umanism and History

Janism had a strong impact on the writing of history. Influ
i by Roman arxl Greek historfass, the
appNached the writing of history differently from the chroni
clers W the Middle Ages, The humanists” belief that € Jassical civ-
ilizatiA had been followed by an age of barbarism (the Middie
Ages), ich had in tum been succeeded by their own age, with
its rebir@of the study of the classics, enabled them to think in
passagge of time, of the past s past Their division
of the past Yo ancient world, dark ages, and their own age pro
vided 2 newlkense of chronology or periodization in history
The hun€ists were also responsible for secularizing the
writing of hisfry. Flumanist historians reduced or eliminated
the tole of mWcles in historical interpretation, not because
they were anti-Cffgistian but because they took a new approach
to sources. They Wanted to use documents and exercised their
newly developed Witical skills in examining them. Greates
attention was paidio the palitical events and forces that
affected their city-stls or larger teritorial units. Thus, Leo:
mardo Bruni wrote (W RHistory of the Forentine People. The new
emphasis on secularizafibn was also evident in the humanists’
conception of causation Y history. Medieval historical literature
often portrayed historicRevents as being caused by God's
active nvolvement in hunXie affairs, Humanists de-emphasized
divine intervention in favor\Rf hurnan motives, stressing polit-

humarsts

terms of |

cal forces or the role of indiviluals in history

GUICCIARDINI The high polfof Renaissance historiograggy
was achieved at the beginning W the sixteenth century e
works of Francesco Guicciardin frahn-CHESS-koh gfvee-
char-DEE-nee) (1483-1540), To Moy historians, h
Italy and History of Florence represer he beginning

analytical historiography.” To Guiccigdini, the gfffpose of wiit
ing history was to teach lessons, butfge wag impressed by
the complexity of historical events t ¢lr those lessons
were not always obvious. From his clisive background in
government and diplomatic affairs, h loped the skills that
enabled him to analyze political sgfitiong preciscly and crie-
ically. Emphasizing political an ilitary \Qistory, his works
velied heavily on personal exagfes and docifentary sources.

“modern

The Impact of @finting

The Renaissance witg@lsed the invention of pigting, one of

the most importanidfchnological innovations of Western alvi
lization. The ar

European int

printing made an immediatt@mpact on
tual life and thought. Printing ffm hand-

carves wa blacks had been done in the Westfince the
twelfth cgfffary and in China even belore that What s new
w0 Eurall in the fifteenth century was multiple printifg with

movalle metal type. The development of printing frorignov:
abjffype was 8 gradual process that culminated bevweenYgt45

i 1450; Johannes Gutenberg (yoh-HAH-nuss GOO-Nr-
>ayrk) of Mainz played an important role in bringing
process to completion. Gutenberg's Bible, completed in 14
of 1456, was the first true book in the West produced fron
movable type.

Ristory of

The new printing spread rapidly throughout Europe iy the
cond half of the fifteenth century. Printing press

\\'c:c
ablished throughout the Holy Roman Empirc ingfe 14¢5,
ndQithin ten years had spread wo both westerndgnd eageq,
EuropMaEspecially well known as a pninting cglier was Vey,

ice, hom¥ 1500 to almost one hundred wters whao hag
produced aNygst 2 million volumes.
By 1500, (Nge were more than agflousand prnters i,

Europe who hz lished almaost 40,
lion and 10 million Qics). Probabl
id biblg
devotion, and sermons. N

N titles (between 8 mi.
) percent of these hooks
commentaties, books oF
\porance were the Latm ang
Piars, iegal handbovks, works o
philosophy, and an ever-pz N
Printing became one
effects were soon feit ig

were religious—Bibles

Greek classics, medieval gra
umber of popular romances,
industries in Europe, and g
ropean life. The printing
scholarly research ang
knowledge, Maoreovy printing facilitated
g scholars and helped produ lardized and
Printing also stimulated the deNQgpment of n
2 lay reading public, a developmentgar bhad an
enos impact on Buropean society. Indeed, withoUNbe pring-
ing s, the new religious ideas of the Reformation wouNQuever
higfspread as rapidly as they did in the sixtecnth century.

the Jarg!
Namy areas o
of books encourageghe development
the desire to ag
COOpETation &
definitive 1¢
cver-expa

The Artistic Renaissance

= FOCUS QUESTION: What were the chief
( ) charaeteristics of Renalssance art, and how did it difter
in Italy and northern Europe?

