Saul has fallen from his horse to­ward us, drastically foreshortened. He hears the words; but his servant hears nothing and looks down at his master unable to account for the light that shines all around and has blinded Saul. In this picture climax reaches the stage of cataclysm.

Caravaggio’s paintings were condemned by Bolognese artists and critics in Rome, and some were even refused by the clergy. Nonetheless, a decade after his tragic death Car­avaggio’s everyday naturalism, his hard pictorial style, his intense light-and-dark contrasts had inspired a host of fol­lowers in Rome, Naples, Spain, France, the Netherlands.

His revolutionary art must be considered a major factor in the formation of two of the greatest painters in the 17-th century Rembrandt and Velázquez. [3 ; 70-72].

MANET (1823 - 1883).
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Édouard Manet came from a well-to-do Parisian family. The young Manet was trained for a naval career, but then permitted to enter the studio of the conservative painter Thomas Couture, where he received thorough training. Trips to Italy, the Netherlands, Germany and Austria in the 1850s brought him into contact with the work of the Old Masters, through careful coping. He was particularly impressed by the optical art and brilliant brushwork of Velázquez, whose work he saw during a brief visit to Spain in 1865. He also admired Goya and Courbet.

In 1863 Manet exhibited at the Salon des Refusés a canvas entitled Luncheon on the Grass which created uproar. The grouping of a nude female figure and two fully clothed men in a public park shocked the Parisians as flagrant immorality. In actuality Manet had wittily adapted the composition and the poses from a sixteenth century engraving after a design by Raphael. Manet simply modernised the clothing, surround­ings and accessories. Courbet found the painting formless and flat. This flatness was just what Manet was striving for. Illu­mination seems to come from the direction of the observer, and eliminates mass. By this painting Manet pointed out his belief that the important thing about a picture is not what it represents but how it is painted. The erasure of form allows him to concentrate on the luminosity of the green grass and foliage, the sparkling remains of the picnic, and the glowing flesh of the nude. By posing an insoluble enigma of subject, he has transformed a group of figures into a still life.

Manet soon went even further; in 1867 he painted a sub­ject from contemporary history, the Execution of the Em­peror Maximilian of Mexico, which records an event that had deeply shocked the French public and for which Napo­leon III and his government, who had installed Maximi­lian, were blamed. Manet treated the incident in a totally unexpected way, almost as a reaction against such an elab­orately staged protest composition as Goya’s «Third of May, 1808». Manet made a close study of newspaper ac­counts and photographs of the execution, and even of por­trait photographs of the slain emperor, but instead of arranging the figures for maximum emotional effect he has taken a snapshot of the scene. It is impossible to make out the expressions of the doomed men. Only the officer pre­paring his rifle for the coup de grace receives special atten­tion. The onlookers peering over the wall are merely curi­ous. The picture consists of coloured uniforms, a briskly painted background, and puffs of smoke. Another tradi­tional subject, this time a tragic one, has been modernised in terms of immediate vision.

In the early 1870s Manet gave up his flat style and adop­ted the brilliant palette and the broken brushwork of the Impressionists. Some of his later pictures are indistinguis­hable from theirs. The most memorable of these, A Bar at the Folie-Bergére, painted in 1881-82, only two years be­fore the artist’s premature death, is a brilliant restatement of Manet’s earlier interest in the human figure.

The entire foreground is constituted by the marble bar, laden with fruit, flowers and bottles of champagne and liqueurs. The nearer edge of the bar is cut off by the frame and we have the illusion that its surface extends into our space and that we as spectators are ordering a drink from the solid barmaid who leans her hands on the inner edge. This illusion is reinforced by the reflec­tion in the mirror, which fills the entire background of the picture. We can make out clearly a back view of the barmaid, in conversation with a top-hatted gentleman. Manet certainly remembered Velázquez’s Las Meninas, in whose background mirror appear the king and the queen. Manet’s extension of the mirror beyond the frame at the top and sides substitutes for the expected space within the picture the reflected interior of the cabaret, which is behind the spectator and, therefore, outside the picture. This is the most complex image in the history of art. In his early works Manet had modernised the subject. In this picture Manet eliminated the Renaissance pictorial space (a vertical section through the pyramid of sight). Manet’s masterpiece is painted with a brushwork that combines memories of Velázquez’s virtuosity with the most brilliant achievements of the Impressionists. The imposing digni­ty of the figure and the straight lines of the bar and the crowded balcony make this work his most monumental accomplishment. [4 ; 44-46].

MICHELANGELO BUONARROTI (1475-1564). 

The sixteenth century in central Italy was dominated by the colossal genius of Michelangelo Buonarroti.

Michelangelo learned the techniques of painting during a year of his boyhood spent in Ghirlandaio’s studio, sculp­ture he studied with Bertoldo di Giovanni, the pupil of Donatello. His earliest masterpiece is the Pieta, done in 1498-99/1500 during his first stay in Rome. The perfect formation of the slender Christ, lying across the knees of his mother, excited the admiration of Michelangelo’s con­temporaries. The exquisite Virgin looks as young as her son. The ageless Virgin is a symbol of the Church; she presents the timeless reality of Christ’s sacrifice. The extreme deli­cacy in the handling of the marble and the contrast between the long lines of Christ’s figure and the crumpled drapery folds produce passages of a beauty that Michelangelo never surpassed, despite the grandeur of his mature and late work.

