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INTRODUCTION 

DENYS HAY 

EUROPEAN CULTURAL HISTORY has gone through a number of 
transfigurations since the time in the 4th and 5th centuries A.D. 

when the evolution of the continent became autonomous. These 
changes in public behaviour and in the assumptions about life and 
art shared by the dominant groups are often summarized by 
shorthand: Barbarian Europe, Gothic Europe, Renaissance 
Europe and so on. Such terms mislead of course if they suggest 
that historical periods are sharply distinguishable from one 
another. Contemporaries were usually oblivious of the breaks 
later ages have found it convenient to make in the past and, as we 
shall see, there was much that was 'Gothic' in the 'Renaissance'. 
This is a point worth insisting on at the outset. If by Renaissance 
we refer to a period of time, broadly speaking the 1 5th and I 6th 
centuries, then everything that happens within the epoch is 
'Renaissance', just as everything that happens in the 18th century 
is '18th-century'. But Renaissance or rebirth has for so long been 
applied to cultural history in a narrower sense, literature and 
learning, the fine arts, that the expression suggests not only a time 
span but problems arising within the time span. It is essential 
to bear this difficulty in mind. All men and all events belong to the 
Renaissance period; what we think of as characteristically 
Renaissance in style was far from being universal until towards 
the end of the age so described. 

Italian Paradox 

The great moments that have been artificially distinguished in 
European experience are associated with certain regions. The 
seminal role of northern France in the Middle Ages, of the Chan
nel countries and then Germany in later times, was played in the 
Renaissance by Italy, the only occasion since antiquity when her 
experiences were avidly digested by neighbouring lands. 

There is a paradoxical element in this. The Italy of the late 14th 
and I 5th centuries was far less rich than it had been, for it suffered 
with the rest of Europe from an economic decline which lasted 
more or less throughout the qth and 15th centuries; and its 
political life was full of wars within the small states and between 
them. The papacy, true to its ancient policy, continued to prevent 
the rise of any one predominating power, but this was achieved 
at the expense of the political power of the popes themselves. Out 
of Italy and in the city of Avignon for most of the 14th century, 
when the Curia returned to Rome it was to produce a Great 
Schism in 1378 which lasted until 1417 and was then followed by 
three decades during which the authority of the Vicar of Christ 
was challenged by the conciliar attempt to make him a constitu
tional monarch. Against this background Italian principalities 
evolved. The communes of the north came under local tyrants, 
the republics of Tuscany absorbed adjacent towns and in the 
south a chronically ill-governed Kingdom of Naples under a 
ruling house of French origin was distracted by ambitions in the 
east Mediterranean and by fear of the Aragonese established in 
Sicily. Some subsequent developments should be noted, for they 
were vitally to affect public life. From Milan the Visconti family 
had by the end of the 14th century come to dominate the entire 
plain of Lombardy; Giangaleazzo Visconti married a French 
princess, obtained the title of duke from the Emperor Wencelas 
for cash down in I 3 9 5, and he made no secret of his aim to extend 
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his power southward, through the divided states of the church 
and into Tuscany. In this he was not successful, though it 
remained the ambition of Duke Filippo Maria Visconti (d. 1447). 
The Visconti did, however, establish a strong government, which 
was taken over by Franceso Sforza in 1450. In Tuscany the 
superiority of Florence was unquestioned and there, from 1434, 
the Medici family consolidated their effective mastery of the city 
while brilliantly preserving its republican form. Only one other 
great commercial centre challenged Florence. This was another 
republic, Venice, which had emerged successful from her long 
rivalry with Genoa for the fruits of Levantine commerce and 
which enjoyed, under a doge elected for life but shorn of real 
power, a constitution of enviable solidity, where the 'nobles' or 
patrician families governed the city and their overseas lands with 
a coherent and sophisticated administration. Early in the I 5th 
century the wars of Italy compelled V cnice to embark upon 
aggression on the mainland, and by the end of the century she had 
become a great territorial power, even though the Ottoman Turks 
were already rapidly stripping her of colonies in the Aegean. 
Finally it was to be of the utmost importance that from Sicily the 
Aragonese king Alfonso V moved to the mainland and conquered 
(143 5-1442) the Kingdom of Naples. This was significant 
because on the death of Ferrante, the successor of Alfonso in 
Naples, the French king Charles VIII took up the claim to Naples 
and invaded Italy in I494· Another French king, Louis XII, 
styled himself Duke of Milan from his accession in 1498, but by 
this time the King of Aragon wanted his share and from this point 
onwards Italy fell victim to foreign invaders. When the 'Italian 
wars' came to an end-effectively in I 53 8-the country was at the 
mercy of Charles V. This Hapsburg prince, reared in Burgundy, 
was ruler not merely of most of Italy, but of Aragon and Castile 
(with her growing American colonies), and the lands of Austria, 
as well as being titular head of the German principalities as Holy 
Roman Emperor. Under him Italy was managed by Spanish 
governors and viceroys and occupied by Spanish troops. 

The European Scene: Politics 

The political history ofltaly in the 14th, I 5th and early 16th cen
turies was violent. It would be mistaken to contrast this with 
peace elsewhere. France and England were involved in intermit
tent hostilities, the Hundred Years' War, from 1337 to 1453 and 
each country endured prolonged periods of internal strife. English 
kings were forcibly deposed by successful usurpers in 1327, 1399, 
1471 and 1485 and the sordid troubles of the mid-15th century 
are given the deceptively pretty name of the Wars of the Roses. 
As for France, her king Charles VI was intermittently off his head 
from I 3 92 and this opened the way for the rivalries of the princes, 
who manipulated royal resources in their own interest: this 
inaugurated the period of 'Burgundian' and 'Armagnac' hostility 
which facilitated Henry V's invasion and which did not end until 
Charles the Bold, Duke of Burgundy, was killed in 1477. The 
internal histories of Germany, of the Scandinavian lands, of the 
kingdom of Spain were no less disturbed. There was little general 
peace in late medieval Europe. 

Tempting as it is to pick out as explanations for the cultural 
innovations ofltaly those aspects of the Italian scene in which that 



land differed from other countries, it is best to insist first on the 
features of public life found everywhere. And in doing this we can 
partly account for the rapidity with which Italian values were 
adopted elsewhere. Just as war and mercenary troops, as well 
as economic regression, were common to the whole continent, 
so were many other e:lements of society. England, France, Castile 
and Aragon were like many other parts of Europe, monarchies 
where royal power had been steadly growing from the 13th 
century. In Germany and Italy the control of princes was con
fined within smaller areas and did less to affect general unification 
just as it depended less on the centralizing consequences of 
patriotic sentiment and linguistic affinity. But an able Duke of 
Austria or Margrave of Brandenburg, a Duke of Milan or Mar
quis of Mantua behaved in their more restricted territories much 
as their contemporaries, the mightier Kings of France or Aragon 
or England. Likewi~.e there were nobles, gentry, townsmen, 
clergy and lawyers everywhere and everywhere a growing value 
attached to literacy. New schools and universities multiplied in 
the later Middle Ages in all countries. 

The European Scene: Culture and Learning 
In the sphere of morality and culture the continent was also 
remarkably united. Doctrine was clear. Only by rejecting the 
world and its values could a man hope to attain salvation: 'to 
everyman according to his works'. An uneasy teaching this, for 
men whose works were battlements and entails, company con
tracts and ledger entries and the universal involvement in the 
marriage market. And the dilemma was all the more anguishing 
for the many who were moved by the gesture of Francis whose 
bride brought him no green fields, or rights of administration or 
houses with a counter on the High Street, whose bride was 
Poverty. It would be: foolish to suppose that men and women 
necessarily involved in getting and spending, in raising families 
and managing the affairs of the neighbourhood or the greater 
business of government were always oppressed by the sense of 
living all their days under a moral cloud. But the moral cloud was 
there if and when they considered it. It was axiomatic that by 
cutting themselves off from the claims of everyday life the clergy 
and especially the regular clergy were fulfilling God's wishes 
more nearly than the laity. 

As for the background of art and learning, it is important to 
remember how closely knit the continent was. Higher education, 
it is true, tended to be more regionalized. With their own uni
versities available Scots went less frequently to Oxford; in 1300 
there were five French universities, in 1 5 oo there were seventeen and 
though some were small and not always effective, Paris naturally 
suffered. Nevertheless the ambitious German or Swiss lawyer in 
the 14th and qth centuries still went to secure a qualification at 
Bologna, and the prestige of the Sorbonne for theology remained 
undimmed. Equally notable was the diffusion of literary manners: 
Chaucer owed much to French and Italian influences; the prose 
romances penetrated everywhere from their French homeland. 
Above all the artists reflected common preoccupations, as will 
be seen in Professor Ettlinger's essay in this volume. 

Italy 
Italy shared this broad background of European society and 
civilization. There were, however, significant differences which 
must now be noted. One was the high proportion of towns, which 
made members of the bourgeoisie much more significant there 
than they were elsewhere. Indeed in Italy even the nobility had 
one foot in the market place, and the princes and tyrants there 
were mostly of urban origin-the kingdom of Naples being the 
only major exception. Another difference in Italy was the large 
number of professional men, especially lawyers and clergymen, 
compared with the population as a whole. The lawyers (at this 
stage senior lawyers being often doc/ores utriusque juris, qualified in 
both Roman or civil and canon law) were often extremely well
read men, with an instinctive interest in ancient literature and 
antiquities. They were often employed in high office in the 
administration both of republics and principalities and they often 
canalized and expressed local loyalties. Even more impressive 
were the great merchants, especially in the larger commercial 

centres, Venice, Genoa and the Tuscan towns, above all Florence. 
The remarkable developments at Florence which constitute 

the early Renaissance are discussed below in the chapters by 
Professor Rubinstein and Dr Murray. By the middle of the cen
tury Florentine attitudes, shorn of their original republican 
attributes, and artistic manners and techniques had begun to 
penetrate the courts of Italy and this is the theme of the chapter by 
Professor Grayson. Later still the Renaissance came to the rest of 
Europe, a process examined here in chapters devoted to Germany 
(Professor Potter), France (Professor McFarlane), England 
(Professor Hurstfield) and Spain (Professor Parker). The diffusion 
of ideas and of artistic fashions was expedited by the invention of 
printing. This began at Mainz about 14 5o and was quickly 
adopted in other areas, not least in Italy, where the two basic 
classes of typeface of the modern world were developed-the 
Roman and the Italic. One of the most impressive developments 
of the Renaissance is the steady assimilation not only of these 
Italian book styles but of the cursive handwriting associated with 
the papal chancery. Italic handwriting was practised by nearly all 
scholars in northern Europe by about 1 5 5o, at any rate wherever 
they wrote Latin in the new manner. For nearly all scholars were 
humanists. 

The Humanists 
Who were the humanists and what is humanism? The word 
humanist was used in late 15th-century Italy to describe a teacher 
of the humanities, that is those subjects which formed the cur
riculum in the educational programme formulated by Florentines 
like Leonardo Bruni and put into practice by Guarino da Verona 
and Vittorino da Feltre. The intention of this education was to 
prepare young men for an active life of service to the community 
by furnishing them with a solid stock of knowledge, a firm 
foundation of practical morality and the ability to communicate 
with fluency and grace in both speech and writing. The medium 
of instruction and the medium of communication were both Latin, 
a Latin recovered from antiquity and purified of medieval bar
barism by constant contact with the classics, notably Cicero and 
V ergil. Both writers had, of course, been well-known in the 
Middle Ages. Now, along with other ancient writers of Rome and 
(for the teachers themselves and some of their pupils) the great 
writers of ancient Greece, they were studied as an essential 
training for a full life. Grammar, rhetoric and style, literature it
self, moral philosophy and history (which taught by example), 
these were the 'humanities' and the humanist taught them. By 
extension the word came to be applied to all who were in sym
pathy with the aims of the humanist educators, for all who shared 
their conviction that Latin and Greek were the noblest vehicles 
for wisdom. In this way the scholars of the Renaissance are 
described as humanists, and notably those, whose work is de
scribed in later pages by Professor Weiss, who devoted their 
attention to the scientific examination of literary, historical and 
antiquarian issues. These men were far from being educators in 
a simple sense, for their voluminous works were directed at other 
scholars in much the same way as the theoretical physicist's 
research is communicable only to the other workers in the same 
field. In this way there was a genuine 'republic ofletters'. Many of 
the scholars and writers who are important will be discussed by 
more than one of the contributors to this volume: an overlap 
which is essential and unavoidable. Among such scholars there 
were, of course, a few men who could claim to have advanced the 
frontiers of their subjects and at the same time to have participated 
to the full in the ethical or political issues of the day. Erasmus, for 
instance, was a considerable philologist and the bulk of his 
writing consists of editions of the Fathers, of classical authors and 
above all of the New Testament. Yet his pedagogical Colloquies 
grew into dialogues satirizing the corruptions in society and his 
Adages likewise developed into biting essays on current issues. In 
the Praise of Folly and the julius Exclusus his criticism of the con
temporary scene was direct. 

Humanists were thus more than schoolmasters. Their very 
concern with moral problems led them into the public domain. 
Some of them, it will appear, espoused philosophical positions 
derived from neo-Platonic sources which led them to regard Man 
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as the kernel of the Universe. Half earthly and half divine, his body 
and his soul formed a microcosm enabling him to understand 
and control Nature, to aspire to the comprehension of God. And 
for most humanists, on a lowlier level altogether, the tag from 
Terence was a self-evident proposition: nil hum ani a me a!ietttt!JJ 
puto, 'I consider nothing human foreign to me'. In this way the 
humanists of the Renaissance may seem to be prefiguring if not 
anticipating the so-called humanists of our own day, who proclaim 
high ethical principles without the support of organized religion. 
Nothing could be further from the truth. Having profoundly modi
fied the moral assumptions of an earlier day, the humanists almost 
without exception continued to believe in a Creator, in the divine 
mission of Christ, in the necessity of sacraments and in ecclesia
stical organization. It is, indeed, the case that the accumulated 
criticisms of the Roman church burst into sustained revolt under 
the impulse of Luther's genius. But Professor Cantimori's chapter 
is a warning against too facile a connection being made between 
Renaissance and Reformation. 

A plurality of Churches already existed in Christendom: the 
Greek Orthodox was separate (under Russian tutelage after 145 3), 
while the Waldensians and later some Czechs had been driven into 
divorce from Rome. Luther issued his 9 5 Theses in 1 517 and by 
1 5 22, in the face of papal condemnation, had moved to a more 
intransigent defiance. His doctrine of justification by faith was 
not new but the political division in Germany and long-standing 
German hatred of the Roman court secured for him lay support, 
while his own ability as a propagandist in both Latin and German 
gained him a wide popular following. In Germany it was the prin
ces who determined the outcome, those who 'protested' in 1 5 29 
giving the movement its name. Elsewhere innovations in religious 
order were also instigated by monarchs, as in the royal break with 
Rome in England. But more radical changes occurred in some 
towns: the Anabaptists, with a programme of social revolution, 
were violently subdued, but the doctrines of Jean Calvin were 
adopted by Geneva and rooted themselves also in many other 
countries-parts of France, Scotland, the Low Countries. The 
extension of Protestantism forced the Roman Church to redefine 
its own positions on many central issues, and this was the main 
work of the Council of Trent (I 545-63) which thus failed to 
reunite shattered Christendom. By the mid-years of the 16th cen
tury there were scores of Churches, though all of them still regard
ed unity as an ideal. But the humanist as such was found in all the 
confessional groups, just as earlier, before the hardening of atti
tudes involved in Luther's gesture and in comparable moves 
among Roman Catholics (Ignatius Loyola's Jesuit Order of I 5 34, 
for instance), humanists had been found of widely varying spiri
tual affinities. 

Renaissance Achievements 
It has often been too easily assumed that the ongms of the 
astonishing advances in natural science during the 17th century 
should be explained by the 'Rebirth of Learning'. There were cer
tainly men who were interested in what we would term scientific 
questions during the Middle Ages and in the Renaissance. And 
when we treat the Renaissance as a period then such men were 
indeed 'Renaissance scientists'. But they were, broadly speaking, 
not humanists. They were mostly men working in older academic 
traditions, and at centres like Padua and Paris where the humani
ties were not particularly flourishing. For this reason there is no 
discussion in this book of the progress of physics, mathematics, 
biology or anatomy. Progress in these fields was being made, but 
(apart from constructing better editions of some scientific or 
quasi-scientific books-though often the new texts were in fact 
very faulty) the humanist scholar had no hand in it. 

We must be cautious, therefore, of treating the Renaissance as 
a mighty religious influence and as offering positive encourage
ment in the physical sciences. What of politics? Does the period 
see a characteristic shift in the possession of power, in the exercise 
of power, in the understanding of the nature of government? 
Here again our fathers would have said that it did. The Renais
sance coincided with, if it did not provoke, the Nation State, the 
New Monarchy and, in a few particularly blessed areas, the Rise 
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of the Middle Class. No one today would seriously argue that 
these muzzy concepts have any usefulness; they are monuments 
to 19th-century optimism. Countries, though harbouring popu
lations with slowly maturing vernacular languages and-if one 
may put it this way-vernacular patriotisms, were for the most 
part governed by dynasts whose main preoccupation was the 
perpetuation of the princely line and the extension of the princely 
lands. Kings were not significantly more powerful, for example in 
England or France or Spain, in the 16th century than they had 
been in the qth or I 5th, though circumstances everywhere were 
driving the great landed nobles to court and political impotence. 
The gentry and the bourgeoisie were perhaps more obtrusive in 
northern lands than they had been, though their 'rise' is a long story 
and without doubt it had gone far before 1 5 oo. Only in two re
spects can one discern innovation. Educated laymen were staffing 
the administrative machinery; and there was a new sophistication 
in political thought. Humanists had occupied important positions 
in republican Florence and ducal Milan by the start of the I 5th 
century. By the second half they were to be found everywhere in 
Italy as secretaries, councillors and diplomats. In the I 6th century 
they were recruited by the sovereigns of large kingdoms and this 
fortified the conviction of the humanist that he had a crucial role 
to play in educating the 'governor'-the title of Sir Thomas 
Elyot's bulky treatise (1 53 1), advocating the humanist schooling 
of the gentlemen and nobles. In this way the creaking apparatus 
of royal administration in France and England, mostly inherited 
from the Middle Ages, was made to work more efficiently, and in 
conciliar government, which spread everywhere but developed 
fastest in Spain, the new trained men could put to the service of 
their prince the expertise in mastering facts and the fluency in 
expressing advice which they had acquired at school. As for politi
cal thought, the early 16th century at long last witnessed the 
emergence of men who dared to analyze the practice of kings 
rather than preach sermons to them on their duties, and it also 
saw the emergence of unqualified support for the autocratic prince. 

The Europe of the late 16th century was thus in many respects 
like the Europe of two hundred years before, though older trends 
towards stronger kingship had continued. Kings in many areas 
now had by Reformation or concordat made their de facto power 
over the Church de jure. Their wars were bloodier and the men 
they employed were mercenaries, whose discipline depended on 
regular pay-as was most dramatically shown by the sack of Rome 
by the ungovernable imperial army in I 5 2 7. And kings were now 
behind the advance of their subjects-curious, courageous, 
brutally acquisitive-to the Far East and the Americas, the subject 
of Professor Hale's final chapter. They also employed large num
bers of'humanists', though not as mariners or generals. 

The change effected by the adoption of Renaissance concepts 
and practices was, in a sense, profounder than slowly evolving 
'class' structure and government. It was producing-in Italy had 
by the I 5th century produced-a conviction that civility was the 
most important social quality, that civility obliged one fully to 
serve one's community, and that it was to be obtained through 
education in the humanities. With this conviction went sympathy 
for an art which was at once realistic and ennobling and an archi
tecture which exploited the serenity of Roman grandeur. The 
lycee and gymnasium (anglice grammar school) were the abiding 
products of the Renaissance. By the I 7th century they had given 
the gentry and the bourgeoisie a culture common to the whole of 
Europe. It was perpetually refreshed by the Grand Tour which 
took the people who mattered to the home land of their civili
zation, Italy. That country, sunk in the peaceful slumber of the 
second rate, had still the power to inspire Poussin and Claude. 
When old St Paul's in London was burned in 1666, Wren built a 
Protestant temple which unashamedly recalled the new StPeter's 
in Rome. 

On IJ September 1g66 Delio Cantimori died as the result of a tragic 
accident. The editor and several of the ~·ontributors to this volume have 
lost an admired and generous colleague and a good friend, whose tnemory 
they will cherish. The proofs of Professor Cantimori's es.ray have been 
kind!J read by Dr. john Tede.rchi. 



I CRI\DLE OFTHE RENAISSANCE 

The beginnings of humanism in Florence 

NICOLA I RVBI NSTEI N 



(Florence harbours the greatest minds: 

whatever they undertake} they easily surpass all other men} 

whether they apply themselves to military or 

political affairs} to study or philosophy} 

or to merchandizl. 

LEONARDO BRUNI 

'Our city of Florence, 
daughter and creation of Rome, is rising and destined to achieve 
great things,' wrote the chronicler Giovanni Villani in the early 
years of the qth century. Villani did not live to see the fulness of 
his prophecy. He died in I 348 when Florence was still enjoying 
commercial prosperity and with her constitution established on a 
broad civic basis. Curiously enough, it was when prosperity had 
begun to decrease, that there occurred an intellectual and ar
tistic flowering which has no parallel in history. Part of the 
secret was that the Florentines believed in their own destiny and 
in their own right and power to control it. No city aroused fiercer 
devotion or prouder patriotism. The long panegyric on Florence 
that began with Villani was taken up by Boccaccio and then by 
Salutati, by Bruni, by Marsilio Ficino and Machiavelli, until it 
became the accepted judgment of European history. Every ac
count of the Renaissance has to begin with Florence. But why? 

Florence was lucky in her political background. She had no 
emperor or pope to squash every independent initiative and 
no family of tyrants to make government an exercise in mur
der. Power in Florence was in the hands of a cultivated bourgeois 
elite. This is not to say that life was especially peaceful: parties rose 
and fell, public men were exiled and ruined. But there was an 
openness to ideas that stimulated intellectual progress and made 
Florence the leader in the new studia humanitatis, the discussion of 
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moral values, of philosophy and religion, which were appearing 
in some form or other in many parts of Italy. Teachers of Greek 
from the Eastern Empire found a ready welcome there. From I 3 7 5 
onwards the office of chancellor was held by a succession of bril
liant men with wide cultural interests-Salutati, Bruni, Marsup
pini and Poggio. Classical scholarship, neo-Platonic philosophy, 
the study of every aspect of ancient Roman life, could all be 
claimed with some justice to have begun in Florence. And parallel 
to this development in ideas went a development in art, closely 
related to it and clearly expressing the same ideals, which will be 
the subject of a later chapter. 

The emblem of Florence is the fleur-de-lis, a medieval device 
whose origin has been lost. It may be connected with the old 
derivation of the name Fiorenza-the city built in a flowery mead
dow. In the first insignia the lily was white on a red ground; 
after the expulsion of the Ghibellines in I 2 5 I it was changed to a 
red lily on a white ground. It appears on nearly every public build
ing, perhaps most dramatically of all on the shield held by Dona
tello's marzocco, t..~e heraldic lion which stood for Florentine 
power (the name seems to be a corruption of Martocus, 'little 
Mars', the Roman god held to be the first patron of Florence). 
Donatello's image of ferocity and pride was carved in about I4I 8, 
originally for the papal apartments of Sta Maria Novella. (I) 





'Within these walls civilization be
gan again', wrote Stendhal, with a 
touch of exaggeration. This woodcut 
of c. I48o shows Florence at the peak 
of her greatness. In the centre rises 
Brunelleschi's lofty cathedral dome; 
in front of it the old Baptistery; Sta 
MariaN avella is nearer the foreground 
to the left, Orsanmichele and the 
Palazzo Vecchio on the right. Across 
the river is the Pitti Palace consisting 
as yet of only seven bays. (3) 

The Cathedral, begun about I 3oo, 
still lacked the vault over its central 
crossing when Brunelleschi was ap
pointed architect in I42o. He built 
over an octagonal drum a cupola, the 
model for all subsequent domes. (z) 

The Baptistery (below) dates from 
the I Ith century. Here every child 
born in Florence was baptized. Bru
nelleschi and Alberti believed it to 
be a Roman building and imitated 
many of its details. (4) 

Santa Maria Novella is the Domini
can church of Florence. The main 
structure is Gothic but between about 
1456 and 1470 Alberti completed the 
fas:ade using classical pilasters, pedi
ment and scroll-buttresses (the first 
appearance of a motif that was to 
become universal) . The lower row of 
arches belongs to the old building. (5) 



The Strozzi Palace (right) testifies to 
the pride and wealth of other mer
chant families besides the Medici. 
Palla Strozzi, Cosima's rival, was 
exiled from Florence in 1434 but 
Filippo Strozzi was recalled from ex
ile in 1466 and in 1489 began a vast 
new palace that eclipsed even the Pal
azzo Medici. Designed by Giuliano da 
Sangallo and Benedetto da Maiano (the 
later cornice by Cronaca), it retains 
many of the features of the feudal 
town-fortress, though with a new 
regularity and elegance. (7) 

Orsanmichele (left) was originally 
simply a warehouse. The open ground 
floor served as market and exchange 
and had a small oratory. The city 
guilds were responsible for the de
coration of the exterior piers, each 
one erecting a statue of its patron 
saint and striving to outdo its rivals. 
The building soon became an artistic 
showplace containing fourteen niches 
with statues by Ghiberti, Verrocchio, 
Donatello and others. (6) 

Florence today is still a Renaissance 
city. This photograph, taken from 
the hill on the extreme right of the 
woodcut, shows the same dominant 
features-the Cathedral with its Cam
panile on the right, the tower of the 
Palazzo Vecchio in the centre, and 
the Ponte Vecchio, lined with gold
smiths' shops, on the far left. (8) 



Festive banners of the nobility, the 
compagnie (confraternities) and the 
guilds, carried in procession to the 
Baptistery on the Feast of St John, 
symbolize the strata of Florentine 
society. In its love of shows, page
antry and tournaments the city did 
not differ from the less democratic 
courts of the north. This cassone paint
ing, of the late 14th century, is de
corated with the Florentine lilies. (9) 

The meeting-place of Renaissance 
Florence was the Loggia dei Lanzi, 
the high open arcade next to the 
Palazzo Vecchio. Built I 376-8 z, it 
appears in a fresco of Ghirlandaio of 
148 5 as a promenade for citizens and 
a playground for children. (Io) 

To be fashionable in dress as in 
everything else was a part of the 
Florentine character and one which 
is richly illustrated in art. These de
tails (right) are from frescoes by 
Ghirlandaio and Masolino. First, 
ladies of the Sassetti family, 148 5 ; 
second, anonymous gentlemen with 
a piazza in the background, c. I425; 
third, members of leading Florentine 
families, against the closed doors of 
the Sassetti Palace. (I I, I z, I 3) 





'Equal liberty exists for all-the hope 
of gaining high office and to rise is 
the same for all.' Bruni's boast of 
1428 was in theory true. In practice 
the guilds, and the pressure groups 
within the guilds, could manipulate 
the political situation and rule in
directly. Florentine democracy turned 
into an oligarchy, though an oligarchy 
sensitive to public opinion. The 
highest magistracy was the Signory, of 
nine members, holding office for only 
two months but living all that time 
in the Palazzo Vecchio (below). The 
'Old Palace' or 'Palazzo della Sig
noria' was built between I 299 and 
I 3 I 4 ; in front of it, in this detail of a 
painting of c. I 5 oo, stands Donatello's 
j udith and Holofernes, symbol of 
tyranny crushed. (I 5) 

The humanist Chancellor : in 1375 
Coluccio Salutati (left), the leading 
humanist of his day, was appointed 
Chancellor of Florence. It was a 
significant event, linking the New 
Learning with the state. (14) 

Appointment to high office was by 
a complex system of choice and chance. 
In periodic 'scrutinies', qualified 
citizens were elected and from among 
these appointments were made by 
drawing names by lot. The number 
of name-tickets which the citizens thus 
qualified had at their disposal depend
ed on the number of tickets they had 
already used up. This detail is from 
the scrutiny of I44o in the Lion d'oro 
district (L. Adaurum) for the 'three 
highest offices'. The meaning of each 

'History is in mourning and elo
quence is dumb, and it is said that the 
Muses, Greek and Latin alike, cannot 
restrain their tears'-the epitaph from 
the tomb (above) of the second great 
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Republican ideals lingered when the reality had faded. Brutus 
the tyrannicide had been a Florentine hero since the 14th 
century. Michelangelo, in making this bust of him for Cardinal 
Ridolfi, a leading opponent of the Medici after they had become 
Dukes of Tuscany, must have had a political purpose in mind. (I 8) .,_ 
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column is as follows: (1) number 
of name-tickets available for the 
Gonfalonierate of Justice; ( 2) for 
the Signory; (3) name of qualified 
citizen; (4) number of name-tickets 
for the 'little purse' of the Priorate 
(there were eight Priors); (5) for the 
'general purse' of the Priorate; (6) for 
the sixteen Gonfaloniers of Compa
nies; (7) for the twelve Bonuomini. The 
last name shown here reads Cosma 
Jo bicci demedici-Cosimo de'Medici. 
(16) 

humanist Chancellor, Leonardo Bruni. 
He wrote the first humanist history of 
Florence (in Latin) and lives of Dante 
and Petrarch (in the vernacular). He 
was also a Greek scholar. (17) 

A council in session: an episode during the brief revival of 
the republic after the death of Lorenzo, when the Florentines de
cided upon war with Pisa (1494). Vasari, painting half a century 
later, included several portraits: the orator is Antonio Giacomini. 
Above their heads flies a emesis with flaming sword. (19) 





One family came eventually to dom
inate both its rivals in commerce 
and finance and the city of Florence 
itself: the Medici. It was a despotism, 
but a constitutional despotism- as 
crucial in the history of civilization as 
that of Pericles or Augustus. 

Cosimo de' Medici (I389-I464), 
named Pater Patriae, was painted in 
his old age by Gozzoli as one of the 
three Magi (left) . He is dressed in blue, 
near the centre. His son Piero (I4I6-
69) rides a white horse just ahead of 
him. Lorenzo, Fiero's son (I449- 92), 
seen (right) between two members of 
the Sassetti family, succeeded his 
father at the age of twenty and ruled 
Florence, in fact though not in name, 
for twenty-three years . (2o, 22) 

A plot to kill Lorenzo and his broth
er Giuliano was laid in I478, the par
ties being the Pazzi family and Pope 
Sixtus IV's nephew Girolamo Riario. 
The place chosen was the Cathedral, 
the time the elevation of the Host at 
Easter Mass . Giuliano was killed but 
Lorenzo escaped and the whole con
spiracy was ruthlessly crushed. In this 
medal the railed off space represents 
the choir. In the foreground Giuliano 
lies dead. ( 2 I) 

In town and country the Medici and 
other patrician families owned pala
ces, villas and farms. Above right : 
the Pitti Palace, begun in the I 5th cen
tury by Cosima's friend Luca Pitti 
and acquired by the Medici in 1549· 
Below: the Medici villa of Trebbio, 
a medieval fortress surrounded by 
gardens and farm buildings. (23, 24) 



Money was the foundation of Medici 
- as of Florentine-greatness. They 
were financiers in a city of finance. In 
1422 there were seventy-two bankers 
or bill-brokers in or near the Mercato 
Vecchio, among them names famous 
all over Europe-the Strozzi, Pitti, 
Pazzi and many more. Others equally 
celebrated had not long before been 
exiled or made bankrupt-the Alberti, 
Acciauoli, Bardi and Peruzzi. Right: 
from a 14th-century painting, a 
Florentine money-changer with his 
scales, coins and account book. 

The Medici, like the others, com
bined trade with purely financial busi
ness. They had extensive interests in 
the Flanders wool-trade, for instance. 
The drawing of a wool-merchant (far 
right) shows the woven cloth and 
bundles of wool, with the Medici 
arms on the pillar (they were enrolled 
in the Calimala Guild, which control
led trade in finished cloth). Under the 
founder of the family fortunes, Gio
vanni di Bicci de' Medici, banks had 
been established at Rome, aples, 
Venice and Genoa. The great period 
of expansion was under Cosima, 
when branches were opened in Bruges, 
Pis a, London, A vignon and Milan. 
(25, 26) 
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The bank at Milan was a superb pal
lace (above), the gift of Francesco 
Sforza; since the entire staff was only 
eight, however, it could hardly have 
occupied the whole building. (27) 

Lorenzo's villa at Poggio a Caiano 
(below) was bought from the Rucellai 
family in 1479. Giuliano da Sangallo 
remodelled it and the curving stairs 
were added in the qth century. (28) 



' 

The gold coin of Florence, the ftorino or florin, was one of the 
foundations of her prosperity. First minted in 1252, weighing 
about 3 Yz grams, it remained unchanged for the next 300 years, 
even in face of the debasement of the silver coinage. The florin
the model for many other gold coins minted in Europe- was a 
small work of art, with the lilies of Florence on one side and St 
John the Baptist on the other. (29, 30) 

As his head office combined with family mansion, Cosimo built 
the first of the great Renaissance palaces in Florence, designed by 
Michelozzo in I 444· The inner courtyard, carried on graceful 
arcades (below left), is somewhat belied by the heavy rusticated 
exterior (below), but the corner shown here was originally an 
open loggia. (3 I, 32) 



'He was so great a lover of antiquity that nothing enthused 
him more,' wrote Vespasiano of Lorenzo de' Medici. Medici pat
ronage extended to every branch of the arts, though Lorenzo's 
natural bent was towards literature and history rather than paint
ing. His collection of antiques was renowned. He had them ins
cribed with his name (LAVR MED) and often remounted in con
temporary settings. Below: an agate cup, probably 9th or roth 
century. Right: late antique ewer of oriental sardonyx and a 
covered cup of amethyst. (3 3, 34) 

The priceless manuscripts and 
books collected by the Medici since 
the days of Cosimo were eventually 
(1571) made available to the public in 
a library designed by Michelangelo. 
The books were kept chained to the 
desks (left) . Among other ittlms, the 
collection contains a 5th-century manu
script of Vergil, Petrarch 's copy of 
Horace and the only medieval trans
cript of the Annals of Tacitus. (3 5) 

The Birth of Venus was painted by ..,_ 
Botticelli for a cousin of Lorenzo, 
Lorenzo di Pierfrancesco de' Medici. 
His tutors were Politian and Ficino 
and the pictures that Botticelli painted 
for him (which include also the Prima
vera) are full of abstruse neo-Platonic 
meanings requiring considerable eru
dition to understand. The goddess, 
rising from the water, is wafted by 
the breath of Zephyrs (Politian's zeftri 
amorosi and zeftri l:tScivi) to the chaste 
Hour of Spring, who stands ready to 
clothe her in a flowered mantle- as all 
sacred mysteries should be veiled from 
the uninitiated. Venus herself sym
bolizes both aspects of love, the sen
sual and the pure. She is created from 
the sea (the formless element) by its 
union with the divine seed of Uranus 
(ideal form), represented by the white 
foam of the waves. (36) 





The world of the humanists was 
a world in which the traditional 
concepts of Christianity were being 
flooded with an unfamiliar light from 
pagan philosophy. The result was not 
a rejection of Christian ideas, but 
an attempt to re-interpret them, to 
discover a basic harmony underlying 
all religions and all philosophies. 
The key to this new understanding 
was seen to be the mastery of Greek. A 
number of Greek scholars settled in 
the west, both before and after the 
fall of Constantinople to the Turks. 
John Argyropoulos (below), one of 
the most distinguished, became pro
fessor of Greek at Florence in 14 56. 
Reuchlin and Politian were among 
his pupils . (37) 

Carlo Marsuppini (1399-1453), 
Bruni's successor as Chancellor (be
low), had been a teacher of Greek 
rhetoric and philosophy. (3 8) 

Leone Battista Alberti (1404- 72) made himself the complete 
Renaissance man- famous as an athlete, musician, poet, scholar 
and architect. His emblem, the 'winged eye' signifies the union of 
supreme insight with supreme power. (39, 40) 

Marsilio Ficino (1433- 99), disciple, translator and 'Christianizer' 
of Plato, valued the word above the visual image. On the reverse 
of his medal is the single name of his master, Platone. (41, 42) 

Politian-Angelo Poliziano (1454-94), scholar, translator and 
poet- was a pupil of Argyropoulos and the teacher of Lorenzo 
de' Medici's children. On his medal he places the allegorical figure 
of Study- studia. (43, 44) 

Giovanni Pico della Mirandola (1463- 94) evolved a mystical 
doctrine in which Christianity was proved through the Hermetic 
and Cabbalistic writings. The trinity of Beauty, Love and Pleasure 
stand for crucial ideas in Pico's thought. (45, 46) 



The philosophy of love, destined to 
figure so largely in the imaginative 
literature of the next century, had its 
beginnings among the Florentine hu
manists . This diagram in Pulci's 
Driadeo d'Amore gives a naive picture 
of Plato's theory of knowledge. The 
sun, top right, stands for the world of 
ideas; from it comes the 'idea' of a 
geometrical figure in the mind of the 
philosopher who then draws it physi
cally in the world of appearances. (47) 

The soul, according to Plato, was like 
a chariot being pulled down by one 
horse (the senses) and up to God by 
another (the love of the good). Trying 
to control them was the charioteer : 
Reason. But in neo-Platonism (de
rived from Plotinus and modified by 
theology), the charioteer has become 
Love. This detail (above) is from a 
bronze bust by Donatello. (48) 

Humanists in daily life mixed on 
equal terms with the rich merchants 
who were their patrons. These por
traits, from a fresco by Ghirlandaio, 
have been tentatively identified as 
Ficino, Landino, Politian and Deme
trius Chalcondilas. Landino wrote 
quasi-Platonic dialogues in Latin, 
while Chalcondilas held the chair of 
Greek from 1475· (5o) 

The last of the great chancellors of Florence was Niccolo 
Machiavelli (1469- 1527). A staunch defender of the republic, he 
expressed his ideals persuasively in the D iscourses on Livy (1515-17). 
Earlier, in the disgrace which overtook him in 15 12, he wrote 
his brief but famous work, The P rince, a ruthless analysis of the 
real sources of power unrestrained by ethical considerations. 
How far, in describing such a code, was he serious and how far 
ironical? The question is still unanswered. (49) 



... 

'The Sword of God over the land, 
swiftly and soon'. The last decade of 
the I 5th century saw an extraordinary 
revulsion of feeling in Florence. Men 
turned away from the confident opti
mism of the earlier years. The inter
national situation was threatening; 
Lorenzo had died in I492 and there 
was no-one to take his place. And 
breaking across their anxiety came 
the harsh voice of Fra Girolamo 
Savonarola, prophesying doom. Hu
manist concern with paganism, he 
preached, was sin, beauty a snare. 
In a 'bonfire of vanities' women bur
ned their jewellery and men their 
books. This medal records the vision 
seen and heard by Savonarola during 
an Advent sermon of I492. (5 I, 52) 

.. 

Florence besieged-a panorama by Vasari showing how the 
republic was finally crushed in I 5 30, nearly 40 years after Loren
zo's death. In I494 Charles VIII of France had invaded Italy to 
make good his claims against Naples. Piero, Lorenzo's son, hav
ing opposed Charles, was driven out of Florence, and the republic 
was revived under the moral, and sometimes the political, lead
ership of Savonarola. He fell in 1498, executed for heresy. But the 

republic's survival depended on French support. Papal-Spanish 
victory in I 5 I 2 led to a restoration of the Medici on an autocratic 
basis. In I 5 27, after the Sack of Rome, they were again expelled, 
but three years later, abandoned by France, the city fell to the ar
mies of Charles V, who re-established the Medici. The siege (in 
which Michelangelo took part as military engineer) lasted eight 
months-the last heroic act of the republican spirit. (53) 
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The beginnin,gs of humanism 
in Florence 

NICOLAI RUBINSTEIN 

WHETHER one defines the Italian Renaissance as a revival of art 
and letters, or in a more limited sense as a revival of antiquity, 
Florence occupies a leading, and in many ways decisive, place 
in it. The Florentines w~re fully aware of this, and their conviction 
of being pioneers of a, new age forms an important aspect of 
Renaissance civilization. 'It is undoubtedly a golden age', writes 
Marsilio Ficino in 1492, 'which has restored to the light the liberal 
arts that had almost been destroyed: grammar, poetry, eloquence, 
painting, sculpture, architecture, music. And all that in Florence.' 
Poetry and painting, affirms Cristofaro Landino in I48 I, which 
had been extinct since Roman times, were revived in Florence by 
Dante, Cimabue, and Giotto. This conviction of the special role as
signed to Florence in the revival of art and letters pervades the 
I 5th century; it had taken shape in the second half of the 14th. 
When the Florentine chronicler Giovanni Villani described the 
greatness of his city in I 3 3 8, he was still almost exclusively con
cerned with its material prosperity. Its population, he says, 
amounted to no less than 9o,ooo, there were 200 shops of the 
wool guild with about 3o,ooo workers and an annual production 
of around 75,ooo bolt> of cloth. About forty years later, his 
nephew Filippo Villani, in his work on famous Florentines, 
traced the renaissance of poetry back to Dante, that of painting 
to Cimabue and Giotto. Giovanni Boccaccio (d. I 375) had already 
praised Dante for having once more opened the road to the 
Muses, who before had been banished from Italy, and Petrarch 
for having restored the poetry of ancient Rome. The cult of 
the city's great poets and artists had begun. It reflects a broadening 
of Florentine patriotism, which had previously emphasized the 
Roman origins of the city and its political and economic achieve
ments. Giovanni Villani's boast that 'our city of Florence, 
daughter and creation of Rome, was rising and achieving great 
things, whereas Rome was declining', was assuming a new 
significance. 

In the panegyric on Florence which Leonardo Bruni wrote 
at the beginning of the I 5th century in imitation of Aristides' 
description of Athens, he states that 'Florence harbours the 
greatest minds: whatever they undertake, they easily surpass all 
other men, whether they apply themselves to military or political 
affairs, to study or philosophy, or to merchandise'. The new 
classical studies, the stHdia humanitatis, founded by Petrarch, the 
son of a Florentine exile, flourish in Florence as nowhere else. 
'These are', he writes in 1428, 'the best and most excellent of 
studies, and most appropriate to mankind' -and 'they took root 
in Italy after originating in our city'. But the dominant figure in 
the classical revival at Florence was not Petrarch but Coluccio 
Salutati. 

In I375, Salutati, the leading humanist of his day, was ap
pointed Chancellor of Florence; and the influence which he 
exercised on the intell~ctual life of Florence was so profound 
that one may well date the beginning of a new period from that 
time. However varied the sources of the New Learning in Flor
ence, however complex its manifestations, Salutati and his circle 
gave Florentine humanism the form which was to prevail through
out much of the I 5th century, and made Florence the principal 
centre of Italian humanism. 

In contrast to the princely states in which the humanist 

Savonarola's ideal of a good life, without lux11ry, vice or ostentation, is 
exemplified by the bareness of his cell, adomed o:1ly JJ1ith boly books and 
crucifixes. (I) 

movement was focused on the court, in Florence it was shared 
by an intellectual elite of citizens, with the result that there arose 
a unique relationshlp between professional humanists and 
learned patricians. The New Learning in Florence has to be seen 
not only as an intellectual movement, but also in its social and 
political setting. 

The Florentine Oligarchy 
Freedom and law are the two cornerstones of our constitution, 
states Bruni in his panegyric on Florence. In his funeral oration 
on Nanni Strozzi of 1428 he elaborated the meaning of freedom: 
'Equal liberty exists for all-the hope of gaining high office and 
to rise is the same for all'. In reality, the Florentine constitution 
did allow a large number of citizens to participate, on theoretically 
equal terms, in the highest offices, but it made it possible for 
small groups of leading citizens to get far more than an equal 
share of them. These oligarchical tendencies have considerable 
bearing on the development of the Florentine Renaissance. The 
two principal intellectual movements of 15th-century Florence, 
humanism and Platonism, affected only a small group of citizens, 
most of whom belonged to the upper classes; and the same is 
true of the private patronage of the arts. The Florentine 'patrici
ate' played a significant, and in some respects decisive, role in 
these manifestations of Renaissance civilization. At the same time, 
just as the Florentine structure of politics stood on a broadly 
democratic foundation, so did the people of Florence participate, 
though in a more passive manner, in some of the achievements 
of that civilization. 

The prominent position enjoyed by the patriciate in Florentine 
politics was the more remarkable as the organization of the 
highest public offices in the city was designed to prevent not 
only despotism but also the seizure of effective power by the 
great families. Short terms of office and limited re-eligibility had 
the effect not only of admitting a large number of citizens to 
government and administration, but also of providing them 
with a great variety of public employment. Office-holding 
formed a normal part of a Florentine citizen's life. To be a 
member of the hlghest magistracies was a matter of honour and 
an indication of social status; but it could also be a matter of 
self-interest. Taxation was liable to become a political instrument, 
governmental authority could be used, in extreme cases, to 
deprive individuals or families of civic rights, and the high 
salaries of governorshlps in the city's territory could be an 
economic incentive. At the same time, public office could also 
mean sacrifices. The prosperity of Florence was based on trade 
and industry, and both business and family life were liable to 
suffer from public service. The nine members of the Signory, for 
instance, were confined, during the two months of their office, 
to the Palazzo Vecchio; other magistracies, as well as the two 
statutory councils, would normally meet at frequent intervals; 
the officials in charge of the territorial administration might have 



to spend six months or one year in outlying districts; not to 
mention ambassadors who would often be absent from the city 
over long periods and with inadequate remuneration. The 
Florentine citizens paid heavily for the virtual absence of a 
permanent bureaucracy; they obviously did not consider the 
price too high. 

After r p8, most Florentine magistrates were appointed by 
lot, to ensure a wider and more equitable distribution of political 
power than could be obtained by election. The 'purses' for the 
various offices were filled with the names of eligible citizens who 
theoretically stood an equal chance of having them drawn. In 
practice the way in which the purses for the government were 
arranged created substantial differences in the opportunities of 
being appointed by lot, and these differences reflect the limitations 
to which the principle of political equality was subject in fact. 

Guilds, Families and Power 
The most striking instance of such limitations was the different 
political status of the seven greater and the fourteen craft guilds. 
After 1282, participation in government depended upon guild 
membership, but the greater guilds scored heavily over the 
lesser craft guilds, for they included the wealthy cloth and wool 
merchants and the bankers on whom the prosperity of Florence 
largely depended, as well as the lawyers and notaries who were 
essential for the running of her administration; moreover, the 
citizens who lived from unearned income without exercising a 
trade had, by a legal fiction, the same political rights as the 
merchants of the greater guilds. The predominance of these 
guilds was challenged in the second half of the 14th century, but 
was fully restored after the collapse of the Ciampi revolt of r 3 78, 
with the result that the share of the craft guilds in the Signory 
and other magistracies was reduced to a quarter. The lesser 
guilds were never again to threaten the pre-eminent position 
of the greater guilds; but the Florentine merchants had not 
forgotten the past. 'Let this be a permanent warning to the 
leading men of the city,' writes Leonardo Bruni of the revolt, 
'never to allow insurrections and weapons to be wielded by the 
arbitrary power of the nusses; for once they have begun to 
seize the reins, they can no longer be kept back.' 

If the distinction between greater and lesser guilds divided the 
Florentine citizens into two groups with different political 
opportunities, there were also ways by which the richer and 
more powerful members of the greater guilds could prevail over 
the less fortunate ones. As a result the great patrician E1milies 
were heavily represented on the electoral rolls as well as in the 
highest magistracies. Moreover, once a family had achieved 
political prominence, only the victory of a hostile faction or 
economic decline could normally dislodge it from that position. 
Theoretically there was no bar to the rise of new men; in practice, 
social mobility was held in check by the oligarchical trend in 
Florentine politics. The Florentine patriciate was, however, not 
a homogeneous class. Side by side with the great merchants and 
manufacturers, it included renders as well as members of the 
old magnate nobility which had been excluded from government 
and subjected to legal discrimination at the end of the I 3th 
century but which nevertheless continued throughout the 14th 
century to serve the republic in high positions as counsellors, 
diplomats, soldiers and fiscal experts. But while not homo
geneous, nor politically exclusive like the Venetian nobility, the 
Florentine patriciate considered itself to be set apart from, and 
by right above, the rest of the population. Its members liked to 
describe themselves as 'noble commoners', thus combining, in 
one term, the two once contrasting attributes of nobility and 
people. 

This was not only a matter of nomenclature. Just as the 13th
century magnates had included commoner as well as feudal 
elements, so the way of life of the feudal nobility had not lost its 
attraction for the patriciate of the 15th century. On the contrary, 
this attraction was probably increased by the close contacts with 
northern European courts. It was shown by the esteem in 
which knighthood continued to be held, although the legislation 
against the magnates had singled it out as a distinctive charac
teristic of that class; for this discrimination did not affect the 
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citizens who were knighted later, the more so as many of these 
received their knighthood from the republican govermnent 
itself. Tournaments became, as 'Ne shall see, increasingly popular f 8 
in the 15th century, and reflect the attractions of aristocratic 
customs. Finally, like the medieval civic nobility, the patricians 
of that century divided their life between town and country. 
Florence had owed much of its population growth to immigration 
from the countryside, and the desire to own landed property was 
common to all classes. For the patriciate, the country house was a 
status symbol as well as a source of pleasure and profit. It was 
traditional for rnerchants to invest in land for security of capital: 
the economic difficulties Florence had to face from the middle 
of the 14th century do not seem to have caused a significant 
shift to investment in landed property. However, such invest-
ment could at least serve as a hedge against inflation; and country 
estates, if prudently managed, could provide substantial returns. 
They were also a temptation to abandon city life for part of f 4 
the year and enjoy the pleasures of the country. While in about p 21 

r36o, Paolo da Certaldo had warned merchants to stay in the (z 3,z4) 
city and look after their business affairs, Alberti eloquently 
praised, around 143 3, life in the country house. 'Who is the man 
who does not derive pleasure from the villa?' It alone is 'grateful, 
generous, and safe': in contrast to the turmoil of public affairs in 
the city, the villa is the source of the greatest happiness. 

Wool and banking-two of the main items of Florentine economy. The 
quality and colour of Florentine clotlJ 1vere u;orldjatllous, and even ;JJool 
exporting countries like England were prepared to pay high prices for 
the finis/Jed cloth. Belmv: bankers from a I ;th cmtttry tract, containing
among other useful tables-a list of exchange quotations in Lombard 
Street, London. ( 2, 3) 
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Yet there were limits to such affinities with the customs of the 
landed gentry. Florentine patricians might describe themselves 
as 'noble'; but Lapo da Castiglionchio's use of this term was 
significant: 'noble and honest merchandise' consisted in 'travelling 
to France and England and trading in cloth and wool, as do all 
the greater and better men of the city'. The utilitarian outlook of 
14th-century merchams, with its caution and frugality, survived 
in the more pleasure-loving and sumptuous life of the I 5th
century patriciate, and merged imperceptibly with aristocratic 
ideals and ambitions. There was a streak of austerity in Florentine 
life throughout the Renaissance, which helps to explain the 
success, at the end of the century, among all classes of the 
population, of Savonarola's sermons. 

If there could be conflicts between aristocratic customs and 
commoner traditions, there could also be conflicts between 
office-holding and family interests. Treatises of practical wisdom, 
concerned with the management of the business and properties 
of the individual citizen, insist that these should take precedence 
over public office. The family remained the focal point of much 
of Florentine life, and the household could be considered an all 
but self-sufficient unit. Alberti's advice that the entire family 
should live under the ~;arne roof reflects the traditions of a city in 
which patrician families and their relatives would inhabit com
pact groups of houses. But the status of a family was raised or 
preserved by public office. If public office could be shunned for 
the sake of family interests, it could also be sought for the same 
reasons. 

Humanism and the State 
The country houses which surrounded Florence were only one 
aspect of her control of the territory. By the beginning of the I 5th 
century, Florence ruled over extensive dominions which included 
a number of subject towns. Some of these, like Arezzo, had been 
acquired recently; in I4o6 Florence added Pisa and in I4I I 
Cortona to her pos~essions. But Florentine aggrandizement 
clashed with the territorial ambitions of other Italian powers. 
From I375 to I378, the city was at war with the papacy, which 
was attempting to regain control of the papal territories neigh
bouring on Florence, and between I390 and I4o2 with Gianga
leazzo Visconti of Milan, whose intervention in Tuscany, after 
his spectacular succesE;es in Lombardy, threatened not only the 
pre-eminence of Florence in that region, but also her territorial 
integrity and politica:l independence. The two conflicts were 
separated by the Ciampi rising of I 3 78. The city's success in 
resisting the lord of Milan, until his death in I402 released her 
from mortal danger, was mainly the achievement of the patriciate 
which had, a few years earlier, triumphantly reasserted and 
strengthened its position. The struggle against Milan and its 
successful outcome no doubt gave this class fresh self-confidence 
and additional political influence, and helped to consolidate the 
new oligarchical regime which, since I393, was headed by Maso 
degli Albizzi and a few prominent citizens such as Niccolo da 
Uzzano. Later generations looked back on the early I 5th century 
as a golden age of un::ty and prosperity, in which Florence was 
ruled by a public-spirited patriciate. It was also the period during 
which Florence emerged as the leading centre of Renaissance 
humanism; the political and military events of the years of crisis, 
as well as the social structure of Florentine politics, form the 
background to this development. 

Italian humanism was essentially a literary and scholarly 
movement, whose principal object was the study and imitation of 
classical literature. As such it had no immediate contacts with 
political life. 14th-century humanists, foremost among them 
Petrarch, would praise the solitary life as the only one conducive 
to true scholarship. But in so far as the studia bu!l1anitatis were 
concerned with ancient history, moral philosophy and rhetoric, 
they could also be used for political purposes. 

Coluccio Salutati's long chancellorship not only made the city 
the intellectual centre ofltaly, but also gave humanism an officially 
recognized position in Florentine public life which was to affect 
the writings and ideas of the Florentine humanists during the next 
decades. As students and teachers of rhetoric, the humanists were 
trained to defend opposing positions. As chancellors, they would 

As well as being the rich man's retreat froJJJ city life, the villa was often 
an economic unit in itself. The bouse here-as the J1eclici villa at Trebbio 
(p. 2I )-is sttrrounded by an ottfcrop offarm buildings. ( 4) 

put this training to the service of their employer by writing official 
letters and speeches. Salutati was so successful in his post that 
Giangaleazzo Visconti was said to have considered his pen more 
dangerous than a detachment of Florentine horsemen. He died 
in 1406, and in q.27 the Florentines appointed his pupil Leonardo 
Bruni to the chancellorship which Bruni had already filled briefly 
in 1410-I I. From that time onwards, it was Florentine policy to 
appoint only humanists to the highest post in the Chancery. 

The Chancery brought humanists into close contact with the 
political problems and the ruling circle of Florence. In contrast to 
the short terms of office in Florentine government and administra
tion, the personnel of the Chancery often held their posts over 
long periods and consequently acquired some of the attributes of 
a permanent civil service. They also could give Florentine pro
paganda a consistent and continuous character. During the war 
against the papacy in r 3 75-78, and especially during the wars with 
Giangaleazzo Visconti which followed it, Salutati formulated, in 
innumerable letters and manifestoes, a coherent and persuasive 
political image of Florence as the bulwark of freedom against 
despotic oppression. The idea itself was not new; but the use of 
classical rhetoric and ancient history gave it a fresh vigour, which 
was not lost on the Florentines nor on their enemies. Salutati's 
defence of Florentine republicanism was followed up, on a less 
polemical note, by his pupil Leonardo Bruni. By the early I 5th 
century, the humanists had succeeded in providing the Florentine 
republicans with a coherent theory. In doing so, they were serving 
the republic in its relations with other states; but they also expres
sed the views and aspirations of the Florentine upper classes. 

From the beginning, contacts between the professional human
ists and patricians were close. Salutati became the teacher and 
guide of a generation of Florentines in the studia hull1anitatis, and 
the group of friends he gathered around him included young 
patricians such as Niccolo Niccoli, as well as professiomls 
such as Leonardo Bruni and Poggio Bracciolini. The intel- p 122 (5) 
lectual heir ofPetrarch, he transmitted this heritage to the Floren-
tine humanists; he assembled a large library of classical texts, and 
he was primarily responsible for inviting Manuel Chrysoloras p 122 (3) 
from Constantinople to Florence to teach Greek, and thus in 
permanently establishing Greek studies in Florence. 

Salutati received a State funeral during which he was crowned 
with the poetic laurel, a double ceremony which symbolized the 
two closely interrelated aspects of his life as a public servant and 



p 18-19 man of letters. The same honours were rendered to Bruni (1444) 
(17) and Marsuppini (145 3). In these solemn ceremonies, Florence 

p .z6 (38) expressed her gratitude to her humanist chancellors. 'The Signory 
decreed', writes Vespasiano da Bisticci of Bruni's funeral, 'that 
his memory should be honoured in every possible way. It was 
decided that the ancient rule of delivering a funeral oration should 
be revived and Giannozzo (Manetti) was charged with this 
duty, and he was crowned with the laurel after the ancient 
custom.' 

In Praise of Florence 

At the time of Salutati's death, Bruni was apostolic secretary at the 
Curia; it was not until 1415 that he settled permanently in Flor
ence. By the time of his master's death, he had written two works 
which contained some of the principal ideas of Florentine civic 
humanism, the Dialogues to Pier Paolo V ergerio, and the Panegyric 
on Florence. In the latter, he traces Florentine love of liberty to the 
Roman republic, for he believed, like Salutati, and contrary to 
medieval Florentine tradition, that the republican Sulla and not 
the dictator Caesar had been the founder of the city; in the second 
Dialogue, he vindicates the Italian works of the three great Floren
tine poets, Dante, Petrarch and Boccaccio, against those who 
uphelp the absolute superiority of classical literature over the 
moderns. He had also begun his translations of Lives by Plutarch, 
which were to be followed by translations of Aristotle's Ethics, 
Politics and of the pseudo-Aristotelian Economics, all of which had 
a bearing on civic life. 
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Arts and cmfts i11 rlormce. In this engrav
ing of the activities sacred to Mercury, the 
dome of the Cathedral is recognizable 011 

the left and other actual buildings are 
suggested. At bottom right is a goldsiJJith' s 
shop; opposite, a scribe and clockmaker; 
on the upper storeys are house decorators and 
a IJJusician; and in the street a sculptor 
and philosopher with armillary sphere. (f) 

On his return to Florence, he embarked on a vast History of 
the Florentine People, which he had not completed by the time of 
his death. Vespasiano da Bisticci later called it the first real history 
of Florence, thus denying that title to the great chronicle of the 
Villani: he meant that Bruni's work was the first history of 
Florence written in Latin, according to the rules of ancient Roman 
historiography. What was perhaps more important was that with 
Bruni the methods of textual criticism, which the humanists had 
been evolving in the study of literary works, began to make their 
impact on the use of historical sources. Bruni imitated Livy, but 
he also used archival documents. He had a high concept of history, 
and contrasted it with rhetorical eulogies like the one he had 
written on Florence: 'History should follow the truth, panegyric 
goes beyond truth in its praise.' Yet his History equally turns, in 
the end, into a praise of Florentine liberty. His account of the 
wars against the papacy and Giangaleazzo Visconti is pervaded 
by the praise of Florentine liberty, and echoes the letters in which 
Salutati had defended his city. 

These were, however, not the only works in which Bruni 
gave expression to political values. Moral philosophy was 
considered to form part of the studia humanitatis-Salutati defines 
humanitas as moral learning-and in Florence it acquired civic 
overtones. This was natural enough: the humanists wrote for 
educated laymen as well as for other scholars, and the important 
role public office played in the life of the Florentine upper 
classes made them pay special attention to civic problems. The 
most important of these problems concerned the relative value 
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of active and of contemplative life. Petrarch's preference for the 
latter was a legacy of medieval monastic ideals. These were still 
largely shared by Salutati, although he also affirmed the impor
tance of civic life, and once justified his own commitment to it by 
saying that while monks served only themselves and a few 
brethren, he was trying to serve all the citizens. For Bruni, there 
was no longer any doubt about the need to merge active and 
contemplative life into a harmonious whole. While Petrarch had 
condemned Cicero for forsaking 'glorious solitude' and philo
sophy for 'the vain splendour of fame' as a statesman, and while 
Salutati was still hesitant in judging his political actions, Bruni 
regarded him as the ideal citizen-philosopher. While Boccaccio 
had blamed Dante for having aspired to 'the fleeting honours and 
the vain pomp of public office', Bruni praised him for having 
fulfilled his duties a~ citizen and soldier. 'Among the moral 
teachings through which man's life is formed', he says in the 
preface to his translation of Aristotle's Politics, 'those which 
concern the State and its government occupy, in a certain sense, 
the highest place, for they aim at achieving happiness for men.' 
Aristotle had qualified his statement that 'man is by nature 
a political animal' by observing that exceptional individuals may 
be able to exist without the state: Bruni was convinced that man 
'achieves his perfection only in political society'. But if political 
life forms the external conditions for his perfection, the humane 
studies provide the intellectual and moral guidance for it: 'they 
are called studia humanitatis' he explains, 'because they perfect 
man'. 

'The Worthy Citizens of the Time' 
Bruni dedicated his translation of Plato's Letters to Cosima de' 
Medici; and Cosima, like other patrician students of the hu
manities, conformed to Bruni's ideal of the citizen who divided 
his time between active life and scholarship. A new generation of 
Florentine admirers of ancient learning and literature had 
succeeded the group of citizens around Salutati; older men like 
Niccolo Niccoli and :Bruni himself preserved the link with the 
past. In the I42os they would meet at the convent of Sta Maria 
degli Angeli, where the learned Ambrogio Traversari had come 
to occupy the same place as the guiding spirit of Florentine 
humanism which Salvtati had occupied before in the Chancery. 
'All the worthy citizens of that time', writes Vespasiano da 
Bisticci, 'would visit him almost daily . . . . Niccolo Niccoli, 
Cosima de' Medici, his brother Lorenzo, Messer Carlo Marsup
pini d'Arezzo, Messer Giannozzo Manetti ... ' In its composi
tion, this group exemplified the fusion of active and contem
plative life preached by Bruni, although it included men like 
Roberto de' Rossi and Niccolo Niccoli (d. 1437) who preferred 
study to politics. But even Niccoli, who, Manetti says, did not 
strive after public offices and preferred to live unmarried and with 
his books, would accept such offices when he was appointed to 
them. 

Not all the men who belonged to the first two generations 
of Florentine humanism were creative scholars, just as only a 
few of them were professional humanists who earned their 
living by their pen. At a time when manuscripts of ancient 
authors were rare, book-collecting formed an important aspect 
of humanist studies. Antonio Corbinelli (d. I42 5) built up one 
of the most important collections of Greek and Roman authors 
of his day; Niccolo Niccoli's famous library contained over 
8oo volumes (Petrarch and Boccaccio are thought to have owned 
not much more than 2:>o volumes; according to Poggio, Salutati's 

p 24 (3 5) was about the same size as Niccoli's). Cosima's library contained 
about 70 volumes in I4I8, but was to grow rapidly under him 
an his heirs. Niccoli 'having spent on books a large part of his 
fortune', and being in :financial difficulties, Cosima and his brother 
Lorenzo 'ordered at the bank that whenever Niccolo might ask 
for money, it should be given to him'. Niccoli willed that on 
his death his collection should be made accessible to the public. 
Palla Strozzi (d. 1462), like Niccoli one of Chrysoloras' pupils, 
had procured for him Greek manuscripts required for his teach
ing and employed the best copyists to build up his own collection, 
which at one time he planned, in his turn, to make into a public 
library. He was, in Vespasiano's \vords, 'a fine scholar in Greek 

and Latin'; but he was also, until his banishment in 1434, one 
of the city's leading statesmen. Another of Chrysoloras' pupils, 
Roberto de' Rossi, a member of a noble family, taught young 
patricians Latin and Greek: one of these was Cosima de' Medici. 
A close friend of leading Florentine humanists, like Niccoli, 
Bruni, and Marsuppini, Cosima helped their studies by patronage 
as well as book collecting. Vespasiano, who helped to build 
up his library, says of him that 'he had a knowledge of Latin 
letters which surpassed what one would expect from a great 
citizen who was engrossed in so many affairs'. But the combina
tion of humanist studies with public life is perhaps most strikingly 
exemplified by Giannozzo Manetti (I 3 96-14 59). One of Florence's 
richest citizens, he was almost constantly employed in public 
office at home or abroad until his political enemies forced 
him to emigrate to Naples. A disciple of Traversari, 'he was 
most learned in Latin, Greek, and Hebrew', and was considered 
one of the best orators of his time; among his numerous writings 
and translations from the Greek, his treatise On the Dignity 
and Excellence of Man stands out as an eloquent glorification 
of human action and liberty, in answer to Pope Innocent III's 
On the Contempt of the World. Nor were public office and scholar
ship separate aspects of his life: in fulfilling his civic duties, he 
tried to live up to the moral ideals which his studies had inspired 
in him. 

The interplay of professional and amateur interest in humanist 
studies, the close links between these studies and civic life, the 
eminence of her scholars and men of letters and the wealth of 
her libraries, all this had made Florence in the early Quattrocento 
a centre of unique importance for the development of Renaissance 
civilization. In 1428, Bruni likened her to Athens in a funeral 
oration modelled on that of Pericles in Thucydides' Hi.rtory 
of the Peloponne.riatt War. 'Even the knowledge of the Greek 
letters, which for more than 700 years had fallen into disuse in 
Italy, has been recalled and brought back by our common
wealth ... finally, the studia ht~tnanitatis themselves, surely the 
best and most excellent of studies ... took root in Italy after 
originating in our city ... ' Poggio, in his funeral speech on 
Bruni, praised Florence for honouring and supporting these 
studies: 'There is no republic, and no prince, who rewards the 
men who are devoted to them more richly'. He was referring to 
the tax privilege which had been granted to Bruni as reward for 
his Florentine History. The award, like the less extensive one 
Poggio himself had received earlier, was characteristic of the 
difference between republican and princely patronage. In Florence, 
it was not the prince but the citizens who appointed prominent 
humanists as chancellors or university professors, and who were 
prepared to reward them for public service as well as for literary 
and scholarly merit. However, if the Florentine republic provided 
careers for humanists, the term patronage is inadequate to 
describe the support humanist studies received from private 
citizens like Palla Strozzi and Cosima de' Medici, who were 
themselves committed to these studies and furthered them by 
building up great libraries. Only in the next generation, under the 
growing ascendancy of the Medici, does the patronage of men of 
letters by that family introduce into Florence some of the char
acteristic features of princely patronage. 

Public Patronage 
While the studia humanitatis were necessarily confined to a relative
ly small section of the population, the appeal of art and architec
ture was much wider, and consequently public patronage of the 
arts played a far greater role than that of letters. The construction 
and upkeep of the communal buildings, as well as of the cathedral 
and baptistery, were the responsibility of the Commune, which p I4 (4) 
also contributed heavily to other ecclesiastical buildings, as 
for instance to the two friars' churches of Sta Croce and Sta p 14 (5) 
Maria Novella. These extensive responsibilities were shared with 
the greater guilds; thus the Calimala guild was in charge of the 
supervision of the baptistery and of S. Miniato, and in the I 5th 
century of that of Sta Croce, while in the early I 5th century the 
wool guild was entrusted with that of the Cathedral, and the 
silk guild with the construction of Orsanmichele. Guild offices, p 14 (6) 
like those of the Commune, were short-termed, and decisions of 

33 



artistic policy were therefore shared by a large number of citizens. 
This widening of public patronage must have helped to make art 
and architecture a popular concern. It no doubt also contributed 
to the many delays which beset the great building projects of the 
14th and 15th centuries. 

The continuity which was so marked in Florentine society 
and politics and which defies any clear cut division between 
'medieval' and 'Renaissance' Florence, was also reflected in 
the public patronage of the arts. Nearly all the great enterprises 
of the early I 5th century continue or complete work that had 
been undertaken in the preceding century or even earlier: the 

p 86 (25) only major exception is the Speciale degli Innocenti (the Found
ling Hospital), built between I4I9 and I444 from BruneUeschi's 
design under the supervision of the silk guild. The three greatest 
achievements of public patronage in the first decades of the 
century, Ghiberti's bronze doors of the baptistery, the fas;ade 
statues of Orsanmichele, and BruneUeschi's cupola of the 

p I4 (2) Duomo, all completed building projects whose beginnings went 
back into the distant past. Brunelleschi's cupola, which completed 
a structure which had been begun nearly one century and a half 
earlier, constitutes a dramatic and almost symbolical manifestation 
of this continuity, which also permeates the innumerable works 
by which during the I 5th century private citizens adorned 
churches and chapels. The cupola of the cathedral, a revo
lutionary achievement of Quattrocento architecture, crowns 
the austere Gothic crossing. 

p 14 (6) Orsanmichele had been built after I 3 36 as a granary with an 
oratory on the ground fl.oor-'a church in the form of a palace', 
as a contemporary document puts it. The Commune was to pay 
the expenses of the building, the guilds and the Guelf Party those 
of the sculptures of their patron saints that were to adorn its 
fas;ades. But in qo6 most of these were still missing, and the 
Signory demanded that they be completed within ten years; it 
also decreed that they could be cast in bronze. Since the single 
guilds and the Guelf Party were responsible for one tabernacle 
each, the commissioning of the statues illustrates not only the 
collective commitment of public patronage but also its com
petitive aspects. Thus the decision of the Calimala guild to 
commission Ghiberti for a bronze statue of their patron saint, 

p 82 (12) StJohn the Baptist, prompted the other greater guilds equally to 
set up such statues, which were far more expensive than stone 
ones. But more significant is the readiness of the guilds to 
accept the new artistic trends. Six of the statues that were 
executed between I4o6 and I428 were the work of the two 

p 82 ( 1 3) greatest Florentine sculptors of their time, Ghiberti and Donatello. 
The competitive spirit in Florentine artistic policy is shown 

even more strikingly by the history of the bronze doors of the 
baptistery. In I40I, the Calimala guild decided to commission a 
second bronze door (the first had been executed by Andrea 
Pisano in I 3 30-3 6), and held a competition in which Ghiberti 
triumphed over the other six final competitors, includingBrunel-

P 82 leschi. His bronze door was set in place in I424, and, in the 
(15, r6) following year, he was commissioned to model the third and 

last door. The 'Gates of Paradise' were completed in I452· No 
other work of art of the Florentine Quattrocento was more 
admired in its time. 'Who would not be captured by beholding 
such wonders', writes Pietro Cennini in 1475; 'who would not 
stand transfixed almost out of mind?' Similarly, the most specta
cular achievement of public patronage during this period, the 
cupola raised by Brunelleschi between 1420 and I434, was the 
result of a competition held in I4I8 which put an end to the long 
delays caused by the apparently insuperable problem of spanning 
the octagonal end of the nave with a dome. 

While these great enterprises were under way, the interiors of 
Florentine churches were beginning to be transformed under the 
impact of the new art forms. Thus in I432 and I43 3 respectively, 
Luca della Robbia and Donatello were commissioned to provide 
the sculptures for the two singing galleries of the Duomo which 
Brunelleschi had designed in classical style, and which must have 
offered, when completed in about 1439, a sharp contrast to the 
severe Gothic nave. 

Much of this transformation of church interiors was due to pri
vate patronage. As they had done in the past, the great Florentine 
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families continued to build and embellish their private chapels 
and contribute also in other ways to the adornment of ecclesiasti
cal buildings ; and like the communal and guild commissions 
whose membership was often drawn from them, they were alive 
to the new creations of the artists. In patronizing the new Quat
trocento art, Florentine patricians like Felice Brancacci showed 
much the same progressive attitude as others did in furthering 
humanist studies: the frescoes which he commissioned for his 
family chapel in Sta Maria del Carmine from Masolino andMasac- p 17 (12.) 
cio mark a turning point in the development of Renaissance paint- p So-8 I 
ing. And if artists like Ghiberti were deeply influenced by the (9,10) 
classical revival, so were patrons of the arts: Niccolo da Uzzano, 
who, as one of the commissioners for the adornment of the 
baptistery, ordered the programme for Ghiberti's second bronze 
door from Leonardo Bruni, provides an early example of the 
contacts between artistic patronage and humanism which were to 
play so important a role in I 5th-century Florentine art. 

Felice Brancacci initiates the long line of patrician patrons of 
the arts whose judicious munificence did so much in creating 
Renaissance Florence. His political enemy Cosimo de' Medici was 
one of these great Florentine patrons; but Cosima's patronage 
surpassed that of his peers, just as political and economic power 
gave him a dominant position among them. 

The Rise of the Medici 
One of the main achievements of the 'oligarchical' regime after 
I 3 8 2 was the unity of the ruling group. This unity was, despite 
occasional tensions and conflicts, preserved until the early 
I43os, when it was finally disrupted. A new generation had taken 
over: in I4I7, Maso degli Albizzi had been succeeded by his son 
Rinaldo; in I42I, Gino Capponi by his son Neri, and in I429 
Giovanni de' Medici by his son Cosimo; of the old guard, only 
Niccolo da Uzzano survived. After a long period of peace, war 
broke out in I423 with Milan, whose Duke Filippo Maria was 
reviving the expansionist policy of his father. The war went badly 
for Florence until she succeeded in concluding an alliance with 
Venice (I426), and in the peace of 1428 she had to be satisfied 
with negligible gains. Nevertheless Florence embarked in I429 
on a war against Lucca, a city which she had already coveted in 
the preceding century, and as a result became embroiled with 
Siena, the other Tuscan city which had retained her independence 
from Florence. Milanese intervention followed, and the enterprise 
against Lucca collapsed in I43 3. Rinaldo degli Albizzi, who had 
been one of its chief protagonists, had to face mounting criticism, 
and the death in the same year of Niccolo da Uzzano, who had 
advised against the war, further weakened his position. Cosimo 
de' Medici emerged as the potential leader of the opposition. In 
contrast to the Albizzi, his branch of the Medici family was of 
modest origin; however, his father Giovanni had a distant rela
tive, Vieri di Cambia who was one of the city's leading bankers 
towards the end of the qth century, and Giovanni laid the 
foundations of his fortune as manager of the Rome branch of 
Vieri's firm. By I427, he was assessed for the second highest tax 
in Florence. After the debacle of the war against Lucca, Cosimo 
appeared to many citizens as the principal rival of Rinaldo, and 
the city split into two factions. To forestall being ousted from 
the leadership of the regime, Rinaldo succeeded in having Cosima 
banished in I 4 3 3 ; but, recalled to Florence by a pro-Medici 
Signory, he returned in October I434, and now it was Rinaldo's 
turn to be banished. Many members of his party followed him 
into exile. 

At first it may well have seemed that nothing had changed 
except the leadership and the composition of the ruling group, 
but it soon emerged that Cosima and his followers were bent on 
creating institutional safeguards of their ascendancy that were 
far in excess of those possessed by the ruling patriciate before 
I434· These safeguards were twofold: a preliminary selection of 
the candidates for the Signory who were then appointed by lot, 
and the substitution, for decisions of major importance, of 
special councils with wide powers (Balie) for the ancient councils 
of the people and of the Commune. Contrary to a widely held 
view, neither of these institutional safeguards was established 
from the start on a permanent basis. It was not until 14 58 that 
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the regime can be considered to be finally consolidated; for 
in that year the Mediceans, under the leadership of Cosimo and 
Luca Pitti, succeeded in having electoral controls, which had 
recently been abolished, restored for five years (they were shortly 
afterwards extended by another quinquennium), while a new 
permanent council was created to act as bulwark of the regime. 
Yet even now the regime was not entirely secure. After Cosima's 
death in 1464, a rift developed among his followers, and the 
republican opposition gained the upper hand in 1465-66. As a 
result, not only were electoral controls once more abolished, but 
Piero de' Medici's ascendancy was threatened. This republican 
reaction remained, however, an interlude, for in September 1466 
it was crushed by Piero and his friends; and now electoral controls 
were restored for no less than twenty years : they were to last 
until the fall of the regime in 1494. For this was the last constitu
tionalist challenge the Medici had to meet before 1494: the Pazzi 
conspiracy, which nearly cost Piero's son and successor Lorenzo 
his life, was due to family rivalry and intervention from abroad. 

However much the establishment of the Medici regime changed 
the tenor of Florentine politics, it took some time to affect 
Florentine civilizatior:. For one thing, the political changes were 
gradual and at first a:most experimental; for another, they took 
place within the framework of long-established political traditions 
and institutions. It was not until the time of Lorenzo the Magnifi
cent that they had become incisive enough to affect the cultural as 
well as the political life of Florence; and even then, there was no 
question of a complete break with the past. 

Cosimo, 'Pater Patriae' 
p 20 (2o) The gradual nature of the changes wrought by the Medici regime 

may best be illustrated by the position of Cosima himself. Cosimo 
insisted time and agai:J. that he was only a private citizen, and was 
careful to live up to this claim by avoiding the appearance of 
political privilege. He held three times the highest office in the 
state, the Gonfaloniership of Justice; and over long periods that 
of an official of the fi1nded debt; but so did some other leading 
citizens. In his lifetime, Florentine eulogists would enlarge upon 
his public service, and compare him with Camillus and Cicero; 
and on his death the antique title of Pater Patriae was conferreJ 
on him for having served his country well. Before long this image 
of Cosima as republican patriot was beginning to give way to that 
of Cosima the ruler. This change was chiefly due to scholars and 
poets who were patronized by the Medici, and with it, the 
courtiers' adulation, which was a characteristic of princely courts, 
began to take root in Florence. 

The eulogists who praised Cosima as Augustus greatly 
exaggerated his real authority. The patronage that elicited their 
panegyrics was, on the other hand, a reality; and if they likened 
Cosima to Augustus, they also compared him with Maecenas. If 
his patronage of the arts and letters surpassed that of his peers, 
and reflected in this way the leading position he had acquired 
among them he also took, like Palla Strozzi and other patricians, 
an active personal interest in the New Learning as well as in 
artistic production. Intellectual and aesthetic interests combined 
with religious sentiments and reasons of political prestige to make 
him the greatest Florentine patron of his generation. 

According to Vespasiano da Bisticci, Cosima felt that he had 
to expiate the unrighteous acquisition of some of his wealth if he 
wanted God to let him keep his worldly goods, and on the advice 
of Pope Eugenius IV resolved, after his return to Florence, to 
rebuild the convent of S. Marco, which the Pope had just trans
ferred to the Dominican Observants. Cosima spent over 4o,ooo 

p 126 florins on the convent, and provided it with the great library 
(22) whose nucleus was formed by Niccolo Niccoli's collection. This 

was the first of his lavish gifts to churches and monasteries. In the 
forties, even before the building of S. Marco was completed, he 
erected the noviciate of Sta Croce and spent vast sums on the 

p 86 (24) rebuilding of S. Lorenzo, thus continuing on a larger scale the 
work of his father, who had promised to contribute the sacristy 
(the Sagrestia vccchia) and the adjoining family chapel, and who 
appears to have been responsible for the acceptance of Brunelle
schi's design for the new church. In 145 6, Cosima decided to 
rebuild the Badia of the Augustinian canons of Fiesole, and he 

1Vew Jveapons and a new ruthlessmss were entering warfare. Orlando, in 
Ariosto's poem, throJJ/S to the bottom of the sea 'the murderous engine' 
1vhich 1vould destroy the virtues of chivalry. In this woodcut of I J 2I, cannon 
appear beside the bows, arrows, lances and heav_y armour of the old 
order. ( 6) 

provided it with a large library, which in this case was assembled 
anew: V espasiano claims that it took him less than two years to 
produce zoo manuscripts. It was characteristic of Cosima's 
patronage in favour of ecclesiastical foundations that it combined 
building enterprises with humanist book-collecting. Yet when it 
came to his private building activities, Cosimo showed remarkable 
restraint. It was not until 1444 that he decided to build a new 
family palace and he seems to have left its decoration and furnish-
ing, as also the charge of his library, to his sons Giovanni and 
Piero. According to a later account, he rejected a design made for 
the new palace by Brunelleschi on the grounds that 'it appeared 
to him too great and sumptuous an enterprise', an explanation 
which would accord well with his attitude to his public image. 
He chose the more modest design by Michelozzi, who had been 
the architect of S. Marco. The palace, whose structure was com-
pleted by c. 146o, served, with its rusticated fa<;ade which was p 2 3 
based on medieval Florentine tradition, as a model for patrician (3 I, 32) 
houses in the second half of the century. Overshadowing the 
houses of humbler citizens, they paraded the wealth and prestige 
of the great Florentine families. Yet none of them, including that 
of the Medici, could rival the palaces of despots. Strong enough 
to stand up to sudden attacks, they were, with their large windows 
and open loggias, turned towards the street, and formed an 
integral part of civic life. The private life of the patrician family 
revolved around the elegant courtyards, in which the layout of 
medieval cloisters was now adapted to the new classical design. 
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An azdhor' s income came not from the sale of his books but from the 
bounty of his patron.r, Jvhom it was his duty to flatter. It was a rule that 
applied to all, from the <great humanists to the 1vriters of romances like 
A1astJccio da Salerno, here presenti;~g his 'Novellino' to a noble lady. (7) 

While in 14I8-23 Palla Strozzi had still built his family chapel 
in Sta Trinita in the late Gothic style, and had it adorned with the 

p 78 (4) magnificent altarpiece by Gentile da Fabriano, Andrea de' Pazzi 
commissioned Brunelleschi, in about 1430, to erect his family 

p 86-87 chapel at Sta Croce-one of the purest examples of early Renais
(z8, 29) sance architecture. About ten years later Tommaso Spinelli 

commissioned a follower of Brunelleschi to build the second 
cloisters which surround the Pazzi chapel. If Brunelleschi, and 
later Alberti, were able to give Florentine architecture a new form, 
this was due to no small extent to private patrons; but while 

p 8o-8 I Felice Brancacci had ordered Masaccio, the pioneer of early 
(9, w) Quattrocento art, to fresco his chapel in Sta Maria del Carmine, 

p 20 (2o) Cosimo commissioned Gozzoli to paint the Adoration of the ilvfagi 
for his palace chapel in a style influenced by the International 
Gothic of Northern Europe. Perhaps the same caution which 
characterized Cosimo's political action also affected his attitude to 
art. Moreover, however much Florentine patrons supported the 
new artistic trends, there were strong traditionalist undercurrents, 
which were no doubt reinforced by the close contacts with the 
late Gothic art that was fashionable at the French and Burgundian 
courts. Florentine taste was sufficiently catholic to accept art 
forms which, while more conservative than the new classical style, 
were not necessarily retardaire, and which may have found an 
echo in the deeply rooted traditionalism of the Florentines. The 
greatest of these traditionalist artists was Fra Angelico. 

The Humanist Position 
The support which early Renaissance art received from public and 
private patronage forms part of a wider process. As men of letters 
the humanists were not necessarily susceptible to artistic ex
perience, and their admiration for antique art was often motivated 
by antiquarian rather than aesthetic interests. Salutati's pro
gramme for a series of Famous Men in the Palazzo Vecchio and 
Bruni's for Ghiberti's Gates of Paradise were probably charac
teristic of the attitude of early qth-century humanists to living 
artists: they were primarily concerned with the contents of artistic 

p 26 creation. Leone Battista Alberti marks the turning point in com-
(39, 40) bining humanist learning with artistic theory and creation; but 

when he came to Florence from exile in 1434, the climate was 
already changing. Alberti was deeply impressed by the creations 
of the new art he saw in his city, and in his On Painting (143 5) and 
On Architecture (around I452) he provided it with a theoretical 
foundation derived from the teachings of the ancients and from 
antique models. Niccoli and Poggio achieved a fresh aesthetic 
sensibility by merging literary and artistic classicism in their love 
of Roman art. \Vhether for antiquarian or aesthetic reasons, the 

The beginnings or 

humanists began to collect antiques. Their collections of ancient 
statues, gems and coins were bound to mould their artistic tastes 
as well as those of their patrons, and thus, concurrently with the 
direct impact of classical art on creative artists, to influence the 
development of Renaissance art. Foremost among these early 
humanist collectors was Niccoli: admirers of his would go so 
far as to assert that he had revived not only classical literature but 
also painting and sculpture. Poggio went into raptures over 
antique works of art, and Niccoli combined the collecting of 
manuscripts with that of antiques. Patrician collectors, whose 
means gave them greater scope, followed suit. As in learning and 
literature, the humanists initiated new fashions which were then 
adopted by rich citizens. In the course of the century, the Medici 
were to assemble the greatest collection of antiques in Florence, 
but, once more, Cosimo was less susceptible to the new trend 
than some of his contemporaries: the real founder of that collec
tion, after about I450, was his son Piero. Nor was collectorship 
necessarily a corollary of patronage. As we shall see, Lorenzo de' 
Medici, while greatly expanding his collection of antique statues 
and objets d'art, did far less than his grandfather in patronizing 
artists and in thus furthering the development of Renaissance art. 

The influence of antiquity on art and artistic patronage was 
not confined to the admiration and imitation of antique art. The 
humanists, in reviving the classical concept of fame, gave the 
individualism of the Florentine merchants and politicians a new 
dimension, which found its artistic expression in portraits and 
tombs. Portraits, which were largely inspired by antique models, 
became an integral part of Florentine sculpture and painting 
during the I 5th century, and like the tombs provided individual 
citizens with an opportunity of perpetuating their memory; but 
while single portraits were designed for private houses, in the 
tombs individual fame could assume public significance. In p 18-19 
Leonardo Bruni's tomb by Bernardo Rossellino in Sta Croce, (17) 
which served as a model for later tombs such as that of Carlo p 26 (3 8) 
Marsuppini, the traditional funeral monument of medieval Flor-
ence is given a new classical form. At the same time, with the 
religious imagery reduced to a minimum, with the Latin inscrip-
tion celebrating Bruni's achievements, his tomb shows the impact 
of humanist studies and of classical art on the desire for individual 
fame. 

The Two Cultures 
Cosimo's ascendancy after I434 did not materially change the 
oligarchical pattern of Florentine politics; it did not eliminate the 
republican ideas underlying it. Some families like the Brancacci 
and Peruzzi had been banished, and others deprived of political 
rights. New ones, like the Pucci and Martelli, had entered the 
ruling set. But this did not alter the fact that, as before, the Floren
tine upper class occupied a prominent position in the govern
ment of the city. The restraint with which aristocrats like Donato 
Acdaiuoli praised Cosimo as no more than a patriotic republican 
statesman reflected their conservative attitude to the republican 
framework of government. Indeed, Cosimo's ascendancy, as well 
as the institutional controls introduced by the new regime, could 
be considered by them, rightly or wrongly, as securing their own 
political and social status. As late as about 1440, the Chancellor of 
Florence, Leonardo Bruni, still described the city's republican 
constitution as if it was entirely intact. About the same time, 
Matteo Palmieri voiced the same brand of civic humanism which 
had been so popular at the beginning of the century. Patricians 
continued to consider public office as a right as well as a duty. A 
number of them combined it, as earlier generations had done, 
with humanist studies and creative scholarship. The Chancery 
continued to be headed by prominent humanists. When Bruni 
died in 1444, he was succeeded by Carlo Marsuppini, who had 
previously taught poetry at the University, and he in turn was 
succeeded on his death in 145 3 by the most famous Italian hu-
manist of his time, Poggio Bracciolini. Poggio, who returned to p 122 (5) 
Florence after a lifetime in papal service, continued the tradition 
inaugurated by Bruni and wrote a Latin history of his city. But 
in it he no longer celebrated republican freedom: its main theme 
is the recurrent struggle with the Visconti whose final conclusion 
was the achievement of Cosimo de' .Medici. 
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Donato Acciaiuoli (1429-78) and Alamanno Rinuccini (I426-
99) are outstanding examples of the continuing commitment of 
Florentine patricians to the New Learning, as well as of their 
successful reconciliation of active and contemplative life. Of Do
nato Acciaiuoli, his 16th-century biographer says that 'while 
governing the republic, he applied himself to philosophy, and 
while philosophizing, he governed the republic'. Amidst his 
many offices at home and abroad, he found time to compose, 
among other works, a commentary on Aristotle's Ethics, and a life 
of Charlemagne. For the Florentine Signory, he translated Bruni's 
History of Florence imo Italian, and for Federigo da Montefeltro, 
Aristotle's Politics into Latin. Rinuccini, who followed the custom
ary civic career of Florentine patricians until he fell out with 
Lorenzo, was an accomplished Greek and Latin scholar; he trans
lated several Lives of Plutarch, and composed many elegant Latin 
epistles and orations. In the fifties his house was the meeting place 
of a group of young humanists, among them Andrea Alamanni, 
Marco Parenti and Donato Acciaiuoli; they called their meetings 
an 'academy', and thus foreshadowed the Platonic Academy of 
Ficino. Rinuccini and Acciaiuoli were chiefly responsible for the 

p z6 (37) appointment, in 14 56, of the Byzantine scholar JohnArgyropoulos 
to the chair of Greek at the University. Argyropoulos' teaching 
(he held the chair until 1471) led to an Aristotelian revival and 
deeply influenced the Greek learning and philosophical outlook of 
his young disciples. In I463 Donato Acciaiuoli affirmed, with 
some rhetorical exaggeration, that 'the liberal studies had never 
flourished more in this city' than after the arrival of Argyropolous, 
who 'educated the youth of Florence for many years not only in 
Greek letters, but also in those arts that are necessary to lead a 
good and happy life'. By his systematic programme of philosophi
cal studies, which contrasted with that of the medieval schools, he 
gave his young disciples a wider and deeper knowledge of philo
sophy, which in its turn contrasted with the prevalently literary 
approach of the earlier Florentine humanists. By placing Aristotle 
into the context of Greek philosophy, he also gave them a new 
appreciation of Plato and thus prepared the ground for Ficino's 
Platonic Academy. 

On the fringe of these groups of citizen scholars which are so 
characteristic of the Florentine Quattrocento, we find men who, 
while not actively participating in the New Learning, were 
attracted and influenced by it. One such citizen was Giovanni 
Rucellai (d. 1481), a wealthy patrician who after a long period in 
the political wildernes:; was accepted into the Medici fold, married, 
in q66, his son Bernardo to a sister of Lorenzo, and became one 
of the leading personalities of the regime. His Roman guidebook 
combines the tradition of the medieval Mirabilia with humanist 
antiquarianism; a prominent patron of the arts, he had his family 
loggia and probably his palace built by Alberti, the pioneering theo-

Festivals, jousting and carnivals were not only sponsored by the patrician 
families to celebrate important events, but 1vere also paid for by civic funds 
on regular occasions. No fetver than JO jousts-to mention only one form 
of entertainmmt-were recorded in Florence for the I ;th century. (g) 

rist of the classical revival in architecture, who also designed for 
him the fa~ade of Sta Maria Novella. His Zibaldone, a kind of p I4 (5) 
diary-cum-commonplace book, shows an interplay of civic tra-
ditions, religious sentiments, and learned interests which was no 
doubt more characteristic of the average culture of rich Florentine 
citizens than the erudition of the intellectual elite among them. 
However great the significance of Florentine humanism and how-
ever pervasive its influence, medieval vernacular traditions con-
tinued to prevail on a more popular level. This is shown, for 
instance, by the wide diffusion and proliferation of romances of 
chivalry, such as the Reali di Francia by Andrea da Barberino, 
and by the survival of the medieval legends of Florence's origins, 
despite their critical rejection by the humanists. 

A meeting of the two cultures was promoted by the humanists 
themselves whose changed attitude to the value of the Tuscan 
language facilitated the spreading of their works and ideas. Bruni 
justified the writing of his Life of Dante in the vernacular by 
arguing that, like Greek and Latin, it 'has its own perfection'. 
Others were more on the defensive. Palmieri wrote his dialogue 
On Civic Life in his native language, although his friends warned 
him that in doing so he was liable to be misunderstood and 
derided by the uneducated populace. Leone Battista Alberti made 
it quite clear that he chose the same procedure in his On the 
Family because he wished to write in a language that was intelli
gible to all. Donato Acciaiuoli translated Bruni's, and Jacopo 
Bracciolini his father Poggio's, History of Florence from the Latin. 
Ficino himself translated his Latin Commentary on the Sympositt!Jl 
into Tuscan (I475) so that Plato's message 'would be more readily 
accessible to a large number of people'. Yet the older prejudices 
survived. Giannozzo Manetti composed his Life of Dante in 
Latin on the grounds that learned men would not read Bruni's 
biography of him because it was written in the vernacular; and, 
as we have seen, Vespasiano da Bisticci, writing towards the 
end of the century, denied the status of true history to the city's 
I 3th-century chroniclers because they were not written in Latin. 

'Those Peaceful Days' 
Art and architecture provided another channel by which the new 
humanist forms and values could reach a wider public and affect 
its tastes and interests. Girolamo Savonarola complained that 
people were often so delighted by a good painting that they 
would forget themselves. This warning was hardly addressed to 
patrons and collectors only. Most Florentine citizens would 
probably have agreed with Cristofaro Landino, who in his Dante 
Commetttary ( I48 I) praised the Florentine artists and architects of 
the I 5th century as one of the glories of his city. 

Public festivals and shows provided other points of contact. 
Festivals, processions and pageants formed a traditional element 
of Florentine, and indeed of Italian, civic life. Religious feasts, 
above all those in honour of the city's patron St ] ohn the Baptist, p r 6-r 7 
alternated with secular ones, such as celebrations of victories, and (9) 
in their turn had often a partly secular character, and weddings 
and funerals could assume the form of public manifestations. In 
the I 5th century, such feasts and pageants increased in number, 
sumptuousness and sophistication. The jousts, of which about 
thirty are recorded for that century, became increasingly occasions 
for the display of dress and armour, and religious and secular 
processions included dramatic elements in the form of allegorical 
floats and scenic representations. Among the many influences, 
local as well as foreign, which moulded form and contents of these 
public manifestations, humanism and antique art assumed an in-
creased importance after the middle of the century. Historical or 
allegorical trionft were modelled on Roman triumphal processions 
which could be observed in classical reliefs. Then there were the 
carnival masques, which might be based on classical mythology as 
well as on allegory or contemporary society. According to Ma-
chiavelli, Lorenzo de' Medici 'in those peaceful days always kept 
his city feasting, and there were often to be seen jousts and repre- f 3 
sentations of ancient deeds and triumphs'. Whether he did so for 
political purposes is questionable. The Medici were not the only 
patrician family which presented the Florentines with spectacles 
of this kind. Bartolomeo Benci, for instance, organized a sump
tuous joust in honour of his lady during the carnival of 1464. 
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The fame of Cristofaro Landino ( abm;e), stholar, humanist and secretary 
to the Signory, rests large!)1 on his 'Disptttationes camaldolmses' a 
series of imaginary dialogues in u;hich Lormzo de' J11edici discttsses ~t'ith 
Ficino and Alberti such topics as the good life, action versus contemplation, 
and the allegorical meanings in Vergil. ( 9) 

When Lorenzo held a magnificent tournament in 1469, to cele
brate his marriage to Clarice Orsini, he did so, according to his 
diary, 'in order to do as others', and adds that it cost him 1o,ooo 
ducats. The first prize he received was 'a silver helmet with Mars 
as its crest'. 

Lorenzo the Magnificent 

The Florentine, and indeed the Italian, Renaissance is often 
associated with the age of Lorenzo. In fact, Lorenzo's patronage 
lagged behind that of some of his Florentine contemporaries. 
Rather than create a new culture or political regime, he represent
ed some of the major trends and problems of the intellectual 
civilization and the political system of Florence in the second half 
of the century. His literary gifts and learned interests, and his 
success in combining these with a life of constant political acti
vity, corresponded to the ideal ofFlorentine Quattrocento human-

/ 9 ism. Significantly, in Landino's Camaldolensian Disputatiom of c. 
I4 75, Lorenzo appears as the defender of civic values and of a har
monious balance of active and contemplative life demanded by 
the early Florentine humanists. Yet by further depriving the 
Florentine republic of the spirit, if not the letter, of its constitution, 
he also robbed their ideas of much of their practical meaning. 

p 21 (22) Lorenzo succeeded his father in 1469 as head of the political 
regime which Fiero had restored and consolidated three years 
earlier. He strengthened it by cautious constitutional reforms in 

p 21 (z1) 1471; but in 1478 the Pazzi conspiracy threatened to overthrow it 
by assassinating Lorenzo and his brother Giuliano. The conspiracy 
was hatched by the P<>.zzi, a wealthy Florentine family which had 
become increasingly hostile to Lorenzo, and Sixtus IV's nephew 
Girolamo Riario, whose projects of territorial aggrandizement 
Lorenzo had opposed. Lorenzo escaped with his life, while 

The begim1ings of 

Giuliano was killed; but the war with the papacy and Naples 
which followed the failure of the conspiracy and the hanging 
of the Archbishop of Pisa, who had been implicated in it, went 
badly for Florence. Lorenzo succeeded in negotiating a relatively 
favourable peace in 1480, and on his triumphal return to Flor
ence crowned his diplomatic success by a reform which gave 
the early Medici regime its final institutional form. Supreme 
power "\Vas vested in a council of Seventy recruited from the inner 
circle of the regime; and although the Seventy was established for 
a term of five years only, this was repeatedly extended until the 
fall of the regime. Lorenzo was a member of the new council and 
its leading figure; but, like his father and grandfather, he did not 
occupy an official post that could not have been held by other 
patricians, and he exercised his de facto ascendancy with the help 
of a group of loyal followers. Among these, 'new men' such as 
Bernardo del Nero played a somewhat greater role than they had 
done under Cosimo; however, the patriciate continued to be 
heavily represented in the highest councils and offices. And if 
Lorenzo collaborated, in every-day affairs, with a small number 
of friends, he had also to rely on the loyalty of a larger group of 
less influential supporters. 

As a result of this progressive concentration of power, polit-
ical patronage increased, and the older councils, commissions and 
magistracies, including the Signory itself, lost most of their earlier 
authority. The transfer of the real centre of government from the 
Palace of the Signory to the palace and villas of the Medici was 
all but completed. This change in public life was the climax of a 
development that had begun in 1434, and which was the more 
remarkable as it coincided, under Lorenzo, with a decline of the p 22 (27) 
J\fedici bank which brought it, by I 494, to the verge ofbankruptcy. 
The resulting transformation of the political climate had in its 
turn been prepared by earlier developments. While under 
Cosima humanists could still extol republican equality, as if the 
republic were still intact, Alamanno Rinuccini accused Lorenzo 
of tyrannically suppressing the city's republican liberties. WrJle 
Cosimo was still chiefly praised as a republican statesman and 
patriot, Lorenzo was eulogized as head of the State. Married to 
an Orsini and addressed by the I<:ing of France as cousin, his 
close relations with Italian princes, and especially with Pope 
Innocent VIII, probably contributed to this change of climate. It 
was not surprising that they should consider him the virtual ruler 
of Florence, and that this in its turn should react on his position 
at home, despite his protests that, like his grandfather, he was no 
more than a private citizen. 

The Academy of the 'New Plato' 
One aspect of this change in the political climate was a greater 
emphasis on contemplative as against active life, in contrast to the 
attitude taken by the humanists of Salutati's and Bruni's time. 
While such preference could be defended, as in Landino's Camal
dolensian Disputations, with philosophical arguments, Alamanno 
Rinuccini, in his dialoque On Liberty of 1479, sees the withdrawal 
to a life of philosophical contemplation as an answer to the decline 
of republican institutions and civic values. The Platonic revival 
after the middle of the century helped to reinforce such attitudes. p 26 
The leading spirit of that revival, Marsilio Ficino (1433-99), (41, 42) 
believed in contemplation as the means by which philosophical 
knowledge and moral perfection could be attained, and preached 
indifference to external goods. One of the maxims he had inscribed 
in his villa at Careggi read: 'Flee troubles, be happy in the 
present.' 

Florentine Platonism may date back to the Council of Union in 
Florence (1439) when, according to Ficino, Cosima was so im
pressed by the Byzantine scholar Gemistus Plethon that he 
decided to found a Platonic Academy. Whatever the truth· of this 
story, it was Argyropoulos who prepared the ground for it. 
Cosima commissioned Ficino to translate Plato's dialogues, and 
Ficino followed the completion of this work in c. q68 with his 
Commentary on the Symposium (1469) and with his principal work, 
the Platonic Theology (1474). His small country house near the 
Medici villa at Careggi, which he had received from Cosima, 
became the city's foremost philosopical centre. From there his 
influence was to spread throughout Europe, with the result that 



p 2.6 
(43, 44) 
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Florence played once more, and for the last time, a leading role 
in the intellectual history of the Renaissance. He called his villa 
Academy in memory of Plato, and he and his friends dreamt of the 
rebirth of the Platonic school, and celebrated Plato's birthday 
with a solemn banquet. In fact the Academy of the 'new Plato' was 
not a school and had little in common with the institutional aca
demies of the r6th and 17th centuries. While it continued the 
tradition of humanist meetings, it had also some links with those 
of the religious companies of laymen which, like the Academy, 
provided a sense of spiritual community as well as a forum for the 
discussion of religious subjects. Like the confraternities and the 
humanist meetings of earlier days, the Academy included men of 
different philosophical views, and professional scholars as well as 
learned citizens. Among the former was Cristofaro Landino, 
since q. 58 professor of rhetoric and poetry at the University, who 
in his Dante CommentaT_)' reinterpreted the Divine Comedy in 
Platonic terms, U gollno V erino and Giorgio Vespucci Antonio; 
among the latter we find Lorenzo de' Medici, his brother-in-law 
Bernardo Rucellai, Giovanni Cavalcanti, Bernardo del Nero, and 
Fiero Guicciardini. Ficino's rapidly growing reputation outside 
Florence, which is rdl.ected by his vast correspondence, attracted 
visitors from abroad. The greatest of these was Fico della Miran
dola, who joined Ficino's circle in 1484. But while influenced by 
Ficino, Pica developed his philosophical doctrine from a great 
variety of sources, including the Jewish Cabbala, and was closer 
to the medieval scholastic traditions of Paris and Padua than to 
Florentine humanism. It was characteristic of his attitude that he 
should defend the medieval schoolmen against humanist criticism 
of their 'barbarity', on the grounds that truth was more important 
than words, and philosophy superior to grammar and rhetoric. 

But it was precisely with grammar and rhetoric that the hu
manists had been primarily concerned. Were Ficino and Pica still 
humanists in the traditional sense of that term? Some modern 
scholars, especially Garin, see in the Platonic Academy the un
folding of a philosophical humanism which complements and 
fulfils the highest aspirations of the literary humanism that preced
ded it; others, especially Kristeller, hold to the distinction between 
the two trends and would describe Pica as a humanist and philo
sopher and not as a philosophical humanist. This is not just a 
question of terminology. The philosophical doctrines of Ficino 
and Pica, preceded aE they were by Argyropoulos' teachings, had 
not only widened the intellectual horizon of the Florentine elite; 
they had also given rise to ideas and speculations that had little 
in common with the prevalently literary, historical and political 
interests of the earlier humanists. Ficino's metaphysical doctrine 
of the immortality of the soul, his theory of love as a sustaining 
principle of the universe, and his attempt to reconcile Platonic 
and nco-Platonic philosophy with Christian theology, transcend 
the philosophical interests of men like Salutati and Bruni, which 
were chiefly confined to ethics. At the same time, the humanist 
belief in the dignity of man was given a new metaphysical signifi
ficance by Ficino's concept of the soul as active centre of the 
universe. Moreover, the studia humanitatis not only remained the 
firm foundation of the new philosophical trends: Ficino's Pla
tonism itself reflects their historical approach to antiquity. His 
doctrine of pia philosaphia is based on his notion of a pre-Platonic 
philosophy and theology supposedly expounded by Hermes Tris
megistus, Orpheus, Pythagoras and others, and in fundamental 
agreement with Plato .. His belief in a basic harmony between pagan 
and biblical traditions could be taken to justify the study of ancient 
religions on theological, as well as on antiquarian, grounds. 