Leanardo da Vina (dah VEEN-chee), one of the great lalian
Renassance artists, once explained: “Hence the pamnter will pro-
duce picrures of small merit if he takes for his stanard the pic
wres of others, but if he will study from natural objects he will
ear good fruit, ... These who take for their standard any one but
mature ... weary themselyes in vain.”"" Renaissance artists o wsic-
ered the imitation of nature their primary goal. Their search fior
paturalism became an end i iself: to persuade onlookers of the
reality of the object or cvent they were porraymg, At the sme
sme. the new artistic standards reflected a new attitude of wind
as well, one in which human beings became the focus of atrenton.
the “center and measure af all things,” as one arist proclimed

Art in the Early Renaissance

Leonardo and other Ialians maintained that it was Giotto m
the fourteenth century (see Chapter 11) who began the imitd
tion of pature, But what Giotto had begun was not taken up
again until the work of Masaccio (muh-ZAH-choh) (1401~
1428) in Florence. Masaccio’s cycle of frescoes in the Bran
cacei Chapel has long been regarded as the first masterpiect
of Barly Renaissance art. With his use of menumental figures:
a more realistic relationship between figures and landscape
and visual representation of the laws of perspective, a new €
alistic style of painung Was barn. Onlookers become aware ©
a world of reality that appears to be 2 continuation of thei®

350 ® CHAPTER 12 Recovery and Rebirth: The Age of the Renaissance




&
Y
g
8
&
£
4
¥
1
g
-
v
G
2
£

a

Wara o

=

Dl

>

Brancace: Ch

Masaccio, Tribute Money. With the frescocs of Masaccio, regarded by many as the first great works of Bagly
Renaissance art a new realistic style of painting was born. Tribute Morey was one of a series of frescoes thae
Masaccio paineed in the Brancacci Chapel of the Church of Santa Maria del Carmine in Florence. iz Tribute Money,
Masaccio depicred the biblical story of Jesus's confrontation by a tx collector at the entrance to the town of
Capernaum (seen at the center). Jesus senr Peter to coliea a coin from the mouth of a fish from Lake Galilee (seen

at the left); Perer then pald the tax collector (seen at the Hght). In dlustrating this stoey from the Bible, Masacrio
wsed a rational system of perspective o create a realistic relationship between the figures and their background; the
figures themselves are realistic. As one Renalssance observer said, “The works made before Masaccio's day can be
said (0 be painted, while his are living, real, and natural.”

own werdd, Masaccio’s massive, threedimensional human fig- invention emerged in Florence, especially in the circde of
ures provided a model for later generations of Florentine artists. artists and scholars who formed part of the court of the

During the fifteenth century, other Florentine painters  city's leading citizen, Lorenzo the Magnificent. One of this
apsorbed and modified this new Renaissance style. Especially group’s prominent members was Sandro Boticelli (SAHN-droh

important was the development of an
experimental trend that took two direc-
tons. One emphasized the mathemati-
cal side of painting, the working out of
the laws of perspective and the organi-
zation of outdoor space and light by ge-
ometry and perspective. In the work of
Paclo  Uccello  (PAH-ch-loh  oo-
CHELL-oh)  (1397-1475), figures
became mere stage props to show off
his mastery of the laws of perspective.,
The other aspect of the experimental
trend involved the investigaton of
movement and anatomical structure,
The Martyrdom of Saint Sebastian by
Antonio Pollaivolo (p-Ohl-"j'V'/OH’
loky (c. 1432-1498) revels in Classical
motifs and awempts to portray the
human body under scress. Indeed, the
realistic portrayal of the human nude

Galena degh UMz Horence//Scalay/ Pt Rescures, Y

became one of the foremost preoccupa-  Botticelli, Primavera. '[his work reflects Boroeelli's strong Intevest kn Classical antiquity. At the
tions of jealian Renaissance art. The fif-  center of the painting is Veaus, the goddess of love. At the right stands Flora, a Roman goddess of
Howers and fertility, while the Three Graces dance playvfully at the lefi. Cupid, the son of Venus,
! prayaity I
FEENER nims his arrow at the Three Graces. At the far left of the picture is Mercury, the messenger of the
Xperimentation and technical mastery., IO T s A redi ) : . ex hi !