The heroic style for which Michelangelo is generally known is seen in the David more than 14 feet in height, which was carved in 1501-4, for a lofty position on one of the buttresses of the Cathedral of Florence. When the stat­ue was completed, it was so beautiful that the Florentines could not sacrifice it in such a position. It was placed in front of the Palazzo Vecchio, where it became a symbol of the republic ready for battle against its enemies. The David became the first true colossus of the High Renaissance.

In 1505 Michelangelo was called by the warrior pope Julius II to design a tomb for him. This project with more than forty over-life statues in marble and bronze relief would require a lifetime. After several successive reduc­tions the tomb was brought to completion only in 1545. Three statues remain from the 1505 version.

The world-famous statue of Moses was intended for a corner position on the second story of the monument so that it could be seen from below. Like all of Michelangelo’s works, the Moses is symbolic and timeless. Moses is con­ceived as an activist prophet, a counterpart to Saint Paul. The bulk of the figure is almost crushing. Moses’ head with its two-tailed beard, is one of the artist’s most formidable creations; the locks of the beard are lightly drawn aside by the fingers of his right hand. The drapery masses enhance the compactness of the figure.

The two Slaves for the 1505 and 1513 versions of the tomb were planned to flank niches around the lower story, in which were to stand Victories. The figure called the Dying Slave is actually not dying but turning languidly as if in sleep; one hand is placed upon his head, the other pulls unconsciously at the narrow bond of cloth across his massive chest. The strik­ingly different companion figure, the Rebellious Slave, exerts all his gigantic strength in vain against the slender bond that ties his arms. The new figure type created by Michelangelo in the David, and set in action here for the first time, established a standard that influenced a great number of artists. Through­out the late Renaissance and the Baroque, Michelangelesque heavy muscled figure was almost universally imitated.

In 1508 Michelangelo was given a commission to fresco the ceiling of the Sistine Chapel. The upper walls had been fres­coed in the 1480s by Botticelli, Ghirlandaio, Perugino and Signorelli. Julius II asked Michelangelo to paint the ceil­ing, a flattened barrel vault more than 130 feet long. It was the most ambitious undertaking of the entire Renaissance.

The painting represented the drama of the Creation and fall of Man and consisted of nine scenes, beginning with the Separation of light from Darkness and ending with the Drunkenness of Noah. In the vault compartments above the windows and in the lunettes around the windows are rep­resented the forty generations of the ancestry of Christ, and in the spandrels at the corners of the Chapel are pictured David and Goliath, Judith and Holofernes, the Crucifixion of Human and the Brazen Serpent. 

In this intricate iconographic structure the coming of Christ is foretold in the nine scenes from Genesis, accord­ing to the principle of correspondence between the Old and New Testaments that was illustrated repeatedly through­out Christian art. An added element is the oak tree of the Rovere family, to which Julius II and his uncle Sixtus IV belonged. The Rovere oak tree invaded the scenes of Cre­ation and alluded poetically to the Tree of Life, which stood near the Tree of Knowledge in the Garden of Eden and whose fruit in medieval theology was Christ.

The fall of Man combines the Temptation and the Expul­sion in a single scene, which in one motion leads the eye from the crime to punishment, linked by the Tree of Know­ledge, represented as a fig tree. Never in history had nude figures been painted on such a colossal scale.

Michelangelo’s vision of a new and grander humanity reaches its supreme embodiment in the Creation of Adam. Instead of standing on earth as in all earlier Creation scenes, the Lord floats through the heavens and is enveloped in the violet mantle he wears in all the scenes in which he ap­pears. The violet colour is required for the vestments of the clergy during Advent and Lent, the penitential periods be­fore the coming of Christ at Christmas and his resurrection at Easter. The Lord is borne by wingless angels. Michelan­gelo’s Creator for the first time makes believable the con­cept of omnipotence. A dynamo of creative energy, God stretches forth his hand, about to touch with his finger the extended finger of Adam. This image of the creative finger derives from the famous medieval hymn «Come, Creator Spirit» sung at Pentecost, the festival of the Descent of the Holy Spirit. In this hymn the «finger of the paternal right hand» is invoked to bring speech to our lips, light to our senses, love to our hearts, and strength to our bodies. Adam reclines on the barren ground below, longing for life, and love about to be instilled by this finger. Adam means «Earth» and the finger is shown ready to be charged with the ener­gy that will lift him from the dust and make him a «living soul». Adam’s body is the most perfect structure ever cre­ated by Michelangelo. It embodies the beauty of Classical antiquity and the spirituality of Christianity. 

The final scenes as one moves toward the altar were also the last in order of execution. The Lord Congregating the Wa­ters was held to foreshadow the foundation of the Church. The Creation of Sun, Moon, and Plants shows the Lord twice, once creating sun and moon with a cruciform gesture of his mighty arms, then seen from the rear creating plants. Just above the altar the Lord separates the light from the darkness. It re­calls the words of John 1:1: «In the beginning was the Word, and the Word was with God, and the Word was God».

The seated prophets and sibyls show the majestic possi­bilities of the draped figure. Although Michelangelo’s fig­ures were clothed they looked nude. The Persian Sibyl was represented as immensely old, Jeremiah as grieving above the papal throne, Daniel aflame with prophecy as he writes in a small volume, the Libyan Sibyl looking down upon the altar, at the eternal Tree of Life. The final phase of the Sistine Ceiling is one of the supreme moments in the spiritual history of mankind. It was created during the years when Julius II, who commissioned and inspired the Sistine Ceil­ing, was fighting on the battlefield for the continued life of the Papal States against the armies of King Louis XII, and completed when the victory was won. [3 ; 38-42].