Poet, Patron and Cc»llector 
Side by side with the complex and often esoteric discussions in the 
Academy, humanist studies continued according to traditional 
lines, and found their greatest exponent in Politian (1454-94). 
While in his youth he had come under the influence of Argyro
poulos and Ficino, he described himself not as a philosopher, but 
as a critic, and considered Platonic dialectic 'too remote and 
difficult' for him. A Latin and Greek philologist of genius, he was 
also an accomplished poet in Latin and Italian, and thus per
sonified the reconciliation between the exclusive admiration and 
imitation of classical literature by the earlier humanists, and the 

'ivfany are the Florentines ;.vho have made thonselves memorable by the 
art of music', 1JJrote a I 4th-century observer. llfusical entertainments 
u;ere encouraged fry the iV!edici; this co:zcert scetze-1Pith one listener 
asleep-is from Luigi Pulci's 'lvforgante "11a._ggiore' a semi-burlesque 
version of the epic of Charlemczgne. ( IO) 

growing apprec1at10n of the Tuscan language as a medium of 
creative literature. Over many years a member of Lorenzo's 
household and tutor of his children, he was appointed to the chair 
of Greek and Latin rhetoric at the University in q8o. The Univer
sity which at first had played only a minor role in the development 
of Florentine humanism, became one of its major centres from 
about the middle of the century onwards. The decision, taken in 
1472, on Lorenzo's initiative, to restore the University of Pisa, 
and the consequent limitation of the Florentine University to 
classical and literary studies, while depriving the latter of other 
faculties, did not lessen its reputation, which was sustained not 
only by teachers of the calibre of Politian, but also by lesser men 
like Landino, and Demetrius Chalcondilas, who had succeeded 
Argyropoulos in the chair of Greek in 1475. 

Humanism remained a pervasive influence in Florentine civili
zation. Alberti's designs may serve to illustrate that influence in 
architecture, Bertoldo's medals and reliefs in sculpture. Politian 
was said to have acted as his artistic adviser, and he may have 
composed the programme for the portico frieze of Poggio a 
Caiano. Politian also provided in his Stanze a theme for Botticelli's p 2 5 (36) 
Birth of Venus. In the Triumph of Aemilius Paul/us, which he had 
represented in 1491 during the feasts for St John the Baptist, 
Lorenzo de' Medici imitated Plutarch's account. But the Platonic 
school, too, left its mark on Florentine art, as in the Primavera, P 77 (1) 
which Botticelli painted for Lorenzo the Magnificient's cousin, 
Lorenzo eli Pierfrancesco de' Medici, and perhaps in the Birth of 
Venus; and Ficino's belief in the creative powers of music had a 
practical as well as a philosophical significance, and no doubt 
affected the enthusiasm for instrumental and vocal recitals in fro 
Lorenzo's circle. Examples of such contacts and interactions 
between different disciplines could be multiplied ad infinitum: they 
reflect the absence of narrow specialization which characterized 
Florentine civilization in the Laurentian age, and had its counter-
part in the versatility of its major exponents. 

No one showed that versatility more strikingly than Lorenzo. 
.A friend and disciple of Ficino as well as his patron, his philoso
phical and poetic writings are inspired by the teachings of his 
master. Unlike Cosima, Lorenzo was a creative man ofletters. His 
Italian poetry-sonnets and carnival songs, eclogues and religious f I I 

and philosophical poems-is influenced by classical literature and 
popular Tuscan traditions. A prominent member of Ficino's 
circle, he was surrounded by scholars and poets on terms of 
friendship and intellectual equality. His influence on the civiliza-
tion of his age has been exaggerated: he was its representative 
rather than its inspirer. 

Lorenzo's literary interests and activities may have been one of 
the reasons why he extended his patronage to men ofletters rather 
than to artists and architects. Politian, like Ficino, owed bjs home 
and livelihood to Lorenzo, and had been educated at his expense. 
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The humanist Bartolomeo Scala, Chancellor of Florence since 
1465, and the poet Luigi Pulci enjoyed his patronage. To these 
men and others like them Lorenzo was bound not only by com
mon interests but also by friendship. No such bonds connected 
him with Florentine artists, although he seems to have encouraged 
young artists, including Michelangelo, to study his collection of 
antiques. It was his cousin Lorenzo di Pierfrancesco who was 
Botticelli's patron; the only artist continuously employed by 
Lorenzo was the sculptor Bertoldo di Giovanni. His small bron
zes reflect Lorenzo's admiration of antiquity and his passion for 
o!:?Jets d'art. These tastes are shown in Lorenzo's magnificent 

p 24 collection of antique and contemporary statuettes and plaquettes, 
(3 3, 34) medals and gems and precious tableware. He was a collector 

rather than a patron of the arts, and as such interested chiefly in 
antique works of art, as well as in manuscripts of Greek and 
Roman texts: he made Politian search for them in Italy, and John 
Lascaris in Greece. 'He was', says his 16th-century biographer, 
'so great a lover of antiquity that nothing enthused him more.' 

If his architectural projects lagged far behind those of Cosimo 
and of other Florentine patricians like Filippo Strozzi, the chief 
reason was no doubt the financial straits of the Medici bank. Of his 

p 22 (28) most important building project, the villa of Poggio a Caiano, 
Guicciardini says that although it was 'most sumptuous, he had 
not completed it when he died; and although in itself it was a great 
thing, nevertheless one may say that in comparison with the num
ber and size of Cosima's buildings, he did not build at all'.What 
remains of the original structure of Giuliano da Sangallo's build
ing, with its classical portico, shows Lorenzo's plan to imitate 
an antique Roman villa. 

Like other great patricians, Lorenzo succeeded in combining 
his manifold intellectual and artistic interests with a life of public 
activity; but there were significant differences. Unlike his grand-

An illustration from Lorenzo de' 1Hedici's 'Canzoni a Ballo', lighthearted 
sol{gs ~·hich were sung by the merrymakers at Florence'J· ma!ly festivals. 
Although Lorenzo's patronage of the arts fell short of Co.rimo's, he was 
a ta!etJtrd and l'ersatile poet in his own right. (II) 

The begimzings or 

father, he neglected the central management of the bank, which 
had been the foundation of Medici power, with disastrous conse
quences for its fortunes; a neglect which was the more serious as his 
political position, and especially his personal diplomacy, involved 
him in vast expenses. Careful to avoid ostentation and to live like 
other great citizens, he was the virtual ruler of Florence; his son 
Giovanni was created cardinal in I 489; and his circle, despite 
its easygoing domesticity, had also, with its clients and eulogists, 
some of the characteristics of a princely court. In the fresco of 
the Sassetti chapel at Sta Trinita, Lorenzo is portrayed as standing p 2 I ( 22) 
between other citizens, in the simple dress of the Florentine 
patricians; but the gesture with which he welcomes Politian, 
who humbly approaches him accompanied by three Medici chil-
dren, has a touch of seigneurial authority. 

Yet the fresco also reflects the continuity of patrician tradi-
tions. A less sophisticated painter than Botticelli, Domenico 
Ghirlandaio conveyed a faithful picture of the dignity and self- p 17 
confidence of the Florentine upper class in the frescoes he painted (II, 13) 
for Francesco Sassetti in Sta Trinita, and for Giovanni Torna-
buoni in Sta Maria Novella. The grave demeanour of the citizens 
in the Trinita fresco contrasts with the rich dresses of the Torna-
buoni ladies; and the group of scholars in the foreground of the 
Sta Maria Novella fresco (possibly portraits of Ficino, Landino, p 27 (5o) 
Politian, and Chalcondilas) illustrates the traditionally close re-
lationship between patricians and humanists. Francesco Sassetti 
(d.149o) was the general manager of the Medici bank; Giovanni 
Tornabuoni, Lorenzo's uncle and head of its Rome branch. Both 
belonged to families that had risen to prominence through the Me-
dici. Filippo Strozzi, on the other hand, was a scion of an ancient 
family which had been exiled by the Medici for over thirty years. 
According to his son's biography, Filippo wished to erect a palace 
which would be a monument to him and his family all over Italy. 
The second half of the century was marked by the building of 
many Florentine palaces; of these, the Strozzi palace, begun in p 15 (7) 
1489, was destined to be the most magnificent. Its ambitious plan 
testifies to the survival of patrician pride of status at a time when 
the ascendancy of the Medici was at its highest. 

Savonarola: Prophecy and Fulfilment 

Ghirlandaio's frescoes also illustrate, by the way in which the 
wordly scene in the foreground overshadows their religious 
context, some of the secular aspects of Florentine Renaissance 
civilization. Certainly not 'pagan' -most Quattrocento paintings 
represent religious subjects-it had inherited the medieval mer-
chant's attachment to worldly goods and values. Humanism had 
given these traditional attitudes a rational justification. On a more 
sophisticated intellectual plane, the study of ancient religions 
could lead to a reassessment of paganism; and the attempts to 
reconcile the latter with Christianity were, in their turn, sympto-
matic of such a reassessment. The ordinary Florentine citizem 
were no doubt little affected by such historical and philosophical 
trends, and were easily aroused by Girolamo Savonarola's relent- p 28 
less denunciations of worldliness and corruption in church and (51, 5 z) 
society, and by his prophecies of impending doom; but also mem- f I 

bers of the Platonic circle, including Ficino himself, and artists 
like Botticelli, came under his influence. Called from his native 
Ferrara to Florence in 1490 by Lorenzo probably on the recom
mendation of Pico della Mirandola, and appointed Prior of the 
convent of S. Marco, Savonarola soon became the city's most 
popular preacher. There had been other influential preachers 
before, and he himself had at first a serious rival in the Augustinian 
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monk Fra Mariano da Gennazzano. Savonarola owed much of 
his sudden rise to spiritual leadership in Florence to the political 
events which took place after Lorenzo's death in 1492, and which 
to many Florentines appeared as a fulfilment of his prophecies. 

These events changed the destinies not only of Florence, but 
also ofltaly. Charles VIII of France, having inherited the Ancrevin 
claims to Naples, decided to conquer that kingdom. The I~alian 
states had to take sides, and Florence, under Lorenzo's less capable 
and prudent son Piero, sided with Naples, thus abandoning its 
traditional pro-French policy. When the French army under 
Charles VIII entered Florentine territory in October 1494, Piero 
capitulated, but this did not save him from the mounting op-
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position in Florence, which was aggravated by dissatisfaction 
with his domestic policy. On 9th November he fled Florence in 
the midst of a popular rising. 

The republican restoration which followed the fall of the 
Medici regime testified to the survival of republicanism during 
the sixty years of that ::egime. But the patricians who were hoping 
to put the clock back were faced by demands for a wider distri
bution of political power. These demands were supported by Sa
vonarola, and it was 11':) doubt due largely to him and his followers 
that in December 14)4 a Great Council on the Venetian model 
was established. Composed of over 3,ooo members, in charge of 
legislation and of elections to offices, the Great Council provided 
the most democratic form of government Florence had ever 
possessed. Savonarola., whom his followers regarded as its creator, 
exercised during the following years a powerful political influence 
in Florence, as well as a kind of moral dictatorship. His claim that 
the renewal of the Church was to begin in Florence gave his 
attacks on moral corruption an urgency which was not lost on 

f I the Florentines, and .bis denunciations of luxury and worldliness 
found a ready respome in their traditional inclinations towards 
austerity and simplicity of manners. That he should also react 
against Renaissance values was not surprising. In his sermons, he 
violently attacked aesthetic attitudes to religious art; and in the 
'burning of vanities' during the carnival of 1498, there perished, 
together with heretical books, mirrors, 'and many vain things of 
great value', 'nude figures'. Not only commoners like Landucci, 
but also many members of the upper classes were converted by 
his preaching of mora.l regeneration; and Francesco Guicciardini, 
who was not uncritical of him, records that 'there was never in 
Florence so much virtue and religion as in his time'. But Savonaro
la's cbJef support came from the masses of ordinary citizens who 
were enraptured by his sermons and distraught by the political 
crisis which had engulfed their city after long years of relative 
peace and prosperity. Florence had lost Pisa in I494, and saw in 
the renewed French alliance her only hope of recovering it. The 
result was a war whi::h dragged on until 1509, and the virtual 
isolation of Florence in Italy. 

Savonarola's fall was as sudden as his rise to power. Political 
opposition to him had been growing, and bis excommunication 
by Alexander VI, due partly to bis reform sermons, and partly to 
his ardent support of ~he French alliance, had weakened his posi
tion. Arrested in I498 after a refusal to go through with an ordeal 
by fire, he was tried and burnt at the stake in May of the same 
year. In his trial he was alleged to have confessed to having been 
a false prophet. His fall shattered the hopes of many an honest 
citizen who had believed that Florence was destined to become 
the new Jerusalem. 

The End of Greatness 
Savonarola's death did not have any substantial effect on the city's 
political development. Florence remained loyal to the French 
alliance and preserved its new constitution. A major problem was 
the technical one of making the Great Council a working pro
position. Procedural reforms reinforced its democratic features, 
and estranged many patricians who had at first supported it. 
Patrician pressure led, in I 5 oz, to the transformation of the two
monthly Gonfaloniership of Justice into one for life; but the 
democratic leanings of the new Gonfalonier Piero Soderini 
disappointed many aristocrats who had hoped that this would be 
the first step in an oligarchical reform of the constitution. Internal 

p 19 (I9) conflicts were sharpened by the war against Pisa and the financial 
sacrifices it necessitated. Florence had only the lukewarm help of 
France to rely on, and her exposed position was amply demon
strated by the threat to her independence from Cesare Borgia in 
I 5 01-2. Pis a was finally recovered in I 5 09; but the city's loyalty 
to the French alliance led to the restoration of the Medici by a 
Spanish army after the collapse of French power in Italy in I 5 I 2. 
This restoration had been prepared by the growth of the Medici 
faction in Florence: the Medici could appear as better guardians 
of patrician interests than the new democracy. Such sentiments 
found an intellectual centre in the meetings of humanists and 
citizens which took place in the gardens of Bernardo Rucellai, 
one of the patricians who had withdrawn from public life. After 

the Medici restoration, the Rucellai gardens were to become once 
more a centre of intellectual opposition; but this time against 
the Medici. 

For the Medici had returned with a vengeance. Restored by 
force of arms, they could rely on the power of Rome after Lo-
renzo's son Giovanni had been elected Pope in I 513· Under Leo X p 47 (7) 
Florence became, for all practical purposes, an annex of the pa-
pacy. It was first governed by Leo's brother Giuliano (d.Ip6), 
then by Piero's son Lorenzo, who in I 516 became Duke ofUrbino. 
He died in I 5 I9, and Florence remained under the government 
of Cardinal Giulio, son of Lorenzo the Magnificent's brother 
Giuliano. In 1 52 I Leo X died, and in I 52 3 Giulio became, as 
Clement VII, the second Medici Pope. 

The new regime differed from that of the early Medici in that it 
depended far less on the co-operation and support of the Floren
tine patriciate. Under papal control, it constituted a step further 
in the direction of the principate. But the memories of the repub
lic of I494 remained alive, and inspired the members of the 
Rucellai circle, where Niccolo Machiavelli read his Discourses 
on Lizy in which he celebrated the ancient Roman republic. Re
publican opposition led to an abortive conspiracy in I 5 22, and in 
I 52 7 to the last expulsion of the Medici. The immediate cause was 
the Sack of Rome: the prompt collapse of the Medici regime 
showed its dependency on the papacy. The republican constitu
tion was restored in the form in which it had been abolished in 
I 5 I 2; there was a Savonarolan revival; but the city's last repub
lican regime fell for much the same reasons as its predecessor in 
I p2. The republic's pro-French policy proved once more fatal. 
After a long and heroic siege, Florence capitulated in August I 5 30 p 28 (53) 
to the Imperial Army; but this time, the restoration of the Medici 
was followed by the establishment of the principate. Alessandro, 
the illegitimate son of the younger Lorenzo, was created Lord of 
Florence by Charles V in I 53 1 ; in the following year, he assumed 
the title of Duke. The political transformation of the Florentine 
republic, which had begun almost exactly Ioo years earlier, was 
completed. 

We have tried to show how Florentine Renaissance civilization 
was rooted within the political and social framework of that re
public. The republican revival of I494, short-lived as it was, could 
appear not only as a return to the city's traditional way of life, but 
also as its most vigorous manifestation. Political power and re
sponsibility were actively shared by more citizens than before I 4 34; 
political debate revived with freedom of speech; military challenges 
that would have daunted greater powers were met with a self
confidence reminiscent of the wars against Giangaleazzo Visconti. 
Public patronage assumed a political character. Michelangelo's 
David, a symbol of republican patriotism, was set up in front of 
the Palazzo Vecchio in I 5 04, where it joined Donatello's judith 
and Holofernes which, having previously belonged to the Medici 
collection, had been placed outside the government palace in I 49 5, 
as an 'exemplar of public safety'. In that year, Simone Pollaiuolo 
was commissioned to build a new hall for the Great Council. In
augurated in 1496, it was intended to be decorated with paintings 
celebrating Florentine victories by Michelangelo and Leonardo 
da Vinci. 

That public patronage should have been extended to the two 
greatest Florentine artists of their time was in the tradition of the 
Florentine republic, and so was the competitive aspect of the 
commissions. Leonardo and Michelangelo personify some of its 
outstanding characteristics in the universality of their genius and 
in the harmonious fusion of art, learning, and literature. Their 
work shows, in its most powerful and mature form, the inspiring 
impact of antiquity: Leonardo's revolutionary scientific enquiries 
were inspired by classical sources as well as by empirical observa
tion. In Michelangelo's Medici chapel at S. Lorenzo the creative 
interpretation of classical models reached a sublime individuality. 
The story of its execution, though belonging to the history of art, 
is not without political overtones. Commissioned in I 5 I 9 or I 5 20 
by Leo X and Cardinal Giulio, work on it was interrupted when 
the republic was restored in I 527, and was never completed. 
Michelangelo's republican sentiments may have been largely 
responsible for his abandoning the tombs when he left Florence 
in I 5 34· Three years later, Duke Alessandro was assassinated by 
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p 19 (rS) 

p 2 7 (49) 

his own cousin Lorenzino: a tyrannicide in the classical tradition 
which was meant to restore the republic, but failed to do so. Some 
time afterwards, one of the republican exiles, Donato Giannotti, 
may have persuaded Michelangelo to make a marble bust of 
Brutus for Cardinal Ridolfi, a leading opponent to the new Duke 
Cosima. \'Vhatever Michelangelo's personal views on Brutus, the 
republican inspiration of the unfinished work is evident. Michel
angelo's bust of Caesar's murderer thus appears as the last artistic 
manifestation of Florentine republican ideals. 

Machiavelli and Guicciardini 
Brutus had been a symbol of Florentine republicanism since the 
14th century. Before a young Florentine conspirator against the 
Medici was executed in I5I3, he implored a friend who was 
trying to console him to get Brutus out of his head, so that he 
could die a good Christian. In his Discourses, which he completed 
in I 5 r 7, 1fachiavelli praised Brutus as an exemplar of republican 
patriotism. Machiavelli was the foremost intellectual represen
tative of the republican revival after I494· A prominent member of 
the Chancery between I498 and I 5 I 2, an expert diplomatist and 
close collaborator of Soderini, he reminds us of the great humanist 
chancellors of the early Florentine Renaissance in his commit
ment to civic values and his admiration for the ancient Roman 
republic. But he was not a professional humanist, and his career 
was cut short by a revolution. His enforced leisure provided him 
with the opportunity, the contemporary political crises with an 
incentive, to reconsider problems and ideas of the past regime, 
and to investigate, in the context of a cyclical philosophy of 
history based on Polybius, the causes of the decline and fall of 
states and political societies. That in the Prince, which he dedicated 
to the young Lorenzo, he should have expounded the technique 
of autocratic power, not only shows his commitment to a new 
concept of objective political science, but also reflects the crisis 
of Florentine republicanism after I 5 r 2. 

Machiavelli's political genius was rooted in the accumulated 
wisdom of the Florentine ruling class, to which he did not belong, 
and inspired by humanist admiration of antiquity. He was also 
faced by the problem of divided loyalties in an age of transition. 
Similarly Francesco Guicciardini, Florentine patrician and papal 
governor, could write, between I 52 I and I 52 5, a blueprint for a 
new republican constitution, protesting at the same time that, a 
loyal servant of the Medici, he owed a superior loyalty to his city. 
The programme, cautiously couched in the form of a dialogue and 
never published by him, closely followed the example of the 
aristocratic Venetian constitution. \Y!ritten at a time when the 
only real alternatives for Florence were democracy or absolutism, 
it was the fullest and most radical statement of the political ideals 
and aspirations of the Florentine patriciate of the Renaissance 
period. 

Machiavelli and Guicciardini also bherited from the early 
Florentine humanists the concern with civic history and the belief 
in its political significance. r6th-century Florence witnessed a 
remarkable flourishing of municipal historiography, which was 
partly prompted by the political crises and revolutions of the first 
thirty years. Machiavelli and Guicciardini pioneered this develop
ment. But while Machiavelli confined himself to his History of 
Florence (I 5 20-2 5 ), Guicciardini, after writing an unfinished history 
of his town in I 5 o8-9 and beginning another in about I 5 28, com
posed between 1 53 6 and his death in I 5 40 his greatest historical 
work, the History of Italy, which transcended the boundaries of 
his native city, and thus mirrors his own progress from Florentine 
patrician to Italian statesman. In doing so it also reflects a signifi
cant trend in Florentine civilization. 

During much of the I 5th century, Florence had been, despite 
its manifold contacts with the outside world, and despite its 
intellectual and artistic leadership, a relatively closed world, 
deeply rooted in its medieval traditions. Politically this continuity 
was expressed by the survival of a basically oligarchical structure 
of government, and, in foreign relations, of a system of equili
brium which secured Florence the status of an independent great 
power in Italy. The foreign invasions destroyed this equilibrium, 
created new and frequently changing alignments, and, while 
making it increasingly difficult for the republican regimes to 

42. 

The beginnit~g~r of humanisttJ in Florence 

survive, widened the political perspective of the Florentines. The 
long dependency on the papacy contributed to this process. If 
Guicciardini wrote the history of the Italian wars, Macl:1iavelli 
composed the Prince for an Italian ruler. The political stabilization 
of Italy under Spanish preponderance, which was finally accepted 
by France in I 55 9, counteracted this process by leaving the Tuscan 
duchy secure within its frontiers. These frontiers had been extended 
by the acquisition of Siena in I 5 57. At the same time, Florence lost 
her ruling position within the dominions of Duke Cosima. Ever 
since the beginnings of communal independence, the Florentines 
had ruled the inhabitants of their expanding territory as their 
subjects. This distinction between rulers and ruled disappeared 
under the absolute prince, who treated Florentines and non
Florentines alike as his subjects. 

To these political changes corresponded, though not neces
sarily in terms of cause and effect, changes in the position of Flor
ence in art and learning. From the end of the 14th century 
onwards, Florentine humanists, artists and architects had secured 
for their city a dominant role in the development of the New 
Learning and in the revival of antique art; from Florence, their 
influence spread over Italy and beyond. After the middle of the 
I 5th century, Florence gradually lost this position, although 
Ficino's Academy made her once more, for a brief period, the 
centre of an intellectual movement. Lorenzo, rather than patron
izing Florentine artists, recommended them for employment 
abroad. In doing so he contributed to a general trend. The emi
gration, temporary or permanent, of Florentine artists and archi
tects, while not a new phenomenon, is a significant trait of the 
history of Florentine art and architecture in the later Renaissance. 
While helping to spread Florentine artistic achievements abroad, 
it also deprived the city of much of their work. The career of 
Michelangelo presents the most striking example of this develop
ment. By the early I 6th century, Papal Rome, not Florence, was 
the artistic centre of Italy. 

To what extent was this development due to a decline in the 
public and private patronage which had contributed so much to 
the unfolding of Florentine Renaissance art? This question relates 
to the wider one of the effects of the political and social changes 
in the first half of the I 6th century on Florentine civilization. It is 
often assumed that the end of the republic was decisive for the 
decline of that civilization. This is too facile an explanation. Art 
and learning have their own independent developments which 
are not necessarily affected by changing external circumstances. 
Yet Florentine Renaissance civilization, rooted as it had been in 
the social and political structure of the republic, was bound to be 
profoundly affected by its decline and fall. Moreover, these 
political changes coincided with economic ones. The wool in
dustry, once the principal source of Florence's prosperity, had 
declined during the I 5th century, but the rise of the silk industry 
had to some extent compensated for this, and trade with the 
Orient had opened up new markets. Despite many economic 
problems, Florence was a prosperous town at the end of the 15th 
century: the decline of the Medici bank was the exception to the 
rule, and largely due to personal causes. The wars after 1494 
sapped the city's wealth; and the general European changes in 
trade routes and in the geographical distribution of industrial 
production further reduced her importance as a leading economic 
centre. The Florentine patricians, whose commercial ventures had 
once covered Europe, and whose accumulated wealth had fur
thered art and scholarship, became increasingly an aristocracy 
which derived their income from land. While they continued to 
participate in government and administration, the creation of the 
absolute monarchy deprived them for ever of the rights and 
responsibilities which had formed so much of the social back
ground of Florentine civilization. While private patrons con
tinued to commission artists, patronage was now, as in other 
Italian monarchies, centred in the court. The ancient Palace of the 
Signory became, in I 5 40, for a time the ducal residence, and the 
Hall of the Great Council was used for ceremonial receptions. 
At the centre of its ceiling, Vasari portrayed, in 1565, Cosima 
crowned by a woman personifying Florence; in a neighbouring 
room, he represented him surrounded by artists and architects, 
as a princely patron of the arts. 



II WIDENINQ CIRCLES 

The Renaissance in Italy outside Florence 

CECIL CiRAYSON 



(Thus it may be seen how many noble works we possess 

through the effort of these scholars and how much we are 

indebted to them; and how greatly the students 

of our own time have been enlightened 

by their discoveries'. 

VESPASIANO DA BISTICCI 

It was at Rome 

that the intellectual revival and many of the innovations in art 
which had begun in Florence reached their fruition. From the end 
of the 15th century Rome was the cultural leader ofitaly, although 
strangely enough few of the men who gave her that leadership 
were themselves Roman. They had come from all over Italy at 
the call of a series of outstanding popes-men, for the most part, 
of boundless ambition and consummate political talent, who were 
determined to make Rome culturally as well as spiritually supreme. 
The popes were princes in just the same way as were the other 
rulers of Italy, and they used their territories, the Papal States, 
both as a source of revenue and as a means to enriching their 
families. And at a time when rulers were competing for the 
prestige of employing the greatest scholars and artists, buildings 
and scholars in papal service symbolized papal grandeur. 

The career of Aeneas Sylvius Piccolomini (his very name 
proclaims the advent of humanism) could only have been possible 
against such a background. Born in 1405 into an old Sienese 
family, he was educated at the University of Siena and at Florence, 
where he met Filelfo. From 1431 to 1445 he was involved in the 
troubled world of church politics: he supported the 'Conciliar' 
party which opposed the claims of Eugenius IV and aimed at the 
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subordination of the pope's power to that of the Councils. As a 
secretary he slowly climbed the social ladder and explored Europe, 
visiting Scotland and Germany, and writing poetry, a comedy 
and a love-story (based on an affair of his own). Then in 1445, 
embittered by the disunion in his own party, he changed sides 
and became an ardent papal supporter. Thereafter his rise was 
rapid. He took orders in 1446, was made a bishop in 1450, cardinal 
in 1456 and, on the death of Callixtus III in 1458, Pope. All the 
time he was writing letters and books in fluent Latin. 

The fresco by Pinturicchio (opposite) shows Aeneas Sylvius, 
who took the name of Pius II, entering the basilica of St John 
Lateran (the Cathedral of Rome, St Peter's being strictly in the 
Vatican). He is carried on a throne beneath a rich canopy. In front 
of him kneels a sacristan carrying a staff on which a tuft of cotton 
is burning, a reminder to the Pope that all human glory is fleeting. 

Pius II reigned for six years. He did much to encourage 
scholarship and the arts, but his zeal in this direction was dimin
ished by two other overriding concerns-the enrichment of his 
own family and the organization of a Crusade against the Turks. 
It was while trying to collect an army for this latter purpose at 
Ancona that he died in 1464. (r) 





The heart of Christendom , the Vatican, was transformed by 
the Renaissance Popes into a truly imperial capital. Everything 
was conceived anew on a titanic scale. Sketches (below) made by 
Maerten van Heemskerck about 15 34 show the old basilica of St 
Peter's, dating from the 4th century, partially demolished. In the 
first drawing (left) its nave arcade still occupies the foreground, 
with one of the old tombs on the right. Michelangelo's huge new 
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Sixtus IV (1471-84) built the Sistine 
Chapel in 1473 and a few years later 
had it decorated by the leading artists 
of all Italy-Botticelli, Signorelli, 
Ghirlandaio and Perugino. This fresco 
by Melozzo da Forli (left) shows him 
receiving the humanist Platina. Platina 
was a member of the so-called 'Roman 
Academy', proscribed under Paul III 
for heresy and paganism. Characteris
tically, under Sixtus IV, he became 
Keeper of the Vatican Library, and 
was the author of an authoritative 
Lives of the Popes. (2) 

Alexander VI (1492-1503), the Bor
gia Pope (below) employed Pinturic
chio to decorate his apartments. A 
nephew of Callixtus III, he was made 
a cardinal at the age of 26 and became 
notorious, even at that time, for luxury 
and sensual indulgence. (3) 

crossing-piers tower over it. In the central picture, just in front 
of the new work, are the ancient round chapel of St Andrew, soon 
to be pulled down, and the Egyptian obelisk later re-erected as the 
centrepiece of Bernini's piazza; and in the background the Sistine 
Chapel. The engraving on the far right shows the same area from 
the east about thirty years later ; work on the dome has now 
reached the drum stage. (4, 5, 8) 



Julius II (I503-13), the warnor
pope, is perhaps the most dynamic 
figure of the age-a fitting patron for 
Michelangelo, whom he employed on 
a vast project for his own tomb and 
then (to the artist's annoyance) on the 
Sistine Ceiling. This portrait (left) is a 
detail from Raphael's Stanze, which he 
also commissioned. It was he too who 
initiated the rebuilding of St Peter's, 
originally to a design by Bramante. 
Julius was Sixtus IV's nephew, and 
can be seen as a cardinal, facing his 
uncle, in the fresco opposite. (6) 

Leo X (I 5 I 3- 2 I) was a Medici, the son 
of Lorenzo the Magnificent. Cultured, 
worldly and generous, he made Rome 
a city of unequalled splendour. This 
portrait is a drawing made for one of 
the Stanze frescoes, and is probably by 
Raphael's pupil, Giulio Romano. (7) 
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Naples is the orphan of Italian his
tory. Other states, despite their diffi
culties, were sustained by a sense of 
civic pride or at least civic identity. In 
Naples this was not so easy to feel. 
Throughout most of the Middle Ages 
it had been a prize or bargaining point 
to Spain, France, the Empire and the 
Pope, ruled over by foreigners who 
failed to win, or deserve, the good 
will of its people. In I442, however, 
the Angevins were driven out, though 
their claims were taken up by the kings 
of France (this was the pretext for the 
invasion of Italy by France at the end 
of the century). The new king, Alfon
so V, reunited 'the Two Sicilies' under 
his rule. It was the beginning of 
Naples' brief Golden Age. The panor
ama (above) shows the city in I464. The 
fleet is entering harbour after the li bera
tion of Ischia from Giovanni Torella, 
an Angevin supporter. The Castel 
Nuovo is prominent towards the left. 
On the hill in the background is the 
monastery of S. Martino. (9) 

'He entered Naples like a conqueror 
of old', wrote Vespasiano. Alfonso, 
called 'the Magnanimous', is among 
the most sympathetic of Italian prin
ces. His arrival in I442 inaugurated 
the Renaissance in Naples and his 
death in I 4 5 8 brought to an end a brief 
but splendid era. During those sixteen 
years the city was the equal of any 
except Florence, attracting schol
ars as eminent as Filelfo and Valla. 
In architecture the best known mon
ument of the period is probably the 
triumphal entrance (left) added by 
Alfonso V to the Castel Nuovo. The 
king's entry into Naples is depicted in 
the relief above the main arch (right). 
After Alfonso came the reign of his 
illegitimate son Ferrante, in whose 
time the poets Pontano and Sannaz
aro created Latin and Italian poetry 
and prose which was admired and 
influential throughout Europe. Then 
followed more civil war, the French 
invasion and the establishment of 
Spanish rule. The Neapolitan Renais
sance was over. (I o, I I) 





Antonio Filarete of Florence was 
Lodovico's architect and engineer. 
His heart, however, was in a vast 
imaginary city, to be called Sforzinda. 
He filled a large volume with plans 
and drawings (above) and notes on 
their symbolic meanings. (14) 

Donato Bramante of Urbina, one of 
the leaders of the Roman Renaissance, 
worked in Milan as a young man, 
building the dome of Sta Maria delle 
Grazie (right). Bramante's version of 
the new style was to mould Lombard 
architecture for years to come. (I 5) 

Milan had ampler resources than the 
other city-states: rich land, prosperous 
cities, natural frontiers . Its handicap 
was disunity. The political system was 
only adapted to autocracy (as the 1447-
5 o republican experiment showed). 
Faction made stability precarious and 
the peace of the state was constantly 
being sacrificed to personal rivalries 
often leading to outside intervention. 

In 1450 the old Visconti family, 
whose greatest member, Giangaleaz
zo, had carried Milan to its peak, was 
replaced by the condottiere Francesco 
Sforza. Under him and his son, Lodo
vico, Milan became a famous cultural 
centre. Left: Lodovico 'il Moro' 
being presented by Bernardino of 
Treviso with his Commentary on the 
Meteorologica of Aristotle. (12) 

Leonardo do Vinci came here about 
1482, on Lodovico's invitation. His 
sketch for a bronze monument to 
Francesco Sforza (above) was un
precedented in boldness of technique 
and the statue was never cast. (13) 



The fortress home of the Sforzas was 
the Castello (below left), built by 
Francesco Sforza from 1450 onwards. 
Several architects worked on it and 
Leonardo is thought to have designed 
these strange tree-knots painted on 
one of the ceilings. (16, 17) 

Lodovico's wife was Beatrice d'Este, 
daughter of the Duke of Ferrara. 
Leonardo's portrait (above) brings 
out the intelligence and strength 
which we know her to have possessed. 
She died young, in child-birth. (I 8) 

Wandering from court to court, 
scholars like Francesco Filelfo (above) 
were obliged to flatter a series of pat
rons in order to make a living. 'Duke 
Francesco granted him a salary',says 
Vespasiano, 'because he was writing 
an account in verse of his doings, 
called the S f orziade .' ( 1 9) 



Venice, secure in her wealth and look
ing to the East rather than to Eur
ope, was long unaffected by the new 
ideas stemming from Florence. But 
from the end of the I 5th century she 
began to excel in almost every re
spect- in art (Bellini, Carpaccio, Gior
gione, Titian, Tintoretto ), in archi
tecture (Sansovino ), printing (Aldus 
Manutius ), music (Willaert, Gab
rieli) and literature. This bird's-eye 
view shows Venice in the mid-I6th 
century. The Grand Canal, bridged 
by the Rialto, snakes its way through 
the city, lined with palaces. (zo) 

The Doge was theoretically the head 
of state, but his powers had been so 
diminished that he was little more 
than a figure-head. The real rulers of 
Venice were the Council of Ten, the 
committee of the Great Council-a 
body strictly confined to the 'nobility' 
of the city and closed to everyone else. 
Leonardo Loredan (left) was elected 
Doge in qoi and reigned for twenty 
years. Giovanni Bellini's portrait has 
all the psychological insight and rich
ness of colour that were to characterize 
Venetian painting for the next hun
dred years. ( 2 I) 



Patrician scholar and runaway poet. 
Far left: Ermolao Barbaro, greatest of 
Venetian humanists, from a painting 
by Carpaccio. Left: Pietro Aretina, 
satirist, playwright, pornographer, 
'scourge of princes'. 'With a goose 
quill and a few sheets of paper I mock 
the Universe.' (22, 23) 

In architecture too the Renaissance 
arrived late in Venice. Pietro Lom
bardo's StaMaria dei Miracoli (above), 
one of the earliest buildings in the 
new style (I48I), mixes classical pilas
ters with inlaid marble patterns der
ived ultimately from Byzantium. (24) 

The Library of St Mark, built by 
Sansovino between I 5 3 6 and I 5 5 3, 
displays the mature Renaissance style 
fully understood-superimposed Dor
ic and Ionic orders, surmounted by a 
lavishly sculptured attic storey. ( 2 5) 
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Urbino between 1450 and 1508 was 
perhaps the most astonishing place in 
Europe; a poor mountainous duchy 
of 1 5 o,ooo inhabitants, ruled by a 
mercenary soldier, which yet outshone 
practically every other city in art, 
scholarship and the cultural life of its 
court. Its position was due entirely to 
one man- Federigo da Montefeltro 
(right, with his wife Battista Sforza, in 
portraits by Piero della Francesca). 
His palace (below), was designed 
mainly by Luciano di Laurana. Built 
on a steep irregular site, it dominates 
the little city. (z6, 27, z8) 



Lecture in progress : Federigo and 
his young son Guidobaldo attend a 
discourse by a humanist scholar, 
probably Paul of Middelbourg. Fed
erigo was devoted to the New Learn
ing. His library contained practically 
every known classical text. Below: the 
courtyard and studiolo of the palace, 
the latter decorated with trompe 
l 'oeil intarsia work. The books, musi
cal instruments and pieces of armour 
symbolize the Duke's complex charac
ter. He was the complete Renaissance 
gentleman-well versed in all the 
accomplishments and arts, as well as 
being a successful general. 'Messer 
Federigo', wrote Ve pasiano, 'had 
many praiseworthy qualities, and 
such another character, virtuous in 
every respect, the age could not pro
duce.' (29, 30, 32) 

Guidobaldo, Federigo's son (above), 
continued his father's policy and pa
tronage, though he was a less astute 
politician. It was during his reign that 
Castiglione (below, in a portrait by 
Raphael) lived at Urbino and immor
talized its ruling circle in his Book of 
the Courtier. Guidobaldoand his friends 
discuss the requirements of the ideal 
man-learning, honesty, courage in 
war, respect for women and talent 
in the arts. (3 I, 3 3) 
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At Ferrara the court shared many of 
the same ideals as Urbino, with per
haps even more emphasis on educa
tion. The Este family were established 
here as early as the qth century. In 
1441 Leonello d'Este became Duke. 
Educated by one of the most eminent 
humanist scholars, Guarino da Verona, 
he immediately set about remodelling 
his duchy according to the principles 
he had learnt. Pisanello's portrait of 
him (below) was painted probably in 
the year of his accession.' (34) 

The leisured life led by the Ferrarese 
court month by month is portrayed in 
a series of frescoes in the summer 
palace of the Estes, the Palazzo Schifa
noia, by two leading artists of the 
school of Ferrara, Cosimo Tura and 
Francesco del Cossa. The scene on the 
right, by Cossa, shows Duke Borso, 
Leonello's brother, about to set off 
hunting with his courtiers, pages and 
falconers . Borso is the large man in 
the centre, facing left. In the left 
background is the 'occupation' for 
the month of March, pruning the 
vine, the agile movements of the boys 
contrasting with the deliberation of 
the older men. On the upper left, the 
hunt appears again, led by a hound 
hot on the scent. (3 5) 



Ariosto (I474-I 533), author of Or
lando Furioso, a long romantic epic 
based on the story of Roland, lived 
most of his life under the patronage of 
the Este family . The poem instantly 
became popular and was widely im
itated both in Italy and other countries. 
Besides receiving a salary from the 
Dukes of Ferrara, Ariosto was also 
employed on diplomatic missions and 
even acted as governor of a province 
for three years. This portrait, with the 
poet's laurel as background, is by 
Palma Vecchio. (36) 

Tasso (I 544- 95) continued Ferrara's 
literary traditions later in the century. 
Born at Sorrento, he led a nomadic 
early life, visiting Rome, Urbino, 
Venice and Padua before settling 
in Ferrara in I 5 65 . The Estes admired 
him, and he wrote his best work 
-the pastoral drama Aminta and 
the epic Gerusalemme Liberata (on the 
Crusades )- with their encouragement. 
His later years were clouded by 
quarrels and mental illness and he died, 
prematurelyold,inRomein I595· (37) 
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Rimini lies only a few miles from Urbina, but there could scarcely 
be a greater contrast than that between their two rulers. Whereas 
Federigo of Urbina was extolled as the ideal prince, Sigismondo 
Malatesta of Rimini was a byword, even in that age, for ruthless
ness and cruelty. In one respect, however, they were alike-in 
their patronage, and genuine appreciation, of the arts. Sigismon
do's motives were no doubt mixed. Poets could transmit the name 
of Malatesta to posterity ; painters could immortalize his features, 
suitably idealized; architects could make Rimini into an echo of 
ancient Rome. Yet, after all, the reality of his taste remains. Alberti 
and Piero della Francesca were only two of the famous men he 
attracted to his court. 

Sigismondo inherited the lordship of Rimini in 1432· It was a 
small town with a medieval castle (right) and a large, rather bare 
church, S. Francesco. This latter Sigismondo transformed into a 
sort of pagan temple to his own glory, the Tempio Malatestiano. 
Alberti made the designs, basing the fa<;ade (below) on a Roman 
triumphal arch. It was originally to have had a superstructure with 
another arch, but was never finished. (38, 39) 
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Grim elephants-the Malatesta em
blem-carry a classical plaque with 
Sigismondo's profile within a laurel 
wreath: one of the many heraldic 
ornaments and sculptured reliefs car
ved by Agostino di Duccio inside the 
Tempio. The iconography does, in 
fact, follow an orthodox scheme, but 
there are so many all sions to pagan 
Rome that Sigismondo's bitter enemy 
Pius II wrote: 'Sigismondo has built a 
noble temple, but he has so filled it 
with godless works that it seems to 
be a place not for Christians but for 
heathen devil-worshippers .' (40) 
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Mantua was the seat of another family made illustrious by its 
appreciation of the new intellectual currents, the Gonzagas. 
Alberti built here two of his most influential churches; Mantegna 
was court-painter; and later Giulio Romano made it one of the 
most fascinating centres of Mannerism. Among Mantegna's 
commissions was the decoration of a room in the palace with 
frescoes showing the family and leading members of the court. 
In the main scene (above) Lodovico Gonzaga is shown receiving 
a letter announcing that his son Francesco has been created car
dinal. He leans back in his chair to speak to the messenger. Next 
to him sits his wife Barbara of Brandenburg with two other sons 
and (on the right) a court dwarf. In another scene (left) Lodovico 
greets the new cardinal. (41, 42) 

Each of these small Italian courts, in spite of intermarriage, in spite 
of the fact that artists and writers were continually moving from 
one to another, displays a very clear personality of its own-of 
which, in most cases, one is still distinctly aware today. It is this 
sudden flowering of a dynamic new culture in a number of limited 
local centres that gives the Renaissance in Italy much of its peculiar 
diversity and its endless interest . 



The Renaisscince in Italy 
outside Florence 

CECIL GRAYSON 

THE DIVISION of the Renaissance in Italy in this volume into 
Florence on the one hand and the rest ofltaly on the other, already 
suggests an assessment of relative importance which would no 
doubt have appealed to the Florentines of that age as much as it 
has tended recently to dominate the direction of modern historical 
studies. There is a vitality and coherence about the traditions of 
Florence, about the relationship of thought and literature to social, 
political and economic evolution from Dante down to the end of 
the Republic, that have justifiably aroused admiration and attracted 
scholarly enquiry. In an overall view of the Renaissance Florence 
not only often appears to be the dynamo, the real force centre, but 
she seems at the same time unique in that the studies pursued and 
the energies released are somehow more rooted in the life of her 
people. At a superficial glance, by contrast, what appears as 
indigenous in Florence and to arise from or combine easily with 
her institutions, outside Florence, in different political-social 
contexts, more frequently looks like a superimposition or im
portation; not the pursuit of a society but the diversion of an elite 
or the adornment and prop of tyranny. There is some degree of 
idealogical interference in this picture, just as there is distortion of 
a different kind in an image of the Renaissance in which the major 
figures, most of them non-Florentines, are popes and princes, 
famous and nefarious, renowned for military valour, political 
cunning or moral laxity which they succeeded in combining with 
lavish patronage of the arts. 

It is a question of angle of vision. But take out Florence, and 
the task of reviewing the Renaissance in the rest of Italy is made 
not easier but more difJicult: for in a period of social and political 
disunity it will not too easily respond to unified consideration 
even on a cultural plane. Instead there would seem to be distinct 
advantages in maintaining the limitations imposed by geography 
and politics, if only to be made aware of what precise part the 
various principal centres played in the age we call the Renaissance. 
It was with such considerations in mind that the present chapter 
was written-that is, with a deliberate desire to outline the essential 
social and cultural developments that characterize the major states 
and cities: Rome, Naples, Milan, Venice and Padua, Ferrara and 
Mantua, Urbina and Rimini. This presentation aims to show particu
larly how and whythesecentres developed their own distinctive cul
turefromindigenous and/or imported elements, and contributed to 
the social, intellectual and literary evolution of the I 5th and I 6th 
centuries. The aim is to demonstrate not only the similarities with, 
but more especially th~ differences from Florence, and to show 
how certain directions of thought and literature, many originating 
in Tuscany, come to full (and diverse) development in other 
centres. 

Rome 

The history of the Renaissance in Rome is closely bound up with 
the cultural interests and patronage of the popes; so much so that 
it appears to be personified by and identified with certain out
standing pontiffs, of whom there was a remarkable succession 
between Nicholas V (1447) and Paul III (I5 5o). With the ex
ception, however, of Pius II, who wrote a great deal, they were 
patrons not producers of the arts, and it is as such that they have 
stolen the limelight in the general picture of the age. This is 

Pre-Renahsance Rome: a German ;voodcut of I 49} shmving the Vatican. 
The standard of accuracy is not very high, but old St Peter's and the 
Pope's palace are clearly indicated. The loggia in front of the atriUln of the 
church stands out prominently. (I) 

certainly justified up to a point, since without their favour there 
would have been little or no cultural life in Rome. Before their 
time it is difficult to find much of an indigenous tradition. They 
created or continued the conditions which drew scholars and 
artists from the rest of Italy and from further afield as well. The 
result is that the Renaissance there is Roman only in as much as it is 
papal, and in fact hardly more Roman than the pontiffs themselves 
(which none of them were). In this sense it is more cosmopolitan 
than any other centre in Italy. 

There were other factors in play besides the prospect of lu
crative reward or employment. With the election at the Council of 
Constance of Martin V (14I7) and the end of the Great Schism, 
the Church was restored to unity, and Rome began again fully to 
exert its natural and now undisputed attraction as the centre of the 
Christian world. Even before this time Rome had drawn men to 
contemplate or lament over her as the decayed museum of the 
ancient world, a storehouse of historical, archaeological, architectu
ral and epigraphical material of vital interest to humanists like 
Poggio Bracciolini. The story of the Renaissance in Rome might 
be said to begin with the two Tuscan 'exiles', Poggio and Bruni, 
who were first employed during the brief but enlightened papacy 
of Innocent VII ( 1404-6). They initiated an important tradition of 
learned Latinists in the service of the Curia. From Bruni and Pog
gio down to Bembo and Sadoleto, the popes, with a brief inter
ruption under Paul II, recognized and exploited the new human
ism for their own glory as well as for the administrative, diplo
matic and oratorical talents these men possessed. Almost all the 
great scholars of the I 5th and early I 6th centuries at some time 
found their way to Rome and a post in the Curia, and for all the 
political vicissitudes of the age and the unpredictable changes of 
popes, Rome provided a cultural focal point, an important instru
ment of patronage and a remarkably liberal refuge whose signific
ance it would be difficult to overstress. 

Leonardo Bruni is not, strictly speaking, a figure of the Roman p I8-I9 
Renaissance. He belongs primarily in the context of civic human- (I7) 
ism at Florence where he spent most of his life. His ten years in 
Rome (1405-I 5) were not his most productive, but they were vital 
for his own reputation as a Latin and Greek scholar (without local 
limitations), and also for the establishment of the New Learning in 
Rome. The Florentine link is there too with Poggio both in his p 122 (5) 
early studies and in his later chancellorship; yet his career is very 
largely Roman (and partly English), while a good measure of his 
fame as a discoverer of lost manuscripts depends on his being 
outside Rome and even outside Italy, albeit on ecclesiastical 
business. These difficulties of origin, education and movement are 
not untypical of 'Roman' scholars. With the exception of the years 
1418-23, spent in England in the service of the Bishop of Win-
chester, Poggio was continuously with the Curia from 1403 to 
1453. Abroad he made significant additions to the patrimony of 
antiquity by his discoveries in the libraries of Europe; in Rome his 
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classical interests extended to the study of ancient buildings and the 
collection of inscriptions and works of sculpture, and made him a 
central figure in the revival of Roman art and architecture partic
ularly in the 1420s. A lively, polemical character, he was in con
tact or conflict with leading scholars of the day, using the Latin 
language as a racy, live idiom in his letters and Dialogues with an 
unrivalled fluency. Though these contain a serious vein, even at 
times pessimism, it is a comment on the times that his most popu
lar work was his Facetiae (1438-52), a collection of humorous but 
often trivial and obscene Latin tales. Poggio forms a vital link 
between Rome and the Florentine humanist tradition of Salutati, 
though there is little in the 'Roman' Poggio of the Florentine 
civic inspiration. His humanism is also in a specific sense Roman 
by virtue of his interest in the antiquities of the capital, a 'local' 
interest which determined the cultural revival of Rome in the I 5th 
century. 

Physically the city was decayed and neglected when Martin V 
came there in 1420. Her political condition was hardly better, 
constantly threatened by noble factions and the remains of a repub
lican spirit among the people. What Martin achieved in the way of 
basic repairs to streets and buildings was the modest beginning of 
a programme, pursued with more or less initiative by his succes
sors, which in a century completely transformed Rome and espe
cially the Vatican. Throughout this age, and with increasing mom
entum, Rome became, in a way that it never was before or since, 
both physically and intellectually, that unique centre and amalgam 
of ancient and modern, pagan and Christian that distinguishes it 
not only from the rest of Italy but from the whole of Europe. 

Before this process got well under way, the papacy under 
Eugenius IV (1431-47) had to overcome important obstacles: 
within Rome, the rebellion of the Colonna family, and outside, 
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the long-standing conflict with the Council of Basle. The former 
drove the pope from the city for nine years (1434-43); but at the 
end of that period he had won a victory over the Council, summon
ing instead the Council of Ferrara in 143 8 (it moved to Florence, 
1439-43) for the union of the Greek and Roman churches, and 
diverting attention toward the Turkish threat. If he had little time 
or opportunity to further culture in Rome, his pontificate saw 
the end of the struggle with the Council and led eventually 
to the disappearance of the last anti-pope. There were also two 
by-products of this period, both of no little cultural consequence: 
the physical presence of the exiled Curia in Ferrara and especially 
in Florence, and the contact there with the envoys of the Greek 
church. Among the latter was Bessarion, learned Archbishop 
of Nicaea, who became a cardinal and remained in Rome for 
the rest of his life. A revered and influential figure of a scholar and 
churchman, he stimulated Greek studies in Rome, and left to 
Venice during his lifetime the important collection of his manu
scripts which formed the nucleus of the Biblioteca Marciana. 
More significant for Greek philosophical studies in Florence was 
the presence of Giorgio Gemisto Pletone, around whom there 
arose keen discussion of the merits of Plato and Aristotle, in 
which Bessarion took a part. Although Greek scholars had come 
to Italy before the Council and were to follow in greater numbers 
after the fall of Constantinople (145 3), the Council of Ferrara
Florence was perhaps the most influential factor in the direction 
of Greek studies towards new philosophical enquiries. 

Latin Renewal 

In spite of this, and in some respects as a reaction against the 
claims of Greek, the emphasis remained and grew on Rome and 
Latin. This may be illustrated in the work of two leading scholars 

Tbe 'Urbis Romae TopograjJbia' of 
Bartolomeo Afadiano was jirst publisbed 
in I J 37· It is a painstakinJ!, J'tttdy of the 
classical remains, 1vitb recomtruction JJkps 
of tbe city at Pariozt.J stages of its gronJtb, 
beginni;~g tvitb Romulus ( hi.r Rome being 
a perfut!J square tvall round the Pala
tine). Tbis detail (jrollJ the edition of 
I J 44) is from the plan relatin,g to imperial 
times. The shaded areas are the bills. Top 
left are the Baths of Diocletian; the 
Colosseum i.r near the middle; part of 
Trqjan's Forum, to the left, is called the 
Baths of Constantim and tvrong!J draJVtz 
to fit the description. ( 2) 
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of the day. Some degree of the reaction is present in Valla's 
Elegantiae, in defence of the power and purity of Latin, of its 
past, present and future as a lingua universalis: though the political 
greatness that was Rome has passed, this potentially perfect 
instrument still can and should represent her dominion. Valia was 
a Roman by origin, though he was in Naples when he wrote that 
work. He came to Rome in the later years of his life (1449-57), 
and there applied his philological talents to the biblical scholarship 
that aroused the ad.mi:ration of Erasmus. Yet no contemporary 
expressed this spirit of Rome more strongly than Flavia Biondo, 
if in a different way from Valla. His work on the geography and 
history ofltaly and of:Rome is examined in Chapter IV. 

Biondo's historical sense is also evident from his part in a 
debate concerning Latin which took place whilst the Curia was in 
Florence, Bruni (then Chancellor of the city) maintaining that 
Rome had possessed from the start two languages, Latin and 
vernacular, Biondo taking the view that Italian was the direct, if 
barbarously corrupted, descendant of Latin. This debate is 
equally important for the new historical perspective of Latin as for 
that of the vernacular, and it was appropriate, perhaps essential, 
that Florence, with its great part in the past if somewhat neglected 
Italian literary tradition, should be the place where it arose. But 
it is significant that the cue should be taken up immediately, not 
so much by the Florentines, but by a Florentine 'exile', Alberti, 
who, after a youth spent in northern Italy, became a 'Roman' of 
the Curia from 1430. The proem added later to the third book of 
his Della famiglia (composed earlier in Rome, before he was present 
at that debate) takes up and develops Biondo's view, and directs 
attention and practice to the modem language. By his theory and 
example, motivated by usefulness and a firm belief in the future of 
Italian, he opened the way for the ultimate transformation of Latin 
into vernacular humanism of the time ofBembo. 

If this discussion was to have wide implications for Latin 
and Italian elsewhere, it had no repercussions in Rome. Although, 
following the same line of thought, Alberti composed the first 
Italian grammar about r443, he himself wrote thereafter mainly in 
Latin, and his contribution to the Roman Renaissance was pri
marily architectural. His interest in architecture and art goes back 
to the circle of Poggio in the late 1420s and the revived study of 
Vitruvius, as well as to personal contacts in Rome with Florentine 
artists like Ghiberti and Donatello. This Florentine link is evident 
from his treatise on painting, the first of modern times, written 
in fact in Florence during those years when the Curia was in 
exile there. When his £dend Tommaso Parentucelli became Pope 
Nicholas V (1447), these interests were given practical scope in 
the pontiff's grandiose plans for the reconstruction of the Bargo 
(unfortunately never executed) and a more modest restoration of 
churches and other buildings. From this experience and the study 
of Vitruvius and the architecture of Rome, Alberti wrote his ten 
books On Architecture, completed in 1452. This is not the place 
to elaborate on the content, importance and influence of this 
work, but merely to stress its origin and context, to place it, in 
spite of Florentine influences on Alberti's formation, in the 
Roman setting and experience from which it emerged. Some 
practical consequences which followed from and transcended 
this theory and experience, belong to the architectural history of 
Rimini, Mantua and Florence, to churches and palaces he designed 
or remade, that were no less, perhaps more, influential than his 
writings. 

Nicholas V and Pius II: the first Humanist Popes 
Nicholas V is often, rightly, referred to as the first Renaissance 
pope. His main object was peace, which he achieved in Rome, and 
(as far as it depended on him), in Italy; beyond this his prime 
concerns, as V espasiano da Bisticci puts it, were 'books and 
buildings'. For the latter his ambitions far exceeded his achieve
ment, which was considerable; for the former he was the real 
founder of the Vatican Library, whose holdings of manuscripts he 
increased enormously by employing many copyists and illumina
tors and by commissioning original works or translations from 
Greek, sparing no expense. He also advised Cosima de' Medici and 
Federigo of Urbina on their libraries, and was thus responsible 
for setting the pattern of great Renaissance collections in Rome 

and elsewhere in Italy. The years of his pontificate (1447-5 5) 
were a golden age for culture in Rome. He has been called, for 
his character, piety and liberality, 'the most noble figure of a 
Pope in the whole of the Renaissance age'. 

The reappearance of republican spirit in the unsuccessful plot 
of Stefano Porcari (145 3) and the fall of Constantinople in the 
same year together cast a shadow over this picture. The early 
death of Nicholas and the election of the elderly Catalan Callixtus 
III deepened the gloom. But the latter's reign was even shorter, 
and the election of Aeneas Sylvius Piccolomini, Pius II (145 8-64), p 45 (1) 
brought back light and hope. These high expectations, partly 
justifield by his earlier career, were not altogether fulfilled. He 
had come late to holy orders (1446) after serving bishops, an 
anti-pope and an emperor outside Italy and as far afield as Scot-
land. Pursuing humanistic studies he had written things he later 
felt obliged to renounce: a Latin novella, a comedy and light verse f 3 
that morally (in his later context) did him no credit. Changing 
careers, he rapidly advanced to the tiara; having gained which, 
he also changed course, renounced his levities, declared papal 
power absolute, and called a congress at Mantua for a crusade 
against the Turk. The latter overwhelming preoccupation led 
him to an early death at Ancona just as the expedition was due 
to set out. Nevertheless his pontificate was extremely favourable 
to arts and letters in Rome,-with some reserves. He gave time 
to his own studies, but his liberality to others fell far short of 
that of Nicholas V; he furthered reconstruction and building in 
Rome, yet he built his most magnificent palace at his native 
place, renamed Pienza; and favours went rather often to members 
of his own family. Though sincere in his aims to increase the 
power and prestige of the Church, there is something of the 
bella .ftgura about Pius, a desire for personal glory that did not 
quite succeed. As a personality he appears in a sympathetic light 

The early career of Aeneas Sylvius Pit'colomini was that of a humanist 
and man of the world. /11 Germany, ;vhere he stayed for some years and was 
crowned poet by the Emperor at Fra11/ifurt, he n.~rote a Lati11 'noz;ella' in 
the tltamzer of Boccaccio. Whe11 he became Pope as Pitts //-'Pius 
Aeneas'-he tried to suppress this memmto of his frivolous youth but it 
had become popular and was translated into several languages. This 
woodcut is from the G'erman edition of I 477· ( 3) 

from his autobiographical Commentarii, a history of his own 
times full of digressions that tell us much of his love of letters, of 
nature and also of the pleasures of the world. His unfinished 
Cosmograpbia, in the geographical-historical vein of Biondo, 
rambles unevenly over Asia and Europe. 

By the end of Pius' pontificate most of the figures so far 
mentioned, who had set the scene and tone of Roman culture, 
were already dead. A new generation of scholars, in the Curia or 
teaching in the university, continued the established traditions, 
less brilliantly and against some papal opposition. The Venetian 
Pope Paul II (1464-71) is a controversial figure. He had a passion 
for antiques, medals and coins, built the Palazzo Venezia at 
Rome, the loggia at St Peter's and a new bridge over the Tiber; 
loved magnificence and displays for which the city in his day 
was famous; supported the Vatican Library and the university. 
Yet he had a deep-seated suspicion of classical studies, ana at 
one point forbade the teaching of pagan poets in the schools. 
He dissolved the college of abbreviators that under his pre
decessors had harboured many important scholars. When one 
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of them, Bartolomeo Sacchi known as Platina, protested, he was 
imprisoned for four months. He was later imprisoned again in 
connection with an episode still shrouded in mystery. In 1468 
an alleged conspiracy was discovered, with the support (it was 
rumoured) of Naples or Prance or the Malatesta of Rlmini, to 
seize the pope and restore Roman liberties. Besides political 
charges, accusations were also made of heretical and pagan 
beliefs and practices. Those involved were members of the 
so-called Accademia Romana, a group of scholars who met in the 
house of Pomponio Leto, professor of rhetoric in the University, 
and who were united by a common interest in ancient history and 
literature, which they carried to the extremes of observing the 
Roman calendar with celebratory rites, assuming classical names, 
and exploring and making inscriptions in the catacombs. The 
trial dragged on for many months: the political charges were 
dropped, and the prisoners released. Although Paul II took the 
whole affair as a serious political and religious threat, it is generally 
agreed that it is an exaggeration to regard the Academicians as 
doing more than, perhaps foolishly, playing an imaginative 
intellectual charade without grave implications for their own 
faith, let alone for the security of the Church. More solid evidence 
than this would be required to substantiate the now exploded 
myth of the 'paganism' of the humanists. Yet such activities are 
an indication of the attraction and the assimilation of the past to 
the present, of the imitation of antiquity characteristic of the age. 
At the same time, this particular episode is peculiarly Roman, 
and an extension of that 'local' interest already evident in writers 
already mentioned. 

Sixtus IV: the Leadership of Italy 
Meantime an event of capital importance had occurred: the be-

{ 4 ginning of printing in Italy, first with Sweynheim and Pannartz 
in a convent at Subiaco (1465), then in Rome (1467), where in the 
same year Ulrich Hahn set up his press and produced the first book 
with woodcut illustrations. The initiative owed much to two 
humanists: Giovanni Andrea de' Bussi, and Giovanni Campana, 
friend of Pius II. Their publications were encouraged and in
creased by Pomponio Leta and the Accademia Romana, which, 
reopened under the new Pope Sixtus IV (1471-84), became a 
major centre of intellectual life. From this group and the university 
teachers came new editions and commentaries on the classics 
prepared with a more mature historical-philological sense. The 
old-style personal polemics of Poggio and Valla gave place to 
serious, if apparently pedantic, disputes over textual problems and 
interpretations among scholars who were the contemporaries if 
not the equals ofPolitian and Barbaro. Whatever criticism may be 
justified of the character, nepotism and politics of Sixtus, his 
pontificate was one of the most liberal and lavish for culture. 

p 46 (z) Significantly, the disgraced Platina returned to favour as librarian 
of the Vatican Library, now re-housed in fine apartments decorated 
by Ghirlandaio and Melozzo da Forll. Platina prepared the first 
catalogues and dedicated to Sixtus his Vitae Christi ac omnium 
Pontificum (1475) containing criticism of Paul II. The chapel 
bearing Sixtus' name (Sistine) was inaugurated; bridges, roads, 
squares were remade or constructed on a scale unprecedented 
even in the time of Nicholas V. Artists and artisans from all over 
Italy, but especially from Florence, poured into Rome, among 
them Signorelli, Botticelli, Perugino, Mantegna, Pinturicchio and 
Mino da Fiesole. Conditions and activities prevailed that were 
not to be surpassed until the age of Leo X, by which time the 
passion and the initiative for lavish building and artistic decoration 
had passed also to the higher ecclesiastics and private individuals. 

Behind this magnificence the political, social and moral picture 
was far from reassuring, and was to grow worse. SLxtus' designs 
to establish his nephew, Girolamo Rlario, in a state (that ofForll) 
provides the model for similar papal ambitions to come: Alexan
der VI and his son Cesare Borgia; the Medici popes and their 
nephews in Florence and Urbina. These popes not only behaved 
like secular princes themselves, but wished to ensure the perpetuity 
of their families in that station elsewhere in Italy, and thereby they 
added further to the political confusion and internal weakness of 
the country. In Rome Sixtus' favours to the Rlario and Della 
Rovere families exacerbated the factions; on his death riots 
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occurred and the old Colonna-Orsini feuds broke out again. 
Social and moral conditions deteriorated, especially among the 
higher clergy: ancient monuments (despite a bull of Pius II and 
the efforts of Leta and his colleagues of the Academy) were 
robbed for materials and cement. It is not surprising that Rome 
might give the impression at this time of preparing herself un
consciously to be the fine booty of the envious foreign invader. 
If such an arrival was deferred with the failure of the barons' 
revolt in Naples (1485) during the papacy of Innocent VIII, it 
came all too swiftly into the he:art of Rome in 1494 in the first of 
a series of visitations that was to culminate in the sack of I 52 7. 
Before that disaster, which virtually closed the Renaissance in 
Rome, the city was to become not merely one of several centres 
but the cultural and political centre of Italy in the age of Leo X. 

The Great Patrons: Alexander VI, Julius II, Leo X 
Moral conditions were especially low during the pontificate of 
Alexander VI (Rodrigo Borgia, 1492-1503), years of French p 46 (3) 
invasions, the decline and fall of Naples, the meteoric rise and fall 
of Cesare Borgia. Though these were hard times for Rome, they 
were not without cultural activity. The city did not remain out-
side the contemporary developments in vernacular poetry; and 
even if what was written is not of high and lasting quality, there 
was no lack of activity in the 'courtly' lyric of a pseudo-Petrarchan 
character. Poets and men of letters found a welcome in the house 
of Paolo Cortese, a learned young Roman who engaged in cor
respondence with Politian on the current disputes over imitation 
in literature and language that were to be taken up and resolved 
for vernacular poetry by Pietro Bembo. A typical figure of this 
last decade of the century was the poet Serafino Aquilano, who 
had spent his youth in Naples and there, especially from Cariteo, 
had learned to compose, ofi:en improvizing, occasional and 
amorous verse. Employed then in Rome by Cardinal Ascanio 
Sforza and frequenting the house of Cortese, he rapidly acquired 
astonishing fame, and later toured the courts ofitaly accompanying 
his lyrics on the lute, rather in the manner of a popular star of 
modern times. He was particularly successful in those cities where, 
unlike Rome, women had come to play a prominent part in 
society. It was to this superficial, often frivolous trend of poetry, 
characteristic of the period 1490-1 po, that Bembo opposed a p 123 
more serious imitation of Petrarch's language, style and content. (u) 
Without the flourishing of this kind of verse and its particular 
link with Rome, which under a Catalan pope and in years of inter-
national political agitation, attracted a more and more mixed and 
cosmopolitan clientele, it would be difficult to understand how 
and why there should then arise the theory of the lingua cortigiana 
(courtly language) appropriate to all Italy and centred on Rome. 
The problem of a 'national' language was discussed in the very 
same years in which an Italy, long divided among itself, achieved 
under political crisis some national consciousness. The focus on 
Rome rather than on Florence (despite her overwhelming linguistic-
literary tradition, but because of her political decline after the 
fall of the Medici), is an indication that Rome was-at least for a 
time-politically and socially, if not culturally, in the ascendant. 

Some measure of that national consciousness is present in the 
ambitions of the warlike Pope Julius II (I 503-1 ;) to rid Italy of p 47 (6) 
the foreigner; though France was expelled at the price of Spain's 
entrenchment on Italian soil. In Rome his greatest achievement 
was the foundation of the new basilica of St Peter's to the design 
of Bramante (I5o6), while at the Belvedere he assembled statues p 46-7 
and antiquities unearthed during excavations. This was the great (4, 5, 8) 
period too of Raphael's activity in Rome (among other things, the p 150-I 
Stanze della Segnatura), while Michelangelo was commissioned (7) 
to execute the tomb of Julius and decorate the ceiling of the p I 54 
Sistine chapel. Julius, indeed, was praised for having done more (u) 
to renovate Rome than Sixtus IV, by Francesco Albertini, whose p 99-IOI 
De mirabilibus urbis Romae (dedicated to Julius in I po) belongs to (57-8) 
that tradition of studies and descriptions of Rome begun with 
Poggio and Biondo. Julius was not so great a patron of men of 
letters as of artists; and even :ln this respect his reputation was 
overshadowed by the greater splendour of his successor Leo X, 
who in many ways simply contlnued, and got credit for the work 
begun under Julius. 
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p 47 (7) Under Leo X (I513-2I) the Renaissance in Rome was at its 
most magnificent in every sense. The population increased rapidly 
with the influx especially of Florentines, who naturally expected 
much favour from their compatriot, and by and large they were 
not disappointed. Building, private perhaps even more than papal, 
proceeded on an unprecedented scale, and gave to Rome some of 
its finest palaces. Painting and architecture were then represented 

p I3o by their most famous executants; besides Raphael and Bramante, 
(;o) Giuliano and Antonio da Sangallo, Jacopo Sansovino and 

Fra Giocondo. High living was the order of the day. Even 
contemporaries remarked on the wonderful transformation of 
Rome and its way of life. From the papal chancery issued elegant 
Latin epistles drafted by Bembo and Sadoleto, while the latter's 
villa on the Quirinale, together with those of the scholars Angelo 
Colocci and Giovanni Goritz, was the favoured rendezvous of 
great men of letters. The University too was at its best, counting 
(in I 5 I4) some 90 teachers, among them Agostino Nifo and Paolo 
Giovio for philosophy, Inghirami, Beroaldo, Parrasio for rhetoric, 
Chalcondilas (in a special house for the purpose) and Lascaris for 
Greek. The Vatican Library grew and flourished under a succes
sion of illustrious prefects. Theatrical representations of all kinds 
entertained prelates and laymen: classical Latin comedies and 
modern imitations, and Italian plays by contemporary authors, 
often with scenery painted by famous artists like Raphael and 
Peruzzi: Bibbiena's Calandria, Ariosto's I Suppositi, Machiavelli's 
Mandragola. Though little significant poetry was then written in 
Rome, it was a heyday for poets, buffoons and improvisers of 
verse. Latin poetry attained great perfection and novelty, being 
practised on a grand scale in all manner of compositions for the 
delight and reward of the pope. Leo X was very generous with 
artists and men of letters, and the Roman and Italian Renaissance 
owe much to his patronage. 

In his age there came to fruition most of the trends in culture 
and material and social life begun under his predecessors since 
Nicholas V. At the same time there also came the reckoning with 
political and religious factors which had been badly handled, 
deferred or ignored: most important the reform of the Church. 
Leo made no effective reply to the Lutheran challenge, and it 
required a more resolute character than that of Clement VII 
(I523-34) to oppose or compromise with this and with the deter
mination of the Emperor Charles V. The years from Clement's 
election to the Sack of Rome, though in some respects hardly less 
splendid than those of his cousin Leo X, were heavy with 
impending doom. When disaster came in I527, not only were 
many of the fine things of Rome destroyed that had constituted 
the glory of her Renaissance, but many of the people who had 
adorned it or made it possible, were scattered over Italy. 

After the Sack of Rome 
It is possible to regard this event as signalling the end of the 
Renaissance in Rome; :it is certainly the end of its most brilliant 
flourishing. Yet one might recognize in the pontificate of Paul III 
(Alessandro Farnese, I 5 34-5 o) the final phase of an epoch. Clement 
had the good sense to recall Michelangelo to Rome, and his 
Last Judgment was finished under Paul who employed him in 
many other works, espe:cially the completion of St Peter's and the 
Vatican. Roman intellectual life in this period came to be centred 
more and more on private houses and on new academies. The 
pope enriched the Vatican Library with many manuscripts and 
printed books: fine private libraries were formed like those of 
the Ridolfi and Fulvia Orsini; and famous collections of anti
quities in palaces and gardens. In these and other respects the 
age of Paul III, which is also that of the beginning of the Counter-

P I 5; Reformation with the Council of Trent (I 54 5 ), may be regarded as 
( 10) concluding the Roman Renaissance. After this, the liberties and 

licence, and the enlightened patronage that, with few interrup
tions, had characterized papal society for a century, gave place 
progressively to reaction, and to graver preoccupations with 
Councils and Turks. If we were to look for a definite signal of the 
end, we might find it in the actions of Pius V (I566-7z), who 
excluded antiquities from the Belvedere, shut out the comedies, 
buffoons and feasts, and replaced them witl1 the more sinister 
apparatus of the Inquisition. 
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Pri!zting came to Italy from the north in 146! when two Germans
Sweynheim and Pannartz-set up a printing press in the ancient monas
tery of Subiaco. Their first book (above) was an edition of the Church 
Father Lactantius; the type is a modified Gothic, not yet the 'Roman' or 
'Italic' which became standard, but significantly it includes Greek. The 
writing going into the margin is manuscript. ( 4) 

Neapolitan Golden Age 
The beginning of the Renaissance in Naples may be dated pre-
cisely from the triumphal entry of Alfonso V of Aragon into the p 48-9 
city in I442., bringing to an end the long and unhappy rule of the (9-I I) 
Angevin kings. The consequent reunion of the Kingdoms of 
Sicily and Naples did not, however, extinguish the Angevin 
claims to Naples. For a time Pope Eugenius IV, who supported 
Rene of Anjou, witheld the investiture from Alfonso until in I443 
he conceded it in exchange for military assistance against Fran-
cesco Sforza. Long afterwards these claims continued to provoke 
sporadic unrest until they finally formed the major pretext for the 
French descent into Italy at the end of the century. When this 
occurred, provoking Spanish intervention. and subsequent 
domination, the conditions under Alfonso and his ,son Ferrante 
which had permitted the flourishing of Renaissance culture in 
Naples, virtually ceased to exist. It is, therefore, possible to set a 
term to the end of the Renaissance in Naples in the early I6th 
century with the advent of the first Spanish viceroys. 

While it lasted, the cultural Renaissance ofNaples was undoubt
edly among the most significant in Italy, and owed its existence 
largely to the personality and patronage of Alfonso, surnamed i/ 
magnanimo. His rule (I442-5 8) came to be looked upon as a golden 
age in Neapolitan history both from the point of view of relative 
political stability and of enlightened protection of the arts. Alberto 
da Sarzana in a letter to Niccolo Niccoli of January I443 states 
that he found in Naples 'no glimmer of letters, no learning'. 
Within a few years that picture had changed completely. Vespasi
ano da Bisticci, the Florentine bookseller who wrote the Lives 
of Famous Men (c. 1482), gives an ecstatic account of the character 
and actions of Alfonso, describing him as a deeply religious 
and pious sovereign who knew the Bible by heart, generous to 



an extraordinary degree with favours, and a paragon of justice. 
He compares him with Pope Nicholas V in his benefactions 
to letters, claiming that 'if princes had followed as these two 
began, men of letters would be far more numerous and be more 
respected than they are now'; and he especially commends both 
for commissioning original works and translations (from Greek 
and Latin). He has only one reserve about Alfonso, tharhe was 
very secretive in affairs and took counsel with no one. Otherwise 
he appears as the ideal of the enlightened prince. 

Under Alfonso's rule Naples enjoyed a peace and reputation 
that impressed the rest of Italy. The feudal barons, independent 
overlords traditionally factious and open to provocation by 
Angevin instigation, gave little or no trouble. The kingdom 
entered a new period of economic prosperity due in part to the 
activities of foreign merchants, especially Florentines whose 
favourable treatment was continued under Alfonso in spite of 
the traditional Francophile (and consequently pro-Angevin) 
attitude of the Medici. The triumph of the Aragonese in Naples 
had not pleased Cosima and, although economic relations were 
good, suspicions persisted as well as fears that the king's political 
ambitions extended not only to Lombardy but to Tuscany as 
well. Florence at first supported Rene of Anjou's attempts to 
regain Naples, and only much later, at the time of Lorenzo, 
entered into alliance with the Aragonese dynasty. 

Cultural relations with Florence, on the other hand, were 
particularly close. Alfonso was always ready to receive, employ or 
reward scholars and especially from Florence. In 1441 Leonardo 
Bruni had dedicated to him a copy of his translation of Aristotle's 
Politics; Poggio sent him his Ciropedia. Many humanists were 
drawn for long or short periods to Naples by reports of Alfonso's 
generosity and learning, among them Filelfo, Gaza, Barzizza, 
George of Trebisond. Vespasiano recounts that in the year of 
his death Alfonso was spending zo,ooo ducats on men of letters. 
His motives for such patronage were not merely to further his 
own reputation (though this undoubtedly determined the lavish 
scale on which he rewarded his biographers and historians) but 
also by a genuine interest in learning. Not only whilst at home in 
Naples, but even during campaigns abroad, he would have Livy's 
Decades read to him daily, and at other times the Bible and works 
of Seneca and other philosophers. So attentive was he to learned 
exercises, we are told, that he did not even move to brush a fly 
from his nose during an important speech by the Florentine 
ambassador Manetti. 

The Humanists of Naples 
In Alfonso's entourage the principal figure and mediator with 
humanists elsewhere was Antonio Beccadelli (1 394-1471), called 
Panormita from his birthplace Palermo. He had studied in Siena 
and Bologna and had close relations with Cosima de' Medici and 
Florentine scholars. Wealthy and of noble origins, Panormita 
entered Alfonso's service after five years in Pavia with the Visconti 
court, where he had been treated more as a professor than a 
gentleman. As a minister and member of Alfonso's council, he 
enjoyed considerable income and position, and received many 
gifts of land and property. In return Panormita celebrated the 
king in his Latin De dictis et factis Alphonsi regis, which was largely 
a collection of anecdotes illustrating aspects of his sovereign's 
character. Although he himself composed no works of great 
importance (his youthful Her/Jlaphroditus enjoyed a succes de scandale 
in keeping with a characteristic gaiety he maintained all his life), 
Panormita was the real founder and focal point of learning in 
Naples. His villa was the scene of gatherings of scholars who 
discussed questions of textual interpretation, history, philosophy 
and natural science, and was the precursor of the later more 
famous AccadelJlia Pontaniana. 

The official historian of Alfonso was Bartolomeo Fazio of Spezia, 
a pupil of Guarino, formerly in the employ of Genoa. Entering 
the service of Alfonso during an embassy from Genoa in 1444, 
Fazio remained in Naples until his death in 145 7, amply rewarded 
for his mediocre if stylistically competent history of Alfonso's 
reign. More than as a historian, Fazio deserves recognition as the 
author of one of the first works of contemporary biography, his 
De viris illustribus. As a scholar he came into violent conflict with 
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another protege of Alfonso, the deservedly far more famous 
Lorenzo Valla (1407-57). A Roman by birth, much of whose 
career was spent in northern Italy and Rome, Valla served 
Alfonso for thirteen years (1435-48) and wrote some ofhis most 
influential works in Naples. His arrival in Naples was facilitated 
by his friend Panormita, to whom in his dialogue De vero bono 
(1431-33) Valla had assigned (not without justice) the role of 
expounding the philosophy of Epicurus. During his many years 
in Naples Valla wrote a history of the career of Alfonso's father 
Ferdinand (over whose accuracy he came into conflict with 
Fazio); his demolition of the Donation of Constantine; a work 
on free will; and his major contribution to Latin scholarship, his 
Elegantiae (see Chapter IV). 

Another important figure of Alfonso's court, Giannozzo 
Manetti (1396-1457) belongs more to the story of the Florentine 
than to the Neapolitan Renaissance. He should, however, be 
mentioned, because one of his most important works De dignitate 
holJlinis, often quoted as a supreme expression of the Renaissance 
confidence in man's position and powers in the world, was written 
at Alfonso's invitation, issued while Manetti was on an embassy 
from Florence in 145 I. Two years later Manetti settled perma
nently in Naples where he began or finished several translations 
from Greek into Latin of religious and philosophical texts, and 
enriched the cultural life of the city with his learning in classical 
and Oriental languages and his wide experience of political affairs. 

Poetry of the South 
Several of the important scholars protected and favoured by 
Alfonso, died before or soon after their patron. One, however, 
Giovanni Pantano (I426-I503), survived, along with Panormita, 
for many years to continue and further this tradition which 
reached its brilliant climax in the last two decades of the I 5th 
century in vernacular literature as well as in classical works and 
scholarship. This was not due to a continuance of similar deli
berate enlightened protection by Alfonso's son Ferdinand I 
(Ferrante), who was quite different in character and interests from 
his father. Brought up in Spain and educated later in Naples 
under the tutorship of Valla and the future Pope Callixtus III, he 
had more interest in (and justifiable preoccupations with) political 
affairs than learning, and during his long reign (145 8-94) he 
favoured men of letters for their administrative uses, not for their 
scholarship. Harsh judgments have been passed on his severity 
and unscrupulousness as a sovereign especially in his treatment 
of the rebellious barons ( 148 5 ), but there is no doubt of his 
political ability, and that his determined action against the Angevin 
attempt at the beginning of his reign (1459) deferred for many 
years the French threat and was vital for the peace of Italy in the 
second half of the 15th century. Throughout this time Ferrante 
played a leading part in the complex political and military scene, 
in the frequently changing pattern of alliances and counter-alli
ances between the Italian states and between the foreign powers, 
thus maintaining a precarious balance in Italy while containing the 
ever-present French and Turkish threats. It is impossible to 
summarize the vicissitudes of this period. Suffice it to mention here 
Ferrante's conflicts with the papacy in the 146os and 148os, his 
support of the Pazzi conspiracy and war against Florence (1478- p zx (ZI) 
8o), his alliance with and plots against Venice (1470, 1476), his 
support of Ferrara against Venice (1483-85), his favouring 
Lodovico Sforza's claims in Milan (1480) that were subsequently 
to redound to the disadvantage of Naples. 

Although lacking his father's disinterested concern for learn
ing, Ferrante was not without taste for the adornments of life, and 
the climate of his court was favourable to the continued growth 
of the revival begun under Alfonso. In spite of often strained 
relations with Florence, even open hostility, the economic 
connections did not cease, and there was a continous flow into 
Naples of Florentine manuscripts, books, artists, singers and 
poets. Under Ferrante the Aragonese library begun by Alfonso 
grew into one of the most remarkable in Italy. In this context 
the collection of Tuscan poetry known as the Raccolta Aragonese, 
sent by Lorenzo de' Medici in 1476 with a famous preface by 
Politian, to Federigo of Aragon (Ferrante's second son), is an 
indication of, and was a stimulus to, the renewed interest in 
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vernacular poetry in southern Italy that was to culminate in the 
lyrics of Sannazaro. Indeed, in the late I 5th century, outside 
Florence, it would be difficult to compare any other Renaissance 
centre with Naples for brilliance and importance of production 
in both Latin and vernacular. 

The principal figure was that Giovanni Pantano already 
mentioned. An Umbrian by birth, he came to Naples in 1447 and 
held various administrative and ambassadorial offices under 
Alfonso. He became of increasing importance under Ferrante, 
especially after the d~ath of the unhappy Petrucci whom he 
succeeded as Secretary of State in 148 5. As a man of learning he 
had few equals in the Renaissance. He was also a very able and 
successful political adviser and negotiator who was responsible 
for several treaties and alliances (e.g. the Peace of Bagnolo, 1484). 
A cloud hangs over his personal and public reputation in the later 
years of his life when, after many years of devoted service to the 
Aragonese, he did not follow Ferrante or his successors into 
brief exile, but remained to welcome and install the French in
vaders ( 149 5); and when the Aragonese returned, he regained 
favour, surviving them to dedicate a work to Gonzalo of 
Cordova, the ouster of the young Federigo of Aragon (1 503). 
None of this should be allowed, however, to dim the importance 
of Pontano as a humanist, scholar and poet, and as the focal point 
of the Neapolitan Renaissance at its height. The Accademia 
Pontaniana was famous throughout Italy (a learned academy 
bearing this name exists to this day in Naples); and its 'president' 
was recognized as the leading light of the revived Latin poetry. 
His production was vast. Particularly noteworthy, besides his 
amorous elegiac lyrics (many for his wife), are his elegant and 
realistic descriptions of Nature, his ability to assimilate the lan
guage, style and mythology of antiquity to the expression of 
sincere personal sentiments, and his astrological poetry inspired 
by Manilius. In prose Pontano also wrote much on moral 
philosophy, grammar and history, as well as several dialogues 
and allegorical tales involving or representing contemporaries 
and friends, and critici;dng or satirizing himself as well as others. 
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In all these writings Pontano shows himself a master of Latin 
verse and prose, not in a pedantic sense, but in the capacity to use 
them as live media of art. His production represents, in conse
quence, a perfect adaptation of the antique to the modern. 

As a Latin poet Pontano was surpassed in Naples, perhaps in 
Italy, only by Sannazaro (1456-1530). Born and brought up in 
the Abruzzi, he was in Naples from 1475 where he studied 
rhetoric and poetry under Giuniano Majo and became a member 
of the Accademia Pontaniana. Entering the household of Alfonso, 
Duke of Calabria, he rapidly acquired a reputation as a poet in 
Latin and Italian, and became closely associated with a group of 
literati nowadays less highly regarded but whose presence and 
influence at that time were highly significant: Gabriele Altilio, 
Tristano Carracciolo, Pietro Summonte (later editor ofSannazaro's 
Arcadia), Antonio de Ferrariis, and the vernacular poets Pier 
Jacopo de Gennaro, Francesco Galeotta, Giuliano Perleoni, 
Antonio Petrucci, and especially Benedetto Gareth (Cariteo). 
From the late 146os vernacular poetry, both local and popular 
and in the Petrarchan tradition, had been revived by these writers, 
who established a tradition second only in strength and importance 
to that of Florence. To this we may add the prose achievement of 
Masuccio da Salerno (fl. c.146o-69) whose Novellino, for all its p 36 (7) 
defects, represents a notable attempt to imitate the narrative, 
language and style of Boccaccio. The Neapolitans tried to assimi-
late the Tuscan literary tradition and to rid their language of local 
dialectal elements. This fact, together with the vitality of nco-Latin 
poetry in Naples, goes some way to explain how and why Sanna
zaro'sArcadia, one of the most popular and influential works of the j 6, 7 
Italian Renaissance, should have been written here and not in 
Tuscany. A prose narrative interspersed with verses of different 
forms, this work is a remarkable amalgam of classical and Italian 
sources, of learned and popular traditions; yet it is the archetype 
of a new genre of pastoral literature that was to spread over 
Europe for nearly two centuries. Such a fusion may be compared, 
in a different genre, with the less substantial drama, O;feo, of 
Politian. Both represent a characteristic tendency of vernacular 
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literature in the late I 5th century to adapt material and forms 
from antiquity and from modern times, using a type of imitation 
as yet free from any rigid historical or aesthetic criteria. Towards 
such linguistic criteria, we see Sannazaro move in his revision of 
the Arcadia, which he purged, after the first edition, of many 
dialectal terms and forms-moving, that is, in the direction later 
advocated in Bembo's literary and linguistic theories. 

Sannazaro also excelled as a Latin poet, especially with his 
piscatory eclogues and his later religious work, De partu virginis. 
Although with the eclogue and the bucolic tradition generally, 
Tuscany has chronological precedence, there is no doubt that this 
genre was brought to perfection and a position of influence in 
both vernacular and in Latin by the Neapolitan poet. The Euro
pean tradition takes its beginning from him. 

Unlike his close friend Pantano, Sannazaro remained true to 
his masters and went into temporary exile in France with King 
Federigo (150I-o4). With the final resolution of the succession 
to the kingdom in favour of the Spanish sovereigns ( 1 5 02) and 
the death of Pantano (1 503) the Renaissance in Naples may be 
said to come to an end. Sannazaro returned from France and 
lived on for many years,nostalgic for those better days. In the 
16th century the culture of southern Italy was to produce or 
harbour men of a different kind-a few humanist scholars (Marcan
tonio Epicuro, Antonio Telesio ), several important religious 
thinkers and reformers (Valdes, Bruno, Campanella), and a few 
but by no means insignificant lyric poets (Angelo di Costanzo, 
Luigi Tansillo, Galeazzo Tarsia). 

Milan: Tyranny and the Arts 
In the 'war' of pamphlets that accompanied the far more serious 
military threat of the Duke of Milan, Giangaleazzo Visconti, to 
Florence at the opening of the I 5th century, the Florentines made 
much of the association of freedom with the liberal arts in contrast 
with the evils of tyranny. From the :Milanese chancery the opposite 
view was expressed by a scholar in the duke's employ, Antonio 
Los chi, who praised the virtues of life under a prince. This debate, 
later repeated throughout the century, reflects a contemporary 
awareness of a distinction still valid for our own appreciation of 
the varied development of the Renaissance in Italy. Although 
Giangaleazzo is historically conspicuous for other things, and not 
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comparable as a patron with some of the great figures of the 
mature Renaissance, it is arguable that the first evidence of the 
Milanese Renaissance appears in his time; and not only in his 
appreciation and employment of men like Loschi (a pupil of 
Salutati), but in his magnificent building programme (the Duomo 
of Milan, the castle and Certosa of Pavia) and his development of 
the University of Pavia. Fortunately for Florence, his career was 
cut short in 1402. when his state extended from the Alps to 
Bologna, from Alessandria to Belluno. His eldest son Giovanni 
Maria (1402.-12.) was distinguished primarily for his cruelty, and 
was appropriately rewarded with assassination. 

Many of the political ambitions of Giangaleazzo were renewed 
in his second son Filippo Maria (1412.-47), who in spite of a 
notorious viciousness of character, gave some encouragement to 
Milanese culture. The leading humanists in his service were Pier p 122 (4) 
Candido Decem brio (following his father Uberto in the Chancery), 
who enjoyed a reputation throughout Italy and abroad (he was 
in contact with Humphrey, Duke of Gloucester) as a Greek 
and Latin scholar, and subsequently wrote the lives of Filippo 
Maria and of Francesco Sforza; and later Francesco Filelfo p 5 I (19) 
(r 398-1481), whom the duke especially favoured with a house 
and pension. Of all humanists, however, Filelfo is perhaps the 
most famous opportunist and time-server; a good example, 
often quoted, of the subservience of some men of letters to money 
and to the less noble ends and vanities of contemporary rulers. It 
would be true to say that in Filippo Maria's case there was a 
strong element of political and personal ambition in his employ-
ment of such scholars. He was nothing if not a realist; and this 
appears also in his insistence on the use of the vernacular rather 
than Latin in affairs. While elsewhere in Italy Latin was strongly 
supported and attaining ever greater purity, and while some 
disdain for Italian and its literary traditions still persisted among 
scholars, Filippo Maria frequently read the Italian poets and he 
had Filelfo write a commentary on Petrarch's Rime and Guiniforte 
Barzizza on Dante's lnfernD (c. 1440) at a time when no comparable 
studies were to be found in other Italian centres. 

But Filippo Maria's interests were far more predominantly 
political and military, and his long rule is remarkable rather for 
the extreme pressure he exerted in this way on Venice and 
Florence than for cultural brilliance. Nonetheless his political 
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astuteness, especially in the employment of famous condottieri, 
Piccinino, Carmagnola and Sforza, paved the way in effect for 
a succession he did not intend. He had no male issue, and he 
married his only daughter to Francesco Sforza, whose career 
exemplifies the ascendance of a great soldier to political eminence. 
Although frequently betrayed or opposed by his suspicious and 
jealous father-in-law, Sforza not only survived but finally succee
ded in realizing his claims to the duchy (I45o) against those of 
Charles of Orleans (son of the duke who had married the daughter 
of Giangaleazzo Visconti) and of Alfonso of Naples. Indeed, 
after the precarious interlude of the Ambrosian Republic (I447-
5o) the city welcomed Sforza with open arms as a saviour of its 
freedom against outside pressure. His rapid rise to power is an 
object lesson in the political opportunism of the day, long before 
Machiavelli drew up the canon for the new prince. For this 
reason rather than for any other it is possible to date the beginning 
of the real Renaissance in Milan from I450. Apart from the 
continued employment of certain humanists like Filelfo (who 
celebrated him in his Sforziade), his rule (I45o-66) was culturally 

p 50 (14) undistinguished. He employed the Florentine architect Filarete, 
p 5 I but for practical works such as the reconstruction of the Castello 

(I6, I7) Visconteo and the O:spedale Maggiore. More important was the 
consolidation and security of his large dominions, which included 
(besides Milan) Pavia, Como, Lodi, Cremona, Novara, Vigevano, 
Alessandria, Tortona, Bobbio, Piacenza, Parma and the over
lordship of Genoa. Some of these were later to be whittled 
away (Parma and Piacenza to the Church; Genoa became in
dependent), but the state of Milan was to remain, despite the 
upheavals of the Italian wars, in and out of the hands of his 
descendants down to I 5 3 5. 

Francesco Sforza saw to it, however, that his children received 
f I o a good classical educadon from Barzizza and Lascaris; and brother 

and sister, Galeazzo Maria and Ippolita made Latin speeches that 
impressed contemporaries as prodigies oflearning. While Ippolita 
went to Naples as wife of Alfonso of Calabria, her brother, after 

f 8 a brief rule (1466-76) was murdered at the age of twenty-two. 
For a short and turbulent period the state was governed by his 
mother Bona of Savoy as regent and her late husband's minister 
Cicco Simonetta, acting on behalf of Galeazzo Maria's young son, 
Giangaleazzo, a boy of seven. This arrangement was brought to 
an end abruptly by the man whose name is identified most 
particularly with the Milanese Renaissance. Lodovico Sforza, 

p 50 (12) known as il Moro, younger son of Francesco, took over the 
guardianship of his nephew in 1479, dismissed Bona, and had 
Simonetta executed. When the young heir conveniently and 
mysteriously died in lA94, Lodovico obtained the investiture of 
the dukedom in spite of the renewed claims of France, Savoy and 
Naples (which had be(:n strengthened by Giangaleazzo's marriage 
to Isabella of Aragon). 