i < I pods. Later in life, Botticelli experienced a profound religious crisis, leading him to reject his earlier

Juring the last decades of the fif- preoccupation with pagan gods and goddesses. He burmed many of his early paintings and thereaficr
leench century, a new  sense of  produced only religious works

teenth century, then, was a period of

The Artistic Renaissance ® 3%1



bot-i-CHELL-ce) (1445-1510), whose interest in Greek and
Roman mythology was well reflected in one of his most famous
works, Primavera (Spring). The painting is set in the garden of
Venus, a garden of eternal spring, Though Borticelli’s figures are
well defined, they also possess an otherworldly quality that is far
removed from the realism that characterized the painting of the
Early Renaissance,

The revolutionary achievements of Flotentine painters in the
fifteenth cenmury were matched by equally stanning advances in
sculprure and architecre. Donato di Dosatello (doh-NAH-toh
deea doh-nuh-TELL-oh) {1386-1466) spent time in Rome study-
ing and copying the statues of antiquicy. His subsequent work in
Florence reveals how well he had mastered the essence of what
he saw. Among his numerous works was a statue of David,
which is the first known life-size, freestanding bronze nude in Eu-
ropean art since antiquity. With the severed head of the giant Go-
liath beneath David's feet, Donatello’s stacue may have celebrated
Horentine heraism in the wiumph of Florence over the Milanese
in 1428, Like Donatello’s other statues, David also raciated a sim-
plicity and strength that reflected the dignity of humanity.

Filippo Beunelleschi (fee-LEE-poh BROO-nuh-LESSkee)
(1377-1446), a friend of Donatello’s, accompanied the latter

Wus=0 Nasmale del Barpelo, Rotenca//Seaaint Resource, NY

Donatello, David, Domatella’s David first stoad in the courtyard of the
Medici Pakace. On its base was an inscription praising Florentine heroism
and virtue, leading At historians 1o believe that the statue was meant to
commemorate the victory of Florence over Milan in 1428 David's pose
and appearance are reriniscent of the nude samies of antiquity.

Rome. Brunelleschi drew much inspiraton from the archirectural
monuments of Roman antiquity, and when he recurned to Flor-
ence, he poured his new insights into the creation of a new archi.
tecture, His first project involved the challenge of building 3
dame for the unfinished cathedral of Florence (the Duomo). The
cathedral had been started in 1296, but it was Brunelleschi who
devised new building techniques and machinery to create a dome,
built between 1420 and 1436, that spanmed a 140-foot opening,

An even better example of Brunelleschi’s new Renaissance
architectural style is evident in the Church of San Lorenzo
When the Medici commissioned him to design the church,
Brunelleschi, inspired by Roman models, created a church inte.
rior very different from that of the great medieval cathedrals,
San Lorenzo’s Classical columns, rounded arches, and coffered
celling created an environment that did not overwhelm the
worshiper materially and psychologically, as Gothic cathedrals
did, but comforwed as a space created to fit human, not diving,
measurements. Like painters and sculprors, Renaissance archi.
rects sought to reflect a human-centered world

The new assertion of human individuality, evident in Early
Renaissance art, was also reflected in the new emphasis on
portraiture. Patrons appeared in the comers of sacred

e — e —

Filippo Brunelleschi, Dome of the Duomo. Brunclleschi was first
commissioned to design the dome for the unfinished cathedral of
Florence in 1417, but work did not begin untl 1420, Akhough Brunciieschi
would have preferved the Raman hemispheric dome, for practical
reasans be was forced to elevate the center of the dame and then lessen
the weight of the structure by bullding 2 thir: double shell arcund 3
structure of twenty-four rihs. The mast important ribs were placed o0
the cutside of the dome (four of them are visshle in this illustmsion)
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pictures, and monumental tombs and portrait starues honored
many of Florence's prominent citizens, By the mid-fifteenth
century, artists were giving an accurate rendering of their sub-
jects” facial features while revealing the inner qualities of their
personalities, The portraits of the duke and duchess of Urbino
by Piero della Francesca (c, 1410-1492) provide accurate rep-
resentations as well as a sense of both the power and the
wealth of the rulers of Urbino (sce p. 341).