MONET (1840-1926). 
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The use of the name Impressionism to characterise the new style came from the first exhibition of members of the group at the recently vacated former studio of photogra­pher Nadar in 1874, where they had often encountered the leaders of Parisian intellectual and cultural life. Claude Monet exhibited among others an extraordinary painting entitled Impression – Sunrise, Le Havre, painted two years earlier, described by Monet himself as «sun in the mist and few masts of boats sticking up in the foreground». The title gave rise to the name applied to the entire movement. The exhibition was greeted with public derision, the like of which had never been experienced in Paris. Every tradi­tion of European painting seemed to have been thrown aside. Not only form but substance itself has vanished. The picture was a mere collection of coloured streaks and blobs on a light blue ground. Today observers have no difficulty recognising a sailboat and a rowboat in the foreground, masts and equipment, haze, and smoke, all reflected in the rippled surface of the water. This revolutionary painting intended to correspond to the image the eye sees in an in­stantaneous glimpse of the port of Le Havre at sunrise, summed up the beliefs of the school. In retrospect, the name Impressionism seems one of the few appropriate names in the history of art.

Monet was born in Paris, his father was a grocer, and the family soon moved to Le Havre on the coast of Normandy, where his father became a ship chandler, and the boy could constantly observe ships and the sea. This was very impor­tant for his later preoccupation with light, water, and hu­man experience in relation to the unending stream of time. He started as a caricaturist. In 1858 he was introduced to landscape painting.

In 1867 Monet submitted to the Salon a revolutionary work, the huge Women in the Garden. The entire picture, more than eight feet high, was painted outdoors and re­quired him to devise new methods in order to record the immediate impression of light on the dresses, the flowers, and the trees. The feeling of sunlight is warm and rich, but the colours are still local, though soft blue and laven­der shadow does reflect into the faces of the women and their flowing dresses. The leaves are coloured in varying shades of green. In this and other pictures Monet estab­lished the new Impressionist subject – the moment of ex­perience in light.

However successful from an artistic and historical point of view, the painting was a worldly failure. Manet made fun at it. But a few years later when he had come to under­stand Monet’s style and adopted his brilliant colouring, Manet bought this picture for himself.

During the disorder of 1870-71 Monet fled, first to Lon­don, where he studied the art of Constable and Turner, then to Holland and Belgium, where he was interested chiefly in landscape. On his return to France Monet’s style changed radically: he dissolved the object. In Impression – Sunrise, Le Havre, he demonstrated that colour belongs not to the object but to the moment of the visual experience. This was hard for his contemporaries to accept.

In 1873 Monet set up a floating studio in a boat on the Seine. The world passing before his eyes formed a conti­nuous stream of experience, from which he singled out mo­ments, recorded in series.

At the financially disastrous third Impressionist exhibi­tion of 1877 Monet showed eight canvases devoted to the railway. In the Gare Saint – Lazare in Paris, of 1877, Monet depicted a locomotive drawing cars into a station. The iron-and-glass train shed offered to him a tissue of changing light and colour, dominated by blue and silver, but touched on the ground with tan, green, rose and gold. The Impres­sionists eliminated black from their palette and the shad­ows and the massive black locomotive were painted in blue. The people in Monet’s picture are spots of blue; the puffs of steam are bubbles of blue and pearl. The locomotive’s bumper is red, and this is the only bright colour in the pic­ture. The fleeting effects that absorbed Monet’s attention could not pause long enough for him to paint them. A pic­ture like this was the product of several sessions.

By 1880 Monet’s paintings were beginning to sell and he threw himself into the work with a passion as if nature were at once a friend and an enemy. He painted on a beach during a storm to ascertain the height and power of wind-driven waves, one of which swept him under (he was rescued by fish­ermen).

To achieve his effects Monet had to work systematically in series. By the 1890s, still faithful to Impressionist prin­ciples when others had long deserted them, Monet brought with him daily in a carriage, to the place chosen to paint, stacks of canvases on each of which he had begun the study of a certain light effect at a given moment of the day.

Monet painted series of cliffs, of haystacks, of poplars bordering a river, of the Thames in London, and the Grand Canal in Venice. But the most impressive was the series of views of Rouen Cathedral. This building an example of Flamboyant Gothic dematerialisation of stone appealed to him as an analogue of his own Impressionist insubstantial­ity. Systematically he studied the effects of light and colour on the lacy facade. In 1895 he exhibited eighteen views of the facade and two other views of the Cathedral. Mon­et’s moments had, in the process of being painted, become the work of art.

The painting known as Rouen Cathedral in Full Sunlight represents the moment just about noon when the low winter sun is still striking the southern flanks of the masses masonry, and has not yet entered the west portals, illuminated by reflections from the square in front. Dazzling as the cathedral paintings are, Monet was discouraged by the impossibility of registering with his hand what he saw with his eyes.