The murder~~ Galeazzo Maria Sforza in I 476. Galeazzo was the son of 
Francesco Sforza, the 'condottiere' who took over the Visconti Duchy of 
Milan. His reign of ten years was a chronicle of cruelty and oppression 
though he appreciated the arts qf painting and music. He was murdered in 
a church, and his brother Ludovico 'il Moro' obtained power. ( 8) 

One of the founders of Italian mu.ric was Francesco Gaffurio of Milan 
(I 4! I-I J 22) composer, teacher and musical director of the cathedral. 
His 'De harmonia musicorum' (I 496) interprets harmony according to 
neo-Platonic theory. ( 9) 

Lodovico 'the Moor' 
Whatever political and moral charges may be made against 
Lodovico, there is no doubt that Milan under his rule enjoyed a 
reputation among the most brilliant of the age. Himself a man of 
some learning, and possessed with ambitions for cultural emi
nence, luxury and display, modelled in large part on contempo-
rary example, he rapidly became one of the most liberal and 
enterprising patrons of the arts. In this he was encouraged and 
aided by the tastes of his wife, Beatrice d'Este, daughter of Ercole, 
Duke of Ferrara, and sister of Isabella, Duchess of Mantua. 
Artists and scholars were attracted, invited and commissioned p 5o 
from all over Italy: Leonardo da Vinci, Bramante and Giancristo- (I3, I5-I8) 
foro Romano as engineers and architects; Demetrio Chalcondilas, p 90-9 I 
drawn from Florence to set up Greek studies; copyists and (36-4I) 
illuminators, artisans of all kinds. Printing had begun in Milan 
in I4 70. From the presses came new editions of classical texts; 
from the workshops fine bindings and illustrations. Music 
flourished with the practice and theory of Francesco Gaffurio. f 9 
A brilliant picture of this court, rivalling all others in Italy for 
splendour, is given by Vincenzo Calmeta, secretary of the 
duchess from I49I-97: 

At that time Lodovico Sforza was invested with the Duchy 
of Milan, and to mark the occasion he ordered a great and 
memorable feast, at which all the princes of Lombardy were 
present including the Marquis of Mantua, who brought with 
him Serafino [Aquilano, the poet]. There were plays, banquets 
and various entertainments, recitations and displays ... 
Lodovico's wife was the lady Beatrice d'Este, daughter of p 5I (IS) 
Duke Ercole of Ferrara, and though still quite young, she was 
of such lively intelligence, affability, grace, liberality and 
generosity, as to be comparable with any celebrated woman 
of ancient times; for she thought only of giving her time to 
worthy pursuits. The court was full of men of every skill and 
talent, especially musicians and poets; and no month passed 
but they were to present, besides other things, some eclogue 
or comedy or tragedy or other new production or play. Regular 
readings from Dante's Cometfy were given at suitable times by 
a certain Antonio Grifo ... and Lodovico Sforza enjoyed no 
little relaxation from hearing these when he was free from the 
preoccupations of state . . . The Duchess Beatrice was not 
content to praise and reward the outstanding men of her own 
court, but from any part of Italy from which she could obtain 
the compositions of elegant poets, she would keep and revere 
them in her own chambers as divine and sacred possessions ... 
So that vernacular poetry and prose, debased since Petrarch 
and Boccaccio, was first revived by Lorenzo de' Medici and his 
contemporaries and then restored to its original dignity by the 
encouragement of this and other remarkable ladies of our 
time ... 



p 52 (2o) 

~~~ 
EPITOMHTgNOKTciToi Ao'ror ME
.PriN KAI' AAA!lNTINQN ANAfKAI1QN 
:EYNTE0Ei:EA llAPAKQN:ETANTI1NOY: 
AA:EKAPEQ:E TOY BY~ANTI10Y· 

I I __ I I 
IItjl .altUftf\W~TIJV~"'-/A-1-U<TGJV 

J(l>~IDji~~\"Vj , 1 
P'!~'-f-«~>1 JJ.•f'~'f".~~vtp61-
PHI tt..JittUf\"f'V·EI~ fi~«/-4-<4• 
Tit. fii<.I~TUJ'1f.j«· «. fl> )' 
Jl•~a81 1<.?. 
!A-V[IT.)I!"T 
11 <f> )( 4 w. To~TWf 

4Jc.fr~CI'-rztJb.b~-rrri <t. ~ H I I p..IK.f;V 
u -{l?.:ffi!A W Jl.~rt(. :EJf4Wvt:i.rf'i.AXLLt'7Tl'}_ 
~r.ag~x.li.JL.P~ 1 'W 
,; I!" T !:fl ;t ._t. TJprl'it1wvHtVTWV 
~ I .. o!, I , I I r.' I 
J!.«K.f..« l"'fi'V• H1 oy w t:•nt· ~~"\~« .. .avo 
t 4.1"f,VIIft1 D/.tl'll-fDI' 1 AI ')8?~1«fi,J•tt. ·tt. I 

11 E~ wv.a,'1'J7u(o, K.lf!..l<.oJ~J.8jl •f m•?l. 1 rt-1 

.w fl ru (JI •• K«~)8H>tKJ~rl'iTt"niJI'r 
If. ~ lJI '1 

COMPENDIVM OCTO ORA TIONIS PAR 
TIVMET ALIO,QVORVNDAMNEcdT:uio~ 
EDITVM A CONSTANTINO 
LASCAR! BYZANTIO. 

Dediuifionelittmrum. 
LiberpriDius-

'""'.......,. . ..u, Ittttaeflpars minimauo 
cisindiuidua. Sunrautemlitn: 

"'"''ll""•xv'"rzuigirltiq[uor.alpha.uira.gamm3.dcl 
ra.epfilo.zft:l.ira.thit:l,iota.cappa.labda 
mi.gni.xi.omicron.pi.ro.ligma.taf. 
ypfilon.phi.chi.pfi.omega. Harum 

uocales quidcm fcprem.alpha.cpfilon.ita. iota.omicron. 
ypmon ctomega· Confonantcsautcm dcccmfcptcm 
uita.gamma.dclt:l.:z:ira.thita.cappa.labda.mi.gni.xi.pi. 
ro.figma.taf.phi.chi.p{i. Soduocalium 
longa:quidcmdua:.it:let omega. Brcucsautcmdua: 
epfilonetomicron. Ancipitcs uero tres:alpha.iota. 
ypffiO. Ex quib9diphthogi ppric qdefcx fiur. alpha iora. 
alpha ypf~o.oiora.eypfilo.cfot:l.oypfiloabufiucatqtuor 
alphaciiiora fubfcriptoira ciliotafub.omrgacil iota fub. 

(ypfiloniota. a iii 

The education of princes was by the mid I ;th century in the hands of 
classical scholars, many of them from the Eastern Empire. Constantine 
Lascaris, who 1vrote the introduction to the Creek language shonm here, 
was tutor to Francesco Sforza's children. Printed by Aldus ./lrfanutius in 
I 4 9 J, it gives the Creek text (with the letters of the alphabet) on one 
side, the Latin equivalent on the other. (I o) 

This brilliant period, coinciding with the first French invasions, 
was destined to be cut short by the early death of Beatrice (1497) 
and the eventual loss of Milan by Lodovico (I 5 oo ). While it 
lasted, Milan was, among other things, a principal centre ofltalian 
poetry, of that 'courtly' lyric which Calmeta virtually equated with 
Petrarch. Famous then among its poets were Niccolo da Correg
gio, Gaspare Visconti, Antonio Fregoso, Calmeta himself, with 
the temporary addition of the prestigious Serafino. Poetry then 
became fashionable among noble and elegant people; and like 
many fashionable things was to prove ephemeral. But for some 
two decades this style prevailed, especially in northern Italy and 
around the figures of the great ladies of the time. There is a 
striking contrast between this court poetry and the agitated poli
tical and military context in which much of it was written. In 
that last decade of the I 5th century, Milan's most splendid, 
Lodovico overplayed his hand in the game of international 
politics, and he lost his state to the French whom he had welcomed 
into Italy under Charles VIII. After I 500 Milan was a victim 
of the rivalries between France and Spain. The sons of Lodovico 
enjoyed it for only short periods: Massimiliano for the years 
I 5 I 3-15; Francesco II from I 52 5 to I 53 5. In the intervals Milan 
was French; after I 53 5 it was Spanish. A bone of contention 
between Franqois Jer and Charles V, Milan itself suffered much 
from military attack, internal uprisings, destruction of buildings 
and the plague, particularly during the siege of I 5 26. 

Not all the cultural developments in the duchy depended, 
however, on patronage at the centre; though, unlike Rome, 
they lacked any very conspicuous private leaders. Little attention 
has been paid, except by specialists, to the cultivation of humanist 
studies outside Milan and outside institutions like the University of 
Pavia. Yet there is good evidence for the second half of the I 5th 
century that there were local groups of scholars in many small 
towns and cities of northern Lombardy, who were in contact 
with humanists elsewhere. If they made no outstanding con
tribution to scholarship, their existence indicates a certain 
vigour of intellectual life independent of the court. But this 
quite rightly occupies the centre of the Renaissance picture of 
Milan; and without Lodovico and his wife Beatrice there would 
hardly be much to compare with the rest of Italy. 

Venice: the delayed Renaissance 
Venice came late into the Renaissance field and stayed later than 
most other centres in Italy. The delay is somewhat surprising for 
various reasons. Since Petrarch's residence there (I 362-67) the 
city had had no lack of contact with humanism, and in the 
early 15th century she was frequently visited by eminent scholars, 
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or provided the point of entry for Greek immigrants bringing 
new texts and knowledge. But none seem to have remained long, 
preferring to seek employment in cities where the reception was 
warmer. Secondly, throughout most of the 15th century Venice 
seems to disprove the Florentine contention that republican 
freedom and the cult of letters essentially go together. Only at a 
much later stage, in the 16th century, did Venice assume something 
of the role of Florence in the early I 5th. Her Renaissance appears 
to begin when that in other areas is at its height or even drawing 
to a close. Yet from then on her place is consistently brilliant in 
art, architecture, music and printing, and in some respects 
decisive for the future of Italian literature. Thirdly, Venice 
remained for a long time unaffected by the fervour of Aristotelian 
studies centred on Padua, which provided also a focal point of 
new literary and linguistic ideas. The delay in the case of Venice 
can perhaps be partly explained in terms of political factors and 
orientation. Preoccupied after 1425 with extending her power on 
the mainland and ensuring her commercial prosperity on the sea 
against other Italian states and the Turk, she seemed to stand 
aloof from other than the political pressures of Italy. When 
compelled to defend her existence at the turn of the century, it was 
as though, under crisis, she changed from a power balanced 
between east and west, whose outlook was as mixed as her 
architecture, to a European and more precisely an Italian state. 

Venice did not entirely lack humanists of her own in the first 
half of the I 5th century, though they are isolated figures. Two of 
them had considerable reputation outside: Lionardo Giustinian 
(I388-1466), a pupil of Guarino (who taught briefly in Venice) 
and translator of Greek works, but more famous for his vernacu
lar poetry; and Francesco Barbaro (1390-1454), also a pupil of 
Guarino, who had close relations with the Florentine humanists, 
but wrote only one work, De re uxoria, that alone could hardly 
account for his fame as a learned man. Both were employed in 
public office, but show none of the civic traits characteristic of 
their Florentine contemporaries. Relations with Florence were 
closer on the commercial level, and these, especially through the 
residence of many Florentines in Venice, assisted the diffusion of 
Tuscan language and literature there, and prepared the way for 
later Venetian initiative in these fields. Notable Florentine exiles 
also came to the Veneto: Cosimo de' Medici in 1434, and Palla 
Strozzi, 1434-62, in Padua. In spite of the anti-Venetian sentiments 
of the Medici, these contacts continued, and go a long way to 
explain some of the changes in interests and outlook of the 
Venetian patriciate in the second half of the I 5th century. Ber
nardo Bembo, father of Pietro, is a good example of this generation 
of cultured ambassadors and officials ofVenice. Friend of Lorenzo 
de' Medici and of the scholars of his circle, he had a deep interest 
in classical and vernacular studies, and made a collection of books 
and manuscripts, many of which are now in the library of Eton 
College. It would be difficult to overstress this Florentine 
connection for the education and development of Pietro Bembo. 

To the same generation as Bernardo Bembo belongs the 
humanist who dominates the traditional picture of Venetian 
humanism in the late I 5th century, Ermolao Barbaro (I45 3-93), p 52 (22) 
grandson of Francesco. His formation was, however, in good 
part Roman, and his major work, Castigationes Plinianae, was 
written in Rome. This philological revision of Pliny's Natural 
History was regarded by contemporaries and later historians as 
one of the outstanding achievements of humanist scholarship. 
One consequence of his initiative was the edition of the Greek 
text of Aristotle published by Aldus Manutius in Venice, 1495-98. 
Printing had begun there in 1467 and rapidly made Venice a 
leading centre of the book world. Aldus (1450-I515) made it the 
centre, especially for Greek texts. His publications were not f IO 

confined to classical works, nor to the Italian 'classics'. One of 
his most remarkable books was the Hypnerotomachia Poliphili f I I 

(1499) by Francesco Colonna, a curious romance in even more p I 37 (7) 
curious Italian, with fine woodcuts by an unknown artist, now p 183 (;) 
prized as among the best of Renaissance illustrated books. The 
tradition of the humanist-publisher was carried on by Aldus' 
descendants throughout the 16th century. Together with other 
famous Venetian printers they constitute one of the outstanding 
and determining features of the Renaissance in Venice. 
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It will be evident from what has been said so far that this 
Renaissance did not arise from or depend upon the existence of 
patronage private or public, nor upon the attraction of foreign 
scholars from outside Venice. Slow to grow, in part from Floren
tine seed, it matured into a vigorous plant with its own roots and 
characteristics at a time when the Florentine Renaissance was 
beginning its decline. There the great humanist tradition of the 

p 26 15th century ends with Politian (1492) when Pietro Bembo was 
(43, 44) only twenty-two. If it is possible to say that the real centre of 

humanist studies then moved to Venice and the Aldine circle, it 
is even more true that the focus of vernacular literature followed 
the same direction. The two are indeed inseparable for that 
significant transfer, which takes place in the first decades of the 
r6th century, from classical to vernacular humanism in which 
Bembo is the prime mover. 

The Venetian AchiE1vement 

This change took place at a moment when vernacular literature, 
especially poetry, had attained a new if chaotic and largely social 
vigour, as a pastime and courtly accomplishment rather than as a 
serious literary pursuit. Bembo's object was to give it dignity and 
gravity, to purify it Unguistically and stylistically, to put it on the 
same level as classical poetry, not by injecting it with Latin, but 
by taking it back to its purest sources in the Tuscan writers. In 
his Prose della volgar lingua (begun c. r 5 oo and first published in 
r 52 5) he accomplished several aims; he completed a process 
begun in the r 5th century of placing Latin in historical perspective 
as a language of the past, established the validity of the modern 
language, and identified the true basis of literary Italian in the 
unique models of Petrarch and Boccaccio; it was a kind of take
over bid by a non-Tuscan, in the name of Italy, of the Tuscan 
literary-linguistic tradition. That this was practically possible, 
Bembo showed by his own Gli Asolani (r 505). Others were soon 
to demonstrate how completely the assimilation by the rest of 
Italy of the Tuscan tradition was already an accomplished fact. 
Bembo's theory and practice in verse and prose decisively directed 
the course of much of Italian literature in the r6th century, and 
had a notable direct b.fluence on major contemporary authors like 
Ariosto and Castiglione. 

Bembo's influence was greatest in Petrarchan poetry, but hardly 
less in linguistic studies, and specifically in grammar. Alberti's 
much earlier grammar, based on modern Tuscan usage, had little 
diffusion, and nothing concrete remains of the teaching at Padua 
in this field of Giovanni Augurello, Bembo's tutor. Consideration 

'Hypnerotomachia Po!iphili' is a strange allegorical fantasy in a mixture 
of Latin and Italian (with a few passages in Greek and Hebrew). 
Conceived by Francesco Colonna in I467, it was printed on!J in I499, 
by Aldus Manutitts of Venice. The woodettts by an anonymous artist show 
extensive knowledge of dassical remains. (I I) 

The handu;riting of the Renaissance is one of its most enduring legacies, 
for upon it are based many of the Roman and italic typefaces still used 
today. Italic 2vas the cursi1;e script which was wide!J used by humanists. It 
was first made into a typeface by Aldus in I JOI. This page is from 
Arrighi's 'Operina', a writing mannual published in IJ39· (I2) 

of grammatical and orthographical questions was provoked in 
part by the invention of printing, but far more by the desire to 
regularize usage on some basis comparable to that of the classical 
languages. In the early r6th century much of the discussion and 
writing on these topics was centred on the Veneto, and owed its 
direction to Bembo and to contemporaries like Giangiorgio 
Trissino. In no other area of Italy was there at this time such a 
close association between humanistic and vernacular studies. 

Bembo was also the historian of Venice in his later years, but 
his official Latin history, covering the period 1487-1513, is far 
less interesting, for all its humanistic elegance, than one of the 
contemporary sources he used, the Diari of Marin Sanudo. No 
work better than this record and compilation of political events, 
official documents and local faits divers, gives us such a clear and p 106 
detailed picture of life in Venice between 1498 and 1535. In the (7o, 7I) 
arts in this period Venice could compare with any other centre. It p 94-5 
is the great age of the Bellinis, Giorgione, Titian, Tintoretto, (47-50) 
Paolo Veronese; and in architecture, a little later, of Sansovino p 53 (25) 
and Palladio. The musical tradition, centred on the chapel of 
St Mark's, was to develop from the times of Adrian Willaert 
(I 52 7) to its culmination in the following century with Monteverdi. 
The theatre too flourished from the early r 6th century, and was 
distinguished by a vigorous popular tradition in local dialect 
written by actor-playwrights such as Antonio Molino, Angelo 
Beolco (il Ruzzante), and Andrea Calmo, precursors of the com-
media dell' arte. The I 6th .century is indeed the golden age of the 
Venetian Renaissance, when to the rest of Italy and Europe, 
though shorn of her continental possessions, she seemed the 
model of free institutions and prosperity, the only major state to 
emerge politically unchanged from the Italian wars. After the Sack 
of Rome, and even more after the beginning of the Counter
Reformation, she became the delight and refuge of temporary or 
permanent exiles, protected from the long arm of the Inquisition 
or censorship. It was the ideal home for such as Pietro Aretino, p 53 (23) 
'scourge of princes', and later for apostates like Bruno. 

7I 



Two Humanist Courts: Ferrara and Mantua 
These two states are distinguished among the governments of 
Italy by the remarkable continuity of their ruling houses through
out and beyond the age of the Renaissance. The Este (Ferrara) 
and the Gonzaga (Mantua) became established as lords of their 
cities in the 13th and 14th centuries and remained in possession 
until 1597 and 17oi respectively. In each the Renaissance may be 
said to begin about the same time with rulers who had received 
the benefits of a humanist education from the two most famous 
teachers of the century: Leonello d'Este (I441-5o), pupil of 

p 123 (9) Guarino da Verona, and Lodovico Gonzaga (1444-78), pupil of 
p 122 (6) Vittorino da Fcltre. Although humanist ideals of education were 

enunciated elsewhere in the 15th century (e.g. by Bruni, Vegio 
and Pius II), nowhere were they so clearly and effectively ex
pressed and practised as in these two northern courts, and no
where, except perhaps in Urbino, did they have such far-reaching 
consequences. Any consideration of the Renaissance in Ferrara 
and Mantua must, therefore, move from these two masters. 

Guarino and Vittorino had both been pupils of Giovanni di 
p 122 (7) Conversini da Ravenna in Padua in the late 14th century. The 
p I22 (3) former learnt Greek from Chrysoloras, accompanying him to 

Constantinople, and then exercised considerable influence as a 
teacher in Florence, Venice and Verona, before establishing 
himself, on the invitation of Niccolo III d'Este, in Ferrara where 
he remained for thirty-one years (I429-6o). Vittorino, after 
studying with Guarino in Venice, moved to Mantua, on the 
invitation of Gianfrancesco Gonzaga in 142 3. There he maintained 
for more than twenty years the most famous school in Italy, the 
Casa Gioiosa. Although Guarino's teaching was more inclined 
to the production of good scholars, they both have in common 
as educators the ideal of an education designed to encourage, 
through a balance of sound learning in the classics and moral and 
physical instruction, the complete development of the individual. 
This ideal, represented perhaps most effectively in Vittorino's 
school, where rich and poor lived, worked and played together in 
an atmosphere of humanist studies and humane guidance, was 
the model for European education for centuries to come, and 
still continues to exert its influence in the modern world. By 
their fame they drew pupils from all over Italy and counted 
among them, besides the princes named, the young Federigo da 
Montefeltro, Duke of Urbino. We may rightly attribute to these 
teachers the deep cultural interests that, married to an aristocratic 
way of life, characterize the Renaissance courts of Ferrara and 
Mantua. 

p 56 (34) Leonello d'Este was the ideal of the educated prince, fond of 
reading the classical authors, collecting manuscripts, extending 
patronage and friendship to artists like Mantegna and Pisanello, 
and to men of letters like Alberti, whom he encouraged to write 
his work on architecture. Though his father, Niccolo, was not 
without letters, Leonello's short rule was by contrast like a spring 
of bright sunshine heralded by the brief but influential stay of the 
Papal Curia in Ferrara in 143 8-9. The severe view of the vernacular 
expressed by one humanist at his court, Angelo Decembrio, does 
not, however, represent Leonello's attitude, and still less that of 
his successors under whom Ferrara was destined to achieve the 
greatest eminence as the home of Italian poetry. The University 
and the court continued to attract the most illustrious scholars in 
Italy; but under Borso, Leonello's brother (I45o-7r), Ferrara 
became more famous for its magnificence and spectacle, for the 

p 56 (3 5) elegance epitomized in the Palazzo Schifanoia with its fine frescoes 
by Cosimo Tura and Francesco del Cossa. It was a society that 

p 147 (r) gave new life to medievalideals of courtesy and chivalry, inspiring 
and entertaining itself with the French and Italian romances in 
which the ducal library (Borso was given the title of duke in 1471) 
was especially rich. Nothing perhaps illustrates so well the 
difference of background and outlook between Florence and 
Ferrara at this time as the contrast between Luigi Pulci's Morgante 
(c. 146o-7o), a somewhat chaotic, grotesquely comic reworking 
of Carolingian legends, and Matteo Maria Boiardo's Orlando 
lnnamorato (c. 1476-94), in which the Carolingian heroes put on 
Arthurian garb and went on a quest for love with chivalric zeal. 
Written to entertain the court, Boiardo's poem faithfully repre
sents, with some humour but largely seriously, the tastes and 
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ideals he shared with educated nobles and ladies of Ferrara. It 
is not only a marriage of Carolingian and Arthurian cycles (in 
which religious and political motivations have given place to 
those of love), but also one of a popular genre with episodes 
from classical sources. Boiardo thereby created the first of a 
series of great vernacular epics, all composed in Ferrara, that are 
among the most significant poetic achievements of Renaissance 
Europe. Boiardo, Ariosto, Tasso ensure the Ferrarese domination 
of a genre that was to be almost as influential abroad as the 
poetry of Petrarch. 

What, therefore, begins and indeed continues in Ferrara as a 
Renaissance of humanistic learning, becomes overshadowed by 
a social splendour and an Italian literary flowering that draws 
increasing nourishment from classical studies. This is especially p 57 (3 6) 
true of Ariosto and his poem, Orlando Furioso (I 5o6-I6, revised 
up to I 5 32). Yet, whereas it has much in common materially with j 3 
Boiardo's epic, and celebrates the House of Este through its 
ancestors in the heroes of romance, Ariosto's poem is not similarly 
explicable in terms of the court society in which he served. His 
ideals were not those of Boiardo. For him the matter of the genre 
was a convenient but brilliant fantasy through which he could 
view the strength and weakness of human nature with tolerance 
and humour. Much has been made of the contrast between his 
world of unreality and the grim facts of contemporary Italy, 
as if it were an escape in some reprehensible sense. Inasmuch as 
it is the escape of a poet into his own imagination, and in particular 
this poet's escape from the oppressive employment of Ippolito 
d'Este, it is indeed an escape that permits Ariosto to express his 
own humanity. When this is magnificently done by skilful 
manipulation of complex material, and expressed in exquisitely 
beautiful verse, we have the most perfect poem of the Italian 
Renaissance. 

Boiardo and Ariosto were also considerable lyric poets, 
untouched by the vogue of the 'courtly' lyric which had one of 
its most famous representatives in Ferrara in Antonio Tebaldeo 
(r463-1537). This kind of poetry found its ideal home in the 
northern courts presided over by educated ladies who shared the 
interests of Beatrice d'Este. Yet another form of entertainment, 
the drama, was to distinguish Ferrara among other centres almost 
as decisively as its cult of the chivalric epic. Duke Ercole (I47I
I505) encouraged scholars in Ferrara (among them Boiardo) to 
translate many classical works into Italian; among these Latin 
comedies were produced in considerable numbers during his 
reign. In the same years plays in the original Latin were performed 
in Rome and Florence, but it was from Ferrara that there emerged 
the first important original vernacular comedies based on Roman 
models (the very first seems to have been written in Mantua, 
c.I5o6): Ariosto's Cassaria and I Suppositi (I5o8-9). Ferrara was 
to be no less influential in the development of tragedy and mixed 
dramatic forms. Although the first Italian tragedy (based on 
Greek models) was written in Rome by Trissino (c. I 51 5 ), it was 
in Ferrara that Italian tragedy, tragi-comedy and pastoral drama 
ultimately developed a considerable tradition an,d related theory, 
with Giraldi (1504-73), Speroni (I5oo-88) and Tasso (I544-95). p 57 (37) 
Giraldi in particular, with his plays and novelle (Gii ecatommiti) 
was to exert influence far outside Italy and provide source 
material for Shakespeare's dramas. 

A similar influence was exerted on drama by the novelle of 
Bandello (c. 148o-c. r 5 6o ), who spent some years in the northern 
courts including Mantua in the time of Isabella d'Este; yet their 
importance is greater in Italy for the light they throw on the 
social conditions and behaviour of these courts. Geographical 
proximity and family ties (Francesco Gonzaga married Isabella 
d'Este in 1490) partly account for the similar style of life in 
Renaissance Mantua. Though by long tradition first-class soldiers, 
the Gonzaga were also liberal patrons of the arts and built up a 
state as renowned for its prosperity as for its culture. Lodovico p 87 (27) 
(1444-78) employed Alberti to design the remarkable Renaissance 
churches of S. Andrea and S. Sebastiana in Mantua, and the p 1 ro (4) 
tribune of San tis sima Annunziata in Florence; he also built or 
rebuilt the Casa del Mercato, the Torre dell'Orologio, and the 
Rocca di Cavriana, and employed Mantegna to decorate the p 6o 
Camera degli Sposi in Mantua with some of the most famous (41, 42) 
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'Of ladies, knights, arms and love, of chivalry and courage I sing': so 
begins Ariosto's 'Orlando Furioso', at once striking the distinctive note 
of the romantic epic. Orlando is the ancient hero Roland, fighting under 
Charlemagne to defend Europe from the A1oors. But the story wanders 
in a world of magic, enchantment and adventure. This woodcut is from the 
edition of IJ42. (r;) 

p 92 (43) portraits of the Italian Renaissance. Lodovico also welcomed 
many scholars, among them Pico della Mirandola and Platina, 
and gave hospitality to Pius II's crusading congress. During the 
time of his successor Federigo (I478-84), Politian, temporarily 
estranged from Lorenzo de' Medici, composed in Mantua his 
drama Orfeo. 

The city's most brilliant period, however, was that of Francesco 
II (1484-1519) and his wife Isabella, whose name is indissolubly 
associated with the refinement and grace of the aristocratic and 
cultured life of the north in the High Renaissance. While her 
husband distinguished himself on the battlefield (especially at 

p I3o Fornovo, I495), Isabella was the courted queen ofltalian literati, 
(28) receiving praise, letters, poems and other works from the most 

famous writers of the day, including Bembo and Castiglione, who 
for a period resided in Mantua. In character and accomplishments 
Isabella was the perfect counterpart to Castiglione's courtier. She 
was probably largely responsible for bringing to Mantua from 
Ferrara many social graces and entertainments, especially theat
rical representations of Italian comedies based on Latin plays and 
on novelle, which were produced with increasingly elaborate scenic 
apparatus. Her correspondence is full of discussions of poetry 
and drama. In these activities she was much assisted by her 
secretaries Capilupi and Equicola. It is not surprising that she 
should have been cal.led by contemporaries 'the first lady of the 
world', and that Isabella and her like should have inspired encomia 
of their persons and sex in a literature quite the reverse of the 
persistent anti-feminism of the preceding century. At the head 
of this literature might well stand the praise of Isabella, Elisabetta 
Gonzaga, Vittoria Colonna and others, in Canto xiii of Ariosto's 
Orlando. The rise of women to social and intellectual distinction 
is one of the remarkahle features of the Renaissance in northern Italy. 

Though militarily very much involved in the Italian wars and 
sometimes, paradoxically, on opposing sides, both Este and 
Gonzaga emerged from the final conflict between Church and 
Emperor (1530) secure and relatively unscathed. Throughout the 
16th century Ferrara continued to be a favoured resort of poets 
and scholars and for a time also, under Ercole II (I 5 34-5 9) who had 
married Renee of France, was a refuge for Calvinist sympathizers. 
The Gonzagas, creat,ed Dukes of Mantua in I 5 30, strengthened 
their estates and posit:[ on by marriages, ensuring succession beyond 
the end of the century. From a cultural point of view, however, it 
is possible to say that the Renaissance in Mantua ends with the 
death of Isabella in I) 39· 

Federigo of Urbino, 'the Courtier' 
Geographical proximity, unlike the case of Ferrara and Mantua, 
engendered rivalry and enmity between Urbino and Rimini in 
the days of the two famous soldiers whose names are associated 
with the Renaissance in this area: Federigo da Montefeltro and 
Sigismondo Malatesta. They are also contrasted in other respects. 

Renaissance scholars often debated an old topic: the precedence 
of letters or arms. Federigo of Urbino (I444-82) appeared to p 54 (z7) 
contemporaries as the embodiment of the perfect marriage of 
both: skilled and experienced in arts of war, which he exercised 
with distinction throughout his career, and learned in all branches 
of philosophy and the arts, which he cultivated in Urbino with a 
patronage unequalled even in Rome. He was a man of profound 
humanity and integrity of character, urbane and gentle, kind to 
his subjects, generous with all who served or needed him. It 
would be difficult to find any other man who combined such a 
universality of virtues. His early education in the school of 
Vittorino in Mantua had aroused in him a love of letters, and 
established a connection with that court which was to be cemented 
later by the marriage of his son to Elisabetta Gonzaga. To the 
north, and specifically to Ferrara, went his political sympathies 
when she was threatened by Venice, and in this cause, which he 
refused to abandon, he died from fever in 1482. These contacts 
point to a physical and spiritual affinity between Urbino and 
those courts which will have its most significant illustration in 
The Courtier of Castiglione, a Mantuan at Urbino. In his person 
Federigo seems to anticipate that ideal by half a century. 

In Vespasiano's life of Federigo the buildings he constructed 
at Urbino fill two pages. But the most remarkable is the Ducal 
Palace designed by Luciano di Laurana, adorned within with 
Flemish tapestries, fine sculpture and marquetry, and portraits and 
scenes by Melozzo da Forll and J oos van Gent. More famous 
still perhaps are the portraits of Federigo by Piero della Francesca p 54 
(now in the Uffizi and the Brera). His employment and rewarding (z6, 27) 
of artists and artisans is legendary. Vespasiano was an interested 
party in one of the largest and most expensive library collections 
of the century, for which Federigo (he writes) employed for 
some fourteen years some thirty or forty amanuenses making the 
finest manuscripts of classical and modern authors; and this went 
on in Florence and Urbino in spite of, indeed in defiance of, the 
invasion of the printed book. This collection, the finest for its 
beauty and size in Italy, ultimately found its way to enrich the 
Vatican Library. Where some other contemporary patrons of the 
arts may be suspected of giving favour for personal aggrandize-
ment, Federigo impresses by his obviously sincere love of learning 
and the desire to create a harmonious and beautiful setting appro-
priate to a cultured life. It is remarkable that, during his very varied 
military career, he found time and leisure to enjoy the Urbino he 
created. 

His life and times were celebrated by Giovanni Santi, Raphael's 
father, as well as by Francesco Filelfo, whose son Giammaria 
became tutor to Federigo's heir Guidobaldo. Apart from the p 5 5 (3 I) 
brief period during which he was expelled from his state by 
Cesare Borgia (I 502-3), the latter ruled Urbino from I482-I 508. 
These were the years in which the fruits of Federigo's rule were 
gathered in what has been described as 'the most gracious of all 
the courts of the Italian Renaissance', presided over by the 
amiable but sickly duke and his cultured wife Elisabetta Gon-
zaga, sister-in-law of Isabella d'Este. Here Pietro Bembo resided p 123 (n) 
for a time (I 506-n) and Baldassare Castiglione (I 504-I6), who p 55 (33) 
conferred literary and historical immortality on the company 
around the duke in the later years of his life, in his Book of the 
Courtier. This work, begun soon after I 5 o8, completed in I p8, 
but not published until I 5 28, recreates the atmosphere and 
personalities of that period with a nostalgia for the cultivated 
society which was the natural context of the perfect courtier. 
It is unimportant whether the discussions that Castiglione 
represents did in fact take place in that form; it is more important 
that this kind of ideal could only emerge from this particular 
social and cultural background. Whereas humanist educational 
ideals and teaching in a democratic context like Florence developed 
the civic man and administrator, here the ultimate perfection of 
learning and the active life takes on the form of the urbane, 
cultured, universally equipped aristocrat, matched by a similarly 
cultured woman. Though an ideal, this image has actuality not 
only in the personality of the author and the society of Urbino, 
but in the topics of discussion current at the time affecting the 
accomplishments and behaviour of the courtier: language, poetry 
and love-neo-Platonic love which from the Florentine philoso-

73 



------------------------ ------------------------------

phers of the Laurentian circle passed elsewhere into vernacular 
literature and gave fresh impetus to the revived Petrarchan 
poetry. 

The reality behind this ideal was broken at the death of 
Guidobaldo and never again recovered. While Castiglione 
perfected his picture (and his language) over the years, the old 
Urbina he represented became more remote, and the Italy it stood 
for was progressively engulfed, to his anguish and disillusion
ment, by the foreign invader. The duke had no children. He 
adopted as his heir his nephew Francesco Maria della Rovere, 
who ruled for thirty years, though almost always absent as 
captain of the Venetian armies. Urbina remained in the hands of 
this family down to the 17th century. 

The Learned Tyrant of Rimini 

As a political and military figure Sigismondo Malatesta, lord 
of Rimini (1432-68), was the opponent and opposite of Federigo 
of Urbina. Their disputes over Fano (which Federigo ultimately 
won in 1463) and other territories in Romagna, kept them in 
continual enmity: Sigismondo's frequent duplicity and violent 
actions contrast forcibly with the integrity and gentleness of the 
duke, whose quite different personality is illuminated by the fact 
that on the death of his enemy he supported his son Roberto 
Malatesta's claims to Rimini, and gave him his illegitimate 
daughter in marriage. Sigismondo's married life is sown with 
suspicions of murder: Ginevra d'Este who 'died' in 1440 after 
five years of marriage; Polissena Sforza who 'died' after seven 
years. Neither occasion endeared him to Ferrara and Milan. His 
military career begins and ends with a pope: as condottiere of 
Eugenius IV, and as the intending assassin of Paul II. In between 
he was excommunicated by Pius II and his effigy burned in Rome. 

Yet this extraordinary figure was a genuinely learned man, 
who gathered around him a distinguished circle of scholars and 
writers, and promoted an artistic Renaissance in Rimini with 
quite remarkable features. Its greatest monument is the church 
of S. Francesco in Rimini, which in its reconstructed form 
(c. 14 5o-58) has come to be known as the Tempio Malatestiano; 
and indeed it is a transformation of a medieval church into a kind 
of classical temple that is a mausoleum within of Sigismondo and 
his wife Isotta degli Atti, and without of the great men who 
served him. The architect of the new external marble shell, its 
form inspired by classical example, was Alberti, the executant 
Matteo de' Pasti, whose medallions of the Malatesta and of Alberti 
are among the finest of the 15th century. The interior, possibly 
designed by Pasti and executed in great part by Agostino di 

The Renaissance in Italy outside Florence 

Duccio, is rich with exquisite reliefs and sculpture of pagan 
divinities, allegorical figures, signs of the zodiac, Malatesta arms 
and monograms, and with the splendid tombs prepared for 
Sigismondo and Isotta. No other prince of the I 5th century used 
(or abused) the resources of art in such profusion to celebrate 
himself and ensure his immortality. The Tempio is a monument 
to Sigismondo's pride. It is also the clearest symbol of the 
humanistic belief in the triumph of art over time. 

Not only the plastic arts but letters too served this same end. 
The humanist Basinio Basini (like Filelfo with Francesco Sforza, 
Porcellio with Alfonso of Aragon) celebrated in a Latin poem 
Hesperis, Sigismondo's military exploits, and in elegies of Ovidian 
inspiration his love of Isotta. On his death Basinio was buried in 
the tombs on the north wall of the Tempio. With him, among 
others, is Sigismondo's military expert and general adviser, 
Roberto Valturio, author of a treatise on the art of war (De re f I 4, I J 
militari) that is remarkable also for its magnificent illustrations. 
Vernacular poetry too added its voice to the chorus of celebration, 
especially of Isotta, frequently using the fiction of the premature 
death of the lady to heighten the pathos of their love. Isotta in 
fact outlived Sigismondo by two years. This anticipation of death 
in poetry and in marble-which is in a sense the desire to triumph 
over death-is a unique feature of the personal cult of greatness 
practised at Rimini. It is uncertain whether the many poems 
attributed to Sigismondo were written by him or for him by 
others. The latter is the more probable, and it indicates yet 
another aspect of the deliberate myth of greatness he cultivated 
around him. 

If Pius II disapproved of the Tempio Malatestiano on religious 
grounds, his and Paul II's major motives for disapproving of 
Sigismondo were political: to remove him from his support of 
the Angevin claims on Naples and from the Venetian alliance, 
and to oust him from the papal fee of Rimini. The succession of 
his son Roberto was in part ensured by his old enemy Federigo 
ofUrbino. But Roberto (1469-82), though a good soldier, had no 
interest in art and letters. The unfinished Tempio remained and 
still remains incomplete, the symbol of a Renaissance begun and 
prematurely suspended. The history of Rimini in the late I 5th
century was plagued by family rivalry and bloodshed. Overrun 
by Cesare Borgia (qoo-o3), sacked by Pandolfo Malatesta, sold 
to Venice, the city finally ejected Sigismondo's descendants in 
I 5 28. Continuously from Dante's time Rimini and the Malatesta 
had maintained a reputation for violence. For a brief period under 
Sigismondo the scene was brilliantly lit by a culture and an art 
among the most notable of the Italian Renaissance. 

The art of war absorbed some of the best 
energies of many men of genius, including 
Leonardo and Jl!/ichelangelo. Sigismondo 
Jl!/alatesta's military expert was Roberto 
Valturio, u);ose treatise on the subject 
published in I 47 2 gives a good idea of the 
practices and prrjects of the time. The 
illttstrationJ·-perhaps by JV!atteo de' 
Pasti-range from the severely junctional 
(left, a scaling ladder with grappling hooks) 
to the uninhibitedly fantastic, as in this 
sieJ;e machine in the form of a dragon. 
(I 4, IJ) 
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Ill A NEW VISION 

Italian Art from Masaccio to Mannerism 

PETER MVRRAY 



(The arts of painting) sculpture) modelling and architecture 

had degenerated for so long and so greatly 

that they almost died with letters themselves) 

but in this age they have been aroused and come to life again.) 

LORENZO VALLA 

Between the world of ideas and the world of art 
the threads are many, complex and-often-concealed. There are, 
in particular, three ways in which Renaissance art is a turning 
point. First comes a series of technical advances, beginning in 
the late I 3th century with a new feeling for the solidity of bodies 
and the dramatic possibilities of design, and including the discov
ery of scientific perspective in the early I 5th. Second, there is 
the rising interest in ancient Rome, leading to the imitation of 
classical architecture, sculpture and (as far as was possible) 
painting. Third, parallel with the New Learning, came a change 
in the content of works of art; ideas from philosophy and literature 
influence both the choice of subject and the way it is handled; 
iconography turns humanist. 

Different artists were affected to different degrees by these 
three forces. Some, like Masaccio ('Giotto reborn' as Berenson 
calls him), enrich the Florentine tradition from their own resour
ces, without special reference to classical models or humanist 
theory; others, like Mantegna, are almost obsessively absorbed 

by antiquarianism; others again paint in a style that retains many 
characteristics of earlier art, but use it to convey intellectual 
subtleties of which the lvfiddle Ages never dreamed: and of this 
category the outstanding figure is Botticelli. 

The esoteric meanings in Botticelli's Birth of Venus have 
already been briefly discussed (p. 24). Those of his other great 
allegory, Primavera, are even more complicated. It depicts the 
coming of spring. The shy earth-nymph Chloris is transformed 
by the touch of Zephyr into the calm, luxuriant figure of Flora 
(opposite), dressed in flowers. The story is taken from Ovid, and 
Botticelli achieves the extraordinary feat of actually painting one 
of the Metamorphoses-from Chloris to Flora. The allegory is 
expanded in the rest of the picture into a yet more elaborate 
symbol of nco-Platonic philosophy, with Venus, the Three 
Graces and Mercury. Yet the intellectual structure, organized to 
the point of pedantry, is suffused by Botticelli's art with tender 
lyrical beauty. (I) 





The opening phase of Renaissance 
painting was one of exceptional 
variety. On the right are three panels 
of the Madonna and Child. The first 
belongs to the prevailing style of 
central Italy, deriving from the Tre
cento and ultimately from Giotto; it 
is by Masolino and dates from 1423. 
But simultaneously two new styles 
were emerging to challenge it. One 
of them was International Gothic and 
its leading exponent in Italy was 
Gentile da Fabriano; his Madonna 
(centre) sits elegantly but weight
lessly in a flat setting of brocades and 
flower-patterns. The other was the 
art of Masaccio (far right)-mon
umental, firmly based, with the vol
umes built up in a space strictly de
fined by perspective. (2, 3, 5) 

Richness to match the taste of the 
Florentine bankers was provided by 
Gentile da Fabriano and his followers. 
In his Adoration of the Magi (below) 
the delicate rendering of weapons, 
animals, clothes and jewelry shows 
the influence of the north. It was 
completed in 142 3 for Palla Strozzi, 
Cosima de' Medici's rival in finance 
and in patronage. (4) 



'Well did this holy friar deserve the 
name by which he was always known, 
Fra Giovanni Angelico', says Vasari. 
Yet the religious devotion so evident 
in Angelico's painting has perhaps 
obscured his purely painterly quali
ties . His earliest dated work is a Ma
donna and Child (left) commissioned 
by the Cloth Guild in 1433 . It has 
many features of International Goth
ic, but shows an understanding of 
Masaccio's innovations-an under
standing that increased as he grew 
older. (6) 

The impact of Gentile's A doration on 
Florentine art can be judged by com
paring it with Lorenzo Monaco 's 
painting of the same subject of a year 
or two later (below). It has the same 
richness, the same love of naturalistic 
detail and the same lack of real depth. 
(7) 



A young genius- Masaccio- revolutionized the art of Florence 
in the mid 1420s. He created a world clearly defined by perspec
tive, lighting and modelling, and human beings who are embodi
ments of moral grandeur. Right: the Tribute Money ; in the centre 
Christ directs Peter to take the coin from the fish's mouth; on the 
right Peter gives it to the tax-collector. Below: two cripples from 
another scene, St Peter healing by his shadow. Masaccio did not 
live to finish this series of frescoes. He died in 1428, aged twenty
seven. (9, 10) 
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The Deluge (left) by Uccello, of about 
I 44 5, has the charm of International 
Gothic combined with the new dis
cipline of perspective. The latter is, 
indeed, prominent to the point of 
self-consciousness. All the defining 
lines and many of the bodies and the 
objects lie exactly at right-angles to 
the pictureplane and recede like a 
diagram to one vanishing point. Even 
the strange collar worn by the figure 
in the foreground is like one of 

ccello's favourite exercises in fore
shortening. God speaks to oah on 
the right; the Ark is built on the left, 
and in the distance the dark storm 
breaks. (8) 

When Masaccio was working in the 
Brancacci Chapel he probabl y took 
as a pupil one of the novices of the 
Carmelite monastery of whose church 
it forms part, Filippo Lippi. Although 
he entered the order Fra Filippo's real 
vocation lay elsewhere. The influence 
of Masaccio was soon modified by 
that of D onatello, but the prevailing 
character of his work is one of 
sweetness and sophistication. The 
dancing Salome (right) comes from 
his frescoes in Prato Cathedral com
pleted after I 460. (II) 



8z. 

Sculpture followed a comparable de
velopment. Ghiberti's early St john 
the Baptist (above left) has the linear 
grace of a late Gothic figure. D ona
tello's St Mark (centre) is like a Mas
accio apostle, sturdy and monumental. 
D onatello later evolved a highly 
expressionist style, as in his Mary 
il1agda/en (above), carved in wood 
when he was nearly seventy. (I 2, I 3, I4) 

Ghiberti himself revolutionized his 
own art between his First and Second 
D oors. Far left: the Annunciation from 
the First D oors ( I403- 24)-even relief 
in a conventional setting. Left: theS toty 
of Joseph from the Second (I425 - 52), 
utilizing every resource of modelling 
and perspective. (I 5, 1 6) 



Donatello's study of antiquity en
riched his art without leading him to 
imitation. The head of Gattamelata 
(right) derives from Roman portrait 
busts and the whole work-the first 
bronze equestrian statue to be cast 
since Roman times--looks back to 
the statue of Marcus Aurelius in 
Rome. 'Not only did it fill all the men 
of that day with amazement', says 
Vasari, 'but it astonishes everyone 
who sees it at the present time.' (1 8) 

The clash of personalities is explor
ed by Donatello in a brilliant series of 
low reliefs for the doors of the Old 
Sacristy of San Lorenzo (detail above). 
Their explicit subjects are saints, 
prophets and apostles; in fact they dis
play human contact in all its variety
argument, agreement, expostulation, 
impatience, communion-expressed 
through fresh and vehement gestures 
which Donatello must have seen 
every day in the streets of Florence. 
(17) 

Passionate grief: Donatello's En
tombment of Christ (left), made for the 
Basilica of St Antony at Padua, 
unleashes a violence of emotion that 
had hitherto been characteristic of 
northern rather than of Italian art. 
Christ's body weighs with the heavi
ness of death; behind him the three 
Maries give way to a frenzy of sorrow. 
The figures are of grey sandstone, the 
background yellow and black mosaic, 
the sarcophagus inlaid marble. (19) 



The drama of the Last Supper offered a challenge and an 
opportunity to painters. Andrea del Castagno (above) gives his 
figures the tense nervousness of Donatello, emphasizing the 
climax of the group Peter-Judas-Christ-John by the explosive 
patterns of the marble behind them. In Ghirlandaio's work 
(below) the scene is more relaxed and the pretty background of 
trees and birds adds charm rather than tragic power. ( 20, 2 I) 

Bodies under stress were the special concern of the brothers 
Piero and Antonio Pollaiuolo. Their Martyrdom of St Sebastian ~ 
(right) with its sense of violent muscular exertion and its careful 
anatomy looks forward to Michelangelo. The pairs of figures 
show the same pose viewed from opposite sides. Antonio prob
ably painted the archers; his brother Piero, a less talented artist, 
the saint. (22) 





'He was sent by Heaven to invest 
architecture with new forms, after it 
had wandered astray for many cen
turies.' Vasari's estimate of Brunel
leschi's achievement is a useful simpli
fication, though it exaggerates the 
revolutionary quality of his work. In 
Italy, and especially in Tuscany, the 
Gothic style was never firmly estab
lished and there is really no break in 
the tradition that links Brunelleschi 
with such buildings as S. Miniato al 
Monte and the Baptistery. But the 
work that made him famous, the 
dome of Florence Cathedral (see p. 
14), would not have taken the form it 
has without his study of Roman 
techniques. 

The loggia of the Foundling Hos
pital(above), begunin 1419,is amore 
deliberate attempt at revival. In his 
two churches of S. Lorenzo (c. 1419 
below left) and Sto Spirito ( 1434 left) 
Brunelleschi again uses a severely 
classical style in the details, but for 
plans and elevations combines the 
traditional Christian basilica with his 
own system of proportion, all units 
being related to a simple module. 
( 2. 3, 2 4, 2 5) 



Alberti 's approach tO architecture 
was that of a theorist. We have already 
seen him as a Florentine man of 
letters (p. 26) and as the designer of 
Sigismondo Malatesta's Tempio (pp. 
58, 9). He wrote a very influential 
book based on Vitruvius, taking as 
his thesis the idea that architecture 
has immutable rules discoverable 
from a study of classical models. He 
was the first to formulate the doctrine 
of the five orders and, in the Palazzo 
Rucellai (below) of 1446, the first to 
apply them to a palace fa<;ade. In the 
church of S. Andrea at Mantua (right) 
he went to the Roman temple front, 
the triumphal arch and the thermae, 
and used the basic rhythm of bay
arch-bay for both the fa<;ade and the 
internal elevations. (26, 27) 

The most perfect expression of Bru
nelleschi's ideals is probably the 
Chapter H ouse of Sta Croce, known 
as the Pazzi Chapel. The fa<;ade (left 
centre) is a harmonious composition 
of straight entablature and round 
arch. The interior (left) consists of a 
square covered by a dome, a square 
chancel of exactly half the main di
mensions (right, in the picture) and 
lateral extensions, or 'transepts', 
whose depth is one quarter. All these 
proportions are articulated in dark 
lines of pietra serena and also outlined 
on the floor. (28, 29) 



Limpid colour, clear geometrical design and tatuesque calm 
characterize D omenico eneziano's St L ucy Alta~piece (above), 
an early example of the sacra conversazione, i. e. Madonna and 
saints shown together instead of in the separate panels of a 
polyptych. The form was carried further by Domenico's pupil, 
Piero della Francesca, in the altarpiece painted for Federigo of 

rbino (below), where the space is a continuation of the church 
in which it was to hang. (30, p) 

Piero's first and last surviving works are the 
Baptism (above) and ativity (detail below) 
dating from about 1440 and 1480. Sienese in
fluence is evident in the Baptism, but there is a 
monumental quality that was to be personal to 
Piero. He must have seen Hugo van der Goes' 
PortinariAitarpiece (p. 287-9), for his own Nativity 
bears witness to the impression it made. The 
Child lying on the ground, the singing angels, the 
oil technique-all point to Flemish models.(3 1,33) 



'The best picture in the world is 
painted in fresco on the wall of a 
room in the town-hall . . . Its clear, 
yet subtly sober colours shine out 
with scarcely impaired freshness.' 
The judgment is Aldous Huxley's 
and the picture is Fiero's R esurrection 
at Bargo Sansepolcro (detail right) . 
Christ, dynamic yet immoveable, 
plants his foot on the edge of the 
tomb, more like a Greek athlete than 
a suffering redeemer. 'The whole 
figure', writes Huxley, 'is expressive 
of physical and intellectual power . .. 
Fiero achieves grandeur naturally 
with every gesture he makes.' (3 5) 

The Dream of Constantine (above) 
is one small section of Fiero's most 
sustained masterpiece, the Story of the 
T rue Cross at Arezzo. In spite of the 
virtuosity shown in the rendering of 
light and the angel plunging down 
from above, Fiero's most salient 
quality is one of stillness. The figures, 
motionless and silent, seem engaged 
eternally in a scene of timeless signifi
cance. (34) 



Leonardo's genius fits into no cate
gory. He excelled in painting, in 
mechanical invention, in scientific 
research, in the study of anatomy 
-yet somehow the man is always 
greater than his works and one has 
the feeling that he was capable of yet 
more. Each of his paintings (barely 
fifteen survive, and even fewer are 
finished) marks a significant step in 
the history of art and all had a tremen
dous influence. The Adoration of the 
Magi (above) was abandoned un
finished in 1481. Leonardo crowds 
his picture with figures but without 
sacrificing clarity; note especially the 
pyramidal composition and the two 
still figures (Age and Youth) at the 
sides . The background is filled with 
architecture and horsemen. (3 6) 

'I can make sound, indestructible 
armoured vehicles. If these reach the 
enemy with their cannon they can 
compel the largest forces to retreat' 
-so Leonardo, writing to recom
mend his services to Ludovico Sforza 
of Milan. The drawings shown here 
(right) were made during his Milanese 
period: at the top, a terrifying chariot 
with whirling scythes; underneath, 
an early form of tank. (3 7) 



'One of you shall betray me'. Leo
nardo in the Last Supper at Milan 
chooses the psychological moment 
when the disciples draw back in 
dismay at Christ's announcement. 
(Compare this with the static treatment 
of the same scene by Castagno 
and Ghirlandaio) . Judas leans back 
on his elbow so that his face is in 
shadow. Christ spreads His hands in 
a gesture of resignation. The painting, 
now almost ruined, shows Leonardo's 
new sjumato technique, by which the 
forms are modelled 'without lines or 
borders, in the manner of smoke', 
instead of being clearly defined as In 

previous Florentine art. (3 8) 

In his drawings and notebooks Leo
nardo reveals a range of interests that 
is probably unique. His mind, too, 
was constantly looking for parallels 
in nature-between the spirals of a 
flower (above left: a Star of Bethle
hem) and those of flowing water, of a 
woman's hair or (below left) the 
waves of a cosmic deluge. Right: two 
careful drawings of the human skull. 
Leonardo's example was decisive; to 
observe reality and to make detailed 
drawings became the normal practice 
of every artist. (39- 41) 



The antique world crumbling before 
the victory of the martyrs is the theme 
ofAndreaMantegna's S t Sebastian(left). 
Mantegna formed his style on Floren
tine techniques, Roman sculpture and 
the art of Donatello. One of his early 
frescoes at Padua is shown later, p. 
I 3 I, in the context of the growth of 
archaeological interest. 'Andrea al
ways maintained', says Vasari, 'that 
the good antique statues were more 
perfect and beautiful than anything in 
nature. He considered that statues 
displayed the muscles, veins and 
nerves in a more accentuated manner 
than is found in nature, where they 
are covered by soft flesh ... He clung 
tenaciously to this opinion, a fact 
which renders his style somewhat 
harsh, more closely resembling stone 
than living flesh.' (42) 

The art of foreshortening has never 
been carried to more daring lengths 
than by Mantegna. Unusual view
points preoccupied him from the 
very beginning of his career, at Padua. 
In I46o he moved to Mantua, where 
his greatest works are the frescoes of 
the Gonzaga family in the Camera 
degli Sposi (see p. Go). On the ceiling 
of this room he painted a round 
oculus opening on to the sky, with 
faces, birds, cherubs and even a tub 
of plants seen vertically from below 
- some of them outside the balustrade 
and in danger of toppling into the 
room! It is a piece of virtuosity that 
anticipates Baroque. (43) 



Real space and picture space are merged by Mantegna in the 
altarpiece painted for the church of San Zeno at Verona, I 4 56- 59· 
The frame is made part of the picture- four Corinthian columns 
with entablature standing against a square loggia which encloses 
the figures; swags of fruit and flowers hang between one world 

and the other. By unifying the whole space within the picture 
Mantegna achieves another variant of the sacra conversazione. ate 
too the very Roman details of the architecture. The predella 
panels underneath show the Agony in the Garden, the Crucifixion 
and the Resurrection. (44) 
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To Venice in 1475 came Antonello 
da Messina, an artist whose life is 
still something of a mystery. Vasari 
thought, wrongly, that he had learnt 
his technique of oil-painting from 
Van Eyck himself; it was certainly 
highly advanced and made a deep 
impression on the Venetians. Above: 
the fragmentary remains of his altar
piece for S. Cassiano, Venice. (45) 

In its minute naturalism Antonello's 
St J erome (detail above) is hardly 
disting uishable from an early Flemish 
painting. It is in fact almost certainly 
based on a lost work of Van Eyck. (46) 

The Agony in the Garden (right) .,.. 
by Mantegna has all his personal 
characteristics-harsh metallic rocks, 
foreshortened bodies, classical al
lusions. Compare this with the Bel
lini opposite, painted at roughly the 
same time. (48) 



The long career of Giovanni Bellini 
sums up the story of Venetian 
painting in the I 5th century. When 
he was born about I43o the Renais
sance had hardly touched Venice. His 
father Jacopo Bellini had probably 
visited Florence as the pupil of 
Gentile da Fabriano, worked in a 
naturalistic International Gothic style 
and took a special interest in classical 
Rome. Of his children, Giovanni and 
Gentile became painters and his 
daughter icolosia married Mantegna. 

Giovanni Bellini, versatile, inven
tive and ceaselessly open to new 
ideas, was practically the originator 
of the Venetian school as we know it. 
His Madonna and Saints painted for 
San Zaccaria in I 5o 5 (left) is the 
culmination of a series of experiments 
in the sacra conversaz ione form. As in 
the Piero and Antonello altarpieces 
(and in two earlier works by Bellini 
himself) the space is continuous with 
the spectator's world. The group is 
placed inside a marble apse, behind 
which one can glimpse the open 
country. In these last works Bellini 
was influenced by a man nearly fifty 
years his junior-Giorgione- who 
was destined to explore the world of 
colour and light with even more 
sensuous mastery. (47) 

'Nature had so richly endowed him 
that he succeeded wonderfully in 
both oils and fresco', writes Vasari 
of Giorgione, 'making certain things 
so soft and harmonious and his 
shadows so vaporous that many 
artists said that he was born. . . to 
counterfeit the freshness of living 
flesh better than any painter either in 
Venice or elsewhere.' Right: the 
Caste/franco Madonna, Giorgione's 
earliest known work (c. I 505). The 
Virgin sits on a high throne with St 
Liberale and St Francis below. All 
are wrapped in a dreamy calm, at one 
with the peaceful landscape behind 
them. In this 'atmospheric' quality 
Giorgione is the true successor of 
Leonardo. (49) 

Two solutions to the same formal 
problem: The A gony in the Garden by 
Mantegna and by Bellini. Both show 
Christ kneeling on a rock, the 
sleeping Apostles in the foreground, 
Judas approaching with a group of 
soldiers further back and the walled 
city of Jerusalem in the distance. The 
Mantegna (far left) has perhaps a 
greater sense of urgency, with its 
striated rocks and sharp-edged drapery 
patterns. But Bellini (left) creates a 
drama of atmosphere- a landscape 
bathed in a softer light and Christ's 
head silhouetted against the sunrise. 
(5o) 
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Pity and terror, for Aristotle the 
two components of tragedy, are more 
fully realized in Michelangelo than 
in any other artist in history. His 
genius was on the grand scale-unmis
takable and unique. Yet he was the 
product of the Florentine tradition 
and is hardly to be understood 
outside it. David (detail right), com
pleted in I 504, sums up the ideals of 
painters and sculptors from Masaccio 
and Donatello to Castagno and Pol
laiuolo. The proud, fierce you th, 
confident of victory, became a symbol 
of Florence. In the Piela (below) 
Michelangelo relates the fig ures of 
mother and son in a pose of great 
formal ingenuity, while at the same 
time revealing a tenderness that 
hardly appears in his later works . 
(p, F) 

Michelangelo's greatest patrons 
were the popes. For Leo X and 
Clement VII, both Medici, he carved 
the tombs of two minor members of 
the family-Giuliano, Duke of Ne
mours, and Lorenzo, Duke ofUrbino, 
respectively brother and nephew of 
Leo X. This detail shows Lorenzo, 
symbol of the contemplative life, 
with allegorical figures of Dawn and 
Dusk reclining below. (53) 



'Unequalled by any modern or 
ancient work' is Vasari's verdict on 
Moses (right). It was intended as one 
of over forty statues for the tomb 
of Julius II, an enormous project 
commissioned by the pope during his 
own lifetime. Moses is Michelangelo's 
image of the Old Dispensation
pitiless, omnipotent and terrible. (54) 



The fate of two forerunners of the High Renaissance, Signorelli 
and Perugino, is an illuminating comment on the speed at which 
art was moving. Signorelli (above, the Last J udgment at Orvieto) 
was soon outmatched by Michelangelo in ferocity ; Peru gino 
(below, the Charge to Peter) by Raphael in elegance. (55, 56) 

On the Sistine Chapel (right) three ambitious popes lavished Fold 
their energies and patronage. Sixtus IV built it (I475) and com- out 11>

missioned the frescoes along the sides. Julius II commanded 
Michelangelo to paint the ceiling ( I 508- 12), and for Paul III he 
returned to paint the Last j udgment in I 53 6- 4 I. (5 8) 



'Do as you please' , Pope Julius told 
Michelangelo. It was unusual for a 
painter to be given such responsibility, 
especially when it concerned the most 
important commission in Christen
dom. But Michelangelo was accepted 
as no one's subordinate, and he did 
do as he pleased. 'Unless you have 
seen the Sistine Chapel', wrote 
Goethe, 'you can have no idea of 
what one man is capable of achieving.' 

The section shown here is about 
a third of the whole ceiling, which is 
divided into compartments by means 
of painted pilasters and entablature. 
The Genesis series starts over the 
altar with God Creating and ends 
with the D runkeness of Noah. Seen 
here are the Creation of Adam (far 
right), the Creation of Eve, the Temp
tation and Expulsion, the Sacrifice 
of Noah and the Flood. They were 
painted, however, in the reverse 
order, and Michelangelo increased 
the size of the figures as he went 
along, realizing better the effect of 
the vault's height. The ceiling was 
finished in four years (15o8-I2). 

The Flood and Sacrifice of Noah are 
the least satisfactory- full of powerful 
and moving figures but crowded and 
not tightly integrated. With the 
Temptation and Expulsion he achieves 
his own heroic scale and superbly 
confident draughtmanship. The story 
is reduced to its essentials and expres
sed, as always with Michelangelo, 
entirely in terms of the gestures and 
attitudes of the human body. Next 
comes the Creation of Eve and then 
the Creation of Adam, one of the great 
masterpieces of the Renaissance: God, 
borne aloft by cherubim, touches the 
limp hand of the newly created Adam, 
and Adam, lying like a youthful river 
god, awakens into life. 

A t the sides are the huge figures 
of the Prophets and Sybils- a combi
nation of Old Testament and pagan 
mythology that is typically humanist. 
The Sibyls were regarded as prophets 
of Christ, though not understood in 
their times. Michelangelo portrays 
them as superhuman beings, inspired 
by divine wisdom and strength. 
Those shown here are the E ryth
raean Sybil and Ezekiel (bottom) 
and Isaiah and the Cumaean Sybil 
(top). The /gnudi- naked youths at 
the corners of the smaller scenes-are 
at first puzzling in this context. But 
there is no doubt that for Michel
angelo they represented perfect hu
manity, the highest ideal of beauty 
and the truest witness to God, as he 
says in one of his sonnets: 

Nor hath God deigned to show himseif elmvhere 
More clearly than in human form sublime 
Which, since they image Him, alone I love. 

(57) 
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A radical break in the progress of 
Renaissance art can be detected in 
many of the important works of 
I 5 I0-20. Raphael, always susceptible 
to outside influence, begins to emulate 
the terribilitd of the Sistine Ceiling. 
Compare his earlier frescoes in the 
Stanza della Segnatura (p.I50,I54) with 
the later designs for tapestries to 
hang round the lower part of the 
Sistine Chapel, the so-called Cartoons 
which, taken to Brussels, had a 
strong influence on northern painting 
(below: The Healing of the Lame Man) . 
Where the first is ordered, balanced 
and lucid the second is emotional and 
congested; where one shows only 
the noble and the beautiful, the other 
insists on pain. The same qualities 
appear again in Raphael's last paint
ing left unfinished at his death, the 
Transfiguration (left). Here the nominal 
subject is placed at the back and the 
foreground is taken up by a disturbed 
and passionate scene whose signi
ficance is not immediately clear. The 
boy is in fact being cured of possession 
by demons; he screams aloud, the 
mother appeals for help, the Disciples 
gesticulate wildly. (59, 6I) 

Strident colours , distorted bodies, 
violence of composition and subject 
matter lead to the creation of a new 
style in the second quarter of the I 6th 
century, a style which contradicts the 
old rules and introduces bizarre new 
effects to shock and surprise. Similar 
developments occur in architecture 
and sculpture, and are summarized in 
the useful but slightly oversimple 
term Mannerism. Left: one of its 
formative works, Pontormo's D epo
sition, painted about I 52 5, five years 
after Raphael's death. Gestures are 
exaggerated, figures elongated and 
intertwined in an unnatural way, and 
the general feeling, compared with 
the sanity and optimism of the 
Quattrocento, distinctly neurotic. 
History soon seemed to endorse the 
instinct of art. In I 5 2 7 came the Sack 
of Rome, a horrifying experience for 
artists and patrons alike, followed by 
the growing rigour of the Coun
ter-Reformation. Of this new age 
Michelangelo's Last judgment (pre
vious page) was the grimmest symbol 
and a compulsive influence on painters 
of the next generation and beyond. 
(Go) 



Leadership in architecture after the 
death of Brunelleschi passed from 
Florence to Milan and then, decisively, 
to Rome. Bramante came to Rome in 
I499, to be joined there in I 5 o8 by 
his distant cousin, Raphael, whose 
interest in building was already evident 
in the circular temple of his Sposalizio 
(right) of I 504. The centrally plan
ned church, symmetrical in all four 
directions, was a project dear to the 
humanists (Alberti held that the circle 
was the most fitting symbol of the 
divine), but was critici zed because it 
gave no emphasis to the altar and 
was liturgically inconvenient. (63) 

Raphael's own house in Rome, long 
since demolished, was designed by 
Bramante (above) . It was impeccably 
Roman in its details, combining rusti
cated stone blocks on the ground floor 
with the classical orders above. (6z) 

The fa~ades of palaces present a 
fascinating evolution. Sanmichele, in 
the Palazzo Bevilacqua, Verona (left), 
introduced rusticated pilasters, alter
nate wide and narrow bays and spiral 
fluting. Peruzzi (right: Palazzo Mas- IJio

simo, Rome) reversed the normal 
arrangement and gave the whole 
fas:ade a curve. Palladia (right centre: 
Palazzo Porto, Vicenza) basically 
went back to the House of Raphael. 
Giulio Romano (extreme right: his 
own house at Mantua) almost aband
oned the classical vocabulary, squeez
ing his windows into rusticated 
arches and pushing up the string
course over the door into a sort of 
mock-pediment. (64, 67, 68, 69) 



Rome was a revelation to Bramante, 
although he was a middle-aged man 
when he arrived. Vasari tells us that 
he spent days exploring the ruins and 
it is clear from the change in his style 
that the size and grandeur of the 
ancient city impressed him deeply. 
His major task was the rebuilding of 
St Peter's, later transformed by 
Michelangelo. But a more perfect 
achievement is perhaps the Tempietto 
(right) of S. Pietro in Montorio, 
where Renaissance ideals and classical 
prototypes (in this case small circular 
temples like that of Vesta at Tivoli) 
meet in effortles harmony. (66) 

Leonardo's teeming brain was 
probably the ultimate source ofBram
ante's new St Peter's. The two men 
knew each other in Milan and some 
of Leonardo's unrealized sketches 
(above) are uncannily prophetic. (65) 





Italian Art 
from Masacdo to Mannerism 

PETER MURRAY 

IN MANY FIELDS of hi:;torical enquiry there is nowadays a tendency 
to query whether the Renaissance, in the sense of a phenomenon 
distinguishable from the periods before and after it, ever actually 
took place. One of the strongest arguments in its favour is supplied 
by the history of the visual arts, since, unlike literature, there is a 
recognizable style of the 15th and early 16th centuries which 
cannot be confused with earlier or later periods and which is, 
basically, a realistic and classical style. This point can be establish
ed by direct comparison between contemporary works of art 
representing the same subjects. 

The development of a spedficall y Renaissance style in painting, 
sculpture, and architecture began in Florence in a very short space 
of time--not more than about twenty years--and by 1430 the new 
style was established in Tuscany and alre:cdy beginning to spread 
to other parts of central Italy. In the north, in such places as 
Padua, the presence of Florentine artists helped to spread the new 
ideas. By about 1460 it is possible to argue that the best work was 
being done outside Florence; the frescoes of Piero della Francesca 
or I\fantegna, and Alberti's churches in Mantua are cases in point. 
Towards the end of the century the centre of gravity shifted back 
towards Florence ag2.in, although it must be admitted that Botti
celli's work, important as it was, struck an old-fashioned note. 
The more progressive style was represented by Leonardo da 
Vinci, who worked for nearly twenty years in Milan (c. r.t82-99), 
or by Perugino, an Umhrian, in some of his Florentine works. 

From the early 148os, when the Sistine Chapel was decorated 
by a number of artists, mostly Florentine, Rome resumed her 
rightful part as a centre of patronage; and it is perhaps the most 
important single fact in the creation of the High Renaissance style 
that it was the work of four men, none of them Roman, who came 
together in Rome in the years around I 5 oo. These four were Pope 
Julius II, who came from Piedmont; Bnmante, who came to 
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..c In the security of Vtmice High Renaissance confidence lingered 
longest. Titian preserves the noble ideals of Raphael, with a 
\Varmth of colour and richness of texture that were a legacy from 
Bellini and Giorgione. Titian was only slightly younger than 
Giorgione but outlived him by over sixty years. He was out
standingly successfel, combining grandeur with sensuous lyricism 
in a way that was to influence painters as distant as Rubens and 
Renoir. In I 53 2 he met the Emperor Charles V and became his 
personal friend (a detail of his portrait is shown on p. 323). Titian 
worked slowly, leaving his pictures unfinished for months at a 
time and cominP" back to them again and again. The Entombment 
(above left) dat~~ frnm his early period, when he was still under 
the influence of Giorgi one. 

Tintoretto, by contrast, was in many ways a Iv1annerist painter. 
In his version of th~ Entombment (below left) the whole group 
is turned at an angle to the picture plane, the darkness is more 
intense, the gesture:; rnore passionate. During the latter part 
of the r6th centurv Timoretto was the leader of the ·venetian 
School, painting e~ormous canvases for the Doge's Palace and 
the Scuola di S. Rocco, as well as numerous private portraits. He 
died in I 5 94 and Venetian painting dwindled into insignif
icance for over a hundred years. (7o, 71) 

Vitmvius, the only .rurviz;ing Roman 1~'riter on archituture, was read by 
Renaissance theorists with more respect than understandin;rz,. In If I I the 
Veronese architect Fra Giocondo publisbed the first illustrated editioJJ. 
This is bis idea ~~ car)',-;tids, based on Vitrttvius' description. (I) 

Rome from h.is native Urbino by way of Milan; Raphael, also an 
Urbinate, but who received his most important education in 
Florence; and Michelangelo, a pure Florentine. Their great 
Florentine peer, Leonardo, spent some time in Rome in the early 
years of the 16th century, but he was of an older generation and 
bis major contributions had been made much earlier in Florence 
and Milan. 

There can be no doubt that the personality of Julius II was p 47 (6) 
largely responsible for the creation of a climate of patronage which 
gave rise to the rebuilding of St Peter's, the enlargement of the P 46_7 
Vatican Palace, the decoration of the S tanze, and the ceiling of the ( 8) 
Sistine Chapel, as well as the gigantic project for the sculptural 
decoration of Julius' own tomb. All these were conceived in less 
than a decade, and although some were never completed in their 
original form, nevertheless their existence made Rome the un
disputed centre of all the arts. This overwhelming concentration 
in one place and in one short span of time is a partial explanation 
of the fact that the High Renaissance lasted hardly more than 
twenty years, while the reaction against it dragged on for seventy 
or more before there was any sign of a new style establishing 
itself as an undisputed language. 

This sudden change of style in the years around I 5 20 was to 
some extent determined by political and economic events, but it 
would be quite wrong to attribute everything to the Sack of Rome 
in I 5 27. The effect of the Sack was indeed devastating, but it did 
not do more than encourage artistic tendencies which already 
existed. In the same way, the effect of the Reformation movement 
in Germany was very slow in making itself felt, particularly in the 
arts, and it is not until the final sessions of the Council of Trent, 
in the I 5 6os, that we find a new formulation of the ideals of 
religious art which had been put into practice in some cases as 
much as forty years earlier. The artistic revolution is, therefore, 
only partly dependent upon non-artistic causes, but it would be as 
wrong to interpret the art of the Mannerist period solely in 
artistic terms as it is to interpret it in terms of Marxist economics. 

The idea of an intermediate style between the High Renais
sance and the Baroque is comparatively new, and Mannerism, as 
this interlude is called, is dangerously open to an interpretation 
based upon a partial selection of works produced in the period 
between I 5 20 and I Goo. The paintings of Pannigianino, the 
architecture of Giulio Romano, and the last Pi etas by Ivlichelangelo 
certainly have stylistic features in common, but the tendency to 
lump them all together as examples of 'Mannerism' leads either to 
an insensitive interpretation of the works themselves, or to a 
stretching of the definition of Mannerism to a point where it 
becomes almost meaningless. This blanket definition was, of 
course, the reason why the original concept of a single, homo
geneous, Renaissance style beginning with Giotto and ending 
more than two and a half centuries later with the death of Michel
angelo, collapsed under its own inability to serve as a sufficiently 
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precise definition of the stylistic characteristics of any one work 
of art. At the present moment, Mannerism, which has taken over 
the r6th-century part of the earlier all-embracing concept, seems 
to be in some danger of a similar inflation and it is probably as 
important now to stress the differences between works produced 
in the mid-r6th century as it once was to stress their similarities by 
comparison with works of the preceding century. 

'Restored to Life' 
\Y'hat do we mean by Renaissance style? In some fields of history 
there are writers who think that the continuity of the web of 
history is such that we ought not to speak of 'the Middle Ages' 
or 'the Renaissance', and of course they are right if they mean that 
the world did not change much between 1399 and 1400 or any 
other such arbitrary dates. For the art historian the problem is 
simpler. We have the evidence of the works of art themselves, as 
well as the writings of contemporaries, and their answer is un
equivocal. Alberti and Ghiberti, both practising artists, reject the 
works of their predecessors in an attempt to create a new style; 
Marsilio Ficino, writing in 1492., says: 'This century, like a Golden 
Age, has restored to life the nearly extinct Liberal Arts-Gram
mar, Poetry, Rhetoric, Painting, Sculpture, Architecture, Mu
sic .. .' and the story is taken up by Vasari in the mid-16th century. 

It is clear that the new ideas were aesthetic in impulse, so that 
the situation is the opposite of that which obtained in the later 
Roman Empire, when Early Christian ideas were expressed in the 
forms of pagan late antique art: now there are new formal solu
tions to old iconographical problems. Aesthetic theory is rigidly 
classical and naturalistic, as in the treatises of Alberti, and theory 
itself assumes a new importance, as may be seen from the prolif
eration of treatises and the regrets expressed for the loss (or pre
sumed loss) of so many of those written in ancient times. 'Thus it 
was', says Ghiberti, 'that Christianity gained the upper hand in 
the time of the Emperor Constantine and Pope Sylvester. Idolatry 
was so persecuted that statues and paintings, however ancient and 
perfect, were broken and disfigured and, at the same time, all the 
volumes and commentaries which contained rules and instruc
tions for these noble arts were also consumed .. .' (Second Com
mentary, c. 1450). We have no reason to suppose that this was true, 
but Ghiberti took it for granted that such treatises must have 
existed once. Alberti, in De re aediftcatoria, first drafted at about 
the same time, expresses similar ideas: 'It grieved me that so many 
great and noble instructions of ancient authors should be lost by 
the injury of Time, so that scarce any but Vitruvius has escaped 
this general wreck ... He might also as well not have written at 
all . . . since we cannot understand him.' 

Alberti's earlier Della Pittura (1435) is dedicated to Brunel
leschi, Donatello, Ghiberti, Luca della Robbia and Masaccio; and 
he goes on to say: 'Our fame ought to be much greater if we dis
cover new and unheard-of arts and sciences without teachers or 
models.' We are justified, then, in examining the works of these 
men for stylistic innovation: if we find common characteristics 
which are not shared by some of their contemporaries, then these 
must be the fundamentally new, Renaissance, characteristics. At 
the same time, we shall be warned not to read characteristics into 
Renaissance art which cannot be found implicit in the works 
themselves or explicitly stated in the theoretical treatises. We 
know, for example, from the theorists that the imitation of natural 
objects, and above all the illusion of relief, were regarded as self
evidently the main task of the painter, in the sense that all his 
technique was acquired for that end. To some extent this in
sistence on a literal naturalism was in itself a mark of the new art, 
since the workshop system which had obtained for centuries 
tended to produce painters who had mastered a series of formulae 
meant to produce visual images reasonably similar to those pro
duced by their masters before them, and these technical tricks 
were not necessarily intended to give the illusion of nature. This 
can be seen by comparing the treatises on painting by Cennino 
Cennini and Alberti, both written at about the same time. (The 
date of Cennini is controversial, but it may be as late as the 143os. 
The usual dating is 1390-1400.) Cennino gives an amusing series 
of recipes for painting landscapes-'If you want to acquire a good 
style for mountains, get some large stones, rugged, and not 
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cleaned up; and copy them from nature, applying the lights and 
the dark as your system requires'; while Alberti gives a com
plicated description of a method involving the use of a net. This 
allows the painter to construct a perspective system, so that the 
whole of his picture will appear to obey the laws of optics in the 
same way as actual objects in three-dimensional space. 

The changes in artistic style in Florence can be dated with 
considerable precision in the middle 142os, and the simplest way 
to do this is to compare three or four pictures painted at thL time. 
To begin with, take the two versions of the Adoration of the Magi, p 78, 79 
produced in the first half of the 1420s by Lorenzo Monaco and (4, il 
Gentile da Fabriano. The Gentile is dated 142:: and it is likely that 
the picture by Lorenzo Monaco is a year or t;o later. Simila'rly, it 
is possible to compare three versions of the Madonna and Child; 
by Masolino, painted in 1423, by Gentile da Fabriano, painted in 
r 42 5, and by Masaccio, painted in 142.6. Lorenzo was the oldest 
of this group of artists and the group of the Madonna and Child 
in the Adoration clearly shows his direct descent from the masters 
of the 14th century. This style is continued by Masolino in his 
il!fadonna, which may be taken as typical of the late 14th century 
in central Italy and typical of the style which prevailed in Florence 
until the eruption of the new ideas introduced first by Gentile da 
Fabriano (c. r 3 70-1427) and then, immediately afterwards, by Ma-
saccio (1401-c. 1428). The International Gothic style, which took 
its rise in Burgundy rather than in Italy itself, created an im-
mense impression in Florence when it arrived in the 1420s and 
triumphed in Gentile's Adoration of the Magi, painted for the 
wealthy Palla Strozzi in 1423. 

This picture contains a vast amount of naturalistic detail in the 
animals and birds, in the costumes, and even in the facial express-
sions of some of the figures in the background. Nevertheless, the 
setting of the picture as a whole is highly artificial, with the stable 
of the Nativity represented as a sort of cardboard cave behind 
which there is a dark hedge effectively separating the narrow fore-
ground stage from the far distance, where the cavalcade of the 
Magi can be seen approaching. The rather limited naturalism of 
the details and particularly the richness of the stuffs and the pro-
fusion of gold made an immediate impression, and Lorenzo Mo-
naco's Adoration clearly reflects the excitement caused by Gentile's 
altarpiece. In fact, a closer examination of the individual figures in 
Lorenzo's picture shows that they have the elongated forms and 
the carefully contrived silhouettes which are characteristic ofTre-
cento art, with figures in pale colours set against a plain gold 
background. Indeed, Lorenzo himself painted precisely this tra-
ditional kind of altarpiece on many occasions, examples being the 
two versions of the Coronation of the Virgin (one, of 1414, in the 
Uffizi, the other, of about the same date, in the National Gallery, 
London). Thls is the style which Masolino continued in his 
111adonna of 1423 in Bremen, but Gentile's Ltfadonna of 1425 in the p 78 
Royal Collection, and Masaccio's of 1426 in the National Gallery (2, 3) 
show two different styles, both new. The Gentile Madonna is a p 79 (5) 
single panel from a larger altarpiece, now dismembered, con-
sisting of several panels with figures of saints seen as separate 
entities. The Madonna and Child, however, are treated with the 
new realism of detail characteristic of the 1423 Adoration, so that 
the picture forms a strange mixture of naturalism-the smiling 
Child, with the teeth carefully shown-and the older, more sym-
bolic, representation of the Madonna seated against a cloth of 
honour supported by half a dozen small angels, whose position in 
space is extremely uncertain. 

It is here that the crucial difference between Gentile's Inter
national Gothic style and Masaccio's new realism is most clear, 
for the National Gallery ll1adonna is also part of a dismembered 
polyptych, with figures of saints in the other panels, but the 
realism of the Madonna and Child is different in kind, not degree, 
from that of Gentile's picture. In the Masaccio the spatial divi
sions are clearly established by an imposing stone throne and 
stone steps, so that the two angels seated in the foreground seem 
closer to the spectator than any of the other figures (the panel has 
been cut down and they have lost their feet, so the impression is 
less powerful than it must originally have been). On the next 
plane there is the throne, which is rendered in careful perspective 
so that it serves as a frame for the massive figures of Madonna and 
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Brune!leschi's unfinished church of Sta jl-Jaria degli Angeli in Florence 
was his most ambitious exercise in pure classical revival. Based directly 
on the Temple of Minerva Medica in Rome, it is the earliest centrally
planned church of the Renaissance. The elevation is one of several recon
structions. ( 2, J) 

Child. Behind the throne are two more attendant angels. The 
lighting of Masaccio's painting is also consistent; all the shadows 
are cast in such a way that the source of light must be at the upper 
left, whereas Gentile employs a generalized, diffused lighting. In 
short, Masaccio's aim is the re-creation of a three-dimensional 
world on a two-dimensional plane by means of the mathematical 
artifice of perspective-then being scientifically investigated by 
Brunelleschi-as weU as by the use of controlled lighting and 
strongly modelled, realistic forms; whereas Gentile's style is con
ditioned by a desire to please, with enchanting naturalistic details 
grafted on to what is still fundamentally a non-naturalistic Tre
cento theme. As a rough generalization one might say thatMasac
cio sought truth, Gentile beauty. 

Precisely the same comparisons can be made between the 
sculpture of Ghiberti and that of Donatello, or even within the 
work of Ghiberti himself. Ghiberti's StJohn Baptist of 1414 re
presents a standing, bearded figure, with his right arm hanging 
at his side and his left bent, holding up the end of his robe. The 
same description is true of the St Mark carved by Donatello for 
the same church, Orsanmichele in Florence, two years earlier, but 
they differ markedly in the impression they make on the spectator. 
Donatello's figure is grave and massive, like a Masaccio apostle, 
because the weight of the body is carried on the right leg, which, 
with its drapery, looks like a fluted column; the huge left hand 
takes the weight of the book, and the tilt of the shoulders is ex
pressed by the line of drapery crossing the chest. Ghiberti's figure 
is clad in beautifully arranged drapery-but the sweeping curves, 
and the placing of the weight on the left leg, combine to give an 
impression almost of fragility. Yet Ghiberti learned much from 
Donatello, not least the use of perspective combined with relief 
to give an overall pictorial quality to his panels for the Second 

Baptistery Doors. Ghiberti's first great success came with the p 82. 
commission for the First Doors (1403-2.4). The Annunciation is a (15, 16) 
typical panel from these doors, while the Story of Joseph is equally 
typical of the panels from his Second Doors (142.5-52.). Here the 
difference in style is a development within the work of a single 
artist, so it is not surprising that the figures should have a family 
likeness: what is revolutionary here is the abandonment of the 
flat, neutral, background plane contained within an elaborate 
quatrefoil moulding, with figures in even half-relief set against 
patently unconvincing architecture. In the Story of Joseph, as in 
Masaccio's paintings and Donatello's reliefs, the stage is a single 
unified space, governed by perspective, with all the figures subject 
to the same optical laws. From Donatello Ghiberti has learned 
that gradations in relief give an additional feeling of recession, so 
that the foreground figures are not only taller but are also nearly 
free-standing. In his autobiography Ghiberti describes these 
Doors: 

I received the commission to mak•e the other Door ... and I 
was allowed to make it in any manner that seemed good to me, 
so that it should turn out perfect, rich, and ornate. I began the 
work in framed panels ... with histories, containing many fig
ures from the Old Testament, and in them I strove to observe 
every measure of proportion, seeking the closest possible imi
tation of nature . . . There were ten of these histories, each 
arranged in frames so that the eye could measure them, and, 
from a distance, they seemed truly in relief. The relief I em
ployed was very low and against the backgrounds the figures 
seemed to be near if they were large, and smaller if they were 
at a distance, just as they would in reality. The whole work is 
founded on this principle. 

In architecture obviously the naturalistic elements count for 
very little, but the new approach to formal problems made by 
Brunelleschi in the 142.os, as well as the deliberate attempt by 
Alberti, some years later, to revive classical forms, are both indi
cative of a profound change in the stylistic aims of architects, 
parallel to those of their contemporaries who were painters or 
sculptors. 

Pioneers of the New Architedure 
The new architectural ideas are clearly documented in the Life of 
Brunelleschi by Vasari, which is based on a much earlier Life by an 
anonymous writer of the late 15th century. These 15th- and I 6th-
century sources are definite about the innovations made by 
Brunelleschi. They say that he abandoned the prevailing style and 
rediscovered proportion and measurement, as well as the classical 
Orders, so that in their eyes he was the reviver of Roman archi-
tecture. These statements are undoubtedly exaggerated, and the 
amount of the exaggeration can be demonstrated by comparing 
Brunelleschi's Foundling Hospital, begun in 1419, with any sur- p 86 (2.4) 
viving Roman building. Comparison will show that the similar-
ities are about equally balanced by dissimilarities, so that we are 
forced to conclude that Brunelleschi's ideas on architectural style 
certainly did not include a slavish emulation of ancient prototypes. 
Nevertheless, by comparing these early critical estimates of his 
work with the buildings themselves we can see that Brunelleschi 
had made a close study of Roman architecture. He had also learned 
a great deal about structural methods, and particularly the tech-
nique of building domes employed by Roman architects, which 
had gradually fallen out of use. Apart from these technical mat-
ters, he had learned something far more important, though per-
haps more easily misinterpreted: this was the idea that proportion 
is the essence of architectural design, and proportion in turn is 
based upon simple mathematical elements. This is why his earliest 
biographers claim that he provided a norm of modern classical 
architecture. The unfinished Sta Maria degli Angeli thus became f 2, J 
the type of a centrally-planned church, while Sto Spirito, one of p 86 (2.3) 
his last and greatest works, became the model of a basilican type 
of parish church. 

Outside Florence the course of Renaissance architecture was 
somewhat different. The principal figures were Leone Battista 
Alberti and the architect of the palace at Urbina. Alberti was an 
important architect, but he was probably still more important as 
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a theorist and as a propagandist for the antique style. The palace 
at Urbino is almost certainly the work of Luciano di Laurana, 
whose career is otherwise somewhat obscure. Nevertheless, the 
palace is a major work in a style derived partly from Florence and 
partly from Rome, but which, in its fusion of various elements, 
attains to a classical harmony achieved even by Brunelleschi and 
Alberti only on rare occasions. 

Alberti was born about I4o4 and received a complete humanist 
education, so that when his family was allowed to return from 
exile to Florence and he met Brunelleschi and other leading artists 
of the day, he was well fitted to act as theorist and propagandist 
for their ideas. He was a fluent writer, both in Latin and in the 
vernacular, on most of the subjects which interested the humanists 
of his day; but his importance in the history of art rests on his 
three treatises on architecture, painting, and sculpture. By far the 
largest and most important of these was the treatise on architec
ture, De re aediftcatoria, deliberately modelled on Vitruvius and, to 
a certain extent, intended both as a clarification and a continuation 
of the ideas set out by the only surviving writer on building to 
have come down from classical antiquity. Alberti earned his living 
in the Roman Curia, and quite early in his career he wrote a book 
on the monuments of Rome, the Descriptio urbis Ro111ae of about 
1432-34, which is very similar to the contemporary topographical 
treatises by Flavia Biondo and Poggio. All are based on the idea 
of the continuity of Roman civilization, though coupled with the 
idea of decay and rebirth. To some extent these treatises can be 
regarded as formal literary exercises, but they also prepared the 
ground for Alberti's much larger treatise on architecture. It 
seemed quite clear to him that the true form of a modern, clas
sical architecture could be derived from a study of the ruins of 
ancient Rome checked against the theoretical principles laid down 
by Vitruvius; while at the same time the ruins and Vitruvius 
could provide between them the basis of a system of mathema
tical proportions which would ensure the harmonious balance of 
the parts of a building. We know that Alberti made an intensive 
study of the ruins quite early in his career, and the most important 
thing about the Descriptio is his account of a surveying instrument, 
which, be claimed, made it possible to obtain accurate measure
ments of the ruins. The principal difference between Alberti's 
treatise and Vitruvius lies in the pragmatic approach to the anti
quities and in the insistence on an underlying mathematical har
mony. We know from a letter written to his assistant at Rimini in 
I454 that Alberti attached the greatest importance to this-'if you 
alter anything you will spoil all that harmony'. 

The treatise was certainly begun before I450, and parts of it 
seem to have been known in the middle years of the century, al
though the final version was probably completed only shortly be
fore he died in 1472. The first printed edition came out in I485, so 
his ideas can have had only a limited circulation in the third 
quarter of the I 5th century. Nevertheless, they seem to have been 
known in Florence, where he had many friends, and certainly in 
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Rome and Urbina. The Duke of Urbino, Federigo da Monte-
feltro, was the patron and friend of both Alberti and Piero della 
Francesca, and his palace, begun in a Florentine style about 1450, p 54, 55 
seems to have been transformed in the 146os and I47os into a (28, 30, 
building which followed Alberti's precepts and which resembles 32) 
Piero's paintings to such an extent that attempts have been made 
to credit Piero with its authorship. In fact, we know from a brief 
of 1468 that Luciano di Laurana was the architect-in-charge and 
that Federigo had the fullest confidence in his abilities, so that the 
style of the building-unique in Italy-is almost certainly the 
·work of Laurana under the joint influences of Alberti, Piero, and 
the duke himself. 

The principal innovations are in the main fac;ade and, above all, 
in the extraordinarily beautiful court, which owes much to Bru
nelleschi's loggia at the Foundling Hospital. The loggia, of course, 
has no corners, but the court at Urbina neatly avoids the un
fortunate visual effect which results from simply abutting two 
arcades, and this it does by the use of an L-shaped pier with 
attached half-columns. This was almost certainly Albertian in 
inspiration, and can be found in Rome, both in ancient buildings 
and, more appositely, in the court of the Palazzo Venezia. The 
piano nobile at Urbino bas pilasters above the columns of the 
arcade, and the delicate adjustment of spaces between the columns 
in relation to the window openings, marks the designer as 
a man of the greatest sensibility. In a variation on the same theme 
the fac;ade has rectangular window openings above rectangular 
doorways, but they are now arranged with four windows above 
tt~ree doors. 

Like Brunelleschi, }Jberti provided models for both the Greek 
and Latin cross forms of church, and his S. Sebastiana and Sant' p 87 
Andrea, both in Mantua, were widely imitated in the I 5th and (2 6, 27) 
16th centuries. In Florence, his design for the Rucellai Palace j 4, J 
provided a model for the disposition of the Orders on a palace 
fac;ade which was partially followed at Urbino and more closely 
by the un_!glown architect of the Cancelleria at Rome. The re-
mainder of the century saw the production of many fine build
ings--for example, Giuliano da Sangallo's church in Prato, and 
several palaces in Florence-but the next great contribution to 
architectural design seems to have come from Leonardo da Vinci 
in the I48os and '9os, when he was in Milan. 

Masaccio's Legacy 

Most of the great innovators of the early I 5th century were per
sonal friends, and, as we have seen, the preface to Alberti's Della 
Pittura (c. 143 5) mentions Brunelleschi, Donatello-'our very dear 
friend' -Ghiberti, Luca della Robbia, and Masaccio as especially 
praiseworthy. The classically-based, severe style practised by Ma
saccio and Donatello, as well as by Brunelleschi, is therefore by 
far the most important sty listie phenomenon of the early I 5th 
century; but it was a heroic style lacking in obvious attraction, 
whereas the International Gothic of Gentile da Fabriano, Pisa-

Alberti's S. Sebastiana at Mantua was 
the second important experiment in central 
planning. It embodied many of the 
principles laid down in his treatise on 
architecture-the flight of steps, the 
entrance portice, the symmetrical plan; 
but it was not completed according to his 
original designs. This reconstruction of the 
farade as it was probably intended is by 
Rudolf Wittkower. ( 4, J) 
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nello, Masolino or Ghiberti, was more easily comprehensible and 
had a quality of delight which appealed to many more contempo
raries than the harsher style of the real innovators. For this reason 
the first impetus of the heroic style died out in the 143os, and 
some at least of the stylistic changes of the thirties and forties are 
due to the fact that Masacdo himself, having established the new 
style in painting with the Pi sa altarpiece and the Brancacci Chapel 
frescoes, died in Rome when he was only twenty-seven. In effect, 
this left the painters without a leader and the figurative arts 
looked, therefore, to Donatello; but Donatello's own work, based 
on surviving examples of Roman portrait busts and Early Chris
tian sarcophagi, developed more and more in the direction of a 
dramatic expressiveness which was admirably adapted to the 
rendering of miraculous themes, or themes of great pathos such as 
the Lamentation over the Dead Christ. Donatello soon discovered 
that expressiveness could best be obtained by the use of sharply 
silhouetted linear forms, often in very low relief, as we11 as by 

p So-81 dramatic gestures and distorted facial expressions. The difference 
(w) becomes evident in 2, comparison of Masaccio's apostles in the 

p 83 (17) Tribute Nfoney with those by Donatello on the Sacristy doors at 
p 82 (14) S. Lorenzo; while his wooden statue of the Magdalen, of the 

145os, shows how far his style moved away from the calmer clas
sicism of the qzos. In architecture, Brunelleschi developed a 
much heavier, more Roman, style in his later works, probably as 
a result of a journey to Rome with Donatello in 1433/4; so that 
towards the middle of the century the deliberate imitation of 
Roman antiquities a~;sumed a more important role than it had 
played in the classical and generalized style of the qzos .. 

p 81 (II) Almost the only painter to imitate Masaccio at all closely was 
Fra Filippo Lippi, who was very probably Masaccio's only pupil, 
and whose earliest works (of about 1432) are very close indeed to 
Masaccio's frescoes in the Carmelite convent where Fra Filippo 
lived. Nevertheless, Fra Filippo's style developed consistently 
away from 1\fasaccio during the 144os, towa::ds something more 
lyrical and sweet, in an attempt to combine the naturalism of Ma
saccio with the sheer beauty and craftsmanship of the older style, 
in which gold and colours had been used for their own sake 
rather than to create an illusion of depth. Something similar oc-

P 79 (6) curred in the development of Fra Angelico, although he started 
from a much more conservative position and progressed steadily 
towards a more naturalistic style, showing that he had learned 
much from the example of Masaccio. In this he closely resembles 
Masolino, who, though much older than Masacdo, carne under 
his spell for a few yeas while they were actually working together 
in the Brancacci Chapel. After his death Masolino reverted to 
the more decorative style he had practised earlier. In a similar way, 
Ghiberti can be compared with Donatello at Orsanmichele, where 
both men made standing figures of saints; the pictorial relief also, 
exploiting both linear perspective and varying depths of relief to 
give a three-dimensional stage-like effect, is something that had 
been invented by Donatello and taken over by Ghiberti. 
Uccello, who was ~, man of Masolino's generation, was away 
from Florence in tl:e years when Masaccio was active. On his 

p 8o--8 I return he seems to have been so fascinated by the decorative 
(8) possibilities of perspective, as set out in Alberti's treatise on 
f 6 painting and deduced from the practice of Brunelleschi and 

Masaccio, that he entirely overlooked the function of the mathe
matical system as a means of creating an illusion of reality. His 
famous Battle ScmeJ·, painted for the Medici (and now divided 
between the Uffizi, London and Paris), show how his setting is no 
more realistic than Gentile da Fabriano's, in spite of the virtuoso 
foreshortening of the corpses and the splintered lances. 

One of the most important painters of the next generation, 
p 124 Andrea del Castagno, who was probably born in the early J420S, 

(12, 13) took as his starting point the linear style of Donatello rather than 
the paintings of Masaccio. In his work of the 145os (he died 
young, in 1457) we can see how Donatello's use of expressive 
contour appealed to Castagno far more than the solidly built-up 
forms of Masaccio, largely because it permitted him to exploit 
dramatic gestures, and also because he was famous among his 
contemporaries for his skill in foreshortening. Castagno's use of 
contour rather thar:. modelling was to become characteristic of 
Florentine painting for generations and so was his interest in 

'Oh tvhat a s1veet thing perspective is', Ucce//o is supposed to have said 
when his wife was nagging him to come to bed. This analysis of a chalice 
is one of his many elaborate studies in foreshortening; in many of Ucce//o' s 
paintings the objects are so obviously forced to conform to artificial 
schemes of perspective that the general effect is anything bttt natural. ( 6) 

anatomy and perspective, the scientific pursuits which were taken 
up and developed by the Pollaiuoli and Leonardo da Vinci, to 
culminate in the most Florentine of all artists, Michelangelo. The 
second half of the 15th century in Florence saw, therefore, a con-
solidation of the conquest of line and of the exploitation of depth 
by means of perspective; but this way of looking at the world 
differs very sharply from that invented by Masaccio, and, in any 
case, the artists themselves ranged from the extreme naturalism, 
sometimes harsh and rebarbative, of a Castagno or a Pollaiuolo, 
to the lyricism of a Botticelli, whose aims can hardly be said to be 
realistic at all. The interest in naturalistic detail, which stemmed 
from Gentile da Fabriano rather than from Masaccio, persisted, 
not surprisingly, in the works of painters like Ghirlandaio, who, 
in the 148os and '9os, produced admirable portraits and set-pieces 
masquerading as religious works. In fact, Ghirlandaio's frescoes p 16 (10) 
in the Florentine churches can tell us an immense amount about p 17 
the everyday life of well-to-do Florentines, although artistically (II, 13) 
they are little more than repetitions of the original ideas advanced p 21 (22) 
by Masaccio more than sixty years earlier. So non-religious are p 27 (5o) 
they in their concentration on the status of the donors that they 
may well have been the target of Savonarola's denunciations of 
frivolous and irreligious art. In any case, Ghirlandaio's funda-
mentally prosaic mind was not capable of appreciating the gravity 
and stillness of Masaccio's figures, although he shows on occasion 
an interest in problems of movement and also in the adaptation of 
figures derived from antique sculpture, a subject which fascinated 
his contemporaries. 

III 



f 7 Botticelli, in his search for perfection of linear harmony, was 
prepared to abandon naturalism altogether and his works of the 

p 77 ( 1) seventies and eighties, such as the Allegory ~f Spring (Primavera) or 
p 25 (36) the Birth if Venus, show what appears to be a stylistic regression 

to something not far removed from Trecento ideals, although 
expressed in different formal and iconographical language. 
Something similar can be seen in the sculpture of Mino, or 
Desiderio da Settignano, by comparison with Donatello, but the 
case of Botticelli is more interesting. In effect, he returned to the 
earlier notion of a two-dimensional surface which was an object 
of beauty in itself and he took little interest in problems of 
depth and recession, but, of course, the draughtsmanship of his 
figures was both more naturalistic and more sophisticated than 
that of any 14th-century artist. Above all, he had profited from 
the experiments of Donatello, Castagno and Pollaiuolo in the 
rendering of movement by means of a carefully adjusted contour, 
the difference between him and them lying in the fact that they 
sought movement for its own sake, where he sought it only as 
part of a complicated linear rhythm covering the whole surface of 
the picture. On top of this, the pictures are also made to carry 
very involved allegorical meanings based (to some extent, at 
any rate) on neo-Platonic interpretations of Christian ideas 
expressed through pagan mythology, so that his work as a whole 
is subtle and sophisticated and yet, in a curious way, also rather 
mannered and old-fashioned. When he died in 1510 he left no 
followers and his work had been neglected for a decade. 

p 84 
(zo, z1) 

Leonardo and the High Renaissance 

Botticelli was born about 1445, Leonardo da Vinci in 1452. 
Vasari, a hundred years later, justly claimed that 'the good modern 
manner' began with Leonardo, and it is certainly true that his 
work was modern in a sense quite different from Botticelli's. 
Unfortunately, he produced very little and most of his greatest 
works were done outside Florence, so it is likely that the Flo
rentines took some time to realize his importance. Nevertheless, 
his unfinished Adoration if the Magi, worked on in I48I and 
abandoned when he went to Milan about 148z, was an epoch
making work, like Pollaiuolo's St Sebastian of 1475, since it 
attempted to find a solution to the problem of reconciling the 
demands of the two-dimensional surface pattern-which had been 
the strong point of the Trecento painters-with those of organized 
spatial depth without too great discrepancies of scale between 
the figures. 

If one had to date the beginning of the High Renaissance at 
any specific point in time there would be much to be said for the 
year I497· We know that Leonardo was then working on his Last 
Supper in the Dominican convent of Sta Maria delle Grazie in Mil
an, and it is this painting, rather than any of the works of Michel
angelo or Raphael which first makes a break with the practice of 
the I 5th century. Just before Leonardo left Florence Ghirlandaio 
had finished his Last Supper in Ognissanti (148o). This, like the 
earlier version by Castagno, is simply a representation of a long 
table, parallel to the picture plane, with Christ seated in the centre 
and a group of Apostles on each side, with Judas very obviously 
isolated on this side of the table. No action takes place and most 
of the faces wear an expression of pious vacancy. Leonardo's Last 
Supper attempts to recapture the moment of awful drama when 
Christ announced that one of His own disciples would betray 
Him. The disciples, appalled by the idea, give vent to their feelings 
of horror and incredulity-with the exception of the one man 
whose secret is thus exposed. We recognize Judas by his guilty 
start and also-subconsciously-we recognize him by the fact 
that, with characteristic subtlety, Leonardo arranged that his 
should be the only face which is cast in shadow. In the earlier 
pictures each disciple is rapt in his own thoughts and pays no 
attention to any of the others. Leonardo arranges the groups in 
threes or fours, so that each individual expression is heightened 
by contrast with his neighbour. Ghirlandaio tends to group his 
Apostles in pairs, but this emphasizes the rigidity of their poses 
rather than giving interest to the composition as a whole. In the 
same way, the light from the window is so arranged that it frames 
and isolates the figure of Christ, where Ghirlandaio has a pretty 
landscape with birds, which occupies nearly half the picture space 
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Botticelli's poetic line finds its simplest expression in his drawings for 
Dante's 'Divine Comecfy'. Here Dante and Beatrice pass from the 
summit if Purgatory to the outer sphere if Heaven at the beginning if 
the Paradiso. ( 7) 

and effectively distracts the spectator's attention. In short, what 
Leonardo is doing is to rethink in terms of drama the event which 
he is representing, and he then employs his great technical skill 
to make convincing visual equivalents. This is one of the dis
tinguishing marks of High Renaissance art, and it can be ap
preciated more fully when one looks back from the early 16th 
century-from the viewpoint of Michelangelo or Raphael-rather 
than in the context of late I 5th-century painting. 

The development of painting, sculpture, and architecture in 
the rest of Italy proceeded in a confusing number of directions. 
For the greater part, sculptural activity was confined to Tuscany, 
or to places like Padua which, under the influence of Donatello, 
were virtually Florentine outposts. Very little sculpture of first
rate importance was produced in the rest of Italy, with the single 
exception of Venice, and even there the general level was much 
below that of Florence or Siena until well into the I 6th century, 
when the Florentine Jacopo Sansovino had a powerful effect, both 
in sculpture and in architecture, in the Venetian territories. Archi
tecture also received its fullest development in the 15th century 
in the hands of Florentines, but here the Tuscan dominance was 
much less marked, since one of the noblest buildings, the palace 
at Urbina, is certainly not a Tuscan work, while the greatest 
architect of the age, Bramante, worked first in Milan and then 
in Rome. 

r 
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The Spreading Wav«!: Piero della Francesco 
In painting, the second half of the I 5th century saw the develop
ment of several regional schools and a number of major artists. 
Most of the greatest masters of the second half of the century had 
some connexion with Florentine painters or painting, but the 
use they made of their models varies interestingly. Six of these 
painters-Piero della Francesca, Mantegna, Antonello da Mes
sina, Giovanni Bellini, Perugino, and Signorelli-demonstrate the 
different ways in which the great Florentine advances of the first 
half of the century were assimilated into Italian art generally. 

Piero della Francesca was born in Sansepolcro, near Arezzo, 
about 1416, and his working life extended from about 1440 to 
1480 at the latest. Two pictures in the National Gallery, London, 
the Baptism of Christ and the Nativity, are probably his earliest 
and latest surviving works. Both are intensely personal, although 
there is a marked stylistic difference between them and both seem 
to indicate contacts with wider artistic horizons than he could 
have known in Areno. To begin with, Piero seems to have 
studied in Florence under the mysterious Domenico Veneziano, 
who may well have been a Venetian living in Florence. Certainly 
Domenico was the le~.st Florentine of all the painters working in 
the period 144o-6o, and his obsession with colour and light, 
which may be seen in his masterpiece, the St Lucy Altarpiece, 
places him apart from the general trend of Florentine art towards 
the expression of movement and energy. Piero's first experience 
of modern art must have come from Sienese painters such as Sas
setta, whose St Francis Altarpiece was painted for Piero's native 
town. The Baptism shows this Sienese delight in pretty, pale, 

clear, colours, but in the background there are spectators in ela
borate head-dresses which may derive from the exotic headgear 
worn by the Greek prelates in Florence for the Ecumenical 
Council of 1439· Fortunately, there is a document of that very 
year which tells us that Piero was working with Domenico Vene
ziano on a large fresco, now lost. For the rest, the National Gal
lery Baptism might almost be a Sienese picture; although the man 
in the background who is pulling his shirt over his head derives 
ultimately from Masolino, and the grave stillness of the angels 
may well reflect Piero's own version of the heroic mould of 
Masaccio's figures. 

Certainly the frescoes at Arezzo, begun in 1452, which are p 89 (34) 
Piero's masterpiece and one of the greatest of all Italian fresco 
cycles, cannot be imagined in their present form without the 
background of Sienese art as well as the Brancacci Chapel. The 
Arezzo cycle contains references to antique battle sarcophagi and 
to other, later, forms of art combined with a complex and con-
densed narrative derived from two separate accounts of the story 
of the True Cross given in the 'Golden Legend'. These frescoes 
were probably finished by 1460 and form the strongest possible 
contrast to the cycle in the choir of Prato Cathedral, by Fra Filippo p 81 ( r 1) 
Lippi, painted at exactly the same time. The Lippi frescoes, in 
their search for movement and drama and their attempt to pack 
in as many narrative details as possible, end by giving an im-
pression of confused richness which is characteristic of Florentine 
art in the middle of the century. Nothing could be more truly 
classical, or further from this narrative abundance, than Piero's 
fresco of the Resurrection in the town-hall of Sansepolcro, painted p 89 (; 5) 
about 1460. It has often been observed that the calm grandeur 
of the figure of the risen Christ makes it akin to Greek sculpture 
of the 5th century Be, which Piero could not possibly have 
known. Nevertheless, his imagination must have revived Greek 
sculpture, or the Roman copies of Greek originals (which 
he must have known), perhaps seen in his journey to Rome in I459· 

The same dependence on the ancient world occurs in the work 
of Mantegna, although he was more consciously an archaeologist. 
Piero, however, developed in a slightly different way, for he 
seems to have become interested in the technique of oil-painting, 
with all its possibilities of elaborate detail. This is clearly visible 
in the Nativity, probably painted about 1475-80. Here the open 
mouths of the singing angels derive directly from the literal 
realism of the Ghent Altarpiece by Jan van Eyck, while the un
usual pose of the Child, laid flat on the ground, may derive from 
the huge altarpiece by Hugo van der Goes, painted for the Por
tinari family of Florence, which arrived in the city about 1475. 
It is one of the largest of I 5th-century Flemish pictures and dis
plays a dazzling mastery of the possibilities of oil-painting in the 
rendering of minute detail and in depth and richness of colour. 
For this reason it was an object lesson to Florentine painters, 
whose experiments with the new technique were still very un
certain. 

Piero must certainly have known the Flemish painter Joos van 
Gent, who was working in Urbino in 1473-74, but it seems quite 
possible that he may also have paid another visit to Florence and 
seen the Hugo altarpiece. Even more important than the Nativity 
is the large altarpiece (Milan, Brera) representing the Madonna p 88 (32) 
and Child with angels and saints and with Federigo da Monte-
feltro, Duke of Urbino, as donor. This, which must have been 
painted about 1475, is one of three large altarpieces of the type 
known as the sacra conversazione, which represent the scene as 
taking place in a continuation of the real space. The sacra conver-
sazione shows the Madonna and Child seated in a room or garden 
with saints, angels, and donors so that all the figures are in the 
same space and may, as the name implies, be represented as con-
versing. This marks a great change from the earlier type of altar-
piece in which the Madonna and Child were set against a gold 
background in a compartment by themselves, while the figures 
of the attendant saints each occupied their own niches. Even 
Masaccio's Pisa polyptych, or the dismembered polyptych by 
Piero himself, still show this type; but the sacra conversazione can 
be found in Florence in the work of Fra Angelico and Fra Filippo 
in the late 143os, or in the work of Domenico Veneziano a few 
years later. 



Piero could thus have seen one or more examples of the type 
when he was in Florence in 1439, but his Brera altarpiece make~ 
a step forward by the introduction of an elaborate architectural 
setting and the use of perspective, so that when it was placed 
above an altar it would give the impression of the chancel of a 
domed church, with the light from the dome coming down from 
the top of the picture. The architectural forms at the sides con
tinue towards the spectator, so that we feel ourselves to be in the 
actual building. It is one of the unsolved mysteries of Italian 
painting that no fewer than three large altarpieces of this type 
seem to have been painted at almost the same moment, the other 
two both in Venice. One was the altarpiece for S. Cassiano, 
which Antonello da Messina is known to have painted in 1475-6, 
but which now exists only as fragments. The third-but posslbly 
the earliest-was by Giovanni Bellini and was burnt in the 19th 
century, although copies exist. It is possible, therefore, that in hi~ 
very last works Piero was continuing to make innovations and 
was moving towards a greater naturalism, made possible by Fle
mish technique. Piero lived on until 1492, but no surviving work 
seems to be later than 1475-80, and the story that he died blind 
may well be the explanation. 

Antonello: 
the Lessons of the North 
The presence of Antonello da Messina in Venice at tl:-D.s critical 
moment has never been adequately explained, but there is no 

p 94 (45) doubt that the S. Cassiano altarpiece of 1475-6 was a work of the 
f 8 same importance as Fiero's sacra cotmersazione, and, unlike it, this 

can be dated with great precision. We know that it was commis
sioned by the noble, Pietro Bon, and a letter of 16th March, 1476, 
from him to the Duke of Milan says that the picture is just being 
completed and will be one of the best in Italy or any\vhere else. 
Unfortunately, we now know it only from three fragments in 
Vienna, of the Madonna and Child and two cut-down figures of 
saints, but a 17th-century copy allows us to reconstruct it. Like 
Fiero's, the figures are comparatively small in scale-the full
length figures in the foreground occupy less than half the total 
height of the picture, so that the greater part of the im~;ginary 
space is taken up by the architecture which defines it. Much the 
same could be said of the third of these altarpieces, that by Gio
vanni Bellini, which is also known only from t\vo poor copies. It 
was painted for another church in Venice, and the style has led 
most critics to date it at about the same time as the other two, 
although some think that it was the earliest and that Antonello 
was imitating it when he painted his pala for S. Cassiano, rather 
than the other way round. There can be no doubt at all, however, 
that Giovanni Bellini learned much from Antonello during his 
stay in Venice. 

Antonello was born, and spent most of his life, in southern 
Italy, mostly in Sicily. In the whole of the I 5th century he was 
the only major painter active there, so that he was entirely cut off 
from the stream of experiment which started in Florence and 
fertilized all the rest of central and northern Italy. Antonello, in 
effect, was closer to French or Flemish I 5th-century painters than 
he was to other Italians, and many works of his could easily be 
mistaken for pictures painted in Flanders in the earlier part of the 

p c-'·1 (46) century: the St Jerome in the National Gallery, for example, is 
almost certainly based on a picture by Jan van Eyck and, as early 
as I 5 29, a Venetian writer said of it: 'The little picture representing 
St Jerome reading in his study, robed as a cardinal, is ascribed by 
some to Antonello da Messina, but the great majority, with more 
probability, ascribe it to Jan van Eyck or Memlinc.' His por
traits are also closer to Flemish prototypes than to other Italian 
portraits and here there is a point of resemblance between him 
and Piero della Francesca. Vasari, writing in the I 5 40s, says quite 