The Artistic High Renaissance

By the end of the fifteenth century, Italian painters, sculprors,
and architects had created a new artistic environment. Many
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Brunelleschi, Interior of San Lerenzo. Cosimo
de’ Medict contribured massive amounts of money (o
the rebuilding of the Church of San Larenzo. As seen
in this view of the nave and chair of the church,
Brunelleschi's architectural designs were based on the
bastlica plan borrowed by early Christians from pagan
Rorme. San Lorenzo's simplicity, evident in its rows of
siencer Corinthian columns, created a hurman-centered
space

artists had mastered the new techniques for a saentific obser-
vation of the world around them and were now ready to
move into individualistic forms of creative expression. This
final stage of Renaissance art, which flourished between 1480
and 1520, is called the High Renaissance. The shift to the
High Renaissance was marked by the increasing importance
of Rome as a new cultural center of the Italian Renaissance.
The High Renaissance was dominated by the work of
three artistic giants: Leonardo da Vinci (1452-1519), Raphael
(1483-1520), and Michelangelo (1475-1564). Leonardo repre-
sents a transitional figure in the shift to High Renaissance
principles. He carried on the fifteenth-century experimental
tradition by studying everything and even dissecting human

Leonardo da Vinci, The Last Supper. Leonardo da Vincl was the imperus behind the High Renaissance concem for the
Idealtzation of mature, moving from a realistic portrayal of the kuman figure to an idealized form. Evident in Leonardo's
Last Supper i has effort 1o depict a person's character and fnaer nature by the use of gesture and movement Unfortunately,
Leonardo used an cxperimental technique in this fresco, which soon fed to its physical deteroration
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bodies to see more clearly how nature worked. But Leonardo
stressed the need 10 advance beyond such realism and initl-
ated the High Renaissance's preccaupation with the wealiza-
tion of nature, or the atempt to generaize from realistic
portrayal to an ideal form. Leonardo’s Last Supper, paimted in
Milan, is a brillians summary of fifteenth-century trends in its
arganization of space and use of perspective 10 depict subjects
three-dimensionally in a two-dimensional medium. But it is
also more. The figure of Philip is idealized, and the work
embodies profound psychological dimensions. The words of
Jesus that “onc of you shall beway me” are experienced
directly as each of the apostles reveals his personality and his
relationship to Jesus. Through gestures and movement, Leo-
nardo hoped to reveal a person’s inner life.

Raphac] (RAFF-ge-ul) blossomed as a painter at an early
age; at twenty-five, he was alveady regarded as one of ltaly's
best painters. Raphael was acclaimed for his numerous
madonnas, in which he atempted o achieve an ideal of
beauty far surpassing human standards. He is well known for
his frescoes in the Vatican Palace; his School of Athens reveals a

e, NY

Stenze dida Sepaatrs. Vatkan Pxce. Vabtan Slata//Encs Lessng /A Rescur

world of balance, harmony, and order—the underlying princi.
ples of the art of the Classical world of Greece and Rome

Michelangelo (my-kuh-LAN-juh-lon). an accomplished
painter, sculptor, and architect, was another giant of the High
Renzissance. Flercely driven by his desire to create, he
worked with great passion and energy on a remarkable num.
ber of projects. Michelangelo was influenced by Neoplaton-
ism, especially evident in his figures on the cefling of the
Sistine Chapel in Rome. In 1508, Pope julivs 1l had called
Michelangelo to Rome and commissioned him o decorare
the chapel ceiling. This colossal project was not completed
until 1512, Michelangelo attempred to tell the story of the Fall
of Man by depicting nine scenes from the biblical ook of
Genesis, In his Creation of Adam (reproduced at the start of this
chapter), the well-proportioned figure of Adam awaits the
divine spark. Adam, like the other muscular figures on the
ceiling, reveals an ideal type of human being with perfect pro-
portions. In good Neoplatonic fashion, the beaury of these fig-
ures is meant to be a reflection of divine beauty; the more
beauriful the body, the more God-like the figure.