In 1899 Monet began a series of water landscapes that occupied him till his death twenty seven-years later. These late pictures are the most magical of all. He won his battle with nature by annexing it. He constructed an en­vironment that he could control absolutely, a water gar­den filled with water-loving trees and flowers, and crossed at one point by a Japanese footbridge. Here in the gigan­tic canvases he submerged himself in the world of chang­ing colour, a poetic fabric in which visual and emotional experience merge. Abandoning the banks the aged artist gazed into the water, and these paintings show a surface in which the reflections of sky and trees blend between the floating water lilies. In Monet’s last works the stream of experience has become timeless. Monet symbolically conquered time. [4 ; 49-53]. 

PICASSO (1881-1973).
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The long career of Pablo Ruiz у Picasso cast across the twentieth century a shadow as long as those of Michelan­gelo and Titian across the sixteenth century. Picasso crea­ted one of the most important movements of the twentieth century, participated in many others, and influenced every phase of artistic activity throughout the world in one way or another until his extreme old age. Throughout his entire life he showed an incredible range of ideas and styles, and even in later years he remained a towering figure. The best works among his immense output have taken their place among the masterpieces of twentieth-century art.

A fully trained painter at the age of nineteen, the Spa­nish-born Picasso took up residence in France in 1900. He fell under the influence of Toulouse-Lautrec. Picasso be­came concerned with the lives of those who lived as he did on the periphery of society. The woman in his Absinthe Drinker, of 1902, is enveloped in self-pity and helplessness, a figure of extraordinary sculptural simplicity and beauty. The painting is coloured by blue – the proverbial colour of melancholy – which has given its name to this period in Picasso’s evolution, lasting about four years (1901-04). For the young painter it was a period of hopeless maladjust­ment to the art world of Paris.

By late 1904 Picasso’s mood of depression had lightened, and so also had his palette. A brief Rose Period (1904-06) followed, in which he was less concerned with the tragic aspects of poverty than with the nostalgic charm of circus performers. Salimbanques, of 1905, shows a family of these strolling players grouped together physically, but emotio­nally detached, before a mysterious desert landscape. Fi­gures and costumes, surely drawn and modelled, blend with the ground and the sunny haze in tones of softly greyed blue, rose and beige, creating mother-of-pearl effects. This is one of the loveliest pictures of the 20-th century.

Les Demoiselles d’Avignon, of 1907, heralds the beginning of Cubism. The attitude and methods of the Cubists are not easy to explain. Cézanne had founded planes in real objects and had used them to establish a structure of form seen by means of colour; the Cubists do the opposite, imposing their own structure of monochromic planes upon the object. The com­position of Les Demoiselles d’Avignon was derived from a small bather composition by Cézanne. The intensity of the partially decomposed figures contrasts with a still life in the foreground. Instead of Cézanne’s lovely roses, blues and greens, the figures are largely light brown, their anatomy is indicated by uneven white or black contours. A harsh blue, as if a sud­den glimpse of sky, surrounds the figure at the upper right. The staring expressions of the central figures give way at all sides to simplified, influenced by African sculpture, faces.

Heads, busts, still life and occasional landscapes form the subject matter of early Cubist painting. In the Seated Wo­man, of 1909, the individual forms – the characteristic swel­ling and distortion of the neck muscles, or the reduction of the eyes to trapezoids – are not derived from nature. Soft tans and olive tones prevail.

By 1911, in the phase known to art historians as Analy­tical Cubism, the tension has burst, and so has the object. The entire foreground is filled with its component planes, floating as if in a thick mist. The planes are no longer opaque; one seems to see through them, and a great deal of the effect of an Analytical Cubist picture is derived from the delicacy of the intersection of these planes. They are rendered with a divided touch recalling that of Impres­sionism. These planes build up a pyramidal structure, su­perseding the structure of observed reality.

Cubism rapidly became a common style. During 1912 the Cubist artists began to turn to a new series of interests and a new kind of experience, responsible for the phase known generally as Synthetic Cubism, since the painters no longer sought to disintegrate the object but to reassert it. In Synthetic Cubism the barrier between reality and rep­resentation is unexpectedly broken. Now bits of the real objects make their entrance into the picture: newspaper clippings, lengths of rope, etc. Picasso’s The Bottle of Suze, of 1913, is an epitome to this Synthetic phase. Once estab­lished, the Cubist mode of vision and construction conti­nued vital for many years. Every abstract current in ab­stract art during the period from the 1920s to the present owes a debt to Cubism. For the rest of his life Picasso con­tinued to make use of Cubist forms and ideas.

During the years immediately after World War I, it is not possible to talk of «periods» in Picasso’s work; two sharply different styles, superficially opposed, but in reali­ty strongly related to each other, exist side by side. The gorgeous Three Musicians, of 1921, is a Synthetic Cubist picture in that the planes are, now locked into a total de­sign, governed by the recognisable image. The three musi­cians are undoubtedly a Pierrot, a Harlequin and a Fran­ciscan monk. The planes into which they have been divided proceed according to their own laws and not those of natural appearances. The colouring is as brilliant as that of any Fauve painting. Its hard clear tones together with the as­tonishing size create a splendid decorative effect.

In 1917 Picasso visited Italy. He was greatly impressed by the grandeur of the Italian past, especially Roman sculpture and the mural paintings of Giotto. Quite unexpectedly Picasso developed a monumental and largely monochromatic Classical style with complete figures heavily modelled as if they were statues. He experimented with every aspect of Clas­sical style, but his most imposing Classical creations are the majestic compositions involving seated giantesses seeming to derive from a legendary past. In Three Women at the Spring, of 1921, Picasso has made the figures graceless, emphasising the bulk and weight of their hands and feet, and intensifying the impersonality of their stony faces. For several years this Clas­sical style coexisted in Picasso’s production with late Cubism.