definitely that Antonello was trained by Jan van Eyck and intro
duced the technique of oil painting into Italy. The first of these 
statements is almost certainly untrue, and the second is improb
able; but nevertheless Vasari had some grounds for them since 
Antonello's pictures are really quite like those painted by Jan van 
Eyck at the time of Antonello's birth, and Antonello's mastery of 
the Flemish technique was much greater than that possessed by 
any other Italian of his generation. 
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He died in February 1479, according to Vasari at the age of 
forty-nine. It seems likely that he really was about this age at the 
time of his death, so that he must have been born around 1430-
which means that he was eleven when Jan van Eyck died in 1441. 
More probably, then, Antonello learned the Eyckbn technique in 
Naples, where we know that it was practised by Neapolitan, 
French, and perhaps even Flemish, artists. There is no real reason 
to believe that Antonello ever went to Flanders, and he seems to 
be fairly well documented in Sicily and south Italy until 1475, 
when he went to Venice for eighteen months. \Ve do not know 
whether he went there on his own initiative or whether he was 
sent for to paint the S. Casshno altarpiece; but while he was in 
Venice he had, and refused, an offer of the post of Court Painter 
in Milan. The previous holder, a very minor artist called Bugatti, 
was trained in Flanders, so that Antonello's skill in the Flemish 
technique was responsible for the regard in which he was held by 
his contemporaries. Antonello, however, returned to Messina, 
where he died some three years later. There can be little doubt 
that the effect he had upon his compatriots was due to the detail 
which the Flemish technique allowed him to pack into his pic
tures. This can be seen in the St Jerome or the Crucifixion (Ant
werp) which is dated 1475 and carries a mysterious inscription 
that seems to claim that it is painted in oil, thus advertising to the 
Venetians his mastery of a difficult technique. This concern for 
finesse and minute detail hardly seems consistent with the style of 
his sacra conver.razione (which we can estimate to have been some
thing like 12 feet high) and it has been held that this exceptionally 
large picture was therefore derived from the types established by 
Piero and Giovanni Bellini. This is not necessarily true, since 
other pictures by Antonello (e.g. the damaged Madonna of 1473 
in J'viessina) show that his style had a monumental quality before 
he went to Venice. On the other hand there can be no doubt that 
Giovanni Bellini certainly learned something about the use of oil 
paint from Antonello, both in his altarpieces and in his portraits. 
Antonello's effect on Venetian art was not inconsiderable, since 
the evolution of Venetian painting in the second half of the I 5th 
century can be summed up in the cueer of Giovanni Bellini. 

Mantegna, Bellini and the Venetian School 
Before attempting this, however, it is necessary to go back in 
time to consider the importance of the link between the early 
Florentine Renaissance of the 1420s and Venetian work of the 
147os. The gap is largely bridged by painting and sculpture in 
Padua from the 1430s onwards. Padua was one of the great 
university cities of the Middle Ages and stood in somewhat the 
same relationship to Venice as Oxford to London. Politically, 
Padua was an important part of the Venetian State: artistically, 
the Paduans responded far more readily to the intellectual art of 
Florence than did the Venetians, whose taste remained essentially 
Byzantine until well into the 15th century. This was largely due 
to the trade links between Venice and the Eastern Mediterranean, 
but it is probably also true that the splendour of gold and rich 
colour of a Byzantine church like St Mark's appealed more to 
the average Venetian than did the austere and geometrical art, 
with its Roman classical overtones, of a painter like Mantegna 
or a sculptor like Donatello. In effect, Donatello virtually created 
the Paduan School, although we know that Florentine painters 
such as Uccello and Fra Filippo Lippi were active in the city in 
the 1430s. Nevertheless, the sculpture for the high altar of the 
Santo in Padua, as well as the equestrian monument of Gatta
melata outside it, were Donatello's masterpieces of the 1440s. 

The influence of sculpture is predominant in Mantegna's 
paintings; indeed, Vasari criticized his work as being more like 
bronze or stone than flesh and blood. Mantegna, however, mar
ried Giovanni Bellini's sister and through this marriage something 
of Donatello and of Mantegna's austerity came as a sort of 
intellectual stiffening into the art of Giovanni Bellini and, through 
him, into Venetian painting of the 16th century. This was not 
entirely Mantegna's doing since his father-in-law, Jacopo Bellini, 
had almost certainly worked in Florence as a young man. He 
seems to have been trained under Gentile da Fabriano (he gave 
the name Gentile to the elder of his two painter sons) and he was 
probably the Venetian painter who got into trouble in Florence 
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for an assault upon two boys who were throwing stones at a 
picture by Gentile da Fabriano which had been put in the sun to 
dry. Certainly Jacopo's own art, with its insistence on the im
portance of draughtsmanship, reflects the International Gothic 
style of Gentile and, more distantly, Florentine painting of the 
I42os. Two large collections of drawings by him have come 
down to us, showing that he was fascinated by Florentine experi
ments in perspective, and also by the study of classical antiquity, 
although his knowledge of both was rather limited. Never
theless, his drawings were used by both his sons as well as by 
his son-in-law, and Mantegna must have found his father-in-law's 
ideas congenial, although there was no comparison between the 
two men in technical skill. 

Andrea Mantegna and Giovanni Bellini were both born about 
1430-3 I, but Mantegna was much more precocious than his 
future brother-in-law. He died in I5o6 and Giovanni Bellini 
outlived him by ten years. Most of Mantegna's important work 
was done quite early in his career, while Giovanni Bellini matured 
more slowly and made some of his greatest innovations after 
I 5 oo. Mantegna's career falls naturally into two parts: the first 
being the early years in Padua, when his style was modelled 
directly on Donatello, and on a close study of classical antiquity. 
In 146o, before he was thirty, he went to Mantua as Court 
Painter and spent the rest of his life there. Much of his time was 
devoted to the study of archaeology, and, although he produced 
many masterpieces, Hs work shows a straightforward develop
ment from his Paduan style. That style was shown in frescoes of 

p I 3 I SS. James and Christopher, and in an altarpiece for S. Zeno in 
(34) Verona. 

The fresco cycle was almost entirely destroyed in 1944 but is, 
of course, known from photographs. He was recorded as working 
on these frescoes in 1448, when only about seventeen, so that 
the two principal influences on his style seem to have been 
evident before he was out of his teens. All the frescoes by him 
showed that he had already mastered the most difficult effects of 
perspective, since all of them set the figures in their surroundings 
in such a way that the spectator, looking upwards, saw the figures 
high above eye-level: and in an architectural setting that was 
archaeologically completely Roman. All the details of archi
tecture, weapons, and armour were treated with a scholarship 
far beyond even the most classically-minded of his Florentine 
contemporaries. The use of Roman armour or triumphal arches 
he obviously learned from Donatello, but the effect is quite 
different. What is more, the details have an esoteric significance 
over and above their importance as ancient objects. Thus, in the 
fresco of StJames led to martyrdom, the saint is shown passing 
through a triumphal arch, which is itself a symbol of his victory; 
but the panels of the arch also bear hieroglyphic symbols which 
have been interpreted as a vase, a rudder, a circle and a palm 
tree, together meaning a well-guided life leading to eternal 
victory. Most of Mantegna's religious works contain symbolism 

p 92 (42) of this sort: one of the most famous is the St Sebastian (Vienna) 
which also represems a Christian victory through martyrdom 
over the crumbling pagan world, represented by a defaced statue. 

The S. Zeno altarpiece in Verona is iconographically straight-
P 93 (44) forward and less obtrusively classical, but in some ways it is even 

more important, since the perspective, which in the Padua frescoes 
was rather insistent, i;; used here to create a completely convincing 
spatial enclosure. This altarpiece, painted between 14 56 and 14 59, 
can well claim to be one of the early examples of the sacra con
versazione, developed in the seventies by Piero, Antonello, and 
Bellini. Fortunately, it is still in the church for which it was 
painted (although some of the predella panels stolen by Napoleon 
are still in France and have been replaced by copies). The frame 
divides the pala into three equal panels by means of four richly 
carved Corinthian columns. Behind these wooden columns there 
are painted piers, so that it is very difficult to decide where the 
three-dimensional world represented by the columns merges into 
the painted two-dimensional scene. The shape of the frame is 
probably taken from Donatello's sculptured altarpiece in Padua, 
but Mantegna, by means of perspective, has created an imaginary 
space where Donatello's figures actually exist in three dimensions. 
The S. Zeno altarpiece anticipates the spatial continuity of the 

All that remains of the S. Cassiano altarpiece by Antonello da Messina 
has been illustrated on p. 94· The ~vhole work is reconstructed here by 
johannes Wilde from a later copy, so that its affinities with the Piero 
and Bellini altarpieces (p. 38 and 94) can more readily be appreciated. ( 8) 

later sacre cottversazioni and there can be no doubt that Giovanni 
Bellini learned as much from this treatment of the theme as from 
any other single source. 

Mantegna had thus already made his principal innovations 
before he was thirty, and the depth of his influence on Giovanni 
Bellini can be judged by comparing the Agony in the Garden P 94 (48) 
as painted by both men. Mantegna's picture must have been p 95 (5o) 
painted about 145 9, when they were both in their late twenties. 
The landscape is harsh and rocky, with a sort of promontory in 
the centre, on which Christ kneels. In front of Him, on a flat 
piece of rock, there are the sleeping figures of three disciples, 
foreshortened and awkward. Behind Him, in the middle distance, 
there is a pink walled town, like any Italian hill town, and emerg-
ing from it is the long procession led by Judas. The figure of 
Christ is thus in the centre of the depth of the picture, and nearly 
in the centre of the picture-plane. His attention is entirely concen-
trated on the small angels appearing in the sky. 

The same description would almost serve for Bellini's version, 
where the figure of Christ, facing in the opposite direction, 
occupies the middle of the picture in depth and is slightly to the 
right of centre on the picture-plane. Again, the sleeping disciples 
are awkwardly foreshortened in the foreground, and in the back
ground there is an approaching file of soldiers. Christ kneels on 
an outcrop of rock, but the picture as a whole is far less stony in 
feeling and the great difference between the two really consists 
of the effects of light. In Bellini's picture the head of Christ is 
silhouetted against the bright sky, which is pink at the horizon, 
with little flecks of sunlight here and there on the clouds. This 
understanding of the emotional possibilities of light and of the 
elements of landscape Bellini was to carry much further in his 
Transfiguration or St Francis receiving tbe Stigmata, and it was this 
feeling of unity between man and the world around him which 
was his most important legacy to Giorgione and Titian, and, 
through them, to the 16th and 17th centuries. Nevertheless, it 
was Mantegna's painting which was his starting point and in a 
similar way some other works by Mantegna were to be carried 
further by later artists. 

Mantegna's most important works in Mantua were the frescoes p 6o 
in a room in the Ducal Palace, known as the Camera degli Sposi, (41, 42) 
completed in 1474. These frescoes occupy two walls and the 



whole ceiling of a fairly small room, and they represent episodes 
in the life of Lodovico Gonzaga and his family. Even more than 
in the Paduan frescoes or the S. Zeno altarpiece, the structure of 
the room is worked into the illusionistic design so that painted 
pilasters support real capitals and the mantelshelf becomes a 
support for painted figures. In the centre of the ceiling there is 
what seems to be a round opening, through which one looks up 

p 92 towards the sky-and sees with horror small boys balanced 
(43) precariously on the wrong side of the balustrade, as though at 

any moment they might fall down into the room. This extreme 
illusionism looks forward to the great Baroque ceiling decora
tions, but it was a piece of virtuosity which attracted no imme
diate followers. In the same way the extraordinary picture of the 
dead Christ (Milan) seen in extreme foreshortening was probably 
not well known in Mantegna's own day, since it was in his studio 
at his death. Nevertheless, it is another example of the way in 
which, like Donatello, Mantegna employed distortion and 
foreshortening as a means of heightening tragic effect. 

Such effects were not sought by Giovanni Bellini, who soon 
began to go his own way and to develop a much gentler style, 
better suited to Venetian taste. Many examples of this can be 
found in the small devotional Madonna pictures produced by 
Bellini himself, or under his supervision in his very large studio, 
or by Venetian imitators of this popular type of picture. Gio
vanni's own innovations can be seen in large altarpieces, such as 

p 94 (47) that painted in I505 for S. Zaccaria, in Venice, where the sacra 
conversazione type is developed about as far as it will go. In his 

p 52. portraits, such as the Doge Loredano (National Gallery), Bellini 
(zr) adapted the type which he knew both from Flemish originals 

and from Antonello's version of them, but he treated this bust
length type of portrait with much greater breadth of handling 
and with a concentration on the face, rather than on enchanting 
but irrelevant background details, to produce a portrait type 
which could be taken up by Titian and developed far beyond the 
rather stiff image-making of the Flemings. Bellini continued to 
be an important innovator into extreme old age, and the two 
major painters of the early I 6th century in Venice, Giorgione and 
Titian, were both his pupils. Giorgione, indeed, died young in 
I 5 IO and some of Bellini's last works show that he had learned 
from his own pupil. 

Ferocity and Sentiment 
Two of the most important non-Florentine painters active in the 
last quarter of the 15th century and the early years of the I6th 

p 98 were Perugino and Signorelli. Although the general impression 
(55, 56) made by their work is so entirely different, Perugino being gentle 

and rather sentimental, and Signorelli dramatic to the point of 
ferocity, yet the two men were friends and had more in common 
than might appear at first sight. Both were born in the years 
immediately before I450 and both died at an advanced age in 
I 5 2.3. Although they lived to be well over seventy, their major 
works were painted before I 505; that is, when both were in their 
late fifties. In the last years of their lives both retired to their 
birth-places and produced large numbers of old-fashioned, hack 
altarpieces, in which the participation of inferior assistants is all 
too evident. Perugino retired to his native Perugia in I 5 o6 when 
it became clear that the Florentines were no longer content with 
the type of painting which had suited them well enough ten 
years earlier. Signorelli also retired at about the same time to his 
native Cortona, although he visited Rome about I 5 o8 and again 
about I 5 I 3. He received no commissions and was even reduced 
to borrowing money from Michelangelo. This is the key to the 
sudden eclipse of both Peru gino and Signorelli: their importance 
in the years just before I 5 oo, as forerunners of the High Renais
sance can hardly be over-estimated, but as soon as Raphael and 
Michelangelo began to produce their first masterpieces it was 
evident to everyone that Perugino and Signorelli had had their 
day. 

Both men were probably pupils of Piero della Francesca in the 
I46os, at about the time he was working on the Sansepolcro 
Resurrection. We know very little about their own style at this 
stage of their careers, but it does seem clear that they both 
went to Florence as soon as they could, to learn the latest artistic 
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fashions. Perugino seems to have been influenced by Verrocchio 
at this time, although his early works still contain many elements 
taken from Piero. Signorelli, on the other hand, in his Flagellation 
(Milan) combines a Piero type of composition with obvious 
borrowings from the anatomical studies of Antonio Pollaiuolo. 

Perugino went to Rome in I479, and in 1481 he received a 
considerable share of the commission given by Sixtus IV for the 
series of Old and New Testament frescoes on the walls of the 
Sistine Chapel in the Vatican. Signorelli seems also to have come 
to Rome about this time and to have received a share in the com
mission, perhaps through the influence of Perugino, although 
Signorelli's name does not occur in either of the only two docu
ments known to us. 

Perugino's frescoes include the Charge to Peter, which is the p 98 
most important statement of his artistic principles. It is also the (56) 
key picture in the cycle, which is based on the idea of the papal 
primacy. What is so important about Perugino's fresco is its 
restraint, its balance and symmetry. There is a large centrally
planned temple in the centre, with a long band of figures arranged 
symmetrically in the foreground on either side of the group of 
Christ giving the keys to StPeter. The action is lucid, and there 
are no (or very few) unnecessary and distracting figures. This 
was the essential antidote to the uproar, the violent action and 
the irrelevant posturings which Pollaiuolo and others had intro
duced in an attempt to gain greater expressiveness and to de
monstrate their mastery of anatomy and foreshortening. This 
calm, ordered, composition is, of course, particularly desirable 
in a wall-painting and no doubt it was Perugino's principal 
inheritance from Piero della Francesca. Certainly, this Early 
Classicism, as it is sometimes called, was historically necessary, 
but it can very easily degenerate into insipidity. Two other works 
by Perugino, the large fresco of I496 in the convent of Sta Maria 
Maddalena de' Pazzi in Florence, and an altarpiece painted at 
about the same time (National Gallery, London), demonstrate 
both the success and failure of Perugino's style just before I 500. 
The Pazzi fresco is painted on the wall opposite the entrance in a 
rather small room opening off the cloister. The room is not very 
well lit and as one comes in from the arched openings of the 
cloister one sees three more arched openings with a landscape 
beyond. In the central arch there is a representation of the Cruci
fixion and on either side there are groups of meditative saints. 
The illusionistic effect is quite strong, but it soon wears off. The 
gentle piety of the figures, on the other hand, becomes the more 
impressive the longer one contemplates the scene. In this case 
the sentimental religiosity which ruins so many of Perugino's 
works has been avoided and we see a gentle, harmonious, style 
which must have come as a great relief in Florence in the I49os. 
The National Gallery altarpiece, on the other hand, though 
similar in type and composition, seems to consist of vapid 
insubstantial figures posed in all-too-evidently stock positions in 
an improbable Arcadian landscape. About I 5 oo, when Perugino 
was painting the frescoes in the Sala del Cambia in Perugia, 
Raphael, aged sixteen or seventeen, became his pupil. In the next 
four years Raphael learnt everything that Perugino had to teach 
him and, by I 5 04, when he painted the Marriage of the Virgin ( Lo p I04 
Sposalizio), now in Milan, Raphael had already surpassed his (63) 
master. From that date Perugino ceased to have any importance 
in the history of art. 

Something rather similar happened in the case of Signorelli, 
whose masterpiece is the series of frescoes in Orvieto Cathedral, p 98 
painted between I499 and I 504. This fresco cycle represents the (55) 
signs and portents of the End of the World, together with the 
Last Judgment, but the iconography is rather unusual. The cycle 
was begun in I447 by Fra Angelico who painted some figures on 
the ceiling, including a representation of Christ as Judge in the 
space immediately above the altar. The cycle was left unfinished, 
although its iconography was determined, and it was not until 
I499 that the patrons finally employed Signorelli to complete it. 
The long delay from Fra Angelico's death in 145 5 is partly 
explained by the fact that both Gozzoli and Perugino failed to 
secure the commission, but a new urgency was imported in the 
1490s by the troubles of Italy. During the French invasion 
Orvieto had been bypassed by the armies of Charles VIII on their 
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way to Rome, although the danger to the town at one time 
seemed very great. Tlus was the moment when Savonarola, in 
Florence, had been preaching sermons which echoed round the 
whole of Italy threatening the tribuL-l.tions to come. He had 
predicted a French invasion as an instrument of the wrath of God 
and there seemed therefore cogent reasons in 1499, when the 
danger to the city had been removed, for completing the cycle. 
Signorelli was evidently the right man to employ, for the violence 
and the harshness of colour which are characteristic of his style 
were enlinently suited to the scenes of the last days of the Earth, 
the coming of Anti-0:1rist, the Resurrection of the Dead, and the 
representation of the :Blessed and the Damned. Characteristically, 
it is the Damned who call out Signorelli's powers to their fullest 
extent, while the Ble:;sed seemed to have interested him rather 
less. The dependence on outli.11e, the use of the human figure as 
the sole vehicle of emotion, the subordination of incidental 
background, even the disdain for beauty of colour, all combine 
in a synthesis of the principal aims of Florentine ntists over a 
period of more than half a century. Nothing could be further from 
the classic art of Piero, but nothing makes a better preparation 
for the art of :Michelangelo. Michelangelo may actually have 
known these frescoes, but by the time they were finished he could 
hardly have learned rrcuch from them, since he had already carved 
his Piela for St Peter's, and, indeed, had completed the David, 
which established his fame as the greatest living artist. Signorelli 
was thus already superseded, and, like Perugino, the rest of his 
life was passed in provincial obscurity. 

The Roman Consummation 
Rome in the years around qoo was, therefore, the centre of all 
those developments which we call the High Renaissance. l'vlichel
angelo, Raphael and Bramante all emerge from the traditions 
which had formed them, and, largely under the inspiration of 
Julius II, the years of his pontificate (1503-13), saw the creation 
of l'vlichelangelo's Sistine ceiling, the greater part of Raphael's 
Stanze and the idea of the rebuilding of StPeter's. 

In a sense it is extremely difficult to discuss the style practised 
in Rome in the first decades of the 16th century. One reason for 
this is evident if we refer to it as 'Roman art'. The unfamiliarity 
of the phrase in connection with the 16th century is justified by 
the fact that it was the art of Rome but it was produced by people 
who, without exception, had been born and trained elsewhere. 
Even Julius II came from the north of Italy, and Giulio Romano, 
the first important native-born Roman artist for centuries, was 
a child in 1500, and his whole career is connected with the rise 
of Mannerism and not with Renaissance art at all. The character
istics of the High Renaissance style in so far as they are common 
to the work of l'vlichelangelo, Raphael and Bramante are really 
the characteristics of Julius' patronage. How far he actually 
inspired and directed these great artists is impossible to guess; 
but certainly both Raphael and Bramante changed their styles 

-and Bramante was then nearly sixty-and the changes were 
in every case for the better, towards a greater simplicity of com
position and a more heroic conception of the figure. Probably no 
man, not even Julius II, could have made l'vlichelangelo produce 
anything that was not deeply personal, but it is worth remem
bering that the Sistine ceiling was a comnlission he never wanted, 
that he did his best to evade, but that once started he enlarged it 
far beyond its original rather restricted scope. It became one of 
his most important works and was to some extent a substitute 
for the enormous tomb that Julius had planned for himself. 
l'vlichelangelo must have realised by about 1 5 o8 or 15 09 that this 
titanic mausoleum, with forty-odd lifesize figures, was not going 
to be realized, but, nevertheless, the enormous scale of the 
undertaking, worthy of the pope and of himself, haunted him 
all his life. He referred to it as a tragedy when it was finally com
pleted, in a much reduced form and by inferior hands, poked 
away, not in StPeter's for which it had originally been planned, p 97 (54) 
but in S. Pietro in Vincoli. 

The phrase 'High Renaissance art' covers l'vlichelangelo's 
Sistine ceiling and the Moses from the Julius tomb; it also covers 
some of Raphael's Stanze, particularly such frescoes as the School p qo-15 I 
of Athens, the Disputd, the Miracle at Bolsena, and Heliodorus in the (7) 
Temple. Bramante's works would have been even more awe- p 154 
inspiring, and would certainly have been more readily visible to (u) 
the public, but almost nothing remains of the gigantic project for f !J, IO 
StPeter's. His other most important building-types are represen- p 104 (6z) 
ted by the house he built for himself, and the little temple com- p 105 (66) 
memorating the crucifixion of St Peter. Both were certainly 
known to every architect of the 16th century, but the palace, 
later known as the House of Raphael, was destroyed in the early 
17th century and is known to us only from an engraving and a 
drawing by Palladia. The Tempietto survives, but its dome has 
been altered and it stands rather forlornly in the courtyard of 
S. Pietro in Montorio instead of inside the circular colonnade 
which Bramante intended as a setting. In practice, therefore, the 
High Renaissance style really means those stylistic characteristics 
which we can actually see, in the Sistine ceiling, the Vatican 
frescoes and a few other works by Michelangelo or Raphael (such 
as the tapestry cartoons now in the Victoria and Albert Museum). p 103 (6r) 
All these works do possess characteristics in common, and those 
characteristics differentiate them on the one hand from the works 
of painters like Perugino and Signorelli, and, on the other, from 
the works of younger men such as Giulio Romano or Parmi-
gianino. Fanliliar as they are, these works are nevertheless of 
permanent importance because of the way in which they combine 
a carefully thought out intellectual content with a complete 
mastery of difficult techniques. 

This achievement in two fields is what really distinguishes p 99-101 
them from their predecessors, so that if we compare the Sistine (57, 58) 
ceiling, or the School of Athens with Giotto's frescoes in Padua, p rjo-Ip 
Masaccio's in Florence, or Piero della Francesca's in Arezzo, we (7) 
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p So (9, 10) 
p 89 (34) 

p 99-IOO 
(n) 

can see that all speak the same language, but Michelangelo and 
Raphael were fortunate in possessing a language which had been 
given a range and refinement certainly lacking in Giotto's time, 
and perhaps even still in Piero's. This is why Vasari, much as he 
praised a Giotto or a Masaccio, was always careful to add that 
they were good by the standards of their day and perfection had 
only been attained in the good modern manner, in Michelangelo 
and Raphael, and in Leonardo, whom he regarded as the forerun
ner. Leonardo's approach to the Last Supper was to become 
characteristic also of Raphael and Michelangelo, and we can see 
that Raphael learned his artistic lessons in Florence in the series 
of Madonna groups, all of which are variations on a composition 
formed by two or more adult figures and one or two children. 
By qo8, however, when he began to paint in the Vatican, he had 
obviously learned more than the technical disposition of groups 
of figures. His School of Athens, completed by I 5 I I, marks an enor
mous advance upon Perugino's Charge to Peter of 148I, even 
though, in its day, the Perugir1o fresco had been of primary 
importance in the subordination of purely technical achievements 
to an overriding religious theme. Raphael himself said that he 
worked from 'a certain idea' in his mind, and his tapestry cartoons 
such as Feed my Sheep not only show an advance upon Perugino 
in pure technique, but also demonstrate Raphael's power of 
creating visual types for the Apostles themselves, which became 
accepted almost immediately as valid characterizations. 

The marrying of a Greco-Roman figure type with the ideas of 
the Old and New Testament can be seen differently expressed in 
Michelangelo's early Pietd, completed by about I 500. Like Leon
ardo's Last Supper, it takes a Christian theme charged with emo
tional possibilities and expresses these emotions in terms of 
Hellenistic beauty and restraint. The original idea of the represen
tation of the dead body of Christ in His mother's lap was not 
Italian but German, and medieval northern piety had tended to 
exaggerate the physical suffering at the expense of deeper theo
logical implications as well as of artistic naturalism. Michelangelo 
faced the problem of representing a full-grown man in a more or 
less horizontal position across the lap of a seated woman, which, 
if treated realistically, could easily present a most unpleasing 
outline. He solved the purely artistic problem by very careful 
adjustments of scale, by the use of a mass of drapery as a sort of 
base, and, above all, by the beautiful gesture of the Virgin's left 
hand which breaks up the sharpness of the silhouette and, at the 
same time, expresses complete resignation. All the Germanic 
emphasis on suffering is minimized, and his effect is made by 
means of a Greco-Roman beauty of form which, in the hands of 
its inventors, had never been made to carry so great an emotional 
charge. In this respect 11ichelangelo departed abruptly from the 
line of development laid down by Donatello and he was to persist 
in this reconciliation of antique beauty and Christian sentiment 
throughout the whole enormous undertaking of the Sistine 
ceiling. 

This consists of nine rectangles separated by painted architec
tural ribs, which serve also to divide the ceiling at the sides into 
spaces filled with figures of the Prophets and Sibyls who foretold 
the coming of the Messiah to the Jews and the Gentiles respec
tively. Below these, partly on the side walls and partly on the 
lower part of the cove of the ceiling, are four scenes of Divine 
intervention on behalf of the Chosen People, as well as a series 
of the human ancestors of Christ. Since this elaborate arrangement 
of scenes was painted for the private chapel of the Vatican it is 
evident that the theological complexities are deliberate, and an 
analysis of the subjects shows that the ceiling was intended to 
complete the I48 I fresco cycle on the walls, largely by represent
ing scenes of life on earth before the comit1g of the Law. 
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Italian Art frof!l Masaccio to Mannerism 

The primal act of Creation is symbolized immediately above 
the altar, and from there, running back towards the door, there 
are scenes of the Acts of Creation, the Fall and the Deluge and, 
finally, the Drunkenness of Noah, which symbolizes Man in a 
state of degradation. This gigantic work was completed virtually 
single-handed by I 5 I 2, and thirty years later :Michelangelo 
finished another enormous painting in the Sistine Chapel, the 
Last judgment, which occupies the entire altar wall. Work was p Ioi 
begun in I 5 34, and the difference between it and the ceiling is (58) 
extremely striking. The subject itself is necessarily rather pessi-
mistic, but the whole atmosphere could hardly be more different 
from that of the ceiling with its pale, bright, colours, its perfectly 
proportioned forms, and its general air of the perfectibility of 
Man. The Last Judgment is dark, even gloomy, in colour and tone, 
and the atmosphere is charged with violence. The Martyrs are 
crying out for vengeance, and it has often been observed that 
Christ is more like Jupiter Tonans than an impartial judge. The 
forms themselves are heavy, almost muscle-bound, and seem 
roughly carved out of huge blocks of stone. These basic differ-
ences are to be explained in terms of the great change that came 
over Europe, and Rome in particular, between I 5 20 and I 5 40. 
The spread of Lutheranism, and later Calvinism, had produced a 
new defensive mentality, far removed from the nco-Platonism 
current in Michelangelo's youth. More than this, the Sack of 
Rome by Imperial troops in I 5 27 had caused a shock of surprise 
and horror throughout Europe which made men look back to the 
Sack of Rome by the Visigoths under Alaric in 4Io. Michelangelo 
expresses the new mood in a number of poems as well as in his 
later frescoes and the two versions of the Pietd, one of which was 
originally destined for his own tomb. 

From these religious, political, and economic circumstances 
and perhaps most of all from Michelangelo's own stylistic evolu
tion there grew the restless, dynamic style known as Mannerism, 
in which expression, invention, and imagination seemed more 
important than the precision and harmony which the arts had 
attained in the Golden ..Age of Julius II. The only important 
exception to this rule, at any rate in the first half of the 16th cen-
tury, was Venice. Giorgione and Titian, Sansovino, Veronese p 95 (49) 
and Palladio carried on a rich and decorative tradition, much of it 
firmly based on Roman antiquity as interpreted by Bramante, 
Raphael and the young 11ichelangelo. Tintoretto was the only 
Venetian with a real sympathy for the later works of Michel-
angelo, and, perhaps for that reason, he was the mostly deeply 
emotional and religious artist of his time. Tintoretto was born in 
I 51 8, some 30 years later than Titian (whose actual birth-date is 
a matter of controversy). Titian was the artistic heir of Giorgione p 106 
and Giovanni Bellini, and, in his early years, continued the (70, 7I) 
voluptuous and colouristic tradition established by them. The 
splendid poesie painted in his old age for Philip II of Spain are 
erotic mythologies which are the logical successors of Giorgione's 
Vmus or Bellini's Lady at ber Toilet: they are, however, con- p 296 
temporary both with Titian's own late religious pictures, such as (42) 
the Entombment or the Jl:farryrdom of St Laurence, and Tintoretto's 
first works for the Scuola di S. Rocco. Tintoretto was almost 
exclusively a religious painter-some magnificent portraits and 
a few mythological and allegorical subjects are the exceptions-
but the real difference between the two men is simply that of 
generations : Tintoretto was a boy of nine at the Sack of Rome, 
and his earliest surviving works date from about 1 54 5, the year 
the Council of Trent opened. He belongs in spirit to the world 
of the Counter-Reformation. That world grew out of the Ren
aissance, but was impatient with many of the aims and ideals, 
artistic or intellectual, which had been the rule of life to men like 
Raphael or Leonardo. 



IV Tl-fE NEW LEARNINQ 

Scholarship from Petrarch to Erasmus 

ROBERTO WEISS 



{After the darkness has been dispelled, 

our grandsons will be able to 

walk back into the pure radiance of the past). 

PETRARCH 

The hidden source 
of what is most splendid and significant in the Renaissance lies 
in the labours of a relatively small number of dedicated men who 
rediscovered the heritage of Greece and Rome and made lt 
available to the world-Latinists, Greek scholars, collectors of 
antiquities and manuscripts: in short, the humanists. Humanism 
is a vague concept; it implied no particular body of belief, as 
the word does today. There were humanists among Catholic-s and 
Protestants, despots and republicans, rationalists and mystics. 
What held them together was a common passion for the ancient 
world and a common conviction that it held the key to civilization. 
The New Learning meant first the 'Rebirth' of the old. 

The Renaissance in its beginnings, therefore, was entirely a 
matter of books: the correction and interpretation of those 
already known (which included most of the Latin classics, but 
often in corrupt and incomplete texts) and the search for others 
that might survive in obscure places. This latter was an enterprise 
of which one can still catch the feeling of excitement. The Annalr 
of Tacitus, the complete poems of Catullus, Tibullus, Propertius 
and Lucretius, the Satyricott of Petronius-these and many more 
were read for the first time by their delighted discoverers in 
monastic or cathedral libraries where they had lain forgotten for 
centuries. When Poggio found the unique complete copy of 
Quintilian's lnstitutiones at S. Gall in 'a sort of dungeon, foul and 
dark, at the bottom of a tower', he says it seemed to be stretching 
out its hands to him, begging to be rescued. 

After Latin came Greek-practically unknown in the west 
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before 1400. During the next century a few teachers made the 
journey from Constantinople, and when the city fell to the Turks 
in 145 3 their numbers increased. But Greek was still a relatively 
rare attainment, not to be acquired without difficulty and effort. 
The task of collecting the texts and translating them into Latin 
became the second great mission of humanism. Gradually the 
riches of Greek literature were unveiled to a marvelling world
most of Plato, Homer, Thucydides, Herodotus: mere names to 
the Middle Ages, now living realities. 

Something of the urgency and fervour of the hwnanist adven
ture is caught in Botticelli's painting of St Augustine for the 
church of Ognissanti in Florence. The saint is shown as the 
inspired scholar, the heir of the classical world, transmitting its 
wisdom to future ages. Behind him on a shelf are an armillary 
sphere (based on Ptolemy) and a book of geometrical diagrams 
(Euclid); the other object is a clock with twenty-four hour dial. 
It is important to remember that the humanists (as distinct from 
their reactionary opponents) saw no conflict between the New 
Learning and the authority of the Church. On the contrary, the 
new critical and linguistic techniques were in their eyes tools for 
the elucidation of true Christian doctrine, while Platonic philoso
phy could only illuminate, never undermine, theology. For, 
says Augustine, 'the true and highest good, according to Plato, 
is God, and therefore would he call him a philosopher who loves 
God; for philosophy is directed to the obtaining of the blessed 
life, and he who loves God is blessed in the enjoyment of God.' (r) 





A scholar's books were necessarily 
few, and much of his life would be 
spent travelling from city to city 
simply to read the basic texts. 
Printing relieved the situation during 
the second half of the r 5th century ; 
before then, the cheapest way to 
acquire a book was to copy it out 
oneself, and many humanists did. 
Above: a book cupboard, from a 
medal of Galeotto Marzio da Narni, 
teacher of the humanities at Bologna. 
The Lucretian motto reads: 'Being 
born we die, and the end depends on 
the beginning.' (2) 

Poggio Bracciolini, one of Bruni's 
fellow-students, also held an appoint
ment at the Papal Chancery. He was 
among the luckiest of literary ex
plorers. Besides the Quintilian already 
mentioned, he discovered Lucretius' 
D e rerum natura, several of Cicero's 
Orations and many other lost works 
in Italy, Switzerland and France. (5) 
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'Knowledge of Greek', wrote 
Leonardo Bruni, 'after an interval of 
seven centuries, was revived by 
Chrysoloras of Byzantium. . . My 
dreams at night were fi lled with 
what I had learned from him by 
day.' Chrysoloras (above) taught 
Greek in Florence from I 3 97 to I 400 
and later elsewhere in Italy. (3) 

Vittorino do Feltre tried to integrate 
the New Learning into a broader 
social education. In his school at 
Mantua, I425 - 46, he combined Latin 
and Greek (including poetry, oratory 
and philosophy) with mathematics, 
natural history, music, athletics and 
guidance in manners and morals. (6) 

Pier Candido Decembrio, who died 
in I477 at the age of nearly So, 
typifies the way in which the services 
of humanists were sought after. He 
was secretary to the Visconti in 
Milan until 1449, and was retained in 
the same capacity by the Ambrosian 
Republic. From 1450 to 56 he was 
Papal Secretary in Rome, later serving 
at the courts of Naples and Ferrara. 
He wrote elegant Latin and translated 
Greek according to the tastes of his 
patrons-including Plato's Republic, 
Appian, much of Plutarch and five 
books of the Iliad. (4) 

Giovanni Conversini do Ravenna, 
teacher of rhetoric at Padua from 
I392 to about 1405, was one of 
those who passed on the heritage of 
Petrarch to the generation of Vit
torino da Feltre and Guarino da 
Verona, both of whom were hi s 
pupils . His favourite author was 
Cicero. (7) 



With Lorenzo Valla ( 1409-5 7) humanist scholarship came of age. 
His first notable work, the Elegantiae, was an examination of 
classical Latin usage which cleared up points of grammar, meaning 
and style with a finality that was accepted for a century. The 
critical mastery displayed here was put to its most famous use 
when Valla exposed the Donation of Constantine as a forgery. 
In support of Alfonso of aples' quarrel with Eugenius IV, he 
showed that this document, the legal basis for the popes' claim to 
temporal sovereignty, contained expressions not current until 

Guarino da Verona actually went to 
Constantinople to learn Greek, bring
ing back with him a considerable 
number of new texts. From 1429 to 
1460 he taught Latin and Greek at 
Ferrara and translated, among other 
authors, Strabo and Plutarch. Among 
his pupils were the first English 
humanists, Gray, Free, Flemmyng, 
Gunthorpe and Tiptoft. (9) 

after Constantine's time, and mentioned towns that had not then 
been founded. He went on to apply the same acumen to other 
writings hitherto accepted and revered, such as the correspond
ence between Seneca and St Paul and Christ's letter to A bgar 
of Edessa. Even St Jerome's Vulgate, officially an inspired work, 
came in for criticism on philological grounds. Nicholas V, by a 
piece of enlightened self-interest, made Valla an official of the 
Curia. He was buried in St John Lateran and his tomb (above) 
has the form of an antique sarcophagus. (8) 

Pietro Bembo (above) learnt Greek 
at Messina, helped to popularize 
'Platonic' love in his Asolani (r 505), 
reformed Italian lyric poetry, became 
secretary to Leo X, then official 
historian of Venice, and died- a 
cardinal- in r 547· (r r) 

Nicolas of Cues (left), one of the 
first humanists north of the Alps, 
absorbed Plato into his own spec
ulative system of theology. He was 
a zealous seeker after ancient man
uscripts and visited Constantinople 
as papal representative before the 
Council of Florence. ( IO) 



The most illustrious of Greek humanists to visit Italy was Arch
bishop Bessarion, who came in I43 8 for the Council of Ferrara
Florence and remained to become a cardinal. His magnificent 
collection of Greek and Latin manuscripts formed the nucleus of 
the library of St Mark's in Venice. This painting (right) by ~ 
Gentile Bellini shows him presenting another precious gift-
a Byzantine reliquary still in Venice-to the brethren of the 
Scuola della Carita. (I 5) 

Precursors of humanism were Petrarch and Boccaccio- seen 
here in Castagno's idealized representations of about I4 5o. 
Petrarch (I 304- 74) assembled the best private Latin' library in 
Europe and originated modern textual criticism, while Boccaccio 
(I313 - 75) began the study of Greek as early as I36o. (Iz, 13) 

An angel dictating to St Matthew before a kneeling donor seems 
to belong to the Middle Ages. But the date is I 5 09, the donor 
John Colet, and the manuscript a double Latin version of the 
Gospels, one the Vulgate, the other the translation of Erasmus. 
Renaissance scholarship in England was challenging old ideas 
long before this was reflected in the arts. (14) 
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Three astronomers: Giorgione's 
strange allegory of human thought at 
the cros0-roads. The old man perhaps 
stands for Aristotle, the eastern 
figure for Ptolemy, and the young 
man for a m odern astronomer (pos
sibly Regiomontanus). (I7) 

In the north, humanism was engulfed 
by the conflicts of the Reformation, 
though Erasmus (see p. I97) and his 
followers struggled to avoid the 
extremes of either side. Erasmus' 
heir, in a literal as well as figurative 
sense, was Boniface Amerbach (above: 
portrait by Holbein). Amerbach 
taught civil law at Basle, read Hebrew 
and could write accomplished Greek 
-for instance a treatise, charac
teristically, on moderation. (I6) 

'Saved from so great a danger' - a 
vivid little vignette that illustrates 
one of the less remembered hazards 
of the scholar's life in the I 5th 
century. Tommaso Inghirami, born 
at Volterra in I470, came to Rome at 
the age of 2 3 and rose rapidly in the 
papal service, becoming Vatican 
librarian under Julius II. (His per
formance in the title-role of Seneca's 
Phaedra earned him the nickname 
which appears beneath the ex voto.) 
Inghirami's Latin orations were fam
ous; Erasmus called him 'the Cicero 
of his age'; Raphael painted his 
portrait. The accident here com
memorated happened near the Roman 
Forum, between the Arch of Titus 
and the Colosseum, and the concern 
for archaeological accuracy in such 
circumstances must reflect the scholarly 
personality of the donor. (I 8) 
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To the larger public the ew Learn
ing came in three ways-through 
lectures, through libraries and, even
tually, through the printing press . 
The first public library was that 
given in I440 to the monastery of 
S. Marco in Florence by Cosimo 
de' Medici (right). D esigned by Mi
chelozzo, it contained some 400 

volumes, mostl y from the collection 
bequeathed by Niccolo iccoli. It 
was well-lit, the books being placed 
on desks between the windows, and 
was soon imitated in other Italian 
courts. ( 22) 
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Petrarch built up his library by 
buying books, by having them copied 
by scribes, receiving them as presents 
or, when all else failed, by copying 
them out laboriously himself. When 
he did this he would compare all the 
available texts, choose the best of 
variant readings, make emendations 
and add explanatory notes. Above left: 
a page from Livy, copied and anno
tated by Petrarch. The marginal note 
gives the reading of another manu
script. (I9) 

Lecture notes (left) survive from a 
student of one of the first teachers of 
Greek in England, William Sellyng, 
Prior of Christ Church, Canterbury. 
Sellyng had studied at Bologna and 
knew Politian; he returned to Eng
land in I470. The notes, in Latin with 
examples in Greek, show his lectures 
to have been at a fairly elementary 
level. (w) 

How many attended the lectures 
given by famous teachers is difficult 
to assess. Jacopo Bellini, in this 
sketch for the tomb of an imaginary 
professor (below), shows a crowded 
hall with I I 5 students, 2 I of them 
standing . (2I) 
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The 'Apostolic Library' of the 
Vatican had been in existence through
out the Middle Ages, but it was 
Pope Nicholas V (who, as Tommaso 
Parentucelli, had helped to organize 
the Library of S. Marco) who first 
gave it a humanist direction. At his 
death in 145 5 it contained 824 books 
in Latin. The next twenty years saw 
the addition of numerous Greek 
manuscripts. In 1475 Sixtus IV ap
pointed Platina as librarian (see p.46). 
This fresco (right) shows Sixtus 
visiting the library ; the books lie flat 
on the desks rather than upright on 
shelves-a medieval fashion which 
still persisted. ( 2 3) 
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Renaissance manuscripts enjoyed a brief period of glory before 
being eclipsed by printing. Petrarch's copy ofVergil, illustrated by 
Simone Martini (left), may fairly claim to be the first . The two 
men met at Avignon about 134r. Simone's frontispiece shows 
Vergil sitting pen in hand, seeking inspiration. On the left is 
Aeneas, symbolizing the Aeneid and between them is the com
mentator Servius, who symbolically lifts the veil obscuring the 
poet. Below are a peasant ( Georgics) and a shepherd (Eclogues) . 
(24) 

An intellectual a rt, often of baffling subtlety, grew up within 
the neo-Platonist schools of philosophy. This page from Aris
totle's Nichomachaean Ethics (c. 1495) by Piramo da Monopoli .,_ 
(opposite) is supposed to illustrate a passage from Book VII on 
the nature of moderation. In the centre stand Heracles and 
Hermes, types of heroic and intellectual virtue. At the top are 
sacrificial scenes, at the bottom examples of bestial cruelty
Phalaris of Agrigentum roasting his children (the only subject 
actually mentioned in Aristotle's text) and Diomedes of Thrace 
feeding his horses with human flesh. The elaborate ornamental 
borders introduce Renaissance candelabra, putti, bucrania, 
Pegasus, cornucopia, trophies and medallions with the heads 
of Roman emperors. (27) 

Ptolemy in his study (above), from a copy of the Geography 
made for Cardinal Bessarion about 1450, has a touch the exotic 
appropriate, in Renaissance eyes, to its Alexandrian theme. 

ote the astronomical instruments and books. (26) 

The scroll title-page (left) held up by cherubs puts a classical 
motif to a new use. It was produced in Italy for an English patron, 
John Tiptoft, Earl of Worcester, who studied under Guarino 
at Ferrara in 14 5 9-6o. The work is by Basinio of Parma ( Basinius 
Parmensis), a humanist employed by the Este and later by the 
Malatesta. His Astronomicon, evidently valued by Tiptoft, is a 
Latin poem based on Manilius, but of little merit as either 
astronomy or poetry. (25) 





The 'sacred ruins' (in Du Bellay's 
phrase) of Rome had been seriously 
examined and studied since the early 
I 5th century- the beginning of mod
ern archaeology. Greece, on the 
other hand, was known only from 
the sketches of one traveller, Ciriaco 
d' Ancona, who visited Athens in 
1436 and again in 1448. His drawing 
of the Parthenon (right, copied from ~ -
the destroyed original by Giuliano da 
Sangallo) shows the sculpture fairly 
correctly but the capitals are wrong 
and the metopes arranged in a non
existent attic storey. Below it is a 
detail of the frieze . At the bottom, a 
fallen arcade from Hadrian's Aqueduct, 
the inscriptions carefully copied. (29) 

In honour of Vergil, poet of Mantua 
and of Italy, the Marchioness Isabella 
d'Este Gonzaga proposed to erect a 
statue. She consulted the Neapolitan 
humanist Pontano, and Mantegna 
made a design (above) evoking 
Vergil's own age. (28) 

'I have given much study to these 
ancient edifices', wrote Baldassare 
Castiglione (who was the actual author 
of Raphael's Report on Ancient Rome 
for Pope Leo X); 'I have taken no 
small effort to look them over with 
care and to measure them with dilig
ence.' Raphael's drawing of the Pan
theon survives (right)- then as now 
the best preserved of all ancient Roman 
buildings. (3o) 
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Triumphal arches begin to appear 
frequently in art-symbols of glory 
either worldly or spiritual. Above: 
the imaginary Arch of Niccolo Tron, 
Doge of Venice from I 4 7 I to 7 3. Right: 
the Arch of Constantine, painted for the 
first time with something like ar
chaeological accuracy by Benedetto 
Bonfigli about I47o; S. Ercolano's 
body is being carried to St Peter's in 
Perugia. (3 I, p) 

The past , baptized: the Renaissance 
architect who rebuilt Santi Apostoli 
in Rome for Cardinal Giuliano della 
Rovere (the future Julius II) had no 
scruple in placing in the vestibule an 
imperial eagle from Trajan's Forum. 
Roman power, no longer a symbol of 
paganism, is part of civilization. (3 3) 

To rebuild Rome in the imagination 
was part of Mantegna's vision. A 
tireless scholar of inscriptions, sculp
ture and architectural remains, he 
yet used his knowledge with great 
freedom . In his Trial of St J ames 
before Herod (right) he succeeds in 
uniting motifs from various sources 
into a scene of convincing classicism. 
The arch is a free rendering of the 
Arco dei Gavi at Verona. (34) 
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The hill of knowledge was as steep 
as ever, and the way up it still usually 
followed the well trodden path of the 
Middle Ages. Humanism had revealed 
new fields for study and had trans
formed most branches of learning; 
exceptional men like Vittorino da 
Feltre had tried to put teaching on 
an entirely new basis . But it took 
time for these ideas to become 
accepted at university level, and 
still longer for them to percolate 
down to ordinary school education. 
For most of Europe the trivium and 
the quadrivium remained all-powerful. 

This Florentine miniature of the 
late I 5th century shows the old 
schema of the Seven Liberal Arts 
painted, it is true, in the style of 
Botticelli and embodying a beautiful 
Renaissance doorway, but otherwise 
reflecting only traditional concepts. 
Each Liberal Art is represented 
allegorically with her most famous 
exponent sitting at her feet. At the 
bottom Grammar-'of all the other 
Arts, the way and the gate' -welcomes 
the youug aspirant. The grammarian 
who sits writing is the Roman 
Donatus. Next comes Arithmetic 
gathering reeds, with Pythagoras; 
then Logic holding a scorpion, with 
Zeno. Music plays an organ, with 
Tubal Cain hammering on an anvil. 
Astronomy holds a sphere, with 
Ptolemy beneath her. Next comes 
Geometry with compass, and Euclid; 
and Rhetoric, with Cicero. Just 
below the summit sits St Augustine, 
who had first given the whole 
allegory a Christian meaning; he 
had made Theology rather than 
Philosophy the highest branch of 
knowledge to which all the others 
lead. Here she holds a triangle (the 
Trinity) in one hand, and with the 
other points upward to God. He 
sits enthroned above the heavenly 
spheres, which meticulously include 
the sun, the moon, the planets and 
the fixed stars. (35) 

... 



Scholarship 
from Petrarch to Erasnzus 

ROBERTO WEISS 

THE MIDDLE AGES fo:~got Greek and debased Latin: the Renais
sance brought back Greek and restored Latin. Admittedly there 
were pockets in the medieval west where Greek was not un
known, just as there were medieval scholars who wrote what 
was good Latin by classical standards. Moreover, the great 
writers of ancient Rome had not been forgotten and Vergil, Ovid, 
and Horace continued to be sedulously flogged into schoolboys, 
while late antique wJ:iters like Orosius, Boethius and Isidore 
came to mean history, philosophy and encyclopaedic learning, 
in fact were the sources of much knowledge for nearly a thousand 
years. W'hen all is comidered, the Middle Ages offered a Christian 
civilization tempered by the classics. What then is the revival of 
classical learning and what did this revival really consist of? 

The history of Europe between Goo and I 300 reveals several 
classical Renaissances, one in Ireland about 700, one at the court 
of Charlemagne, a revival of Roman law in the 1 zth, and one of 
Aristotle in the 13th century-and these were by no means the 
only ones. Some of them left only a faint legacy. Others proved 
more robust. But none of them dominated so entirely every 
aspect of life as that which 19th-century historians labelled the 
Renaissance. 

Needless to say, the Renaissance was more than a revival of 
classical learning. But it did include such a revival. Standards in 
scholarship were completely overhauled, while the approach to 
the classics was changed beyond recognition. Renaiss:tnce human
ism meant a total revaluation of the ancient classics, an investi
gation into what they stood for and what they had to say, and 
this is what the humanists set out to do between the time of 
Petrarch, who died in 1374, and that of Erasmus, who died in 
I 5 36. 

'Humanism' was one of the words which were introduced 
into historical currency by 19th-century historians. The Latin 
word humanista was used first in tl1e late 15th century and fre
quently in the I 6th, but its meaning was rather narrow; it merely 

Imperial Raman coins, from the manuscript of Giovamzi Mansionario's 
'Historia Imperialis' (early I 4th century). It 2vas during this period that 
coins and inscriptions began to be studied as historical source.r and as a 
means of checking ll/ritten narratives. One of Mansionario' s otber achieve
ments UJaS to _prove tbat there were !Jvo Pliny.r-the elder who wrote the 
'Natural Hi.rtory' and the younger, author of the Letters. (I) 

indicated a teacher of one or both classical languages, in short of 
what constituted then the studia humanitatis. To us it means 
something more-a teacher who was no longer the medieval 
doctor puerorum (though he retained the old partiality for flogging) p 196 (z) 
but a man of broader horizons, to whom the classics, instead of 
serving as quarries for stray facts and fine sentences, represented f 4 
the accumulated wisdom of a civilization which it was imperative 
to rescue before it was too late. 

Humanism did not start abruptly-its beginnings were already 
perceptible in north Italy during the second half of the I 3th cen
tury-nor were its causes simple. The widespread interest in 
Latin rhetoric, which already in the later Middle Ages was 
considered to have practical value; the revival of Roman law in 
the uth century and of Aristotelian philosophy in the 13th, 
which directed the attention of theologians, lawyers and doctors 
to certain aspects of classical antiquity; a small group of scholars 
in Padua gaining access to the library of the Abbey of Pomposa; 
another in Verona suddenly discovering the treasures of their 
own cathedral library ... all these and many more seemingly 
insignificant straws in the wind showed the way in which the 
intellectual climate was changing. 

Another important contributing factor was the beginning of 
private book-collecting. Individuals began to acquire and to 
read books for their own sake, not as part of their profession. 
Groups of these 'pre-humanists' were already flourishing in some 

This vivid sketch of a Renaissance school cotJJes from the manuscript of 
Antonio Filarete (see p. J o) : students dine en the left, masters at the 
high table. At this date (about I 460) the word 'humanista', zvas just 
coming into use, in the narrow sense of a teacher of Latin or Greek. The 
critical study of texts, however was still confined to an enlightened few. ( 2) 
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Francesco Petrarca ( Petrarch) is most famous as a poet: for his 'Can
zoniere' that had such a decisive effect on Renaissance literature. He was, 
howeZJer, equally eminent and original as a scholar. He collected and collated 
texts qf the Latin classics and his library 11/as from that point if view the 
best in Europe. This sketch JJJas made by a friend in a copy if one if his 
11Jorks. ( J) 

towns of north Italy between 1270 and 1 po. Not only did they 
effect a decided improvement in the standard of written Latin, 
both prose and poetry, but they also achieved considerable suc
cesses in the realm of scholarship proper-such as the resurrection 
of Latin classics (e.g. Catullus) that had been forgotten for centu
ries; the unravelling of the metres of Seneca's tragedies, incom
prehensible until Lovato Lovati (1241-1309) succeeded in explain
ing them; and the differentiating between the elder and the youn
ger Pliny, regarded as one person, until Giovanni Mansionario 
proved during the early years of the 14th century that the Pliny 
who wrote the Natural History could not have been the one who 
wrote the Letters. This same Giovanni also revealed himself as a 
student of Imperial Roman coinage through the drawings he 
made on the margins of the autograph of his Historia imperialis. 
Ancient Roman inscriptions also began to be studied. The Middle 
Ages had been the heyday of abridgments of classical writers, 
when Livy meant Florus and Tragus meant Justin. Now they 
were no longer enough. Petrarch's father's volume of Vergil and 
Landolfo Colonna's rescue of the third Decade of Livy were 
typical of the change. In short, by 1 po it was already clear that 
a new study of classical antiquity was on the move. 

Petrarch the Scholar 
As a scholar Petrarch (1304-74) had not been exactly a slow 
developer. But although he received a traditional education at 
Carpentras and wasted three years at Bologna, it was at A vignon 
that he really found his vocation. His meetings here with the 
Proven~ 'clerk' Raymond Soubeyran and the Roman noble 
Landolfo Colonna opened his eyes to the new classics and espe
cially Livy. He succeeded in assembling the first, third and fourth 
Decades into one volume, displaying exceptional acumen as a 
textual critic. Soon he was doing the same for other authors. He 
discovered Cicero's forgotten Pro archia at Liege in 1 3 3 3 and the 
letters Ad Atticum at Verona in I 34 5, corrected both texts and 
freed them from scribal interpolations and corruptions. The 
works of some Christian authors like his beloved St Augustine 
received similar attention. Modern textual criticism in fact begins 
with Petrarch-not because he was consciously preparing what 
we call today a critical edition, but because he felt the necessity 
that the volumes in his own library should contain texts as 
accurate as possible. 

Petrarch's own literary achievement was very great-the 
whole lyric poetry of Renaissance Europe, for instance, would 
have had a different complexion without him. Yet the creation 
of his library was a feat of at least comparable importance. It was 
unique in its time for the number of its classical Latin texts, and 
it contained two items of even greater significance for the future
Plato and Homer in Greek. 

Scholarship from 

Petrarch himself never learned Greek, though it seems to have 
been the energy rather than the opportunity that was lacking. 
His first teacher, a Calabrian monk called Barlaam, broke off the 
lessons, but in cosmopolitan Avignon it would have been easy 
to find another master, had he really wanted to. When, some 
twenty years later, he met another Calabrian Greek he preferred 
to hand him over to Boccaccio. Yet there is no doubt that 
Petrarch's interest in and encouragement of the study of Greek 
exercised a powerful and pervasive influence. He stands behind 
Leon Pilatus' translation of Homer into Latin. 

It would be a mistake to assume that Petrarch's pursuit of tbc 
classics sprang only from a disinterested love of learning. He 
himself aspired to be one of them: a new V ergil in the Africa and 
a new Livv in the De viris illustribus. His Italian as well as his 
Latin works were coloured by his classical scholarship, and he 
addressed the Latin writers of antiquity as equals in the Antiquis 
illustrioribus. 

Inevitably he had to remain very distant from the models that 
he admired-not so much because of the number of centuries 
that separated him from them as because those centuries were 
Christian. Christian outlook and Christian prejudices could not 
be disregarded at will. Yet his writings do mark a decisive break 
with previous literature both in their style (the abandonment of 
medieval conventions in order to conform to classical practice) 
and in their values. He looked at classical antiquity not only as a 
Golden Age and a lost Paradise, but also as the teacher of a way 
of life which could be regained. It was therefore, so he felt, his 
duty to restore the true letter of the ancient writers and emphasize 
the exceptional significance of their message, by gathering all the 
available evidence which would make these texts intelligible. 
This also meant turning to the tangible remains of the ancient 
world. He examined inscriptions and ancient coins to throw new 
light on obscure passages in a writer, and set one text against 
another to solve a problem of history or scholarship. Of course 
Petrarch was not infallible and there are cases when he misunder
~tood a passage or accepted an unreliable legend; it could hardly 
have been otherwise with the means at his disposal. Perhaps his 
most serious limitation was his underestimate of Greek. For all 
his interest in Homer he never doubted that Rome was the 
classical civilization par excellence. 

Boccaccio, Scholar and Story-teller 
This was a field where Boccaccio not only felt differently but, by 
bringing Leon Pilatus to Florence, did something positive. 
Before Pilatus Greek had been virtually unknown outside eastern 
Europe and some parts of south Italy and Sicily, and those who 
translated Aristotle and some of the Fathers during the 12th and 
I 3th century and Galen during the first half of the 14th established 
no tradition of Greek scholarship. The Boccaccio-Pilatus part
nership, on the other hand, led to the public teaching of Greek 
in Florence, to the translation of Homer as well as of a little 
Euripides, not to mention a pseudo-Aristotelian tract. These 
versions as well as his own notes on Homer reveal Pilatus to 
have been a far better scholar than has hitherto been suspected. 
As for Boccaccio, Pilatus proved a godsend to him, and during 
their three years together he succeeded in learning enough Greek 
for his needs. The fact that after Pilatus' departure from Florence 
Greek dried up there for some thirty years was due not so much 
to lack of the essential texts, as to his teaching being so much 
above the heads of most of his hearers. 

As a scholar Boccaccio (I 3 I 3-75) differed greatly from Pe- p 124 
trarch, whom he always regarded as his master. As slovenly as (13) 
Petrarch was accurate, Boccaccio was the most unreliable of 
scribes. Their outlooks also differed, for to Boccaccio the ency
clopaedia was clearly the best way for gathering together the 
results of scholarship. Both were bibliophiles and Boccaccio too 
was anxious to assemble as many classical texts as possible; yet 
the remains of his library do not betray that work of revision and 
emendation which appears on so many volumes from Petrarch's. 
Some writers (Tacitus in particular) whose works came into 
Boccaccio's hands had been unknown to Petrarch. Boccaccio's 
passion for classica:l mytholo&"y, which he saw as an essential key 
to the understanding of anc1ent poetry, never abandoned him 



Petrarch to ErasmtJs 

and made him spend many years on a huge compilation, the 
Genealogiae deorttm, which remained the standard work on the 
subject for nearly two hundred years. He was also supposed to 
have unearthed some long forgotten texts of Varro, Tacitus, and 
Apuleius in the library of the Abbey of Monte Cassino, but the 
real discoverer was another friend of Petrarch, Zanobi da Strada, 
who, by bringing the famous Laurentian archetypes of Tacitus 
and Apuleius to Florence, made them available to Boccaccio. 

Petrarch never taught, but his interests and way of thinking 
spread far and wide. Barbato da Sulmona wrote a commentary 
on one of Petrarch's letters as if it had been an ancient classic. 
On the other hand, Giovanni Dondi, the Paduan physician who 
was a very close frien.d of Petrarch in his old age, did valuable 
work in his own right. He was a very keen antiquary who went 
deeper than Petrarch in this field. For when visiting Rome as a 
pilgrim in I 3 7 5, he not only recorded the principal monuments 
of the city but measured some of them and copied inscriptions. 
Thus when Petrarch died in 1374 there was no danger that his 
influence would fade away. 

The Heirs of Petrar,c:h 
Apart from a host of lesser names, the principal continuators of 
his lifework were three: Lombardo della Seta, who saw to the 

p 122 (7) spreading of Petrarch's literary inheritance, Giovanni Conversini 
da Ravenna, whose teaching as well as his activity as chancellor 
was instrumental in popularizing the new humanist doctrines, 
and, above all, Coluccio Salutati. 

p 18 (14) Like Petrarch, Salutati (1 3 3 1-14o6) sedulously collected 
classical texts and annotated and emended the volumes he owned. 
He was particularly interested in Latin orthography, consulting 
manuscripts and inscriptions in order to establish correct spellings. 
He compared all the available sources in order to settle a doubtful 
point and he intervened in defence of poetry against the theolo
gians. Salutati never held a university chair, though his influence 
was paramount on the Florentine humanists who came after him, 
Poggio and Bruni included. His greatest achievement, however, 
was the re-awakening of Greek studies in Florence, which had 
been slumbering since the departure of Leon Pilatus. The coming 

p uz (3) of the Byzantine Manuel Chrysoloras to Florence in 1397 to 
occupy a chair of Greek was the direct outcome of Salutati's 
efforts. Chrysoloras' lectures began in March I 397 and proved 
popular at once, pupiils flocking to his classroom also from other 
parts of Italy. An initial difficulty encountered in his teaching was 
the scarcity of suitable books. Thanks to Palla Strozzi, then the 
wealthiest citizen of Florence, this was however only a temporary 
setback. 

Chrysoloras emphasized the importance, when translating, of 
rendering the spirit rather than the bare letter of the original. 
I-lis lectures covered most of the major Greek writers, with Thu
cydides and Ptolemy along with Plato and Homer. And although 
his Florentine teaching lasted only three years, it was sufficient to 
establish the study of Greek on a permanent basis. · 

From Florence it spread to Rome, where many of Salutati's 
most promising yow1g friends, Poggio and Bruni among them, 
went to seek employment in the Papal Chancery. Leonardo Bruni 
(1374-1444), the mcst brilliant of all, expressed his Hellenism 
mainly in translating, though he was also the author of a tract in 
Greek on the Florentine constitution. As a translator he had 
started by assisting Salutati in his controversy against Dominici 
in defence of classical writers through making a Latin rendering 
of a tract by St Basil in defence of classical letters. But his main 
fame as a translator rests on his versions from Aristotle, which 
enjoyed a European popularity long after his death. 

In his De interpretatione recta Bruni had put forward his views on 
translating, though he only followed them to a limited extent. His 
versions are marred by a preoccupation with stylistic elegance, and 
whenever another translation was available (and this was so with 
Aristotle), Bruni's own production was little more than a deco
rated rendering of the earlier text. 

If Bruni was the leading translator of his time, the leading 
teacher of Greek was Guarino da Verona who, after mastering the 
language at Constantinople, eventually settled at Ferrara, where 
he taught from 1429 until his death in 1460. As a translator 
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Guarino da Verona's 'Grammar' of which the title-page is shmvn here, 
U'as a school textbook in the nezv style. The humanists saw one of their tnain 
tasks as that of puri.[ying Latin from medieval 'barbarisJJJ'. But in the 
small scenes at the bottom it is evident that they did not relinquish the idea 
of beating knowledge into their pupils. ( 4) 

Guarino directed his attention to Plutarch and Strabo. As a teacher 
his secret lay in both the appeal of his engaging personality and f 4 
his painstaking method. There is no doubt that he and Vittorino p uz' (6) 
da Feltre (1373-1446) were the greatest educators of Renaissance 
Italy. But whereas Vittorino's teaching was meant for schoolboys, 
that of Guarino was mainly at a university level. If he had a rival, 
it was Francesco Filelfo (1398-148I), his superior in actual knowl- p 5 I 
edge of Greek, but a man handicapped by a difficult tempera- (19) 
ment. He had a troubled career, wandering from city to city in 
quest of employment. His translations, however, were sensitive 
and accurate, which was more than could be said for Poggio or 
Valia, whose versions were far from reliable. 

The Classics Restored 
Even before the fall of Constantinople in 145 3 Greek scholars 
had been coming to Italy in increasing numbers, though they 
were generally handicapped by their indifferent knowledge of 
Latin. There were, however, exceptions, and Theodore Gaza, 
George of Trebizond and John Argyropoulos had no linguistic p z6 
difficulties and proved outstanding teachers. Yet even with them (3 7) 
and Italian teachers like Guarino and Filelfo, to mention only the 
most distinguished, knowledge of Greek did not spread as widely 
as one might have thought. The fact that instruction in Greek was 
available at a particular place, was no guarantee of continuity, 
for when a teacher left or died, many years often elapsed before 
teaching was resumed. Thus, for example, Alessandro Farnese, 

I)j 



the future Pope Paul III, had to move in 1487 from Rome to 
Florence in order to learn Greek. The great popularity enjoyed 
by the humanists' Latin versions of Greek authors are in them
selves indicative of ignorance of that language. 

The texts chosen for translation were very seldom purely 
literary works. Like the medieval translators, their Renaissance 

j J successors generally chose those writings which might further 
some definite branch of knowledge. Except for Homer, poetry 
was left alone, the versions ofTheocritus by Filetico and ofHesiod 
by Niccolo della Valle being exceptional cases, while it was not 
until the very end of the Quattrocento that the first humanist 
translation of Aristotle's Poetics appeared, a work which was 
overlooked until the r6th century although it had been available 
in Latin since the r 3th. 

With the resurrection of Greek went that of many Latin clas
sical writings, which had been gathering dust unread in the cup
boards of monastic or cathedral libraries since the Carolingian 
age. Or practically so, for there were occasional instances during 
the 11th, r2th and 13th centuries of the use of texts (Varro's De 
lingua Latina and Tacitus' GerJJJania are typical examples) other
wise unknown until the rise of humanism. The first half of the 
1 5th century was the period when most of the forgotten texts 
were discovered. The letters of Cicero and the younger Pliny, the 
histories of Tacitus, and the poems of Propertius and Tibullus 
had already come to light during the 14th century. But during the 

p 122 next century Poggio Bracciolini (1380-1459) alone discovered 
(5) between 1415 and 1417 a very considerable number of Cicero's 

orations, the epic of Valerius Flaccus, the poem of Lucretius, the 
Silvae of Statius, and Asconius on Cicero's orations, as well as a 
complete Quintilian, while later he found Petronius' Coena 
Trimalchionis in England and Frontinus' book on the aqueducts 
of Rome at Monte Cassino. 

Needless to say, all these discoveries were greeted with jubila
tion by the humanist world of Italy. Other discoveries which also 
aroused much enthusiasm were those of the hitherto unknown 
Brutus of Cicero and of complete copies of the Orator and De 
oratore by the same author, made by Gherardo Landriani, Bishop 
of Lodi, in his own cathedral in 1421, and of Pliny's Panegyric 
and the Panegyrici veteres made at Mainz in 143 3 by Giovanni 
Aurispa. In importance they were, however, surpassed by the 
discovery of the minor works of Tacitus and the De gramJJJaticis 
et rhetoribus of Suetonius made at Fulda, not at Hersfeld as was 
believed until not so long ago, by Enoch of As coli about 14 55. 
With those made at Fulda the age of great discoveries seemed to 
be over. But in 1494 Giorgio Merula or, more exactly, his secre
tary Giorgio Galbiate, carried out a successful exploration of one 
of the forgotten treasure houses of north Italy, and in the library 
of the ancient Irish monastery at Bobbio, was able to lay hands 
on a host of unknown writings by late Roman authors, mainly 
grammatical manuals, but including also the poems of Dracon
tius and the De reditu suo of Rutilius Namatianus. Some important 
discoveries were also made during the r6th century, the most 
outstanding ones being those of Books I-VI of the Annals of Ta
citus, the correspondence between Pliny and Trajan, the history 
of Velleius Paterculus, and part of Livy's fifth Decade. 

The discovery of new classical writings brought with it a 
desire to have correct copies of them. Here Petrarch and Salutati 
had been pioneers and, as the 15th century went on, such efforts 
became increasingly numerous. Of course in many cases what 
were intended as corrections were actually corruptions, a criti
cism voiced at the time by Niccolo Niccoli (1364-1437). A very 
common source of corruption was that even learned scribes often 
substituted their own spelling for that of the original they were 
transcribing, so that archaic forms disappeared. Even so accom
plished a humanist as Poggio was guilty of such a practice; indeed 
Niccoli was one of the very few scholars of the first half of the 
r 5th century who was not. As for emendations, these were only 
too often the result of guesswork. It was according to such a 
method that Poggio emended, or rather corrupted, Cicero's 
Philippics. On the other hand, Lorenzo Valla's corrections to 
Livy were backed by such acumen and command of classical 
usage that several of his suggestions have been accepted by mo
dern editors. 

Scholarshzpfrom 

At times even great humanists would be rather naive. Guarino 
da Verona, for instance, having found that quotations from 
Herodotus in his Gellius appeared to stop abruptly, did not 
hesitate to take his own Herodotus and complete the passages in 
question. Even further went Tommaso Seneca who, when pre
paring a copy of Tibullus for a friend, did not scruple to fill in 
the lacunae with lines of his own. Again when sections of a text 
were missing in their copy, it was usual for humanists to supply 
what was not there from another manuscript, thus contaminating 
the tradition represented by their own. These humanist copies 
were the immediate predecessors of the printed editions. On the 
whole they have proved somewhat of a curse to modern editors. 
All the same it was all this work on the text of the Latin classics 
which led directly to the new philology. 

The New Philology 
The key figure is Lorenzo Valla (1407-57). Until him classical p 123 
scholarship had mainly expressed itself in the commentary and (8) 
emendation of texts. But for Valla, feeling as he did that written 
Latin had not achieved classical purity and that the way to achieve 
it was a thorough reform of grammar, this was not enough. The 
result was the Elegantiae, a work which ruled over humanist 
Europe for over a century. A comparative examination of classical 
and modern Latin usage, the Elegantiae emphasized that the latter 
should be based on the ancient writers of Rome, though the coin-
ing of new words could sometimes be permissible. At the same 
time, he did not advocate a blind imitation of Cicero, in fact he 
occasionally even disagreed with him. The Elegantiae stressed the 
real value and meaning of words, though wider issues were also 
discussed in it. 

The comparative method, which was so evident in the Ele
gantiae, was also followed in the Orthographia of Giovani Tor
telli (c. 14oo-66), which meant to do for Latin spelling what 
Valla's work had done for usage, but included also discussions 
on other subjects connected with antiquity. For instance the sec
tion dedicated to R (each letter of the alphabet was assigned a sec
tion in Tortelli's treatise) included a long and extremely interest
ing description of the topography of ancient Rome, as an extension 
of the discussion on the correct spelling of the name of the city. 
Another work in which the new philology inaugurated by Valla 
was very much present was the Comucopia of Niccolo Perotti 
(1429-80) which, started originally as a commentary on Martial, 
grew eventually into a philological and grammatical repertory of 
the Latin language. But Perotti did not limit himself to philolo
gical works. Like other humanists, he also felt the urge to revise 
and overhaul the teaching of elementary grammar in the light 
of the new humanist knowledge. This led to his RuditJJenta which, 
together with the Latin grammar by Gaspare da Verona, ended 
the grip exerted by the old medieval grammars over education, 
at any rate in Italy. On the other hand, except at Rome, where 
Antonio Mancinelli and Sulpizio Verulano compiled some very 
successful elementary Latin grammars, the age when humanists 
were preoccupied with works of this kind was over by 1470. 

The new philology carried in its wake a new criticism. Here 
also Valla was in the forefront. What prompted him to attack 
the so-called Donation of Constantine, the document which gave 
a legal basis to the temporal power of the papacy, was the con
flict between Pope Eugenius IV and Valla's own protector, King 
Alfonso of Naples. Yet politics did not figure in this treatise, 
where the authenticity of the Donation was denied solely on his
torical, philological and legal grounds. There was the fact that no 
mention of it occurred in the early biographies of Constantine 
and Pope Sylvester; there were the legal contradictions; there 
were the numerous anachronisms and other howlers; and finally 
there were the phraseology and vocabulary, which had been com
plexioned by the Vulgate and did not conform at all with the 
usage of the Constantinian age. Valla's treatise showed fully the 
powers of the new philological criticism when backed by a mind 
of exceptional acumen. Even bolder were Valla's annotations on 
the Latin New Testament, which were so much admired by Eras
mus, for what was questioned here was the accuracy of part of 
Holy Writ itself. The annotations were a philological comparison 
between the text of the Vulgate and the Greek original, supported 
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HERODOTI H ISTOR!CI INCIPIT. 
Laurcntii V allcn.conue;!io deGra:co in Larin urn, 

ERODOTI Halicanufei hi!loriz c!plicv 
rio hzG dh ut neq; ea qua: gefia funt: u rebus 

·• ~ humanis obliterentur ex a:uo:ncq; ingentia & 
b admiranda opera: uel a Gr:tcis cdita:ud a Bar 

baris golria frauditur:cum alia: tum. uero:qua 
de rc illi inter fe bclligerauerut. Pcrf:uii cximii 
mcmorat di!Tcnlionii auelorcs cxritilfe Ph~ 

niccsqui :am:ui quod Rubrum uocatur:in hocnoftr.um proficil:
ccntes: & h:tnc incolmtcs region<tn:qu2ln uunc quocp incolunt: 
longinquis conlinuo nauigatiombus incubucrunt: f.!cirndif<jl 

, ~~~o®a:1 Aegyptiamm & Atfyriarum mcrciii uctlaris in alias plagas: P'"'" 
.dl cipucq: Argos tuicccrunt' Argoz &crum ca tanpclbrc omui" 

One of the revelations of Renaissanu scholarship JFas Jlerodotus, rm
knoum in the west until the first half of the Ijth century. Tbe text UhlS 

translated into Latin by the great Lormzo Valla, pioneer of tbe ne1v 
philology. The ojJeningpagc, shoum here (front a Venetian edition of I 494) 
belongs to an early stage in tbe bistOt]' of printing, space beill~~ left for an 
ornametttal initial to be added by hand. ( J) 

by evidence drawn from the early Fathers. And here his verdict 
was that St Jerome's version was not faultless, owing to an im-
perfect knowledge of Greek and his use of corrupt manuscripts. 

Valla's annotations were a philological work which inaugurat
ed modern Biblical criticism, and the immediate predecessor of 
the work of Erasmus and Nebrija in the same field. Nor should 
one forget that Valla's achievement as a critic also included the 
proof that the correspondence between Seneca and St Paul was 
spurious and that the writings ascribed to Denys the Areopagite 
could not possibly have been written by a contemporary of St 
Paul. He showed the spuriousness of the Letter of Jesus to Abgar 
of Edessa and laughed away the belief that each of the Apostles 
in turn had composed one of the lines of the Creed. 

The Past Rediscove1red 

The first half of the I 5th century witnessed a complete change'in 
the writing of history. Leonardo Bruni initiated humanist, and 
Flavia Biondo modern, historiography. Before them history writ
ing had remained traditional, and even Petrarch had been medie
val enough to see history as either a series of biographies of great 
men or a collection of anecdotes. But Bruni, during the long 
struggle between Florence and :Milan, came to see Florence's role 
in it as a championship of freedom against tyranny, which in 
turn aroused an urge in him to glorify what his town had done 
for democratic liberty. He saw Florence as the new Rome, while 

the rival Pisa was presented as the new Carthage. To this was 
added a conviction that a history such as his would also prove 
valuable in the interpretation of what was taking place in the 
present. 

Historiography advanced one step further with Flavia Biondo 
(1392-1463), mainly because his vision of history was wider than 
Bruni's in both time and space. For he was the first to conceive a 
history of medieval Italy, indeed of medieval Europe, during the 
thousand years stretching from 410 to 1441. Also striking was his 
approach to authority. In the Decades he was obviously not over
awed by the prestige of famous historians, even when they were 
called Procopius or Paul the Deacon, neither of whom escaped 
his criticism, so that we find him, for instance, producing the 
evidence of a mosaic seen in a church at Ravenna in order to re
fute a statement in Procopius. 

The sources of Biondo's Decades were many and various, rang
ing from Strabo and Ptolemy to ancient monuments and inscrip
tions as well as medieval chronicles, and when evaluating the 
authority of a writer he assumed that the closer he was to the 
events he described, the greater would be his reliability. As a 
humanist, Biondo possessed a good knowledge of Roman his
tory. But in the Decades he disagreed with his fellow humanists, 
who had traced the beginnings of the decay of Rome to the 
abandoning of republican institutions in Caesar's time, believing 
instead that it had started during the later Empire. Biondo was 
naturally not infallible; moreover, his style lacked distinction 
when it was not decidedly flat, and occasionally his chronology 
was at fault and some of his facts confused. Yet after his presen
tation of the Middle Ages as a distinct period, any serious writing 
of history could no longer be the same . 

The originality of Biondo's Decades is beyond doubt. Still the 
work where he showed himself at his most original was the Italia 
illustrata, which surveyed the peninsula province by province and 
inaugurated historical geography. It showed a merging of history 
and geography backed up by a deep knowledge of antiquity and 
a cunning use of personal observation and information received 
from friends and correspondents. In the Italia illustrata one feels 
that Biondo was more at ease than in the Decades, and what emer
ges is an Italy united geographically and historically. The effect 
is achieved through its descriptions of regions and towns, which 
include not only historical details and geographic features, but 
also accounts of their most famous men and their more promi
nent monuments, both ancient and modern. 

Biondo's lavish references to ancient remains in his historical 
works is not surprising, for he and Poggio were the real founders 
of modern archaeology. It is true that the monuments of Rome 
had been examined before them and ancient inscriptions copied 
and collected. But Poggio's account of ancient Rome in the first 
book of his De varietate fortmzae inaugurated new archaeological 
standards. For Poggio, not content with describing what he saw, 
set about finding what the ruins could reveal through an exami
nation of their structure and materials and even their nomen
clature. Along with classical writers he also consulted early 
Christian and medieval texts and, of course, considered the evi
dence supplied by inscriptions. 

It was left to Biondo's Roma instaurata, however, to give the 
first methodical description of the ancient city. In this he was not 
moved solely by archaeological passion. He saw in these ruins a 
deeper meaning, and felt that to neglect them was tantamountto 
forsaking, indeed losing for ever, what had been ancient Roman 
civilization. Besides studying what was still left of the old city and 
the ancient writers, he consulted the old catalogues of the urban 
regions and the medieval descriptions of the town. Nor were in
scriptions and coins, Christian and medieval texts, and even do
cuments in the archives of churches overlooked. In his recon
struction of what the city had looked like, he followed a logical 
plan based on the catalogue of the city regions traditionally 
ascribed to Sextus Rufus. Thanks to the Rotna instaurata it was now 
possible to have a reasonable idea of the old town from the topo
graphical angle and, furthermore, an account of its growth and 
the functions of its main buildings. 

Greek archaeology, on the other hand, started and ended with 
Ciriaco d' Ancona (1 391- c. 145 5), since after him the Turkish con-



quest of the Greek world stopped any archaeological activity until 
the middle of the 16th century. As a traveller in Greek lands, 
Ciriaco had been preceeded by the Florentine priest Cristofaro 
Buondelmonti, who spent about sixteen years (1414-30) exploring 
the islands of the Aegean. But he was more of a geographer than 
an archaeologist. Not so Ciriaco, whose travels included Asia Mi
nor and Egypt as well as Greece. During his many journeys he was 
tireless in his archaeological activity, which mainly consisted in 
his copying countless Greek and Latin inscriptions and drawing a 
large number of buildings, statuary, carvings, stelae, etc. The 
details wl>ich he gathered about the great temple of Hadrian at 
Cyzicus, now lost for ever, testify to his scientific accuracy. For 
in order to record its dimensions, he not only measured its re
mains carefully, but even employed an astrolabe in order to re
cord accurately the height of the pillars. Nor did Ciriaco devote 
himself exclusively to Greek antiquities; he worked also in Italy 
and made two visits to Egypt, examining and measuring monu
ments there with equal enthusiasm. Unfortunately he failed to 
record his findings at all systematically and much of the immense 
amount of information gathered in a lifetime of travel remained 
undigested. 

Renaissance libraries 
Thanks to the humanist effort the number of classical writings 
available had increased very considerably since the time of Pet
rarch. Such an increase was of three kinds. There were the newly 
discovered Latin works. There were the numerous Greek ma
nuscripts which had been flowing into Italy or transcribed there 

p 129 since the beginning of the I 5th century. And there were the ever 
(27) increasing Latin translations of Greek classical authors. Now, in 

medieval libraries, volumes of classical authors had generally 
been an exception, but in the new libraries being created by the 
humanists the classics had pride of place, though theology, civil 
and canon law, and medicine continued of course to figure in them. 

'The Wonders of Rome': cheap <guides to Rome for pilgrims and visitors 
included religious pictures as well as secular ones like this Jt'oodcut of about 
I JOO. It shol2'.r Romulus and Remus suckled by the wo[l ana' their mother 
Rhea Sylvia praying before a statue of their father Mars. ( 6) 
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The first library with a large collection of classical and humanist 
volumes was that of the rulers of Milan, which was kept in the 
Castl~ of Pavia, until Louis XII removed it to France in I 5 oo. 
What made this library so exceptional was that it included a sub
stantial part of Petrarch's library, brought to Pavia after the con
quest of Padua by Giangaleazzo Visconti in I 3 88. But the library 
of the Visconti, like those of the Este at Ferrara and the Gonzaga 
at Mantua, was a private library, to which only a few privileged 
persons could have access and even fewer were able to borrow 
books. It was left to Cosima de' Medici to inaugurate in Florence 
what was in every sense the first Renaissance public library. 

Medieval libraries consisted as a rule of a rectangular room 
with cupboards against the walls or, alternatively, two rows of 
desks with the volumes resting on them and securely chained, so 
that they could be read without being removed. The one built at 
S. Marco in Florence for Cosimo de' Medici was quite different. p 126 
Designed by Michelozzo Michelozzi in I440, its hall was basilican (22) 
in form, with a high barrel-vaulted ceiling supported on tvro p 24 
rows of pillars and two side 'aisles' containing the rows of desks (3 5) 
with the chained volumes. It was an immediate success, not only 
on account of its elegance but also because it allowed a window 
between every two rows of desks. Of its contents the nucleus was 
the outstanding collection of Greek and Latin manuscripts as
sembled by Niccolo Niccoli, and new books were continually 
being added by its founder. For the first time, too, the grO\vth of 
a library was planned according to a rational principle. For at 
Cosima's request a list of essential works, sacred and secular, was 
drawn up by the humanist Tommaso Parentucelli, later Pope 
Nicholas V. (The same list was used again later for libraries at 
Fiesole, Pesaro and other places). The other great novelty was 
that it was open to the public. In this, and in its design, it was 
quickly imitated at Cesena by the lord of the town, Malatesta No-
vello, whose library is still open and functioning today. 

Parentucelli's list was also used for the library established at 
Urbino by its ruler Federigo da Montefeltro, who mostly relied 
for the supply of volumes on the Florentine book-seller Vespa
siano da Bisticd. It is true that Politian looked down on these 
recently executed books. Yet by the time of its founder's death 
Urbino had become the most important repository of classical 
and humanist manuscripts in Italy next to the Medici and the 
Vatican libraries. What then of the Vatican? Of course a papal 
library had been in existence for several centuries and even at 
Avignon it had included classical and even a few humanist works. 
Yet decay had set in with the Great Schism. It was Pope Nicho-

·las V (I447-5 5) who founded the new Vatican Library. What he 
created was certainly the greatest library of his time. Further de- p 12.7 
veloped under Sixtus IV (1471-84), when Platina, one of the lead- (2J) 
ing members of the Roman Academy, became its head, it was p 46 (z) 
supervised for a very long time by a series of distinguished huma-
nists. 

Humanists were also in charge of the library at Naples, which 
King Alfonso V of Aragon had founded and his son Ferdinand I 
increased. But important as it was, it mostly consisted of manu
scripts either made expressly for the Aragonese Kings or presented 
to them by their authors, so that it had less appeal to humanists 
than other libraries. A library which would, on the other hand, 
have greatly attracted them was that of St Mark's at Venice. But 
the magnificent collection of books presented to it by Cardinal p I 24 
Bess arion in 1468 was still unpacked as late as I494, so that it was (I 5) 
only in the time of Aldus Manutius that it began to exert a vi go- p I 26 
rous influence on Venetian scholarship. In fact it was almost en- ( 26) 
tirely Bessarion's books that made possible the achievements of 
Aldus and his colleagues in the field of Greek editing. 

Books in Print 
The first printing press in Italy began to function at Subiaco in p 65 (4) 
I465; two years later there was one in Rome. Other Italian towns 
quickly followed and it was not long before the potentialities of 
the new invention were appreciated by the humanists. Inevitably 
many of the first printed books shared the drawbacks of manu-
scripts. Apart from the fact that compositors were no more ac-
curate than scribes, some of the traditions of the medieval peciae 
were preserved in the printing of some university texts, where 
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every page was likely to consist of two columns, each with sixty 
lines and at least thirty letters in every line. Moreover a blank 

f 5 space was generally left at the beginning of a paragraph, to be 
filled in by a rubricator, who often supplied the chapter headings 
as well. Nor was it uncommon to have the first page decorated 

p 168 with illuminated borders and initials and have special copies 
(1o) printed on vellum in~tead of paper. It took some time before the 

p 169 scribes were completely ousted. Throughout the last quarter of 
( 12.) the I 5th century they were still as active as ever, and even in the 
f 8 late 16th century the scriptores of the Vatican Library were still 

engaged on the activities denoted by their title. Even manuscripts 
which were actually copies of printed books were not uncom
mon, most of them being made for patrons who preferred to 
have texts not produced by mechanical means. Yet even the most 
famous libraries of Italy eventually came to admit printed books; 
before the I 5th century was over they were already appearing on 
the desks of the libraries of Naples, Mantua, Ferrara and the 
Vatican. 

Until the invention of printing what we understand by a 'criti
cal edition' hardly e11isted, the texts 'edited' by humanists being 
as a rule merely copies made for personal use and circulating, if 
at all, within a very small circle. But scholars now had the task of 
producing correct texts of classical authors for issue by the prin
ters. Thus between 1469 and 1472 Giovanni Andrea de' Bussi, 
Bishop of Aleria, edited a considerable number of Latin classics 
for the Roman press of Sweynheim and Pannartz, the two Ger
man typographers who had introduced printing into Italy. The 
rate at which these editions poured out meant that the standard 
of editing was rather superficial. The venture on the whole did 
not succeed-perhaps because the texts were not accompanied 
by a commentary. Later on, the Latin classics, especially the poets, 
were printed framed by a copious running commentary, as was 
usual with the Panduts and the works of Aristotle. These com
mentaries or collections of short dissertations on the text of an 
author were often printed on their own, as for instance the anno
tations on Catullus by Girolamo Avanzo (1495) or those on Pliny 
by Ermolao Barbaro (149I-93), these consisting of discussions of 
difficult passages or words as well as textual corrections. 

A return to the plain text without cornmentary was inaugurated 
by Aldus (I450-1515) whose editions of the clas:::ics in a pocket 
format led to a new era in book production. Furthermore with 
Aldus the printing of Greek ceased to be very exceptional and 
editions of the classics in several volumes also started to appear. 
They were the result of considerable editorial effort. To Aldus the 
edition of a classic no longer meant a manuscript just being handed 
over to the printer with the more obvious errors corrected and 
the abbreviations expanded. Instead each text was assigned to a 
particular editor, often Aldus himself, and the manuscripts were 
very carefully revised and emended and the proofs carefully cor
rected. Of course at the rate at which the Aldine classics appeared, 
it is obvious that editorial· revision must have been somewhat 
hurried. But his pres~; did establish a standard in editing that made 
it very difficult for anyone to return to the old slipshod ways. 

Politian and Barba1ro 

As we have seen, during the first half of the I 5th century, there 
were ample opportunities to learn Greek, and several of the early 

p 26 humanists had done so. But with Politian (1454-94) we find for 
(43, 44) the first time an Italian scholar with a grasp of classical Greek not 

inferior to that of the best Byzantine masters. As a philologist he 
certainly depended largely on the pioneering work done by Valla 
but he proved to be much the more thorough and imaginative of 
the two. When lecturing on a text he skipped no problem, and if 
a passage was not clear he sought every possible help in order to 
throw light upon it. Instead of publishing running commentaries 
on authors, as was the fashion in his time, he preferred to subject 
tl1em to a searching textual criticism, with full exegesis and illus
tration. If he was examining the work of a particular writer he 
consulted all the manuscripts he could find, and here he was for
tunate in having both the public and private libraries of his Medici 
patrons available to him. Not only did he make a point of search
ing for the oldest manuscripts but he also made use of the scho
liasts and considered the evidence offered by similar usages in 

A colossal elephant of black stone, bearing 
on its back an obelisk of 'verde antico'
front Aldus Manutitts' fatJJous edition 
(I 499) ~~ the 'HypnerototJJachia Poli
pbili'. This is one of the ancient monu
tJJettts s,;en by Poliphi/us in the early part 
of his dreatJJ, a.rection full of strange archae
oloy. The author and illttdrator had no 
doubt seen sotJJething like it. Egyptian 
obelisks were known, having been brought 
to Italy i;z classical titnes. The fact that 
their hieroglyphics mttld not be deciphered 
gave them the added fascination of the oc
cult. (7) 

other writers, the testimony of archaeology and numismatics and 
the theories of the ancient grammarians. In the Miscellanea (1489), 
for instance, he adduces a coin of Brutus to explain a passage in 
Dio Cassius. Politian's learning was accompanied by an exquisite 
taste and a sensitive feeling for poetry. As his versified inaugural 
lectures show, he was often able to turn erudition into elegant 
Latin verse of real merit. His Greek and Italian verse was also 
outstanding. No wonder then that he was universally recognized 
as the greatest humanist scholar of his time. 

The only scholar who could stand up to Politan during his 
lifetime was the Venetian patrician Ermolao Barbaro (1453-93). p 53 
His original overriding interest in Aristotle gave way to Pliny (22) 
when he moved to Rome, possibly because he now had Politian's 
}VfiJ·,·ellanea and the Vatican Library available to him. Yet his 
choice of Pliny also shows the same concern for what was then 
called natural philosophy; for Pliny, though infinitely inferior, 
was in many ways the Latin Aristotle. 

In the Castigationes Plinianae (1491-93), Barbaro proved him
self almost the equal of Politian. His emendations of corrupt pas
sages and explanations of difficult words display exceptional 
learning and acumen, particularly in those places where he demon
strated that some alleged corruptions were actually correct. Nei
ther Politian nor Barbaro left any real successors in Italy. Despite 
his great industry, Pietro Crinito never rose above the second 
rate, while Giano Parrasio for a variety of reasons did not fulfil the 
exceptional promise shown in his commentary on Claudian (I 5o 5 ). 

New Tools for Philosophy 

Alongside the achievement of the translators and the speculations 
of Platonists and Aristotelians, a new element soon began to be 
noticeable in Renaissance philosophy-the impact of grammar 
and philology. As in other fields, so here the pioneer was Valla, 
whose Disputationes dialecticae of 1439 were a fierce onslaught 
upon traditional dialectics. He condemned the vocabulary of the 
dialecticians, which he thought obscured instead of illuminating 
philosophy. In his view one of the chief aims of philology was to 
make Aristotle intelligible. Accordingly he advocated that his 
interpreters should be fully aware of the precise meaning of every 
word they used, verbal accuracy being in his opinion of paramount 
in1portance. By urging a return to the original terminology, he 
was trying to do for philosophy what he did in his Elegantiae for 
rhetoric. 

Valla's novel approach was continued more than a generation 
later by Politian. In between had come John Argyropoulos, one p 26 
of Politian's teachers who had lectured on Aristotle in Florence (3 7) 
from 1457 to 1471. Argyropoulos went back to the original Greek 
text, explaining Aristotle's ideas within the framework of the 
whole history of Greek thought. The only scholar who could 
stand up to him was anotl1er Greek, Cardinal Bessarion (1403-72), p 124 
a Platonist equally at home with Aristotle and his Greek inter- (I 5) 
preters, and who also appreciated Averroes. Compared to them 
Marsilio Ficino (I433-99), despite his immense achievement as a p 26 
Platonist, was ultimately but a translator and speculative philo- (41, 42) 
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sopher, whose only real purpose was the resurrection of Plato, 
and who was not prepared to stoop down to the level of the gram

p 26 marian. Pico della Mirandola (1463-94),on the other hand, for all 
(45, 46) his esoteric mysticism, was far too intelligent not to see that philo

logy could contribute to philosophy. Most of Pico's knowledge 
of Plato and the Platonists came from Ficino, but he preferred to 
read them in the original and it was a desire to have direct access 
to the original text of the Old Testament that led him about 1486 
to learn Hebrew and Aramaic. Pico had been humanist trained, 
besides going through the conventional university schools. It is 
true that when it came to defending the schoolmen against Bar
baro, he maintained the supremacy of philosophy over rhetoric 
and grammar, which looked like a condemnation of humanist 
exegesis. Yet, when in Florence he had a dispute with Ficino 
about dialectics, it was to Politian's philology that he turned in 
order to test the validity of his opponent's objections. 

Politian's return to philosophical studies, which he had prac
tically abandoned since his youth (though they were not alto
gether absent from the 1l1i.rcetlanea) was due to a belief that the 
texts of the ancient philosophers needed revising and that only a 
'grammarian' like him could do it. Hence his courses on Aris
totle's writings on logic were above all attempts to give them a 
grammatical and linguistic interpretation. He had to bring in the 
Greek commentators, the neo-Platonists, and even some of the 
medieval interpreters, with the result that his lectures on the Or
ganon were also accompanied by courses on Porphyry and Gilbert 
de la Porree. In the introductions to these lectures and particularly 
in the Lamia, he strenuously defended his methods, stressing the 
vital role played by the grammarian in the interpretation of clas
sical philosophy. 

Ermolao Barbaro followed much the same policy, challenging 
the orthodox Aristotelianism of such centres as Padua, firstly by 
demonstrating the ignorance of the modern schoolmen and 
A verroists, and then by showing that A verroes himself had de
pended largely on the early Greek commentators. Barbaro scruti
nized Aristotle's logic with constant reference to the Greek text, 
proving how it had hitherto been corrupted and misunderstood. 
His own translations were attempts to present Aristotle anew in the 
language of humanism. 

More than anyone else Barbaro made the philosophers of his 
time Greek-conscious. For many leading Aristotelians now began 
to learn Greek in order to defend their positions, while those who, 
like Nicoletta Vernia and Pietro Pomponazzi, had no Greek, 
found it necessary to employ tame humanists to read and explain 
the original texts to them. The appointment of Leonico Tomeo 
in 1497 to lecture at Padua on the Greek Aristotle was a recogni
tion of the new needs, another one being the complete edition of 
Aristotle in Greek issued by Aldus in 1495-97. It was just at this 
time that the Latin translation by Girolamo Donato of Alexander 
of Aphrodisia's Paraphra.re.r de anima (1496) was adding new fuel 
to the disputes on the immortality of the soul, then the most de
bated philosophical issue in Italy. 

Humanism and the Law 

Another field which felt the impact of the new philology was 
that of legal studies. Humanist distaste for the barbarous Latin 
of the lawyers and their unhistorical approach to the Dige.rt found 
an expression in Valla's attack (1433) on the 14th-century jurist 
Bartolus, which marked also the opening of jurisprudence to 
humanist influence. Valla's explanation in his ElegatJtiae of many 
hitherto misunderstood terms in the Dige.rt showed what hu
manism could contribute to legal science. Politian envisaged a 
new edition of the Dige.rf but died before he could carry it out. 
Yet his collations of the famous Florentine Pandect.r were suffi
cient to show the corruption of the texts in circulation. 

The work of both Valla and Politian lay behind later legal 
scholarship: Bude's annotations on the Pandect.r, and the achieve
ment of Andrea Alciato (1492.-1550). Both a humanist and 
jurist by training, Alciato did not hesitate to apply humanist 
methods to the interpretation of Roman law. He appealed to the 
classics for the explanation of legal terms, expounding the 
Ptmdect.r in elegant humanist Latin and drawing from them a 
picture of the administrative practice of Imperial Rome. His 
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principal achievement as far as the text was concerned, was the 
re-introduction into them of the Greek words and quotations 
which had been left out in the medieval manuscripts. At the same 
time, he followed Bartolus in <:onsidering them as a living system 
of common law. Indeed he defended the medieval jurists and 
particularly Bartolus, who had been Valla's favourite target, 
against the grammarians of his own time. 

Humanist philology also affected other fields. One example 
was medicine, where Politian was likewise a pioneer, though 
it was left to his English pupil Thomas Linacre and to Niccolo p 26o 
Leoniceno to bring the impact of Greek learni.'lg upon it. Still (u) 
there were also cases when the influence of humanist studies was 
not entirely beneficial. For instance insistence upon correct Latin 
brought with it a worship of Cicero as the sole model worth 
following, which proved as much of a curse as the slavish imi-
tation of Petrarch in lyric poetry. A reaction against it had been 
inaugurated by Valla, who launched an attack on the sacred cow, 
though by his advocacy of pure Latin he really encouraged the 
Ciceronians. Not so Politian who, besides practising a wide 
eclecticism, defended this against Paolo Cortese, who had main-
tained the necessity of imitation and held up Cicero as the best 
model available. The dispute flared up again in I 5 12., when 
eclecticism was defended by Gianfrancesco Pico and Oceronian-
ism by Pietro Bembo. But despite the efforts of Bembo and Sado- p 1 2. 3 
leto and the idolatry for Cicero of Christophe de Longeuil (Lon- (I I) 
golius), the days of Ciceronianism were nearly over, though the 
imitation of Ocero continued on the school level for centuries. 
For the Ciceronianu.r ( r 5 2.8) of Erasmus, a most devastating satire 
of Cicero's devotees, was really the mocking epitaph of Ocero
nianism and all it stood for. 

The New Learning in France 

The deaths in rapid succession of Barbaro, Pico and Politian left 
an irreplaceable void in the humanist scholarship of Italy. During 
the early 16th century the classical scholars who really mattered 
were Linacre, Nebrija, Bude, and above all Erasmus, none of 
whom was Italian, though each of them was heavily indebted to at 
least one of the three scholars who had been the teachers of hu
manist Europe, Valia, Barbaro, and Politian. 

That Guillaume Bude became the greatest classical philologist 
of his generation, greater even than Erasmus, may be surprising. 
For French humanism, which had suddenly bloomed in the late 
14th century with Jean de Montreuil and Nicolas de Clemanges, 
soon died out, to begin again only with Gregorio Tifernate's 
teaching of Greek and rhetoric in Paris from 1456-59. After 
Gregorio intellectual life in Paris was never quite the same again; 
for a small but influential group of Paris masters were completely 
conquered by the new rhetoric of the humanists. It was typical 
that when the first printing press was set up in Paris in 1470, its 
first book was the Latin epistles of Barzizza, one of the most 
popular formularies of humanism. 

The outlook of the early admirers of the Italians was exempli
fied by Robert Gaguin (142.5-1502.) whose Latin letters and ora
tions tried to conform with the new Italian rhetoric. Yet personally 
he preferred the early Christian poets and Battista Mantovano to 
V ergil and Ovid, and did not approve of the study of pagan 
philosophers. As for the Italian humanists who came to teach in 
Paris, first Beroaldo and then Balbi, Vitelli and Andrelini, there 
is no doubt that they found a receptive public. 

Despite the humanists, the University of Paris went on being 
scholastic and Aristotelian, though even Parisian Aristotelianism 
gradually came to assume a new look. The new Latin versions of 
Aristotle began to be printed in Paris, though the same printers 
who published them were issuing at the same time Duns Scotus 
and medieval manuals like the Doctrinale. But humanism implies 
Greek, and after the departure of Gregorio Tifernate, the in
struction in this language by his pupils was neglible. Furthermore 
the Greek George Hermonymos, who came to Paris to teach the 
language about 1476 and settled there, proved extremely incom
petent; those of his pupils who became Greek scholars-and they 
included Reuchlin and Bude, Erasmus and Lefevre d'Etaples
did so in spite of him. To find some competent instruction of 
Greek in Paris we have to wait for Fran<;ois Tissard. 
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The art ~f calligraphy wrJJ' revolutionised by the RenaisJ·ance. The human
ists revi~·ed scripts bastd on the lJJost anciwt manuscripts thy kt?c;p 

(thought by them to be cl'!s.sicial but in fact usually Carolingian), and it 
is from theJ·e that modem !J'.Pefaces derive. Before being finally superseded 
by the jiJrinting press, horvever, a great deal of fine tvriting tva.r produced. 
Even in the late r6th century a large library would have its staff of'scrip
tore.r'. ThiJ· n;oodcut from a u•riting manual of I J 24 shmPJ" pen, penknife, 
scissors, divzders, inleJJ}eJl and ru!eJ·. ( 8) 

Tissard, who had learnt Greek in Italy, began his Paris courses 
in I 5 07, when he also had some short Greek texts printed for the 
use of his students. Competition from the much superior teaching 
of Gerolamo Aleandro, who had turned up in Paris in I 508 
surrounded by the aura of the Aldine Academy and an introduc
tion from Erasmus, soon drove Tissard to Hebrew studies. By 
then the two principal French humanists of their generation, 
Lefevre d'Etaples and Bude, were already scholars with a Euro
pean reputation. Jacques Lefevre d'Etaples (c. 145 6-15 36) had 
no real interest in rhetoric and his Greek remained very indifferent. 
But his meetings in Italy with Pica and Barbaro and, almost 
certainly, Politian, aroused in him a strong enthusiasm for the new 
philology and its approach to Aristotle, so that once back in Paris 
he began to lecture on Aristotle in the way Barbaro had indicated 
to him. Visits to Padua and Venice in 1500 led to an interest in 
Aristotle's logic and in 1503 to his edition of the Organon, based 
partly on the Greek original. His knowledge of Hebrew, limited 
as it was, made possible his edition of the Psalms, where he gave 
the four Latin Psalters and tried to reconcile their discrepancies 
by reference to several manuscripts as well as the Hebrew text. 
Equally ambitious was 1:-Js edition of the letters of St Paul, which 
included both the Vulgate and a new Latin text of his own, 
unfortunately not devoid of errors, as Erasmus was quick to note. 
(Lefevre, incidentally, agreed with Bude's judgement that the 
Vulgate could not be by St Jerome.) All the same, he was not 
endowed with exceptional critical powers-he accepted as authen
tic the spurious correspondence between Seneca and St Paul and 
other notorious forgeries, and believed that the pseudo-Dian ysian 
writings had really been written in the Apostolic age. 

Such powers were, however, outstandingly displayed by Guil
laume Bude (1468-I~;4o), whose education had not included a 
period of instruction in Italy. Mter some utterly useless teaching 
of Greek by Hermonymos and a few lessons by Lascaris, his 
penetrating intelligence had enabled him to master the language 
by himself, his Latin translations of some tracts of Plutarch 
published in I 503-5 showing that by the time Tissarcl and then 
Aleandro had started to lecture, he was too advanced to profit 
from their teaching. Fra Giocondo's course on Vitruvius, held in 

Paris in I 500, on the other hand, had impressed him and perhaps 
brought him face to face for the first time with the new philology. 
But Bude was really a lawyer turned humanist. It was Valla's 
praise of the Pandects in the Elegantiae that moved him to under
take his first serious work-an examination of their text frorn a 
humanist angle. Needless to say he found it very corrupt and 
decided to correct it, his decision being strengthened by a visit to 
Florence where, it is true, he was only allo\ved a short glimpse of 
the celebrated copy of the Pandects but, as a compensation, he was 
given access to Politian's collations of it. The eventual result was 
the Atmotationes, which were published in I 5 o8, and in which he 
displayed his formidable acumen and humanist learning in restor
ing the original readings of the P andects and explaining those words 
which had been left unexplained by the glossators or had been 
misunderstood by them. 

The Annotationes displayed a scholarly quality not seen since 
the death of Politian. But the philological masterpiece of Bude 
was the De asse, which saw the light in I 5 r 5, the outcome of nine 
years' labour. The aim of the De asse was the study of ancient me
trology, that is to say a subject which had baffled even Barbaro 
and Politian. What Bude proposed to find out were two things: 
the exact value of the coins and measures of the ancients, and their 
modern equivalents. This meant scrutinizing every ancient 
writer-an extraordinary feat in itself. But the De asse, like the 
Annotationes, went well beyond its avowed aim through its count
less digressions. It was undoubtedly the most brilliant achieve
ment of early 16th-century philology. Compared with it his 
Commentarii linguae Graecae of 1 5 29, for all their value, are certainly 
less important. By then the end of Bude's career was not so very 
distant, and the treatise in which he held that knowledge of the 
eternal truths was the final aim of philology, was the swan song 
of the greatest Renaissance humanist of France. 

The First English Humanists 
Scholarship in England pursued a course different from that in 
France. At first humanism here had meant the new rhetoric of the 
Italians and an interest in the new translations from the Greek. 
Humphrey of Gloucester's employment of Italian humanists as /9 
secretaries may have been mostly vanity, plus a subtle estimate 
of the value of elegant Latin in politics, but his lavish donations 
of books to Oxford University in 1439 and again in 1444 were 
genuine attempts to arouse his fellow-countrymen to emulate the 
Italians. A similar intention was expressed in 1460 by John p I 2.8 

Tiptoft, Earl of Worcester (?1427-70), in a letter written from (25) 
Padua to Oxford University, in which he announced a forthcom-
ing present of books, which did not in fact materialize. But 
Tiptoft, like most of the Englishmen who had gone to Ferrara 
to sit at the feet of Guarino da Verona, never developed more 
than a taste for the classics and the new rhetoric and of course 
book collecting. Another of Guarino's English pupils, Robert 
Flemmyng, who became Dean of Lincoln in I4 52, also took up 
Greek. But the only one who reached the exacting standards of 
humanist Italy was John Free, who died still young in 1465 and 
never returned home. By then the starting of Greek studies in 
England itself was only a matter of time. In 1470 William Sellyng, p 12.6 

who became Prior of Christ Church, Canterbury in 1472, and had (2o) 
learnt the language at Bologna, was teaching it in his monastery. 
It was also studied in the household of George Neville, Arch-
bishop of York (?1433-76), until 1472, when his exile to Calais 
dispersed his household. His protege Manuel of Constantinople 
went on, however, practising as a copyist of Greek manuscripts, 
and together with another Greek, John Serbopoulos, appears to 
have eked out a living by copying texts for an academic clientele. 
But humanist philology proper had to wait until the return from 
Italy of the two Engllsh pupils of Politian, Grocyn and Linacre. 

William Grocyn (?1446-1 519) was one of those scholars who 
preferred reading to writing. A Latin letter he sent to Aldus in 
1499 was, however, deemed worth printing by that fastidious 
scholar and discloses a predilection for Aristotle as well as 
enthusiasm for Aldus' plan, which never materialized, to publish 
a polyglot Bible. Politian's stringent standards and critical 
integrity left their mark on his English pupil: while delivering a 
course oflecturcs on the Dionysian writings in St Paul's, London, 



about the turn of the century, Grocyn found himself compelled, 
despite his intention to uphold the authenticity of the writings, 
to prove just the opposite to his audience. 

Thomas Linacre (?I46o-I 5 2.4) too had sat at the feet ofPolitian, 
as well as meeting Ermolao Barbaro in Rome and securing a 
doctorate of medicine in Padua in I496. His mastery of Greek was 
such that Aldus gladly included his Latin translation of Proclus 
on the sphere in the Scriptores astronon;ici vetereJ·. Some of the Greek 
commentators of Aristotle and especially Simplicius and Alexan
der of Aphrodisia are also known to have aroused Linacre's 
interest. But what gave hin1 a European reputation were his 

p z6o Latin translations of Galen, wh~ch provided a text translated by a 
(zz) humanist who was also a physician and therefore knew what 

Galen was talking about. His Latin syntax proved hardly less 
famous and it was used for a long time in school teaching, both 
in England and abroad. 

In the England of his time Linacre was one of the very few 
(Croke and Pace and perhaps Grocyn being the others) who had 

p z6o really assimilated the new philology. Jol->.n Colet (?I467-1 519), 
(2.3) the man who exerted so great an influence on Erasmus, was 

p 12.4 really a theologian with a leaning towards humanism. But the 
(I4) humanism he found irresistible was not the critical type of Barbaro 

and Politian, but the esoteric kind of Ficino and Pico, who may 
be considered his real masters. In Italy Colet learnt no Greek, but 
developed a taste for Plato and the Platonism of Ficino; and 
although he thought that the Bible and the Fathers were the only 
things that really mattered, he also felt a profound distaste for 
schola~ticism and the allegorical mode of interpreting the Bible, 
which was still being followed in England. He believed that the 
classics could be useful in helping us to understand Holy Scrip
ture. Thus, when lecturing on the Epistles of St Paul he refused 
to follow the conventional allegorical interpretation, preferring to 
approach the Pauline text as a whole and from a grammatical and 
historical standpoint, taking into account also the circumstances 
in which the letters had been written. As for their meaning, he 
saw them in the light of what he had learnt from St Augustine 
and the pseudo-Dionysius, Pico and Ficino. 

Colet's contribution to scholarship in England mainly con
sisted in applying to theology what Pico and Ficino had taught 
him. Nor was he alone in England in feeling the impact of Pico. 

p z6I Thomas More (I478-I535) felt it, though what attracted him to 
(2.6, 27) Pico was rather the new religious feeling emerging from his 

writings than his esoteric doctrines. More never went to Italy; 
as a student he had attended Linacre's course on Aristotle's 
Jl!etheor, and both Linacre and Grocyn had taught him Greek. 
Among the writers of antiquity, his special admiration went to 
Plato, and when Greek studies at Oxford seemed to be in danger 
at the hands of the more conservative theologians, it was his 
intervention with Henry VIII that silenced the opponents of the 
New Learning. More's work on Plato and his translations of 
Lucian show his complete mastery of the language (as his epigrams 
do of Latin prosody); yet the author of Utopia, the greatest of 
English humanists, was not a philologist in any narrow sense. 
He belonged with Colet and Erasmus, among those for whom the 