Raphael, School of Athens. Raphael arrived m Rome in 1508 anxd began to paint a series of frescoes
commissioned by Poge Julius Il for the papal aparments at the Vatican. In School of Ateny, painted in 1510 or 1511,
Raphael created an imaginary gathering of atcient philosophers. In the cerer starxd Plxo and Anstocle. At the left
is Pythagoras, showing his sysiem of propor toos on a slate. At the tight s proleny, belding a celestial globe
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Annther manifestation of Michelangelo's search for ideal
peauty was his David, a colossal marble statue commissioned
by the Florentine government in 1501 and completed in 1504
plichelangelo maintained that the form of a swaooe alveady
resided in the uncarved plece of stone: “1 only mke away the
surplus, the statue is already there.”"*" Qur of a piece of mar-
ble that had remained unused for fifty years, Michelangelo
created a 14-foothigh figure, the largest sculpture in Italy
gnoe the tme of Rome. An awe-inspiving hero, Michelange-
le's David proudly proclaims the beanty of the human body
and the glory of human beings,

The Hipgh Renaissamce was also evident in archivecture,
gapecially in the work of Donato Bramante (doh-MAH-toh
brab-NAHM-tay) (1444-1514). He came from Urbine but
TG Up residence in Rome, where he designed a small remple
on the supposed site of Saint Peter's marcyrdom. The Tem
pietro, or little temple, with its Doric columns surrounding a
sanctuary enclosed by a dome, summarized the archivectural

ideals of the High Renaissance. Columns, dome, and

Arcadomis, Floranca [ Seala et Pawcorce, Ny

Michelangelo, Dawd. This statue of David, cut from an 18-foce-high
Picce of marble, exalts the beauty of the human body and is @ fisting
Skl of the labian Renaissance's affirosation of human power,
Completed in 1504, David wat moved by Florentine authorities o a
Hpeial kacation in frant of the Palaz=no Vecchip, the sear of the Florentine
Eovernment,

sanciuary form 3 menumental and harmwonious  whole
Inspired by antiquity, Bramante had recaptured the grandeur
of ancient Rome,

TRe Artist and Social Status

i eraft guilds. Apprentices with wnosual wlent might
y become masters and run their own workshops, As in
e Ages, artists were sill largely viewed as artisans.
depended on commissions for dwir projects, patrons
pnrrant tole in the art of the Barly Renaissance, The
r classes determined both the content and the pur-
intings and pieces of sculpure they commissioned.
of the fifieenth century, a mansformation in the

diving {see the box on p. 358). Artisis were
ho were praised more for their creativity
tence as craftspeople. Michelangelo, for
Iy addressed as "Il Diving''—the Divine
o their eccentricities and valued their
of the High Renaissance became the
m concept of the artist.

w, 50 lid their ability to profic eco-
and o rise on the sodal scale.
the circles of the upper classes,
2l and miellectual eliee of their
¢ of new intellectual theories,
ir arr. The Platonic Academy
had an cspecially impostane

creative grenius, the &
first 1o embody the me

Ax respect tor artiss
nomically from their w
Mow weleomed as equals
they mingled with the pali
society and became mare 3
which they then embodied in
and Remmissance Meoplatoni
impact on Florentine paineers.

enaissance

of their world, the artises
o) and Traly ol differ
became the primary
It i master the tech-
friars in resdistic set
5 had given se o
the prevalence of
ows resulted in
wooden panel
se warks was
obje, lead-

The Northern Artisti

In trying to provide an exact pors
of the north {especially the Low Cous
ent approaches, I [aly, the human
vehicle of expression as Iralian artists 5
nical =kills that allosred them o porteay
tings. The large wall spaces of Ialian chor
the art of fresco padnting, bur in the nor
Gothic cthedrals with their smined-glass w
mare emphasis on luminared manuscrips
painting for aliarpieces, The space available in
limited, and grear cave was reguired 1w depict &
ing northem paincers o become masters a1 rende

The most influential northern school of art i
century was centered in Flanders. Jan van Eyck {
Y or van AYK) (c. 1390-1441) was among the fi
paint, a medium that enabled the artist o vse a v
of calors and create fine details. In the famous Giova
Jird gnd His Bride, van Eyck's attention to detail is sta
precise portraits, a glictering chandelier, and a mirroc
ing the objects in the room. Although cach derail wa
dered  as  observed, it i evident that wvan  E)
comprehension of perspective was still uncertain, His we
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