Picasso’s post-Cubist works are characterised by the light­ning changes of styles. Sometimes incompatible styles appear side by side in the same painting. During the 1930s Picasso took an active part in the Surrealist movement. His best work of this decade, and the greatest of all social protest pictures is Guernica. Picasso executed this enormous painting to fulfil a commission for the pavilion of the Spanish republican gov­ernment at the Paris Exposition of 1937, while the civil war was still going in Spain. Intended as a protest against the de­struction of the little Basque town of Guernica in April 1937, by the Nazi bombers in the service of the Spanish Fascists, the picture has become in retrospect a memorial to all crimes against humanity in the twentieth century. As he worked, Picasso combined images drawn from Christian iconogra­phy with motives from Spanish folk culture, especially the bullfight, and from his own past. Actual destruction is reduced to fragmentary glimpses of walls and tiled roofs, and flames shooting from a burning house at the right. A bereft mother rushes screaming from the building, her arms thrown wide. Agonised heads and arms emerge from the wreckage. At the left a mother holding her dead child looks upward, shrieking. The merciless bull above her, is surely related to the dread Minotaur, adopted by the Surrealists, as an embodiment of the irrational in man. If the bull signifies the forces of Fas­cism, the dying horse suggests the torment of the Spanish people, and the oil lamp held above is the resistance of hu­manity against the mechanised eye, whose iris is an electric bulb. The spiritual message of combined terror and resistance is borne, unexpectedly, by the Cubist aesthetic means. An explosion of shattered planes of black, white, and grey reshapes itself as one watches into a giant pyramid, as if tri­umphant even in the destruction.

Picasso never again reached this height, and though he continued painting with great energy for 36 years, much of his work is a recapitulation of motives he had invented. [4 ; 84-88]. 

RAPHAEL (1483-1520).
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Raffaello Sanzo, known as Raphael, was the third giant of the High Renaissance. In his art the High Renaissance ideal of harmony comes to its most complete expression.

Raphael was born in Urbino. First taught by his father, Giovanni Santi, a mediocre painter, Raphael worked for some time in the studio of Perugino.

In 1504 Raphael painted The Marriage of the Virgin for a church of Citta di Castello. The central group is unified around the motive of Joseph putting the ring on Mary’s finger. The architecture of the distant Temple grows out of a wide piazza. The Dome of the Temple is identified with that of Heaven. The perspective of the squares in the piazza moves through the open doors of the building to the point of infinity.

About 1505 Raphael arrived in Florence and achieved immediate success. Leonardo and Michelangelo, who were working there on the murals for the council chamber in the Palazzo Vecchio, had established the High Renaissance style. Raphael met the demand with ease and grace. Hav­ing absorbed Perugino’s feeling for light and colour, Le­onardo’s composition, Michelangelo’s strength and power, Raphael put his personal stamp on everything he did; he was called the «Apostle of Beauty».

During his three-year stay in Florence he painted a great number of portraits and Madonnas. The loveliest of which is the Madonna of the Meadows dated 1505. The pyramidal group was influenced by Leonardo’s composition of the Madonna and Saint Anna. But Raphael’s picture is simpler. The Virgin sits before an airy landscape with a lake in the distance. The Child stands in front of her. Kneeling before Him is child St. John the Baptist, holding the reed Cross. The bodies and heads of the children, the Virgin and the background landscape are full of harmony. To Raphael harmony was the basic purpose of any composition.

In 1508 Julius II invited twenty-six-year-old Raphael to paint the Stanze (chambers) of the Vatican. Raphael retained the position as court painter until his early death. His ideals of figural and compositional harmony came to be recognized as the High Renaissance principles. Classical artists of succeeding centuries (Poussin in the 17-th century and Ingres in the 19-th century) turned to Raphael as the messiah of their art and doctrine. The first room frescoed by Raphael was Stanza della Segnatura. From the complex iconographic programme, it is possible to single out two frescoes on the opposite walls: they typify the Classaical and Christian elements reconciled in the synthesis of the High Renaissance. The Disputa (Disputation over the Sacrament), the most complete expression of the doctrine of the Eucharist in Christian art, faces the School of Athens, an equally encyclopaedic presentation of the philosophers of pagan antiquity. In the Stanza painted afterwards, Raphael abandoned the perfect but static harmony for more dynamic compositions, which brought him to the threshold of the Baroque. 

From this period dates the Sistine Madonna, so called because Saint Sixtus II kneels at the Virgin’s right. The picture was intended to commemorate the death of Julius II in 1513. The saint’s bearded face is a portrait of the aged pontiff. Saint Barbara, patron saint of the hour of death, looks down at his coffin, on which the papal tiara rests. The Virgin, showing the Child, walks toward the observers on the luminous clouds. In harmonizing form and movement this painting represents the pinnacle of Raphael’s achieve­ments. The Virgin and Child in their perfect beauty repre­sent the ultimate in the High Renaissance vision of the no­bility of the human countenance and form.

After the death of the warrior pope Julius II Giovanni de‘Medici became Roman pope. Raphael painted the por­trait of Pope Leo X with Cardinals Giulio de‘Medici and Luigi de‘Rossi in 1517 (the fateful year when Martin Luth­er, whom the Pope excommunicated in 1520, nailed his theses to the door of the castle church in Wittenburg). Raphael has shown Leo X as he was in an unsparing portrait – corpulent, shrewd, pleasure-looking. Raphael en­dowed his subject with a new mass and volume. His analy­sis of the character was unexpected and profound. Raphael has shown the Pope who was incapable of holding the Roman Catholic Church together.