~~~~ 

~~~-.:-#f._ .. 

'Cest livre est a moy homfrey dttc de gloucestre le quel jay fait translater 
de grec en latyn par Antoyne de Becaria Veroneys mon serviteur': This 
book is mine, Humphrey Duke of Gloucester, which I have had translated 
from Greek into Latin by rny servant Antonio Beccaria of Verona. Duke 
Humphrey, Henry V's, brother, was one of the great book collectors of 
his age and a generous benefactor of Oxford University, founding the Li
brary which still bears his name. This ownership note is inscribed in a copy 
of six theological treatises by St. AthanaJ·ius. ( 9) 
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New Learning, controlled by Christian revelation, was both the 
supreme civilization and the way to truth-ultimately to God. 

The teaching of Greek at the universities began in I 5 I I when 
Erasmus arrived in Cambridge, and after his departure his pupil 
Henry Bullock had kept the study alive and eventually published 
a translation of Lucian in I 52. I. Yet what really consolidated 
Greek at Cambridge was the appointment of Richard Croke to a 
readership in I 5 I 8. A pupil of Grocyn who had also been taught 
by Erasmus in Cambridge and Aleandro in Paris, Croke was a 
philologist who had previously lectured at Cologne, Louvain, 
and Leipzig before being appointed at Cambridge. His Introduc
tiones ad rudimenta Graeca, first published while at Leipzig, was, 
though successful, an elementary manual. His edition of Au
sonius, however, was a remarkable achievement, as well as being 
the first humanist edition of a Latin poet by an Englishman. At 
Oxford the beginning of Greek studies dates from I 5 I 6 when the 
trilingual college (Latin, Greek and Hebrew) of Corpus Christi 
was founded. 

This account of English humanism shows how the Italian 
impact on it was not primarily philological. Thomas More even 
proves that it was possible to become a great humanist without 
ever setting foot in Italy. Admittedly England did not produce a 
Bude, though Richard Pace (I482-I536) might have become one. 
His enthusiasm for Greek, in praise of which he delivered a Latin 
oration in Venice in I 5o 5, had been followed by Latin renderings 
of Plutarch and the De frttctu. But his great promise was lost for 
good in the labyrinths of politics and diplomacy. 

Spain and the Polyglot Bible 
The impact of Italian humanism in Spain became first noticeable 
about the middle of the I 5th century. But until Nebrija its in
fluence did not go beyond grammar and rhetoric and it was only 
at the end of the century that humanism could be said to be well 
established. As usual, Greek followed quickly in its wake. At 
Salamanca it was first taught during the very last years of the 
century by the Portuguese Arias Barbosa (died 1540) who had 
been a pupil of Politian; he was succeeded by Hernan Nunez 
(?I475-1553) who eventually became the most distinguished 
Hellenist in Spain, though his philology appeared at its best in his 
edition of Seneca published in I 53 6 and in his emendations to 
Pliny, which appeared six years later. But the greatest Spanish 
humanist was Elio Antonio de Nebrija (I444-1 pz), whom ten p 232 
years in Italy had acquainted with Greek and acclimatized to the (zz) 
new philology. 

Nebrija's enormous output ranged from grammar to history, 
from archaeology to lexicography, from geography and law to the 
Bible. Perhaps the most lasting achievement was his setting down 
rules for the pronunciation of Greek (forestalling Aleandro and 
Erasmus). But his heart was really in sacred studies, in the study 
of tbe Bible, and in fact as early as 1495 he had declared to Queen 
Isabella his intention of devoting his life to it. As a biblical 
scholar he did not avoid feeling the overwhelming impact of 
Valla. Nebrija's first two series of philological dissertations on the 
text of the Bible were impounded by the Grand Inquisitor; but 
a third series succeeded in appearing in I 5 o8 and consisted of a 
philological revision of the text of the Vulgate. Nebrija insisted on 
a comparison with the original Hebrew and Greek texts. Little 
wonder then, that Cardinal Jimenez was glad to secure his edito
rial services for the Polyglot Bible. 

It was the opinion of Cardinal Jimenez (Ximenes) de Cisneros p 2.32. 
(I436-1517) that no one without Greek could be a good theolo- (z6,z9) 
gian, and his newly founded university at Alcala quickly became 
the leading centre of Greek studies in Spain. The Cretan Deme-
trius Dukas, who had edited texts for Aldus in Venice, held a 
chair from 1 pz.-I 8 and published while at Alcala a collection of 
grammatical tracts and the poem of Musaeus. But his presence at 
Alcala, and also that of Nebrija, Herna.n Nunez, and Diego de 
Zuniga, was not really prompted by purely humanist interests. 
The real reason for their presence was the edition of tbe Polyglot 
Bible, that is to say tbe Bible in Latin and its original languages, 
which was to be printed by a special press installed by Cisneros 
and at his expense, and in which the original Old Testament was 
to be edited by some Jewish converts. 
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From the philologi:cal point of view the Polyglot Bible was 
not faultless. Its editors proved on the whole too conservative. 
The Greek New Testament was corrected on the Vulgate and not 
vice-versa, while the so called Comma johanneum which did not 
figure either in the Greek or the earliest manuscripts of the Vul
gate, was inserted into the Greek text. Besides, following the 
Cardinal's instructions, no readings commonly attested by ancient 
manuscripts were corrected. Yet even with such shortcomings as 
well as many others, the Polyglot Bible was a tremendous step 
forward and certainly revolutionized biblical scholarship. The 
first volume, containing the New Testament, was ready from the 
press in I 5 14· A lexicon of the languages of the Bible, i.e. Greek, 
Hebrew and Aramaic, followed in I 5 I 5, while the Old Testament 
came out in I 5 I 7. But it was only in I 5 20, after Cisneros was dead, 
that its publication was finally licensed by Pope Leo X. Another 
ambitious scheme of the Cardinal, a new and complete Graeco
Latin edition of Aristotle, petered out after only three of his 
works had been re-translated by his secretary Juan de Vergara. 

Schools and Scholar!i in the Netherlands 
Humanism only started to exert some influence in the Netherland~ 
during the second half of the I 5th century. Grammar and rhetoric 
were given most attention, which is not surprising since it was the 
schools of the Brethren of the Common Life, with their concern 
for efficiency and up-to-date teaching methods, which contributed 
most to the rise of humanism. 

One of the first humanists educated at these schools was 
Johann Wessel of Gansfort (c. I420-I489). His education pre
disposed him towards grammar and rhetoric, and he never entirely 
renounced his early allegiance to scholasticism. But his stay in 
Greek lands led to a mastery of Greek, the reading of Aristotle in 
the original, and a weakness for Plato, which found encourage
ment later in the Florence of Marsilio Ficino. Rudolf Agricola 
(1443-85) was a more complete humanist, staying eleven years in 
Italy, first at Pavia and then at Ferrara. His translations of !so
crates, Lucian and tl::ce pseudo-Platonic Axiochus, testify to his 
proficiency in Greek, which he also taught after leaving Italy. His 
greatest achievements, however, were the De inventione dialectica, 
an introduction to logic full of new and stimulating ideas and 
including a fierce attack on the schoolmen, and the De formando 
studio, where he advocated the exclusion from education of what 
we now call medieval learning. In the next generation Christophe 
de Longueil (Longolius, I488-I 5 22) when in Italy fell under the 
spell of the Ciceronianism of Bembo and Sadoleto, and thereafter 
he never ceased to worship at Cicero's shrine. 

Humanist rhetoric was being taught at the University of Lou
vain during the last quarter of the I 5th century. The introduction 
of the printing of Greek in Lou vain about I 5 I 5 and the founding 
of a trilingual college (that is to say one providing instruction in 
Hebrew, Greek and Latin) in I 517 thanks to the munificence of 
Jerome Busleiden, speak for themselves. Greek and other inno
vations were, howeyer, strenuously opposed there by more 
conservative schoolmen such as Johannes Latomus and Martin 
van Dorp (Dorpius). 

German Enlightenment 
Petrarch's exchanges with the Imperial Chancellor Joha~~~~~ 
Neumarkt furnish the earliest evidence for a penetration of Italian 
humanism into the Empire. But it was not until the I 5th century 
that humanism really established itself in Germany. In its earlier 
stages it did not go beyond grammar, rhetoric, and Latin versi-

P I2-3 fication; Nicholas of Cues (Cusanus, J40I-64), who learnt Greek 
( 10) and competed with the Italians in the discovery of classical 

manuscripts was by no means typical of contemporary German 
scholarship. But by the second half of the century a few Latin 
classics were being edited by German scholars. The humanist
astronomer Johann Muller of Konigsberg (Regiomontanus, 
I436-76) was responsible for the first edition of Manilius' Astro-

P zi3 (5) nomicon (c. 1472), w:tule Conrad Celtis (1459-1508) edited two 
tragedies of Seneca in 1489 and Tacitus' Germania in 1500. These 
early attempts at editing classical texts (they were by no means 
the only ones) went little beyond the handing of a manuscript of a 
classical author to the printers. In fact we must reach the editions 

llrotswitha, a I oth centuty nun of Gandersheitll, wrote a number of La
tin farces based on Plautus and Terence. These 1vere recovered and publish
ed in I J o I by the German humanist Conrad Celtis, a patriotic enterprise 
designed to et:hance the reputation of mediez,al Germany. Durer, or one of 
his assistants, made this zvoodcut for the frontispiece showing Hrotswitha 
presenting her works to the Emperor 0 Ito I. (I o) 

ofVelleius Paterculus (1520) by Beatus Rhenanus (1485-1547), of 
Jordanes by Conrad Peutinger (1465-I547) and those of Florus 
and Avianus by Johann Spiessheimer (Cuspinianus, 1473-1529), 
to find texts edited according to the standards prevailing in Italy. 

Celtis' edition of Tacitus is interesting for another reason. 
It is among the first examples of that preoccupation with national 
history that became typical of German humanists immediately 
before the Reformation. There was keen interest in both ancient 
and medieval Germany. Peutinger, for instance, edited Jordanes, 
wrote his S ermones conviviales ( 1 5 o 5 ), modelled on Macro hi us and 
discussing topics connected with German antiquity, and made a 
collection of Roman inscriptions found there. Beatus Rhenanus, p 2II (2) 
in the same spirit, composed a commentary on Tacitus' Germania. 
Interest in the Middle Ages is shown by Celtis' editions of the f II 
plays of the 1oth-century nun Hrotswitha (1 501) and the Ligurinus 
of Gunther the Cistercian (1507); and among his projects there 
was a Germania illustrata intended to be on the same lines as 
Biondo's Italia illustrata, which was never completed. Jacob 
Wimpheling in I5o1 produced a Germania in which he sought to 
prove that Alsace was German, and an Epitome rerum Germani-
carum, a history of Germany from the earliest times. Some years 
later, in Ip8, Franz Friedlieb (Irenicus, 1473-1529) provided a 
survey of medieval German history. The best effort was probably 
the Annales ducum Boaiorum of Johann Thurmair (Aventinus, 
1477-15 34), which really constituted a landmark in German 
historiography. But it was left to Ulrich von Hutten (1488-I523) p 2.17 (9) 
to voice the contrast between Rome and 'Germania' in his 
Arminius (written in I 5 20 but not published until I 5 28), where the 
conqueror of Varus was set up as the national hero and a symbol 
of resistance to Rome. 



ErasJ!Jus, aged 64, in a rooJIJ rif Freiburg Universiry, dictates to his secre
tary Gilbert Cousin (Gilbertus Cognatus). Cousin, a Protestant and 
later an active ReforJ!Jer, was a young J!Jan froJIJ Burgundy whom Eras
JIJUS brought tvith hiJ!J to Freiburg in I J} I. He took his duties extreJ!Je!J 
serious!J. In his book 'On the Duties rif Secretaries' he J!Jaintained that 
choosing a secretary was as iJ!Jportant as choosing a tvije. (I I) 

Many towns in Germany could boast humanist circles; one of 
Celtis' favourite activities was the founding of academies-his 
Sodalitas danubiana was followed by the Sodalitas rhenana and the 
CollegittJIJ poetaruJIJ et J!JatheJ!JaticoruJIJ at Vienna. Celtis himself 
had very little Greek, which is not very surprising, as no Greek 
was taught in Germany before the second half of the I 5th century, 
when Agricola taught it at Heidelberg and Andronicus Cantobla
cas at Basle. Some German scholars, Reuchlin and Beatus Rhena
nus for instance, learned it abroad, but by the second decade of the 
16th century there were chairs of Greek at Leipzig and elsewhere 
and Greek grammars were published by Croke and Melanchthon. 

p I96 (4) In his inaugural lecture at Wittenberg (IpS), Melanchthon, whose 
main interest at the time was the Greek text of Aristotle, stressed 
the great importance of Greek in humane studies. 

Latin translations from the Greek were, at any rate at first, 
mainly confined to short texts. Thus Reuchlin translated a homily 
by Proclus. Two sermons of Gregory of Nazianzum were turned 

p 196 (3) into Latin by Beatus Rhenanus, while Willi bald Pirckheimer turned 
his attention to Lucian. What was, however, particularly apprecia
ted was the usefulness of Greek in theological studies, this being 
a field in which Hebrew also aroused considerable interest. Several 
German humanists, Trithemius, Celtis and Peutinger among them, 
did definitely study Hebrew so that they could read the Old 
Testament in the original. 

p 197 (8) Hebrew was the particular province of Johann Reuchlin 
(I45 5-15 22), who studied it partly for the Old Testament and 
partly because, like Pica della Mirandola, he was anxious to 
penetrate the mysteries of the Cabbalistic writings. The result was 
the De arte cabbalistica (I 5 I7), in which he gave an explanation of 
the Cabbala and its cosmology. But Reuchlin's principal title to 
glory, even greater than his being the initiator of modern Hebrew 
studies, was his spirited stand for Hebrew books against the 
Dominicans of Cologne, which led to a long-drawn struggle and 

p 212 (3) the Epistolae obscuroruJIJ viroruJIJ-a collection of satires against 
the 'obscurantist' theologians who maintained that the study of 
Jewish books was heretical. After him Hebrew studies were 
pursued by Conrad Pellican and Johann Husschin (Oecolampa
dius), but in their hands they were above all an instrument for the 
furthering of their reforming ideals. 
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Scholarship from Petrarch to Erasmus 

The Last of the Humanists 
Renaissance scholarship ended with Erasmus (?I466-I536). p 197 (7) 
Although born and brought up in Holland, it would be impos-
sible to claim him as 'belonging' to any country. He was educated j II 

by the Brethren of the Common Life, and it was at their schools 
that he mastered the rhetoric of the Italians and felt at the same 
time the impact of the devotio J!Jodema. From Colet he learnt the 
importance of the new approach to the Bible and the Fathers, 
while Aldus' house in Venice brought him into contact with what 
was best in humanist Italy. At an early stage he had gauged the 
importance of Greek for his studies; as Hermonymos had proved 
utterly useless as a teacher, he went on learning it by himself, 
with the result that he never acquired more than a working 
knowledge of it and always found Homer difficult. His Cambridge 
teaching of Greek never went beyond the grammar. Yet his views 
on the pronunciation of Greek found wide acceptance and are 
still followed to this day. The man who perhaps influenced him 
more than anyone was Valla, whose Elegantiae pointed to him the 
way to better Latin, just as his annotations on the New Testament 
showed what could be done in biblical studies. 

Of all Erasmus' numerous writings, the Moriae encoJ!JiuJIJ was p 197 
the most popular; the Adagia was the most important, and its ( 5, 6) 
second edition in I 508 made Erasmus famous at once. TheAdagia p 215 (7) 
had implied a thorough exploration of the whole of Greek and 
Latin literature for, although it was meant to be a repertory of 
proverbs and sayings out of the classics, it also included countless 
discussions and digressions, the phrases commented on being 
often an excuse for the airing of opinions or the display oflearning 
tempered by wit. For sustained effort, however, Erasmus' main 
scholarly achievement were his labours on the New Testament 
and the Fathers, which to him were his real life work. One of the 
first after Valla to approach the New Testament as a philologist, 
he had started by turning it into Latin, this being in itself a chal-
lenge to the Vulgate, and then by editing the Greek text. As a 
textual critic he remained a long way behind Politian and Bude, 
his conjectures being the result of guesswork and his use of 
manuscripts unmethodical. Having found, for instance, that the 
last lines of the Apocalypse were missing in his manuscript, he 
translated into Greek the corresponding passage in the Vulgate 
and inserted it into his edition. ' 

The Greek New Testament was prepared in a hurry, but 
Erasmus tried to improve on it later and actually re-edited it four 
times. His many volumes of the Fathers betray a similar haste, but 
it was mainly due to him that many of the Fathers became 
available in standard editions at all. Though neither a deep nor an 
original thinker, he certainly captured the imagination of his 
contempories by his intellectual honesty, the charm and flexibility 
of his Latin, his repugnance for any kind of extremism and his 
belief in toleration. He embodied all that was best in the European 
culture of his time. A Catholic to the end, he unhesitatingly expos
ed the abuses in his Church, of which he certainly represented the 
conscience. 

After Erasmus a new scholarship dawned upon Europe. The 
study and interpretation of antiquity became deeper and more 
methodical. Manuscripts were considered more critically and with 
the younger Scaliger the reconstruction of the archetype was 
considered for the first time. The tangible monuments of anti
quity, whether large or small, became the auxiliaries of philology, 
which was no longer quite the same as before. 

Needless to say, what occurred in scholarship, between the 
death of Erasmus and the end of the I6th century, would not 
have been possible without the foundations laid down in the two 
centuries before, beginning with the work of Petrarch. Mter 
Erasmus humanism no longer covered both rhetoric and philo
logy, but each went its own way. The philologists who came after 
Erasmus may have been his heirs, but they were at the same time 
the heirs of Petrarch and Valla, of Politian and Bude. Humanist 
scholarship, one might claim, lies behind all the great upheavals 
and innovations of the Renaissance. 
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(The divine ray cannot reach us unless it is covered by poetic veil/. 

EGIDIO DA VITERBO 

'It will be intelligible only to a few' 
writes Pica della Mirandola about one of his own essays, 'for it 
is filled with many mysteries from the secret philosophy of the 
ancients.' What secret philosophy? asks the modern reader, 
having heard of no such thing. The answer takes us to an aspect 
of the Renaissance which is little dwelt on today but which was 
of the profoundest moment to the men involved. We have to 
remember that in the rich legacy which the humanists inherited 
from the world of late antiquity were many items whose value 
they wildly overrated. With equal awe and equal fascination they 
read not only Plato but Plotinus, not only the Hebrew Scriptures 
but the Cabbala, not only the Church Fathers but Hermes 
Trismegistus. The spirit of these writings was esoteric. They 
sprang from a background of Gnosticism, of 'mystery' salvation 
religions whose deep truths could be communicated only to the 
initiated. Plotinus, the 3rd century philosopher of Alexandria, had 
made of Plato's 'Form of the Good' a transcendent power which 
seemed to be a prevision of the Christian God. The Cabbala was 
a body of Jewish mystical writing supposedly handed down from 
the time of Moses and incorporating secrets not fully explained by 
the Patriarch in Genesis. Hermes Trismegistus was believed (by 
Augustine and Lactantius, not just by Renaissance humanists) to 
have been a priest of the time of Moses whose works hinted, in 
veiled terms, at doctrines such as the Trinity and the Incarnation, 
though in fact they date from the znd and 3rd centuries AD. 

Cosima de' Medici ordered Ficino to translate Hermes (first 
brought to Florence in 146o) before starting on Plato. 

The obscurities and ambiguities of these writings were accepted 
and even welcomed by the humanists. It meant that the wisest 
thinkers of the ancient world could be seen, given sufficient 
latitude of interpretation, as essentially in communion with 
Christianity; indeed they confirmed the central tenet of Christian 
mysticism that God's nature was inexpressible, or expressible only 
darkly. And no doubt there was also the special appeal of knowl
edge confined to a small circle of the elite. 
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The task of 'Christianizing' the mysteries thus became one of 
the missions of humanism. In 1486 Pica della Mirandola arrived 
in Rome with 9oo theses drawn from every conceivable text which 
he offered to prove were consistent with one another. Recon
ciliation of apparent opposites is henceforward a leitmotif of the 
Renaissance, and one which (as we have seen in the case of 
Botticelli) is frequently conveyed in the visual language of art. 

About 1460 Duke Borsa d'Este of Ferrara commissioned a 
series of frescoes in his Palazzo Schifanoia. The theme was to be 
the Months of the Year, set out in a complex allegorical scheme 
probably devised by the court astrologer, Pelegrino Prisciani, 
and executed by painters of the school of Ferrara, notably Cosima 
Tura and Francesco del Cossa. Prisciani's sources were many and 
included several of the works we have been discussing. The fres
coes are in three sections or levels: first the god or goddess presid
ing over the month; then the three decans, or Io-day periods; and 
beneath them the occupations and court life at Ferrara. (A detail 
from this third level has already been shown on pp. 56-7). 

This detail (opposite) is from the first and second levels of 
April. Venus sits on a throne drawn by swans, holding in her 
hands a flower and an apple (her prize from Paris). Before her 
kneels Mars, chained to her by the fetters of love-opposites 
reconciled. 'It is well-known', says Pico, 'that in the fables of the 
Greeks, Harmony was born from the union of Venus and Mars, of 
whom the latter is fierce and contentious, the former generous and 
pleasing.' On the river banks rabbits play (a fertility symbol) and 
groups of young lovers wander. 

In the section below are the decans-an astrological element 
from Egypt absorbed into Hermetic philosophy. Prisciani prob
ably relied for his information on the Picatrix, an Arabic work 
going back to the same Alexandrian background. Pi co had a copy 
in his library. In it the 36 decans are described in detail. The one 
seen here is a naked man holding a key which opens ( apre) the 
new season. (I) 





In riddling images , Correggio dec
orated the Camera di S. Paolo in Parma 
for the Abbess Giovanna da Piacenza, 
who had lately won a dispute with the 
Curia in Rome over claustration. 
Above: the Three Graces, here 
Friendship, Concord and Peace, who 
face the goddes of war, representing 
her adversaries. Below: Juno sym-

bolizing the Air-the golden chain 
round her wrists is Fire or the Stars, 
the two anvils tied to her feet the 
heavy elements Water and Earth. 
Bottom : Pan blowing a conch, a rare 
attribute mentioned only by another 
Hellenistic writer. As the source of 
panic ('Pan' -ic) terror he symbolizes 
Giovanna's papal opponents. (2, 3, 4) 

'Hermes Trismegistus, contempo
rary of Moses': in this pavement 
design of 1488 the mythical H ermes 
penetrates into the very Cathedral of 
Siena. To an oriental figure (possibly 
Moses) he hands a book saying Susci
pite o licteras et leges Egiptii-'Take up 
letters and laws, 0 Egyptians.' (5) 

The four 'humours' or temperaments 
(melancholic, choleric, sanguine and 
phlegmatic) had been a popular 
theme during the Middle Ages and 
Durer had, in fact, based his Four 
Apostles (p. 299) upon it. Until the 
Renaissance, the 'melancholic man' 
had been depicted as one diseased by 
excess of black bile or as a bad charac
ter, grasping and slothful. Durer, 
under the influence of Ficino, now 
draws Melancholy herself (right), a ~ 

winged figure with many of her 
medieval attributes but given a new 
meaning: the clenched fist of avarice 
now denoting frustrated purpose; the 
'black' face now cast into the deep 
shade of depression; the symbols of 
her riches, keys and purse, now hang
ing neglected at her side. For to the 
humanist, melancholy was the parti
cular affliction of genius. The signs 
of intellectual prowess (geometry, 
pure and applied)- polyhedron and 
sphere, compass, plane, set-square 
and hammer- are nullified by total 
inability to act. Her wreath of water
plants is an ineffectual remed y (wet 
against dryness), as is the square of 
numbers behind her- a talisman to 
attract Jupiter (hot against cold). 
The putto next to her enhances her 
anguish: happy activity unconscious 
of the suffering of thought. (6) 
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The essential unity of man's varied 
efforts towards understanding is giv
en its clearest and most powerful 
expression in the four frescoes of 
Raphael's Stanza della Segnatura in the 
Vatican. Together they sum up the 
all-embracing confident world-view 
of the Renaissance before that became 
darkened by religious conflict. The 
reconciliation of opposites here finds 
its apotheosis. 

Each fresco stands for one of the 
paths by which mankind approaches 
Truth-the spiritual (Theology), in
tellectual (Philosophy), imaginative 
(Poetry) and social (Law). 'Theology' 
is represented by the Disputd (see p. 
I 54); 'Poetry' by the Parnassus, show
ing the great poets of the past gath
ered round Apollo; 'Law' by scenes of 
the great lawgivers Gregory IX, 
Moses, Justinian and Solon. 

'Philosophy' is the subject of the 
fresco shown here, known as The 
School of Athens-the attainment of 
wisdom through purely human reason. 
At the centre stand Plato and Aristotle, 
types of the two chief schools of phi
losophy. Plato, venerable and bearded, 
holds the Timaeus in one hand and 
points upward with the other (an 
allusion to the Platonic theory of 
Ideas, as interpreted by the neo-Pla
tonists). Aristotle, holding his Ethics, 
gestures towards the earth, indicating 
his belief in the study of the real 
world. The two systems of thought 
are brought into aesthetic harmony 
by the calm attitudes of the figures 
and by the soaring Roman architec
ture in which they stand-inspired by 
Bramante's new St Peter's, which 
was just being started. Around them 
are grouped the philosophers of the 
ancient world, many of them portraits 
of Raphael's own contemporaries. 
The man seen in profile to Plato's 
left, bearded and snub-nosed, is 
Socrates. Others include Euclid (bend
ing down, right foreground, demon
strating a geometrical theorem); 
Ptolemy (to his right, crowned and 
holding a globe); Diogenes (reclining 
alone on the steps); and Pythagoras 
(left foreground, writing; in front of 
him a youth holds a tablet inscribed 
with a diagram of musical harmonies 
and the Pythagorean decad). 

It is ironic to remember that with
in seven years of Raphael's painting 
these frescos, and while the great 
new cathedral that he saw in his 
imagination was rising nearby, Luther 
would nail his Theses to the door at 
Wittenberg and found a Church 
which would repudiate Rome and the 
type of 'Christian humanism' that 
she had evolved-opposites indeed, 
and in a sense which the humanists 
did not foresee : opposites which 
could not be reconciled. (7) 





Luther's protest forms part of a long 
tradition of reforming movements 
going back to the Middle Ages 
(Wycliffe, died 13 84; Huss, died 1415) 
and therefore need not be seen as 
having any necessary connexion with 
the Renaissance. Nevertheless, the 
fact that most of the protagonists 
were also eminent scholars gives the 
whole controversy a distinctly hu
manist bias. This group (left) by 
Cranach the Younger shows Luther 
in the foreground with some of his 
early supporters, including Erasmus 
(fourth from the right) and Melanch
thon (extreme right). 

Below: the reading of the Con
fession of Augsburg to Charles V in 
I 5 30. Drawn up in moderate terms by 
Melanchthon, it was signed by the 
German princes who 'protested' 
against papal jurisdiction. When this 
was rejected the two sides were in 
open conflict. (8, 9) 
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The Cathol ic answer came with the 
Council ofT rent (I 54 5- 6 3). Until then, 
and even during its early sessions, 
there had been some hopes of recon
ciliation. Protestant representatives, 
in particular Melanchthon, were ex
pected and a few Protestant observers, 
including the historian Johann Slei
dan, did actually attend. The Emperor 
Charles V worked for a settlement, but 
the Pope and Curia were too entren
ched in their position. This painting 
shows the nnal session (I 56 3) in the 
Cathedral of Trent (Trento, in nor
thern Italy). The era of 'Christian hu
manism' was over. Catholic doctrine 
had been denned with a new strict
ness that made acceptance by the Pro
testants impossible. ( 10) 

Paul Ill , Pope from 1534-1549, il
lustrates the tragic impasse of huma
nism almost as strikingly as Me
lanchthon, Erasmus or More, though 
from the opposite point of view. Cul
tured and intelligent (he commissioned 
Michelangelo to paint the Last Judg
ment), he had in youth moved in the 
circles of Lorenzo de' Medici and 
Pomponio Leto. But as the Council 
of Trent dragged on and both sides 
became more intransigent and ext
reme, the old humanism of the papal 
court gave way to distrust and into
lerance. Titian's cruelly realistic por
trait (left) shows Paul in old age. (II) 

I 53 
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In the Eucharist, the central mystery of the Christian faith, 
earthly wisdom and divine revelation meet: part of Raphael's 
'Theology' or Disputd which stands opposite the Schoof of Athens. 
The stages by which grace is bestowed on mankind are displayed 
in the simplest possible way. In one vertical line are God the 
Father, Christ, the Holy Ghost and, in a crystal monstrance on the 

I 54 
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altar, the Holy Sacrament. With Christ in Heaven sit saints, 
martyrs and patriarchs. On earth are the great theologians who 
have illuminated the doctrine of the Eucharist-on the right St 
Ambrose, St Augustine (whose book De civitate Dei lies at his 
feet) and St Thomas Aquinas; on the left, St Jerome, with the 
Bible and his Letters, and Gregory the Great with the Moralia. (I 2) 



Challenges to 
traditional Christianity 

DELIO CANTIMORI 

DuRING THE 19TH CENTURY, it was widely held that the Renais
sance and the Reformation were two quite distinct phenomena, 
and both (depending on the taste and prejudices of individual 
historians) were credited with marking the beginning of modern 
Europe. Burckhardt, for instance, saw 'the modern age' as 
starting with the Renaissance, which he characterized as humanist, 
individualistic (producing a new era in art and architecture), 
man-centred, outward-looking, innovatory in techniques (polit
ical systems, printing, etc.) and in thought. The source of all 
these new ideas was Italy, and everything was interpreted from 
this premise. Thus, the work of Erasmus was phced in the 
context of Florentine nco-Platonism; the most important events 
in Durer's life were his visits to Italy ... and so on. 

The other point of view may be represented by Leopold von 
Ranke, the historian of the papacy and of Reformation Germany. 
For him, modern Euro?e and the states that make it up stem from 
the Protestant Reformers-Lutherans, Calvinists, Anglicans. The 
Reformation, on this theory, was also individualistic, but thea
centric rather than humanist. It re-established the role of con
science, using the methods of humanist philology and criticism 
not for the analysis of the world of the imagination but for the 
study of divine revelation as set down in the Bible. It encouraged 
philosophical speculation and science more than the arts, although 
it did incidentally stimulate painting (it had its Rembrandt to set 
beside Raphael) and e~pecially music. Above all, it led to a new 
morality and a new social system better suited t,J the fundamental 
conditions of the age (in spite of the unhappy experiences of the 
German people in the 16th and nth centuries) than was the 
Italian system. In Europe great military states, calling for vast 
administrative organiz1tion, were created, bringing with them a 
new political ethic by which men were the state's servants. Else
where new communities were founded on new principles. 
Hurnani:.;m and the I:alian Renaissance, it was conceded, had 
perhaps discovered new continents, but it was the Reformation 
which sent out the men who settled them. 

\Vhether one was a disciple of Burckhardt or of Ranke, it was 
assumed that there was nothing wrong i..1 thus treating Renais
sance and Reformation as separable events capable of separate 
evaluation. The assumption was still very much in evidence at 
an international congress of historians held as recently as 19 55, 
and indeed it has been kept alive largely by romantic notions of 
a gulf between the Mediterranean temperament (neo-Latin, 
Catholic, artistic, immoral, poetic, idle) and the Nordic (Prot
estant, devout, industrious, moral and prosperous). The whole 
quarrel may perhaps seem somewhat remote from the traditions 
of Anglo-American scholarship, which has never been so deeply 
and bitterly involved in it as that of France, Germany and Italy. 
In fact the history of English institutions and culture during this 
period shows how unworkable such an oversimplification is, 
though it has encouraged the growth of another: for in England 
all the various attitudes, beliefs and disciplines could be seen to 
co-exist and to merge--especially in the peculiar constitution of 
the Anglican Church, over which (or so it appeared to the liberal 
historians of Europe) the tolerant spirit of Erasmus still seemed 
to reign: an interpretation impossible to maintain seriously, and 
as misleading as either of the two positions already described. 

Gi11liano de' Medici worships Venus, from Politian' s unfinished poem 
'La Giostra' (I47J-J8) describing Giuliano's love for Simomtta 
Vespucci. The tvay in which classical mythology and Christianity are 
interwoven in these stanzas characterized much of the new literature. 
Humanist philosophy found a hidden Christianity in paganism and a 
hidden dil>ittity in earthly love. (I) 

Renaissance and Reformation are concepts which belong 
together and which cannot usefully be discussed in isolation. 
There were not two Europes, but one; and it is the framework 
of cultural relationships that held it together rather than the 
conflicts that seemed to be tearing it apart which will be empha
sized in this chapter. 

Mter his father's funeral, Hamlet wishes to return to his old 
university of Wittenberg. Claudius forbids it: 

For your intent 
In ,going back to school in Wittenberg, 
It i.r most retrogade to our desire. 

And the Queen: 

I pray thee, stay with t1s; go not to Wittenberg. 

This was at a time when the Renaissance was over in some 
countries and on the point of ending in others. But Wittenberg 
was reaching its peak. It was the most famous university of 
northern Europe. Giordano Bruno praised its seriousness and p 196 (4) 
scientific freedom. Martin Luther and Philip Mclanchthon had p I 52 (8) 
lectured there. It was fitting that a prince of Denmark should go 
there for his education. What would he have learnt? 

The Secrets of Humanism 
If Hamlet and Horatio had been at Wittenberg in the time of 
Philip Melanchthon, that great and wise man would certainly 
have been able to teach them (besides his own subjects, Latin, 
Greek, philosophy and theology) many unsuspected secrets of the 
occult. He would indeed have confirmed that there were more 
things in Heaven and Earth than were dreamt of in philosophy
things even stranger than dreams but to which dreams might be 
the key. For Melanchthon had developed an inquiring interest in 
dream interpretation, astrology, divination and other systems of 
foretelling the future and had convinced himself that such things 
were possible. And in this he was by no means an exception 
among European humanists of the Renaissance. On the contrary, 
it was an integral part of the scholarly tradition. 

It derived largely from a body of writings ascribed to an 
Egyptian priest, Hermes Trismegistus ('thrice-great'), who was 
thought to be a contemporary of Moses. In fact they are a collec-
tion of prophetic and philosophical pieces written during the 
3rd and 4th centuries by various neo-Platonists of Alexandria. 
Translated into Latin by Marsilio Ficino in 1471 and subsequently p 26 
into Italian, these 'Hermetic' writings, edited, retranslated and (41, 42) 
republished many times, became revered texts for meditation 
throughout Europe. Although couched in mysterious language, 
they were regarded as containing predictions of Christian doctrine 
(the Incarnation and the Trinity), profound truths about human 



nature handed down from the Egypthns to the Jews and then 
to the Greeks and Romans, and finally justifications and recipes 
for magical practices which had a special appeal to Renaissance 
intellectuals since they came from a source so apparently in 
accord with the Old and New Testaments. Orthodox theologians 
might express disapproval, but the extent of Hermes' acceptance 

p 148 (5) can be judged by the mosaic portrayal of him made in 1488 by 
Giovanni di Stefano for the floor of Siena Cathedral and inscrib'::d 
'Hermes Ivkrcurius Trismegistus, Contcmporaneus Moisi'. 

We need not, therefore, be surprised to find Melanchthon 
studying the occult, especially as he was a great-nephew of the 
most famous Hebraist and Cabbalist of all, Johann Reuchlin. 

p 197 (8) The 'Reuchli.11 affair', which had taken place only a few years before 
Luther made his great protest, reflected ln miniature some of the 
coming conflicts of the Reformation. The question was whether, 
in view of the 'inspired' translation of St Jerome's Vulgate, it was 
permissible to go back to the Hebrew text of the Old Testament. 
(There wa;, an analogous argument about the Greek text). The 
humanists, or 'New Men' as they called themselves, maintained 
that the original texts sbould be consulted on matters of such 
vital importance to the spiritual life. Erasmus in I 505 restated 
Lorenzo Yalla's arguments in support of this view. 

The quarrel, though fierce, was at first confined to the small 
circle of the learned. When ordinary uneducated people began 
to take an interest in it, and it was conducted not in the Latin of 
schools and academies but in the low Saxon of the streets and 
shops-then the scholars withdrew, surrounded by their books, 
and settled for compromises and half-measures. Not all of them, 
however: Melanchthon, the progressive, mild, highly distin
guished teacher, went to W'ittenberg. Here he re-introduced the 
tradidonal Aristotelian teaching, purified of scholastic sophisms, 
and brought back the rigorous discipline of good all-round 
education, earning the title of praerej'Jtor Germaniae. But he did 
not leave hit; Hermetic and astrologic~l trappings behind, and these 
were not without effect on his fanatical colleague, Martin Luther. 

Dividing lines 
M~elanchthon was one of the first thinkers of the north to ~:nempt 
a systematic historical account of his own epoch ancl to see it in 
terms which we can still largely accept today. Within a large 
general framework of the development of human life on earth 
(which was itself part of an even vaster cosmic picture), he set 
out <:. clear definition of the 'Renaissance'. The rebirth of literature 
and scholarship, he decided, began in Italy, though it was at first 
a rather limited and uncritical imitation of the ancients. However, 
after the fall of Constantinople to the Turks, the learned men of 
Byzantium, custodians of the store-house and precious essence 
of antiquity (which was Greek, incorporating ancient Egyptian 
discoveries), were forced to flee from their own country and find 
refuge elsewhere. Melanchthon e:alted the Florentines, because 
t::nlike the rest of their contemporaries, they were not satisfied 
with merely offering hospitality and alms to these exiles. With 
their love of knowledge, they realized that the Byzantines' 
learning had great importance and they treated them with respect, 
asking them to teach and providing them (as Mehnchthou puts 
it with professional realism) with adequate and suitable means to 
support themselves and continue their studies. Mclanchthon 
dwdls on this point at such length that it deserves to be repeated: 
the Florentines had understood the importance of the Byzantines' 
studies (he implied that members of the UrLiversity of Wittenberg 
were trying to follow their example and should not therefore be 
regarded as inferior; they too should pursue such philological, 
humanist and philosophical studies); the Florentines had also un
derstood (and the University of Wittenberg was trying to do like
\visc) that the Greek and Hebrew knowledge and learning brought 
to Italy by the guardians of the ancient, true and primeval learning 
and doctrine, of fundamental importance and divinely inspired, 
formed the basis not only of a good literary education, but also, 
and principally, of the good and true theology of Wittenberg. 

The historical division proposed by Melanchthon-making 
the year 145 3 or thereabouts the beginning of humanism and the 
Renaissance of art, scholarship and nco-Platonist philosophy
was regarded as valid up to the first decades of our own century. 

Cba!lenaes to 
6 

But while accepting the theory, almost all scholars overlooked 
at least two fundamental points: first that these Greek sages 
brought with them (according to Melanchthon, if not in fact) 
the Hermetic prophecies which gave rise to so much unease in 
16th-century European culture; second (again in Melanchthon's 
view, if not in fact) \\7ittenberg followed Florence in the study of 
occult wisdom as well as in the pursuit of good education. 

lt is tempting to adopt i\'[clanchthon's system of dating and 
division into historical periods, and to begin our exposition with 
the Councils of Florence and Ferrara, in the time of Pope Euge-
nius IV. Reuchlin and .Melanchthon in effect made that period 
the beginning of a new era, and made their fathers' and grand-
fathers' time the 'prehistory' of their philology and culture. ThJs 
must be specially emphasized in the case of Melanchthon, a 
competent and well-informed theologian, strict and intransigent 
in his own sphere, and a loyal supporter of the fundamental 
Protestant concept of faith as the unique source of salvation. 
Despite his reputation for mildness and gentleness, due to the 
fact that his work contains none of Martin Luther's vehemence, 
he was always a firm and decided supporter of the new religious 
ideas, even when he could ~uve seemed inclined to compromise. 
He sufrered from none of I~~rasmus' uncertainties over theological 
matters. Erasmus, at first sympathetic to the Reformation as a p r~n 
movement of both moral and cultural rebirth, detached himself (5, 6, 7) 

from it at an early stage and turned back to the traditional Church: 
revolted by the violence the Reformation had caused, he again 
upheld traditional attitudes and the doctrine of 'free will'. 

The Catholic :lttitude to Erasmus was nevertheless one of 
extreme suspicion. His work \:vas officially condemned in I 55 9 
by Pope Pa~~l IV, and even at the fifth Lateran Council many 
voices had been raised in protest against Hs Colloquies on the 
grounds that their anti-clerical satire was unseemly. But despite 
bis humanist culture and impatience with scholasticism, Erasmus 
belonged to the old, the pre-Reformation, ger:..cr:1tion. So did 
Tommaso di Vio, Thomas More, Cardinal Sadoleto and Cardinal 
Contarini, not to mention Pope Hadrian VI and Girolamo Alean
dro. None of them conld or would accept a complete break \Vith 
religious and ecclesiastical tradition, though they criticized it in 
every possible \V~<y (Anabaptists and even Antitrinitarians were 
able to find arguments in Erasmus and some Anabaptists used to 
read More's Utopia), and hoped for thorough-going reforms of 
the Roman Catholic Church, in capite et in lJJembris, ('in head and 
members'). 

The 'modern generation', by contrast, was ready for a funda
mental break ·.,vith tradition, and with various degrees of en
thusiasm accepted the doctrine of justification by faith, a concept 
which involved a reorganization of dogma, the liturgy, the 
hierarchy and ecclesiastiGd administration. This is true of all 
radicals, from the more mock;:He, such as Luther and Melanch
thon and most Anglicans, to those '-Vith the most extreme views 
on dogma and organization, such as various Anabaptist groups, 
who appeared on the scene between I 5 20 and r 52 5. In any case, 
they can all be given a common identity, though they lived at 
different times, because they we:re all to take the final step of 
making a break with tradition, and startlng on a new road, ·whose 
direction they did not and could not know. 

Naturally there were many retreats, regrets and reconversions 
to the old doctrines and discipline; opinions diverged radically, 
bringing bitter persecutions (extreme examples are the suppres
sion of the Anabaptists at ~funster in I 53 5 and Servetus' con
demnation to death by the Geneva Calvinists) and there were 
polemical disputes, as between Luther and Zwingli. 'Reformation' j 2 

too meant sometrLing different from country to country, from the 
Anglican Reformation in England and the Lutheran in Germany, p 25 z (2) 
both under the supremacy of the sovereign, to the Presbyterian- p 200-3 

Calvinist Reformation in the Swiss and Rhenish towns (Zurich, ( 13-1 7) 
Berne, Geneva and Strasbourg) and the Palatinate. But all these 
internal conflicts have clouded and obscured the one basic 
antithesis between the old and the new. Everyone, great and 
small alike, was keenly aware of a decisive break in their lives. 
For some (Ulrich von Hutten in Germany, for example), it was a 
revelation; for Catholics it was either an unprecedented outrage 
or a source of inner torment. But the overall experience was that 
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The Jvo[f-r>JMl: devowi1~g an itmocent sbe::p-a satire on tf.e covetomneH 
of ll!onk.r ~d;itb is tyjJical of tbe cr:;di~y and t'iolence of ReforJJ/afion 
'"·o;-'t;·r;t:erJ]. ( 2) 

an important, crucial event lud taken phce in western Christian 
society. People were prepared to kill or be killed for issues which 
had suddenly come into tLeir lives. 

These consideratio:1s (to return for a moment to the distinction 
outlined at the beginning of this chapter) tend to make us agree 
with the 'Ranke' view of history whereby the 'rnodern age' would 
start, not with the Renaiss:1nce and humanism, but with the 
Protestant Reformatbn. After all, except for some exceptional 
cases, very few peopk: died in the cause of Hermes Trismegistus 
and the philosopher'E stone. But a great many died, and a great 
many were ready to kill, over questions of justification by faith, 
the invocation of saints and the real presence in the Eucbarist. 
The tragedy permeates the whole 16th century. 'Without bearing 
this in mind we cannot fully understand the value of the slow, 
persistent growth o:: humanist attitudes, largely religious in 
content, witbin the sewttian dic.putes--even if in the end it only 
leads us to undc:rstand the ensuing weaknesse~; and renunciations, 
oppressions and inju;:tices, deceits and subterfuges. 

The language of Pnltest 
p 148 One protest against the 'oppression' of Rome was made in 

(::., 3, 4) symbolic im:1gery as skilfully arranged as the pieces in a com
plicated game of che:>s. It came from ;1 pious, devout and aristo
cratic abbess in charge of a small community of nuns in a city 
which was certainly important for strategic reasons, though it 
did not have the independence or fame of Florence or Venice: 
Giovanna da Piacenza, abbess of the Benedictine convent of San 
Paolo at Parma. She took issue with the Curia over the question 
of claustration, from wbch her convent had been for some time 
exempt. Aware of the accusations and humiliating suspicions 
which the vulgar-minded secular clergy would level at a com
munity of nuns to which courtiers and cultured men had access, 
she wished to answer them not only in terms of canon law and 
of her own personal authority, but also in terms of a larger 
symbolic language which would express her contemptuous indif
ference for Roman oppression, for the vulgarity of the clergy 
and for those who were not of her own world. She won; she 
established her independence of the Curia in administrative, 
social, intellectual an:l spiritual matters. And to leave a record of 
her triumph she chose a painter of genius, Correggio. His frescoes 

in the Camera di San Paolo were enigmatic then and are doubly 
so today-unusual, mysterious and 'Hermetic' in more than one 
sense. But they typify a certain stage of humanism as it relates to 
the conflict against Rome. 

Giovanna da Piacenza became abbess of San Paolo in 1507 
and died in I 5 24. The world changed in those seventeen years. 
By its end, the revolt was no longer the affair of aristocrats, 
the cultured fe,v and the intellectually superior, grouping them-
selves together in academies and closed circles of the iniTiated, 
who could indulge in criticism of a private kind while remaining 
faithful in principle to Rome. It had now begun to move to 
peasants, artisans, townsmen and lawyers, and some powerful 
princes. A great monarch might soon join the movement, and 
other great monarchs would then have to keep an eye on it. The 
genteel system of symbols and devices (seep I 59) was, of course, f ;, 4 
to continue in European culture, but it would no longer be the 
only way of expressing prote~;t, or marking the stages of a conflict, 
though it had been the only way open to the abbess Giovanna, 
with her aristocratic upbringing and refined cultural background. 
Even Philip Melanchthon, in ~;pite of his liking for and interest in 
devices and other kinds of hieroglyphs and emblems, alway~> 
expressed himself in clear straightforward terms when it came to 
teaching and disputation. 

Good Latin, wide learning, and the vast fund of information 
of men such as l\Iclanchthon, Zwingli, Calvin, Peter Martyr Ver-
migli, and later lV!">ttt.hias Flacius, Pierre de la Ramee and John 
Knox, commanded the respect of the humanist sections of the 
cultural world. Martin Luther is an exception. Admired and p 2.00 

respected by theologians, even those whose views were most far- (r 3) 
removed ~md hostile to his own, he was always a source of some 
embarrassment to the humanists. Even .f\Jfelanchthon, his most 
devoted friend, makes this apparent in his memorial to him. Who, 
after, aD, was Luther's favourite poet? Battista Mantuanus, a 
didactic and tedious Carmelite monk, whom Luther liked for 
some of his attacks on the clergy, or more precisely, the Roman 
Curia. 

The greatest and most respected humanists in general European 
culture or the respublica literantm in the I 6th century are those 
Tw·e have just mentioned. It is significant of this urgent attitude 
to scholarship that when St Philip Neri, for example, had to 
give a general outline for future work to one of his followers, 
Cesare Baronio, he set him the task of compiling an answer to the 
survey of church history known as tbe Centuries, organized by 
l\1atthias Flacius Illyricus, one of the most rabid Lutherans, who 
was hated even in Lutheran universities for some ofhis theological 
attitudes. In spite of ris undoubted merits as a historian (he 
started a kind of Institute of Historical Research, and was accused 
of making hls researchers dress up as friars and go into Catholic 
convents to seek out ancient texts), Flacius' book is of no 
interest to us at the moment. The point to be stressed is that 
Baronio's Am1ales eccle.riastici, a history of the Church to the 
12th century, is still on the reference shelves of great libraries, 
unlike the pioneering work of Flacius. 

Hermetic and philosophic humanism had by now been in
augurated and was proving seminal. Italian and especially Floren
tine in origin, it raised problems and stimulated curiosity, follow
ing an indirect and illusive path. The Protestant humanism of 
Melanchthon (using him as a prototype or symbol of a much 
broader movement, which was often not directly connected to 
any definite sectarian attitude; Erasmus might be considered an 
equally good representative) and Calvin and their immediate 
successors set the movement under way. It defined issues, and 
problems, and asked questions and found new answers. Erudite 
Italian humanism kept up a continual flow of answers in an 
aggressive counter blast. It made a brilliant defence of its position 
from the doctrinal academic point of view, but it suffered, on the 
whole, from a certain ambivalence. The position of the supporters 
of the Catholic point of view was that they were defending a 
cause-that of the Roman Catholic Church-in which they 
believed whole-heartedly from a personal subjective stand-point, 
while being aware that their argument was invalidated by huma
nist methods and criteria of philological criticism in which they 
also believed. 
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The Split Widens 
People were very much a\':are of individual events, sensing that 
they were, or could be, turning points in their lives. The dates 
stressed in history books stood at the time for radiant hopes, 
violent upheavals, fearful memories. Let us look at some of them. 
I 5 I 3: the election of Leo X, which raised great expectations 
among the faithful. I 5 I 5 : the Fifth Lateran Council, called some 
years earlier (I 512) by Julius II to provide an opposition to the 
pro-French party, but now seeming to be a harbinger of peace 
among Christian leaders. I 519: Charles of Burgundy became Em
peror Charles V-a step towards Europez_n unity, but would 
Europe be unified? I p8-zi: Luther's revolt; his agitation and 
propaganda now made themselves felt, though their political 
effects were not immediately apparent. First came purely religious 
controversies, then social disturbances (I 52 5, the Peasants' 
Revolt; I 53 5, the Anabaptist rising in Munster); only later did 
Luther's ideas emerge as a factor determining the balance of 
power between great nations. There was a spontaneous prolifera
tion of manifestoes of doctrine, opinions and views covering a 
whole range of topics from the mystical insights and visions of 
individual people and small groups to the re-emergence of the 
ideas and doctrines of John Huss, the launching of the Swiss 
Reformation by the humanist priest Ulrich Zwingli in I 522-I 525, 
and the formulation of doctrinal systems and canon law, partic
ularly after the English Reformation and the establishment of 
the Anglican Church. 

The Sack of Rome of I 52 7 was an epoch-making event in the 
lives of Italian humanists and men of letters. Poets have described 
the misery they felt on seeing the end of the happy age they had 
known under the aegis of the papacy. In many other European 
cultural circles-literary, philosophic and theological, both Catho
lic and Protestant-it seemed a just punishment approved by 
God. In I 5 30 the last Florentine republic fell after fierce resistance. 
Oement VII's successor, Paul III, began a new and obviously neces
sary policy, by which the patrimony of St Peter, or the Papal 
State, would no longer play an expansionist part in Italian politics 
(as it had done under Alexander VI, Julius II, and even under 
Leo X and Clement VII). Instead it was to be the seat of the Ro
man Catholic and Apostolic Church and had to prepare itself for 
a General Council on the reformation and the reorganization of 
Christian society, setting itself up in competition with and in 
opposition to the various different shades of Protestant opinion. 

Paul III was Pope from I 53 4 to I 5 49· Many well-educated men 
of letters were still in the Curia under him. Among the cardinals 
who produced the plan of reform for him in I 53 6-3 7 were Gas
para Contarini, Pietro Carafa, Jacopo Sadoleto, Reginald Pole, 
Giovan Matteo Giberti, Girolamo Marone, Gregorio Cortese ... 
philosophers, humanists, theologians, political theorists and law
yers. Their sympathies, indeed, were sometimes too wide. The 
most theologically-minded of them all, Pietro Carafa, later Pope 
Paul IV (I 55 5-5 9), had Cardinal Girolamo Marone imprisoned in 
the Castel Sant' Angelo on the grounds that he favoured the dis
semination of Protestant ideas in Italy. An able philosopher and a 
good diplomat, Marone, it appeared, had failed to understand 
the Protestantism of the Benejicio di Cristo, the most famous 
devotional work of the Italian Protestant movement. Other good 
theologians, however, had at once discovered that under its 
ascetic mysticism, under its wonderful expressions of love for 
Christ, and exhortations to moral aEd religious endeavour, it was 
a heretical work. 

A report was drawn up which proposed the reform of many 
abuses, but repeated that Erasmus' Colloquies and various other 
philosophic doctrines such as those of Pomponazzi should be 
condemned because they were considered dangerous. A copy 
came into the hands of Jacob Sturm, the humanist Protestant of 
Strasbourg, who published it with a letter of criticism addressed 
to Contarini before the text had been printed in Italy. In the first 
twenty or thirty years of the I 6th century, open letters between 
Protestant and Catholic humanists were not unusual, as is shown 
by the exchange between Sadoleto and Calvin. The scandal, on 
this occasion, lay in the fact that a document of this kind, secret 
at Rome, could come so quickly into the possession of a 'Luther
an'. Sturm made it the pretext for a concise critique of the Church 
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of Rome, but expressed his delight that a pope was at last pre
pared to listen to the voice of truth. In I 55 9, Sturm's letter and 
the Consilium delectorttm cardinalium were placed on the Index, 
and this put an end to free communication between humanists 
and their exchange of exhortatory and polemical letters. Sadoleto 
made an attempt to start a discussion on theological and humanist 
ideas with Melanchthon, but Melanchthon did not respond. 

Words and Deeds 
One of the cardinals at tbe Council of Trent, defending a human
ist colleague from the charge that he showed insufficient respect 
for papal supren1acy, said contemptuously that there was no need 
to give any weight to the speeches 'those humanists' made, be
cause they merely juggled with words. It was not, of course, an 
allusion to the 'words but not deeds' that Martin Luther had said 
of Erasmus, but the idea was the same-the notion that humane 
letters were a matter of indifference in the battle of rival doctrines. 
It was a sign of the times. \V'ith Paul III the reaction was begin
ning. Humanists on the Catholic side were going back to theo
logy and devotion. Cardinal Gabriele Paleotti, Archbishop of 
Bologna and a friend of St Charles Borromeo, turned at the end of 
his life to write De bono senectutis, an 'art of living in old age' 
(I595); while between the controversies in which he was engaged 
Bellarmine worked on the medieval theme of 'the art of holy 
dying' (I6zi). 

This peculiarly Italian situation (it was also to be found in 
other predominantly Catholic countries, due to the immediate 
link with the papacy) had various consequences. The most lively, 
'advanced' or 'progressive' cultural circles (usually aristocratic) 
were humanist in inspiration--humanist in the most general 
sense. They wrote Petrarchan poetry; they were interested in p 14 7 ( r) 
Greek and Latin culture, philological criticism and antiquarian-
ism. Their paramount interest was in the philosophy of love and j I 

the reassessment of rhetoric and the emotions, or (to put it more 
philosophically) in the theory of the pre-eminence of the will 
over the intellect. Many of them applied the philosophy of love 
to divine love-that of human beings for Jesus Christ, and that 
of God and Jesus for humanity; they derived their views some-
times from traditional, orthodox mysticism, and sometimes from 
the new ideas on dogma, the Church and morality coming from 
beyond the Alps. But a situation was developing to which the 
Protestant humanists and their friends found it increasingly 
difficult to adjust. Even the reading of St Paul's Epistles came to 
be regarded as suspect. In such an atmosphere, when Catholics 
might be urging greater understanding and Protestants conceal-
ing their true allegiance, it was difficult to judge between them 
dispassionately. The preaching of Bernardino Ochino, general of 
the new Franciscan order of the Capuchins, and a very f2.mous 
and popular speaker, came (about I 5 40) to be suspected, although 
he did not attack Rome, but developed themes of ascetic mysti-
cism of a Franciscan kind, the sort associated above all with 
Bonaventura. The little tract Benejicio di Cristo, apparently the 
result of collaboration between a Benedictine monk and Marc' 
Antonio Flaminio, a classical traditional humanist and Latinist, 
appeared to be controversial, although it can now be safely re-
garded as Protestant. The ideas and insights of Juan de Valdes 
(who died in I 54 I) were very popular in aristocratic and cultured 
circles. His theories were clearly Protestant in background and 
outlook, but vague and cautious in their actual content, as is seen 
in his writings, and particularly in the Christian Alphabet (the 
fundamentals of Christian doctrine), which was dedicated to 
Giulia Gonzaga. Among other things he advised regular attend-
ance at mass and other ceremonies that Protestants regarded as 
superstitious (in fact considered a serious offence, almost amount-
ing to blasphemy, by Lutherans and Calvinists) but he interpreted 
them in a 'spiritual' sense. 

Naturally, with the passage of time, such attitudes could be 
used to justify either complete submission or complete conceal
ment, particularly perhaps among the aristocracy, but also in 
popular circles (among humble 'humanists', village school-mas
ters, merchants, etc.). Recent research has shown that the Protes
tant movement was more widespread in all classes in Italy than 
used to be thought twenty or thirty years ago. There were parti-
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cular groups who made no secret of their beliefs (e.g. the Cal
vinists of Lucca, and the surviving Waldensians in the valleys be
tween Piedmont and France, who were now Calvinists) and a 
few brave or eccentric individuals. But apart from these, the vast 
majority of the followers and 'pastors' of the new religion pre
ferred to take Juan de Valdes's advice and as far as possible stay 
underground in their own country. Some, like Ludovico Castel
vetro, a man of letters, literary critic and commentator on Pe
trarch, had to flee, after being publicly denounced. Some were put 
to death, after a long series of abjurations and hair-splitting de
cisions, as were Pietro Carnesecchi, one of the most prominent 
and respected members of the Roman Curia in Clement VII's 
time, and the poet, Aonio Paleario. The case of Fausto Sozzini may 
be taken as a typical example. He came from a famous and noble 
family of Sienese lawyers, and he spent about ten years at the 
Medici court, and a further twenty or thirty in Poland, all the 
time without having to make any declaration of faith. He wrote 
tracts under various p~;eudonyms, and managed to make a living, 
even in Poland, for about thirty years, demanding and getting his 
income as an Italian ret.rtier, until members of the Italian Inquisition 
caught up with him, and his authorship became known. 

Calvin and his friends in Geneva urged their supporters to 
open action, to face martyrdom, or at least to make every sacrifice 
short of life, but to little effect. The Italian Protestant movement 
preferred allusions, readings and secret studies. Renee ofFrance, 
Duchess of Ferrara, left the court at a fairly late stage in her life; 
she may possibly have received Calvin there, certainly did receive 
Clement Marot; but not even in France, where she was freer 
than in Italy, since she belonged to the royal family, did she ever 
want to go further tha'l the Italian Protestants, in spite of Calvin's 
exhortations. French and German Protestants were always far 
more outspoken than Italian; at an early stage, crude German 
books printed in Alsace (Karsthans for example) have engraved 
frontispieces showing Martin Luther and Erasmus of Rotterdam 
beside a peasant who is making a priest vomit out all his ill
gotten money; but there are no similar Italian works. They made 
no direct polemic or satirical attacks on the Catholic religion-any 
attacks they made were anticlerical-either in painting or literature. 

A characteristic example of the Italians' allusive roundabout 
modes of expression is to be found in the use of 'emblems', in
telligible only to the initiated. Those of the Camera di San Paolo 
are an example: they are not too obscure for an audience that 
knovvs the secret but they are incomprehensible to the layman, or 
even to an Inquisition spy. The Bolognese humanist Achille 

f J, 4 Bacchi dedicated some emblems to Renee of France. They were 
published at Bologna in 15 55, under the title 'Symbolicarum 
quaestionum libri quinque', with engravings attributed to one of 
the Carracci. They include a picture of Proteus, bound and tied 
into the form of a human being, after having cast off various 
monstrous and diabolical forms. This seems to be a warning to 
Renee of France to stay faithful to the true religion (Catholicism): 
as truth can assume a vast number of forms, it is sufficient to 
remain constant to any one of them. The legend runs unam viden
dam veritateflt in omnibus, and the accompanying lines encourage 
the reader to pursue the 'true faith'. Another emblem, almost a 
copy of the upper part of Raphael's Transfiguration, showing peo
ple fainting at the apparition of Christ is a sort of repetition o 
Dante's theme 'Mankind, content yourselves with the fact' (from 
the Divine Comedy). It is here expressed as archana quaerens curio
sitls, perit. The Christian (Catholic) faith is intimus amor in Deum. 
The same motif, symbolized by the image of Ganymede snatched 
up to heaven by Jupiter's eagle, is dedicated to Reginald Pole: 
pacati emblema hoc corporis atque animi est; disputes should not be 
polemical or bitter, but peaceful: ex disptttatione veritas patet, con
tentione evertitur; those who seek truth in open conflict will never 
achieve it, but rather those who work alone, each lighting his own 
lamp with a flame he has himself kindled: 

Sic disceplando studiosi in luminis oras 
verum ipsum e latebris excutitmt facile. 

In the second half of the 16th century, Theodore de Beze and 
others published clearer and more explicit metaphorical pictures 
.and allegories of the European religious conflicts. 

Emblems intelligible onfy to the initiated tJJere especialfy useful in the 
dangerous labyrinth of religious dispute. These two engravings are from 
Bocchi' s 'Symbo/icae quaestiones'. Top: Proteus, bound in the form of a 
man, having thrown off various shapes. Symbolicalfy it exhorts the 
French-born Duchess of Ferrara, tvho favoured Protestantism, to adhere 
to the Catholic Church, truth in its onfy real form. Bottom: Ganymede 
being snatched up to heaven by Jupiter. The Greek inscription, 'to ef!ioy 
intelligence', reflects the neo-Piatonic interpretation of Ganymede's name, 
and the emblem represents the Mind, beloved of the Supreme Being, rising 
above the lower faculties of the soul to the ecstasy of contemplation. ( J, 4) 



Sleidan took tJnlve _years to complete his 
monumental history of the Reformation 
(published I J J J), collectin.g documents 
e;;e;z in England. The printer's colophon 
in the I J J 9 Basle edition, 'Time drmving 
forth Truth', is particularly apt for 
a history so impartial that ez;en 
Melanchthon U'aS dissatisfied. ( J) 

The First Protestant Historian 
Let us return to the chronological sequence of events. Juan de 
Valdes had a brother Alfonso de Valdes. Alfonso spent some time 
in the chancery of Charles V in the early years of the reign, when 
Mercurino da Gattinara and the followers of Erasmus were still 
in the ascendancy. They fayoured a general 'Italian', 'imperial' 
policy, with the restoration of imperial authority on a par with 
papal authority. (They went back to the theory of the duo soles, 
two suns, and also proposed an edition of Dante's De monar
chia.) Such was the climate of opinion in which, in I 5 2.6, Alfonso 
de Valdes wrote a famous Latin admonition for Charles V, invit
ing Clement VII to the Council, and loading him with eloquent 
abuse: Tu non pastor, sed im'asor. Some people even advised Cle
ment VII to oppose Luther not by a war against the Turks, but 
by receiving the separated Christians of the great and powerful 
Muscovite empire into the Church. 

The Society of Jesus had been founded in Italy and Spain in 
I 5 34, and was given official approval in I 5 40. Charles V turned 
his attention from Italy and the Universal Empire to Spain and the 
Low Countries. He implemented his policy by war withFram,:ois Ier. 
The French were defeated at Pavia in I 52 5 but war went on in 
Italy until I 5 38, and even then the Hapsburg-Valois struggle 
troubled the peninsula until the settlement of Cateau-Cambresis 
in I 55 9 by which time Italy was dominated by Spain. At Charles 
V's abdication (I 55 6), the kingdom of Spain, Naples, Sicily and 
Milan (of course under separate administration), the American 
colonies and the traditional feudal possessions in Franche Comte 
and the Low Countries all passed to Philip II. The Imperial title 
and the traditional Hapsburg possessions in Germany went to 
Ferdinand. 

p IF (9) Meanwhile, in Germany, at the Diet of Augsburg (I53o), Me-
lanchthon's Conjessio fidei Augustana was presented to Charles V 
in person, and he provisionally agreed to accept it. This sanctioned 
a first consolidation of the movement and a first, inconclusive, 
informal, if not yet official recognition. Lutheran princes and ci
ties (the Zwinglians were excluded) united in the Schmalkaldic 
League (I 53 I) to maintain the position they had now achieved. 
For some time-until I 5 49-they managed to assert themselves, 
taking advantage of the difficult position the Empire and the 
Hapsburgs had been put into by the war against the Turkish in
vasion of eastern Europe. The Schmalkaldic League had aroused 
high hopes among declared and secret Protestants even outside 
Germany, because it seemed a sufficiently strong political and 
military force to be able to play a diplomatic and military part in 
the machinations of the great powers. 

f J The princes of the League entrusted Johann Sleidan, an able 
and learned humanist from Strasbourg, with the task of writing a 
history of the Reformation which would give the 'republic of 
letters' an account and explanation of the work of Martin Luther, 
and the motives of the German princes who helped and protected 
him. Strasbourg had been deeply involved in the humanist and 
religious upheavals and Sleidan had remained faithful to the 
original Protestant, mainly Lutheran, attitudes of the Reformation. 
His opinions were confirmed when the city sent him to the Coun
cil of Trent in the capacity of observer but with the hope that he 
might act as representative. This came to nothing, partly because 
Melanchthon, expected at Trent from day to day, never came. 

The Council of Trent took place between 1 54 5 and I 56 3. It was 
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interrupted many times, the main sessions being held 1545-47, p Il' 
I 55 I -52 and I 5 62--6 3. Owing its existence largely to the initiative ( IG) 

of Charles V, its aims were ostensibly threefold: to resolve rhe 
religious dispute by doctrinal decision, to reform ecclesiastical 
abuses, and to discuss a Crusade against the Turks. The Ecnperor, 
the humanists and men of moderation everywhere had long pin-
ned their hopes on a General Council (it was held in the extreme 
north of Italy in order to tempt the Protestants to attend) but the 
Pope and the Curia closed the door on compromise. It soon be-
came evident-to Sleidan and to everyone else-that the Council 
was only ready to accept total submission, though this they would 
accept benevolently enough. It was impossible to have a serious 
discussion or to make peace with the 'Romans'. This was a very 
influential experience in the life of the Protestant historian. 

\\'hen Sleidan's work was published in I 55 5 the Schmalkaldic 
League had been disbanded, and the political and cultural atmo~'
phere had changed so much that even his family and friends were 
puzzled by the book. Old disputes had been over the role of critical 
rea:;on, the problems of faith and works, and the rig'nt of the in
dividual on humanist grounds to be protected against authority. 
Now, with compromise about, no one in power wanted trouble 
from humanists-who were indeed often tiresome pedants. But 
Sleidan's work is far from being pedantic in the frivolous sense. 
He insisted that he must have precise documentation provided by 
those who played important parts in the events described, and he 
obtained many authentic records from Luther and others. (Calvin 
never answered; the matter he was being asked about was an un
pleasant one, Servetus' trial.) 

Sleidan's narrative is in the humanist tradition; although he was 
an ardent and convinced Protestant, he saw religious life princi
pally ~is a matter of church institutions in relation with secubr 
authority-the emperor and his councillors, kings, princes and 
town councils. After the point when Luther brought the true 
faith to the world, doctrinal differences interested Sleidan less 
than political and moral judgments on secular and ecclesiastical 
authority. His work deals more with legal issues than religious 
or theological ones. \'\lith his access to the documents in the prin
ces' chanceries, especially that of the Elector of Saxony, he was 
able to improve on the methods previously used in humanist 
historiography. His const:mt endeavour to write good Latin in 
the style of Livy, with various excursus of antiquarian interest, in 
the CoJJJmentaries is directly connected with his endeavour to 
maintai..q the typical traditional humanist ideal of an imparti,J 
narrative, written in eloquent, but restrained language; he did not 
use imaginary speeches, as even Guicciardini did. 

Such a synthesis of humanist concepts and religious faith was 
very original and new, even if it reduced religious life to the his
tory of the different Churches and their leaders; for the first time, 
religious events were discussed in the same context as political 
events. Sleidan and Luther had the same views on history. 
Luther, (in spite of his theological and mystic conception of uni
versal history and the history of the Church) when making a col
lection of his own writings, added many of those of his first com
panions in the struggle, because he felt they would be useful and 
important for historians. 

Fact, Faith and History 
Other historians understood Sleidan's lesson--for instance \'Vil-· 
liam Camden in England and Thuanus (Jacques-Auguste de p z6c 
Thou) in France. Camden in his Am:ales rerum An2~licarum ct (25) 
Hibernicamm regnante Elizabetha (I 6 I 5) used a restrained style and 
tried hard to be impartial. He included religious questions in his 
concept of history, believing that 'there can be no divorce be-
tween religion and the state'. Thuanus (I553-I6I7) was a hu:11a-
nist with a precious and somewhat pedantic style. But in his 
J.l-Jistoria sui temporis he expounds his theories with great lucidity. 
In order to save France from the terrible evils of religious civil 
war, he says, force should not be used, but rather tolerance and 
persuasion by teaching, discussion and good example. Unlike 
Sleidan and Camden, Thuanus was a Catholic and he deplored 
the 'division in the Church'. But the fact that he called it 'division' 
(scissura) instead of rebellion or heresy shows his tendency to-
wards conciliation. 



traditional Christiani~y 

This was history written by humanists. History written by 
professional theologians presents a different picture. Even the 
most learned allowed their convictions to get the better of their 
objectivity. When Melanchthon, for instance, recast the Chronicon, 
the universal history originally written from a Lutheran stand
point by the astrologer and diplomat Carion, he tried to show 
not only that Lutherar:ism was the true form of Christianity which 
had existed ever since Adam and Eve, but also that divine inter
vention was apparent in every decisive moment of history. He 
made a collection of edifying examples and cases to show the 
truth of Luther's theology. A less simple, and much more im
portant work is Flacius lllyricus' Ecc/esiastica historia . .. secundum 
sitzgulas centurias, which has already been mentioned. In spite of 
his humanist education in Venice, Flacius approached his work, 
not as a humanist or historian, but as a theologian, and thus he 
separates Church history from the general aggregate of historical 
facts, ignoring the humanists' methods. While Sleidan was intro
ducing a new concept of history, treating not only political and 
military issues, but also religious and cultural ones, Flacius and 
his collaborators were evolving a theory which saw the Church 
as the pivot and determining factor of history as a whole. They 
not only went back to the old idea that theology is the queen of 
all branches of learning, but they also completely rejected the 
fundamental humanist ideal that all knowledge forms a consistent 
and harmonious unity. 

Unity, in fact, is the key to the humanist vie"\v of history, as 
of all other aspects of human life and culture. Language and 
literature, scholarship, the arts, religion (or religions, in the 
plural)-all were seen as wholes, as universals, whose values 
remained the same for all times and places. It is a view which 
comes through in many different ways: in Melanchthon himself, 
speaking of the heritage of the Greeks; in Giovanni Pica della 

p z6 Mirandola and his neo-Platonic Christianity; in Raphael's School 
( 4 5, 46) of Athens; in Durer's studies of figures and proportions; in the 
p r 50- work of Leonardo da Vinci. Sleidan, therefore, may be included 
1; r (7) in the humanist sphere, though only in a limited sense, w:bile 

Flacius and the Centuriators (as his team of collaborators are 
known) put themselv·~s outside it, in spite of their consideration 
of non-Christian religions, their study of doctrine and their 
improved methods of research. Their successors were to be the 
compilers of 'books of martyrs'--edifying material and good 
sectarian propaganda, but not history. 

Humanism in the Wilderness 
p 197 Erasmus-hesitant and uncertain as he seemed to many-was 

(5, 6, 7) always the epitome of the religious humanist, and his reputation 
rose and fell with that of the philosophy he represented. Towards 
the end of the r6th century many people felt a new sympathy fot 
his position. His literary works, such as the Praise of Folly, had 
never ceased to be read, and the Colloquies were used in schools in 
Protestant countries, particularly Holland and England. But now, 
after so many bitter controversies and violent persecutions, he 
began to seem an almost legendary figure: a scholar, a deeply 
religious man, a friend to Protestant and Catholic alike, a symbol 
of the longing for peace and agreement. Officially he was still 
condemned; Lutherans and Calvinists despised l:1im, the Inquisi
tion banned or expurgated his works (the Adages, of which 
Catholic preachers very frequently made use, were censored and 
printed under the name of Paulus Manutius, a descendent of 
Aldus, instead of Erasmus). 

Rightly or wrongly, people began to see in his work a synthesis 
of the kind of humanism and sincere religious feeling which no 
longer existed as a cultural reality-humanism was exhausted. 
There was of course no lack of learned men-philologists, 
excellent Latin, Greek and Hebrew scholars, antiquarians and 
historians. But the p::Ulosophic and encyclopaedic humanism of 
the Renaissance was now dead. We can certainly find something 
of it in Francis Bacon (1 5 61-1626), but a definition of Renaissance 
thought would not provide an adequate description of his ideas, 
or bring out any of his salient characteristics. At this time, 
religious humanism and humanist religion, in the Renaissance 
meaning of the words, only survived in a relatively concealed 
position in European culture, where it fostered a useful and 

u.SERVIC£ DBS SAINCTS 
~ I'rouincc+ 

A satirical world-map of Papa/ism, published in IJJ6, is attributed to 
the French humanist Theodore de Beze. This small section (the complete 
111ap iJ· over a yard wide) attacks the worship of saints. lvfountains of 
i111ages and relics (including a pair of dice) lie beside a coffer of asses' and 
horses' bones. ( 6) 

fertile heritage which was to emerge at a later date. However, 
for the time being it remained in the background. 

The proud intellectual tradition of Petrarch, Valla and More 
was now reduced to the ability to write good Latin and Greek, a 
useful aid to communication between scholars and theologians 
of different nationalities. Interest in the life and history of men, 
in their customs, in philosophical ideas and in historical and 
philological criticism either dwindled into affected conceits and 
artificial exercises, or became divided and subdivided into spe
cialized studies. Theodore de Beze (1519-I6o5) and his friend f 6 
George Buchanan (1506-82) may serve as examples. They had the p 179 
virtuoso style of Latin and Greek epigrammists and elegiacists, (46) 
and the Scottish writer was also an excellent imitator of Livy. But 
as a historian, Beze used the popular theme of the 'Book of 
Martyrs', and Buchanan completely ignored the religious con-
flicts of his time, although he did in fact take a direct part in them. 
Interest in Renaissance humanism became separated from interest 
in religion, the former becoming a literary exercise, often a very 
accomplished and successful one, the latter a matter of sectarian 
disputes. 

Humanism, properly so called (that is, scholarship combined 
with a lively interest in religion), seemed to survive only among a 
certain class of heretic, the 'radical reformers' as we should call 
them today. They were often close to Anabaptists of various 
different shades, but can be distinguished from them by their 
greater and more conscious humanist background, (a sound 
knowledge of philosophy, good Latin and Greek, and often 
good Hebrew), and by a certain taste for concrete rationality, 
which sometimes recalls the clear-cut terminology of lawyers. 
In their customs, in their practical and moral fervour as well as 
in their ideas, some of them are comparable to the first generations 
of Quakers. When faced with exile, persecution and poverty, they 
showed great simplicity and resignation; freedom of conscience 
and the Sermon on the Mount were the mainstays of their 
thought. For them, the spontaneity of true religious feeling (in 
the evangelical Christian sense which is generally accepted among 
Protestants) lay principally in religious freedom. Without this 
freedom there could be no genuine voluntary belief. 

By 'religious freedom' or 'freedom of conscience' they meant 
the right of each individual, provided he lived his life according 
to the precepts of Christian morality, to profess only those 
doctrines, or dogmas, of which he was fully convinced, and to 
reject those of which his powers of thought (his reason) and his 
culture (humanism) made him in any way doubtful, of which he 
could not be wholly sure, and could not therefore accept as the 
word of God. This is the essence of Sebastian Castellion's De 
arte credendi et dubitandi: true religious faith lies in absolute 
conviction and belief in free salvation; therefore no one should 
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say he has faith in a specific doctrine unless he has examined its 
validity in the light of sacred texts, and analyzed it from a critical 
and philological standpoint. It follows that no one (among those 
who call themselves Christians and practise Christianity) should 
prevent others from doubting, discussing and criticizing this or 
that particular doctrine or dogma. 

The Pressures of Intolerance 
The essence of humanist religion, therefore, was tolerance. Only 
faith can bring salvation, but faith is mystical and spiritual. A 
learned man may not force another learned man to accept his own 
doctrines, but should convince him by the use of persuasion and 
reason. It was a philosophy that found a ready home in the Prot
estant countries, where private conscience was acknowledged a 
surer guide than the appeal to authority. 

All the greater, therefore, was the scandal which arose in 
enlightened circles when in I 55 3 these principles were contradicted; 
when a humanist, a theologian and a poet-Calvin-positively 
desired, or at any rate did not hinder, and certainly did not 
disapprove of, the execution at Geneva of another humanist, a 
mystic, Hebraist, doctor and geographer-Michael Servetus. 
The political and ecclesiastical reasons for the condemnation are 
understandable enough, given the time at which it took place. 
The Protestants were going through a difficult, critical period, 
and could not let themselves be accused of tolerating doctrines 
which were held to be dangerous by the vast majority of Chris
tians. Servetus' criticisms of the dogma of the Trinity would 
certainly be considered dangerous not only by Catholic princes, 
but also by Protestant princes and cities. The acute disquiet felt 
by the humanist world was formally expressed by Castellion, 
Curione, Camillo Renata, Lelia Sozzini and others, and there is a 
certain unease in the argumentative arrogance of Calvin's and 
Beze's answers. They had abandoned the humanist use of argu
ment and proof, and turned to authority and the power of law; 
they had abandoned the principle of Christian freedom. From a 
theological and legal point of view, they could prove that their 
action was politically and ecclesiastically necessary; but Sebastian 
Castellion and his friends answered that what is necessary politi
cally and ecclesiastically may not be necessary morally. 

It was an age when the old attitude was becoming increasingly 
difficult to maintain. Anabaptists, even able scholars of Latin and 
Greek, often ended by rejecting humanist Renaissance culture as 
worldly knowledge, leading to un-Christian pride and arrogance. 
But other groups tried to continue the work of purifying the 
Christian religion which this culture had begun. Their general 
view was analogous to that of Melanchthon: Latin scholarship, 
followed by Greek and Hebrew scholarship and, to some extent, 
the revival of Platonic philosophy were the means of freeing the 
Divine Word and true doctrine (theology) from scholastic 'bar
barisms'. By barbarisms they meant clumsy expressions, sophistry, 
linguistic ignorance and gross oversimplifications. It was the old 
programme of the previous century, of men like Pica della 
Mirandola and Barbaro, but now carried to greater lengths-to 
a basic re-examination of traditional practices like baptism and 
traditional dogmas like the Trinity and the Incarnation. The 
process took many different forms, leading eventually to the 
multiplicity of sects which characterizes the 17th century. The 
Unitarians, for example, acknowledged the 16th-century human
ists as their distant forerunners. 

The main practical issue, however, was still that of toleration. 
How much freedom of conscience could a Christian state allow? 
According to Sebastian Castellion, those who are considered 
heretical should not be persecuted or put to death because, 
first, it is difficult to reach a perfect understanding of truth on 
religious matters, even for those who are convinced that they are 
the bearers of the one true faith, and second, because it is 
always possible that the heretic may be converted before he dies. 
According to Jacopo Aconcio, doctrinal differences and theolo
gical interpretations are the snares set by Satan to make discord 
between Christians; the only way to avoid them is to reduce 
to a minimum dogmatic and theological definitions (which remain 
necessary in order that the true followers of Christ on earth 
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should be able to make themselves known and recognize their 
brothers), so that they will even allow an eventual union with 
the Catholics. Mino Celsi, on the other hand, laid emphasis on 
legal and political points (secular authorities are not empowered 
to judge heresy or to punish those who have been condemned by 
religious authorities). All the same, those who expounded 
theories such as these felt they were doing so because they had to 
defend their own way of following Christianity and the inspira
tion which had led them to their opinions. In a work of I 5 z6, 
Hans Denck started from a meditation on the inner and disinter
ested nature of perfect love, which he expressed in quietist, 
mystical terms, forming the conclusion that the true Christian 
was one who suffered in quietness and love for Christ on the 
Cross, while his persecutors were the personification of Satan 
on earth. Castellion started from the Theologia Deutsch and the 
Verba idiotae, a strange medieval mystical text which had attracted 
the attention of Giovanni Pica della Mirandola. Others took the 
desire for peace between Christians as their starting point; yet 
others, the right of the scholar to inquire into, confront and 
criticize the errors of the ignorant. Present in many of them, 
(those whom Calvin later called 'libertines', and in Fausto Sozzini 
for example), was a complete indifference to every form and 
method of ecclesiastical organization and 'ritual'; sometimes 
particular ideas emerged on the after-life, re-echoing Hermetic 
motifs-that is, motifs which take up some central themes of 
Renaissance humanism. In the Institutio of I 55 9-6o, Calvin dis
cusses the Platonists and the critics of the dogma of the Trinity. 
This suggests that there were connections between the Floren
tines and the new heretics, between the old humanist attitudes 
and the humanist religion of Calvin's contemporaries. This 
implication must not be overlooked, even if it needs reservations. 

Christ's Kingdom 
What, finally, was the relationship between the humanist Renais
sance and the rebirth of 'radical' religion? The Protestant tradi
tion (that darkness reigned before Martin Luther; with him the 
light of religious truth once more dawned on Europe) is easily 
seen to be too crude. Writers at the time had no simple answer. 
Fausto Sozzini (an Italian Protestant of very independent views 
whom we have already met) in an early work (1570) tried to 
define the essence of Christian belief by referring to a few well
known passages from Dante's Divine Comedy. Sozzini's vision of 
Christian history is not out of keeping with the 'spiritual' religion 
propounded, for instance, by Celio Secondo Curione. He believed 
that the Kingdom of Christ and the Kingdom of Satan are not 
separated by geographical boundaries (between Catholic countries 
and Protestant countries, and Christian and non-Christian coun
tries), but they both exist inside all men; the conflict is in men's 
minds; therefore it is universal in space and time. Thus it is 
useless, indeed the work of the devil, for one Christian to fight 
another (Catholic or Protestant); it is useless to leave a Catholic 
country for a Protestant one, since Antichrist, Satan, exists 
everywhere in the guise of persecution and the spirit of oppres
sion. Almost the same conclusion is reached, not in good Latin 
but in vernacular German, by Sebastian Franck (1499-1 542), the 
author of various works and compilations among which the 
most famous has the title Chronica, Zeitbuch und Geschichtsbibel von1 
Anbeginn bis I J J I. Franck, a deeply religious man ofletters (though 
certainly not a humanist), recognised the merits of some popes, 
and criticized the overbearing attitudes of various emperors, who 
had been hostile to the clergy but unfriendly to true religion and 
the poor. In his severe judgments on the Renaissance popes, in 
which he reproduces Erasmus' themes in the Julius exclusus 
(a dialogue in which the Pope is barred from heaven for his 
violent and overbearing character), Franck allied himself with 
the condemnations made by the first reformers. However he is 
not concerned with polemics or historical reconstructions; like 
Sozzini, his main concerns are outside the realms of history. The 
example of suc:h men was to be followed in the next century, 
when attempts were to be made to write 'impartial' histories of 
religious life and doctrines. But this takes us far beyond the 
religious humanism of the Renaissance. 
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{I see highwaymen) hangmen} soldiers of fortune and 

stabfe,.boys nowadays more learned than the 

scholars and preachers of my time.} 
RABELAIS 

The crown of France, 
during the years when the Renaissance was leading to a radical 
break with the old traditions, was worn by Fran~ois Ier - one of 
a trio of princes, born within eight years of each other, whose 
subjects looked upon them as harbingers of a new Europe. Each, 
as he ascended his youthful throne- Henry VIII in I 5 09, Fran~ois 
in I 5 1 5, Charles V in I 5 I 6 - was tempted to see himself in that 
light also. Each offered himself as a candidate for the Holy Roman 
crown in I 5 19. Each was proud of his humanist education and 
conscious of his responsibilities to scholarship and the arts. Each 
strove, by means that he could ill afford, to outshine the others in 
pomp, luxury and prestige. 

The fourth power in Europe was the Pope, but neither he nor 
Henry of England could seriously claim to be one of the protago
nists. These roles belonged to Frans;ois and Charles, between whom 
a bitter struggle for supremacy was inevitable and indeed ancestral 
(Charles was descended from Duke Charles the Bold and therefore 
claimed Burgundy as part of his patrimony). It was a struggle 
which worked itself out mainly in Italy. Popes, intimately 
involved, gave their support to one or the other as the situation 
fluctuated, before deciding finally in favour of Charles. Henry, 
from a safer distance, tried to do the same, concluding treaties of 
alliance with Frans:ois (1 519) and Charles (I 522) and breaking 
both. 

Of the two great problems ofFran~ois' reign one was external-

the war against Charles; the other internal - the religious schism. 
In France, as in England, the country was divided. Fran~ois held 
firmly to the Catholic cause, though he did not pursue it whole
heartedly: the Protestants within his own dominion were power
ful enough to deserve conciliation, and those in Germany danger
ous enough to his rival to repay discreet encouragement. By 
temperament Fran~ois was not a fanatic; nor indeed was he 
markedly endowed as a statesman. In his early years he could act 
with spirit and boldness, but his policies were indecisive, his 
judgment of men poor and his industry unsustaL'led. 

His reign is remembered> not for political success, but for the 
flowering of French culture which it saw and which Fran~ois to 
some extent made possible. While he occupied the throne (from 
I 515 to I 547) France emerged fully into the Renaissance. He 
founded royal readerships which developed into the College de 
France, supported and protected Bude, appreciated Marot and 
employed Cellini. Handsome, accomplished and avid for amuse
ment, he gave the French court a charm which it might not other
wise have possessed. Power indeed was often in irresponsible 
hands; revenue was spent on ostentatious displays and offices 
were distributed according to the whims of pretty women rather 
than by merit. This was excused at the time and has been excused 
since. The Klng, as a historian of the next century observed, 
'had a noble passion for everything beautiful.' (1) 





French ambitions in Italy went back to the I 3th century, when 
the House of Anjou ruled aples. Fran<_;:ois' two predecessors, 
Charles VIII and Louis XII (above), had tried to assert this claim 
and both, aided by hostility between the Italian states, had 
partially succeeded. In I 5 I 5 Fran<_;:ois Ier conquered Milan and 
ruled it for six years. But Pope and Emperor united against him 
and in I 52 5, at the Battle of Pavia, he was ignominiously defeated 

and taken prisoner. Pavia, in the background (below) was being 
besieged by the French, when their camp was attacked by the 
Imperial army. In the foreground the king is shown on a kneel
ing white horse surrendering his sword. Fifteen years later 
Fran<_;:ois met his old enemy again. In a painting commemorating 
the occasion (above), he is prominently in the centre, the sombre 
figure of Charles next to him on the right. (2, 3, 4) 



The relig ious conflict , which had smouldered all through the 
reign of Fran<;:ois, burst into flame during that of his son Henri II 
(above left). Married in 15 3 3 to Catherine de Medicis of Florence 
(centre), he was killed in a tournament accident in 1559. During 
the minority of their son Charles IX (right) the French Protestants, 
or Huguenots, seemed to be gaining political power and on St 
Bartholomew's Day 1572, in a plot organized by the Queen 

Mother and the Duke of Guise, nearly all the Huguenots in Paris, 
about 2ooo, were suddenly attacked and murdered. In a contem
porary picture of the massacre (below) several incidents of that 
day are combined. In the centre the young king inspects the 
decapitated body of Admiral Coligny, the Huguenot leader, and 
further back, Catherine gloats over a pile of corpses. Charles IX 
died soon afterwards, reputedly filled with remorse. (5-8) 



The supreme patron relaxes among 
a circle of cultured friends-the 
picture of himself which Frans:ois 
Ier hoped to transmit to posterity 
(right). Here the king listens to a 
reading by Antoine Macault from his 
translation of the Greek historian 
Diodorus Siculus . The date is about 
15 p. To the left of the king are 
his three young sons, to the right 
Cardinal Duprat, Chancellor of 
France. Macault, the friend of 
Marot, made several classical writers 
available in French, including much 
of Cicero. (9) 
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The king's sister, Marguerite of 
Navarre, not only provides evidence 
of the emancipated position of women 
at this time but is a fascinating 
personality in her own right. Twice
married, witty, cultured and talented, 
she gathered round her a group of 
men of letters which tended to 
outshine that of her brother. The 
most famous of her own works, the 
Heptameron, modelled on Boccaccio, 
evokes the atmosphere of Renais
sance France as vividly as do the 
painters of the School of Fontaine
bleau. In religion she inclined to 
Reform, and it was her daughter 
Jeanne who became the mother of 
Henri IV. (Io) 

Growing awareness of humanist 
ideas made France the first country 
outside Italy to feel the new intellectual 
currents. As early as the 146os Robert 
Gaguin was pressing for a reform of 
university education and a deeper 
study of the classics . It was his 
friends Guillaume Fichet and Jean 
de la Pierre who first brought 
printers from Germany to France. 
Fichet's Rhetorica (I47I) is among the 
earliest books printed in Paris. This 
presentation page (left), on vellum, 
is from the copy sent to Pope Sixtus 
IV. The picture and decoration have 
been added by hand. (I I) 



The first book in French to be 
printed in Paris was the Chroniques 
de France (1477), of which the 
first page is shown here. The arms 
are those of Jean de Malestroit, its 
original owner. Like the volume of 
Fichet shown opposite, this belongs 
to a transitional stage of printing, 
when the ideal was to imitate a 
hand-written book as closely as 
possible. The type-face is based on 
manuscript forms and a space was 
left blank for the illumination. The 
Chroniques are also of interest in 
showing the rising nationalism that 
often accompanied the New Learning. 
At the beginning of the text is the 
heading: 'The first chapter tells how 
the French are descended from the 
Trojans.' (u) 

The personal voice of Renaissance 
man speaks in the Essays of Michel 
de Montaigne (above), for whom 
ordinary private life, daily experience 
and meditation, were of absorbing 
interest and value. Fully aware of 
what was happening in the world, 
alive to the new races, societies and 
moral codes which exploration was 
bringing to light, Montaigne pleaded 
for tolerance and understanding. Peace 
of mind, the discovery of one's true 
self- these are the highest goods. In 
quiet prose studded with classical 
allusions he reveals his own character, 
his prejudices, passions, fears and 
deepest thoughts: 'I desire therein to 
be delineated in mine owne genuine, 
simple and ordinarie fashion, without 
contention, art or study; for it is my 
selfe I pourtray.' (13) 



The face of Paris was changing at a 
pace that had no precedent in history. 
The stages of growth can be traced, 
like the rings of a tree, on this map of 
the late 16th century. The circles, 
originally lines of fortifications, are 
today occupied by the boulevards 
(literally 'bulwarks ')-the wide streets 
laid out when they were demolished. 
(14) 

Few of the a rchitects who were 
creating the new Paris had a real 
insight into the Renaissance style, 
which indeed came far less naturally 
to them than to their Italian counter
parts. French Gothic was deeply 
engrained, and for the new style they 
had to depend on brief visits to Italy 
and books of engravings. In Philibert 
de l'Orme's screen for St-Etienne-du
Mont (right) he combines Milanese 
motifs like the foliated pilasters and 
baluster columns with an airy elegance 
that was to become typically French. 
(15) 
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The mythical foundE!r of the city
Paris, son of Priam- appears as a 
contemporary Frenchman in this 
tapestry. (16) 

Gothic translated into Renaissance 
idiom but with structure and pro
portion unchanged: the strange tran
sitional church of St Eustache, begun 
in 15 32· (17) 

A wave of new build ing began with 
Fran<;ois' return from captivity in 
Spain. Below: Chateau de Madrid, 
begun in 1528. (18) 
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The focus of Franc;ois Jer's cultural 
ambitions became the Chateau of 
Fontainebleau, which grew by gradual 
accretions from a hunting lodge to a 
vast palace. Here he collected his 
choicest treasures and employed his 
most valued artists . Rosso Fiorentino, 
Francesco Primaticcio and Benvenuto 
Cellini were all lured from Italy to 
work on the decoration. The style 
they created, based on Italian Man
nerism, was new to France and new 
to Europe. Taken up by native 
French painters, the 'School of Fon
tainebleau' characterized a whole 
generation. Left: Diana the Huntress, 
a mythological portrait of Diane de 
Poitiers, the mi stress of Henri II, 
painted about I 5 50. (19) 

'The King cried aloud in astonish
ment and could not look at it long 
enough', says Cellini describing the 
salt-cellar that he made for Franc;ois 
Jer (below). The male figure, with 
trident, represents Sea, the female 
Land: 'Both fig ures were seated with 
their legs interlaced, just as the arms 
of the sea run into the land.' ( 20) 



Arts overflow into one another in Rosso and Primaticcio's 
Galerie Franrois l " at Fontainebleau. In a design of immense 
vitality and inventiveness, the lithe elongated figures of the paint
ings seem to climb out into three dimensions, mingling with the 
sphinxes, putti and swags of fruit that surround them. The strap-

work, echoed in the wooden panelling below, became a favourite 
motif in Flanders and England. The picture in the foreground is 
the S hip1Vreck of Ajax by Rosso; note, above it, the heraldic sala
mander ofFrans;ois Jer. The gallery was originally open, with win
dows on both sides, but has been considerably altered since. ( 2 I) 
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The Risen Christ of Germain Pilon, part of a 
never completed R esurrection, seems inspired by 
Michelangelo. Primaticcio had brought with him 
to Fontainebleau plaster casts of several famou s 
statues both antique and modern, including one 
of Michelangelo's R isen Christ in Rome. (22) 

Italy and France interpenetrate at every stage 
of the story. A bove: Michel Colombe's StGeorge 
and the Dragon ( r 5 o9), a late Gothic work in a 
Renaissance frame supplied by an Italian sculptor. 
Right: the tomb of Louis XII, commissioned by 
Franc;ois Ier from two other Italians, Antonio and 
Giovanni Giusti . (24, 25) 
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The promise of French sculpture at 
the turn of the 14th century was not 
immediately fu l@led. Claus Sluter's 
Well of Moses (detail right), carved 
soon after 1395, has no parallel in 
Italy until the work of Jacopo della 
Quercia some twenty years later. 
From there the development led on 
to Donatello and Michelangelo, but 
in France it lapsed, to revive again 
only after the High Renaissance had 
passed, and in a style almost wholly 
dependent on Italian model s. (23) 



Questio n: whether the famous Diana 
~jAnet (right) was made by a French 
or an Italian artist. The most brilliant 
of the French sculptors, Jean Goujon, 
was long the favourite candidate, but 
this is now doubted and the name of 
Cellini has been suggested. The 
Diana, with her slim long body and 
small head, is indeed a characteristic 
product of the School of Fontaine
bleau, where both traditions met. It 
was originally part of a fountain 
which stood in the courtyard of 
Anet. (26) 

The clinging draperies and sinuous forms of Gouj on's most 
famous work, the Nymphs for the Fontaine des Innocents (below) 
show a delicacy surpassing even Cellini's . The strained poses derive 
from Mannerism but the drapery patterns are, typically, more 
classical. Goujon also worked on the decorative reliefs of the 
Louvre; seep. 295. (27-30) 



A new exuberance bursts into life in French architecture during 
the first years of Franc;ois Ier's reign. The nearest parallel is the 
flamboyant Gothic of a century earlier, and indeed much of the 
feeling behind these bui ldings is medieval. Chambord (right), 
begun in I 5 I9 and not finished at the king's death, is grouped 
round a square do'!Jon with corner towers. Its most striking exterior 
feature is the roof-an extravaganza of chimneys, turrets and 
dormers which would be unthinkable in Italy yet which is Renais
sance in all its details. (3 3) 

In a magical transformation of the medieval moated castle, 
French architects produced a series of chateaux in the valley of the 
Loire which have never been surpassed for picturesqueness and 
charm. Water, no longer a defence, now adds a cool dimension of 
its own. Above: Azay-le-Rideau, Ip8- 27. The flat pilasters and 
horizontal string-courses show Italian influence, but the steep 
roof and dormer-windows are traditionally French. Below: 
Chenonceaux, begun in I 5 I 5. The earliest part is the square block 
to the right of the long gallery over the water; the gallery itself 
was added in I 5 76. Both these houses were built for rich bourgeois 
patrons independently of royal example. (3 I, 32) 



The spiral staircase was French, not 
Italian, and it was some time before 
the French could bring themselves 
to forego it. In the original plan for 
Chambord, by an Italian architect, 
the staircase was to be two straight 
flights of steps (as had already been 
used, in fact, at Chenonceaux). But in 
the event this was replaced by the 
fascinating double-spiral now to be 
seen in the centre of the main block 
(left). The external staircase at Blois 
(right), one of the earliest works of 
the new reign, is still Gothic in 
structure and in such details as the 
gargoyles and statues under canopies. 
Everything else is Renaissance, and 
the king's salamander proudly climbs 
its way up the balustrades. (34, 3 5) 



' Fran~ois in war is Mars, in peace Minerva, Diana in the chase, ..,. 
Mercury in eloquence and Cupid in love.' The somewhat grotesque 
allegorical portrait (right) shows the king in all five roles com
bined. It is attributed to Nicolo da Modena, another Italian artist 
working at Fontainebleau. (3 7) 

Ia Au~oris diltidton:. 
Excute follicito fragilcs de pectore c:uras; 

Et ftudcu fUberas arte fubire domot. 

Teachers at the College des Lecteurs Royaux: Oronce Fine, reader 
in mathematics (top: frontispiece of his De mundi sphaera, I 5 42, 
showing Fine with the muse of Astronomy, Urania; Fran~ois 
Votable (above left), reader in Hebrew; and Jacques Toussaint 
(above right) in Greek; 'he spoke', says one of his students, 'in 
choice Ciceronian Latin, but always clear and always within the 
grasp of those who were listening'. (36, 38, 39) 

q8 

f l~ 11 coys c.n gunrc dl VtL\\d r~ 1;1r cu\ 

f.n pap, ·" mcme d ia 11c ab chllk ~A"' 
A ben parle.r .\H':rCt ln:· copieu .J:Y.:l::>..r?AY 

;\ htcn ayturx. vr.1y Am . 111 · plnn ~c gra ·c 

0 l;·.ulcdxllrcnl ~· ho11 on: donr Lt b ee~ 
ne l Oll gr.l nd oy tJ! 1 (:II ~\d lr '\ ,lt l\ IT c:rv M 

Cull ~nor.HJ i t ulrrs en tlt tli .u· pLHc£(1'. 
Mmcrur Mcl.r5 \1 1J t H.:. J'\rt1CLE A'l: rcur.c.('\Q 

Michel de L' Hopital (above left), himself a scholar of distinction, 
was able by his position at court (he became Chancellor of France 
in I 5 Go) to encourage both patronage of the arts and toleration in 
religion . Lefevre d ' Etaples (above right) combined scholarship 
with practical religious concern. He edited both Aristotle and the 
Church Fathers, studied mysticism and translated the Scriptures 
into French. (4o, 4I) 



The greatest name in French humanism is that of Guillaume 
Bude, one of the few scholars who can stand beside Valla and 
Erasmus . Born in Paris in I468, he was sent as ambassador to the 
Pope by Louis XII and attained a position of influence over 
Fran~ois Ier. To him are due most of the king's progressive 
measures, including the founding of the royal readerships . H is 
first notable work was the Annotationes, a commentary on Roman 
law published in I 5 o8. In I 5 I 5 came his masterpiece, De asse, a 
treatise on classical coins and measures. Both these works go far 
beyond their nominal subjects, containing discussions and 
digressions on almost every aspect of ancient life and culture. In 
this portrait by Clouet he holds an open book with a quotation 
from the Stoics. (44) 

Scholar-printers, such as the Estiennes and Simon de Colines, 
played a vital part in the spread of humanist ideas. Below left: the 
Hebrew Psalter printed by Robert Estienne in I 540, with his 
device of the olive tree. Right: a plate from the Anatomy of 
Robert's brother Charles (I546), printed by de Colines, their step
father. (42, 43) 

c,iM,co 
j!,""~ , _ .~. ~;;,_,,.,., JID'II'I\. 

~.., r~ -cPJ~ •·~ * 101p~ -p,.> 
·~111:"~'""' 

Pfalterium. 

P AR. lS I I S. 

Ex officina Roberti Stcphmi, r:ypographi Re&no 
N . D. Xl., 

iiti1 'Dlt ;; :~ 

Cum priuilcgio Rcgis .t .. . 

J eon Do rat came to Paris from 
Limoges in about I 5 30 and established 
himself as a poet, teacher and scholar 
of antiquity. Ronsard was first his pupil 
and later his rival when they were both 
made poeta regius, Dorat championing 
Latin and Ronsard French. (45) 

George Buchanan was a Scot but 
spent much of his working life in 
France and had the distinction of 
teaching both Montaigne and Mary 
Queen of Scots. Besides poetry and 
religious satire, he wrote on history, 
political theory and astronomy. (46) 

Nicolas Bourbon (below) illustrates 
the dilemma of the humanist poet
the vernacular or Latin? Bourbon 
chose the Latin of the classics and of 
humanism. His work is impressive in 
its range but the future belonged 
to French. (47) 
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The passion plays of the Middle Ages continued to be acted 
during the I 6th century, while a revival of classical drama was 
beginning among the intelligentsia. This drawing of the stage at 
Valenciennes, where the whole Passion story could be performed, 

Renaissance pageantry blended with medieval habits of thought 
in a way that is reminiscent of architecture. This curious painting 
by Antoine Caron (below) shows a fete such as was popular in the 
second half of the I 6th century. Caron himself might have con
tributed decor. It is based on an old play, Octavien et les Sibylles, 
dealing with the meeting of Augustus with the Tiburtian Sibyl. 
In the foreground the Sibyl points to the Virgin and Child as the 

shows that by I 547 the sets were wholly Renaissance in style. The 
various parts are labelled- Paradise, Nazareth, the Temple, 
Jerusalem, the Palace, the Priests' House, the Golden Gate, 
Limbo and Hell. (48) 

object of true worship. On the right her servant approaches a 
fountain which it was prophesied would run with oil when Christ 
was born. Four more sibyls and three imperial officials stand on 
the left. The scene is set in the Tuileries Gardens: from left to 
right are a tourney held in the Grandes Ecuries; Catherine de 
Medicis, centre, in red; the two-gabled pavilion built I 570-72 by 
Jean Bullant; and the river Seine. (49) 
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Cultural values in a 
troubled age 

I. D. McFARLANE 

WE ARE no longer prepared to accept the view which conveniently 
but too simply, linked the advent of the Renaissance in France 
with the Italian wars of Charles VIII and Louis XII; many currents 
had penetrated long before. On the other hand, we are still mea
grely informed about the so-called fallow decades of the I 5th cen
tury in its cultural aspects. This is a period when the political unity 
of the country is still far from assured and the Royal domain is 
only a fraction of what it will become later in territory and 
authority; moreover, the vernacular has not reached the stage when 
it can be considered the normal vehicle for cultural communica
tion. We are, however, on the threshold of the days when these 
two elements will become realities, and in so far as the French 
Renaissance includes a growing national awareness and seeks to 
break with what is thought to be a static past, the middle third of 
the I 5th century may serve as a useful starting point. 

'Intellectual Reform' 
The full influence of the Renaissance did not make itself felt for 
some decades, but both internal deficiencies and external pressures 
made men of good will aware that France had lost something of 
its former cultural momentum. The court of the dukes of Bur
gundy, and even Lyons, proved more attractive to some men of 
letters than did the capital; and the prestige of Paris, as the centre 
of theology, was at a very low ebb: the dreary disputations and the 
wrangling between Ockhamists, Scotists and others had taken the 
vitality out of religious discussion, and it seemed to many that the 
gap between learning and life was widening rapidly. Contempo
raries also deplored the decay of Paris as a centre of Latinity; and 
there were persistent complaints, not only about the mores of the 
ecclesiastics and the various religious orders, but about the decline 
in teaching standards and the ignorance of the average clerk. Small 
wonder that the first generation of humanists called out for what 
Renan was later to describe as the 'moral and intellectual reform 
of France'. Sporadic: attempts had been made earlier to put the 
house in order: Cardinal d'Estouteville had vainly urged university 
reform in 145 3, and renewed exhortations some years later had 
been scarcely more effective. It is only after the I46os that reform
ing zeal began to assert itself vigorously, and here the role of 
Robert Gaguin and his wide circle of friends becomes apparent. 

Gaguin (1433·-1 5o I), head of the Trinitarian Order, more than 
once Rector of Pari:; University and a diplomatic envoy, was not 
himself a true scholar: he had scarcely the time to become one and 
his life was essentially one of administrative and pedagogic 
crusades. Like his friends, he saw the great need for the restoration 
of the Sorbonne to its pristine glory-though he was inclined to 
lay less stress on certain theological pre-occupations; above all, 
he sought the introduction of educational reforms which would 
give the student the proper moral and cultural foundation on 
which to base his life. In practice, this meant a return to the classics, 
the proper approach to which should inculcate virtues likely to 
develop the Christian attitude to life. Gaguin did much, it is true, 
to reform his own Order; he exercised useful influence in the 
University, he also strengthened the links between scholarship in 
Italy and France. He rapidly grasped the importance of the recent 
advances in printing for educational ends. One of the first books 
to be published in France was his friend Guillaume Fichet's 

The press of Josse Bade (jodoctts Badius Ascensianus), one of the first 
scholar-printers to settle in Paris. During his travels in Italy he learned 
not only the new art of printing, but also Greek, which he taught at 
Lyonsforsome ten years. {I) 

Rhetorica (I471); he himself, laying much stress on the value of p 168 
Latin verse composition, composed an Ars versiftcatoria (c.1478) (u) 
which ran through innumerable editions before his death; and 
various friends had their Latin compositions published: Pierre de 
Bur, canon of Arras, whose poems appeared posthumously; Nico-