One of Raphael’s last and greatest paintings was the Transfiguration of Christ, painted in 1517. In contrast to the traditional rendering of the subject, Raphael painted an accompanying incident as well. Matthew and Luke told it. When Peter, James, and John had accompanied Christ to the top of a high mountain, the remaining Apostles were unable without his presence to cast out the demons from the possessed boy. The lower section is composed of the agitated figures of the Apostles and the youth plunged into semidarkness. The upper loop is composed of Christ, Moses, Elijah, and three Apostles. Christ and the prophets fly in the air as if lifted up by the spiritual experience. In this vi­sion of Christ Raphael embodied his beliefs.

The great painter died on Good Friday, April 6,1520, at the age of thirty-seven. His funeral was held in the Panthe­on and the Transfiguration was placed above his bier.

To his contemporaries Raphael’s death seemed the end of an era, but a closer look shows that, in a way, the High Renaissance synthesis of Classical and Christian had already started to dissolve. Inevitably, it was an unstable equilibrium. Nonetheless the great solution remained, on the walls of the Vatican, the ceiling of the Sistine Chapel, and in the churches and palaces of Florence and Rome. Leonardo, Michelangelo and Raphael left a vision of the powers of the human being and the grandeur of human imagination that had not been approached since the days of the ancient Greeks. These solu­tions continued to inspire artists in every century after the short-lived High Renaissance itself passed into history. [3 ; 47-50].

RUBENS (1577-1640). 

Peter Paul Rubens exercised in Flanders a great stylistic authority. Born near Cologne, the son of a Protestant emigré from Antwerp, he spent his childhood in Germany. He re­ceived a thorough grounding in Latin and in theology, spent a few months as a page to a countess, and grew up as an unparal­leled combination of scholar, diplomat and painter. Rubens spoke and wrote six modern languages, and was probably the most learned artist of all time. His house in Antwerp was a factory from which massive works emerged in a never-ending stream. Although most paintings were designed by Rubens in rapidly painted colour sketches on wood, all the large ones were painted by pupils and then retouched by the master.

Rubens was the man of extraordinary character and in­telligence. One visitor recounted how Rubens could listen to a reading of Roman history in Latin, carry on a learned conversation, paint a picture, and dictate a letter all at the same time.

Rubens first emerged on the international scene during his visit to Italy in 1600 where he remained for eight years. Artistically Rubens was an adopted Italian, with little in­terest in the Early Netherlandish masters. With indefati­gable energy he set out to conquer the fortress of Italian art. He made hundreds of drawings and scores of copies af­ter Roman sculpture as well as paintings.

An early work in Antwerp Cathedral, the Raising of the Cross, a panel more than fifteen feet high, painted in 1609-10, shows the superhuman energy with which Rubens attacked his mighty concepts. This central panel of a triptych is a com­plete picture in itself. There is no hint of Caravaggio’s psychological interests. The executioners, whose muscu­larity recalls Michelangelo’s figures, raise the Cross, form­ing a colossal pyramid of struggling figures. In this paint­ing the typical High Renaissance interfigural composition is transformed into a Baroque climax.

The power of Rubens can be seen at its greatness in the Fall of the Damned, painted about 1620, a waterspout of hurling figures raining down from Heaven, from which the rebels against divine love are forever excluded.

As his style matured, Rubens’s characteristic spiral-into-the-picture lost the dark shadows of his early works and took on a Titianique richness of colour.

In 1621-25 Rubens carried out a splendid commission from Maria de’Medici, dowager Queen of France, widow of Henry IV, and regent during the minority of her son Louis XIII. Twenty one large canvases represent an allegorized version of the Queen career, showing her protected at every point by the divinities of Olympus. The series were originally installed in a ceremonial gallery in the Luxem­bourg Palace. All the canvases show the magnificence of Rubens’s compositional inventiveness and the depth of his Classical learning; but Henry IV Receiving the Portrait of Maria de’Medici is one of the best. The ageing King, whose helmet and shield are taken by Cupids, is advised by Min­erva to accept as his second bride the Florentine princess, whose portrait is presented by Mercury, as Juno and Jupi­ter smile upon the proposed union. The happy promise of divine intervention; the youthful figure; the grandeur of the armoured king, and the distant landscape make this paint­ing one of the happiest of Rubens’s allegorical works. The Queen never paid for the series. But when she was driven out of France by her former protege Cardinal Richelieuw, she took refuge in Flanders. Rubens helped to support her during her twelve years of exile – a remarkable tribute not only to the generosity of a great man but also to the position of a Baroque artist who could finance a luckless monarch.

In 1630, then 53 years old Rubens married Helene Fourment, a girl of 16. The artist’s happiness received its perfect embodiment in the Garden of Love painted about 1638, a fantasy in which seven of the Fourment sisters are happily disposed throughout the foreground before the fantastic fountain-house in Rubens’s own garden in Antwerp. Cu­pids fly above the scene with bows, arrows, a rose garland, and torches and on the right sits a statue of Venus astride a dolphin. All the movements of Rubens’s colour, all the en­ergy of his composition are summed up in the radiance of the picture, the happiest Baroque testament to the redeem­ing power of love. [3 ; 81-83].

CÉZANNE (1839-1906).
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The leading painter of the late nineteenth century in France, one of the most powerful artists in the history of Western painting, was Paul Cézanne. Son of a prosperous banker in the southern French city of Aix-en-Provance, Cézanne never experienced financial difficulties. He received some artistic training in Aix. Cézanne arrived in Paris for the first time in 1861, but he never set up permanent resi­dence there. At first Cézanne was interested in the official art of the Salons but soon achieved an understanding of Delacroix and Courbet, and before long of Manet as well, but his early works were Romantic. Only in the early 1870s Cézanne adopted the Impressionist palette, viewpoint, and sub­ject matter under the tutelage of Pissarro. Cézanne exhibit­ed his paintings with the Impressionists in 1874, 1877, 1882.

During most of his independent career Cézanne re­mained in Aix. His isolation from other artists helped him to concentrate on the formation of a new style of painting. Cézanne’s mature style is often interpreted in the light of his celebrated sayings: «I want to do Poussin over again, from nature», «I wish to make of Impression­ism something solid and durable, like the art of the mu­seums», and «Drawing and colour are not distinct... The secret of drawing and modelling lies in contrasts and re­lations of tones».

Among the subjects Cézanne repeatedly studied was Mont Sainte Victoire, the rocky mass that dominates the plain of Aix. His Mont Sainte-Victoire was painted about 1885-87. Nothing indicates the time of the day or even the season. It neither rains nor snows in this landscape. Time is defeated by permanence. In this picture it is not clear where Cézanne places the observer. It is not certain where the tree is rooted. Some objects are identifiable as houses, trees, fields, but Cézanne’s visual threshold is high and be­low that level nothing is defined. The effect of durability and massiveness is produced by a new use of the Impressionist colour spots. The landscape becomes a colossal rock crystal of colour – a cubic cross section of the world. Its background and foreground planes are established by branches and by the mountain whose rhythms they echo. The constituent planes embrace a great variety of hues of blue, green, yellow, rose, and violet. The delicate differentiation between these hues produces the impression of three-dimensional form. To construct form Cézanne has used the very colour patch the Impressionists had used ten years before to dissolve it. He has achieved from nature a construction and intellectual or­ganisation much like that Poussin had derived from the or­ganisation of figures, and made of Impressionism something durable, reminding us of the airless backgrounds of Giotto. Cézanne created a world remote from human experience. The beauty of his colour constructions is abstract, and it is no won­der that many artists of the early twentieth century, especial­ly the Cubists, claimed him as the father of modern art.

Still life was to Cézanne second only to landscape. His Still life with Apples and Oranges was painted between 1895 and 1900. The arrangements of fruits, bottles, plates and a rumpled cloth on a tabletop never suggest the consump­tion of food or drink; they are spheroid or cylindrical masses. The appearance of reality is neglected; the table has a tendency to disappear under the tablecloth at one level and emerge from it at another, and the two sides of a bottle can be sharply different. Whether Cézanne did not notice such discrepancies in his search for the right colour to make a form go round in depth, or whether he decided on deformations consciously, has never been convincingly deter­mined. He cared for subjects as arrangements of form and colour, but they also possessed for him strong psychologi­cal significance.

For his rare figure pieces Cézanne chose subjects as qui­et, impersonal, and remote as his still lifes. The Card Play­ers, of about 1890-92, shows three men, two of whom are clad in the blue smock of the farmer labourer, sitting around a table, while a fourth gazes downward, arms fol­ded. The card game had been a favourite subject among the followers of Caravaggio. The quite figures contemplate the cards, themselves planes of colour on white surfaces. The Giotto-like folds of the smock of the man on the right echo in reverse those of the hanging curtain, locking foreground and background in a single construction. Yet the back­ground wall fluctuates at an indeterminable distance like the sky in one of Cézanne’s landscapes.

The full beauty of Cézanne’s developed style is seen in his Woman with the Coffee-pot, of about 1895. Cézanne’s planes of varying hues of blue and blue-violet have built majestic cylinders from the arms and a fluted column from the body. Stability is very important for Cézanne. Yet the door panels in the background tilt slightly to the left, com­pensating for the turn of the head toward the right, and the placing of the coffee-pot and cup. The adjustments are so exquisite that the removal of one element inflicts the whole picture a fatal blow. Cézanne’s search for the exact plane of colour to fit into, his structure was so demanding that at times the plane eluded him. Surprising elements are the mysteriously vertical spoon, and the cylinders of cup and pot, definitely out of drawing.

By the end of his life Cézanne’s development toward abstraction became more evident. The large Bathers, of 1898-1905, is the culmination of his series of nude compo­sitions. The figures were neither painted from life, nor in the open air (women in the eighteenth and nineteenth cen­turies did not bathe naked in streams and sun themselves on the banks). The fantasy gave Cézanne the materials with which to build a grand imaginary architecture, com­posed of strikingly simplified figures, overarching tree trunks, blue sky and white clouds – a modern cathedral of light and colour. The figures and heads remained schema­tic, features are suppressed and mouths are omitted entire­ly. The end result is a simplification of the human figure that had not been seen since the Middle Ages. [4 ; 60-63]. 