las Harry, the author of sacred verse printed in Lyons and Paris; 
Simon Nanquier, whose curious elegy De miseria homini's enjoyed 
an unprecedented success throughout the 16th century; Guillaume 
de la Mare, the enlightened Rector of Caen University, one of the 
most engaging figures in this first wave of humanists. 

In this campaign, the early humanists were helped, not only by 
enlightened ecclesiastics and teachers, but by the appearance of the 
scholar-printers, the outstanding example being Josse Bade (Jo
docus Badius Ascensianus, I468-153 5). This scholar from the Low f I 

Countries, after an apprenticeship in Lyons with Trechsel, moved 
to Paris, where he was responsible for an immense number of 
classical texts and school manuals on which the younger generation 
was to feed. His editions of Horace, Vergil and of moderns such as 
Battista Spagnuoli ('good old Mantuan') or his imitator, Pierre 
Rosset, as well as of various reference books, stretched over nearly 
thirty years; the most significant period of his activity ran from 
15 05 to I 5 I 5. A glance at his classical editions shows what he was 
about: first, a genuine attempt to provide a more reliable text, 
second a grammatical exegesis (including metrical observations 
where this proved necessary), and finally a 'moral' commentary 
which often claimed more space than the linguistic. The stress was 
indeed on the moral elements: aesthetic matters and questions of 
Golden Latinity were left aside, so that no distinction was made 
between Vergil and the other 'swan of Mantua' (Spagnuoli) whose 
eclogues were used in schools down to the 17th century. A further 
factor in this educational drive was the presence of a number of 
conscientious pedagogues from the Low Countries in Paris col
leges: Petrus de Ponte, the blind poet of Bruges, who settled in the 
capital and eked out a precarious existence for over thirty years, 
teaching, composing vigorous but incorrect Latin verse and pub
lishing manuals; Gilles de Delft, one of the early editors of 
Aristotle; Michell' Anglois and others of more modest achieve
ments. The importance of this element in Paris cannot be neglect-
ed: but, for all its pedagogic fervour, it may be that it delayed the 
full action of Renaissance currents flowing directly from Italy. 
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Finally, mention should be made of the serious attempts made by 
certain colleges to put themselves in order, in particular the 
College de Montaigu, whose Principal, Standonck, also came from 
the Low Countries and was closely connected with the Brothers 
of the Common Life at Windesheim. 

Patriotism and Culture 
In all this, there may also be detected a rising sense of patriotism. 
Gaguin himself had written a chronicle of France; and many of 
the early humanists were concerned to make France recover the 
lead it had lost to Italy in cultural matters. During the reigns of 

p 166 (2) Charles VIII and Louis XII, one notes the infiltration into court 
circles by humanist poets, where they developed a curious form 
of Vergilian propaganda, and by their celebration of French 
victories produced a type of committed poetry intended to act as 
publicity and often, for that reason, translated into the vernacular. 
Indeed, during these years a real symbiosis between Latin and 
vernacular poetry came into being. Germain de Brie (c. 1490-I 53 8), 
later to achieve fame as a Greek scholar, wrote a poem on a naval 
encounter between French and British vessels (Hcrveis, I 513); 
another composition on the same episode came from the pen of 
Valeran de Varanne, who later wrote an extensive epic about Joan 
of Arc (I 5 I6). And the Benedictine monk, Humbert de Mont
moret, wrote abundantly on various military events towards the 
end of Louis XII's reign. The importance of the humanist, in 
ceremonial, propagandist or wider cultural respects, was reflected 
in the increasing patronage shown not only by royalty, notably 

f 2 Anne of Brittany, but also by ecclesiastics and members of the 
nobility. 

This stage in humanism marked a conscious effort to remove 
the degenerate elements in recent theology and education, and to 

Anne of Brittany as Juno in the dedication of a book by Jean Lemaire 
de Belges, of stories linking the history of Troy with that of Gaul. The 
queen is given the attributes of Juno on the basis of a laboured pttn between 
'juno' and ']uvans omnes' (helping all). ( 2) 
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return to a healthier and more illustrious state in which France 
and particularly Paris could enjoy the fame they once knew. These 
early humanists were instrumental in clearing the ground; one 
should not, however, think of them as being in any sense 'modern'. 
Though stirrings may be found among younger spirits as, for 
instance, Jean de Vitrier, who incurred the displeasure of the 
Sorbonne, and though Gaguin himself was more interested in 
behaviour than in theology, the outlook of these men was still 
essentially medieval. When Gaguin did enter the theological fray, 
as in the dispute on the Immaculate Conception, he was on the 
side of the conservatives. When, in a later generation, the Scot p 179 
George Buchanan showed his contempt for his compatriot, John (46) 
Major, he was referring to a man who had done his best to rein
vigorate traditional theology in the Sorbonne; and the College de 
Montaigu at which Erasmus and Rabelais laughed was the college 
already reformed by Standonck. This impression is confirmed by a 
glance at the books printed in Paris during the last thirty years of 
the century: they are nearly all in Latin, and the prominent cate-
gories are books of established devotion, pedagogic manuals, 
Church Fathers or classical texts from a restricted number of 
authors: no Catullus, no Tibullus, Horace only as a moralist, the 
satirists suitably bowdlerized, the historians, Vergil or Ovid 
acclimatized to the medieval tradition. Even the manuals are not 
as advanced as one might think: the most successful manuals tend 
to be adaptations of earlier works, and Despauterius' various 
grammatical textbooks owe much to Alexandre de Villedieu. The 
foreign humanists who made an impact are either the Nether
landers already mentioned or, among the Italians, Beroaldo, 
Faustus Andrelinus and Spagnuoli who, at best, represented only 
one facet of the Italian Renaissance. The gap which showed 
between these early humanists and the younger generation of the 
I 5 3os is revealed by the oblivion into which most of these fore
runners fell after Frans:ois Ier came to the throne. These pioneers 
had shown the need for educational reform and had supported the 
view that moral formation lay through the classics, but the 
classical world they knew was that of their predecessors; impor-
tant aspects of the ancient world remained a closed book to them, 
and few showed sensitivity to the aesthetic aspects of the Italian 
Renaissance. In a sense they were sorcerer's apprentices: they 
unleashed forces they had hardly suspected. 

In some provincial centres, encouraging progress was being 
made. At Caen printing went ahead fast and Guillaume de la 
Mare's impressive figure gave an important lead. At Orleans, the 
home of civil law, an important group of humanists was to be 
found. Not only was Orleans to be associated with the renewed 
study of Roman law, but much was to be done there for the 
development of Greek studies, stinmlated by the presence for a 
short while of Girolamo Aleandro. Troyes also was an important 
cradle of humanism. Above all, Lyons, closer to Italy, relatively 
free from supervision owing to its lack of university and Parle
ment, and one of the major centres of European trade, was enter-
ing a phase of high economic and cultural activity. Standing at an 
international cross-roads and inhabited by a largely Italianate 
population, it was more receptive to currents from abroad. 
Symphorien Champier, the eminent polymath and disciple of 
Ficino, lived in Lyons; and it was not long before many printers 
established themselves there. It was in Lyons that many of the 
pseudo-Aldine editions were printed after 1505. It is significant 
that, among the vernacular writers of distinction, Jean J 2 

Lemaire de Belges (1473-?I525) remained for a long period out-
side the influence of Paris. Connected with the court of Margaret 
of Austria and with Lyons, he certainly shows in his writings some 
adherence to the Rhetoriqueur traditions, but in his balanced view 
of national sentiment in literary development, his creative use of 
the French language, his wider range of sensibility which moves 
from a delicate badinage to an imaginative sympathy with the pagan 
elements of the ancient world-the description of the temple of 
Venus, condemned at conscious level in his Concorde des deux 
langages, triumphs by its artistic fervour over the temple of Miner
va-in all these ways, Lemaire is the herald of a new age. 

To equate humanism with the Renaissance would be quite mis
leading, but at this stage, there is no doubt that French humanists 
played an essential part in preparing the way for a wider awareness 
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of the Renaissance. Not only did they by their philological 
approach, as well as by their fresh look at religion, make it easier 
for the next generation to develop new intellectual attitudes, but 
by their strengthening of links with Italy they facilitated the 
penetration of other aspects of the Italian Renaissance. 

The Age of Frant;:ois ter 
In many minds, the reign of Fran<;ois 1er is connected with the 
flowering of the French Renaissance, and in a sense this is true: 
the numerous contemporary homages paid to him were not all 
lip-service; there is no doubt that court life with its refinement of 
social and aesthetic considerations acclimatized certain aspects of 
t...~e Italian Renaissance; moreover, during this period the popu
lation of the country was increasing, a considerable economic 
prosperity was developing, and in certain strata of society a more 
luxurious and refined way of living was becoming apparent. 
Changes in taste were reflected more especially in architecture. 
Nevertheless, this blossoming covered only part of Fran<;ois' 
reign: the early year~; showed a reduction of patronage, humanists 
suffered during his captivity after the Battle of Pavia (1 525), and 
it was not until the return of the Royal children, held as hostages, 
that things really got under way. On the other hand, the last 
decade of his life, clouded by foreign policy troubles, religious 
dissension, economic perils and his own illness, is reflected in a 
literary ralfmtmJdo and the waning of the cultural optirPism, so 
marked :1. feature of better days. Nevertheless, we see the seeds of 
new things between the final years of Louis XII's reign and Pavia. 

First of all, L.~e development of serious scholarship. Gaguin and 
his frieuds, for all their humanist enthusiasm~, v;ere not learned. 
And among those who made their mark before the advent of 
F::an<;ois Ier, only Lefevre d'Etaples (145o-r536) and Guillaume 
Bude (1468--1540) ~tand out, and of the~e two Bude is the one who 
bad the true scholarly urge. One of the fe<ltures of the French 
Renaissance is that it produced scholars of greater depth and 
distinction than Italy, less belles lettristres, no doubt, but wider
ranging and methodologically sounder-Bude, Toussaint, Vatable, 
Turnebe, Postel, Lambyn, Muret, Estienne, Vinet, Passcrat. Bude's 
early \\'arks were rrore obviously limited to erudite ends-Amzo
tathne.r in pandectas (I 5 o8) and the De as.re ( r 514)-\•oorks which 
go far L}eyond the limits of their professed dornains, b.w and 
numismatics, a..n.d which show a quite unusual gift for the proper 
ir1terpretation of so~.:rccs and a most comprehensive kx10wledge 
of the ancient world. Nevertheless, Bude v.-as no ivory-tmver 
sat•ant, and he is typical of the Renaissance in the sense that his 
learning was not divorced from a keen aw2.reness of the t•ita activa; 
his later v,·1·:ti...Dgs s]'own his eager concern with problems of gov
ernment, Es appreciation even of economic issues, a horror of \Var, 
;1.nd though his religio-us outlook still retained many medienl 
elements, one can see in him too the shift of emphasis from 
doctrine to inner religion. 

Lefevre d'Etaples' scholarship was certainly less impressive 
tban Bucle's, 11or would he have daimed to ri.val him; in his eyes, 
i.cholarship was the handmaiden of a revitalized religion, and this 
is seen in tl1e choice of texts he edited. First, he sought to produce 
an edition o£ Aristotle which was shorn of the accretions cf 
medieval commentary and which allowed the philo~opher to 
appear as he truly was. Second, he interested himself in the Church 
Fathers; thirdly, h·~ turned to the study of Nicolas of Cues and 
writers of the mystical tradition; finally, he concerned himself 
with the sacred texts and their translation into the vernacular. 
From the religious point of view, his activities revealed the 
conviction that rel.igion must rouch the inner man and not confine 
itself to arid discussion of dogma or outward observance of pre
cept-with the further impliclltion that since the scriptures held 
the key to religion, their diffusion must logically follow in the 
vernacular. It is in these respects that Lefevre can be seen as a 
link-figure between the older humanists and the generation of 
Guillaume Bri<;onnet and l\Iarguerite de Navarre. From the 
scholarly point o:: view, Lefevre dld much to promote Greek 
studies: before hin, there had been some interest shown as a result 
of isolated teachers sojourning in France, and men such as Jan 
Lascaris \vere also important agents .. i\.mong those who exerted 
some influence on the Greek studies of the younger generation 

The translation of Italian culture to France: the French t'ersion if the 
'HypnerototJJachia Po/iphili' is based closely on the Venetian editiof1 if 
47 years earlier, but whereas the first ( abotJe) was simple, linear and 
clear, the Frmch artist give.r the scme an atmosphere of slip}tfy .menacing 
gloom. ( 3, 4) 

were Gcr:na1n de Brie, editor of St J ch .. '1 Chrysostom, and Jacques 
Toussaint, who encour2ged hls pupils to translate the Greek An
thology into Latin verse. Nevertheless, though the penetration of 
Greek culwre was undoubtedly important, the number of compe
tent Greek scholars in France in the I 6th century was rather 
smal1er than is generally supposed. It is curious how many Greek 
authors were rendered into Latin throughout the century, and one 
is struck bv the extent to which the traditional views in scientific 
matters, o~iginally so coloured by the Greek attitudes, remain 
unchanged by the New Learning. 

Printers, Books end Readers 
Ne;rcrtheless, scholarship did make noteworthy progress during 
the 15 zos and I 5 3os, and in more ways than one. The multiplica-
tion of more reliable texts, edited both locally and abroad, 
proceeded on a very great scale, and here the rapid development 
of printing contributed handsomely. We note the presence of 
several major printing-houses interrelated often by marriage-a 
genealogical tree shows connections between Hygman, Josse and 
Conrad Bade, Regnault Chauldiere, Pierre Roffet, Simon de f J, 6 
Col.ines, the Estiennes, Michel Vascosan and Federic Morel. The 
Esticnne familv is the best-known, and more especially Robert p 179 
Estienne I and Simon de Col.ines stand out for their enterprise, (42, 43) 



Franrois p•· as one of the three Magi, from a book of hours printed by 
Simon de C olines in I f4}. ( J) 

Coline~ introducing the italic type and publishing very many 
manuals, Estienne developing Greek editions and bringing out the 
contemporary equivalent of the Penguin. Certain foreign printers 
of distinction came to swell the ranks, notably Christian Wechel 
in Paris and Sebastian Gryphius at Lyons. Nor should one forget 
the pioneer work of Attaignant whose musical publications were 
not only milestones of technical skill but an indication of the role 
of music in the cultural atmosphere of the time. These men, often 
scholars in their own right, could draw on the services of distin
guished humanists for the correction of their proofs. They were 
often associated with the newer religious currents, and men like 
Henri Estienne II later found their way to Geneva. Not only were 
some very useful editions printed in the I 53 os, but serious attempts 
were made to overhaul the manuals and reference works. The 
grumbles about the old primers persisted-Nicolas Bourbon and 
Sussannee had harsh words to say about Despauterius-and many 
Frenchmen tried to compose adequate substitutes; but the fact 
remains that French originals did not succeed in establishing 
themselves: either we find the older works revamped (and even 
later the Jesuits give Despauterius a new look) or foreign volumes 
became popular-Niccolo Perrotto on Horatian metres, Manci
nelli, Ulrich von Hutten, and Buchanan's Latin version ofLinacre's 
Rudimenta which went through nineteen editions in quarter of a 
century. Where French initiative made greater headway is un
doubtedly in lexicography; here the pioneer work of Robert 
Estienne established precedents which were respected for many 
decades. 

Further impetus to scholarship was given by the creation of the 
royal readerships, from which later developed the College de 
France. Nevertheless, there was delay in the establishment of these 
posts, because of the religious implications of the project. Lefevre's 
interest in Greek studies had contributed in some measure, not 
only to the furthering of Greek scholarship, but also to an 
interest in Hebrew; and humanists, anxious to return to the orig
inal sources, found themselves suspected by the orthodox, and 
the introduction of a comparative element on the philological side 
of religious studies was thought by many to threaten rather than 
to consolidate tradition. The matter came to a head first in 
Germany over the Reuchlin affair (15 I6, see Chapter VII), which 
was closely watched by French scholars; then shortly afterwards 
the emergence of Luther meant that the religious question 
became central for many people associated with the cultural 
revival. The story of these upheavals is told elsewhere, but the 
impact on the humanist cannot be ignored, as is shown by the 
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episode of Guillaume Briqonnet and the Groupe de Meaux in the 
early I 5 zos, whose reforming activities were inspired in great 
measure by Lefevre d'Etaples. By the intrusion of this religious 
problem, and also, at a cultural level, the wider penetration of 
Italian humanism and Renaissance literature, the gap between the 
first and second waves of humanists became wide indeed. The 
names of many earlier humanists disappeared overnight, and even 
a printer like Bade \vas quickly eclipsed. The humanists who 
made the transition from the one period to the other were few in 
number; and they achieved this, either because they were associ
ated with the development of Greek studies with all that this 
implied-hence the s~rvival of Lefevre, Germain de Brie, even the 
curious figure of Pierre Rosset (died I 5 32 ), and perhaps Nicolas 
Barthelemy de Laches (c. 14 78-c. I 5 40 )-or because they had shed 
their old skin: a striking example of this is Salmon Macrin 
(1490-1 55 7), the neo-La tin poet, who before I 515 had produced 
orthodox or ceremonial verse, but who after I 5 28 emerged as a 
major lyric poet, deeply imbued with the spirit of the Italian 
Renaissance and more than somewhat sympathetic to the evangel
ical currents. 

How Much Freedom? 
The average humanist certainly found himself under pressure from 
various quarters; for him, no doubt, the Reformation in its early 
stages was seen as a force for intellectual liberalism, and in any 
case the distinction between orthodoxy and beyond was not always 
crystal-clear in the years before the Council of Trent. On the other 
hand, in so far as the new humanism was deeply patriotic, there 
was a reluctance on the part of many to carry things to the point of 
schism and therefore to the rupture of a traditional unity. In 
practice, it would seem that many professed a fairly advanced 
inward religion, without breaking formally with the Church
though their children often turned to Geneva (Salmon Macrin, 
Guillaume Bude, Nicole Berault). Nevertheless, one does notice 
during these years a tendency for the Establishment to part 
company with humanism. Those who saw in reform the need for 
a return to stricter standards and unshakable authority, such as 
Calvin, might leave France in search of new pastures; but Calvin 
remained medieval in his stress on theology, in his abhorrence of 
classical literature, so corrosive in its influence, in his totally 
theocentric attitude. Others, who saw reform as the need to im
prove morality, to remove abuses and move towards a more 
personal religion, but were as yet reluctant to cross the Rubicon, 
might leave Paris and try their luck in the provinces. It is note
worthy how many pedagogic ventures were carried out beyond 
the confines of Paris-one thinks of the College de Guyenne at 
Bordeaux, staffed by many former teachers at Sainte-Barbe, the 
establishments at Nimes, the College de la Trinite at Lyons. At 
the same time, the humanist was subjected to new literary and 
pl>ilosophical influences, from Italy more particularly, but also 
from classical authors whom a previous generation had neglected 
or denounced. Through the activities of publishers like Gryphius, 
Colines, Wechel, the spectrum of literature was greatly widened: 
among the classical writers, the moralist strain no doubt persisted 
at school level, but Catullus, Propertius, Tibullus and Horace the 
lyrical poet were now read with enjoyment, as was the Greek 
Anthology. Neo-Latin writers, known before the deathofLouisXII, 
but ineffectively, now acquired great popularity: Marullus, the 
Strozzi, Pantano, Politian, Angeriano, in addition to Vida, 
Sannazaro and Navagero who followed perhaps more beaten 
paths. Then there was the steady influx of neo-Petrarchan currents, 
which often blended uncritically with the philosophically impor
tant neo-Platonic tradition represented not only by Ficino's edition 
of Plato, but also by later followers such as Ebreo or Speroni. 
These authors in their Platonic dialogues as well as more austere 
sources brought new elements to the discussion of questions 
like the immortality of the soul. Many scholars too had made 
the journey to Italy; some had studied at Padua and had absorbed 
the rudiments of a rationalist approach to philosophical prob
lems. Moreover, certain classical authors-and one thinks more 
particularly of Seneca, Cicero and Lucian, and possibly Lucre
tius-were exercising subtle pressures on the humanist mind: 
the aversion from theology, initiated by the errors of the the-
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ologians themselves, was fanned by the study of these authors, 
the very great stress which the Stoics in particular laid on ethics 
in this world helped to strengthen the shift from the contemplative 
to the active life and the sudden exposure to varied philosophical 
currents was bound to encourage sympathy for some form of 
syncretism and, later,, relativism; all this, added to the shift from 
intellectual definition to personal sentiment in the field of religion, 
began a process destilled in the long run to affect the structures of 
the mind. 

When we look at the world picture of the average Renaissance 
Frenchman, it does not, in certain respects, differ greatly from 
that of his medieval forebears. It is, for instance, curious how long 
it took for a recognizable scientific spirit to take shape; the return 
to the classics in this respect was in fact an impediment to a 
rational, empiric attitude, and the dependence on authority in this 
domain stifled the sp.irit of enquiry. There were, it is true, anum
ber of humanists, more especially on the medical and biological 

p 179 sides, who made valuable contributions-Charles Estienne in the 
(43) study of anatomy (1545), Jean Fernel (I497-155o), Rondelet 

( 1 5 07-66) and Belon (I 517-c. I 5 64) in the field of zoology; but, 
though Copernicus' view of the universe was published in I 543, 
Buchanan's conservative De sphaera (1585) was completed in the 
last quarter of the century and used as a text-book in French 
schools at the beginning of the next century. The disturbing 
CyJJJbalum mundi was published anonymously in 1 53 8 and Robert 
Breton came under suspicion for irreligious views, but it is clear 
that in the first h?.lf of the century there were very few genuine 
atheists or sceptics, t':10ugh these terms were b?.ndied about freely 
in moments of irritation and choler. Rare was the humanist 
prepared to go to the logical conclusion of his beliefs; the theocen
tric view of the universe was accepted well nigh universally; and 
the conception of man (one can hardly call it a psychology yet) 
owed much to earlier times. Ronsard's vie\v of man is not very 
different from Gaguin's, even though he may have hc~'itated on 
certain doctrinal points, such as that of the creation ex nihilo. 

The Discovery of Man 

Nevertheless, a change had come over the view of man in society, 
of his condition humaiJ;!e. There were certainly old-guard attempts to 
restore theology and the Church to its former authority; but one 
notices that for many there was, however unconsciously, some 
gap between overtly accepted doctrine and one's personal world 
view and the attitude to behaviour that goes with it. Significant in 
this connection is the attitude adopted by certain humanists to 

f 7 monasticism. Rabekis (?1494-1 55 3) no doubt followed a well
established tradition of satirizing monks for not obeying their 
rule, for accumulating capital, for immorality and so forth, but 
the core of his attack was new, in that it stemmed from his con
viction that monasticism is against nature. Nature, no doubt as 
part of the divine cosmos, was not held in abhorrence, and man 
was not asked to turn his face to the wall and shun human society; 
the stress was moving away from an obsession with salvation to 
an awareness of life fully lived upon this globe. Man had therefore 
his part to play in the conduct of a society which had something 
positive to offer. O:: course, the relations between man and his 
God formed part of the debate in theological circles-the extent 
to which man can consider himself a free agent and under what 
circumstances, the precise point at which grace may operate, the 
degree to which man can collaborate in his own salvation-matters 
which are raised also in the work of Rabdais; the problems 
themselves were not new, but they were seen in a changing 
context, the context: of a man aware of the society in which he 
must evolve. The claims of the active life became gradually 
stronger than those of the contemplative. In this, the classics 
brought grist to a mill already functioning, and it is no coincidence 
that in a mind steeped in the classics like Dolet's there should 
emerge something that looks very much like an impersonal Deism, 
an attitude which reminds us of Herbert Spencer's division into 
the Visible and the Invisible, with the stress on the Visible. 

It is thus not surprising that from the first days of the Renais
sance earnest thought was given to the problem of the nature of 
wisdom, human and divine, and recent scrutiny of the terms 
scientia, sapientia and pmdentia has underlined this shift to the active 
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A fine example of the printer's art allied to a work of scholarship: the 
titlepage of Oronce Fine's 'Euclid' printed by Simon de Colines. Fine 
made his life's work the recovery, translation and explanation of ancient 
works on mathematics, a science which was then being revived in French 
mziversitie.r. ( 6) 

Pantagruel at table-a scene from Rabelais' long burlesque epic in which 
the characters and humour are as overwhelming as the meals. Rabelais' 
mockery touched everything, from the old peda11try of the schools to the 
new pedantry of the humanists. This woodcut is from the Lyons edition 
of IJ4J· (J) 

life, ior knowledge was seen to have important connections with 
behaviour. It is equally significant that interest in education should 
have increased so sharply and enthusiastically. A belief in educa
tion implies a belief in the possibility of progress, in man's ability 
to help himself and shape his destiny, here and now. Every attempt 
was made to sweep away the cobwebs of the older methods, and 
the contrast between Thubal Holoferne, Gargantua's first school
master in Rabelais, and his more humane teacher, Ponocrates, is 
representative of the times. Not only was a new attitude encour
aged towards the classics, with their stress on ethical matters 
(Seneca, Cicero, Plutarch), but a wider field of knowledge was 
embraced; all paths did not lead by implication to theology, and 
moreover a concern was shown for the whole man. In Rabelais' 
ideal upbringing, the physical well-being of the man is not 
neglected. Many of the leading humanists were more than 
scholars, they were educationalists as we would call them toclay
Vives, Erasmus, Sturm, Cordier, Buchanan, Gouvea, Baduel. 
Readers today may find the daily programme of the new approach 
hopelessly loaded and overdependent on authority, but the 
principles underlying its planning introduced at least a breath of 
fresh air. Later in the century Montaigne was also to see the im-
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portance of man developing according to the potential within 
him, without his having to be forced into the procrustean bed of 
preconceived notions. Equally important was the recognition that 
man was being prepared for a career in this world; it is significant 
that the inmates of Rabelais' imaginary community, the Abbaye 
de Theleme, did not take vows of asceticism or seek permanem: 
withdrawal from the world: sojourn in th:>.t Renaissance estab
lislunent was for a time only, and the door is always open for man 
to walk into the outer ;,votld. It is true that Rabelais' ideal 
education is aimed at a lin1ited section of the population (the 
leisured cbsses), but it is nonetheless an important move in the 
sarne direction. 

Humanism in Society 

Tius gradual secularization of mind is apparent too h'l the various 
treatises on wider education and on behaviour which were so 
popular at this time. Sadoleto (1476-1 547), an illustrious pillar of 
the Church, and Bishop of Carpentras, praised philosophy almost 
more than theology; Castiglione, though he made orthodox 
remarks about religion in his Courtier paid less attention to reli
gious instruction than to ethical matters, and his hymn to love, 
his attention to social comportment and personal relations are 
further illustrations of the same trend. The inhabitants of the 
Abbaye de Thelemc were not merely humanists, they were men 
and women of the Renaissance, spiritual relatives of Castiglione's 
ideal figure. Marguerite de Navarre (1492-1549), a disciple of 
Bris:onnet but also of the Italian neo-Plaronists, was concerned 
with an inward form of religion in which moral purification 
seems more important than the search for etetnallife: though she 
conformed in her outward practice, her religious position was one 
which, taken to its logical extreme, diminished the role of the 
Church. And in her 1-leptamero.<t, we not only see the reflection of 
her religious attitudes more thorougrJy expressed in her poems, 
but also the Renaissance awareness of the need for proper com
portment in society. If there is little at tlus time in France to 
correspond to the various Italian academies, it is not surprising 
that we should see in the second half of the century the gradual 
emergence of J-aions: the Morel group, the dnacle of the Duchesse 
de Retz, and indeed many others, sometimes imitated in the 
provinces (the Dames des Roches at Poitiers). In tJ:-.is context too, 
the traditional attitude towards women was chan~ring---an attitude 
reflected in literary works such as the ~lep~ameron, Sceve 's 
Dclie, Heroet's La Pazfaicte Anrye. Here and there we witness 
the gradual organization and indeed civilization of social life. 
The c1uestion of communication was taken seriously; this is a 
period in wrich the epistle and the literary dialogue in a sense 
reflect a trend in society itself. No doubt, ir1 due course, the 
development of social intercourse was to wield some influence in 
shaping French as the language of civilization, though certainly 
not to the extent we associate with the grand siecle. The poetry of 

'Tell me the grief and the pain you suffer' ... Jv!argueritc of l'lavarre, who 
in the 'Heptameron' had treated love as a serious passion, shows a vein 
of sentiment in 'La Coche', the lament of three ladies crossed in love. ( 8) 
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Clement Marot (c.1496-1544) reflects a higher degree of urbanity 
L.~n can be found in previous generations of French poets, where 
any attempts in this direction appeared over-sophisticated, 
hyperconscious. Marot in many ways is an echo sonore of the times. 
He reflects the courdv currents, the humanist enthusiasms 
(witness his eager adoption of classical genres) and also a more 
popular vein. To imprison him in the formula 1/lgant badinage is 
unfair, for there is also a serious poet in Marot, the one who 
wrote the Deploration de Plorimond Robertet, the epistles from 
Ferrara and the translation of the Psalms. What he clid above all 
was to reintroduce vitality into poetry, and also a personal 
dimension. There was something of the court down in Marot, 
with his detachment, his ability to watch himself as part of the 
action he was describing, his awareness of the reactions of his 
audience, his mixture of serious and comic, and above all, the 
tempo of his verse. No doubt his thematic range was considerably 
wider than his poetlc sensibility, but in his own way he reflected 
the emerging Renaissance man, living in this world, but also aware 
of the need for religious liberalization, possessed of strong 
convictions about human behaviour, by no means insensitive to 
the message of the classical world. What Marot often lacks is a 
certain body, and he sometimes appears as a man of reaction 
rather than of action; his very ability to respond to the moment 
and the circtttnstance has perhaps masked his more permanent 
features. 

The Ideal King 
One way in which the humanist concern with the relations be
tween the proper education of man and his subsequent career upon 
earth was manifested was the interest taken in the 'institution of 
the Christian King'. From one angle Rabelais'work is a blue-print 
for the ideal philosopher-king; and other writers such as Bude, 
and later Michel de l'Hopital and Ronsard, orchestrated this theme p 178 
eloquently struck by Erasmus, whose attitudes and ideas domi- (4c•) 
nated the humanist generation of rhe I 5 30s. Indeed, the problem 
of the formation of the sovereign recurs frequently in political 
theory. More and Eras!Tlus gave their views in classic texts; and 
later animated, but not always well-informed, reactions greeted 
the appearance of Machiavelli's Prince. No doubt, the gradual 
emergence of royal authority as a centralizing force counted for 
much, and a good deal was written in theoretical support of the 
king's expanding power, partly from the pens of scholars trained 
in the new school of Roman law under the stimulus of Alciati and 
later Cujas, but also by writers such as Claude de Seyssel whose 
Grant J\1 cmarchie appeared in 1 51 8 : this latter work is a good 
example of the way in which attemps were made to find the theo-
retical bases for the de facto monarchy. Seyssel preferred a prag-
rm:tic approach to a theory based on abstract principles, and his 
chief concern was to give a rational account of guarantees for 
stability. Much was written on problems such as the nature and 
origin of royal authority, the practical and traditional limits 
wrJch nught curb the uninlubited exercise of royal prerogative 
(Chri~tian principles, Salle law, non-alienation of rights or 
domain, the rights of the individual within his private domain). 
But much '\';cas also written on the qualities wluch should be 
possessed by any ruler of Christian persuasion, and also on the 
relations between Church and state. Later in the century, when 
religious dissensions complicate the problem, other humanist 
currents came to the surface. Roman law did not give such 
unambiguous support to the principle of monarchy as some 
enthusiasts thought, and authors like Nicolas de Grouchy (died 
I 5 72) saw in Roman institutions the germs of democratic prin-
ciples which were not unwelcome to Protestant writers such as 
Hotman or Buchanan. 

In short, active political theory was widespread; and it was a 
sign, not only of the desire to rethink basic principles in the 
dawning of a new era, but also of the need to provide the theo
retical correlative of the emerging political situation. But it also 
went hand in hand with a rise in the prestige and power of the 
magistrature; during the r6th century, an extensive legal machine 
was coming into being: the Parlements were growing in power, 
and the Parlement of Paris, owing to its dose relationship with 
the monarchy, increased rapidly in stamre, both jealous of its 
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One of the accusations levelled against Henri III by his opponents, the 
Catholic League, wa.r that he practised sorcery. When the Leaguer troops 
took Vincennes in I J U they found two silver-p,ilt statuettes of sa~yrs 
holding bowls. 'In these vases nJere tmknown drugs . .. used as an oblation; 
and IPhat is more detestable, they IJJere in front of a gold cross itz the 
middle of which was set a piece of the True Cross'. This a11ti-royalist 
propaganda was published in a pamphlet in IJ8g. ( 9) 

special role and also eager to be the spokesman of informed 
opinion and perhaps something more. In this period too, the 
local customary laws of the various provinces were scrutinized and 
properly codified, and we shall see that towards the end of the 
century, though certain elements in the magistracy identified 
themselves with the interests of the Ligue (the Catholic opponents 

f 9 of Henri III and of centralized rule), most lawyers, humanist at 
heart, supported a policy of moderation and national unity. In 
the present context, cne further point should be mentioned: it is 
the considerable development of interest in history. In this there 
was no doubt impetus from Italy, but tbe growing concern with 
man's situation, and also the patriotic urge, induced humanists to 
examine the historical perspective. We saw that this tendency was 
present in Gaguin, but it was very much stronger by the middle 
of the century, and one notices a publisher like Vascosan devoting 
a major part of his activity to the publishing of historiographical 
works. In some cases, the past acted as a guide to, or perhaps a 
justification of, present policy: this aspect is very much to the 
fore in Buchanan's Rerum Scoticarum historia, on which he seems 
to have been engaged as early as the 1540s when still in France. 

French versus Latin 
This new spirit was also abroad at a wider literary level, where 
the patriotic urge to overhaul the Italians was very strong. The 
attitude to Italian literature was understandably ambivalent: on 
the one hand there was the admiration for the new wine which 
was splitting old bo::tles, but on the other, there was national 
resentment at having to be so beholden to foreign currents and a 
sense of shame at the vanishing of earlier prestige. One of the 
curious features of this reaction is the way in which many writers 
hoped to achieve victory in the field of Latin, and it is only during 
these years that the claims of French became a burning issue. The 
idea that the vernacular was less serious died hard, and all the 
more so at this time when many believed that the French language 
was in poor fettle. But other arguments also carried weight: Ladn 
had stood the test of centuries, and purified by new scholarship, 
could last for a very long time yet. A number of contemporaries 
had also noted the speed at which French was evolving, and had 
wondered whether uJ.der these conditions they could hope to be 
understood by their successors. The aristocratic view of culture 
gave further impetus to the Latinist attitude, and the fact that for 
many humanists the Italians had succeeded in Latin (or, like 
Petrarch, thought they had) was not negligible. Finally, the attitude 
of the Church and the ambitions of those who wished to achieve 
fame abroad coincided in that they both supported the tradition of 
a common language transcending national boundaries as well as 
the ravages of time. 

In the long run, oE course, other forces were to move in favour 
of the vernacular: a shift in the patriotic attitude itself, the 
penetration of culture to wider sections of society (as the Prot
estants realized in their propaganda), the growing inadequacy 

of Latin to cope with scientific advances and perhaps, in time, 
the impact of the Ciceronian attitude which was essentially a static 
one and accentuated the gap between Latin and the culture and 
society it sought to manifest linguistically. Furthermore, if 
Latin had to evolve in order to maintain its position, why could 
the vernacular not follow suit? 

In the I 5 3os, however, the issues were not so clear-cut, and 
many men of letters were in two minds, trying to make the best 
of both worlds. Nicolas Bourbon and Macrin are both said to p 179 
have written in the vernacular, Boyssonne certainly did, and (47) 
writers like Do let and Sceve seem to have changed camps; and 
this indecision persisted right through the century, even among 
members of the Pleiade of whom only Ronsard remained faithful 
to his decision to abandon Latin as a poetic medium. 

Neo-Latin Poetry 
It is therefore not surpnsmg tl1at many writers made serious 
attempts to win their laurels in the classical tongue. The first 
important date here is Salmon Macrin's Carminum libel/us (I 528): 
after a period of twelve years' silence, he brought out this col
lection of lyric verse inspired by his love for and marriage to 
Guillonne Boursault: the poems rejoin the traditions of Horace, 
C1tulius, Marullus and Italian love-poetry, as well as being an 
interesting document about humanist circles in those years. 
Love poetry in lyric metres appears here for the first time, and 
Macrin shows a happy mastery of his medium. The religious 
element, so evident in his earlier writings, moves into the pe
numbra, but soon to return, sometimes in sacred poetry purely 
and simply, at others as a vital aspect of his amatory verse. 
Macrin's lyrical poetry, published from 15 28 to 15 31, established 
him as the leader of humanist poetry in France, and the formula of 
epigram collections, so popular in Italy, spread rapidly during 
the 15 3os, associated in great measure with the Lyons sodalitium 
which flourished chiefly during the years 15 36-3 8. The emergence 
of this group was due in part to the tendency for younger human
ists out of sympathy with the Establishment to find a more 
congenial milieu, and many of these who had previously worked 
and taught in Paris, and perhaps Bordeaux orToulouse,foregather
ed for a time at Lyons. At the same time Dolet, the printer
scholar, had tried to bring cohesion into the group, taking the 
opportunity of the Dauphin's unexpected death (15 36) to organize 
an anthology of poems in his honour, in which the majority of 
the tributes were in Latin and may be seen as an attempt to 
substantiate the claims of the humanist poets. During the next 
few years a stream of verse, variable in quality but wide-ranging 
in inspiration, vigorous and open to new ideas, came from the 
pens of men such as Bourbon, Visagier, Boyssonne (unpublished 
but circulated), Dolet, Macrin and Ducher. It is partly through 
their efforts that Petrarchan poetry became acclimatized; and the 
developments of new genres under classical influence started long 
before the PlCiade. For instance, it is probable that Marot was 
much influenced by these writers with whom he was in close 
touch, and that he owes something to them, especially in the 
field of the epigram in the style of Martial, greatly favoured by 
Ducher and Visagier. Love poetry, of an elrfgant badinage, no doubt, 
also throve in these years, with dilute neo-Petrarchism, neo
Catullan elements and native ingredients; and indeed the linea
ments of the love-cycle first appear in the Latin verse of this 
period. \Vhat emerges from these neo-Latin centres more partic
ularly is, in spite of some orthodox currents existing as it were 
by contradiction, a greater liberalism in things religious-and 
some of the Latin religious poetry written in this decade is 
impressive-a missionary love of letters, an unquenchable 
patriotism, a serious concern with matters of form and language. 
There is a good deal of gossipy verse, and the perpetual squabbles 
of these 'CollegeApollos' (as Lucien Febvre calls them) can become 
tedious; moreover, their effort was short-lived for a variety of 
reasons, but the fact remains that their activity was far from 
insignificant. Macrin's claims to be a poet of some stature are 
real enough; and these poets acted as a filter for the flow of new 
literary currents and genres; moreover, their thematic range is 
probably wider than what may be found then in French poetry, 
and they helped, by their cultural cohesion, to give more sense 
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and purpose to the literary impulses which were soon to make 
themselves felt also in the vernacular. ]\fost of these poets, as we 
have seen, were out of sympathy with the Establishment, with 
the exception of Macrin, whose position was perhaps at times 
ambiguous, but who functioned for nearly n.venty years as a 
court poet. The other writers tended to be peripatetic, with only 
rarely :1 fixed post, but they did have some support in high 
quarters: thus the Bohiers patronized Jean Visagier, who died 
in the odour of sanctity in I 5 42, and others were protected by 
Guillaume du Bellay (the patron also of Rabelais) a diplomat of 
outstanding ability and with a generous sympathy to many men 
of letters whose reputations in the purlieus of the Sorbonne were 
not reassuring. 

The Pace slackens 
What has been said of these nco-Latin writers in the I 5 30s and 
early I54os is no doubt true of humanism and the Renaissance as 
a whole. We have before us a complex state of mind-an un
doubted optimism in the humaniti~s and an eager desire to 
experiment in the field of education, a welcome note of liberalism, 
particularly in the field of religious belief, a gap between Estab
lishment and humanism in certain important respects, the com
parative eclipse of Paris therefore as the cultural centre of France 
(though this point must not be overstressed), the continuing 
closeness of contacts between France and Italy on the cultural 
front, a certain secularization of the attitude to life. One should 
perhaps not exaggerate the intellectual advances of these years. 
Though aesthetic considerations are particularly evident in the 
fields of the visual arts and especially architecture, I am not sure 
that the same awareness had yet penetrated significantly into letters. 
Scholarship was still massively predominant, the reliance on 
authority was as strong as ever, the preoccupation with man as a 
moral being was profound, and some of the results of a new 
view of the classical world were not to show themselves in all 
their significance for some time to come. France could indeed 
boast a Marot and a Rabelais by the end of the I 5 30s, but the rest 
of the literary scene was less rich in achievement. Rabelais, of 
course, is magnificent in his dynamic expression of contemporary 
currents: through his books runs an awareness of the intellectual 
issues of the epoch, and his work carries the signs of vigorous 
committed writing, both in the way in which his characters refer 
to current events and in the development of satirical gifts, which 
may be found, though in lesser degree, in a number of his friends 
and fellow humanists. Above all, the vitality of his world view 
is seen in the handling of language; but his awareness of the 
classical world is far distant from that of Ronsard, and in him the 
moral preoccupation is a long way ahead of the aesthetic. 

The last years of Franqois Ier's reign are depressing: court life, 
with the King's illnesses, had lost something of its former bril
liance, and the sharpening of the religious conflict, together with 
the hardening of the King's heart, had helped to damp the 
optimism of the previous decade. Many humanists of distinction 
or promise had left the scene: in the older generation, Bude, 
Lefevre d'Etaples and, of course, Erasmus had passed on, and 
among the younger ones, some, like Farel and Calvin, had 
moved to Geneva or abroad, and others had died prematurely. 
Dolet's enthusiasm was soon snuffed out in martyrdom; he was 
finally condemned for an allegedly heretical treatment of a 
classical text. The economic prosperity of the country, after 
the wars, was less than brilliant; and indeed in many ways the 
I 54os marked a regression. Nor did the reign of Henri II (I 547-
59) show much improvement: the King, strongly resentful of 
his father's treatment, discarded old humanist links and did not 
patronize the arts in the way that his father and his aunt, Mar
guerite de Navarre, had faithfully done. Marguerite herself died 
just over two years after her brother, and it was not greatly to 
the credit of her proteges that the first anthology of poems in 
her memory (I 5 5o) should have been so slim a volume, and that 
the more distinguished writers of the time should need to be 
hectored into action by the faithful Charles de Sainte-Marthe. 
At all events, Franqois Ier's reign went out with a cultural whimper, 
and it is only after a little while that the tide began to flow again 
in strength. 

I88 

Cultural values 

Harmony amid Discord 
The stage of the Renaissance which we associate more especially 
with the Pleiade spans the reigns of Henri II and of his sons by 
Catherine de Medicis. Before we turn our attention to the literary 
manifestations of this epoch, a few remarks on other aspects are 
apposite here. Broadly speaking, we may say that this is the 
period in which the Renaissance, after a stage of experiment, 
ebullience and even dispersal of effort, becomes organized and 
more fully integrated into the life of the country. We noted that 
in the I 5 30s and I 54os there was an unmistakable gap between 
the humanist Renaissance and the Establishment. The religious 
wars of course continued some of this fragmentation, and came 
moreover to threaten the unity of the country, but on the whole, 
the gap narrowed and indeed disappeared altogether at certain 
points. As the Council of Trent settled down to business, many 
humanists of Protestant sympathy quite simply left the country 
(Beze had already packed his bags in the autumn of I 5 48)-though 
it should be noted that religious differences did not always 
interfere with cultural affinities: Henri de Navarre's librarian, 
Florent Chretien (1541-96), who remained stoutly Protestant, 
was a curious kind of humanist translating into and out of 
French, Lati..<J and Greek, striking out in the field of parody, and 
ending up as one of the authors of the Satire Mt!nippt!e (1593). 
Nevertheless, in spite of political and religious troubles, 
Renaissance culture drew closer to the Establishment, and Paris 
once again became the clearly recognizable centre of activity. 

A welcome change in cultural fortunes occurred when Michel 
de l'Hopital (1505-75) was appointed first Chancellor to Mar
guerite de France and then Chancellor of France (I 5 6o); his own 
humanist and literary distinction, as well as his powerful position 
at court, were of inestimable value to the rising Pleiade. It was 
in this period, particularly after I 55 8, that the poets and artists 
played a conspicuous part in the ceremonial of the time, and the 
amount of court and encomiastic verse rose steeply, both in 
Latin and in French. During these years, indeed, pageantry and 
court ceremony assumed large proportions, and all the arts, 
visual, musical and literary, played their part. Ronsard (I 5 24-8 5) 
was appointed court poet, but so was his counterpart in Latin 
verse, Jean Do rat (I 5 o8-8 5 ), who signed himself poet a regius from 
I567 onwards. As the clouds darkened over Charles IX's reign, 
the humanist poets not merely celebrated the hatches, matches 
and despatches of court society, but they became, as they had 
been half a century earlier, the spokesmen of government policy. 
Ronsard's poems in the early I 5 6os were dominated by these 
considerations, and so were Dorat's. Generally speaking, these 
propagandists adopted the middle-of-the-road attitude which 
was that of Michel de l'H6pital himself, the attitude of a man 
deeply versed in classical humanism, who avoided extremes, 
was imbued with a sense of national integrity, eschewed schism 
and violence, and no doubt, with his neo-Stoic leanings, attached 
greater importance to behaviour than to doctrine. There were 
occasional lapses from grace: Ronsard, Leger Duchesne (died 
I 5 88) and Jean Dorat went to unlovely lengths, either in the 
dispute with Pierre de la Ramee or in connection with the 
Massacre of St Bartholomew. 

Humanism Established 
This closer collaboration is to be seen also in the field of schol
arship. Whereas earlier the royal readerships had been viewed 
to some extent with suspicion, in that philological research 
could be seen to threaten theology, now the College de France, 
as it was to become, formed a central part of the Establishment. 
Turnebe, Leger Duchesne, Toussaint, Vatable, Lambyn and 
others were solid pillars of academic orthodoxy; sometimes too 
strict perhaps, for anyone who threatened to disrupt the paths 
of scholarship in original fashion was liable to get short shrift, 
such as Pierre de la Ramee (I 5 I 5-72), whose views on the reform 
of teaching were not unreasonable in their substance. Newcomers 
were viewed as interlopers, as the Jesuits found when they 
sought to enter the teaching lists of the University, and became 
the butt of a splendid satire by Turnebe ( 4d Sotericum gratis 
docentem). Original scholars like Guillaume Postel (15 I0-8I) 
could hardly have found the climate of the period entirely to 
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Despite the troubled political ati!Josphere, 
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their taste. It was a time in which scholarship became powerfully 
organized, a time when works of impressive erudition were 
produced. Lambyn's Horace (I 577), not to speak of other works 
of his, was the envy of Europe; Muret's Catullus (1 5 54) is another 
example, though he himself moved early to Italian pastures, thus 
breaking a fruitful link with the Pleiade; Duchesne lectured with 
authority on Martial, and in the provinces Elie Vinet was hard at 
work on his Ausoniu:;. Such was the prestige of Paris in the world 
of scholarship in these middle years of the century that men 
came from all over the Continent to hear these humanists, 
especially men from the Low Countries and Germany, without 
regard to religious opinions. More has yet to be written on these 
humanist contacts during the reign of Charles IX in the history 
of European culture. The increasing severity of classical erudition 
in its fidelity to the Golden Age-and of this Scaliger's posthu
mous Poetice (I 5 64) i:; in some measure a symbol-was doubtless 
destined to spell min in the long run to nco-Latin poetry, whose 
elated freedom in the thirties was gradually curbed by the in
creasing Ciceronianism of the scholars. In this respect, neo-Latin 
literature, though much more closely linked with court ceremony 

and the like, underwent a further restnctwn through another 
phenomenon which was emerging. As we have already suggested, 
this was the period in which the magistrature and the Parlements 
established themselves as a central feature of the cultural scene, 
not to mention their increasing role in public life. When one 
surveys the various literary centres in Paris and the provinces, 
one is struck by the proportionately high number of lawyers 
taking part. The leading examples of this trend were Scevole de 
Sainte-Marthe (r536-r623), a figure of some stature in both 
literary and governmental spheres, and Etienne Pasquier, the 
author of the Recherches de Ia rrance. When the meetings of the 
Grands Tours (assizes) took place here and there, literary activity 
might be intensified (at Poitiers in the house of the Dames des 
Roches, or at Troyes, where Pasquier's Hand became the subject 
of much occasional verse). One may also note the remarkable 
increase in collective composition, more especially, but not 
exclusively, in the field of the tombeau (a poetic memorial), 
now a very popular genre; these collective tributes to literary 
figures (Ronsard), lawyers of distinction (Christofle de Thou) 
or ecclesiastics (Viole) served not only to consolidate the fame 



of the deceased, but also to express a certain political (or religious) 
attitude, as well as the solidarity of some humanist group. This 
literary activity of the lawyer for various reasons restricted the 
range of neo-Latin poetry in some degree. Apart from this, the 
emergence of the lawyer at this time is a sign of two things from 
our point of view. On the one hand, he took precedence more 
and more over the ecclesiastic and pointed thus to the gradual 
secularization of the state (though he might be strictly, even 
fanatically, orthodox in his religious opinions); and on the other, 
he revealed how the humanist, now solidly entrenched in the 
fabric of society, had become fully committed to the service of 
his country. 

It is in this period that the literary life of the country became 
more closely organized, and that various trends earlier adumbrated 
came to fruition. We have seen how humanism had begun to 
nourish the roots of French literature; and we know that Pe
trarchism also helped to rejuvenate poetry, affording, as it were, 
a trellis on which the French poetic imagination could grow and 
flourish; but before the middle of the century, these trends had 
not acquired a distinctive personality in the poetic field, with the 
exception of the remarkable work of Sceve in his Delie (1544). 
Here Sceve, whose humanism had strong Lyonnais roots, 
acclimatized and developed many poetic themes which were 
'in the air', but he gave to love-poetry a dignity which the 
compositions of previous decades had not possessed, and he 
showed how a powerful imagination of marked intellectual fibre 
could use a foreign poetic convention to express itself in original 
and indeed unforgettable fashion. Moreover, Sceve's pioneer 
effort revealed itself in the way in which he tackled the problem 
of language, for many of the features of the Delie, which is the 
first Petrarchan::Jove-sequence in France, anticipate the pro-
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gramme of the Deffense et illustration which the Pleiade were to 
publish five years later. Nevertheless, his venture had only a 
limited success; published at Lyons without the fanfares which 
were to announce the Pleiade's entry on the literary scene, it was 
appreciated only by the happy few; to many it seemed difficult, 
for Sebillet complained of its numerous newly-coined words. It 
certainly did not elicit the response to which it was richly entitled, 
and it is indeed only during the last fifty years, in the critical 
climate of the post-symbolist period, that Sceve has established 
his claims as a poet of singular beauty and startling originality, 
both at linguistic and at imaginative levels. 

The Rising Pleiade 

Nevertheless, kindred spirits were about to explore similar veins, 
and in 1549 Du Bellay published the notorious Deffense. No doubt 
the tone of the pamphlet was sharpened by the fact that Sebillet 
had got in first with his Art poetique in the previous year, and 
what was worse, had associated some of his good ideas with the 
'reactionary' school of Marot; but it was with the Pleiade that the 
poetic fruits of the Renaissance were gathered in. To begin with, 
we have here the collective endeavour of a group of talented 
poets, closely linked with the humanism of their times, to establish 
by precept and practice the claims of French in the field of serious 
poetry. The seven members, taking their name from the constel
lation of seven stars, embarked on a conscious programme of 
reforming French poetry by basing it on classical and Italian 
models. Ronsard was the leading poet of the movement; Du 
Bellay (whose Deffense is in many ways its manifesto) its critical 
spokesman. Later there was backsliding, of course-most of them 
took out a belated insurance policy in Latin verse-but with the 
hindsight of posterity we can see that it is with the Pleiade that 
the victory of the vernacular was finally won. It was necessary 
that this should come about through the enthusiasm, talent and 
disciplined taste of a group. The language was developing very 
rapidly, and dialects were still vigorous, so that it needed a 
measure of authority for a happy balance to be struck between the 
enrichment of the language and its proper control, and for due 
attention to be paid to questions of clarity and order. This trend 
was already apparent in the Deffeme: if Du Bellay put forward 
various suggestions for increasing the range of poetic language, 
he also introduced remarks to underline the importance of 
precision and controls. And Ronsard's own evolution, as it is 
revealed in his variants throughout a long career, shows equally 
the movement towards a more highly organized poetic vehicle. 
With the arrival of the Pleiade, many of the trends we have 
already noted were brought together. Its members harmonized 
the vital elements of the French tradition and enriched them with 
the experience filtered through classical literature and Italian 
writings. The range of poetic endeavour was greatly broadened, 
and here support was given by foreign models and, as I mentioned 
before, poetry was closely related to the leading scholarship of the 
time: Dorat, Turnebe, Muret, Lambyn, Leger Duchesne, Daniel 
d'Auge, Helie Andre, Henri Estienne and later Jean Passerat, 
were all on friendly terms with the Pleiade. Impressive in the 
members of the Pleiade was the desire to build on solid founda
tions; and what strikes one in their verse is the structured quality 
of their language as well as of their poetic form. A more modern 
awareness of the formal qualities of poetry came into being, very 
different from that of the Rhitoriqueurs, for the stress was not on 
form in itself, but on the proper balance between content and 
vehicle. By drawing on Italian poetry, the French achievement 
returned to a wider European tradition; this Italian phase was not 
necessarily long-lived, and indeed some anti-Italian attitudes soon 
began to assert themselves, but the Petrarchan experience acceler
ated a process which was only slowly getting under way. It is 
indeed important not to overstress the Petrarchan element, in so 
far as one may tend in addition to give too much weight to purely 
aesthetic considerations; the Petrarchan experience was essentially 
a springboard for the French poet. The Pleiade is remarkable for 
the way in wrJch its members tried to integrate poetry into all the 
most vital currents of contemporary culture. The links with 
scholarship are one indication; the ambition to extend the range 
of poetry into philosophical territory, very evident in Ronsard 
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and Pontus de Tyard, is another; so is the eagerness with which 
these poets sought to be associated with the political and social 
manifestations of their day; and there is their desire to be in close 
contact with the other arts-were not Ronsard's Amours accom
panied by musical settlngs, and did not the Pleiade's awareness of 
the neo-Platonic tradition and its Italian developments lead to the 
foundation of the Ac:tdemies? In all this the main burden was 
carried by Ronsard; the work ofDu Bellay (1522-60) is impressive 
in more ways than one, and he is the true elegist of the Pleiade, 
but much of his best work was written in Rome, and when he 
returned, he was on the threshold of death. Jean-An.toine de Baif 
(r532-89) never rose much above the level of a competent 
versifier, though he asserted himself in other cultural ways; 
Pontus de Tyard (1p.I-I6o5), though a distinguished mind and 
the Pleiade member most endowed with an inclination and 
talent for philosophy,. did not have the personality that would 
make an immediate impact upon his times, so that his influence 
worked chiefly indirectly; and Belleau (I 5 zS-77) and Guilhu.rne 
des Autcls (152.9-Sr) were minor figures. 

The World of Pierre de Ronsard 
It was Ronsard who, thanks to his poetic stature and also to his 
continuous activity throughout three and a half decades, carried 
tl.1e venture to its successful conclusion. To reduce him, as some 
have done, to the status of an 'Epicurean' writer is to do him a 
great injustice. He has a wider range of inspiration than any other 
French poet; 1 yric, p::UJosophical, ceremodal, national in turn, 
he makes the French Language the undisputed vehicle of national 
sensibility. His poetry is characterized at once by an exceptional 
gift for apprehending his material in pattern and movement-even 
when he is developing some theme of Petrarchan origin-and by 
a highly developed awareness of the resources of the French 
tongue for poetic ends. In consequence, bis poetry gives a greater 
sense of controlled vitality and 'body' than does that of any other 
poet of the century. And at political level too, the ideas which 
informed his poetry in the early years of Charles IX's reign found 
their echo in the Satir9 Menijpee of I 59 3 with its humanist ideals 
of moderation, its stn:ss on national unity, its dislikes of faction 
and partisan interest, and with its conviction that principle carried 
to extremes will disrupt the proper business of living. It was in 
these years therefore that the cultural Renaissance reforged its 
links with the EstabliE:hment, and that the movement which was 
to culminate, at literary level, in the grand J"iecle, began to take 
shape. 

It is nevertheless evident that Ronsard, in hls philosophical 
attitude the spoke~;man of order and stability, possessed an ima
gination only too awate of the fluidity of human life, its transience 
and its standing under the shadow of death. Ronsard was also the 
poet of the moment. He was not the only writer in those troubled 
times to reveal this sensibility; and indeed the end of the French 
Renaissance coincides with the monde cassi of the last years of the 
Valois; the contrast bt~tween the optimism of the early years and 
the uncertainty of the end of the r6th century was very marked. 
In Ronsard and others, we detect frequently the awareness of 
this strife and insecurity, and a corresponding yearning for peace 
and permanence; and in Ronsard more especially, this response 
was no doubt also fed by certain aspects of his classical culture. 
These uncertainties were beginning to show in the field of thought 
as well; the full impact of rationalism and relativism was not to 
declare itself awJ:-.Jle, but the weakening of authority in various 
domah'1s, notably political and tl1eological, the beckonings of 
classical philosophies, ~=mpiridsm and nco-Stoicism (though some
times absorbed into the Christian tradition) were t..lJ.ere for the 
observant to see. The widening of the known world-this was a 
time when travellers and geographers were rife and eager-led 
Montaigne (1533-92) to ask where was the 'norm' in human 
existence and encouraged Bodin to see human societies in terms 
of the local conditiom in which they could prosper; and the out
break of barbarity in the religious wars and the devastation of 
region after region of /a doulce France made man increasingly aware 
of his isolation, as one can see in the poems of Sponde ( 1 5 5 7-9 5) 
or of Chassignet (c. I 57o-163 5). Reactions were many and various; 
some yielded to doubt and scepticism; others managed to keep 
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their faith and their scepticism in some curious watertight system 
which allowed i1deism and rationalism to co-exist. Montaigne p 169 
seems, on occasion, to offer solutions by seeing himself in different (1 3) 
contexts: the Mayor of Bordeaux, the sceptic, the supporter of 
the Establishment. Others yet sought to provide an orthodox 
answer in the purification of a shop-soiled and discredited system 
--the Council of Trent, the development of the Society of Jesus, 
the Counter-Reformation. And those who thirsted after an 
orthodoxy, but could not reconcile themselves with the Catholic 
tradition, often found u~emselves on the road to Geneva. 

France in a Changing Image 

Nevertheless, in this period we see the gradual emergence of a 
more practical, empiric attitude, though it rarely manifested itself 
in its pure state. \Ve saw that scientific progress was in many 
respects hampered by the return to the classics, but there are 
examples of sclentii1c observation trying to free itself from bookish 
authority. Bodin in his La Republique (1576) attempted a descrip
tion of states as they exist, according to the logic of their principles 
and their circumstances, but his attempt was not totally disinter
ested, since his scholarship was subordinated to the desire to show 
the claims of the status quo in France; on the other hand, his 
excursions into philosophical speculations were more adventurous, 
and were not without good cause viewed with suspicion by the 
orthodox. The claims of Roman law were adapted often to 
interested ends,. monarchist or democratic, according to the 
dictates of the moment; nevertheless, the attempt to see things 
for what they were and not to impose upon events the dogma of 
authority and tradition was gaining ground. At all events, the 



past was being used to elucidate and guide the present, and what
ever the despair and the discouragement, the Renaissance man 
saw in knowledge and its widening horizons the means of coming 
to terms with the human condition (the message given by Mon
taigne in his final essay). The secularization of the mind, of 
which so much has been written, was certainly gathering speed in 
the second half of the century. Much too has been written about 
the devotion of these years-the obsessive interest in the Passion, 
the suffering of the world and its nothingness, but these preoc
cupations were not incompatible with the active life. The sense of 
social obligation was growing stronger with the gradual develop
ment of the realm and the waning of feudal institutions. Through 
the fog of civil troubles during the last thirty years we can see 
that the mercantile class with its energy and its massive con
tribution to the cadres of the civil service was strengthening its 
positions; and by the end of the century one may think that the 
symbol of the times is not a chevalier Bayard, but a Sully. Knowl
edge was seen, not as the temptation of the devil, but as an 
instrument and a guide. As the religious wars subsided, attempts 
were made not only to restore the political unity of the realm, but 
also to bring into shape and pattern the various currents developed 
during the high tide of the Renaissance. The prestige of the 
national Church was changing in emphasis; theology was no 
longer the queen of the sciences, and the religious life contained a 
strong vein of inward devotion; Gallicanism was developing 
more strength and preparing to play a vigorous part in the 
secular world. The Jesuits quickly learned one lesson of the 
Renaissance, the importance for the Church to put its pedagogic 
house in order, and there is no need to insist on the importance of 
Jesuit schools in the decades to come. 

No clear dates can be given for the end of any movement, and 
the Renaissance is as elastic a term as any. Nevertheless, the end 
of the Valois dynasty is not an unsuitable point at which to break 
off. With the disappearance of Henri III, peace and central 
authority began to assert themselves in more lasting fashion; and 
Henri IV's acceptance of Catholicism was the public recognition 
of the Church as the Church of France, a proper element of the 
temporal order. By the end of the Valois, the great majority of 
humanists still resident in France had become reconciled with the 
Establishment. Whereas in the first half of the century the new 
forces came to the surface in excitement, ferment and disruption, 
by the end of the century the search for unity and order was 
apparent not only at political, but at cultural level. We think of 
the literature first and foremost, but we shall be unwise to forget 

p 17o- parallel developments in the realms of painting and architecture. 
177 Of course, there was no close synchronization, the various cur

/ I 2 rents were to remain turbulent awhile; and the growing clas
sicism could not absorb all the tendencies which recent study of 
the Baroque spirit has thrown into sharper relief. It was during 

p 170 this period, too, that Paris entered a new phase of its existence. 
(14) Though an important amount of building had been undertaken 

in the first half of the century, a further enlargement of the 
precincts occurred by the end of the Valois, and its architectural 
image reflects a new era. 

In the world of the universities, theology was now less 
prominent, and the Sorbonne of the nominalists and the realists 
had become a memory. Instead, philological scholarship, jurispru
dence, medicine were assuming greater importance, and the links 
between government and education were developing strongly. 
Political theory began to take on, for various reasons, an urgency 
which it lacked half a century earlier, in France at least. And then 
too, one notes the increasing number of books in which problems 
of behaviour and knowledge were discussed. One may stress 
Montaigne's interest in the nature of the self, on the passage rather 
than the etre, but a substantial portion of the essays is devoted to 
the problems of man in society-education of children, exempla, 
how to organize oneself-so that problems of self and the outside 
world are mainly prolegomena to the question of how to live a 
better life. 

Cultural t•alues in a troubled age 

What was the French Renaissance? 
In France, then, one may see the Renaissance as a composition in 
three movements. At the outset we saw the first generation of 
humanists seeking to return to a purer medieval tradition in the 
best Christian sense; themselves ecclesiastics, they sought no 
innovation of principle, but a return to proper authority, with the 
help of a reformed classical tradition and support from countries 
like Italy where stimulus was already forthcoming. There might 
be some questioners of principle, and the claims of the vita activa 
were perhaps already asserting themselves here and there, but, by 
and large, Gaguin and his friends were thinking of a spring
cleaning of a house which, though in need of repair, was still 
structurally sound. The artistic and more worldly elements of the 
Italian Renaissance were not perceived by the great majority of 
educated Frenchmen before the Italian wars. 

In the second stage, we saw the development of trends going 
far beyond what the precursors could have imagined: an even 
greater stress on education, a questioning of certain aspects of 
tradition, a wider awareness of what was going on abroad in the 
cultural sphere, important shifts in the pattern of social life, but 
above all, a growing divorce between humanism and Establish
ment. In the third stage, which took place in a heavily troubled 
world politically and socially, we witnessed the gradual reuni
fication of those trends and their maturation at artistic level under 
the aegis of the Establishment, however threatened that Establish
ment might have seemed to be in the first uneasy decades. In this 
period of synthesis the new trends were being absorbed and 
harmonized with the French tradition. 

In all this, what so often dominated was a desire for proper 
authority; the view which used to equate the Renaissance with 
individualism will not find much support, in this period at least. 
What one notices at the end of our epoch is precisely relief at 
finding authority more in harmony with the times and trying to 
come to terms with the forces in ferment in the previous decades. 
These trends are reflected in some measure in the rapid develop
ment and organizing of the French language which was re
cognizable as such and capable of being the proper vehicle for 
French culture. At the same time, this period of synthesis had 
absorbed elements which carried in themselves the germs of 
future transformation. We observed that a new reading of certain 
classical authors, a tendency to separate faith and reason (as may 
be seen in certain humanists associated with Padua), the move 
towards a more empiric attitude in things scientific were certainly 
present in this period; one can see that the tendency to syncretism 
and sometimes euhemerism would ultimately lead to a more 
relativistic view of religion; the widening of geographical 
horizons would also strengthen the comparative attitude; and 
finally, certain shifts in social conditions, in which a mercantile, 
positive layer of society was gra,:lually pushing aside the remnants 
of a feudal order, can be clearly discerned. Nevertheless, the minds 
in whom a rationalist and anthropocentric view is taken to an 
extreme were rare indeed, and though secularization pointed the 
way to the idea of a man-centred universe, the process had barely 
started at this stage. At most, one may note something of a gap 
between the intuition of the world as apprehended by some 
humanists and the more or less easy way in which they allowed 
the traditional formulation of faith to correspond to that intuition. 
This explains in some measure the divergence of views that 
appeared about the religious attitude of certain humanists on their 
death-beds (Bude, Turnebe, Montaigne); it also accounts for the 
fact that Ronsard's pantheistic intuition of the universe did not 
seem, in his eyes, to conflict with a genuine profession of orthodox 
faith. It is only later that free-thinking ( libertinage) crystallized 
into recognizable patterns, that the logical consequences of 
rationalist and empirical attitudes became apparent, and that the 
time-honoured foundations of religion came under more intense 
fire. Into the structure of this third stage were absorbed elements 
which, in the fullness of time, were to take the enquiring spirit of 
man a step further. 
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c I laid a hen) s egg; Luther hatched a bird 

of quite a dtlferent species.) 

ERASMUS 

Germany did not exist 
as a political entity in the Renaissance. Instead of a nation there 
was an idea, and to symbolize the idea there was one man: the 
Emperor. Otherwise it was a collection of separate states, large 
and small, ruled in any number of ways-by kings, dukes, arch
bishops, margraves, landgraves and town councils-but all sover
eign, each ready to do battle for its own cause, none willing to 
make concessions in the interests of unity. It was a land where the 
Church had more temporal power than anywhere outside the 
Papal States, but also where variety of opinion could flourish and 
where, alone in Europe, heresy and revolution could gather head 
without any single authority being able to stop it. 

The idea of German nationhood was nevertheless dominant in 
the minds of most citizens of the Empire. Why should not 
Germany go the way that England had gone, and France and 
Spain were going? The machinery seemed to be ready, but, as so 
often before and since, moral authority without sanctions found 
itself powerless. The Diet was theoretically a meeting of all the 
leaders of state presided over by the Emperor, though it was not 
until I489 that the free towns had won the legal right to be repre
sented. In practice it proved to be almost unworkably cumbersome 
and for long the real decisions were taken by the 'Electoral 
College' -the seven rulers who elected the Emperor: the Arch
bishops of Mainz, Cologne and Trier, the Count Palatine (ruler of 
a Rhineland state), the Duke of Saxony, the Margrave of Branden
berg and the King of Bohemia. 

But if a German state did not exist, a German culture emphati
cally did, and by I 5 oo it was a distinctly hun1anist culture. Human-
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ism, indeed, had made German intellectuals look beyond their own 
city or province, where local patriotism had always been intense, 
to the idea of Germania. At first, naturally, they had been dependent 
on Italians (Aeneas Sylvius Piccolomini's stay had a pronounced 
effect) but before long there were German scholars able to stand 
besides those of any other country. To Melanchthon, appointed 
professor of Greek at Wittenberg in 1518, it seemed that at a time 
when the fire was dying down in Italy, it was just coming to full 
blaze in the universities of the not-th. 

Maximilian inherited the Empire in 1493 (it was not, of course, 
hereditary; but the Hapsburg lands, his chief claim to be chosen, 
were). He was intelligent, well-educated, far-sighted-and inevita
bly national and cultural ambitions fused in his mind into one rosy 
ideal: to revive on German soil the Empire of which his own wa"s 
the heir, that of Rome. Caesar Maximilianus, says the inscription 
on his portrait. Intellectually he was a true Renaissance prince, 
a personal friend of nearly every outstanding artist and scholar of 
his time-Trithemius, Pirckheimer, Celtis, Peutinger, Durer, 
Burgkmair. He was active in reorganizing the universities of 
Vienna and Freiburg, giving more emphasis to the New Learning. 
Durer's portrait (opposite) brings to life the description given by 
a Venetian ambassador: 'He is not very fair of face, but well 
proportioned, exceedingly robust, of sanguine and choleric com
plexion and very healthy for his age'. Durer met Maximilian at 
Augsburg in I 518 and did some charcoal sketches from which the 
oil painting was made. The Emperor died a few months later, 
before it was finished. (I) 



• •.¢* ..... ... ., . '· 



Learning began in infancy, and the methods in the early I6th 
century had not changed appreciably since the Middle Ages. 
Schoolmasters were often men debarred from a clerical career by 
marriage. This realistic little scene shows a schoolmaster beating 
the alphabet into one small pupil, while his wife instructs a little 

girl. It was painted in I 5 I 6 as an advertisement probably for O swald 
Myconius by his friend H ans Holbein. Although at this time he 
claimed to teach no more than elementary reading and writing, 
Myconius later attained eminence as a Reformer. He became a Pro
fessor at Basle and wrote the first biography ofZwingli. (z) 

'The schoolmaster of Germany', Philip Melanchthon, 
stood for all that was best in German humanism when 
the time came to choose between Luther and the Pope. 
By nature and education a teacher (he was Professor of 
Greek and Hebrew at Wittenberg for many years), he 
worked consistently for moderation but his intellectual 
gifts and mastery of theological exposition made him 
a key figure in the conflict. He was a great-nephew of 
Johann Reuchlin (right) who had first won the right 
to study H ebrew in Germany against the narrow-minded 
opposition of the D ominicans of Cologne, for whom 
J ewish books were heretical and therefore dangerous. (4) 

'I read with pleasure what you write, as witty as it is 
wise', wrote Erasmus to Willibald Pirckheimer (seen 
left, standing next to Durer in the latter's Martyrdom of 
Ten Thousand Christians). Pirckheimer was a celebrated 
patrician patron in Nuremberg: he patronized artists, 
learned Greek, translated Lucian into Latin and collect
ed books and antiques. (3) 



The life of Erasmus spans almost every important aspect of both 
the Renaissance and the Reformation . He was a brilliant scholar, 
editing texts in both Greek and Latin, including the first edition 
of the Greek New Testament. But underlying all these achieve
ments was a deep concern for the troubles of Christendom, ex
pressed with wit as well as compassion in his Colloquies and his 

The Triumph of Reuchlin : at the gate of his native town of 
Pforzheim Reuchlin is received with music and laurel wreaths. 
A crowd of defeated monks in chains "go before him and his arch-

great satire T he Praise of Folly. Above left: two drawings by 
Holbein in the margins of The P raise of Folly. At the top, E rasmus 
writing, with this note: '\'qhen Erasmus saw this he said, " Oh ho, 
if Erasmus still looked like that he would quickly find himself a 
wife."' Below, Folly descending from the pulpit. Above right: 
Erasmus aged 57 by Holbein. (5, 6, 7) 

enemy Pfefferkorn, his tongue torn o ut, is dragged along by a 
scythe. Reuchlin's victory, when Leo X stopped his trial, came in 
I 5 I 6, after seven years of bitter persecution. (8) 



Between rich and poor, between the 
nobility who held nearly all the 
constitutional power and the peas
antry without rights or opportunities, 
a new class was growing up, destined 
eventually to become dominant: the 
burghers (literally ' townsmen') . 

Right: Maximilian and his court 
enjoy a day's hunting and fishing. 

ote the substantial picnic being 
prepared at one side. (9) 

The imperial free city of Augsburg, 
about I 5 30 (below), was among the 
commercial leaders of Germany. Here 
Charles V called the Diet (I 5 5 5) that 
was to settle the religious question-a 
fitting choice in many ways, for it was 
theAugs burg banking house ofFugger 
which had played a large part in the 
scandal over the sale of indulgences 
in IP7· It had then acted as agent 
for Albert of Brandenburg, half the 
proceeds going to Rome for the 
building of St Peter's, the other half 
being divided between Albert and the 
Fuggers. It was Fugger loans, too, 
which buttressed the shaky imperial 
exchequer. Augsburg was in all 
respects highly progressive and was 
among the first German cities to 
welcome the Renaissance style 1n 
sculpture and architecture. ( IO) 



An itinerant pedlar leaving a dilap
idated farm-house, one of Bosch's 
realistic portrayals of life among the 
very poor. Travellers in Germany were 
struck by the apalling poverty of the 
countryside. Economic changes were 
working to the detriment of the 
peasants, who were not allowed even 
to fish or fell timber, while their 
meagre crops could easily be de
stroyed by the upper classes hunting 
across their land. Their natural sense 
of grievance, coupled with Luther's 
unintentional encouragement to defy 
the authority of the Church, led to 
the hideous Peasants' War of I 52 5. (I I) 

Jacob Fugger the Rich in his office 
with his secretary Matthaus Schwarz, 
a miniature of I 5 I 9· In the cupboard 
behind are files dealing with cities all 
over Europe from Cracow to Lisbon. 
A complete district of Augsburg with 
six streets and a church, known as the 
Fuggerei, was being laid out at this 
time, as a semi-business, semi-char
itable project. Durer assisted with the 
designs. (12) 

I99 



'The difference between the true religion of Christ and the 
false idolatrous teaching of Antichrist': a woodcut published as 
Lutheran propaganda about I 54 5. This left half shows the Pro
testant communion and baptism. Luther expounds the doctrine of 
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salvation by the sacrifice of Christ: ' either is there salvation in 
any other, for there is none o ther name under Heaven given among 
men, whereby we must be saved'. In his audience, piously bearing 
the cross, is the Elector John Frederick. (13) 



God in Heaven with St Francis looks down in horror as the 
modern friars collect money for the Church of Rome. The one in 
the pulpit preaches that there are many easy ways to be saved, all 
available to the Catholic Church, while the devil at his ear puffs him 

up with bellows. On the right the Pope hawks indulgences, hold
ing a text which reads 'As soon as the money falls, the soul flies up 
to Heaven'. In the background various Catholic ceremonies are 
satirized. ( 17) 

When Maximilian died in I 5 I9 the prospects for German unity, even on the level of 
scholarship and culture, were dark. Perhaps the last symbol of the 
unfulfilled promise of Celtis' and Rudolf Agricola's Germany is 
Maximilian's own tomb (right) erected some time after his death 
in the Hofkirche at Innsbruck. It was not completed until I 58 3 
and makes a curiously muted impression in spite of the splendour 
of its parts. Round the sarcophagus and facing it kneel a line of 
life-size bronze figures of Hapsburg ancestors and legendary 
heroes, 'silent witnesses', as they have been called, 'of the vanished 
grandeur of the Holy Roman Empire'. (I9) 

The Protestant princes were led first by John of Saxony, the son 
of Luther's protector, and then by his son John Frederick the 
Magnanimous (above). Full scale war came in I 5 46. John Frederick 
was defeated by Charles Vat Miihlberg (I 547). It is said that Lucas 
Cranach, his court painter, interceded for him, but John Frederick 
was deprived of his electoral dignity. This portrait by Cranach was 
painted several years earlier, in I 53 I. (I 8) 



'To give a charitable hearing to 
every man's opinions, thoughts and 
no tions, to understand them, to weigh 
them and reconcile men to a unity in 
Christian truth'- such were the pro
fessed intentions of Charles V in 
calling the Diet of A ugsburg in I 5 30, 
but events failed to justify his hopes. 
The Reformers led by J ohn of Saxony, 
presented the Augsburg Confession (see 
p. I p). Charles refused to accept it. 
They responded with an A pologia. In 
the background of this painting(below) 
of some IO years later are, from left to 
right, various aspects of the reformed 
church- wedding, confession, bap
tism, communion (the large scene in 
the centre), teaching, preaching and 
choral singing. In the left foreground 
are Charles V, his hand on the Con
fession and John of Saxon y holding the 
Apologia. To their ri ght are the 
Protestant princes and the representa
tives of the free towns. (I 6) 

- --~------

On the Eve of All Saints , I 517, Lu
ther had nailed to the door of the 
castle church at Wittenberg his ninety
five theses concerning indulgences. 
This ostensibly academic invitation 
to a theological arg ument (about 
which, in fact, many Catholics agreed 
with him) was the signal for the great 
revolt against Rome. Luther's own 
criticism expanded to take in more 
fundamental doctrines, in, grace, 
salvation, free-will and papal supre
macy. In this I 6th-century allegory 
(left) he writes on the door with an 
enormous quill (taken from the goose, 
which stands for Huss), whose other 
end knocks off the Pope's tiara (the 
lion, Leo), and from which the other 
Reformers pull feathers. Luther's 
pure doctrine is inspired only by God 
(the Hebrew sign) . In the distance he 
burns the Pope's Bull; on the right, 
Frederick of Saxony's prophetic 
dream. (14) 

The grotesque caricature of Calvin 
by Giuseppe Arcimboldo (left) is a 
measure of the vitriolic hatred arous
ed on both sides. This is now (I 5 66) 
the period of the Counter-Reforma
tion, and Arcimboldo, of Catholic 
Milan, has used all his strange talents 
in sugges ting images of disgust. The 
cheek is a boiled chicken's leg, the 
nose a plucked pullet (with the head 
forming his eye) and the mouth and 
chin pieces of dead fish. Calvin, the 
most uncompromising of the Re
formers in rejecting the old theolog
ical structure, taught that salvation 
came neither from good works nor 
faith but only from the free, un
merited grace of God . A t Geneva he 
founded a sort of theocracy, a com
munity rigorously supervised by the 
Church. Calvinism has become syno
nymous with discipline and moral 
strictness, but by training and early 
inclination he was a humanist. (I 5) 



Architects looked south but trans
lated what they saw into their own 
idiom. Elias Holl visited Venice in 
I6oo- I and on his return became city 
architect at Augsburg. His Arsenal 
(above), a reaction against the rich
ness of the Ottheinrichsbau, adapts 
Mannerist features, like the volute and 
broken pediment, to . the traditional 
gable-roof of Germany. (zo) 

An Italian fa~ade to a German 
elector's palace-the Ottheinrichs
bau at Heidelberg, built by the Count 
Palatine in I 5 56. Renaissance motifs, 
however, are crowded upon it with 
a profusion that an Italian would have 
avoided. It is now an empty shell. ( 2 I) 



Paracelsus (I493-1541) began his 
career in the mining business of the 
Fuggers, learning chemistry and later 
medicine. Nature, not authority, was 
his professed teacher, but the result 
was less science than a new form of 
alchemy. (22) 

Vadian (I484-1551), also a doctor of 
medicine, wrote voluminous works 
on many subjects. After lecturing at 
Vienna he became burgomaster of 
St Gallen and an active friend of the 
Reformer Zwingli . (23) 

Nicholas Kratzer (1487-c. I 55 o), 
mathematican and astronomer, illus
trates how small the circle of human
ism still was. Born in Bavaria, he 
came to England as a young man, 
lectured at Oxford and became offi
cial astrologer to Henry VIII. His 
portrait by Holbein (above), painted 
in 15 28, shows an interesting array of 
scientific instruments. ( 24) 

Andreas Vesalius ( I 514-64), greatest 
of Renaissance anatomists, was born 
in Brussels, studied at Louvain and 
Paris, and at the age of 2 3 became 
Professor at Padua. His De humani 
corporis fabrica, published at Basle in 
r 54 3, is the foundation of modern 
anatomy. This detail from the title
page shows him performing a dis
section. The artist who engraved the 
plates was another Fleming, Jan Ste
phan van Calcar, a pupil of Titian. ( 2 5) 



Genuine science did not begin with the humanists, who were in 
general uninterested in observing the physical world. It was 
Germany that took the lead. The first globe of the earth ever made 
(below) was the work of Martin Behaim of Nuremberg. It was 
commissioned by the Nuremberg city council and utilized all 
available geographical knowledge. But the date is I 492; Columbus 
had not returned; there is no New World. (26) 

A year later Johann StoHler of 
Constance produced the first globe of 
the heavens (below). This too embo
died the most up-to-date information. 
StoHler wrote a book on the use of 
astrolabes and built the clock of 
Constance Cathedral. (28) 

The astrolabe, a navigational instru
ment for co-ordinating the time of day 
with the angle of the stars and so 
calculating position, employed the 
talents of mathematicians . This one 
(above) is by Regiomontanus of 
Konigsberg-humanist, Arabic scho
lar, and friend of Bessarion. (27) 



Science and superstition were still inextricably blended in the 
16th century. This intriguing painted table, dating from 15 3 3 
shows in schematic form the cosmic harmonies thought to hold 
good between the planets (in the centre), the days of the week, the 
Liberal Arts (seated women), the virtues (their attributes), the 
colours (their dresses) and the metals (the vessels standing next 
to them). It begins top left with a scholar, perhaps the owner of 
the table, drawing up the whole scheme. Then, in anti-clockwise 
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order, come the Sun (Sunday, Grammar, Hope, yellow, gold); the 
Moon (Monday, Rhetoric, Faith, white, silver); Mars (Tuesday, 
Arithmetic, Strength, red, copper); Mercury (Wednesday, Logic, 
Love, grey, quicksilver); Jupiter (Thursday, Geometry, Justice, 
blue, tin); Venus (Friday, Music, Holiness, green, lead), Saturn 
(Saturday, Astronomy, Prudence, black, iron). The artist was 
Martin Schaffner of Ulm, painter, wood-engraver and medallist, 
who died about I 549· (29) 
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Renaissance and 
Reformation in Germany 

G.R. POTTER 

IF WE THINK of Germany in the age of the Renaissance as includ
ing those areas in which one of the innumerable German dialects 
was spoken and in which the emperor had some nominal author
ity, we shall not be far wrong. North of the Alps the Holy Roman 
Empire comprised a good deal more than 19th-century Germany, 
embracing the Low Countries, Bohemia, the Hapsburg posses
sions (of which Vienna and Innsbruck were the administrative 
centres), modern Switzerland, Franche Comte and Luxembourg. 

Neither Frederick III (1440-93) nor Maximilian I (1493-
I 5 19) was in any eJfective sense ruler of Germany, although 
Maximilian's influence in the Netherlands, where he entered into 
his wife's inheritance, was considerable. In general, however, 
Germany was a land of warring princes and flourishing, in
dependent cities-th(: Seven Electorates were well defined, but, 
before I45o at any rate, not one Archbishop of Cologne, Mainz, 
or Trier, no Elector Palatine, King of Bohemia, Margrave of 
Brandenburg or ruler of Saxony was concerned to promote any 
'new' learning. The common people secured a bare livelihood 
from the soil only with difficulty: travellers who came from, or 
who had visited, Italy, were mainly impressed by the poverty, 
dirt and ignorance of the countryside over which they rode. 

The Old Learning 
Before I450 there was little sign that the ideas of the Italian 
Renaissance would cross the Alps. None the less, some factors 
favoured the humanities: those rulers, and their officials, who 
were in touch with the princes and councillors of France and 
Italy, and, most obviously of all, with the Papal Curia, were aware 
that a certain degree of correct, and even elegant, Latinity was 
expected from their chancelleries; residence at a university was 
becoming fashionable, while the richest inhabitants of the cities, 
secure behind their as yet impregnable walls, had some leisure 
and capital which might be made available for scholarship. Some 
were university centres; some, such as Nuremberg, first and 
foremost, Ulm, Strasbourg, Augsburg, Rothenburg and Zurich, 
were not. 

In addition to the cities there were the universities. Mter the 
foundation of Prague (1349), Vienna (I365), Erfurt (I379), Hei
delberg (I 3 86), Cologne (I 3 88), Leipzig (1409) and Lou vain (I426), 
there was a pause, followed by the appearance, almost in a bunch, 
of Freiburg (I45 5), Hasle (I459), Ingolstadt (I472), Trier (I473), 
Mainz (I476), and T1lbingen (I477), and then Wittenberg (1502) 
and Frankfurt am Oder (1506), demonstrating that there was a 
public with a taste for, and conscious of the need of: higher 
education. None of them was directly a humanist foundation-the 
first overt public sign of tlus is the foundation of the collegium 
trilingtte at Louvain in I 5 17-but they brought together men 
accustomed to subtle arguments, nice distinctions and a certain 
acquaintance with Latin style. The students usually knew their 
Vergil, almost alone of the great classical authors, and some at
tempted Latin verse. Philosophically the not entirely barren con
troversies of the two 'ways', ancient and modern, Thomist and 
Ockhamist, encouraged independence of thought and logical 
reasoning; success in the university disputations might lead to 
employment in the service of a prince or to rapid promotion in 
the Church. There were, as yet, no theological colleges or 

A studmts' drinking bout, from the two exhortations delivered to the 
Heidelberg student.r in I 489 condemnifzg the drunkenness and prodigality 
of students. They were soon aftenvards printed in Strasbourg with a 
treatise on the morals of the lower clergy, also a frequmt target for 
criticism. (I) 

seminaries; the higher clergy, at any rate, were for the most part 
trained in, or had been exposed to the influence of, the university 
cities. The teaching was traditional and conservative and there 
were many vested interests to keep it so. 

Behind the universities lay the schools. Every aspirant to holy 
orders (and there were many), every civil servant, doctor, lawyer 
or accountant needed Latin-to be literate was to have been to 
school, and Germany was well provided with grammar schools, 
many of good quality. It was taken for granted that the acquisition 
of Latin syntax and grammar from the church liturgy, Donatus, 
Alexander of Villa Dei and the traditional grammarians, was a 
painful business; underpaid schoolmasters, often men barred 
from a clerical career by marriage, beat the essentials into reluc- p 196 (~) 
tant boys in quite appreciable numbers. Much of this was learning 
by rote: books were rare, parchment expensive, paper difficult to 
come by. The medieval scholar had this in common with the blind 
today-he learnt to listen carefully and to remember what he 
heard. There were a few teachers who reflected upon the purpose 
of education, especially those in the more prosperous and settled 
north-east where Gerard Groote (134o-84) and Hegius (1433-98), 
with their centres at Deventer and Zwolle, gave conscious thought 
to the moral welfare, as well as to the intellectual advancement, of 
their pupils. The schools of the Brethren of the Common Life, or 
their imitators, spread along the Rhine into Germany. At Stras-
bourg, Schlettstadt and Colmar in particular, there were to arise 
excellent schools which attracted a good deal of attention. 

The adoption in the mid-I 5th century of the art of printing 
with movable type, inseparably associated with Gutenberg's press 
at Mainz, unquestionably reflects the rising literacy of the Rhine
land but had, at first, little direct connection with the Renaissance, 
as the predominantly theological output of the early presses makes 
clear. None the less, cheaper duplication on paper made texts 
more readily available and ensured that the same text was in many 
hands. This was true even of the Bible, and with the study of the 
Bible went much else. The rapidity with which printers and their 
presses expanded, and the popularity of their wares, is striking; 
when new ideas and new information became available they could 
be disseminated rapidly. No printer was redundant, and river 
transport, especially along the Rhine, facilitated traffic in books 
and ideas still further. 



Light from Italy 
Geography and tradition alike ensured constant intercourse be
tween Germany and Italy; at all levels, from the emperors whose 
nominal empire reached to Rome and beyond, to the clerics, 
merchants and students who visited the shrines, markets and uni
versities of the peninsula, there was constant coming and going. 
The renewed attention to antiquity, the consciousness of new 
ways of considering man and the universe in which Italians were 
taking the lead in the late 14th century, the attraction to Greek 
studies, the passionate hunt for manuscripts-none of these things 
had gone entirely disregarded. Petrarch and Charles IV exchanged 
letters, while Sigismund, present in person at the Council of Con
stance, came into direct contact with V ergerio and his circle. 

Both Constance and Basle, meeting places of councils, were 
p 45 (1) German cities. It was from Basle that Aeneas Sylvius Piccolomini 

carne to put his gifts for rapid drafting in elegant Latin at the serv
ice of the Imperial Chancery, writing 1-listoria Frederici lmpera
toris between 1452 and 1458, and demonstrating in Germania that 
there was a German nation which could claim Caesar, Strabo and 
Tacitus as classical witnesses. Aeneas Sylvius, in fact, spent a good 
deal of his earlier years north of the Alps. Mter his coronation as 
'poet' he was actively employed in the chancery at Vienna from 
1442 onwards. For the best part of a decade he helped to compose 
official documents and was sent on a number of diplomatic mis
sions. That the emperor and Caspar Schlick, the chancellor, were 
willing to use the services of an exponent of Italian humanism is 
significant, and Aeneas used his leisure for writing. Neither his 
masters nor the German universities were yet interested in any
thing outside routine and practical affairs, but something was 
moving none the less. This is apparent in the way in which 
Aeneas' work was in fact supported by his rival and opponent, 
Gregory of Heimburg (1400-72). A solid German and a sound 
lawyer, as practical as Aeneas was flighty, he illustrated by his 

p 51 (19) writings, his eloquence, and his acquaintance with Valla, Filelfo 
p 123 (8) and Poggio, that another step in the Renaissance direction had 
p 122 (5) been taken. 

From much further north one of the best known and most 
controversial of the products of the schools of the Brethren of the 

p 123 Common Life at Deventer was Nicholas of Cues (1401-64), 
(xo) student in Italy, brought by the existence of the Council to Basle, 

political thinker, philosopher, reformer, hardly at all a Renais
sance figure yet tinged with much that belonged to it, and adding 
German seriousness and profundity. He knew some Greek, he 
collected ancient manuscripts, he corresponded with Aeneas 
Sylvius. The more his works are studied the more he seems to be a 
compact of later scholasticism, compromise, open-mindedness and 
understanding, the embodiment of a changing northern Europe. 

The New Schools 
When Gerhard Groote initiated at Deventer one of the many 
semi-monastic reforms, advocating a life in community of men 
devoted to learning, prayer, and welfare through education, he 
could not have foreseen how widespread would be the influence 
of devotio moderna and the schools of the Brethren of the Common 
Life. Quietly, but decisively, their influence spread all through the 
Rhineland; one German humanist after another derived inspiration 
from that source. The schoolroom became a different place under 
the influence of the Brethren; pupils were to be persuaded rather 
than bullied, and the purpose of education became moral rather 
than merely academic. While there was no organic connection 
between the northern schools of Hegius and the southern educa-

p 122. (6) donal revolution connected with Vittorino da Feltre, in a measure 
the two met in Alsace, with Wimpheling and Dringenberg, and 
from Alsace fertilized much of south Germany. 

The perfect product of the schools of Deventer and Zwolle, 
(although probably he actually attended neither but was power
fully influenced by them) was Rudolf Agricola (1442-85). When 
only twelve years old he had enough Latin to be able to attend 
lectures and take part in disputations at Erfurt, and he anticipated 
Wolsey as the 'boy Bachelor' at Louvain, where, at the age of 
sixteen, he was admitted as a Master of Arts, presumably having 
obtained exemption from the statutes. Having considerable talent 
for metaphysical speculation, as well as for mathematics, he natu-
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rally moved to Cologne, but found the arid exposition of scho
lastic theology there little to his taste. He learnt French, visited 
Paris, and then secured tutorships which allowed him to visit 
north Italy. At Pavia there were opportunities, of which he took 
some advantage, for studying Roman law, but he soon went on 
to Ferrara where Theodore Gaza and Guarino da Verona taught p 123 (9) 
him Greek very successfully. He managed somehow to stay in 
north Italy for a decade, an Aristotelian scholar of parts, and a 
personality whom many sought to know as a translator and writer. 

Thence, in 1478, he returned to the Netherlands to a sinecure 
which left him time for study, visits to friends and an extensive 
correspondence, moving in 1484 to Heidelberg where professors 
and students persuaded him to lecture and dispute although he 
was without any university appointment. He was in Heidelberg 
for less than a year, returned to Italy on a mission for the Elector 
Palatine in 148 5 and died on his return to Heidelberg in the au
tumn. He had expounded his views on the art of logical public 
speech in De inventione dialectica and had cast an educational treatise 
in the form of an open letter calling for character-training through 
moral philosophy, and independence of thought secured by wide 
reading of, and reflections upon, the best ancient authors. Agricola 
impressed his age, and in a short life demonstrated that a German 
could have something to teach, as well as to learn from, Italians. 

Education at the Cross-roads 
Strasbourg, where Agricola's work was early known and appre
ciated, was favourably situated. It was on the line of communica
tions between north and south, closely involved politically with 
Zurich, Basle and Berne, an island of security amid the uncertain
ties of the Hapsburg lands in Alsace, with leisured ecclesiastics 
and wealthy business men stimulated to mental activity by the 
consciousness of living in a German outpost in the west. Like 
Cracow in the east, also a humanist centre, it was almost a border 
town, a kind of advanced German position never indifferent to 
what was going on in France. In the age of the Renaissance it was 
regarded, and rightly, as a peculiarly free, German-speaking 
imperial city, and a notable ornament of the Empire. Alsace was a 
singularly independent region, with some parts in the south under 
Haps burg rule and with many enclaves under the control of nobles 
or ecclesiastics. There was thus scope for independent develop
ment, while at the same time the Rhine provided communications 
with the Netherlands in the north and, through Basle, with the 
Swiss in the south. In the seventies of the I 5th century, Burgundian 
influence and pressure had been increased; if events had gone only 
slightly differently, Alsace might have become the fourteenth state 
of the Swiss Confederation or the capital of a Greater Burgundy. 

It was in such surroundings that the schools of Strasbourg and 
Ensisheim became renowned. Jacob Wimpheling (1450-1528) ---
typifies the Renaissance in this area, just as Bucer does the Re- -.__ 
formation, and in each case local conditions made for moderation 
and compromise. Wimpheling came from Schlettstadt. Greek, 
apparently, he never learnt, and his Latinity did not quite match 
the easy grace of Agricola or Erasmus. Yet in two ways he illus-
trates his age. Thoroughly orthodox, he was yet as critical as 
Valla: for example, being himself a secular priest, he demonstrated 
that the claim of the Augustinian Order to follow a Rule drawn 
up by their nominal founder was untenable. He could be described 
as an educationist and a patriot: he exalted his homeland in 
Germania and insisted that the whole Rhine valley appertained to 
it and not to France. Jol:m Geiler of Kaysersberg had already 
aroused enthusiasm in Strasbourg by his sermons, and when 
Wimpheling urged t..~e City Council there to set up a grammar 
school (Gymnasium) in which Latin literatu.re was to be the chief 
subject of instruction, with morality, strategy, architecture and 
agriculture all studied from Roman writers, he met with a good 
deal of support. It is interesting to find Wimpheling taking this 
viewpoint because, although his own training in Heidelberg 
where he was Dean and later Rector, had been along traditional 
lines, he nevertheless valued university education much more 
highly than did some other Renaissance figures. He admired the 
school set up by Louis Dringenberg in Schlettstadt and he would 
have been delighted with the elaborate and logical advanced 
classical studies arranged later by Sturm. 
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'Ancient Roman Inscriptions,' published by Peutinger in I J 20. The 
itzscriptio11s came from the environs of Augsburg, some supplied by such 
etninent burghers as tbq Fuggers and the Paumgartners. The tit/epage 
shon's the rape and suicide of Lucretia, and seven Roman emperors. ( 2) 

Reludant Universitiies 
Humanism north of the Alps depended much more upon insti
tutions, schools and universities than was the case in Italy, and 
herein lies part of its enduring success. None the less humanism 
was in no way the product of the German universities but was, 
in a sense, imposed upon them, just as the teaching of Greek at 
Oxford was reluctantly undertaken only at the orders of the 
government. Heidelberg, Erfurt and Vienna were more willing 
than the others to accept the modifications of the traditional 
courses, to allow the study of letters together with logic, to 
encourage the writing of Vergilian hexameters and Ciceronian 
prose side by side with the nice distinctions and often sterile 
arguments of current scholasticism. The transition was, indeed, 
gradual, if it was ever fully accomplished, and the 'poet' long 
remained something of an exotic rarity. The Renaissance in Ger
many was part of a wider European movement. Locally it became 
an affair of personalities, of institutions and of communications. 
The universities could not fail to be affected in some measure by 
the currents of European thought. At Cologne, for example, later 
regarded by the humanists as the citadel of theological obscuran
tism, Greek and Hebrew were being taught before the end of the 
I 5th century and there was a printing press there in 1467. All the 
German universities knew something of the New Learning. What 
is true of Erfurt, Vienna and Tiibingen is fully paralleled else
where. 

The University of Vienna, founded in 1365 by Rudolf of 
Hapsburg, at first without a theological faculty, flourished from 
the outset. Both Gerson and Aeneas Sylvius praised its scholarship 
and the advocacy of proper Latinity there was quite remarkable. 

Although Zwingli left after only a short stay, Vienna helped to 
make him the humanist theologian that he became. Scholastic and 
medieval its earlier traditions necessarily were, but an under
current of restlessness becomes apparent before the end of the 
15th century. In 1492 there were lectures on Vergil, Cicero, 
Horace and Sallust from Bernhard Perger; in 1494 Jerome 
Balbi, the jurist from Venice, was asking that his lectures on 
poetry might be compulsory as well as remunerated, and by I 5o 1 

there were two professors, one of oratory, one of poetry, who, 
with the professors of mathematics and physics, might bestow 
the laureate on behalf of the emperor upon approved applicants. 
There was a tinge of humanism about Viennese university studies 
at the opening of the 16th century, and this was significant. 

Erfurt was a quasi-university town even in the 13th century; 
Clement VI in I 3 79 merely regularized what had long been going 
on. Well and centrally situated, equi-distant from Heidelberg, 
Cologne and Prague, the institution moved with singular inde
pendence. It was, in a sense, purely German, for there were no 
'nations' as there were elsewhere, and it received substantial 
support from the city. Law and theology were stressed, there was 
a rich library, especially of bible-commentaries, and John of 
Wesel and Nicholas of Lyra were influential names. Directly, 
perhaps, there was little that could be called humanism, but 
indirectly there was much. There was a good deal of exposition 
of the best Latin authors, free discussion and argument were 
encouraged, and the spirit of critical enquiry there did something 
to shape the thoughts of Luther, its best known alumnus. There 
was an early interest in mathematics and astronomy and care was 
taken to introduce new methods of teaching style and rhetoric 
rather earlier than elsewhere. Visiting lecturers from Italy were 
encouraged and Locher, Mutianus Rufus, Wolf, Zell, Spalatin, 
Crotus Rubianus, Jodocus Trutfetter, were all there at different 
times. 

The foundation of Tiibingen in 1477 required confidence and 
courage, with Heidelberg and Freiburg so close at hand. Perhaps 
because of this, the university authorities deliberately set out to 
attract some distinguished scholars as teachers-the realist Johann 
Heynlin von Stein, the nominalist Gabriel Biel whose commentary 
on Ockham was appreciated by Luther, and Heinrich Bebel who 
lectured on oratory. Greek and Hebrew were taught, mathematics 
and astronomy were popular, and lecturers were instructed to 
expound their texts briefly and clearly and to avoid 'inane and 
frivolous questions'. Via moderna and via antiqua were both catered 
for, and special care was taken to secure the best possible texts of 
Aristotle and a wide range of commentaries on them as well. 

There was no university in Augsburg, Ulm, Strasbourg or p 198-9 
Nuremberg, yet each of these cities, together with others, was in (10) 
a measure a focus of new tendencies. Their buildings, and the 
ornamentation of their great churches, were expressive of a 
characteristic approach to the age; the Rathaus was the centre of 
civic life, and, at a time when ecclesiastical and domestic archi-
tecture were still undifferentiated, the Town Hall of Nuremberg 
was different both from a French late Gothic cathedral and an 
Italian palazzo. Guarded by their walls the citizens had security; 
they had a tradition of personal freedom and some had both 
money and leisure. The merchants who were painted by Cranach 
and Holbein had taste and encouraged it in others; they were 
ready to support the literary societies, the Rhine and Danubian 
Gesellschaften which were the parallels to the renowned academies 
of Florence and Rome. Augsburg, for example, employed Conrad 
Peutinger, the scholarly editor of Roman inscriptions, as its Town f 2 

Clerk; other towns directly and indirectly encouraged the pro-
duction of their own chronicles or histories. 

Wondering Scholars 
Among the penniless wandering students who moved from city 
to city, publicizing and exaggerating their poverty and their 
attainments, was Peter Luder (141 5-74) of Heidelberg, where 
Frederick, Elector Palatine, set an example of encouragement to 
letters. Luder left the university without a degree, and as soldier, 
mendicant and clerk made his way to Italy, to the eastern shore of 
the Adriatic and to Asia Minor, picking up what he could of the 
attainments of his tutors and acquaintances. By 1456 he had 

2II 



The tit!epc~ge if the second in.rtal1!1ent in I J IJ of the 'hpis'fo!ae obscuroru111 
tJirorul!1' represents the obscurantists (scholastic theologians) so bitingly 
satirized by Crot11s Rubianus and Ulrich von Huttm, and exhorts the 
mzdcr to exercise his lungs with laughter. It brought Reuchlin's opponents 
into such ridictt!e that the victory of ht~manist stttdies was sectfred. (}) 

returned to the Neckar and offered to lecture in his former uni
versity on rhetcric and poetry. This was not acceptable to the 
Establisr.ment and it required a special grant from the Elector and 
an order to 'his' university before recognition and a lecture room 
were provided. The lectures on the Epistles of Horace, on Ovid 
and on Valerius Maximus attracted no very considerable following 
and Luder made ends meet by taking private pupils in Augsburg 
and Ulm during vacations and by delivering a course on Terence 
and Ovid at Erfurt in 1461. From thence he moved to Leipzig, 
where he taught Hartmann Schedel (1440-1 5 14), obtained a 
temporary success and then, after further wandering, entered the 
service of the Duke of Saxony. All this he expounded freely in his 
autobiographical verse and letters. Luder was scarcely more than 
a sign of the times: his scholarship was superficial and his influence 
slight, he had no serious pupils or disciples, but he led the way. 

Polished Latinity and a gre;tt deal of versifying combined with 
telentless self-advertisement to magnify, in his own age and later, 

f J the achievement of Conrad Celtis (143 9-15 o8). In time, and also in 
aims and method, Celtis is Lucier's successor and, for a variety of 
reasons, was able to achieve more than his predecessor. Luder 
was ignored by Frederick III, Celtis was patronized by Maximi
lian I, but then Frederick III was neither humanist nor Renais
sance prince while Maximilian would have wished to be remem
bered as both. A peasant's son, after an adventurous career as a 
poor student at Cologne and Heidelberg, Celtis managed to move 
north, south and east, to Rostock, Erfurt and Leipzig, and was 
accepted as a mathematician and astronomer. He learnt some 
Greek in Rome and Florence and with almost modern publicity 
received the laurel crown from the emperor at Nuremberg in 
April 1487. How it all happened and how it was paid for is a 
matter for speculation, but it showed what was possible. The 
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vainest of men, he was disappointed with Rome, Florence and 
Ferrara alike, partly because they had less that was new to offer 
tl1an a generation earlier, partly because there he was among 
equals, if not superiors, whereas in northern Germany he was a 
prodigy. 

Indefatigable in the formation of learned societies, some of 
which existed on paper only, he moved east to Cracow for two 
years, then via Nuremberg to Ingolstadt for a further two (1494-
96) and finally became an ornament of the University of Vienna, 
president of its Poetry Society. He was enormously popular with 
the young men, and wrote extensively both the elegiacs on the 
theme of love for which he was best k..1own, and treatises on the 
potential greatness of Germany, presenting everything with the 
gloss of the Golden Age of the Roman Republic. Within the little 
world of books he was a minor Erasmus, knowi..11g much, inspir
ing confidence, praising rather tl1an criticizing hls fellow human
ists, and possessing in no small measure the instinct for original 
research, constant questioning rather than simple exposition. 

Exposition, however, was indeed very necessary in Germany; 
in scientific knowledge, information about the physical universe, 
in politics, philosophy and law, the ancient world was still ahead 
of the modern. Celtis helped it to catch up. Never long b one 
place, accepting Church money without performing clerical 
duties, refraining from open criticism of accepted beliefs, he 
showed his fello-w-countrymen how to use language as a weapon 
of power and effect. Small in stature, often in ill health, always 
on the move, he was interested in painting, music, drama, geo
graphy, printing (which he highly commended), natural history, 
astronomy; sceptical about astrology and magic, a conventional 
churchman who defended the Immaculate Conception, he lived 
to see some of his teaching brought to fruition after Maximilian 
had opened in 15 02 the Collegium Poetarul!1 et 111athematicorttm at 
Vienna. It was as a poet that he wished to be remembered, but his 
encouragement of science was valuable for Germany. 

John Tritheim, Trithemius (1462-1p6), was Celtis' contem
porary and his equal as an exponent of German humanism. He 
made his profession as a monk at the age of twenty and was 
satisfied with the life of cloistered scholarship whlch the age 
allowed and expe·cted. He was orthodox yet critical, he followed 
St Augustine in rejecting the superstitions of the astrologers, yet 
he studied the stars with intense care; perhaps something of a 
conjurer, he gained the reputation of a magician. Immensely 
industrious, an experimental chemist on occasion, he turned b.is 
attention to the history of German monasticism so that he could 
demonstrate the superiority of clergy to laity and of Germans to 
other nations. For the greater glory of Hirschau he resorted to 
forgery and deliberate misinterpretation of documents, and history 

The virulence if the Rettchlin-Pfefferkom controversy increased with e11ery 
pamphlet. This woodctttis from Pfefferkorn'.r '.Mitleydliche Claeg' ('Pitiful 
Plaint') against Rettchlin's advice to the emperor in IJIO that Jewish 
books should not be suppressed; it shmvs the author pointing to Reuchlin 
1vho is bewailing the loss if his case, wearing sackcloth and eyeglasses (a 
pun on hi.r 'Augenspiegel' condemned by llltperial mandate in I J I 2). ( 4) 
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in his hands became an instrument of propaganda. He disliked 
and defamed the Jew~; of his day, he neither wrote, nor persuaded 
others to appreciate, Latin verse, yet in his enormous breadth of 
knowledge, his wide classical reading, his consistent friendship 
with humanist circles, he illustrates the seriousness, the political
mindedness, the patriotism and even the piety that marks much 
of the northern Renaissance. 

The Study of Hebrew 
The cult of polished Latin prose, the new-found recognition of 
what the literature and language of ancient Greece had to offer, 
was one aspect of the German Renaissance. It was paralleled by 
another-a revived interest in Hebrew. There had been' little 
concern with this language in the Middle Ages; St Jerome had 
translated the Old Testament from the original tongue with which 
he was so well acquainted into Latin and there was little desire to 
go beyond this. Only rather exiguous Oriental contacts and efforts 
at conversion of Jews were factors favouring the study of the 
language; some university teaching in the subject, following the 
decree of the Council of Vienne (I 3 I I), was intermittently ayaH
able. 

There were, howe·•·er, special reasons why Renaissance Ger
many should show an interest in Hebrew. In so far as the New· 
Learning bred a critical outlook which was applied to religion, 
interest in Bible study and the difficulty of adequate Nev.r Testa
ment exegesis without Hebrew, which Christ quoted and used, 
turned attention to this. The humanists, following St Jerome, 
regarded Hebrew as the first original language and, since the Old 
Testament is quoted in the New, each ,,,-ord of the original had 
special value. To isolate the whole Bible, including the Apoc
rypha, from any Renaissance study is to misunderstand the age. 

Further, there was a considerable Jewish population in some 
German cities, the re~:ult, partly, of the expulsion of Jews from 
the more highly centralized states, France and England. A suc
cession of learned rabbis meant that Hebrew scholarship had been 
maintained and it was to this source that interested parties could 
turn. Humanist Hebrew, if the phrase is admissible, was the result 
ofthe work of the gifted linguist Johann Reuchlin (1455-I522), 
lawyer, Latinist with some knowledge of Greek, who was induced 

p z6 by intellectual curiosity and by acquaintance with Pico della 
(45, 46) Mirandola to learn Hebrew and to examine with interest the 

Cabbala. In De verbo mirifico (1494) and De arte cabba!istica (15 17) he 
directed attention to the special Jewish contribution to theological 
speculation and he wrote for German students an elementary 
grammar De rudimentis hebraicis (I 5 o6), and a more advanced 
commentary De accemibu.s et orthographia linguae hebraicae (I p8). 
Thus, even if some of it was plagiarized without acknowledgment, 
there was now a working text-book available and printed. 

The result was publicity of an undesirable kind, but still 
publicity. The Dominicans of Cologne made use of the enthu
siasm of a Jewish convert to Christianity, John Pfefferkorn 
(1469-r 522), to attempt to suppress Jewish books, and an im
perial mandate was obtained in I 5 09 ordering their confiscation. 
Reuchlin's works were soon included. This led to investigation, 
consultation of various universities, information volunteered by 
interested parties whi,:h aroused public interest and which led 
to a kind of pogrom. Any learned controversy in the I 6th century, 
as the writings of Sir Thomas More illustrate, easily became a 

f 4 slanging match: Reuchlin answered his opponents in I 5 I I in 
Attgp;spiegel. This was promptly condemned by the University of 
Cologne, as heresy was suspected. The issue moved up to papal 
level, the stormy petrel Franz von Sickingen got himself involved, 
and the case went agaiast Reuchlin, who was ordered to be silent 
and pay costs. All this aroused ever-widening interest. Testimo
nials to Reuchlin's scbolarship came in from many quarters and 
were printed as Claro rum 11irorum epistolae (I 514) and Epistolae 
i!lustrium viromm (I 5 19). A kind of party organization developed. 
The Reuchlinists were those who cared both for the arts in the 
wider sense (studium hmnanitatis) and for people, while their 
opponents were men of darkness and obscurity. Then came the 
famous satire, anonymous and by several writers, but bearing 
unmistakably the hands of Crotus Rubianus and Ulrich von 

f; Rutten, Epistolae obscurorum virorum. The satire has lost much of 
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its sting across the ages now that the allusions have to be labo
riously interpreted, but Ortuin Gratius of Cologne is set up as the 
incredibly learned, pious, skilled master of all the arts, and the 
stories of sexual irregularities are as crude as the bad grammar or 
names like Dollenkopfius, Mammotrectus, Bunstemantellius, 
Langschneiderius. The fact that some, like one Dominican prior 
in Brabant, failed to realize that it was satire at all, says much for 
the need for the New Learning. Erasmus characteristically urged 
peace and tried to escape being drawn in. It may be noted that 
Reuchlin's chief supporters came from Erfurt, that no question 
of heterodoxy was involved (for Reuchlin, who was teaching 
Hebrew at Ingolstadt in Ipo and at Tubingen in I 52 I -22, re-
mained steadfastly Catholic), and that in the end the cause of p I97 (8) 
Hebrew won. After this controversy the three languages, Latin, 
Greek and Hebrew became part of the necessary equipment of 
the educated scholar. 

Some Humanist Careers 
The German humanists lacked the spacious inspiration and en
couragement of Florence, Rome or Venice, and the incipient signs 
of what later seems to be a universal tendency have to be traced 
in the works and careers of somewhat minor and not individually 
very significant figures. 

Selection of these is inevitable and thus the narrative is likely 
to become, in part, a series of biographies. Erasmus tends to 
dominate the scene and to overshadow his fellow workers, but 



Sebastian Brant's vernacular 'Das Nar
renscbiJ1'' tells of a shipload of fool.r who 
embark for Narragonia, a fools' paradise. 
In jaunty verse it .ratirizes contemporary 
failings, both clerical and lay, and its 
J#-ide popularity led to a 1vhole 'fool' 
literature. This woodmt from the fully 
illustrated first edition shows tbe foolish 
boatman 2vho comes to gri~f by failing to 
take the necessary precautions .1gainst 
misfortune. ( 6) 

he was eager enough to correspond with them, to compliment 
them, and to make use of their brains. The centres of German 
population were further apart than were the Italian cities and 
local life \Vas active and intense. Hence some of the exponents 
of the New Learning, men like Locher, Pirckheimer and Murner 
were influential chiefly in their own immediate neighbourhood: 
much depended on the spoken word which has escaped record 
and the personality of its exponent. Men like these prepared the 
way for successor:> who could address a \\'lder public. 

Jacob Locher (r47r-r 528) was a kind of minor Celtis. There 
is the same background of the wandering scholar, the Basle boy 
who studied at Freiburg, Ingolstadt, Ti.ibingen, Padua and 
Bologna, lectv::ed on rhetoric and poetry at Freiburg in 1495, was 
jJoeta lauredus in 1497 after which he delighted in the epithet or 
nickname of Philomusus :md succeeded Celtis as lector in poesi at 
Ingolstadt in 1498. Anti-clerical, bitter in his attacks on the 
sd·,olastic Lheologians, he had a following and was an invaluable 
subordinate in the hu:r\anist ranks. Thomas Murner (1455-1537) 
abandoned the study of antiquities for violent controversy against 
Brandt, Luther, \vinlpheling and any enemies of the faith to whom 
his attention could be drawn. There is something of the foil about 
him: more of permanent worth could have come but that his 

p 196 (3) attention was diverted elsewhere. Willibald Pirckheimer (1470-
I53o) was Locher's almost exact contemporary, better known, 
chiefly because he was painted by Durer and because he was rich 
enough to be extravagantly complimented by Erasmus. The taste 
of that age, P. S. Allen once remarked, liked the butter spread 
thick and Erasmus' was the best butter. A wealthy Nuremberg 
patrician, joining the select throng of those who, like Reginald 
Pole, learnt Greek in leisurely fashion at Padua and Pavia, he was a 
Platonist who translated the works of Lucian and St Gregory 
Nazianzen into Latin, and he was justly proud of the intellectual 
achievements of his sisters, Charity and Clara. The furniture and 
pictures of his house showed his own good taste, he inherited and 
added to a considerable library, he collected and used mathemati
cal instruments, studied maps and was a kind of minor Lorenzo 
de' Medici in his renowned city. Because of his wealth his scholar
ship may well have been overrated; he was a soldier and man of 
affairs as \Vell as a student. 

Such were some of the 'poets', and not one of them cared for 
the vernacular. A partial exception is to be found in Sebastian 
Brant (1457-1521), one of those marginal figures, no true huma-

/6 nist, and yet powerfully influencing humanism. The Ship of Fools 
(Das Narrenschiff) was first printed in 1494 at Basle and soon 
trzinslated into several languages, Locher (Philomusus) being 
responsible for a Latin version in 1497· The ship-load of fools 
was a satire touched by the Renaissance spirit, the 'fool' being an 
almost indispensable accompaniment of the thought of the age. 

p 197 The Praise of Folly, J1;[oriae encomium (1 509) connects directly with 
(5, 6) it, as do the Pasquinades of Rome and the crude street-plays which 

brought the Reformation to Berne. 
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The Making of Erasmus 
The notion that there was an Italian Renaissance which was pa
gan, and a northern Renaissance which was Christian, has long 
since been abandoned as untenable. The fact that Lorenzo Valla 
demonstrated that the Donation of Constantine was of a much later 
date than it asserted, or that the Apostles' Creed could not be 
assigned to the Apostles, no more made his circle unbelievers 
than the elimination of the 'three witnesses' teA't involved the 
rejection of the inspiration of the Bible. It is true that most of the 
books that came from the early printing presses were 'religious' in 
their titles and contents, but this is because they reflected the 
general interests of their age. However inevitable it may be to 
consider the Renaissance as characterized by a revival of interest 
in classical antiquities and in the study of Greek and Latin, con
temporaries need not have seen anything unchristian in this, nor 
did they. There was in northern Europe from the beginning of 
the r 5th century a fusion of the study of antiquity and of the Bible 
which was so complete as to make them inseparable. Indeed, many 
of the early Reformers were so conscious of the difference between 
the Christian community of the time of the Acts of the Apostles 
and that of their own age that part of their case was based upon a 
desire to return to the primitive practices. It was much the same as 
the conviction that ancient Rome should be copied in its laws, 
institutions and terminology, which powerfully affected a good 
deal of 16th-century political and even military thinking. 

There had long been criticism of the Church in Germany, 
some of it bitter enough, as for example that of Conrad l\'Iutianus 
Rufus (1471-1526), Canon of Gotha, whose orthodoxy was tinged 
with scepticism but who refused to leave the Catholic Church. 
Agricola and Reuchlin were the most notable early exponents of 
critical thought, linguistic attainments and deep acquaintance 
with the past, and their names were widely known in the qth 
century. They were transcended by Erasmus in whom the p 197 (7) 
northern Renaissance reached its highest point. Every aspect of 
his life has been studied with care by devoted admirers and also 
by critics who disparage his Latinity, demonstrate the manifest 
imperfections in his knowledge of Greek and dislike him for his 
refusal to abandon the Catholic Church while at the same time 
equating him with Luther as a solvent of established beliefs. 

The natural son of a priest, a monk by unwilling profession, 
forced to earn a living by his pen and therefore to flatter wealthy 
patrons with almost sickening adulation, he secured for himself, a 
little late in life, the comfort and security without which pene
trating scholarship and continuous writing were impossible. 
Roterodamtts, he was Dutch by birth, brought up in a wealthy 
corner of a poor continent, where Burgundian achievements were 
apparent in buildings, pictures and books, and with relations who 
were well enough off to send him to school at Gouda, and thence 
to the best school in Europe, St Lebuin's, kept by Brethren of the 
Common Life at Deventer. He was in the atmosphere of the Imi
tation of Christ, of the mysticism of Gerson and the devotio mo
derna, and at the same time he was taught by men who were 
scholars, transcribers and accurate grammarians. He had already 
learnt to sing, and a choir-boy's trained voice brought him into 
the Cathedral of Utrecht and the organization of a great colle
giate church. 

In later life he criticized his own early upbringing; he hated 
the harsh methods of learning medieval Latin grammar in hexa
meters and he hardly realized that Hegius, his headmaster, was an 
up-to-date scholar who made his school representative of the best 
that the age had to offer. Hegius himself knew and studied with 
Agricola and thus learnt a little Greek and also was acquainted 
with what Italy had to offer. Erasmus met Agricola once and 
remembered the meeting long after. He also came into touch with 
John Wessel (Gansfort) who had also been to Italy and was tri
lingual, knowing Latin, Greek and Hebrew, but concerned with 
doctrine and pastoral work rather than style and the niceties of 
scholarship. At Deventer there was a simple printing press, ac
tively issuing many of the Latin classical texts just as Erasmus 
was leaving and thus bringing him early into touch with the new 
medium for reaching a widening reading public. In 1484, having 
learnt by heart most of the comedies of Terence (whose plays 
were popular in the I 6th century both for their style and their 



in Germany 

The 'Adagia' of Erasmus was among the 
most popttlar JJ'orks of t.0e age. It begmz as 
a small collection of Greele and Latin 
_,vroverbs zrith zvhich read?rs could embellisb 
their pro.,·e and increase their reputation. 
But Erasmus znnt on adding to them all 
his life and his original brief commentaries 
greJv into lengthy dhquisitions on manners, 
morals and religion, so that by the end the 
book was a fascinating record of his opinio1u 
on a host of subjects. T1Jis titlepage from 
Proben's IJ2} editiotz has fa!lcijul por
traits of the authors from who.re JJJorks the 
'Adagia' JJ!as compiled. ( 7) 

content), Erasmus left Deventer and was ready for a university 
course. Why he did not beg his way to Louvain, Cologne or 
Paris, as others like Butzbach had done before him, is uncertain. 
For local and family reasons perhaps, the young man, for so, at 
fifteen, he would regard himself, moved on to the house of the 
Brethren of the Common Life at Bois-le-duc, 'sHertogenbosch. 
There he fretted and found little scope for his abilities and in
clinations. Pressed by relations, anxious for some settled stability, 
in 1487 he was admitted as a novice, and in 1488 became a full 
professed monk, an A.1gustinian Canon Regular, at the monastery 
of Steyn. It was a critical decision and it influenced much of his 
life through his later attempts to evade or wriggle out of his 
vows. The books were few, the services long, monastic routine 
was boring, the food was not properly cooked, there was no one 
of his own intellectual calibre i..'1 the society. He had no real voca
tion. If he had remained at Steyn the northern Renaissance would 
have been both delayed and different. It did mean, however, that 
when at long last he managed to study at the University of Paris 
he was an older monastic student, cynical and disappointed. He 
had also learnt that the Regulars were the avowed opponents of 
'good letters' and it was to the production of aids to classical 
Latin style that he was to devote his early attention. 

The 'Adagio' and W1)rld Renown 
This he did the moment he was able to exchange the cloister for 
the study. In 1493 he had become secretary to the Bishop of Cam
brai, was drafting letters which would go out in the Bishop's 
name, and engaged upon an abstract defence of the monastic life 
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and an attack on the obscurantists, Liber antibarbarorttm, which he 
circulated among friends in manuscript. It is a kind of dialogue in 
which the defence of classical learning against its narrow-minded 
and ignorant opponents is left to James Batt with a good deal of 
success. At about the same time the young Canon produced a 
summary or paraphrase of L.~e Elegantiae of Lorenzo Valla which, 
again, was not published in book form until many years later 
when any printer W<ls only too glad to produce a volume with 
Erasmus' name attached to it. 

Such was, in a manner, the emergence of German humanism. 
With this, and with some Latin poems of youthful mediocrity also 
circulating among a few friends, Erasmus arrived at the Sorbonne 
in 149 5. He was at once admitted to the society of the Masters of 
the University of Paris and proceeded to the degree of B.D. in 
1498. This first sojourn beside the Seine gave Erasmus the fullest 
possible insight into the thought and expression of the theolo
gians of the principal centre of learning in the civilized world. The 
'Scotists' of the College de Montaigu ignored the ardent, argu
mentative pupil who retaliated by noting for future uncompli
mentary use their methods, language, expressions and habits of 
thought. 

He met Faustus Andrelinus and the historian Robert Gaguin, 
he attended the statutory lectures and disputations and he started 
to learn Greek. It was late in life if he was to become a Greek 
scholar of renown and to this he hardly attained. He was doing, 
however, what he could not have done east of the Rhine which is 
in itself a measure of the cultural insignificance of Germany at the 
end of the I 5th century. Money was obtained by securing a tutor-



ship to young William Blount, Lord Mountjoy, and by gifts 
wheedled by flattery out of the wealthy Anne of Veere. If he was 
to go further and synthesize for northern readers what had been 
achieved further south, if something could be distilled from the 
early editions of the Latin classical writers now available new 
from various presses, he might make his name more widely known. 

This he did, partly by a visit to England where he received 
mild encouragement from More and Colet, but essentially by 

f 7 writing Adagia. This compilation which was to be enlarged again 
and again in the course of the hundred and more editions and 
issues through which it went, brought European renown almost 
immediately upon publication. It consisted of a kind of set of clas
sical gems, a Dictionary of Proverbs and Quotations with a com
mentary, and was published by a German printer at Paris in 1500. 

Although Polydore V ergil had preceded him with the idea, 
Erasmus' collection was much larger and more useful. Recent 
years had indeed made texts more accessible, but few could 
collect, or even obtain access to, a large library. With a cornbi
nation of immense industry, acute sensibility and an eye to utility 
and popularity, Erasmus enabled those who knew only school-boy 
Latin to quote from the best authors, to have model sentences 
which could be copied and adapted, and also to understand the 
allusions with which they were accompanied. 

As in his later biblical annotations, Erasmus used the opport
unity to bring gentle satire to bear on those who despised good 
classical prose, on those too for whom the traditional verbal dis
putations of the schools were the end of advanced study, and on 
the reactionary theologians, monks, mendicants and prelates. At 
the same time the compiler advocated sweetness and light; his 
pacificism was in the medieval tradition of St Bernard, deploring 
armed conflicts between Christians, urging a return to the simple 
precepts of the Gospels. But it was as a guide to good classical 
Latin prose that men bought it and it showed that the ideals of 
Locher, Celtis and Agricola had now reached a wider northern 
public. 

England, Rome and Venice 
In England he had made contact with the rising young lawyer, 

p 261 Thomas More; with the wealthy and earnest exponent of preach
(26) ing based on the text of the New Testament, John Colet; and 

p 26o with Grocyn and Linacre, full of universal knowledge, including 
(u, 23) Greek acquired in Italy. Adroitly obtaining a glimpse of life at the 

English court, pleasing his hosts and patrons, on his return to 
Paris he plunged into intensive study of Greek. This was in
dispensable both for the proper knowledge of the New Testa
ment, to which his thoughts were constantly returning, and for 
any adequate understanding of the Latin authors whom he would 
edit and expound. 

Writers were not paid by royalties in the x6th century, and 
there was no law of copyright. To write a best seller did not bring 
any money of itself; reputation and the good-will of patrons 
might follow, but this was all. Money had to be begged if Greek 
texts were to be procured; Erasmus was the self-taught home stu
dent in Greek, but he soon realized that a visit to Italy was in
dispensable. The times were propitious for him. There could not 
be an effective expansion of Greek scholarship north of the Alps 
until books were available, and the mass production of these was 
beginning in I 5 oo. A money-collecting and book-buying tour 
through the Netherlands in 1501 was accompanied by concen
tration upon Greek whenever opportunity allowed, followed by 
a longer stay in Louvain where he ignored suggestions that he 
should lecture regularly in the university there. In this way the 
northern Renaissance, beginning with humanism in Vienna, 
Erfurt and Heidelberg, had shifted its sights somewhat. As in 
England, it was the independent thinkers and writers rather than 
the university professors who carried forward the new fashion. 

Mter little more than a year of Greek study, Erasmus was 
translating Greek authors, including some remarkably obscure 
ones, into Latin. Lucian suited his quiet mordant wit admirably, 
and he was to interest More, and many others, in the content, 
rather than the style, of the author. He and his disciples were, in 
fact, conscious that their Latin should be that of the Golden Age 
but there was no such conviction about Greek, no differentiation 

216 

Renaissance ami Reformation 

Tzvo doodles from a manuscript in Erasmus' hand-IJm an ironical J'elf
portrait (right )-sho;JJ a lighter side of the great humaniJt' s character. ( 3) 

between the style of Thucydides and the Hellenistic Greek of the 
New Testament. It was sufficient to have grasped the clements of 
the language. When the most suitable gift to the Archbishop of 
Canterbury seemed to be a translation of the Hecuba of Euripides 
into Latin verse, the donor was as much anxious to demonstrate 
his facile Latin style as to expound a difficult play. 

One sign of the times came in I 5 04 with the appearance of 
Enchiridion militis christiani. Enchiridion was a Greek word for 
handbook or for dagger-very few can have known the meaning 
of this when the book came to the Dutch or Frankfurt bookfairs, 
but there was subtle flattery in the assumption that they did-the 
introduction of the knight suggested the fashionable bastard 
chivalry of the age of Louis XII. 'Christian' indicated that the 
contents were edifying. No one was disappointed. You learnt how 
to fight the spiritual battles of the Christian soldier, how to dif
ferentiate between faith and works, and why one should rely less 
upon the mechanical performance of fasts, ritual prayers or the 
intervention of the fashionable saints. Physical warfare must be 
eliminated, the true Christian fights for the welfare of the soul, 
rising above the temptations of the flesh. There is little that is 
humanist about it except the title, yet the same ideas would have 
been put very differently half a century earlier. 

With popular books to his name, with some money and much 
commendation from England, Erasmus reached Italy in 1506. He 
was now forty, or nearly forty, years old. A generation previ
ously, Agricola had found that in Italy alone were the men and 
the materials available for the humane studies: now, there was, 
in fact, little new that Erasmus was able to gain intellectually 
from his ultramontane expedition. A doctor's degree from the 
University of Turin, a useful dispensation, a visit to Rome and 
exploration of the libraries of Bologna, continuous reading, trips 
to Padua, Ferrara, Siena, Naples, some work at Venice for the 
supreme Renaissance printer, Aldus Manutius, filled nearly three 
years. While there was much in Rome to criticize or to satirize, 
and papal patronage was not forthcoming, Erasmus respected the 
city's reputation. 

Had I not torn myself from Rome, I could never have resolved 
to leave. There one enjoys sweet liberty, rich libraries, the 
charming friendship of writers and scholars, and the sight of 
antique monuments. I was honoured by the society of eminent 
prelates, so that I cannot conceive of a greater pleasure than to 
return to the city. 

But he never did. 

'The Philosophy of Christ' 
By I 514, when Erasmus was back in Germany after a second, 
more lucrative, stay in England, with more steady work done in 
the rural retreat at Queens' College, Cambridge, than almost any- p z6o 
where else so far, he was now a worldcelebrity. Travelling up the (21) 
Rhine to Basle he was no longer a missionary of culture, he was 
the honoured embodiment of an incipient intellectual revolution. 
By now, too, he was an indefatigable correspondent with every-
one who mattered, and with many who mattered only because 
they were rich or influential and could thus help the cause of 
letters, on both sides of the Alps. Many of his epistles were, after 
the habit of the age, carefully composed with a view to publica-
tion, but, partly because they have been so admirably edited, and 
are so informative, there is danger lest they overshadow other 
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important aspects of Erasmus' work. He himself probably gave 
pre-eminence to his great folio editions of the Fathers, Jerome 
first of all, then Cyprian, Ambrose, Augustine, Origen and 
Chrysostom which were with him to the end of his life. They have 
long been superseded, and the study of patristics has ceased to be 
fashionable, but they il'lustrate the uses to which Erasmus put his 
knowledge of Greek, his time and energy. 

Best known is Novum instrument11m (February I 5 I 6), the edition 
of the New Testament in Greek, extravagantly praised in its day 
and depreciated sit1ce. It had all the weaknesses of pioneer work 
and Erasmus was no minute Greek scholar: it was hurriedly 
printed and it contained many mistakes, yet it enormously in
fluenced its age-neither Luther nor Zwingli would have taught 
as they did without it .. It was based upon a comparison of such 
manuscripts as were available and it opened the way for modem 
exegesis. Erasmus himself perhaps rather spoilt matters by his 
explanations and paraphrases, for many knew his commentaries 
better than the text and opponents made much of their uncertain 
orthodoxy. In his preface Erasmus returns to the 'philosophy of 
Christ' as the supreme objective of scholarship. He defended the 

p z64 vernacular versions of the Bible, and maintained that the Gospels 
(34) should be accessible to all, men and women alike, so that 'the 

peasant might sing them at his plough, the weaver repeat them at 
the loom and the traveller find solace in them on his journeys'. 

Without Proben's printing press at Basle the history of Euro
pean scholarship would have been different. The Greek New 
Testament might have come from Aldus at Venice if Fro ben had 
not been available, and in any case the Spanish Complutemiatz Poly-

P 2.37 (~) glot Bible was already in print although not on sale. Proben did 
much for the humanists. The Renaissance printer had to be 

p 181 (z) scholar, manager and capitalist at the same time. Author and 
publisher were often present in person at the printing works and 
corrected the proofs as they came from the matrices, passing to 
an assistant, such as Pdlican, in the background, the Hebrew in 
which he specialized. There was money to be made by successful 
publishing, editions were small and reprints were many, while 
printing, and even publishing, being regarded primarily as dupli
cation, meant that anyone could print anything in any language. 
It says a good deal for German scholarship that Proben, and still 

p IZ5 more that Amerbach, could sell, and even make a profit on, the 
(16) ponderous learning of their great folios. Men gladly spent large 

sums to buy books for themselves. The minority who were 
literate could hardly resist the cultivation of style which was 
fashionable and the promise of salvation through knowledge of 
the Divine Word whlch none doubted. Private libraries were 
small, but they represented, as with Zwingli, real sacrifices by 
their owners. 

'The Egg that luther hatched' 
f 9 On his way to Basle in I 5 I4 Erasmus met Ulrich von Hutten, one 

of the impoverished nobles who had attached themselves to 
Albert of Brandenburg, Archbishop of Mainz. The two men felt 
at first the attraction of opposites--cleric and layman, bourgeois 
and aristocrat, delicate finicky scholar and rough adventurer, the 
best-seller who died in prosperity in his bed and the young knight
errant who perished in exile of disease and poverty before he was 
forty. Hutten was a celebrity almost malgre lui. Entirely German, 
as ready to live by rapine and violence as any robber noble of the 
Rhineland, he had shown a youthful devotion to 'poetry' which 
brought him the laurel crown in I5J7, he admired Erasmus' early 
writings and he had supported Reuchlin with characteristic im-

f J petuosity, helping forward and contributing to Epistolae obscuro
rum virorum. 

This performance was ill taken by Erasmus who preferred the 
rapier to the bludgeon,. but in I 5 zo he was still prepared to think 
of Hutten as a co-worker. By the end of this year, however, they 
had drifted apart. Hut1:en was the avowed friend and admirer of 
Luther whose writings were already the target of the theologians, 
especially of Louvain, and whose later excommunication was, for 
Erasmus, a serious matter. Besides, Hutten was also associated 
with Franz von Sickingen whom many regarded as a dangerous 
revolutionary. The gap between Rutten and Erasmus steadily 
widened: by I 5 2.2 they were not on speaking terms when Rutten 

In contrast to Erasmus, Ulrich von Hut
ten, poet laureate, deeply con;mitted him
self to the issues of the day. Son of a 
knight, he supported von Sickingen'J· 
attempts to restore the power of the 
knightly order, and the anti-Roman, anti
clerical prejudices of his class helped to 
make him a supporter of Luther. ( 9) 

visited Basle. A controversy was soon in print, Hutten issuing an 
Expostulation and Erasmus answering with Spongia, adversus asper
gines Hutteni, published by Proben in qz3. It was an effective 
counterblast, but by then the enemy, broken by disease, miscalcu
lation and misfortune, had crept away to die, unobtrusively har
boured by Zurich, on the little island of Ufenau. 

Without the German Renaissance there would have been no 
Luther. The latter may have been, in Acton's phrase, a rude, 
angry and not very learned monk, but this was by Acton's stand
ard of learning. Luther had been a good Latinist at Erfurt and he 
was not alien to the humane studies of his time. He never failed, 
for example, to uphold the cause of the expansion of education 
and the need for better schoolmasters. But he had been through 
an unforgettable religious experience and he had broken with the 
pope. 

It would also be quite unhistorical to treat Erasmus as a huma
nist for whom religious issues were not to be pushed beyond 
academic differences of opinion in contrast to Luther, the funda
mentalist who could interpret infallibly the revealed faith of the 
Gospels. In spite of differences they were at first much nearer 
than this. Both men had somewhat similar backgrounds of early 
study and Erasmus had shown his distaste for scholastic theology 
very clearly. The Handbook of the Christian Knight, the Praise of 
Folly and the anonymous julius Exclusus had demonstrated the 
concern of the humanist for Church affairs while the Colloquies 
provided a mine of satire for those who would attack relics, 
indulgences, sporting monks, and idle, self-indulgent priests. 

Erasmus had suffered at the hands of the schoolmen and point
ed the way to an entirely different approach to Bible study and 
exposition. Luther welcomed Erasmus' edition of the New Tes
tament and found support for his attitude to justification by 
faith and to free will. Yet all too soon Erasmus was to repudiate 
the doctrines of Wittenberg, re-assert his acceptance of transub
stantiation and papal supremacy and, in the end, leave Basle when 
the Mass was abolished there. 

Luther in his tum made it clear that he had the Gospel to 
preach and a new view of the Church to put forward and he soon 
lost patience with the aloof sage of Rotterdam who constantly 
preached moderation and would not break with Rome. It had 
been possible, if difficult, for the humanists and the tradition
alists to live side by side, but when pope and emperor had decided 
against Luther, Erasmus, repudiating the suggestion that he 'had 
laid the egg that Luther hatched', set out his position in De libero 
arbitrio (I 5 24) and Hyperaspistes (I 5 26) and then returned to his 
beloved Fathers. 

Having stated his religious position, Erasmus directed his atten
tion to a characteristically Renaissance topic. This was how Latin 
shotlid be spoken. There are still those alive who remember Latin 
being taught with the 'English' pronunciation and the difficulty 
with which a satisfactory compromise on this complicated matter 
was reached. Latin quantities were known to the Middle Ages and 
were explained by the grammarians: there was an ecclesiastical 
'Italian' Latin which meant that clerics could understand its 
speech across the frontiers. But that something more was required 
was obvious and in I 52.8 Dialogus de recte Iatini graecique sermonis 
pronuntiatione started a flood of pamphlet-arguments which went 
on until well into the next century. The content is unimportant: 
what is notable is that the issue had now advanced a stage forward 
and that what before Erasmus' day would have interested a few 
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Italians only was now a topic for discussion among the scholars 
of Europe. Therein lies some part of the achievement of the 
northern Renaissance. 

Similarly, while abused on all sides, and in poor health, still 
busy with the Fathers, in I 5 28 Erasmus produced Ciceroniamts 
wherein he demonstrated that his gifts for satire were undimin
ished. The issue was not entirely simple: Erasmian Latin could 
easily degenerate into a sub-language, but the exclusive imitation 
of Ocero only, which Scaliger defended, markedly limited the 
study of a language which had been a living and developing one. 

Zwingli and Protestant Humanism 
Among the students at the University of Basle who admired 
Erasmus and, in his earlier phase, all that Erasmus stood for, was 
Ulrich Zwingli (I484-1531). If Zwingli had died at the age of 
thirty he would have been known only as a minor figure in the 
history of German scholarship. At Vienna he had sympathized 
with the young men to whom Celtis appealed: at Basle he had 
been impatient with both 'ways' of scholastic philosophy and had 
shown a nice capacity for Latin prose. A musician and a linguist, 
he was ordained and became a kind of papal chaplain in order to 
obtain money for books, corresponding eagerly with Crotus 
Rubianus, Hedio, Beatus Rhenanus, Pellican, Glarean and My
conius, and being accepted as a prominent exponent of the new 
ideas in south Germany. 

With his belligerent parishioners from Glarus he visited Italy, 
where he had friends at the Papal Curia: as soon as he was free to 
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resume his studies he was making himself as good a Greek 
scholar as Erasmus and a better Hebraist. That this could be done 
at all from a small Swiss town is an eloquent tribute to the reality 
of a German Renaissance. In the mid-15th century this would 
have been impossible, for the vocabularies, grammars and texts 
did not then exist in print, whereas by I 5 10 Zwingli could apply 
his papal pension to the purchase of books and his training at 
Basle University to understanding them. The range of his classical 
reading is wide-Vergil, Ocero, Ovid, Livy, J uvenal, Pliny, 
Valerius Maximus as well as Homer, Euripides, Demosthenes, 
Aristotle, Plato and Lucian. Perhaps the most remarkable tribute 
to his humanist attainment was the preface that he wrote to a 
selection from the poems of Pindar, commending them because 
they helped towards an understanding of the Psalms, but demon
strati..'l.g thereby his close knowledge of one of the more difficult 
of the Greek authors. Even more than with Luther his early 
humanist training was to be of value for biblical studies and for 
rapid controversy in fluent Latin. He was anxious for wider 
facilities for learning Greek, not so much out of special respect 
for the unique contribution of the ancient Greeks to civilization, 
as because without it the full meaning of the New Testament 
could not be apparent. In one particular he went further tl1an, 
for good reasons, most of his contemporaries dared to go-he 
maintained the possibility, at any rate, that some pagans living 
before the Christian revelation might hope for salvation because, 
by the goodness of their lives, they might hope to benefit retro
spectively by the merits of Christ. 



in Gerntany 

From Zurich he wa:; able to do something for humane studies 
in his own land, especially in Berne where Wollflin had been his 
early teacher; in Lucerne where he constantly encouraged My

P 196 (z) conius whom he later brought back to Zurich to teach Greek; 
p 206 in St Gallen where the polymath Vadian was his peer as a scholar, 

(23) and, by a kind of cros:>-fertilization, in Basle, which he knew to 
be a constant and valued source of inspiration to him. Had his 
political schemes for a great Swiss-South-German Protestant 
Confederation come to pass, it is manifest, from the reforms that 
he introduced into the school set up in connection with the 
Grossmiinster, that education would have received marked 
encouragement there. 
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Italian Models in Architecture 
The Germany of Maximilian, Charles V and Ferdinand I was, 
in the main, a poverty--stricken country knowing a great deal of 
civil war, in constant danger from the Ottoman Turks, split in 
two by the Lutheran Reformation. Imaginative experiment in the 
fine arts, such as Italy had long conducted, was not likely to 
flourish in such conditions; so far as buildings were concerned, 
there was little scope for the architects, patrons were few and not 
much attracted to the great domed churches and palaces of Italy. 
Slowly, and a little reluctantly, French Gothic had come to be 
accepted as the conventional style if a new church was required 
and such little major building as went on was often for churches. 
Occasionally, as at Heilbronn, a distinctly Italian innovation 
might be introduced, but this was rare. The new influences are 
apparent either in the decoration of the interiors or in the enlarged 
Rathaus or in the town houses of wealthy merchants. Not until 
the very end of the 16th century, as at Salzburg, were great 
princes able or interested to make their castles into residential 
palaces, many of which suffered during the Thirty Years' War. 

It was at Nuremberg and Augsburg, where there was safety 
and capital, that something was tried, but neither the Tucherhaus 
nor the Fuggerhaus was striking for plan or design. It was only 
at Prague in Bohemia, where there was space and encouragement, 
that an Italian architect was able to find employment on the Im
perial Palace (and later on the Wallenstein palace) and these late 
buildings had little influence elsewhere. 

On the Rhine, almost in the shadow of the unfinished Cathe
dral, the City Council of Cologne rebuilt its headquarters in 
almost the Venetian manner in I 5 70, complete with loggia and 
colonnades. What is, however, commonly thought of as Renais
sance building in Germany is the gabled hall proceeding by 
rectangular steps to a centre point, the high, steep-pitched roof 
being broken by a series of dormer windows. Apart from the 
considerable number of these, as at Brunswick and Rothenburg, 
it is in gateways, porches and decoration that Italian models were 
sometimes deliberately and consciously copied. The Furstenhof 
palace at \Veimar, Schloss Schobber (Hameln), Schloss Leitzau, 
Schloss Am bras are (OJ~ were) examples of buildings that would 
not have been out of place in Rome or Florence, but this sparse
ness, compared, for example, with the great outburst of Renais
sance chateau-building in the France ofFran~ois Jer is revealing. 

French influence is apparent in Heidelberg where the Elector 
Palatine Otto Henry (father of the 'Winter King' of Bohemia) 
was responsible for the older parts of the castle with staircase, 
caryatids, pilasters, statues and window-frames which are as 
agreeable examples of their type as can be found anywhere north 
of the Alps. The continuation of his work by Frederick (16o1-7) 
shows what more might have come but for the wars. It all, 
however, merged strangely rapidly and easily into the Baroque 
of which Munich was a leading example, but so soon as a building 
can be confidently labelled 'Baroque', Renaissance, used adjecti
vally, ceases to be appllcable. 

Even in the Netherlands, more exposed to French influence, 
much the same story is true. It was still Gothic that inspired, and 
Bruges remained a Gothic city in the 16th century. At most, 
generally speaking, it was in ornamentation, the use of the 
column at Liege, or a classical gateway at Breda and some other 
buildings like GranveUa's palace at Brussels (known only by 
descriptions and imperfect engravings), that distinctively Renais
sance tendencies were apparent. Sometimes buildings, like the 

In I JJO a new porch 'JJ.las added to the old town-hall of Cologne. It is 
typical of German I6th-century architecture in combining a somewhat 
florid Renaissance style with such traditional features as a steep-pitched 
roof with dormer-windows and (on the upper story) pointed arches. ( r I J 

Cloth Hall at Ypres, have been reconstructed, but it was not until 
the qth century that much was done and then not in any charac
teristically Renaissance way. 

The achievements of the major German painters and sculptors 
of this period-Durer, Riemenschneider, Vischer, Viet Stoss, 
Cranach and Grunewald-are discussed at length in Chapter X. 
Their significance is far greater than that of the architects, and the 
style which evolved was a unique combination ofltalian influence 
and Gothic tradition, a true union of north and south, although 
the emphasis varies in each individual case. 

Scientific Advance 
There is now no danger that the German contribution to scientific 
knowledge may be overlooked. None the less, to have produced 
great mathematicians and geographers in a somewhat hostile 
climate was something of an achievement. The age, fortunately, 
did not think of the arts and sciences as separate departments of 
knowledge or as comprehensible only to the specialist. On the 
contrary, in Germany even mpre than in Italy, the whole range 
of human knowledge was thought to lie within the compass of 
the individual. The seven liberal arts included arithmetic, geo
metry and astronomy and these, conventionally, were studied by 
all. In every country physicians (for surgery, like carpentry, was 
a matter of manual dexterity only) were also often humanists, 
good Latin scholars, cultivating words and style, corresponding 
on equal terms with Erasmus and Bude. Linacre, whose medical 
knowledge was admirable, had his counterparts on the Continent, 
particularly in Vadian, city doctor of his native St Gallen, yet 
more devoted to the New Learning than most academics. 

For the most part, in the realms of physics and the mathe
matical sciences men were content to expound, but with ever
growing qualifications, the Aristotelian teaching: Jodocus Trut
fetter ( 1460-I 5 I 9) of Erfurt and Wittenberg, wrote at length on 
physics, but there is not the slightest evidence that he ever con
ducted an experiment. The neo-Platonists were fascinated by the 
study of numbers and joined forces with the astrologers whose 
studies were to lead to a revolution in thought, little though 
most of them, casting horoscopes and expounding the nature, 
paths and supposed influence of the planets, realized it or con
tributed to it. 

Copernicus (1473-1 543) was no German (he was born at 
Thorn in Poland), but some part of the way that he was to open 
up was explored by Peuerbach and Regiomontanus. All of 
these worked by direct observation within the currently accepted 
theories and not one was quite happy with his result. From 
Konigsberg (in Franconia, not the better-known Baltic birthplace 
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of Kant) carne the penetrating thinker, Johann Muller (1436--76), 
Regiomontanus, philologist as well as experimental scientist, 
mathematician, astronomer and insttument-maker. He advocated 
the need for accurate chronology and thus contributed to the 
movement towards the 'New Style' of dating. His work was linked 
with the new calendars, Ephe!!Jerides, such as the examples edited 
by Johann Stoffler which in turn encouraged the map-makers, 
geognphers and explorers. Georg von Peuerbach of Vienna 
(1523-6I), who taught Regiomontanus, has been called, extrav
agantly, the father of modern trigonometry: his Theorice nove 
planetamm was reprinted many times and his tables of eclipses 
were much consulted. Regiomontanus accompanied Bessarion to 
Italy and Hungary and settled finally in Nuremberg. There he 
was in contact with the wealthy and well-born Martin Behaim 
(1459-1507) whose maps and globes, well known in Portugal, 
not only advanced geography but may have influenced, indirectly, 
Columbus and Magellan. The German Renaissance was not 
specially, still less specifically, 'scientific', a concept then un
known, but its contribution to the advancement of the study of 
the natural sciences was far from entirely negative. 

Two Swiss-Germans illustrate all this admirably. Joachim von 
Watt of St Gallen (1484-1 55 r), known as Vedian, was doctor of 
medicine like his friends Cuspinlan and Collimitius and the in
comparable Theophrastus Paracelsus von Hohenheim (called, 
with, reason, Bombastus, 149 3-I 54 I). His voluminous writh1gs 
were, however, mainly on poetry, history and geography, that 
widely-embracing subject. Nature, he thought, should be studied 
in all its works and expounded in elegant Latin by those whose 
studies included the meaning of words and the elements, at least, 
of philology. Mter studying and lecturing at Vienna, the young 
humanist, knowing little Greek but with a number of hastily 
published Latin works to his name, returned to St Gallen in 1517 
to act as city medical officer and advise about the plague, to 
become actively involved in politics as Biirgermeister and thus 
in religious controversy. He was the friend and supporter of 
Zwingli and carried through t.l.e Reform of his native city. It is 
in the combination of stylist, poefa laureatuJ·, medical practi
tioner, active politician and serious religious thinker that Vadian 
exemplifies the transition from Renaissance to Reformation in 
Germany through which he lived, hardly conscious of its impli
cations. 

Conrad Gesner (I p 6-6 5) is in the same tradition. Succeeding 
with difficulty in reaching a university, he graduated at Basle in 
medicine, practised, and helped to make gynaecology scientific 
and re~pectable. He compiled a renowned Bibliotheca universalis, 
a critical bibliography which b...as earned him the title of 'father' 
of that subject, and he became known as the 'Pliny of his age' on 
account of his Historia anima!ium and, more valuable, the first 
modern scientific treatise on bot::my, Historia plantarttm, which 
helped to inspire Linnaeus. 

The name of Agricola is inseparably and rightly associated 
with the German Renaissance. But there were two men who 
adopted this name, Rudolf Agricola ( 1442-8 5) whom Erasmus 
knew, and the much younger and unrelated George Agricola 
( 1494-1 55 5) who moved from the study of Latin letters, philology 
and Roman history to natural science, particularly to acute obser
vations in geology and rdneralogy. He was the first to issue a 
systematic descriptive catalogue of the various rocks and minerals 
grouped by their qualities and he is also acclaimed as the first 
scientific metallurgist. His De re metallica (15 ;o) is best known, 
together with De ortu et causis subterraneorum (I 5 46) and De natura 
Jossilium ( r 5 46). The most profitable strata that he wished to 
study lay in the Protestant states but he himself was a Catholic 
and thus found many impediments to research in the field. With 
him and his associates the Renaissance ideal of universal know
ledge merges into the specialized achievements of the 17th century. 

Renaissance and Reformation 

The impact of the Renaissance on the study of law in Germany 
was of considerable importance. The generation of Maximilian 
was also that of the 'Reception' of the Roman law-the imperial 
Court of Appeal (Reichskammergericht) accepted the Code of 
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JustL.--llan and Roman procedure as applying to the Empire with 
consequences that were of far-reaching significance. The progress 
of absolutism among the German Princes was greatly enhanced. 
In general, the German humanist tended to regard the ci'.-il 
lawyers as stupid, backward, prejudiced and ignorant; the Glossa
tors and Post-Glossators had often written execrable Latin. Law, 
however, could not be shrugged off. Cicero had been at home in 
the courts and the 16th century could not overlook jurisprudence. 
Law was actively studied at those universities into which the 
humane letters were infiltrating. Reuchlin himself was no mean 
lawyer. At least one professor was able to meet the humanists on 
their own ground. Ulrich Zasius (1461-1535) demonstrated that 
the Roman law could be expounded in gracious and eloquent 
Latin and that its principles and abstractions were worthy of 
close study. He argued convincingly that it made for moderation 
and equity. Further, he investigated, and thus seriously corrected 
and improved, the accepted text of the Corpus jt:ris civilis and his 
lectures at the University of Freiburg attracted large numbers. 
A convinced Catholic, he had none the less many Protestant 
friends in the Upper Rhineland and it was largely owing to his 
influence that, on the Continent, law and the New Learning 
became reconciled in the mid-16th century. 

The German Reformers, Luther, Melanchthon, Zwingli and 
Bucer, were concerned with the st~te of the Church and the path 
to eternal salvation, with the Sacraments, clerical marriage, the 
use of images, the claims of the pope and the interpretation of the 
Word. Of them Zwingli approached nearest to Erasmus in 
training, interests and early outlook: indeed in I 5 I 5 Erasmus, 
More and Zwingli could have conferred together on common 
ground. The fluent Latinity of the Refonnation controversialists 
made for active exchange of views, if not for conviction, and was 
linked in the popular mind with the New Learning. It is easy to 
show how the Reformation diverted the course of the Renais
sance in Germany, how men turned back to theology and even 
to a 'Protestant scholasticism' because of the overwhelming force 
of the conflicts between the churches. There was, in fact, no 
looking back and no wish to revert to any pre-Erasmian world 
of thought and scholarship. Religion and politics were notoriously 
L.1tertwined and so, equally, were religion and letters. Men 
thought in theological terms and the Reformers constantly 
preached that faith and belief mattered more than knowledge-and 
they had the New Testament on their side. When the Latin 
classical authors had become more widely known there were 
naturally those who perceived that some were solvents of simple 
faith and others merely hedonist and ill-suited to young minds. 
The cult of Lactantius as 'the Christian Cicero' is significant but 
the Rubicon had, in fact, been crossed. The German and Dutch 
Reformed divines of the later r6th century wrote far purer Latin 
than had Thomas a Kempis or Gabriel Bid. Controversy contin
ued as violently as ever, but more and more the words and 
sentences used would have been intelligible to Livy or Tacitus. 

The schoolmasters of Geneva were required first to be prop
erly grounded in the Calvinist creed, but they had also to teach 
their pupils good Latin. Moreover, the attachment of the Refor
mers to the Bible-text helped to save the study of Greek. More 
and more it was apparent that every clergyman-and there were 
many of them in an age when every one went to church-should 
be able to read the Greek Testament in the original, and tbe 
L'11plications of this are obvious. 

For central Europe the age of the Renaissance merged into 
that of the Reformation. It did not 'begin' with imitation of the 
Italians and it certainly did not 'end' with Wittenberg. Side by 
side with Luther was the scholarly Melanchthon, and the German 
presses continued to print classical texts and treatises on the 
history, government, coinage, monuments and natural science 
of the ancient world. 

With the advance of the Ottoman Turk central Europe had to 
be at one and the same time the bulwark of Christianity and of 
the culture of the age. 'Renaissance' and 'Reformation' are labels 
applied for convenience to the years when the West re-shaped 
itself into the community of sovereign independent states which 
owes much to both. 



VIII AN AQE OF QOLD 

Expansion and scholarship in Spain 

A. A. PARKER 



(Now there has returned to Spain the glory that in times past 

has lain asleep; those who have written in praise of Spain say that 

when other nations sent tribute to Rome} Spain sent 

emperors ... and now the empire has conte for its Emperor to 

Spain1 and our King of Spain1 by the grace of God) has 

become ... Emperor of the World}. 

PRESIDENT OF THE CORTES OF SANTIAGO, 1520 

The long crusade 
that had been Spain's history during the whole of the Middle 
Ages ended in 1492. when the 'Catholic Kings', Ferdinand and 
Isabella, rode into conquered Granada. The Moors had ruled in 
the southern part of the peninsula since the 8th century. Their 
culture and ways of thought had taken deep root, and as the 
Christian rulers of Aragon and Castile had gradually pushed the 
frontier further and further south they found themselves govern
ing subjects who were more mixed in race, religion and social 
customs than any others in western Europe. Spain was a country 
where the forces of disunity were stronger even than in Germany; 
yet she became a united and powerful state and for the next 
century dominated not only Europe but the whole world. How 
did she do it? 

First by political union, through the marriage of Ferdinand of 
Aragon with Isabella of Castile. Although constituting in reality 
several distinct states governed by a cumbersome system of diverse 
administrations, the nation could be treated as a single unit. 
Second by the ruthless imposition of a state-controlled religion, 
the suffering involved by this being the counterpart in a polit
ically peaceful country of the ravages caused elsewhere, for much 
longer, by the Wars of Religion. Third by the gold of America. 

The greatness of 16th-century Spain is thus causally independ
ent of the Renaissance, but the civilization which it produced was 
to be a Renaissance civilization. The Aragonese royal house ruled 
in Sardinia and Sicily and after 1443 in Naples. The Spanish 
College of San Clemente, in the University of Bologna, founded in 
1365,gave Spaniards another contact with Italian humanism. And 

22.2. 

throughout the 16th century there was scarcely a Spaniard of 
renown in scholarship and letters who did not visit Italy. Spain 
welcomed the humanist innovations, translated the classics, trans
formed her art and expanded her education earlier than France, 
England or Germany. 

Scholarship, however, like everything else in Spain, had to be 
subservient to the church. There was no room for dissent or for 
the liberal semi-paganism of the Italian courts. University patron
age was for the most part ecclesiastical, and although the results 
achieved were often spectacular (for instance the Polyglot Bible of 
Alcala), it is impossible to separate them from the demands of 
religious orthodoxy. The Inquisition, an institution peculiar to 
Spain in the form given to it by Ferdinand and Isabella, that of a 
Council of State, was founded to make that orthodoxy universal 
and permanent. And the weapon, forged at home, was transferred 
to Spain's new empire in the New World. 

This coloured relief by Felipe Bigamy de Borgofia (i. e. of 
Burgundy) is part of the predella of the altar in the Chapel Royal 
of Granada (about 152.1). Beside King Ferdinand and Queen 
Isabella as they enter the Moorish city rides, fittingly, the great 
Archbishop of Toledo and Primate of Spain, Cardinal Francisco 
Jimenez de Cisneros. Cisneros was not actually present on this 
occasion (though his predecessor Cardinal Mendoza was); the 
portrait here is a compliment to him as the man who had com
missioned the altar and had presided over the destinies of Spain 
between the death of Ferdinand in January 1516 and Charles' 
arrival in Spain in the autumn of the following year. ( 1) 





The moral dilemma facing Spain as 
the great imperialist power of the 
Renaissance was an agonizing one. It 
has been customary to think of the 
Conquistadors as ruthless exploiters 
of the native population and of the 
government at home as the official 
instigators of this policy, but the truth 
is much less crude. The government 
never instigated or approved such 
actions. In Spain the whole question 
of the rights of the Indians was pas
sionately debated, while in America 
the Church (though implacably hostile 
to the indigenous pagan religions) 
tried hard to exercise a paternal guard
ianship over its new converts. The 
first group of D ominicans arrived in 
Hispaniola in I po. Above left: Fray 
Domingo de Santa Maria, Vicar of 
Tepozcolula in Mexico, a famous 
teacher who gave most of his life to 
the cause of the natives. He is seen 
here (in a surprisingly realistic portrait) 
with two of his flock. The place-name 
is given in Aztec hieroglyphs at the 
bottom, the names of the two Indians 
above their heads. They wear an 
adaptation of European dress . (2) 

'The deeds of the Castilians' in the 
discovery of the New World, related 
by Antonio de Herrera in I6oi (right). 
The roundel portraits of the title-page 
show Ferdinand, Isabella, Christopher 
Columbus and his brother Bartholo
mew, and the pictures tell the story of 
Columbus' voyages. At the top he 
leaves the port of Palos and arrives at 
Hispaniola; on the left he builds the 
fort of Navidad, on his return finding 
it burnt and the inhabitants murdered; 
on the right, a battle against the natives 
who seek to pull down the Cross; at 
the bottom, he discovers Trinidad and 
the mainland of South America. ( 5) 

The catechism in Aztec: part of a 
manual (above left) used by the friars 
in teaching their Indian parishioners . 
The signs represent the fundamental 
doctrines of the faith in hieroglyphic 
form. 

Left: Don Juan Lopez de Zarate 
Bishop of Oaxaca, here instructing 
Indians in Christian doctrine. The 
well-dressed man facing him is 
Don D omingo, Senor of Yanhuitlan, 
an Indian put in a position of authority 
by the Spaniards. Bishop Lopez is 
known to have visited Yanhuithin in 
I 54 I to baptize and confirm Domingo 
and this scene may well refer to the 
event. He is explaining the meaning 
of the rosary, which he holds in his 
hand; behind him stands an inter
preter, and from the way they are all 
holding up one finger the subject 
seems to be the 'one' God of Christi
anity. (3, 4) 
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The case for imperialism was put by 
Juan Gines de Sepulveda (right). In a 
treatise circulated in I 54 7 with the 
encouragement of some members of 
the Council of the Indies, he argued 
that some races were by nature in
ferior and destined to be the slaves of 
others. Sepulveda was a classical 
scholar; one of the authorities whom 
he quoted was Aristotle. For him it 
was lawful to subdue uncivilized 
nations and subject them to the rule 
of the more civilized. 

The opposite principle, that'Span
ish rule should be exercised in the 
interests of the Indians and not merely 
for the profit of the Spaniards' was 
held by Queen Isabella and officially 
by the Catholic Church (Pope Paul III 
condemmed the enslavement of the 
Indians in I 53 7). Its two greatest 
spokesmen were Francisco de Vitoria, 
a D ominican professor of theology at 
Salamanca, and another D ominican, 
Bartolome de las Casas, who became 
Bishop of Chiapas in Guatemala. Las 
Casas laboured for fifty years, crossing 
the Atlantic many times, writing, 
preaching, rousing public opinion 
and pleading with the governors to 
enforce the humane laws that had 
been passed at home. The controversy 
between Las Casas and Sepulveda 
reached the stage of a full debate be
fore a special council of theologians 
and state officials, held at Valladolid 
during I 5 50 and I 55 I. The ultimate 
decision has not been recorded, but 
Sepulveda's book was not allowed to 
be published and Las Casas continued 
his propagandist activity. It is inter
esting to note that in this quarrel the 
side of intolerance was taken by the 
humanist and that of enlightenment 
by the friar . (6) 

Gold was the lure that drew colo
nists to Mexico and Peru, and what
ever the missionaries and their sym
pathizers could do, the native peoples 
were forcibly organized to provide 
labour. Slaves were allocated to the 
colonists by a system called encomienda. 
When they died, more were provided. 
The Government at home sided with 
the missionaries and made several 
attempts to abolish or modify the 
encomienda system, but it was always 
up against an insoluble problem: the 
incapacity of the primitive Indian to 
live, in freedom, a civilized life. 

Right: two drawings, from the 
same source as those shown opposite, 
the Codex Yanhuitlan, showing an 
Indian panning for gold and giving 
the result to his Spanish master. (7, 8) 



Three races 
and three religions made up Spanish 
society and culture at the end of the 
I 5th century: Christians, Muslims and 
Jews. The government of Ferdinand 
and Isabella determined upon religious 
conformity as a means of uniting all 
three, and the Inquisition founded in 
I478 was their instrument. Though 
administered by churchmen, its pri
mary purpose was political. ] ews were 
forbidden to practice their religion as 
early as I492. Those who refused 
baptism were expelled. Large numbers 
were nominally converted, while try
ing to preserve their own faith in 
secret. But, being 'Christians' they 
were now subject to prosecution for 
heresy. 

The Moors had been promised free
dom of religion before the surrender 
of Granada, a promise broken within 
ten years. In I 5 02 they were compelled 
to renounce their faith or be exiled in 
poverty to orth Africa. This relief 
(right), also from the altar of the 
Chapel Royal of Granada, shows the 
baptism of Moorish women. (9) 

The Christians enjoyed hardly more 
freedom . Any questioning of the 
Church's doctrine or authority might 
be an offence. Offences ranged from 
the slight to the serious and serious 
heresy, if not abjured, was punishable 
by death. Trials were in secret, but 
executions and the imposition of 
lesser penalties were public. This 
painting by Pedro Berruguete (far 
right) represents a medieval scene
the Inquisition, with St D ominic 
presiding, persecuting theAlbigensian 
heretics in France-but it belongs to 
the period of the Renaissance and 
depicts the customs and procedures 
of that time. ( 10) 
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The many faces of Spain are no
where more apparent than in her 
architecture. In this chapter we shall 
concentrate on the assimilation of 
Renaissance ideas from Italy, but these 
had to contend with other living 
traditions. Gothic was by no means 
exhausted. The Cathedral of Segovia 
was not begun until I 52 5 and only 
finished in I6I6. Late Spanish Gothic, 
probably as a result of Moorish con
tacts, was characterised by a frantic 
profusion of ornament, and exactly the 
same trait is the keynote of the early 
Spanish Renaissance-the Plateresque 
style, which leads into the Baroque. 
The sober classical Renaissance on the 
Italian model, however, also continued 
well into the I 7th century. 

One of the earliest examples is the 
Palace of Charles V at Granada. Its 
architect, Pedro Machuca, was also a 
painter and possibly a pupil of 
Raphael. Begun in I 5 2 7 and never 
finished, its circular courtyard (above 
left) of Doric and Ionic columns is as 
pure as anything in Italy. 

Above right: the Plateresque style 
- the west front of Sta Maria la 
Grande at Pontevedra (I 54 I) . The 
fas:ade of Salamanca University(pl. 29) 
is another instance in which Gothic 
analogues are even more evident. 
(II, I2) 
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First of the non-Gothic cathedrals 
was that of Granada by Diego de 
Siloe. He adapted an earlier design by 
transforming the piers into Corinthian 
columns and turning the choir into a 
huge centralized space covered by a 
dome. This photograph (above left) 
shows the view from the ambulatory 
through the massive supports of the 
dome into the choir. 

Above right: Jaen, the finest of 
Spanish Renaissance cathedrals. The 
plans were drawn up in I 5 34 by 
Andres de Vandaelvira, though it took 
nearly zoo years to carry them out. 
Jaen is a hall-church with central 
dome carried on remarkably slender 
piers. (I4, I5) 

'Do not forget what I have told you', 
wrote Philip II to his architect Juan 
de Herrera: 'simplicity of form, 
severity in the whole, nobility with
out arrogance, majesty without os
tentation'. The recipe is splendidly 
fulfilled in the Escorial (left), begun in 
1563 by Juan Bautista de Toledo but 
completed by Herrera between I 5 67 
and I 5 84. Combining palace, college, 
monastery and cathedral, it was 
praised by a contemporary for 'the 
manner in which it follows the rules 
and orders of Vitruvius, abandoning 
as vanities the pretty projections, 
reversed pyramids, brackets and other 
foolish things'. (I 3) 



The response to Italy came with equal sureness in the arts of 
painting and sculpture, though the influence of the Netherlands 
and Burgundy was still strong. Right: St Matthew, by Felipe 
Bigamy, from the same altar as that illustrated in pl. I and 9· 
It shows that Bigamy had taken careful note of Michelangelo's 
prophets in the Sistine Chapel. St Matthew, resting his book on 
his right knee, turns to dip his pen in an inkwell held by an angel. 
Far right: the tomb of Bishop Alfonso Madrigal, 'el Tostado' (I 5 I 8) 
by Vasco de la Zarza. Zarza worked in both Gothic and Renais
sance idioms, this work being his purest essay in the latter; his 
training had been in Lombardy. The overcrowded decoration, 
typical of the Plateresque style, includes representations of the 
journey and adoration of the Magi, as well as many north Italian 
ornamental motifs. 'El Tostado' himself, who sits reading in the 
centre, had died more than sixty years earlier in I 4 5 5. He was 
Grand Chancellor of Castile, Bishop of Avila and one of the most 
learned theologians of his time, who also, incidentally, adapted 
into Castilian the Jl!edea of Seneca. (I 6, I 8) 

The humanist Crusader : Martin Vazquez de Arce had died in 
q86 in the war against the Moors of Granada. On his tomb in 
Sigi:ienza Cathedral (below) he is shown as a young warrior, but 
sitting up reading- an attitude which was to become typical of 
Renaissance tomb sculpture. (I7) 



The change to Mannerism appears 
in the work of Pedro Berruguete's son 
Alonso, who studied in Florence and 
Rome in the early part of the 16th 
century. Elijah at Toledo (above) has 
a new sense of dynamic movement. 
Berruguete's younger contemporary, 
Juan de Juni, went further in the 
direction of drama and pathos. His 
Entombment (detail below) at Segovia 
(1571) points forward to the extrav
agant emotionalism and passion of 
Spanish Baroque. (19, zo) 



New universities sprang up under 
the patronage of the Church, usually 
with the specific purpose of training 
an educated and reformed clergy. The 
first of them was the College of Santa 
Cruz at Valladolid, founded by Cardi
nal Mendoza (left), the son of the 
Marquis of Santillana. The building 
(I468-93) is an early instance of the 
Renaissance style-the express choice 
of Mendoza. His successor, Cardinal 
Cisneros (right), though not himself a 
scholar, was intensely conscious of the 
need for better education. His foun
dation of the University of Alcala in 
I486 was the most ambitious step so 
far taken in this direction. He tried to 
tempt Erasmus to lecture there, with
out success. The fa<;ade (far right) by 
Rodrigo Gil de Hontafi6n, dates from 
the I 540s and already shows many 
Mannerist features. (23, 24, 25, 28) 

'The uprooting of barbarity from 
Spain' meant-for the great classical 
scholar Elio Antonio de Nebrija
raising the standard of Latin to 
Augustan purity. This miniature (left) 
from his lnstitutiones Latinae shows 
him in the centre delivering a lecture 
in the house of his patron Don ] uan 
de Zuniga, who sits on the left. 
Nebrija, who held posts at Salamanca 
and Alcala universities, was also the 
author of the first Spanish grammar, 
thus giving Spanish something of the 
status of a classical language. ( 2 I) 

l 

1 

. plr, 
m.; 

Emu 
11].1-Fi 
ttn.t ~ 

~ tUtn\fuJt(ttttGt tnlA ~ 
Jt~A q fi p1qflii:tn Lt~ .ti.te, 

Socrates drinks the hemlock, from 
the first Spanish translation of Plato's 
Phaedo, made in the mid I 5th century 
for the Marquis of Santillana. The 
translation, by his chaplain Pedro 
Diaz, was made from Leonardo 
Bruni's Latin version, not the original 
Greek. Santillana, one of the earliest 
patrons of the New Learning in Spain, 
classified literature into 'sublime', 
'mediocre' and 'low'; he confined the 
first category to Greek and Latin 
works. (22) 
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Luis de Leon (1527-9I) an Augustin
ian friar who lectured in Scripture and 
theology at Salamanca, was the finest 
exponent of the Christian Platonism 
of the age. One of Spain's greatest 
poets, he was a humanist scholar of 
distinction who wrote in Spanish and 
not in Latin in order to make the fruits 
of his biblical scholarship accessible to 
the layman. (26) 

Benito Arias Montano (I 527- 98) 
edited the work which made Cisneros' 
Polyglot Bible out of date within 
fifty years of its publication- the great 
Antwerp Polyglot of I 5 69- 7 2. ( 2 7) 

The ancient foundation of Salaman
ca (it began as a cathedral school in 
the I 3th century) retained eminence 
and prestige despite the new founda
tion of Alcala. It was the academic 
home of Nebrija, Arias Barbosa, 
Hernan Nufiez, El Brocense, Vitoria, 
Luis de Leon and man y other famous 
scholars. The principal fac:;ade (above), 
completed in I 5 29, displays at the 
bottom portraits of Ferdinand and 
Isabella; in the centre the arms and 
imperial eagles of Charles V; at the top 
the pope giving out privileges. (29) 

Luis V ives (I492- I 540), the greatest 
Spanish humanist, preferred to live 
out of Spain, possibly because he was 
of Jewish descent. He taught at 
Louvain, Oxford and Paris and wrote 
widely on philosophical, ethical and 
religions subjects. (3o) 
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'Such is the reward of him who has served God and His saints' 
-words said to have been spoken by St Stephen and St Augustine 
when they assisted at the burial of Count Orgaz, here immortal
ized by El Greco. Gonzalo Ruiz de Toledo, Count of Orgaz and 
Chancellor of Castile, endowed several religious houses in or near 
his native city, including one dedicated to St Stephen and occupied 
by canons of the Order of St Augustine. He died in I 3 2 3 and was 
buried in the church of Sto Tome, which he had rebuilt. During 
the ceremony, says the Chronicler, after the Office of the Dead 

- ""' .... 

had been sung, those present saw 'visibly and clearly, the glorious 
saints Stephen and Augustine descend from the heavens, their 
features and dress easily recognisable by everyone; going to where 
the body lay, they took it up and placed it in the tomb' . El Greco's 
painting, commissioned by the church of Sto Tome in I 5 86, turns 
the scene into a mystical vision of earth and heaven, united in a 
Baroque composition of supreme eloquence. The heads are nearly 
all portraits of his contemporaries, the little boy in the foreground 
being the artist's son Jorge Manuel. (3 I) 
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Expansion and scholarship 
in Spain 

A.A. PARKER 

IT wAs CUSTOMARY, not so long ago, to deny that the Renaissance 
bore fruit in Spain. This was in large part due to the simplification 
that opposed humanism to both the Middle Ages and the Counter
Reformation; but it was also due to the awareness that Spain was 
different from the rest of western Europe. Historically, the differ
ence lies in the fact of the Moorish conquest, which meant that 
from 7I I to I492 parts of the Iberian Peninsula belonged to Islam 
and not to Christendom. Although from the middle of the I 3th 
century Arab rule had been confined to the small Kingdom of 
Granada between Gibraltar and Cartagena, the presence of Islam 
was still strongly felt at the time of the Renaissance. There is 
indeed a tendency nowadays to explain all the differences between 
Spain and western E:.1rope, in the present as well as the past, by 
the enduring effects of the Semitic element in her civilization. But 
while this influence certainly went deep, it is an exaggeration to 
im.ply that Spanish culture is basically non-European. Spain indeed 
had her own type of Renaissance, but its roots were still deep in 
Italy, not in Islam. The differences between Italy and Spain were, 
none the less, very great, though cultural and political contacts 
between them were close throughout the I 5th and the I 6th 
centuries. The Renai:;sance is the period in which Spain emerged 
as a united (though not a centralized) nation, in which her im
perial expansion overseas began and in which imperial duties of 
another kind fell to her lot when her king was elected Holy 
Roman Emperor in I5 I9 as Charles V. Renaissance Spain was a 
'world power' -the Jirst of modern times-in a sense in which no 
other countrv then was. 

The diffe;ences between Spain and western Europe are also 
geographical. One crosses the Pyrenees into the steppes of Aragon, 
or ascends the Cantabrian Mountains to the plateau of Castile, 
and one is virtuallv in another continent, in a land that is very 
unlike France and practically indistinguishable from Morocco. It 
is mostly an arid, hard, austere land. In such surroundings the art 
of the Renaissance i:; less elegant, less refined and sensuous than 
in Italy, but not on that account does it lack beauty. 

The Bonds of Unit)' 
The joint reign of Isabella I in Castile from I474 and of her 
husband Ferdinand II (V of Castile) in Aragon from 1479 is a 
clear dividing line cetween medieval and modern Spain. Isabella 
cEed in I 5 04 and was succeeded nominally in Castile by her eldest 
d:mghter Joan the Mad, whose husband reigned as Philip .I until 
his death in I 506. Ferdinand then became Regent of Cast1le and 
ruled both kingdoms until his own death in I 5 I 6. These forty-two 
vears constitute really one reign, that of los Reyes Cat6licos (for 
~·hich the mistranslation 'Catholic Kings' instead of 'Sovereigns' 
has become established in English). This reign saw the unification 
of Spain, first by the union of. Cas til~ and the realms ?f the Crown 
cf Aragon through the marnage ot th~ two. sovere1gns, then by 
the conquest in I4')2 of the last Moonsh kingdom of Granada, 
and finally by the conquest of Navarre in I 5 I 2. It saw also the 
discovery o(America in I492. Politically, socially, culturally this 
was a period of vitality and renewal. As anarchy gave way to 
discipline and as rebellious barons .were brought t? heel, ~he 
return of order wa~; felt to be the frmt of the new nanonal uruty, 
and Spaniards were conscious of the dawn of a new age. 

The arms of Isabella and Ferdinand,from a woodcut of 1498. The castle 
and lion are of Castile; the vertical strokes and the eagle, of Aragon; 
while the pomegranate stands for recently-won Granada. At the bottom 
the yoke and sheaf of arrows signify strength through unity. The motto 
'Tanto Monta' tmans 'of equal importance' and is the beginning of a 
couplet affirming Isabella's equality with Ferdinand. (I) 

But unity was not just a question of bringing under a single rule 
different states with different traditions. Spain was more deeply 
disunited than that, for alone of European countries it was a land 
of three races and three religions. The Jews had prospered under 
the enlightened tolerance of the Spanish Arabs. As the Reconquest 
pushed the frontier southward and Jews and Muslims came under 
Christian rule, toleration and official protection became the policy 
of the Christian governments, for the conquered lands could not 
have been peacefully held under a policy of repression. Through
out the Midclle Ages toleration between the three religions was 
thus traditional when they lived side by side. None the less, 
religion had been the only bond of unity that had ever existed 
between the different Christian kingdoms; they had been united 
in spirit only when fighting for the Cross against the Crescent. 
Religion was thus a logical basis for the new national spirit that 
was to keep Castile and Aragon united. To achieve religious unity 
the Catholic Kings decided to proscribe the two alien religions. 
In I492 all Jews, and in 1502 all Muslims, who would not accept p zz6-7 
Christianity were banished from the Spanish kingdoms. Prior to (9, 10) 
this, in 1478, the Inquisition had been established to ensure that 
conversions from Judaism, of which there had already been many 
as a refuge from a growing anti-semitism, should not be merely 
nominal. The Spanish Inquisition was not an extension of the 
Holy Office (which had never existed in Castile) but a tribunal of a 
new type, an organ of the State, not of the Church. Established to 
prevent or extirpate heretical deviation from Catholic orthodoxy 
among professed Christians, the Inquisition became the instrument 
of a policy of enforced conformity through persecution that had 
never characterized Spain before her unification. The change of 
policy was dictated more by political than by religious motives. 
Religious uniformity seems to have been considered essential for 
cementing national unity by creating a homogeneous nation. In 
this respect it is significant that the Inquisition was the only 
instrument of government that broke down the regionalist bar-
riers; the Council of State that ran it was the only one that 
functioned with uniformity in all the states that made up 'the 
Spains'; despite their diversity of parliaments and administrative 
systems, there was only one Inquisition. 

Religious intolerance and persecution meant that an element of 
reaction offset the elements of enlightenment that were entering 
with the Renaissance. The deep roots of Mohammedanism and 
Judaism in Christian Spain created an extraordinarily co111plex 
social situation, precisely because the Renaissance gave energy and 
vitality to the creation and consolidation of a new nationality. No 
justice is done to Spain unless it is realized that the Inquisition 
represented, in effect, until towards the end of Charles V's rei~n, 
a policy of 'Europeanization'. By its very nature the Spamsh 
Inquisition worked against humanity (and Spaniards were to be 
slow to see it), but it did not work against humanism. 



Classics in Castilian 
Humanism, in the narrow sense of a revival of classical studies, is 
the main innovating feature in Spanish education during the reign 
of the Catholic Kings. But the influence of the classics does not 
begin then: there is a long period of preparation which makes it 
impossible, as far as Spanish literature is concerned, either in 
Castilian or Catalan, to separate a 'Renaissance' I 6th century from 
a 'medieval' 15th. A marked and sudden change comes, if any
thing, a hundred years earlier. During the Middle Ages the out
side influences that had helped to mould and guide the native 
traditions of Spanish culture had come from France and Arab 
Andalusia, the two cultures bordering on Spain to the north and 
south. With the coming of the I 5th century these influences gave 
way to two others, that of Italy and, through Italy, that of the 
classics. Dante and Petrarch became the favourite reading of 
educated Spaniards, the latter especially among the Catalans. 
Dante's influence was felt as early as 1405 in Castile. His Christian 
philosophy and spirituality did not interest the poets of this 
century; what they took from him was an allegorical structure, 
that of a dream or vision whereby life past, present and even future 
could be surveyed as a whole. This they used as a device that 
enabled them to return to the world of classical antiquity and to 
visit the shades of Clytemnestra, Hero, Leander, Dido and others 
Classical literature opened its doors; that of Greece for the first 
time, though mostly at second hand through Latin versions. Trans
lations were made of Thucydides, Homer, Livy, Seneca, and frag
ments of Plato. The first complete translation of the Aemid into a 
modern language is the Castilian version (1427-28) of Enrique de 
Villena. Literature was classified by the Marquis of Santillana 

p 232 (1398-1458) into 'sublime', 'mediocre' and 'low': into the first 
(22) category ·went only Latin and Greek. The result of these new 
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1-ntonio. de Nebrija (I442-IJ22) was the first humanist scholar of 
tnternattonal stature produced by Spain. His Latin Grammar became 
the standard text-book,- the title-page shown here is from the edition 
of IJIO, (2) 
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influences was that literature moved away from reality, in the 
sense of direct experience, into a world of abstractions or an 
idealized world of fancy. It also became secularized by very largely 
ignoring religion. These are tendencies that are to characterize the 
Renaissance period proper. Acquaintance with classical literature 
also meant the discovery of the power and majesty of language. 
\Vriters attempted to raise Castilian to a level of expressiveness as 
near to Latin as possible by latinizing Spanish in vocabulary and 
even in grammatical constructions, syntax and word order, thus 
beginning the process of enriching the language by learned borrow
ings which continued until well into the 17th century. 

Though one ecclesiastic, Alfonso de Cartagena (I 3 84-I4 56), 
Bishop of Burgos, deserves a place among these precursors of 
humanism as a translator and annotator of Seneca and Cicero, the 
movement was essentially lay. It marked the changes in the struc
ture of society whereby the cultural predominance of the clergy 
declined. Feudal aristocrats were transformed from warriors into 
gentlemen of leisure, many of them collecting manuscripts, form
ing private libraries, and cultivating literature. The Marquis of 
Santillana, a poet of considerable distinction, is a striking example 
of this patronage of literary learning. The secularization of culture, 
which went hand in hand with the growth of interest in the 
classics, more as cause than effect, is the natural outcome of these 
changes. 

'Language accompanies Empire' 
This classical interest, though very real, cannot be called scholarly 
till the reign of the Catholic Kings. Queen Isabella's reputation as 
a patroness of learning attracted Italian humanists to Spain and 
one of them, Pietro Martire, to the court itself. The first great name 
in classical schohrship is that of Antonio de Nebrija (1442-1 5 22), p 2; 2 

who held various chairs at Salamanca from 1476 to I 513, when he (2.1) 
transferred to the Chair of Rhetoric at the new University of f 2 

Alcala. He envisaged his life's work as the 'uprooting of barbarity 
from Spain', by which he meant raising the knowledge and use of 
Latin to the level of classical purity. His Latin Grammar and Latin 
Dictionary became the standard tools. He was also the author of 
a Spanish Grammar-the first grammar of any European vernacu
lar-which was presented to the Queen with the statement that 
'language accompanies empire': Spanish was entitled to the dignity 
of a grammar since it was now to be carried overseas to people 
still barbarous and so attain, like Latin, to an imperial status. Arias 
Barbosa (d. 1 5 40 ), from his chair at Salamanca, did for Greek in 
Spain what Nebrija had done for Latin. The first Greek Grammar 
was published in 1 53 8, seven others by different scholars were 
published at intervals up to 1 6oo: contrary to what used to (, .'! 

believed there was no decline in the study of Greek during Phi-
lip II's reign. The greatest successors ofNebrija and Barbosa were 
Hernan Nunez de Guzman (1475-1 55 3) and Francisco Sanchez 
el Browzse (1523-16ox). Both held chairs of Greek at Salamanca; 
both edited many Latin and Greek texts; the latter, in addition, 
was a literary theorist and critic, and also published many scholarly 
treatises such as Minerva, sive de causis linguae latinae (1587) which 
remained a standard work in Europe for two centuries, being 
constantly reprinted with new commentaries. 

The great Maecenas of humanism during the reign of the p 22; ( r) 
Catholic Kings was the Archbishop of Toledo and Primate of p 232 

Spain, Cardinal Francisco Jimenez (Ximenes) de Cisneros (1436- (25) 
I 5 17). He presents a striking contrast to the great prelates of the 
Italian Renaissance in that he was an observant Franciscan friar of 
humble origin until the Queen selected him for preferment, a man 
of saintly and austere character, and a practical reformer of 
ecclesiastical life. His first task on appointment to the primacy was 
to reform the indiscipline and laxity that was as rife in this sphere 
in Spain, especially among the religious orders, as it was else-
wh~re. Isabella ha~ employed vigorous methods in stamping out 
soc1al anarchy; Cisneros paralleled these in exercisin()' his own 
jurisdicti?n. He c?nducted . visitations of many o/"the great 
monastenes, expelling those mmates whose lives were a cause of 
sca?da!, imprisoning some and also punishing in other ways any 
laXlty 111 observing the rules of religious life. It is recorded that 
some four hundred friars left for Morocco and embraced Mo
hammedanism rather than submit to this unwelcome discipline. 
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Among the greatest monm11mts of humanist learning was the 'Co111plutm
sian Polyglot Bible' of Alcald. Com111issioned b Cardinal Cisneros it 
gave the text of the Pentatettch in Hebreu;, Aramaic, Greek and Latin; 
the rest of the Old Testmnent in Hebrew, Greek and Latin; and the 1Ve1v 
Testament in Greek aJtd Latiu. This last page of the New Testanmzt 
!Vas printed in I J I 4· There follotved another z;olume of vocabularies. (}) 

Cisneros realized that such measures did not strike at the root of 
the trouble and that reform of religion had ultimately to flow from 
the reform of education. Tims, though not a scholar himself, he 
became the greatest single patron of the New Learning. In this 
respect he followed in the footsteps of his predecessor at Toledo, 
Cardinal Mendoza, who had founded in 1479 the College of Santa 
Cruz at Valladolid. Titis College is one of the earliest Renaissance 
buildings (1486-93) in Spain, the style in this case being imported 
from Italy by the architect Lorenzo Vazquez de Segovia. It was 
originally of Gothic design but when Mendoza visited the site he 
was so distressed at the building's lack of grandeur that it was re
designed and reconstructed. In recent years it has been restored to 
its original use as a residential college of the University. Cisneros, 
for his part, founded the University of Alcala de Henares in 1498, 
which immediately surpassed in prestige and influence all the older 
universities except Salamanca, whose principal rival it becarne. 
Transferred to Madrid in 18 3 6 it is now the Universidad Central. 

The curriculum of Alcala was directed towards philosophy and 
theology, but with a special emphasis on the classical languages and 
literatures. As regards professors, Cisneros aimed at the very best. 
He offered chairs to Erasmus and Luis Vives, but neither accepted. 
He did succeed, however, in persuading Nebrija to transfer from 
Salamanca. 

The new University, while still in its infancy, was associated 
with one of the monuments of Renaissance scholarship, the 
Complutensiatt Po!Jglot Bible, so-called from the Ronun name, 

Compltttu!ll, of the town that the Moors renamed Alcala. The 
humanist orientation of the reforming mentality of Cisneros was 
evident in his conviction that the basis of theology was scripture, 
and that scripture could not be properly studied without the 
restoration of the authentic texts. He therefore commissioned a 
group of scholars to prepare texts of the Old Testamentin Hebrew, 
Greek (Septuagint), Latin (Vulgate) and, for the Pentateuch, also 
Aramaic (Targum), and for the New Testament, texts in Greek 
and Latin. Printing began in I5o2 and was completed in 1517 in 
six folio volumes, the last containing the vocabularies. Cisneros 
lived to see the completion of this great enterprise, which he 
hailed as 'a powerful means for the resurrection of theology'. Half 
a century later Philip II was to sponsor and Spanish scholarship 
to produce a similar enterprise, the great Antwerp Polyglot Bible 
of I 5 69-72 under the direction of the biblical scholar and orien
talist, Benito Arias Montano (1527-98); as was to be expected, 
this surpassed the Complutensian Bible in its much more extensive 
apparatus critictts. 

'All Authority is to be Condemned' 
The direction given by Cisneros to the New Learning coincided 
with the type of religious reform advocated by Erasmus. But it is 
convenient, before embarking on this subject, to look at some 
individual examples of the Renaissance spirit, selected to indicate 
the range of the movement in Spain. Learning was not confined to 
academics in the universities. It was typical of the age, for instance, 
that a man engaged professionally in the municipal administration 
of a large city could be at the same time a schobr of a wide, 
encyclopaedic learning. Such was Pedro Mexia (c. 1499-r 5 p) 
author of the Silva de varia leccion ( 1 5 40 ), a work that was well
known abroad, especially in France. It is a miscellany of scientific, 
philosophical and historical information of a 'curious' kind, drawn 
from ancient authors and from the Italian I 5th-century humanists. 
Mexia's interests are humanistic in that he extols the dignity of 
man and the nobility of reason although, like his age in general, he 
is not yet able to distinguish in scientific matters between fact and 
fancy. Another type of humanist was Juan de Mal Lara (1 5 24-7I), 
who founded in I 5 48 a grammar school in Seville at which he him
self taught. He also presided over a literary academy which was the 
centre of the city's intellectual life. He was not by any means the 
only Spaniard to follow Erasmus in collecting proverbs, which he 
did in La filosofia JJu{gar (I 5 68); but he was the only one to use 
them as expositions of a 'natural philosophy', expounding their 
views on the world and men and arranging them systematically; 
in fact, he saw in proverbs notlung less than the origins of thought. 
This is an example of the Renaissance tendency to idealization: the 
belief, in this case, that wisdom can be extracted from the common 
people, whose untutored tradition has preserved it because they 
are and always have been close to nature. 

In philosophy Spain has never at any time been noted for much 
original speculation: her thinkers have mostly belonged to already 
existing schools of thought whose tenets they have expounded 
and developed. In the Renaissance period th-ey tended to follow 
either the newly revived Platonism or the tradition of Aristotelian 
scholasticism, which underwent a revival within the Roman 
Catholic Church that was centred chiefly in 16th-century Spain. 
This revival was itself due to a revitalization by the critical spirit 
of humanism. Francisco de Vitoria (?148 3-1 546), for instance, one 
of the great minds of the time, was a Dominican theologian, 
professor at Salamanca, who rejected dialectical subtlety and all 
argumentation based on fine metaphysical points, in favour of the 
study of real problems which were to be found in contemporary 
political and social life, to the discussion of which he applied the 
principles of philosophy and theology. He was a scholastic, but 
at the same time one of the founders of modern international law. 
Even a theologian like Melchior Cano (I 5 o9-6o ), who showed 
himself a clerical conservative in public life, insisted on a return to 
original sources in theology and assessed the value of tradition 
and the authority of the Church with a free and liberal mind. 
Among laymen, two thinkers can be cited as examples of this 
wider mental horizon and (within limits) independence of tra
dition. Gomez Pereira ( 1 5 oo-6o) declared: 'In matters not 
concerning religion I will not subject myself to the opinion or 



authority of any philosopher unless it be grounded on reason. In 
questions of speculation, not of faith, all authority is to be 
condemned.' This is a quotation from his philosophical treatise 
Antoniana Margarita (1 5 54), whose odd title is composed of his 
parents' names. True to this principle, he broke new ground by 
attempting to derive ideas solely from sensation and by making 
the individual mind's analysis of its own process of cognition the 
starting-point of speculation. Much more influential was Juan 
Huarte de San Juan (I 5 29-?88), who was, in a sense, the first 
proponent of specialization in education. Having noted at school 
that one of his fellow-pupils was better at Latin than anybody else, 
another at astronomy and another at philosophy, he later wonder
ed why. His Exanten de ingenios (I 5 75) studies the different types of 
intellectual talent in order to determine the special aptitude that 
points toward excellence in each discipline and thus to facilitate at 
an early age the choice of the right profession. He also speculated 
on the possibility of parents' producing a genius by devising an 
education in conformity with their child's 'type'. This interesting 
work had considerable influence abroad, notably on Bacon; it was, 
nearly two centuries later, the subject of Lessing's doctoral thesis. 

Humanism versus Conquest 
In the world of ideas the optimism, idealism and humanity of the 
Renaissance are most strikingly exemplified in the controversies 

p 2.2.4- concerning Spain's colonial activity in the New World. The 
z2. 5 leading promotor of the anti-imperialist cause was the Dominican 

friar, Bartolome de las Casas (I474-1566), who laboured tirelessly 
J 4 for over fifty years, backwards and forwards across the Atlantic, 

against the slavery and oppression of the American Indian. An 
indefatigable writer as well as preacher, he propagated his basic 
principles in a number of books and tracts, namely that war is 
irrational and a travesty of civilization; that no force must be used 
against the natives, even forcible conversion to Christianity being 
iniquitous; that the rationality and freedom of man demand that 
he be taught religion and everything else only by gentle and loving 
persuasion. 

Vitoria, from his Chair of Theology at Salamanca, put these 
humanitarian principles into the context of a law of nations in his 
famous lectures De lndis, delivered in I 5 39, which have come down 
to us in the form of notes taken by his students. To those who 
asserted that the King of Spain was, as Holy Roman Emperor, 
civil lord of the whole world since the Pope had delegated to the 
Emperor the universal temporal jurisdiction that belonged to him 
by divine right as spiritual ruler, and that America thus belonged 
by law to Charles V, there being in consequence no question of 
unjust conquest, Vitoria replied that the Pope had no universal 
temporal jurisdiction, and that even if he had he could not delegate 
it to the Emperor or any other ruler; that Charles V therefore had 
no claim on these grounds to his American possessions and that 
right of conquest did not constitute any such claim; that the 
Indians were fully rational beings, like all men free by nature, and 
therefore that they alone were the lawful owners of the New 
World. None the less, he continued, there were titles by which 
Spaniards could lawfully claim to enter these lands, and in ex
pounding these, Vitoria was the first to affirm the basic concepts of 
modern international law. The whole human race, he taught, 
constitutes a single family, and friendship and freedom of inter
course among men, as brothers, is a rule of the Natural Law. It is 
right that men of different nations and races should trade peace
ably among themselves provided they do each other no hurt. 
Vitoria thus affirmed the basic freedoms of international relations: 
freedom of speech, of communication, of trade and of the seas. 
Because these freedoms are intrinsic in human society Spaniards 
had a right to go to America and open up intercourse and trade 
with the Indians, provided they did them no physical or political 
harm; but they had no right, he affirmed, to make war on them, 
except in defence of humanity's right to free intercourse and trade. 
On this plane of international relations war is justified only if it is 
for the good of the international community as a whole. But, of 
course, the fact that the Indians were undeveloped communities, 
with no political organization or means of trading, meant that 
they and Spaniards were not fully able to exercise their natural 
freedom of intercourse; as a result, Vito ria adumbrated the system 
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of mandates, laying down the right and duty of a state, on its own 
initiative or under mandate from the international community, 
to prepare backward peoples for sovereignty on a footing of equa
lity with other states. On these grounds alone could Spain claim a 
colonizing mission in America: 'Spanish rule should be exercised 
in the interests of the Indians and not merely for the profit of the 
Spaniards.' 

The opposite, or imperialist cause, was defended by Juan Gines p 2.2.5 (6) 
de Sepulveda (?I 490-I 57 3 ), a distinguished classical scholar and 
historian, in his treatise entitled Democrates alter, sive de Justis belli 
causis apud lndos. On returning to Spain in I 547 after a voyage to 
Mexico and Guatemala, Las Casas found this work circulating in 
manuscript and he immediately attacked it as pernicious in order 
to prevent its obtaining a licence for printing. To Sepulveda's 
indignation the universities of Alcala and Salamanca did in fact 
pronounce against its publication. As a result of the furious 
controversy that followed, Charles V took the astonishing step of 
ordering all overseas conquests to cease until a special council, 
formed of theologians and members of the Councils of State, 
should decide the issue, which Sepulveda and Las Casas were 
summoned to debate before it. The sessions took place in Vallado-
lid during I 5 50 and I 551. Sepulveda's case followed from the 
denial of what Vitoria had postulated, a universal international 
law binding on all peoples. For him, instead, only civilized nations 
could have a conception of law and morality; uncivilized peoples, 
who were unable to apprehend these concepts, could have no 
moral rights. Inferior races must be governed by superior ones, 
and this doctrine of national aristocracy implied a doctrine of 
natural servitude. Basing himself on the authority of the ancient 
Greeks, particularly Aristotle, Sepulveda argued that inferior 
peoples like the American Indians were slaves by nature, and it 
was in their own interests to be conquered and governed by 
superior races. Civilized nations had a natural mandate to subdue 
uncivilized nations; if the latter refused to submit voluntarily, 
warfare against them was morally lawful. Sepulveda therefore 
defended the right of conquest and slavery. Against this theory of 

'Advice and rules for confessors who hear confession from Spaniards in 
charge of Indians' -rme of the many works of Las Casas aimed at obtain
ingjustice and humane treatment for the native peoples of America. ( 4) 
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imperialism Las Casas reiterated at great length a doctrine that can 
be summed up in this one sentence of his: 'No nation exists today 
or could exist, no matter how barbarous, fierce, or depraved its 
customs may be, which may not be attracted and converted to all 
political virtues and to all the humanity of domestic, political, and 
rational man.' This impressive statement is an example of the 
idealism and faith in humanity that are marks of the Renaissance. 
It should be noted that the reactionary in this controversy was the 
classical humanist who was tied to the concepts of the past, while 
the apostle of enlightenment was a member of one of the religious 
orders which had all been stigmatized not so long before by 
Erasmus as being bigoted and obscurantist. The decision of the 
Council of Valladolid has not been preserved; historians have 
deduced from this that it was probably inconclusive. The fact, 
however, is that Demo~rates alter was never allowed to be published, 
while Las Casas continued his propagandist activity without 
hindrance. 

Erasmus, Erasmians and Reform 
The controversies over America are a sign of the liberal forward
looking minds of many Spanish churchmen in the first half of the 
16th century. The revival of classical studies, never in Spain an 
end in itself, was only one aspect of the general movement of 
revitalization and refol'm directed to education, social life, morality 
and above all religion. Here the greatest single influence, coming 
after the ecclesiastical reforms of Cisneros, was that of Erasmus. 
His aspiration to reform theology through classical learning and 
literary study, and to combine this with the reform of spiritual 
life by a return to a more evangelical and personal piety, was 
shared by the humanists of Alcahi. During the I 5 z.os the writings 
of Erasmus became so widespread and popular that Erasmus him-

P 2.;; self was almost worshlpped. The greatest Spanish humanist, Luis 
(;o) Vives (I492.-154o), was closely associated with him. Vives himself 

exercised little direct influence in Spain; he preferred to live 
p 197 (7) abroad, probably because of his Jewish origins. Erasmus was the 

main influence behind the ecclesiastical policy of Charles V, who 
was his patron. The movement of reform thus became charac
teristically Erasmist, fostering on the positive side a movement 
towards a 'religion of the spirit' freed of observances and devotions 
that had become supe:rstitious, and on the negative side a wide
spread anti-clericalism, especially anti-monasticism. Typical of the 
movement among laymen are the writings of Alfonso de Valdes 
(d. I 5 p), a secretary of the Emperor's. One is a Dialogue discussing 
the Sack of Rome in I 52.7 by imperial troops. Valdes maintained 
that the pope had brought this misfortune on the Church by 
having turned himself from a spiritual ruler into a political 
potentate. Rome had departed from the spirit of Christ and had 
become corrupted by wealth. Not only the sack of the city but 
even Luther himself were hailed by Valdes as instruments of divine 
providence to call the Church's attention to abuses. A second work, 
Dialogo de Mercurioy ("dzron (?152.8), is closer to imaginative litera
ture, consisting of conversations that Charon and Mercury hold 
with the souls who come to be ferried over the river Styx on their 
way to Hell. These a:re representative of the various professions 
and stations in life. All are cynically unashamed in recounting their 
immoral lives while demanding entry into Heaven, which they 
claim to have purchased by bequeathing money to monasteries 
and other such pious practices. One of them is especially indignant 
to find himself damned despite his having expressly guarded him
self against that eventuality by. wearing a religious habit on his 
deathbed and holding a specially blessed candle. Saintly souls on 
their way to Heaven come next, each one of whom is an example 
of a pure mind and a charitable heart. Four of these six saintly 
types are churchmen,, but this does not really mitigate the anti
clericalism. One of them, a Cardinal, reveals that he had to escape 
from the Curia after only three weeks in order to save his soul. 
After hearing the li£e story of another, a Bishop, Charon asks 
Mercury how many wch prelates are to be found among Christi
ans, and the latter replies that he had searched all Christendom 
and had not been able to find even that one. There is more 
satirical literature in this vein, some of it more virulently anti
clerical; but the great,er part of this Erasmian literature is theolog
ical and devotional. 

A defaced portrait of Erasmus, from a copy of Sebastian Munster's 
'Cosmographia' (I J JO) imported into Spain. Erasmus' criticism of the 
Church had won much early support but by the middle of the century many of 
his opinions were being condemned as heretical, both inside and outside 
Spain. Hostility was particularly intense among the friars, whom he had 
uncompromisingly attacked. ( J) 

Erasmus had followers among the leaders of the Church as well 
as of the State. Both the Archbishop of Toledo, Alonso de 
Fonseca (d. I 5 34), and the Inquisitor General and the Archbishop 
of Seville, Alonso Manrique ( d.x 5 3 8), were included among them. 
The latter had prohibited any public attack on Erasmian doctrine, 
but when presented by the religious orders with a list of alleged 
heretical statements culled from the works of Erasmus, Manrique 
had to summon a conference to adjudicate on their orthodoxy. 
This met at Valladolid in 152.7, the same year in which the Uni
versity of Paris condemned certain propositions of Erasmus. 
After two months of discussion Manrique suspended the con
ference because of the danger of pestilence in the city. The fact 
that no adverse judgement had been passed on Erasmus was 
hailed by his followers as victory. But this triumph was short
lived: trials for heresy of some individual Erasmians began in 
1 52.9, who 'abjured their errors'. For the next thirty years the 
growing breach between Luther and Rome made Erasmus suspect 
because of the closeness of much of his teaching to the reformed 
doctrine. 

The hostility to Erasmus was everywhere fed by the natural f 1 
antagonism of the religious orders, whose manner of life and the 
very principle of whose existence he had strongly condemned. 
One of his leading Spanish disciples, the secular priest Juan 
Maldonado, wrote to Erasmus in 1 5 2.6, pointing out that there 
were monks and monks: many were wholly on his side in con
demning their unworthy and uneducated colleagues, and would 
publicly support him but for their consciousness that Erasmus 
had wronged the associations to which they belonged by his 
wholesale condemnation; such men, said Maldonado, could easily 
be won over completely if only Erasmus would show himself 
disposed to distinguish the good monks and friars from the bad 
ones. But all through the turbulent religious controversies of the 
age tact, fairness, and moderation are hard to find on any side. 



Erasmus Rejeded 
p 1 5; The condemnation of Erasmus came with the end of the second 

(10) phase (1552) of the Council of Trent. No reconciliation or 
compromise between Protestants and Catholics had been effected 
and it was obvious that none would be possible. The need to 
choose between Luther and Rome crushed the Erasmian move
ment. For Spain there could be no doubt where the choice lay. 
There thus followed the persecution of the small Protestant 
communities that had formed on her soil, and her path was set 
once more, this time within Christianity itself, in the direction of 
religious unity and enforced conformity to which Ferdinand and 
Isabella had first guided her sixty years before. Since it was a 
reformed Catholicism (though not in the Protestant sense) that 
emerged out of Trent, it is not correct to call the period of 
Spanish history that now followed one of 'reaction' in the modern 
sense of the term; but it was definitely one of conservatism. 
The Counter-Reformation now began and, in this sphere, the 
Renaissance had come to an end. Spain was, however, on the 
threshold of the greatest vitality and creativity that she had ever 
shown in religion-theological speculation, spiritual literature, 
mysticism, art-but it was a creativity within narrower limits than 
the ones the Renaissance had originally pointed to. What died 
with Erasmus was the spirit of tolerance in Spain, and this was 
an enormous loss. But as regards depth of religious experience 
nothing was lost: Erasmian piety is subdued, cold and unimagina
tive compared with the fla.me-like ardour of St ] ohn of the Cross, 
the human warmth of St Teresa or the poetic vision of Luis de 
Le6n's Christian Platonism. The literature of the Spanish Erasmi
ans is superficial in comparison with the great literature that 
follows. The most influential factorin this religious transformation 
was the new order of the Society of Jesus, founded by St Ignatius 
of Loyola (1491-15 56), one of the greatest religious figures in 
Spanish history. The Jesuits prolonged much of the humanist 
movement into and beyond the Counter-Reformation, not only 
by giving Spain a long line of scholars in nearly every field, but by 
incorporating, in their schools, classical studies into a Catholic 
religious education. 

Poetry and the Religion of Love 
It is generally considered that the Renaissance emerges in Spanish 
literature when Italian metres and rhythms are adopted into 
Castilian lyrical poetry, a transformation of the craft of poetry 
that is paralleled about the same time in France and later in Eng
land. At a chance meeting in I 5 26 the Venetian ambassador, 
Andrea Navagero, suggested to the Catalan poet Juan Boscan 
(1474-I542) that he should try to imitate the Italian poetic style 
in Castilian. This aroused the interest of his friend Garcilaso de 
la Vega (1501-36), a much greater poet, and together the two men 
revolutionized their manner of writing and, after the publication 
of their poems in I543, greatly enriched the whole tradition of 
Spanish prosody. Garcilaso was resident in Naples from I 53 3 to 
I 5 36, the most formative and fruitful period of his short life, 
during which he devoted himself with enthusiasm to the study of 
Latin and Italian literatures, writing poems in Latin as well as 
Spanish, and immersing himself in Renaissance culture. He sent 
Boscan from Italy a copy of Castiglione's Cottrtier with the 
request that he should translate it. Boscan complied, and his 
admirable translation was published in I 5 34· The fact that Bowin 
wrote in Castilian though a Catalan is a further mark of the Spanish 
Renaissance--the disappearance, for the time being, of Catalan as 
a literary language. 

At this same time neo-Platonism, the characteristic philosophy 
of the Renaissance, enters Spain to colour her literature. All this 
should be taken as marking the height of the Spanish literary 
Renaissance, not its beginning. The poetry of Garcilaso and the 
acceptance of the doctrine of human love in nco-Platonism are 
one phase in what is essentially a continuous development from 
the mid-I 5th century. This is obscured if a dividing line between 
medieval and Renaissance literature is placed here. The criterion 
is not Italian metrics but the emergence of 'humanism' in the 
wider sense of the word-not just the revival of classical studies 
and the liberal tolerant mentality that this new education fostered, 