TITIAN (1490-1576).
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The monarch of the Venetian School in the sixteenth century was Titian. A robust mountaineer came to Venice as a boy from the Alpine town of Pieve di Cadore and lived well into his nineties. The young painter was trained in the studios of both Gentille Bellini and Giovanni Bellini. Then he assisted Giorgione with the lost frescoes that once deco­rated the exteriors of Venetian palaces.

Once independent, Titian succeeded in establishing co­lour as the major determinant. Although he visited central Italy only in 1545-46, Titian was aware, probably, by means of engravings, of what was going on in Florence and Rome and assimilated High Renaissance innovations to his own stylistic aims. Titian generally began with a red ground, which communicated warmth to his colouring; over that he painted figures and background often in brilliant hues.

Titian’s life was marked by honours and material rewards. He made himself wealthy. His palace in Venice was the cen­tre of a near-princely court, fulfilling the worldly ideal of the painter’s standing as formulated by Leonardo da Vinci. In 1553 Titian began his acquaintance with the Emperor Charles V. There is a legend that the Emperor, on a visit to Titian’s studio, stooped to pick up a brush the painter had dropped. Titian was called twice to the imperial court.

An early work, painted by Titian about 1515, is known as Sacred and Profane Love. The subject of this enigmatic picture has never been satisfactorily explained. Two wom­en who look like sisters sit on either side of an open sarcophagus, which is also a fountain in the glow of late afternoon. One is clothed, another is nude save for a white scarf. The shadowed landscape behind the clothed sister leads up to a castle, toward which a horseman gallops while rabbits play in the dimness. Behind the nude sister the landscape is filled with light, and huntsmen ride behind a hound about to catch a hare, while the shepherds tend their flocks be­fore a village with a church tower, touched with evening light. Cupid stirs the waters in the sarcophagus-fountain. The picture becomes a glorification of the beauty and re­deeming power of love. Sometimes it is interpreted as the passage from virginity through the water of suffering, a kind of baptism, to a new life in love.

Titian made a series of mythological paintings for a cham­ber in the palace of the duke of Ferrara. One of these, the Bacchanal of the Andrians, of about 1520, is based on the description by the third-century Roman writer Philostratus of a picture he saw in a villa near Naples. The inhabit­ants of the island of Andros disport themselves in a shady grove. The freedom of the poses (within Titian’s triangular system) is completely new. Titian has taken the greatest visual delight from the contrast of warm flesh with shim­mering drapery and light with unexpected dark.

Like his mythological pictures, Titian’s early religious paintings are affirmations of health and beauty. The As­sumption of the Virgin, 1515-18, is his sole venture into the realm of the colossal. It represents the moment when the soul of the Virgin was reunited with her dead body. Above the powerful figures of the Apostles on earth, Mary is lifted physically into a golden Heaven on a glowing cloud by nu­merous child angels, where she is awaited by God the Fa­ther. The bright reds, blues, whites of drapery, the rich light of the picture carry Titian’s triumphant message through the spacious interior of the Gothic Church of the Frari in Venice.

In the Madonna of the House of Pesaro, 1519-26, Titian applied his triangular compositional principle to the tradi­tional Venetian Madonna group. The symmetry is broken up by a radical view from one side. The scene is a portico of the Virgin’s palace. At the steps plunging diagonally into depth Titian painted the kneeling members of the Pesaro family and an armoured figure who gives the Virgin as a trophy a Turk, taken in battle. The columns are seen diagonally, their capitals are outside the frame. At the top clouds float before the columns, on which stand child angels with the Cross. The colours are rich and deep.

Titian’s portraits do not often sparkle with colour as the male costume of the sixteenth century was black. In his Man with the Glove Titian’s triangular principle is embod­ied in the balanced relationship of the gloved and ungloved hands to the shoulders and the youthful face. The carefully modelled hands and features are characteristic of Titian’s portraits. Even in this picture, dominated by black and by the soft greenishgray background, colour is everywhere dis­solved in the glazes, which mute all sharp contrasts.

A subject that occupied Titian in his mature years is the nude recumbent Venus – a pose originally devised by Giorgione. In 1538 Titian painted the Venus of Urbino for the duke of Camerino. The figure relaxes in ease on a coach in a palace interior whose inlaid marble floor and wall hangings make gold, greenish, soft red-and-brown foil for her beauti­ful body, the floods of her warm, light brown hair. Pure co­lour rules in the picture of Titian’s middle period. In his later years form appealed to Titian less; substance itself was almost dissolved in the movement of colour.

In 1546 Titian painted a full-length Portrait of Pope Paul III and his Grandsons. Undoubtedly, this painting was carried to a point that satisfied both artist and patron. The brushstrokes are free and sweeping. But the question still arises whether the picture is really finished. The sketchy technique characteristic of the backgrounds in Titian’s ear­ly works was applied by the artist to the whole picture. Veils of pigment transform the entire painting into a free meditation in colour. Colour indeed, is the principle vehi­cle of Titian’s pictorial message.

In the works of his extremely old age, form was revived and colour grew more brilliant. Titian’s late paintings of pa­gan subjects are unrestrained in their power and beauty. The devices of rapid movement and excellent colour, ignoring details were used to increase emotional effect in the very late Crowning with Thorns, probably painted about 1570, six years before the artist’s death. The hail of brushstrokes creates cloudy shapes. The agony of Christ and the fury of his tormentors are expressed in storms of colour. The last religious works of Titian reached a point beyond which only Rem­brandt in the seventeenth century could proceed. [3 ; 55-58]. 
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