but a concern with purely human values as distinct from divine or 

Expa1tsion and 

The 'Ctircel de A11Jor' by Diego de San Pedro, an alleg01y of the Religion 
of Love, became a European best-seller. ltz this woodcut (from the I 49 J 
edition) a hairy savage representing Desire entices men into capti11ity by 
canyin,g a stattfette of the nak.ed Ventts. ( 6) 

religious ones. In Spanish literature this kind of humanism is first 
apparent in the lyrical poetry of the I 5th century. There is a change 
of fashion in Castile about I450. The first big collection of 
Castilian lyrical poetry is the Cancionero de Baena compiled about 
1445. The great majority of the poems it contains are moral and 
didactic, dealing with religion, death, the uncertainty of worldly 
fortune, and so on; very little prominence is given to the theme of 
love. The poetry of the second half of the I 5th century, which is 
covered by two other ca11cioneros, shows a sudden change. Nearly 
all of it is love poetry and of a type new to Castile. There are 
hundreds of these poems and every one assumes or expounds the 
same conception of human love. This is not based on the physical 
and the sensuous, but on love as the faithful service of a lady who 
never rewards her servant, a love from which there is no escape 
and which therefore produces a suffering akin to death, but this 
suffering is not only accepted, it is actually desired and found 
pleasurable. The lover is condemned by fate to love faithfully, 
without hope of happiness, a cruel and indifferent lady; yet better 
this living death than not to love at all. 

This conception of love is purely medieval in origin: it derives 
ultimately from the courtly love of Provens:al poetry and is much 
influenced by the poetry of Petrarch. Both these influences had 
previously met in the Catalan poet Ausias March (1397-1459), 
who is the greatest exponent of this erotic humanism in the 
peninsular poetry of this century. In Castile it becomes an all
pervading literary fashion. It is often expressed in specifically 
religious terms-for instance, the liturgical prayers of the Church 
or the psalms of the Old Testament are used as prayers to Cupid, 
the god of love, and the suffering and passion of the lover are 
even equated with the passion of Christ and the lover is often 
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presented as a martyr for his faith. This religion of love is not 
peculiar to Spain; it comes belatedly from France, but in Spain 
it is carried rather further in extravagance. 

The structure of these poems follows a. fairly uniform pattern. 
The expression is always abstract, the imagery is never sensuous 
or concrete. For this reason, and because the same ideas are con
stantly repeated in hundreds of poems by dozens of poets, we are 
justified in concluding that this is not a genuine expression of 
personal experience but a fashion or convention, and accordingly 
this poetry has never been taken very seriously. The conventiona
lity of the literary form alone suggests that this conception of 
love is an artificial attimde to life, which is certainly borne out by 
what we know of actcallife in the I 5th century. This was there
fore a poetic convention divorced from reality. But that in itself 
is significant. All literary conventions have some purpose; by the 
mere fact that if they constitute a prevalent fashion they give 
pleasure, they must satisfy some need. A poetic convention 
divorced from reality points to some sort of aspiration or ideal. 
If I 5th-century poets found satisfaction in posing as suffering 
martyrs of love, we may conclude that they would have liked to 
be such; in other words that this convention was a kind of wish
fulfilment. The aspiration it embodied was that of a perfect love, 
one that transcended the carnal and spiritualized the lover, endow
ing him with moral perfection through the virtues of fidelity, 
fortitude and complete selflessness. In other words, human love 
enshrined in theory the highest values of life, and spiritual values 
were thus circumscribed within a purely human activity. Since 
this is an idealized cor:.ception of love, the literature that promul
gated it was not a literature of experience. A divorce is thus 
effected between literature and reality such as had not occurred 
to any appreciable extent in the literature of the 12th, 13th and 
14th centuries. Tilis i~; also connected with the first influence of 
Italian and classicallit,eratures in this century. 

Divorce from Realit)' 

If this had been a passing fashion one would not be justified in 
attempting to explain it in this way. It started, however, a literary 
movement that lasted for a century or more. The most famous of 
the 'sentimental novels' of the period was the first Spanish work 
to become a European best-seller, Cdrcel de amor (1492) by Diego 
de San Pedro. Here the expression of love in directly religious 
terms finds its extreme form. Love, being without hope of 
fulfJment, is presentee as faith-a faith and a consequent suffering 
which, fully accepted., ennoble the lover. Woman, aloof and 
unattainable, is the source of grace, infusing into the lover not 
only the cardinal virtues but also the theological virtues of faith, 
hope and charity. Since woman is the object of the lover's faith, 
the supreme value in which he believes, human love is unequivo
cally associated with the mystical union of the soul and God. And 
finally, since 'greater love hath no man than this, that a man lay 
down his life for his friends', the lover in this novel, in order to 
prove his love by the supreme sacrifice, chooses death in suicide 
in order to die a martyr for his faith, attaining a sacramental 
communion with his beloved by tearing up her letters and drink
ing them from a goblet. 

This equation of love and religion is so extravagant that it 
has never been taken particularly seriously. But the vogue it 
enjoyed points to the widespread popularity of a spiritualized 
mystical conception of human love, of an attempt to centre the 
highest values of life in the love of man for woman. Because this 
was remote from actual experience, the plot of this novel is 
unfolded in an unrealistic setting, in a largely allegorical form. 

The basic divorce from reality lies of course in the separation 
of love from the phy~:ical. This particular idealization of love in 
religious, mystical terms could find no room for sensuality; it 
was in fact something that aspired not to refine the sensual but to 
transcend it. The suffering of these literary lovers is the flesh 
seeking to assert itself against the ideal of a spiritualized and 
therefore chaste love. In San Pedro's novel the lover is led into 
the allegorical 'prison of love' by a hairy savage who represents 
Desire, and who entices men into imprisonment by carrying the 
statuette of a beautifLil woman, who in a woodcut in the first 
edition is represented as the naked Venus. 

In medieval art, from the 14th century onwards, lust had 
frequently been represented by a wild man, a hairy savage with a 
cudgel, a traditional folk figure that had come to represent the 
bestial side of human nature. The chivalrous or courtly love of 
woman was represented by a knight who fought the savage. 
These savages became supporters of heraldic shields, indicating 
that their strength was ready to defend them. In Spain, in the 
14th and I 5th centuries, these heraldic savages are chained, i.e. 
defeated, and heralds on horseback, blowing trumpets, announce 
the outcome of the battle. The savage, with or without the ac
companying knight, is a recurring symbol in Spanish Renaissance 
literature. In Gil Vicente's play Don Duardos, written between 
I 52 I and I 52 5, a 'savage knight', who has defeated all the knights 
at court, must be vanquished in hls turn by the hero before the 
latter can win his lady's hand. In pastoral novels savages invade 
Arcadia, threatening to abduct the shepherdesses; they can only 
be rescued by those whose love is chaste. This symbol of the wild 
man or savage is the connecting link between the medieval ideal 
of courtly love in its I 5th-century form and the Renaissance ideal 
of Platonic love; what they have in common is the aspiration for 
a perfect love to be achieved by the permanent chaining of the 
wild man. This is the principal way in which the idealistic ten
dencies of the Renaissance find expression in literature; the 
foundation is, however, fully medieval. 

'The Traged_y of Calisto and Melibea' is one of the most fascinating works 
of the Spanish Renaissance. Written by Fernando de Rojas in the form of 
a dialogue, it tells a realistic stor_y of intrigue and seduction, dominated by 
the bawd Celestina. Above left Calisto meets Melibea for the first time, 
and on the right Celestina pays a call on her still-innocent victim; belmv, 
.2!1elibea throws herself from a tmver after the affair has ended in ruin and 
disgrace. (7, 8) 

Realism and Romance 
The most famous work of this period stands apart as an exception 
to the main literary trend, in that it is a pessimistic refusal to 
admit that an ideal or idealized love of this kind is possible. This 
is the Tragedia de Ca!isto y Melibea (1499), better known as La 
Celestina, by Fernando de Rojas ( d.1 54 I). Like Ccircel de am or it 
enjoyed an international vogue. It is one of the masterpieces of 
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world literature. The hero Calista is a worshipper at the altar of 
love, and the heroine Melibea is his deity. To the question 
whether he is not a Christian, Calista replies, 'I am a Melibean, 
I adore Melibea, I believe in Melibea, and I love Melibea.' But 
the mediator between him and his human divinity is Celestina-the 
professional bawd-in other words it is lust. And lust does not 
ennoble the lovers, on the contrary it plunges them into social 
degradation and death. The religion of love is thus brought down 
to earth, is directly associated with lust and the exploitation of 
vice for mercenary ends, and is thereby shattered as an ideal of 
salvation. The promise of happiness that love holds out is only 
a bait, and men are so bewitched by the promise of joy that they 
cannot escape from the hook on which the bait is set. Rojas here 
condemns erotic passion for being what it is, precisely for not 
being divine; yet in this humanistic work there is nothing else to 
take its place, and love is the only human value that is given any 
kind of ful@ment. Because of this uncompromising confrontation 
of the ideal with the reality of human nature, the Celestina departs 
from the literary tradition of its times in that its technique is 
starkly realistic. In contrast to the unreal allegorical world of the 
Cdrcel de amor it presents real people who move through the 
world of human society as it actually exists. These two works 
thus point a contrast between the two different literary techniques 
of idealism and realism: the one based on the idealization of 
human values, the other based on the affirmation of moral evil. 
The former is the one that characterizes the Renaissance, and for 
this very reason the Celestina remained outside the main stream 
of the literature of its age. Though it had one or two successors 
that tried to imitate it, these were insignificant and uninfluential. 
The CelestiNa could not divert the continued flow of Spanish 
literature from the channel of idealism. 

f .9 The next prose work of historical importance is Amadis de 
Gaula, the third Spanish work of this period to become known 
and influential abroad. Though not the first Spanish novel of 
chivalry, it initiates the great vogue of this genre in the x6th century. 
The form in which we know it dates from I 508, and is the 
recasting by Gard Ordonez de Montalvo of an earlier I 5th
century work, of which only some fragments have survived. The 
world of chivalry inAmad!s de Gaula is one that never existed nor 
ever could have existed in space and time. None the less, despite 
the complete unreality of its setting, Amadis de Gaula does present 
a certain ideal of human personality. There is a nostalgic ideali
zation of the virtues of bravery, magnanimity, loyalty and ab
negation, but these chivalrous virtues are presented almost 
exclusively in relation to love. Amadis, the perfect knight, is 
devoted, loyal, faithful and self-sacrificing in relation to his lady. 
She, Oriana, implicitly usurps the place of the divine: it is she 
who calls forth adoration and devotion in the knight, it is for her 
sake and to prove his faith that he lives ascetically and even 
undergoes penance. Love and the adoration of woman are the 
centre and circumference of life, and true love is imbued with an 
aspiration to chastity and purity, which makes Oriana, in effect, 
equivalent to a goddess placed high on a pedestal. BecauseAmadis 
de Gaula created a whole novelistic genre it contributed greatly to 
perpetuating the divorce between literature and experience. 

Nee-Platonic Relationships 
This whole idealization of human love, in implicit or explicit 
religious terms, became crystallized in the philosophy of neo
Platonism, the characteristic philosophy of the Renaissance which 
came to Spain from Italy. Two of the works exemplifying it had 
a great influence on Spanish literature. They are Dialoghi d' am ore 
by the Sephardic Jew exiled from Spain, Leone Ebreo (Judah 
Leo Abravanel), published posthumously in I 53 5, and The Courtier 
(r 5 z8) by Castiglione, which in its closing section contains an 
exposition of the nco-Platonist doctrine of love. Pbto's philo
sophy of love is based on the ascent from the material to the 
immaterial, an ascent ln which the mind is drawn upwards by the 
love of beauty. From the beauty of material things the mind is 
led to the beauty of human bodies, from there to the beauty of 
goodness, then to the beauty of ideas and from there to the 
knowledge and love of Absolute Beauty, which is God. On this 
basis Renaissance neo-Platonists expounded a conception of ideal 
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human love that gave it more importance and a more central place 
than Plato himself did; for them it is in and through human love 
that man progresses from the physical plane, through the intel
lectual, to the spiritual. Castiglione and Bembo developed the 
conception of so-called Platonic love (which is not found in Plato 
at all), whereby a man overcomes sensuality when his reason 
makes him realize that beauty is all the more perfect the more it is 
removed from corruptible matter. Through this realization love 
is transformed into a chaste :.:;,nd Platonic attachment, which is 
the union only of the minds and wills of the two lovers. This 
mutual attachment will lead in both of them to the contemplation 
of universal beauty and so on to the contemplation of God, which 
Castiglione expresses in terms of Christian mysticism. For Ebreo, 
too, beauty does not reside in matter, which by itself is ugly: the 
beauty of material things consists in the ideas which fashion 
matter. So that though physical beauty stirs the mind to love it, 
such love is only fitting if it leads the mind on to love of the 
beauty of the spirit. The physical beauty of a body is not itself 
corporeal, it is the image or reflection of spiritual beauty, and it 
is this essential beauty that the human soul should aspire to know 
and love. Love for physical beauty is therefore a stepping-stone 
to the ultimate goal of union with the final and only real Beauty, 
which is God. So the physical union of lovers can be transcended 
and surpassed in the union of their souls through the communi
cation of their minds and the fusion of their wills; and this 
spiritual union between man and woman leads to union with God. 
For Ebreo, therefore, the ultimate nature and purpose of human 
love is religious. There is no gulf between the human and the 
divine, but a natural ascent. 

It is difficult to take Platonic love, as expounded by Castiglione, 
or even Bembo, seriously as a practical moral ideal. Behind the 
cultured and elegant way of life portrayed in The Cottrtier there is 
the smugness of a self-satisfied aristocracy able to sanction the 
frivolity of Platonic attachments with other men's wives by 
surrounding it with an aura of religious mysticism. This is not 
so, however, with Ebreo, whose deep earnestness is unquestion
able. This is apparent above all in the note of suffering that runs 
through his presentation of human love, which is imbued with 
an underlying sense of anguish, a real existential hurt that it can 
never, in this life, fully be what the human mind and heart are 
compelled to yearn that it should be: even the body is hurt at the 
imperfection of the only love it can achieve. This is a genuine 
and deep religious note, far removed from any complacent op
timism, and it is because of this that Ebreo came to exercise a 
deeper and more enduring influence in Spain than Castiglione. 
This underlying note of suffering makes his philosophy of love 
the link between nco-Platonism and the 15th-century form of 
courtly love. 

The philosophy of neo-Platonism thus places human love in 
the setting of divine love and gives it a spiritual value, which is 
what the love poetry of the I 5th century and Caret:! de amor had 
in a confused way been trying to do. Love of woman is a stage 
towards and a part of the love of God; it is a stage that is not left 
behind but carried up. This is a philosophy that, in effect, idealizes 
and glorifies human love to the highest possible degree within a 
religious or theistic view of life. As such, by giving a philosophical 
sanction to the conception of ideal love, it offered a justification 
for centering the values of life exclusively in human love to the 
disregard of all other human values. In this respect it could 
consolidate and continue the literary movement that has so far 
been sketched. But at the same time this return to Plato could 
also appeal (as Platonism had always done) to a different type of 
mind, one whose interests and aspirations were purely religious; 
this it could do by its emphasis that in the last resort ideal love 
was divine love, that the response to the attraction of beauty 
found its complete fulfilment in the apprehension and contempla
tion of God. Nco-Platonism could thus ooint in two different 
directions: ideal love can continue to be the main preoccupation 
of literature, but now, so to speak, on two different levels instead 
of only one. 

The modification of the courtly love tradition by the influence 
of neo-Platonism is seen in the two major humanistic poets of 
this century, Garcilaso de la Vega and Fernando de Herrera 
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(I 5 34-97). The forme:c, as has already been stated, is the most 
characteristic poet of this phase of the Renaissance in Spain 
through having assimilated the Italian style to perfection. He 
also adds a new element into Spanish poetry by adopting the 
pastoral convention from Vergil and San.."lazaro. Garcilaso's 
poetic experience passes from the suffering cmsed by the conflict 
between reason and sensuality to the achievement of a resigned 
serenity, not in the self-assurance of being in contact with the 
Divine through love of woman, but in acceptance of the sadness 
inherent in life through the fact that love and beauty are perish
able. The note of suffering and melancholy links Garcilaso with the 
I 5th century; its gentle, more restrained expression witl:Jn a 
pastoral setting and the perfection of his craftsmanship is what 
he owes to the Italian Renaissance. From Garcilaso to Herrera 
this idealized and suffering love within a humanistic 'spirituality' 
becomes conventional. Herrera is the type of humanist for whom 
the scholarly and critical study of poetry becomes a life's devotion; 
he exemplifies the fuEilrnent of Platonic love in a reciprocated 
attachment to a married woman, but he remains greatly inferior 
to Garcilaso, despite the more classical elaboration of his style, 
in not rising above a subjective conventionality. 

The Deceit of Love 
The new pastoral convention was adopted also by the novel as 
the background setting for idealized love in its neo-Platonistform. 
This began in Spain in I 5 59 with the Diana of Jorge de Monte- j IO 

mayor (?152o--6r), another of the works of Spanish literature 
that was influential abroad. The unrealism of the genre is some
thing that it is difficult for us nowadays to stomach, but there 
was never, of course, any intention on the part of these novelists 
to reproduce reality; on the contrary, they had every intention 
of rising above it into the realm of ideal love. Most of them, from 
the Diana of I 55 9 to the G'alatea of Cervantes in I 58 5, illustrate 
various aspects of the doctrine of love of Leone Ebreo, whom 
they directly quote. What must be judged is not the verisimilitude 
of the pastoral setting but the adequacy of this philosophy of 
love as material for a novel. \Vhat is obvious in the first place is 
that this ideal love, faithful and chaste, in which all trace of 
passion is absent, cannot produce any sort of conflict. The only 
possibility of having anything approaching a narrative plot is to 
make the love of each shepherd and shepherdess unrequited. 
And this is what Montemayor does: thus A is in love with B, 
but B with C, and C with D and so on. The characters are thus 

2 43 



unhappy, and the purpose of the novelistic plot is to bring 
about a happy ending by making B transfer his affections from C 
to A, and so on with the other characters. But tl:Js is not easy to 
do, because since the majority of the charctaers exemplify ideal 
love, they must be constant and faithful in their affections and it 
is therefore not in their power to cease to love. Some detts ex 
machina is therefore required, and this takes the form of magic. 
The characters who are in love with the wrong people are given 
a potion by the high priestess of the temple of Diana, the effect 
of which is to make them cease to love the persons they are in 
love with and fall in love with those who are already in love 
with them. Thus all are rewarded with happiness, but only at the 
cost of violating all plausibility. Attempts at a more realistic 
psychology in later novels only makes the artificiality of the 
pastoral convention all the more incongruous. 

These few examples out of many must suffice to indicate that 
the type of humanism that carne into Spanish literature in I45o--a 
humanism based on the idealization, even divinization, of love
was a very narrow and limited view of human nature and life. 
It disregarded extensive and vital spheres of experience: in the 
first place, the whole setting of human life, namely the environ
ment of society with its complex of political and social relation
ships, its laws and customs; in the second place, the fact of 
evil-whether physical evil like disease and death, or social evil 
like oppression and poverty, or moral evil, namely the power 
and freedom that individual men have to debase their human 
nature. This idealistic literary humanism did not just fail to face 
up to these aspects of life, it turned its back on them and ignored 
them. Nco-Platonism was upholding a dream vision when it 
placed no obstacle in the ascent from the human to the divine, 
when it made human love the continuous chain linking the two. 
This is not what humanity has ever at any time experienced. It 
has always known in practice that somewhere between man and 
God (or, if one prefers, between man and the ideal) there lies the 
obstacle of evil-an obstacle to be overcome, an enemy to be 
conquered. In so far as nco-Platonism considered this at all, 
it was only as concupiscence, which it tended to present as a 
potential aberration that an intelligent and rational man would 
either never fall into or would quickly surmount. The problem 
of evil in human life is not quite as simple as that. This is ulti
mately the great weakness of the humanist idealism with which 
the Renaissance imbued Spanish literature. 

The Love of Deceit 
A few years before the publication of Diana, the first of the 
pastoral novels, there had appeared La vida de Lazarillo de Tormes 
(I 55 4), generally but inaccurately called the first of the pica
resque novels. This anonymous and internationally popular work 
has an importance in the history of European literature out of 
all proportion to its length, for it is a precursor of the modern 
novel. After the lapse of half a century we return to the real 
world of La Celestina. There is no vestige of any courtly or 
Platonic love; instead, this little novel deals, ironically, with a 
more practical human value-a social one. For life to have a 
minimum of dignity it is necessary for the individual to have 
a social position that gives him a decent standard of living. Lazaro, 
tl1e hero of this tale, enters the world lacking every single social 
advantage, but manages by the end to win a respectable position: 
he has a wife, an honourable job and sufficient economic well
being. He is, as he says himself, 'at the summit of all good 
fortune' and is thus in appearance an example of humanist 
fulfilment. But his wife is an archpriest's mistress; by marrying 
her he has made the continuance of this liaison possible, and by 
accepting it he has received certain economic advantages in 
exchange. In order to achieve one value in life, Lazaro has 
trampled another underfoot. He has thereby only been putting 
into practice the lessons he has learned from his fellow-men in 
the art of living. All the characters of Lazarillo, without exception, 
lead double lives-an outer life in which they pay respect to 
social decorum, honour and religion, and an inner life in which 
these values are non-existent. In addition to a realistic narrative 
with life-like characterization, we have here a witty, ironical vision 
of men in society, in which religious satire is prominent-there is, 
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for instance, a cynical seller of indulgences who advertises his 
wares by false miracles. These qualities align it with the Erasmist 
literature of religious reform. 

Erasmus himself had no interest in contemporary vernacular 
literature, but at least two of his Spanish disciples, Vives and 
Juan de V aides (d. I 54 I), a brother of Alfonso, were concerned 
with the effects of secular literature on the minds and morals of 
its readers. Modern theologians can argue whether the religious 
works of Valdes are Protestant or Catholic, but Valdes himself 
took no chances and moved to Italy. Here he wrote Didlogo de Ia 
lengua, a most interesting treatise on the Spanish language, which 
also contains some literary criticism. Both he and Vives, long 
before Cervantes, attacked the contemporary novels of chivalry 
for their improbabilities and impossibilities, for being untrue to 
human nature and experience. The literary ideal of Valdes, in 
particular, was coherence within a framework of events and 
characters that could happen and exist in reality. This is an ideal 
of realism that was not then, in the 15 30s, being exemplified in 
fiction; but it was exemplified twenty years later in Lazarillo de 
Tormes. This pointed the way to a literature of social realism, but 
for nearly fifty years it remained without a successor and without 
influence, impotent to stem in isolation the tide of idealistic 
literature. The literature of social realism did eventually emerge, 
and it did so as a result of the continuing movement of religious 
reform, for the churchmen of the Counter-Reformation developed 
more effectively the same criticism of contemporary literature 
which the Erasmian humanists had been the first to make. 

'A New Gladness' 
Part of the policy of reform that followed from the Council of 
Trent was the endeavour to turn literature into religious chan
nels. The churchmen who tried to carry out in Spain this policy 
of Christianizing humanistic literature began by launching an 
attack on the whole tradition of idealistic love literature-explicitly 
on Garcilaso, on the novels of chivalry and the pastoral novels. 
The whole of this literature was condemned not only for not 
being religious, but also for being irresponsible in its unreality, 
since, by failing to show its readers what the real problems of 
life were, it encouraged them to take refuge in what we now call 
escapism. They therefore advocated replacing the 'untruthful' 
romances by a literature that would be 'truthful', by which they 
meant one that would promulgate a Christian view of life and 
a sense of moral responsibility by presenting human nature as it 
actually is instead of idealizing it. 
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The period I 5 6o-r6oo saw the flowering of Spanish religious 
and mystical literature, which is one of the most remarkable 
features of this culture. It is worth noting that this literature also 
had a considerable vogue abroad, and not only in Catholic 
countries, for writers like Luis de Granada and Diego de Estella 
were translated and wi.dely read in Anglican England. 

The first thing that strikes one about this literature is its 
contact with the real world. Two descriptions of the dawn from 

p 2.33 a pastoral novel and from the pen of Luis de Leon, an Augusti-
( z6) nian friar, will illustrate the point. In the Diana enamorada (15 64) 

of Gil Polo we read: 'The hour came when ruddy dawn with her 
golden gesture swept away the nocturnal stars, and the birds 
with their sweet song announced the approaching day.' The 
description is perfunctory and the expression stilted. There is no 
indication at all that Gil Polo had ever actually seen the sun rise 
or heard the birds welcome the dawn-he need only have read 
about it, for this kind of conventional description occurs time 
and time again in the pastoral and chivalry novels. By contrast 
Luis de Leon, in La perfecta casada (I 58 3), remarking how 
mistaken it is through a sluggish desire to sleep to miss the 
most delightful experience that life can offer, which is the coming 
of the day, writes: 

Because at that hour the light, since it comes after the dark
ness and is as if finding itself after having been lost, seems 
quite different from what it is at other hours and strikes the 
heart of man with a new gladness. The sight of the sky, with 
the clouds slowly reddening and the appearance of the beauty 
of the sun, is something most lovely. As for the song of the 
birds, who can doubt that they sing then more sweetly than 
at other times? ... The flowers and the grass give out a gracious 
scent; the animals, the earth, the air and all the elements 
rejoice at the coming of the sun and in order the better to 
welcome him they beautify and clothe themselves with their 
finest raiment. 

There is a world of difference: here the writer is describing what 
he has actually seen an.d is telling his readers not to miss this 
experience, while Gil Polo is not in the least bit interested whether 
his readers ever see the dawn or not. 

Similarly with the descriptions of nature. Although the 
pastoral novels arc ostensibly nature literature, we can look in 
vain in them for any indication that the writers have ever directly 
observed any scenery, for the descriptions are always a succession 
of conventional stock phrases like 'thick wood', 'green and 
spacious meadow', 'rushing stream' and so on. If, on the other 
hand, we turn to Simbo!? de Ia Fe (1 5 8z), an exposition of Christian 
doctrine by the Dominican Luis de Granada (1504-88), we find 
page :~.fter page of detailed descriptions of the beauty of nature 
drawn from direct and loving observation, all of which are 
imbued with a sense of joy. Granada's attitude to reality is 
always positive and welcoming: the sea, he says, not only separa
tes nations it also unites them, 'leading them to friendship and 
harmony' by the intercourse it facilitates, for the sea is like 'a great 
fair and market, in which are found great numbers of buyers and 
sellers with all the merchandise needed to sustain our lives'. The 
note of joy stems from a belief in the essential goodness of the 
world, of human relations and even of commerce. Although this 
religious literature is dogmatic and ascetic, and as such would 
not normally be considered humanist, it would not have had this 
tone and this human quality without the Renaissance; in this 
particular respect, in f:1ct, it exemplifies the Renaissance more 
positively and fruitfully than secular literature, for if one wants 
to find a real love of nature in the literature of r6th-century 
Spain it is not to the pastoral novelists or even the poets that one 
goes. These religious writers of the Counter-Reformation loved 
nature because they were true Platonists, seeing in nature the 
visible reflection of the beauty of God and the tangible evidence 
of his existence. But their contact with reality was not limited to 
nature: it embraced the practical and material facts of everyday 
life. A work that in this respect points an illuminating contrast 
with the preceding literature is La pe1jecta casada by Luis de 
Leon (152.7-91), an Augustinian who held Chairs of Theology 

and Scripture at Salamanca. It is a work in praise of women, 
which had been a favourite topic in the literary tradition of 
courtly love. In the numerous works treating of this subject 
woman had, of course, been idealized as a sort of goddess, and 
was not a creature of flesh and blood with a real life to live in the 
material world. In La peifecta casada, however, she is, as the title 
indicates, a married woman, and at once the idealized feminist 
literature is brought down to the plane of social duties and moral 
obligations. Luis de Leon takes us through the practical tasks of 
daily routine-the stocking of the larder, the making and mending 
of clothes, the looking after the servants and so on, insisting all 
the time that it is in a busy domestic life and not in idle luxury 
that women find their fulfilment. Yet this does not mean that he 
considers women to be inferior drudges. A good woman, he 
says, is something finer than a good man because ultimately it is 
upon her that human society depends. The goodness of a woman 
is creative, and communicated to others: it is not in her nature to 
attain to a self-centred perfection, but to give. For this reason, the 
love she inspires in man is, or should be, the love of reverence, 
based upon the realization of her unique worth in the task and art 
of living. In this way the ideal of woman and the ideal of human 
love are brought down from the clouds to reality and are, in fact, 
ennobled in the process, for this is a work that retains all that is 
best in Renaissance idealism-a belief in and an emphasis on 
what is good and noble in human nature. 

This Augustinian friar has, indeed, been called the finest and 
most typical representative of the Spanish Renaissance in its 
complete, fully developed form. And this is certainly true, for 
Luis de Leon was a humanist, a Latin and Greek scholar, a trans
lator of Vergil and Horace, among whose verse translations are 
also to be found an ode of Pindar and some fragments of Eu
ripides; he studied also the Italian poets, and wrote sonnets 
modelled on Petrarch; he was a devout Christian with a liberal 
and enlightened outlook, and a theologian whose doctrine was 
scripturally based from first to last; a Hebrew scholar, a translator 
of the Book of Job, of the Song of Songs and of many of the Psal1lls, 
all his writings are pervaded by a deep love of the Bible; he was 
also a Platonist, whose whole work is imbued with a sensitiveness 
to the beauty of nature, the beauty of human living and the 
beauty of ideas, and who brought a Platonist mind to biblical 
exegesis inLosnof!lbresdeCristo(I 5 83 and I 5 85),an exposition of the 
significance of the names given to the Messiah in the Old Testa
ment and to Christ in the New. Lastly, to crown all this activity, 
he is one of the greatest of Spanish poets in his own right; since 
he conceives poetry as a search for beauty that leads the mind to 
God, his most characteristic poems exemplify the Platonic 
process of contemplation in the ascent from material to divine 
beauty. So that nothing should be wanting to complete in Luis de 
Leon the complexity of the Spanish Renaissance, it must be 
added that he spent nearly five years confined by the Inquisition 
(I 572-76). Proclaiming the necessity of revising the traditional 
Latin version of the Bible direct from the Hebrew text rather 
than from the Septuagint, he was accused by the conservative 
theologians of Salamanca of, among other things, belittling the 
authority of the Vulgate as a reliable medium of revelation. He 
was finally declared innocent of heresy and returned to a trium
phal reception in Salamanca. 

Christian Platonism 
Leon is only one of a number of Counter-Reformation theolo
gians who are Platonists. Although they directly attack humanistic 
secular literature, they at the same time continue and bring to 
fruition the philosophy on which its conception of ideal love 
was based. In them Platonic doctrine finds its proper fulfilment 
in divine love without being led astray by the unreal illusion of 
a spiritualized human love. A representative example is La 
conversion de Ia J}[agdalena (I 5 88) by the Augustinian friar, Pedro 
Malon de Chaide ( d.15 89). This is a treatise on love; Part I is in 
fact the clearest and simplest exposition in Spanish literature of 
the Platonic doctrine of love, which Malon presents as a cosmic 
circular movement from God down to creatures and back to 
God, this unbroken circle being the ideal of love. In this First 
Part of his work Malon is the pure Platonist, and as such a man 
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of the Renaissance; he becomes the Christian Platonist and a man 
of the Counter-Reformation by his insistence, after this First 
Part, that this ideal is not just lying at one's feet, ready to be 
picked up and absorbed without difficulty. The tragedy of man 
lies in the fact that, since in his nature spirit is compounded 
with matter, he is strongly impelled to break the cosmic circle of 
love by remaining bogged down in an imperfect and inferior 
love. In his preface Malon attacks Garcilaso, Amadis de Gaula, 
and Diana for being unaware that they are representing a broken 
circle. By contrast the figure of the lover that he puts forward is 
the historical Mary Magdalen. A repentant prostitute becomes a 
heroine of love to replace Oriana and the shepherdesses of the 
Diana. In that she was a sinner she represents, unlike the heroines 
of fiction, the reality of human experience; yet in her answer, 
through repentance, to the call of a higher love, she also represents 
the ideal. In Malon's presentation of the Platonic doctrine of love 
the emphasis therefore shifts away from the confident pursuit of 
divine beauty through the beauty of woman, away from the 
confident reliance on the spiritual nature of human love, to the 
recognition of the essential weakness of human nature, a weakness 
which is such that men can have no natural confidence in their 
ability to attain to the divine, but can only seek to love God 
through the plea for his forgiveness and mercy. 

It was in this way that the religious literature of the Counter
Reformation brought the ideal of perfect love down from the 
clouds, while at the same time retaining the vision of the ideal
the union of the soul with God. It counteracted the prevailing 
idealistic humanism by placing the ideal where it properly be
longed, in the realm of the spiritual, and by laying stress on 
the real world, on the reality of human nature, and on social 
obligations and moral duties. In this latter respect the Counter
Reformation is influential in transforming secular Spanish 
literature from a literature of idealism to one of realism: and this 
is what produces its greatest period. The retention of the ideal of 
love, spiritualized, is seen in the mystical movement within the 
Counter-Reformation, whose outstanding figures are St Teresa 
of Jesus (1 5 I 5-82) and St John of the Cross (1 542-91), both of 
whom are major classics of Spanish literature, the latter often 
being called the greatest of all Spanish poets, a title to which he 
has indeed a strong claim. 

The Mystical Path 
Looked at as a cultural phenomenon this mystical literature must 
be considered the culmination of the doctrine of love in Renais
sance neo-Platonism in its truly religious form, as in Leone Ebreo. 
Mysticism cannot properly be included under humanism, whether 
this term be used broadly or narrowly; none the less it is something 
that can be explained historically only by the Renaissance. This 
Spanish mystical movement is confined to the second half of the 
I 6th century and is unique in Spanish history: there was no sim
ilar movement before, there has been none since. This restriction 
in time means that it was produced by cultural and historical 
causes that have operated only then. It can be argued that these 
are three: a widespreaL~ aspiration for an ideal, perfect love; a 
philosophy that could both give it form and satisfy the minds of 
ordinary educated people; and a revival of religious life within 
Spain as part of the renewal of the Church. The conjunction of 
these three pressures occurred during the Spanish Renaissance. 

The mystics claimed to achieve the spiritual ideal of love, not 
as the humanist neo-Platonists had thought they could, by 
reaching God through attachment to creatures, but by rising 
above this attachment and following the path of purgation which 
leads to what St John of the Cross calls 'the dark night of the 
soul'. In the suffering of this dark night the soul must be stripped 
bare of all attachment to things and images of sense before the 
light of the divine can flood the darkness. There must be a direct 
link, somewhere deep in human nature itself, between the suf
fering love of Spanish I 5th- and I 6th-century poetry and St John's 
dark night. One is a confused intuition, the other a real and 
agonizing threshold to a deep spiritual experience. Midway 
between the two there is Ebreo's realization that the body itself, 
in the midst of the ecstasy of its own kind of love, feels anguish at 
being a barrier to the much higher love that the mind can ap-
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prebend. The link is also a literary one. The secular poets had one 
and all referred to their suffering as 'a living death'. StJohn of the 
Cross repeats this commonplace image, but no secular poet came 
anywhere near giving it the tremendous significance that StJohn 
does as he applies it to his own experience. The suffering of 
emptiness that produces the darkness, when there is nothing 
in creation left that the soul can love while searching for God, is 
expressed as dark, deep caverns of meaninglessness: the flame of 
love is burning and wounding as the senses die, but the flame 
heals as it kills and suddenly the caverns, in which the soul 
without God is empty and blind, are flooded with the burning 
radiance and heat of meaning as God communicates his presence. 

These mystical writings are a literature not of aspiration but of 
experience. Secular literature, for its part, exemplifying the 
truthfulness and responsibility which the Counter-Reformation 
had desiderated, begins by the end of the century to return, 
through realism, to the analysis of human experience by presenting 
moral issues within a social setting. Human love, which in an 
idealized and artificial form had been for I 5o years the dominant 
theme of Spanish literature, ceases to be its almost exclusive 
preoccupation. One theme out of many, it is now placed in the 
context of social duties-it is related to family life, to parental 
authority, to marriage and to social honour. Don Quixote and 
his Dulcinea are a satirical parody of the idealized love of the 
16th century, the reductio ad absurdum of Platonic love. There is 
one great, if excessively diffuse, work in which the Spanish 17th 
century can be said to pass a judgement on the 16th: La Dorotea 
(1632) by Lope de Vega. It contrasts the idealization of love with 
reality. The lovers in it live in the beautiful but illusory world of 
16th-century love poetry, having this poetry and the language of 
neo-Platonism on their lips. But they are the victims of this 
idealization of love, in that they are tied to their own feelings: 
they cannot escape but must go round and round themselves in 
an aimless futility. Faced with the problems of reality they prove 
spineless and irresolute, incapable of facing up to social obliga
tions, incapable of preventing their ideal of altruistic love from 
debasing itself in financial self-interest, jealousy and vengeance. 

Disenchantment 
This note of disenchantment is not only, in this particular case, 
the disillusionment of a poet in his old age, it is one of the marks 
of the new literature in Spain as elsewhere. Although the ideali
zation of nature is found in the sumptuous and sensuous baroque 
poetry of Gongora, optimistic idealism and a belief in the per
fectibility of human nature did not otherwise survive the Counter
Reformation. Platonism gave way to Stoicism as the dominant 
philosophy behind literature, and disenchantment deepened at 
times into pessimism. But because disenchantment can be a 
profounder experience than optimism, there is in 17th-century 
Spanish literature a deeper probing into the problems of human 
character and the complexity of life than anything that the 
Renaissance achieved. For this reason the Baroque-the age of 
Cervantes, Gongora, Lope de Vega, Quevedo and Calderon
is the great age of Spanish secular literature. It is also the age 
in which this literature had the greatest impact abroad, exercising 
a decisive influence in the development of the European novel. 
Although the Latinization of the language of poetry reached its 
height with Gongora, neo-classicism took no root in Spain. The 
national drama that Lope de Vega created was deliberately 
anti-classical in order to appeal to the people as a whole and not 
to a select minority. Attacked at the beginning as a 'barbarous' 
art because it rebelled against the authority of the ancients, it was 
defended and established as the imitation of nature-not of a 
dead culture but of life as the audience knew it, and thus as in 
keeping not only with the spirit of the age but also with the 
national temperament, to which Lope de Vega explicitly appealed 
in justifying his departure from the classical rules. In so far as 
classicism meant any degree of remoteness from real life it was 
rejected in Spain; but in so far as it meant a training in language 
and literature, in style, technique and critical appreciation, and 
thus an enrichment of the intellectual and aesthetic experience 
on which writers could draw, it remained the basis of education 
and the foundation of culture. 



scholarship in Spain 

Interest in ancient Roman architecture 
follmved the introduction of Renaissance 
mot~fs from Italy. From Diego de Sa
gredo's book on the meaJ'Urements of Ro
man buildint,s comes this illuJ·tration of a 
cornice related (on the right) to the pro-
portions of the human face. (I I) 

Architecture Transformed 
At the beginning of the reign of the Catholic Kings the architec
tural style in vogue was the flamboyant Gothic known as the 
Isabelline style. The College ofS. Gregorio in Valladolid (I488-96) 
is perhaps the best e;mmple of this astonishingly ornate style, 
which is much more 'Baroque' in feeling than Gothic. The 
influence of Italy made itself felt in the latter half of the reign, 
and this marks the Renaissance period in architecture. A fusion 
of Gothic with the decorative features of the Italian style, pro
ducing a distinctively Spanish Renaissance style in Plateresque, 
preceded the classicizing movement proper, or adaptation of the 
canon of Roman architecture. Gothic and Plateresque overlap, 
and nothing is more remarkable than the versatility with which 
architects could turn from one style to the other. Rodrigo Gil de 
Hontafion (d. I 5 77), perhaps the outstanding architect of his day, 
not only designed some of the finest Plateresque buildings, but 
completed the Gothic Cathedral of Salamanca (I p 3-6o) designed 
by his father, and modified and developed his father's Gothic 
design for the Cathedral of Segovia (I 525-I6r6). Renaissance 
influence brought Gothic back in these fine buildings to a massive 
simplicity, almost a baceness, which gives an air of solemnity and 
gravity. Segovia is the last cathedral of first rank to be built as a 
whole in Gothic style, not only in Spain but in the world-a 
striking example of the strength of tradition in the Spanish Re
naissance. 

The first imitation of Italian models is seen in the College of 
Santa Cruz at Valladolld, already referred to, and in the Castle of 
Calahorra (I 5 09- I 2) in the province of Granada, which marks the 
transition from the medieval castle to the Renaissance palace, a grim 
exterior giving way to an elegant courtyard. A slightly later example 
of pure Italian classichm is the Palace of Charles V adjoining the 

p 228 Alhambra in Granada, a striking juxtaposition of the Oriental and 
(u) the European that only Spain can offer. This grandiose building 

was designed by the painter Pedro Machuca (d. I 5 5o), who is 
thought to have been a pupil of Raphael's. This is his only archi
tectural work; it was begun in I 52 7 and never finished, the 
construction being abandoned in I 6 3 3. The exterior is square 
but the courtyard is circular; all the Italian examples of buildings 
with this pattern are later in date. 

The term plateresco means 'like silversmiths' work'. The style 
retains the structural forms of the Isabelline Gothic but super
imposes upon it the new Italian ornamentation. This decoration 
is used exuberantly in the florid Gothic manner rather than in a 
classical one. The Gothic effect is exemplified in the Dominican 
Priory of S. Esteban in Salamanca, begun in I 5 24 to the design 
of Juan de Ala va (d. I 5 37 ), although the sculptures and carvings 
of the west front were not completed till the 17th century. The 

p 228 west front of Sta Maria la Grande in Pontevedra (1 54 I) is an 
(12) even more sumptuow; example of Renaissance decoration on a 

basically Gothic structure. The florid use of Renaissance orna
mentation is best seen in the fas;ade of the main University 
building in Salamanca, attributed to Enrique de Egas and com
pleted in 1 5 29. The same architect is thought to have designed 
the beautiful Hospital of Santa Cruz in Toledo which, built in 
I 504-14, is the first large Plateresque building. There is no 
uniformity about these buildings: theirs was an open style that 

permitted any number of original variations. Its range can be 
exemplified by two of the buildings of Rodrigo Gil de Hontafion: 
the Palace of Monterrey in Salamanca (I 5 39), and the fas;ade of 
the University of Alcala (I 543) where the style finds perhaps its 
most harmonious and refined expression. Large Plateresque 
buildings in which the effect is one of horizontality, closer to the 
Italian style, rather than of Gothic verticality, are the Town Hall 
of Seville (I527) by Diego de Riafio (d.I534) and the Priory of 
S. Marcos in Leon (I 5 39) by Martin de Villarreal; only half the 
fas;ade of this latter building was completed at the time, the other 
half being copied in I7I I-I6, when the section above the centre 
doorway was designed. 

The first of the non-Gothic cathedrals of the 16th century is p 229 
the gigantic one of Granada. The first design was Gothic, by (14) 
Egas, who began the construction in 1523. Five years later he 
was replaced by Diego de Siloe, who altered the Gothic design 
into a classical one. The pillars were turned into Corinthian 
columns and a dome was constructed on 'stilts': technically this 
is said to be a brilliant solution to the problem of placing a dome 
above the plan of a Gothic apse, but opinions are· divided on its 
aesthetic merits. The cathedral was not finished till 1703 and its 
fas;ade is Baroque. The slightly smaller Cathedral of Malaga 
(I 528-178 3) is similar in design. The finest of these Renaissance p 229 
cathedrals is Jaen. Although not completed till 1726, the design, (I 5) 
apart from some modifications to the west front, is essentially the 
one drawn in I534 by Andres de Vandaelvira (I509-75). It has 
been said that the only other church in Renaissance style that 
can equal Jaen Cathedral in artistic quality is Wren's St Paul's. 
The movement towards a pure classical style reaches its culmina-
tion with the great architect Juan de Herrera (I 530-97). His 
masterpiece, the enormous granite monastery-palace of El p 228-9 
Escorial, commissioned by Philip II, was built between I563 and (I3) 
I 5 84, and was hailed by contemporaries as the eighth wonder of 
the world. This is classicism in naked purity, devoid of any 
Plateresque ornamentation. Especially austere in its mountain 
setting, it is dignified and impressive, and in some parts, partic-
ularly the church, elegant. Another major example of Herrera's 
work is the unfinished cathedral of Valladolid, which he designed 
in I 5 8o. Herrera's restrained classicism was in vogue for some 
twenty years after his death. One of his disciples, Juan Gomez 
de Mora, was responsible for the magnificent Plaza Mayor of 
Madrid (I6I7-I9)· The church of S. Isidro el Real in Madrid 
(I626-p) marks the transition to the Baroque, which by the end 
of the century came to rival the floridity of the lsabelline Gothic 
of two hundred years before. 

The Sculptor's Contribution 
The sculpture of the period is nearly all on or in churches-stone 
figures on fas;ades and on tombs, stone or marble screens beside 
or behind the high altars or, especially characteristic of Spain, 
the polychrome wood-carvings on the great retables above the p 230, 
altars. As in architecture, the Renaissance meant first a turning 231 
away from Flemish to Italian influences and later the emergence (16, 20) 
of a native style. Italian influence penetrated the Gothic style 
with a realistic presentation of draperies, attitudes and facial 
expression instead of stylization and conscious piety. This 
transition is evident in the !rasa/tar (screen behind the high altar) 
in Burgos Cathedral in 1499 by the Frenchman Felipe Bigarny. 
The general influence of humanism is seen in a tendency to 
represent on tombs and sepulchral slabs not the dead but the 
living figure. A noteworthy example is the tomb of Martin p 230 
Vazquez de Arce in Sigiienza Cathedral. Killed in I486 in the war (17) 
of Granada, this young man is represented as a crusader with his 
legs crossed, but only half reclining, and in the very unmilitary 
but very Renaissance attitude of reading a book. The most 
distinguished sculptor of this early Renaissance is Damian For-
ment who completed the splendid retable (1509-I5) of the 
basilica of El Pilar in Saragossa with Renaissance figures within 
a Gothic framework. His alabaster retable in the monastery of 
Poblet, designed in I 5 27, is more Italian in style. Many Spanish 
sculptors received their training in Italy. One of these was Vasco 
de la Zarza whose art is pure Renaissance, notably the beautiful p 231 
trasaltar in Avila Cathedral with the tomb of El Tostado in the (18) 
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The jetnale nude is extretJJely rare in S pattish art, probably because aln1ost 
all patronage was ecclesiastical. This panel of Eve from the choir-stalls of 
Toledo Cathedral is by Alonso Berruguete (see pi I 9). Thottgh clearly in 
the classical tradition she lacks some of the sensuousness which an Italian 
sculptor would have given her. (I 2) 

centre. The classical movement was strong at Granada, not only 
in SiloC's cathedral but in the tombs of the earlier Chapel Royal. 
That of Ferdinand and Isabella (1 514-17) is the work of an 
Italian, Domenico Fancelli; that of their daughter Queen Joan 
and her husband Philip I (1p.6) is by Bartolome Ord6fiez, who 
might have been apprenticed to Fance1li before he went to Italy. 
Siloe himself left a great of sculptured work, mostly purely 
decorative, in Burgos as well as in Granada. The Madonna and 
Child on the choir-stalls of S. Jeronimo in the latter city is 
characteristic of his adoption of Italian idealization. This classical 
movement in sculpture, which had a secular side in the provision 
of civic statuary for Granada and Seville, culminated in the work 
for the Escorial. The chief sculptor was an Italian, Pompeo 
Leoni, but he was preceded by a Spaniard, Juan Bautista de 
Monegro, whose work is less naturalistic, more sober and austere 
than Leoni's. 

Departure from idealization characterizes the more dis
tinctively Spanish style which emerged with Alonso Berruguete 
(c. 149o-1 561), the greatest of all these sculptors, who studied in 
Italy, copying Michelangelo in Florence and the Laocoon in 
Rome. The pioneer of Mannerism in Spain, he disowned grace, 
elegance and anatomical accuracy, exaggerating muscles and 
dynamic expression; instead of serenity and classical composure 
there is a sense of fervour, passion and drama. Berruguete must 
have influenced El Greco, whose distortions represent a trans
formation in his style after his arrival in Spain. In a panel of Eve 
in his choir-stalls for Toledo Cathedral Berruguete has given us 
one of the rare representations of the female nude in Spanish art. 
The absence of something so characteristic of the Italian Re-
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naissance is to be explained both by a strain of puritanism in 
Spanish life and by the fact that nearly all this art was commis
sioned by ecclesiastical patrons. Berruguete's Eve, not being 
Venus, is not sensuous but austere. Mannerism was continued 
by Juan de Juni (c.1507-77), a Frenchman who came to Spain p 231 
about the age of twenty-five and underwent the influence of (2o) 
Berruguete. He was a sensualist who could express human 
happiness and grace, as in his Madonna in the church of Sta 
Maria at Medina de Rioseco, but more typical of his art is the 
sense of anguish and desolation. Within the Counter-Reformation 
this Mannerist sculpture developed into Baroque, represented 
by such artists as Pedro de Mena and Alonso Cano: there is 
greater restraint in posture and draperies, expressiveness being 
concentrated in the faces in which the artists try to convey the 
idea of sanctity by a mystical rapture. 

Mysticism in Paint 
The strength of religious feeling in Spain throughout the Re
naissance period is also evident in her paintings, nearly all of 
which are either religious subjects or portraits. The greatest 
painter in the reign of the Catholic Kings is Pedro Berruguete 
(c. 145o-1 504), father of Alonso. His work at first sight seems 
Flemish, even primitive, yet until 148 3 he worked in Italy, col
laborating with Piero della Francesca and painting some of the 
portraits of philosophers for the Duke of Urbino. In his religious 
pictures, behind the Flemish atmosphere of his style, one can 
detect the art of perspective and a power of endowing each figure 
with a human personality. A charming instance of the fusion in 
art of the old world and the new is the Virgin of the Navigators by p 3 22 

Alejo Fernandez (1508-43), in which the Virgin spreads her (13) 
cloak, medieval-wise, over a fleet of ships like those that sailed 
to America; one of the kneeling figures, seen in profile on the 
left, may be Columbus. All trace of medievalism disappeared 
with the full influence of the Italian Renaissance, more partic-
ularly of Leonardo, in Hernando Y afiez and Hernando Llanos, 
who both spent a long period in Italy. This Italian influence, 
rather sentimentalized, was transmitted at second hand to Juan 
de Juanes (c.1523-79). A Spanish style, with a dignified and 
unemotional naturalism, emerged with Francisco Ribalta (c. 15 51-
1628), who foreshadows Zurbaran. 

The period of the Counter-Reformation is dominated in Spain 
by the Cretan El Greco (Dominikos Theotokopuli, 1541-I6I4) 
who settled in Toledo in the 15 7os. Though his strange and novel 
art did not always meet with the approval of his royal and 
ecclesiastical patrons, he was never short of commissions. It is 
difficult to conceive any other country's stimulating and ac
cepting his art, which is the nearest that paint has come to 
expressing a mysticall/an. One of his great canvases, the Burial p 234 
of Count Orgaz, painted in 1586 for the little church of Sto. Tome (31) 
in Toledo where it still is, sums up better than anything else the 
spirit of 16th-century Spain. The lower and upper halves represent 
the human and the supernatural worlds respectively. The former 
is presented with great dignity; the faces of the living are calm 
and serene, thus being a human society consicous of its worth; in 
the foreground the theme of death is treated with tenderness and 
is dominated by the Church which is the threshold to the after-
life, for the two parts are linked by the priest who is looking 
upwards to Heaven; this is presented as full of light and move-
ment, the static and dignified human world explodes upwards 
into vitality. 

The great age of Spain's painting, like that of her literature, is 
the 17th century. The revaluation of the human, which the Ren
aissance had brought about, is apparent, for instance, in Zurba
ran's paintings of female saints, who are ordinary women, 
unidealized and unexalted, but gracious with an unaffected can
dour. It is seen also in the dignity and composure with which 
Velazquez portrays his sitters, even the beggars and the dwarfs. 
Like the literature, this is an art that neither worships an idealized 
antiquity nor feels any festive sensuousness: when Velazquez 
paints Bacchanalia in The Topers, his god Bacchus is a good
looking but perfectly ordinary youth and his companions are 
ordinary men from the streets, good-humouredly tipsy but treat
ed with sympathy and respect. 



IX TR.ADITION AND CHANQE 

English Societ)' under the Tudors 
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(We will unite the white rose and the red. 

Smile heaven upon this fair conjunction) 

That long have frowned upon their enmity.' 

SHAKESPEARE, 'RICHARD III' 

After a generation of bloodshed 
a new dynasty, the Tudors, brought lasting stability to England. 
Henry Tudor united the claims of Lancaster and York, being 
descended through his mother from John of Gaunt and marrying 
Elizabeth of York the eldest daughter of Edward IV. It would 
be misleading to interpret the Tudor Age that followed as a 
direct result of this settlement. Many of the developments that 
took place might well have occurred whoever sat on the throne; 
and in fact some of the administrative 'innovations' of Henry vli 
can be traced back to the reigns of Edward IV and Richard III. 
Nevertheless it is a significant moment. The wound that was 
sapping the best energies of the country was healed. Henry's 
government was that of a businessman; abjuring glamour and 
glory he consistently pursued the more solid virtues of commer
cial success and financial solvency, and was accordingly accused 
of meanness. 

In the realm of ideas the change was not immediately felt. 
England lagged behind the rest of Europe L'1 the new scholarship, 
in humanist culture and the revival of classical art. Henry created 
the conditions by which this backwardness could be made good, 
but was himself little inclined to intellectual and artistic pursuits. 
His son Henry VIII, however, had the opposite temperament, 
and it was with his reign that the Renaissance became a living 
force in England. 

In reading English history against the background of the 
Italian Renaissance it is difficult to believe that they belong to 
the same world. When the Battle of Agincourt was fought 
Ghlberti was at work on his first doors, Brunelleschi was thirty-

eight and Alberti eleven; when Richard III \vas killed at Bos
worth Botticelli, Perugino and Ghirlandaio were at the height of 
their careers; in 1509, when Henry VII died and when, in Eng
land, the last glories of the Perpendicular style were rising at 
King's College Chapel and Bath Abbey, Michelangelo was 
painting the Sistine Ceiling, Raphael the Stanze and Bramante's 
new St Peter's had just been started. The chapel begun by 
Henry VII to be his chantry in Westminster Abbey is perhaps 
the masterpiece of Perpendicular, with pendant vaults, delicate 
tracery and expressive sculptured figures subordinated to the 
architectural scheme. But in the centre, within a screen still in 
the old style (by an English artist, Laurence Imber) stands the 
bronze monument of Henry VII and his queen by Pietro Torti
giani of Florence-and at one step we move from the English 
Middle Ages to the Italian High Renaissance. The tomb had not 
been commissioned in Henry VII's lifetime and the choice of 
Torrigiani was, it seems, Henry VIII's. It was begun in 1 5 IZ 

and completed by 1 pS. Effigies of the king and queen, swathed 
in ample drapery, lie on a classical sarcophagus, decorated with 
candelabra shapes. Other motifs include medallions surrounded 
by wreaths, winged putti and at the comers child-like angels of 
a pure Italianate beauty. 

The tomb of Henry VII was no more than an augury for the 
future. Native artists were slow to follow its example, and when 
the Renaissance style did become general at the end of the 
16th century it was a typical compromise of traditional elements 
and Italianate features adapted via France and Flanders. ( 1) 





Church and State were knotted to
gether in all European countries, but 
perhaps nowhere more so than in 
England, where the solution of the 
Reformation conflict was to make 
the king the head of the Church. 
Here Henry VIII lies on his deathbed 
passing the succession to his son 
Edward VI. Beside him stand the 
Protector Somerset, and the Council of 
the Protectorate, including Cranmer. 
In the foreground is thePope,mortally 
sick, whom two monks are hurriedly 
forsaking. In the view through the 
window soldiers hurl down an image 
of the Virgin. ( 2) 

Resistance to the religious changes 
came at every level, though most 
churchmen settled down fairly com
fortably to the new order. This drawing 
(right) shows a judge riding out of 
Colchester after the trial of Abbot 
Beche (1 5 39). The Abbot had been 
accused of high treason and, as 
Cromwell expressed it, 'sent down to 
be tried and executed' in his own 
diocese. In the tiny scene top right 
the sentence is being carried out. (3) 



Propaganda was carried out exten
sively during this period by means 
of pamphlets and above all by 
sermons. The most influential pulpit 
of them all was that at Paul's Cross, 
in London (right) . It stood to the 
south of old St Paul's Cathedral and 
was sometimes used by the govern
ment to disseminate its policies, but 
it was, on occasion, an organ of 
dissent. (5) 

'The Bussop of Rome, the Four 
Evangelists casting stones at him'
the Protestant position expressed 
crudely but forcibly in visual terms. 
This is an Italian work, owned by 
Henry VIII. (4) 

Thomas Cromwell, the king's chief 
adviser for eight years, presided over 
the dissolution of the monasteries, 
to his own considerable profit. In I 5 40 
he lost Henry's favour and was exec
uted for heresy and high treason. (6) 

Thomas Cranme r, appointed Arch
bishop of Canterbury by Henry VIII 
in I 5 3 3, was chief architect of the 
English Reformation. He was execu
ted, like Latimer and Ridley, in the 
reign of Mary Tudor. (7) 

Reginald Pole stood for the English 
Catholics' opposition to Henry. For
ced to live abroad, he returned as 
cardinal on the accession of Mary and 
worked to restore Catholicism, dying 
on the same day as the queen. (8) 



2 54 

Henry VIII's personal character is of 
perennial interest and looms large on 
the pages of history. In his early years 
he was a generous patron and a man of 
considerable literary and musical talent. 
When he came to the throne Erasmus 
and others looked forward to a Gold
en Age in England which would 
eclipse every other country in Eu
rope. Their hopes were disappointed, 
though the fault was not entirely 
Henry's. England was caught up in 
the larger conflicts of the Reforma
tion. Henry attempted a compro
mise-roughly, to retain Catholic 
doctrine but to renounce allegiance to 
the Pope. His difficulties were aggra
vated by his grandiose foreign policy 
(which gave him an added motive for 
despoiling the Church) and by his 
domestic troubles. The end of his 
reign contradicted its hopeful be
ginning. Intellectual freedom was 
severely curtailed, and to think differ
ently from the king became heresy 
and treason. (9) 

Mary I, Henry's daughter by Catherine 
of Aragon, was all her life a staunch 
Catholic. On her accession in I 5 5 3 
(her brother Edward VI only lived 
to be sixteen) she set about re
versing the Reformation. She mar
ried Philip of Spain in I 5 54, but 
failed to produce an heir and died 
four years later. The foreign marriage 
was unpopular and the next swing of 
the pendulum back to Protestantism 
under Elizabeth had overwhelming 
public support. (w) 

Elizabeth, aged twenty-five on her 
accession, succeeded in uniting the 
nation as her father, brother and sister 
had never done. Religious passion 
was damped down and her Catholic 
subjects were for the most part loyal 
(the alternative seemed to be Spanish 
domination). Practical affairs were in 
the hands of a statesman of immense 
skill and patience, William Cecil, Lord 
Burghley. She was sometimes at log
gerheads with her Puritans and Parlia
mentarians who wanted more freedom 
of speech. But she possessed sufficient 
charm and political sense to retain the 
affection and loyalty of her people. 

Elizabeth reigned for nearly 45 
years and became a familiar figure to 
her subjects. Every year she would go 
on a 'progress', visiting the country 
houses of the gentry (though never 
too far away from London), enter
taining, being entertained, flattering 
and receiving flattery. She was ex
tremely intelligent, spoke several Eu
ropean languages fluently, had a good 
knowledge of Latin and Greek, and 
was among the most learned women 
of her time. This picture, painted 
towards the end of her reign, shows 
her on a progress or on some cere
monial procession. (I I) 
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'The ancient and famous city of 
London', as one proud contemporary 
described it, was growing fast through
out the Tudor period. Most of these 
details are taken from drawings by a 
Dutchman, Antony van der Wyn
gaerde, made about I 5 5o. Above: 
Westminster, with St Stephen's Cha
pel on the left, then Westminster Hall 
and behind it the squat shape of the 
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Abbey without its towers. Right: old 
London Bridge, for many centuries 
the only bridge across the Thames at 
London. It was constructed in the 
late I zth century and many times 
repaired. Houses began to be built on 
it as early as the 13th century. It was 
the custom to nail the heads of 
executed criminals above the main 
gateway. (12,15) 

Old St Paul 's (above) stood until the 
Great Fire of London. It was one of 
the largest churches in Europe; the 
nave dated from the I zth century, 
the choir from the I 3th and the spire 
from 1315 (this was destroyed by fire 
in I 56r). (13) 

St Mary Overie (left), on the south 
bank of the river ('Over-ie' means 
'over the water') still survives as 
Southwark Cathedral. This view is 
from Norden's engraving of r6r6. (14) 
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The Renaissance came to London 
in two buildings now destroyed
the Protector's Somerset House (I 54 7) 
and Gresham's Royal Exchange 
(above), begun in I 5 66 in a style that 
was more Flemish than Italian. (I6) 

The Tower looks in Wyngaerde's 
drawing much as it does today. Lon
don in the I6th century was out
wardly still a medieval city. (I7) 

Greenwich Palace (below) was Hen
ry VIII's favourite residence. Here 
Elizabeth was born and Edward VI 
died. (I8) 
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The life-story of an Elizabethan gentleman is depicted in the 
curious memorial-painting of Sir Henry Unton (above). Born 
into a prosperous county family of Berkshire in about I 55 7, he 
fought in the Low Countries with Sir Philip Sidney and was 
knighted in 15 86. In I 5 9I he was sent as ambassador to France 
and died there in I 5 96. The painted narrative begins in the bottom 
right-hand corner with his birth (to the left are scenes from his 
private life at Wadley, including a gay b anquet with musicians 
and masquers). Next, on the extreme right, we see his career at 
Oriel College, his travels in Italy (Venice and Padua), his war
service in the Low Countries, his embassy to France and his 
death in the camp before La Fere. His body is brought back across 
the Channel and the rest of the bottom of the picture (going from 
right to left) shows the funeral and burial in Faringdon Church. (I 9) 

Fashions for the middle-classes : Joris Hofnagel's panorama of 
E nglish society about I 5 69 is set at Bermondsey, then a pleasant 
district for relaxation, but does not seem to represent any particu
lar occasion. The clothes range from expensive dresses that would 
not have been out of place at court to ordinary working-clothes 
and military uniforms. (zo) 
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The seats of learning, the ancient 
and well-endowed universities of Ox
ford and Cambridge, put up at first 
some conservative opposition to the 
innovations of humanism. Greek 
studies began at Oxford when Wil
liam Grocyn returned from Italy in 
I491. At Cambridge, seen (below) in 
an engraving of I 5 74, only the arrival 
of Erasmus, who taught Greek at 
Queens' College from I 5 I I to I 514, 
brought it firmly within the sphere of 
the New Learning. Some years later 
it was the home of an early group of 
Protestants. (2I) 

Galeni de fanitate tu" 
mda L1bri fex 

Thoma 
Lina 

cro Anglo Inrcrprett. 

The English humanists formed a 
close group mostly of personal friends. 
Thomas Linacre, like Grocyn, studied 
in Italy. His translation of Galen was 
made for Cardinal Wolsey, and the 
frontispiece (left) shows Galen on one 
side, Linacre on the other, and the 
Cardinal's hat above the shield. (22) 

John Colet (c. I467-I 5 I9), after trav
elling in France and Italy, lectured on 
the Epistles, challenging the orthodox 
view on philological grounds and 
arousing strong opposition, though 
he remained a loyal Catholic. (23) 

Richard Fox (c. 1448-I 528), Bishop 
of Winchester and Lord Privy Seal, 
founded Corpus Christi College, Ox
ford, in I 5 I 6, making provision for a 
lectureship in Greek. (24) 

William Camden (I 5 p - I623) be
longed to a later generation. His Bri
tannia (1 5 86), an antiquarian survey 
following the pioneer work of Le
land, did for Britain what Biondo had 
done for Italy. ( 2 5) 

.. 



'The house at Chelsea', wrote Eras
mus of his friend Sir Thomas More, 
'is a veritable school of the Christian 
religion. In it is none, man or woman, 
but readeth and studieth the liberal 
arts.' This drawing by Holbein shows 
More himself, in the centre, his father 
next to him in judge's robes, his three 
daughters, his son ] ohn and daughter
in-law Anne. Left: the Island of 
Utopia, a woodcut from an early 
edition ofMore's greatest work.( z6,z 7) 

The anatomy lesson : ] ohn Banister 
(1540-I6IO), one of the best known 
of Elizabethan surgeons, demon
strates a dissection. Banister was the 
author of several medical works, 
mostly based on foreign writers
'sucked from the sap of the most 
approved anatomists,' as he put it. (z8) 
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Artistic inspiration came over
whelmingly from abroad. Hans 
Eworth (see Chapter x) migrat
ed from Antwerp to London in 
I 54 7. His curious allegorical portrait 
showing Sir John Luttrell (above) 
is typical of the new taste. The 
theme seems to be the triumph of 
Peace after storms. Peace herself, 
holding Sir John's raised right arm, 
is probably an addition by a French 
artist of the Fontainebleau School. ( 29) 

Henry VIII's answer to Chambord 
was the huge palace of Nonesuch 
(right). Although boasting an un
paralleled wealth of ornament by 
'the most excellent artificers, archi
tects, sculptors and statuaries of 
different nations' it clearly had little 
of true Renaissance discipline. (3o) 
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Portraiture 'in little' was an art in 
which England excelled the world. 

icholas Hilliard, the greatest of the 
miniaturists, expresses with unique 
vividness the freshness and romantic 
fervour of Renaissance England. His 
pictures often conceal an allegorical 
message. About the youth dressed in 
Italian fashions (above), standing 
with his hand on his heart among 
thorny roses, many theories have 
been proposed. It has even been 
suggested that he is Shakespeare's 
'Mr. W. H.' (3 I) 



The mystery of Long leat (above) is 
how a house of such consistent 
classicism could have been designed 
in England in I 5 68 (possibly even 
earlier). Nothing so accomplished 
was seen until Inigo Jones in the 
I 6zos. The builder was Sir John 
Thynne, 'an ingenious man and a 
travalier', but who was the architect? 
Possibly Robert Smythson, possibly 
an Italian, possibly T hynne himself. 
The use of the orders comes from 
Italy or France, but the crestings 
above the bays are Flemish. (32) 

The native tradition continued in the 
humbler arts almost untouched by the 
Renaissance. This embroidered table
carpet dates from the late I 6th century. 
The hunting scenes form the border 
of a floral patterned tapestry. (3 3) 



'The Byble in Englyshe'-Henry VIII's official version of the 
Old and New Testaments issued in I 53 9-was a decisive step not 
only in the Anglican religion but in English culture as a whole. 
Whether the Scriptures should be available to the non-learned 
had long been a subject of controversy. English translations had 
been made, and banned, since Wycliffe; but with Henry's 'Great 
Bible' they began to be part of the thought and language of 
everyone. The text was based on that of the great translators of 
the previous thirty years. The titlepage (above) shows Henry pre
senting the new work (Verbum Dei) to Cromwell and Cranmer, 
who distribute it to the clergy who expound it to the laity, all 
uttering sentiments of gratifying loyalty. (34) 

George Gascoigne (c. 1525 - 77), seen 
here presenting his poems to Queen 
Elizabeth, was among the early 
'popularizers' of the Renaissance. He 
adapted plays by Euripides (in blank 
verse) and by Ariosto- the first 
English corned y in prose. ( 3 5) 

Sir Philip Sidney (below) embodied 
the ideal Renaissance 'courtier' per
haps more completely than any other 
man. His poems are full of Italianate 
ideas; his Arcadia introduced the pas
toral to England; while his Apologie 
for Poetrie combines humanist theory 
with genuine personal feeling. (36) 



It was in drama that the English 
Renaissance found its clearest and 
deepest expression. The medieval 
theatre, with its Mystery Cycles, and 
allegorical Miracle Plays, finally died 
out in the early 16th century. The 
new impetus came from abroad. 
Plautus' comedies were translated, 
tragedies composed in imitation of 
Seneca and blank verse adopted as 
their fitting medium. In the country 
houses of the nobility private com
panies of actors were formed, and 
these went on to build theatres of 
their own. The first public play
house in London opened in 1 5 77. 
Soon there were half a dozen, each 
under the nominal patronage of a 
nobleman. This was the situation 
when Shakespeare came to London 
about 15 87. Shakespeare was a genius 
of a peculiarly self-sufficient kind, 
but his dependence upon European 
Renaissance sources is undeniable, 
ranging from Sir Thomas North's 
translation of Plutarch to sentimen
tal Italian romances. (37) 

Shakespeare's theatre : the exterior 
of the Globe Theatre in 1616; the 
interior of the Swan c. 1 5 96; and the 
only known contemporary illustra
tion of a Shakespeare play-Titus An
dronicus, a sketch of 1 5 94· (3 9, 40, 4 I) 

Entertaining the Queen could be 
the occasion of almost limitless ex
pense. Scenery, costumes, music, 
poetry and every kind of spectacle 
were brought in. Such perform
ances had an important effect on 
the professional theatre, as the free 
use of stage machinery, pageantry 
and music in Elizabethan drama 
shows. This woodcut illustrates the 
masque arranged for the Queen at 
Elvetham by the Earl of Hertford 
in 1 59 I. A crescent-shaped pond was 
dug, leaving three islands, one of 
them with a fort on it. The Queen was 
received by Nereus and his tritons 
blowing conches. A mock attack was 
staged on the fort; a pinnace with 
singers and musicians sailed past; and 
dinner was accompanied by volleys 
of cannon from another island. (42) 

Ben Jonson 's debt was more direct 
and was frankly acknowledged. Proud 
of his classical learning, Jonson 
attempted in his tragedies to revive the 
forms and even the words of ancient 
Rome- much of Cataline is a free 
translation of Cicero and Sallust. (3 8) 
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English patriotism reached its peak 
in 15 88 with the defeat of the Spanish 
Armada. The immense fleet of I 29 
vessels assembled by Philip II was to 
sail to the Netherlands, join with the 
Spanish army and invade the south 
coast. When it reached the Channel 
it was opposed by a powerful force of 
English ships under Lord Howard of 
Effingham. The engraving (above) is 
from a series of ten published in I 5 90 
to illustrate the course of the battle. 
The left hand side shows an incident 
of July 24th when the Triumph and 
four other ships were cut off from the 
rest until rescued by the main fleet. 
On the right the Lord Admiral 
divides his ships into four squadrons, 
'by means of which division the 
enemy might be greatly and more 
continually troubled.' When the 
Spaniards reached Calais, ships blazing 
with pitch were sent into the harbour; 
the Armada panicked, sailed north, 
abandoned the invasion and returned 
home by way of the Orkneys and 
Ireland. Only 54 ships managed to 
reach Spain. (43) 
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Robert Dudley, Earl of Leicester, 
commanded the land forces at the 
time of the Armada. He was Eliza
beth's first and dearest favourite. 
They had perhaps known each other 
since youth. When Elizabeth came to 
the throne he rose rapidly at court. 
For a time she thought seriously 
of marrying him, but had to give 
way to the opposition of the country. 
His unpopularity increased when his 
wife died mysteriously but Elisabeth 
continued to favour him. In I 58 5 he 
was given the command of the army 
in the Netherlands (Sir Philip Sidney, 
who died on this campaign, was his 
nephew). When the Armada was already 
dispersing towards Scotland she visited 
his headquarters at Tilbury and made 
the most famous of her speeches: 
'I know I have the body of a weak 
and feeble woman, but I have the 
heart and stomach of a king, and of 
a King of England too.' Leicester 
died a few weeks later, without 
(perhaps fortunately) having to prove 
his military talents against the in
vaders. (44) 

.. . 
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English Society under the Tudors 

JOEL HURSTFIELD 

IN ITS CULTURE, as in its geography, England in the early 16th 
century lay on the edge of Renaissance Europe. Separated from 
the continental land mass by a narrow channel of water, at one 
point not much more than twenty miles across, it somehow es
caped, as it did for centuries, the impact of major European 
developments, or received them late and changed by their sea 
journey. The structure of English society, too, although it for
mally resembled the kingdoms of north-western Europe with 
monarchy, aristocracy, clergy and commonalty, displayed also a 
marked difference from them in the gap between the form and 
reality of its class distinctions. To more than one foreign observer, 
the subtle inflections of its social order, and its traditions and 
attitudes, seemed insular and self-contradictory. 

A Venetian diplomat, en paste in London at the beginning of 
the new century, saw England as a prosperous country with 
fertile soil, beautiful landscape, and a martial people, yet one 
inclined to set great ;tore by their physical comforts, especially 
food and drink. He said that they were a proud people too, who 
thought well of themselves and rather less of foreigners. They 
were quick and intelligent rather than educated, regular in church 
attendance but in many cases sympathetic to novel opinions. (The 
diplomat here confirms what historians have only recently re
discovered, namely that the Lollards had made greater inroads 
among Church and people than was at one time believed.) This 
independence of mood, he believed, extended even to their 
relations with their monarch, for they were not as devoted to their 
Crown as were the Scots. The English by nature, apparently, 'hate 
their present sovereign and extol their dead ones'. The Wars of 
the Roses had ended only half a generation before but the threat 
of dynastic war was by no mean:; banished. Henry VII he respect
ed, describing ]:,jm indeed as the most secure monarch since the 
days of William the Conqueror. It is interesting and significant to 
notice, in passing, that while the ambassador refers to the king as 
'His Majesty', contemporary Englishmen usually did not: he was 
known as 'His Highness'; but the style was comi:1g in. Majesty 
belonged much more to the next reign and a new generation. It 
belonged also to an outlook more in keeping with the political 
::md cultural trends in Renaissance Europe. 

With such a degree of physical and intellectual isolation, it is 
hardly surprising tha1: the effects of the Renaissance came slowly 
and late to England. In the middle of the I 5th century, large-scale 
intellectual intercourse through print did not exist. Communi
cation, whether by land or sea, with the great Italian cities was 
still primitive; and to these inhibitions were added the hair
raising travellers' tale:> of the hazards-physical and moral-which 
lost nothing of their c:error to successive generations. Long after
wards, late in Queen Elizabeth's reign, Lord Treasurer Burghley 
was to warn his son against crossing the Alps where a man would 
learn nothing but atheism, blasphemy and vice. In Thomas Nashe's 
The Unfortunate Trat•eller, published in I 5 94, we have these moni
torv tales in their most extravagant form. It is not a one-sided 
sto~y, however. Our Venetian diplom.at unwittingly reciprocates 
the ·compliment. The English law-courts, he observes, are 
extrcmelv harsh; but severe measures are apparently ineffectual. 
' ... The~e is no country in the world', he writes, 'where there are 
so many thieves and robbers as in England, in so much that few 

'The Groundworke of Conny-Catching' by Robert Greene (IJ92) 1vas 
'a u-·arning to all men to shun the crafty cozening sleights of these both men 
and women that have termed themselves Conny catchers', that is, cheats, 
vagabonds and crooks of allsorts. The book contains a vocabulary of their 
slang and full descriptions of their tricks, some of which are ill11strated on 
the titlepage-for instance card sharping and the Curbing Law, or hooking 
at windows. At the top the judge, scourge and gallows point to the canny
catcher's end. Greene himself had first-hand knowledge of the Elizabethan 
tmdenvorld, spending most of his short life on the fringes of' cozening'. (I) 

venture to go alone in the country, excepting in the middle of 
the day, and fewer still in the towns at night, and least of all in 
London.' 

A Portrait of England 

England in the I 5th century was, and long remained, a place of 
small towns. London was the only significant exception and even 
here the population did not exceed 5 o,ooo. There were also ancient 
cathedral towns like \Vinchester, Canterbury and York; industrial 
centres like Norwich; ports like Southampton and Bristol. But in f 2 

most places no traditions of urban culture had ever existed or 
could even be remotely conceived. On the other hand, aristocratic 
patronage was equally rare. The heads of the great baronial 
families looked to war and to internal territorial expansion as their 
most attractive and rewarding enterprises, not the unlikely 
prospects of some enduring fame as patrons of art or literature. 
The English baronage was rural in wealth, influence and outlook. 
To turn from them, for example to the cultured patriciate of 
Florence, is to move from the darkness into the light. Humphrey, 
Duke of Gloucester, was the exception not the rule. The poets 
were not members of a cultured group gathered round some 
provincial court but monks, baronial officials, civil servants. The 
town chroniclers could on occasion provide fascinating narratives 
but, for the rnost part, they were content to record the repetitive 
trivia of municipal officialdom. 

Such other prospects as may have existed of widening the 
range of patronage were drowned in the intermittent wars with 
France, lasting until the middle of the I 5th century, followed by an 
internal struggle for power between those magnates, or their 
heirs, who had at last been driven from French territory. This 
internal poverty, war and instability were, of course, reflected in 
the Court itself where no 15th-century monarch (other than 
Edward IV) had more than a decade of settled power. Even 
Henry VII, the first of a new and powerful dynasty, had no really 
secure hold on his throne until the opening years of the I 6th 
century. Hence, until the time of the Tudors, any significant Court 
patronage was out of the question. 

\V'hen we turn from the monarch and the baronage to the other 
source of power, the Church, the story is comparable. For a large 
part of the Middle Ages, government had been administered by 
churchmen and paid for by the Church. The servants of the 
Crown held bishoprics, deaneries and other ecclesiastical offices, 
usually in absentia. Their stipends as churchmen enabled them to 
take on the secular duties of administration. \Vhere they had 



Bristol in r6r I is described as 'one of the greatest and famous Citties in 
England' but is still comparatively very small. One of its unusual features 
is that 'ther is no dun~~hill in all the Cittie nor any sinke that cometh from 
any house into the streets but all is conveyed under ground'. ( 2) 

intellectual interests as well, these tended to be part of the thought 
and culture of the Church and the schoolmen. 

All this is not to say that English culture passed through bleak 
decades of sterility, unease and social disorder. English ecclesias
tical architecture, for example, magnificently displayed its vigour 
and initiative. Merchants, gentry, nobility sometimes raised im
pressive buildings full of vitality, dignity and enduring beauty. 
Local guilds produced miracle and morality plays, civil pageants 
and other lively expressions of a traditional art form. But, over a 
large field, inspiration came from domestic sources and the impact 
of Italian culture was at first minimal. What was true of culture 
in general was equally true of education, whether at school 
or university. So, when humanism began to make its impact 
on English life it was both cause and effect. It caused a fundamen
tal re-direction in education and produced a profound change 
in all branches of culture. But, on the other hand, its acceptance 
and dissemination were the effect of political and social changes 
and needs, calling for an outlook and training which medieval 
institutions and doctrines were quite unable to provide. 

But although the Church had always known of the advantages 
to be gained from recruiting educated men to its service, the 
English nobility and the upper classes in general were much slower 
to grasp the point. The Venetian ambassador, whom we have 
already cited, expressed astonishment at the speed with which 
Englishmen-however wealthy they were-sent their children, 
aged nine or less, to be boarded out in other men's houses, while 
they took in strangers' children themselves. When he asked them 
why they did this, he was told it was so that the children 'might 
learn better manners'. In his report home, however, the diplomat 
rejected this explanation and suggested that the real reason was 
their wish 'to enjoy all their comforts themselves'. They believed 
themselves to be 'better served by strangers than they would be 
by their own children'. In any case, they could then 'indulge in the 
most delicate fare themselves and give their household the coarsest 
bread and beer, and cold meat baked on Sunday for the week'. 
If they had their children at home with them 'they would be 
obliged to give them the same food they made use of for them
selves'. Englishmen had, too, great advantages for study with two 
such well-founded and well-endowed universities at Oxford and 
Cambridge. Yet, although they were quick at learning, few of 
them, except the clergy, were 'addicted to the study of letters'. 
The invasion of the universities by the sons of gentlemen had yet 
to come. Before the end of the 16th century it would be familiar 
enough. 

English Society 

'Scholars like Ingenious Bees' 
Yet, in spite of the built-in resistance to alien influences, England 
in the late I 5th and early I 6th centuries was by no means immune 
to the prevailing winds. Certain! y, from the middle of the 1 5th 
century, churchmen like William Grey (the future Bishop of Ely) 
and baronial leaders like John Tiptoft, Earl of Worcester, had 
come back from Italy with new attitudes to culture and perhaps 
also to society itself. But the central event was the return to Eng
land in I49I of William Grocyn after his period of study in 
Florence and Rome. It was now that Oxford had its first experi
ence of Greek scholarship where Grocyn's disciples included 
Erasmus and More, whose fame would shortly outdistance his 
own. His fellow-Englishman in Italy, Thomas Linacre, took the 
whole Italian world within his sphere of interest. Bologna, Flor
ence, Rome, Venice, Padua, Vicenza gave Linacre access to classi
cal sources in the arts and sciences, as well as enabling him to study 
medicine under the leading teachers of his day. On his return he 
too taught at Oxford, and then in the royal household, becoming 
in the new reign physician to Henry VIII. Yet Linacre, the found
er of the Royal College of Physicians was, like Grocyn, a priest. 
For them there was no conflict between ecclesiastical doctrine and 
classical learning. Erasmus says of his patron, Grocyn, that he was 
'exceedingly observant of ecclesiastical rules, almost to the point 
of superstition, and to the highest degree learned in scholastic 
theology; while he was, at the same time, a man gifted by nature 
with the most acute judgment and exactly versed in every 
description of educational knowledge.' If their influence began in 
Oxford, it did not end there. It was Linacre's Latin Grammar 
which John Colet adopted for his new school, St Paul's, founded 
in I po. 

No less influential was the work of Richard Fox, administrator, 
diplomat, scholar, architect, bishop, founder in I 5 17 of Corpus 
Christi College, Oxford, and himself a great sponsor of humanist 
studies in the university. But it is clearly a humanism planted 
firmly in a Christian context. Nowhere is his mood better re
vealed-and with it the climate of his whole generation-than in 
the founding statutes of Corpus Christi, of which the preamble 
runs: 

In honour of the most precious body of Our Lord Jesus Christ, 
and of His most Holy Mother, and of all the other saints, 
patrons of the cathedral churches of Winchester, Durham, Bath 
and Wells, as also of Exeter, We Richard Fox, by Divine 
Vocation, Bishop of Winchester, founder, builder, and en
dower of the College of Corpus Christi in the University of 
Oxford, first invoking the most dread name of the most holy 
and undivided Trinity, have framed our Statutes for the same 
college, and have written them in this original book, for 
their constant and everlasting remembrance and establish
ment: and We, the aforesaid, have set our seal thereto in 
manner following: 

It is followed by a clear exposition of the role oflearningin society: 

We have no abiding city here, as saith the Apostle, but we 
seek one to come in heaven at which we hope to arrive with 
the greater ease and dispatch if while we travel in this life, 
wretched and death-doomed as it is, we rear a ladder whereby 
we may gain a readier ascent. We give the name of virtue to the 
right side of the ladder, and that of knowledge, to the left, and 
between these two sides lie steps; for either side hath rungs of 
its own by which we may either soar on high, or sink into the 
lowest depths. We, therefore, Richard Fox, by Divine Provi
dence, Bishop of Winchester, being both desirous ourselves of 
ascending by this ladder to heaven and of entering therein and 
being anxious to aid and assist others in a similar ascent and 
entrance, have founded, reared, andconstructedin the University 
of Oxford, out of the means which God of his bounty hath 
bestowed on us, a certain bee garden which we have named the 
College of Corpus Christi, wherein scholars, like ingenious 
bees are by day and night to make wax to the honour of God 
and honey, dropping sweetness, to the profit of themselves and 
of all Christians. 

And then, having made provision as to the curriculum of the 
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College, resting on the tt..ree pillars of Latin, Greek and Divinity, 
and for the qualifications of the staff, Fox tried to ensure that his 
foundation should have access to foreign scholars rather than 
succumb to a perpo:tuated insularity in which only Oxford 
graduates could be appointed to Oxford posts: 

And if no person in our College shall be found competc:nt in 
the judgment of the President and the electors for the office of 
any lecturer vacatiug, or if any person in our College be found 
competent, and yet a stranger shall be found much more 
learned ... then we wilJ that he shall be preferred to that office 
and as public lecturer before all the fellows and scholars of our 
College ... provided only he is born in England, Greece, or 
Italy, beyond the Po. 

Meanwhile, Italian influence of a lesser kind began to make it
self felt in England. The papal collectors, Giovanni Gigli and 
Polydore Vergil, four1d patronage at the English court. Vergil's 
career was, for a time, blasted by the enmity of Cardinal Wolsey; 
but he lived long enough to see the publication, after the fall of 

f 4, J the Cardinal, of his Historia Anglica, begun many years ago at 
the end of Henry VII's reign. Another of their countrymen, Pietro 
Carmeliano, was the first holder of the office of Latin Secretary, 
established by Henry VII; while some of his lesser contemporaries 
sought access to the royal bounty with undistinguished Latin 
compositions in verse and prose. 

If, in the intellectual field, English priest, physician, bishop, as 
well as Italian poet and historian, made characteristic contri
butions to the Renah:sance in this country, it was a cardinal who 
gave it its greatest impetus in the world of affairs. Wolsey's 
recruitment of lay scholars and churchmen alike to his service-of 
the calibre of Richard Pace, Richard Morrison, John Clement, 
Richard Sampson and Cuthbert Tuns tall-ensured for men of the 
New Learning advancement and reward in the state. At the same 
time, Cardinal's College, Oxford--not long after his death to 
become King's College and, in due course, Christ Church-was 
an impressive monument to the state's hopes of the next genera
tion. Here, too, liberal humanism Hourished and, in spite of 
conservative resistance, Oxford found room also for the begin
nings of religious dis~;ent, a process already at work at Cambridge. 
Thus in this brief interval of moderation, it was possible for some 
diversity of opinion to be sheltered by the Cardinal of England 
himself, against the a:customed rigours of the Church. And if the 
New Learning flouri:;hed in Oxford under the high patronage of 
Wolsey, far a\vay in Padua, in the household of Reginald Pole, 
kinsman and future critic of Henry VIII, there gathered alumni of 
Cardinal's College like Richard Morrison and Thomas Starkey to 
continue their apprer:ticeship in scholarship or statecraft, or both. 

Although Oxford suffered numerous confiscations at the Disso!Htio11, the 
century also .raw a fresh series of academic foundations. Corpus Christi, 
founded in I J I 6, ·was first envisaged as a monastic establishment, but 1vas 

jinal(y founded 011 a wid9r basis 'for such as by their learning shall do good 
in church and commonu;ealth'. ( J) 

Art edition of Po(ydiJre Vergil'.r 'llirtorirt Ang1ica', printed in Bttsle i1z 
IJJ4, JW!s tJJttch enlivened b..!' draJvings scribbled in the margiNs in about 
I J JO. The illustrations bere are ofAug~tstine precu·hing to King Ethelbert, 
and Canute forbidding the J'ea to rise. (4 and J) 

Intellectuals and Utopians 
Yet, in summoning scholars to positions of influence, the state 
took serious risks. The Tudor intellectuals, for aU their high 
distinction in a distinguished age, were hardly a success in the 
upper ranges of government. At the end of the I 6th century, and 
in the early 17th, we have examples of the all too familiar ex-
perience of what happens when an intellectual takes up politics 
as a career. Sir Walter Ralegh was a failure; so was Sir Francis 
Bacon. Edmund Spenser got nowhere. All three wrote bitterly 
about the high cost of the climb to political power: the price to 
be paid, the sham rewards, the false standards, the disillusion-
ment. In the earlier years of the 16th century, we have the most 
famous case-history of allln the rise and fall of Sir Thomas More. p z6I 

Like 1->Js friend Erasmus, More represented the finest expression (z6, 2.7) 
of the early Renaissance. They brought to bear the full weight of p 197 
classical scholarship and modern critical techniques upon the (5, 6, 7) 
literature and tradition of the Church. They were remorseless in 
their onslaught upon inherited and hallowed superstitions, incisive 
in style, formidable in the range of their thought and culture. 
More's Utopia, probably completed in I 516, is a brilliant critique 
of the practice and the fundamental thinking of his own society. 
But it is much more than a livre de circonstance. It reaches beyond 
Tudor concepts and even Christian doctrine itself to ask what are 
the basic principles upon which a good society is organized. Here 
in Utopia was the vision of a nation at peace with itself and with 
its neighbours. Here was a land where men worked freely for all 
men's welfare and all men had easy access to the wealth they had 
created. There was no slavery, no oppression of the weak by the 
strong, no ruthless power based on an intolerable concentration 
of wealth in few hands. Here was the Christian life, lost to Europe, 
but re-discovered by the Utopians who were themselves not 
Christian. Utopia was early humanism at its best. But the greatness 
of its concepts carried the gravest threat to its fulfilment, and 
indeed to the life, and, more important, the whole way of life of 
its author. For early Tudor humadsm was a compromise: an 
unworkable one in face of the new political situation which was 
developing. For the future did not lie with Erasmus and More but 
with Richard Rich (who betrayed More) and with Thomas 
Cromwell. 

In his recent study of Utopia, Professor J. H. Hexter has shown 
how the driving force behind More had been the belief, in which 
he followed Erasmus, that true Christian ideals and practice had 
been perverted by the Aristotelianism of the schoolmen and the 
social rigidity and inequality of Roman law. The original Christian 
ideals of poverty, love and spiritual well-being had given place, 
at least in practice, to private property, material well-being, social 
hierarchy, usury and all the other abuses which had corrupted 
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the purity of Christian doctrine. So the spirit had been drained out 
of Christianity and all that remained were the formalities, ritual, 
a worship of saints amounting almost to idolatry, and all the 
trappings and rigidities of a narrow creed. Could one bring back to 
the Church, and at the same time to government, the lost prin
ciples of the Christian faith? 

The short answer to this question was that one could not. But 
before we consider the series of events which destroyed all pros
pects of a society governed by the beliefs of Christian humanism, 
it is worth examining the inherent strains which were tearing 
asunder More's compromise. Men like More thought that they 
had found a way of assimilating the secular approaches of the 
Renaissance with the teachings of the New Testament. He thought 
that the humanistic beliefs in the supremacy of intellect and the 
high classical ideals of the perfectability of man in a man-cemred 
world could somehow be merged with Christian humility, 
biblical doctrine, and a world centred on God, in whom sinful 
man found his only perfection in the true life of the spirit. Perhaps 
More's own life represented such a compromise which succeeded. 
Perhaps even in his own life the compromise was throughout 
under heavy strain, which might offer some explanation why so 
many of us find it difficult to see him whole, to account for his 
cynicism mingled with saintliness, his compassion with his 
persecution, his pagan republic which he invented and \vhich was 
superior to the Christian world he lived in. If, within More's own 
personality the compromise was difficult to fulfil, in early Tudor 
England it assumed the character of a contradiction in terms and 
an anachronism. Edmund Spenser tried, half a century later, to 
rediscover this compromise in his Christian Platonism; but his 
very greatness as a poet sets him in a world of his own. 

It may be that Henry VIII himself was something of a human
ist. Certainly he loved the trappings of a Renaissance court, with 
its elaborate ceremonial, its high patronage of scholarsh~p: 
a learned prince presiding over a cultured court. He may too 
have felt genuinely sympathetic to Erasmian aims to rediscover 
the foundation of Christian doctrine in terms of the original texts. 
Perhaps, indeed, this amateur theologian saw in himself s,ome 
remote resemblance to the Platonic philosopher-Icing. But such 
humanism as he adopted stopped far short of tb-:tt Christian 
poverty and humility which More continued to believe might be 
attainable amidst the worldly considerations of Tudor society. 
Decades before, Machiavelli had pointed out how inappropriate 
Christian ideals were in the practice of politics. 'The religion of 
the ancients', he wrote, 'beatified none but men crowned with 
worldly glory, such as leaders of armies and founders of republics, 
whereas our religion bas glorified meek and contemplative men 
rather than men of action.' The times were changing. If Utopia 
was indeed nowhere, The Prince stood with both feet firmly on 
English soil. 

'This Opulent and Ample Realm, 
The generation which saw The Prince come to power in England 
and His Highness transformed into His Majesty saw the end of 
More's world. But, if England was changing intellectually, it was 
changing physically as well. We are fortunate, therefore, in this 
period of change, to have the work of one of the greatest of 
English antiquaries, John Leland, \vho put on paper in the I 5 3os 
his impressive, detailed, scholarly account of the rich diversity of 
the land, as he saw it with his own eyes. If the discovery of the 
world is a characteristic of the Renaissance outlook, then Leland 
set about his discovery of England in the true Renaissance spirit. 
He was, he told the king, 

Totally inflamed with a love to see thoroughly all those parts of 
this your opulent and ample realm that ... I have so travelled in 
your dominions, both by the sea-coasts and the middle parts, 
sparing neither labour nor costs, by the space of these six years 
past, that there is almost neither cape nor bay, haven, creek or 
pier, river or confluence of rivers, breaches, washes, lakes, 
meres, fenny waters, mountains, valleys, moors, heaths, 
forests woods, cities, boroughs, castles, principal manor places, 
monasteries and colleges, but I have seen them; and noted in 
so doing a whole world of things very memorable. 

English Socie~y 

It is sad after all this to record that Leland died bankrupt, 
broken-hearted and insane, his work unfinished. But he left volu
minous notes of .b.is itineraries; and we can therefore follow him 
some of the way. We know that the way was dift1cult, the roads 
bad, the population sparse. He found many of the old chartered 
boroughs in decline but he noted also that some insignificant 
towns, like Liverpool, were showing signs of growth. He found 
many of the medieval castles decaying shells except for those like 
Warwick which had undergone a process of internal reconstruc
tion to meet the needs of comfort rather than civil war. Before he 
was much older he would know that the monasteries and abbeys 
had been submitted to faster destructive processes, save those 
converted into Protf'stant churches or into the country scats of 
the new nobility or the gentry, like \Voburn in Bedfordshire 
which went to the ri~ing farrily of the Russells, future Earls of 
Bedford. 

But Leland's England was not a static society. There was plenty 
of evidence of movement and change. There was movement along 
the coast bringing coal from Ne\vcastle and carrying wool textiles 
from the outports overseas; movement down the Thames estuary 
to France, Flanders and beyond; movement down the navigable 
rivers of food, timber, industrial products; movement across 
country as cattle was brought on the hoof, to be fattened in the 
home counties for the London food market. And there is plenty of 
evidence too of the drift to London, already reaching impressive 
dimensions, that ceaseless process which has lasted on into the 
present century. 

Yet, when all is said, England remained a lightly populated 
country, and Wales and Scotland even more so. By the rniddle of 
the I6th century the population of London was approaching 
Ioo,ooo but that of the rest of the country stood at no higher than 
about three million. (The population of France was perhap'; four 
times as high.) It was still a country occupied by :;cattered com
munities, with some concentrations of people in the cities and 
ports, but even these "···ere intimately linked with the patterns and 
rhythms of the countryside. It was a country wlth a backward 
economy, a primitive transport system, wasteful agricultural 
practice and rudimentary industries. 

The major force which destroyed the established pattern of 
English society and culture, as it does in most communities, was 
the growth of population. How and why this came about is only 
imperfectly known and the same is true of its extent. But it is clear 
from the evidence already available that the fall in population 
which had been going on throughout a good part of the 14th and 
I 5th centuries was somehow arrested in the course of the I 5 th and 
then it began to rise; that this rise was followed by a sharper rise 
for roughly a century from the I 5 30s and that the process there
after slackened greatly. \ve know too that the effects of this rise 
were exactly those we encounter today in any under-developed 
economy which experiences the same pressures of population 
growth. There was a manife~t inability of technically backward 
industries and agriculture to absorb the increased o.upply oflabour 
available, so there was unemployment, poverty and the continuous 
threat of social disorder. No less important, though industry could 
with an effort meet a good deal of the increased demand for its 
products, agriculture could not: the result was an inflation of 
prices which made itself felt throughout the whole economy and 
was made worse by the heavy debasement of the currency late in 
Henry VIII's reign. Inflation is always a great social solvent. It 
always leads to a redistribution of power and influence. Hardship 
it undoubtedly brings: to the \\·age earner, to the agricultural day 
labourer and, at the other end of the social scale, to the land1ord
rentier and the monarchy itself, if they draw a large part of their 
income from rents where these are held fist by lenl and tenurial 
restraints. But inflation brings benefits too. In m~deration it sti
mulates production and trade, though its bounty is unevenly 
given. It favours the producer and the merchant; it favours the 
landlord if he finds some means of breaking through the existing 
restraints on rents; it favours the lawyers whose professional 
services are greatly demanded in such times of boom. 

Prosperity extends beyond the material world and a new pattern 
of culture emerges. Mid-Tudor England displayed all the features 
of a sl-Jft in the economic, social and cultural balance of the time. 
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The titlept{ge to Coryat'J· 'Cmdities', a 
lighthearted Jvarning to travellers, is crt1!ll

tlled Jvith incidmts which b~fell hi111 abroad. 
At A we see hitn on a rough crossing to 
l'rance; in the bottom right-hand comer 
( E,F) be is baving trouble Uiitb a Venetian 
courtesan because 'he did but ki.rse her and 
so let her go'; at G a Rabbi, who ol?jected 
to his attempts at con;.,erting the Jews, is 
chasing him with a ktzife; and I J'hmvs 

'Old f-lat here, torne Hose, JJJith Shoes 
full of gravell, 

And Louse-drop ping C'ase, are the Ar me.r 
of his travel!'. 

Beside his en.graved portrait are the figures 
of France and Ita!J, 1vhile abwe hilll 
Germany 'speuJs on bim ot1t of her Tttnne'. 
(6) 

Even though a clumsy attempt was made to arrest inflation in 
1 5 5 I, and a more successful one a decade later, the process could 
not be fully arrested and its effects lasted on throughout the 
century and beyond. Painting, architecture, literature, the drama 
were called into the service of the newly prosperous classes, at a 
time when these clas:;es were in any case adopting the postures of 
the social leaders of the past. If the College of Heralds was busy 
manufacturing pedigrees for new aristocrats and new gentry, time 
and judicious marriages would inject a large measure of truth into 
the romances of the antiquary. By the end of the century the 
sources of patronage were much wider than ever before, ranging 
from the Elizabethan court through the great landed aristocracy 
on to the greater bourgeoisie of the capital and to the volatile mob 

p 265 who crowded into the Globe theatre to see the latest play by 
(39-41) Shakespeare. 

Reformation by Stcnges 

But before these processes were fully at work there occurred a 
major upheaval which left its own impress upon the rapidly chang
ing social and cultural scene. The Reformation, which took more 

than a generation to establish itself, roughly spanning the middle 
decades of the x6th century, exercised an ambiguous influence on 
the Renaissance in England. It severed old connexions with the 
Continent but established new ones; it released speculative, 
rational thinking and at the same time tried to suppress it; it 
greatly reduced ecclesiastical patronage yet gave the Church for a 
time a more powerful hold on the intellectual movements of the 
age. 

The Venetian ambassador had, at the beginning of the century, 
seen England as virtually independent of the Holy See. Norman 
historians, he said, recorded that William the Conqueror did 
homage to the pope but 'the English histories make no mention 
of this; and it is a forgotten thing'. Equally forgotten was the 
tribute arising from King John's submission to the pope. All that 
was now paid, he said, was Peter's Pence. He cannot have dis
cussed ecclesiastical grievances with many Englishmen. But with 
these we are not here concerned for they did not cause the breach 
with Rome. The breach itself derived from a crisis in the monar
chy, a crisis shortly to be reflected in another form in the monarchy 
of France. For if, as Michelet believed, the kings of Renaissance 



liiaterial r/cheJ· are held by the devil in a net, tmvardJ whi.-b ride 'il!e~t 
:vordfy mi1zded'. Bateman, a I6th-centmy moraliJ·t, de,Diorcd the state of 
societ_y in n·hich 'persons of genti/itie ... are not contented tPitJ.; .wjfitiencie' 
and 'the yeollJandry .... reeketh ... trotltotion fro!!J the dNnghill to a 
gentlentan'. ( 7) 

Europe emerged as the new 1-fcssi;Jhs they were none the less as 
vulnerable as the humblest of mortals. France in the second half of 
the century was convulsed in an exhausting dynastic war as d1e 
Valois kingship sank into oblivion for want of an heir. The Tudor 
dynasty, much more recently established, faced the same threat 
when, after nearly thirty years of marriage, Henry had no one to 

p 254 succeed him but his daughter Mary. To understand wh<lt followed, 
(xo) and indeed much that happened for decades to come, one rnust be 

aware that the Wars of the Roses had ended within living memory 
and that Elizabethans had the vicarious experience of living 
through them again as they watched the collapse of government in 
war-divided France. To reinforce their folk-memory they had the 
history plays of Shakespeare with the lamentation put into the 
mouth of Henry VI: 

0 piteous spectacle! 0 bloody times! 
Whi!Jt lions tJJar and battle for their dei1S ..• 

It was to guard against these things that Henry VIII broke his 
allegiance to Rome when he found that there was no other means 
of ending one marriage and starting another. Here was no plar..ned 
campaign of advance to a new ecclesiastical order. Rather, an 
opportunist king felt his way towards this simple objective of a 
new legitimate marriage hoping that each threat, each blackmail, 
each cautious advance would be the last that was needed. But 
having failed to gain his end with a papal blessing, he found that 
he gained it more easily against a papal excommunication. In the 
process the monarchy itself was transformed. 

For our immediate purpose we are concerned only with two 
of the great Reformation statutes, the Act in Restraint of Appeals 
of 15 3 3 and the Act of Supremacy of I 5 34· They are worth citing 
because they seem almost a landmark in the history of English 
literature as they certainly are in the history of the government, 

p 25 3 religion and society of England. By now Thomas Cromwell was 
(6) the closest adviser of Henry VIII, and gathered round Cromwell 

was that group of writers and publicists who had absorbed many 
of the new secular ideas abroad in Europe. Moreover they were 
writing when the English language was approaching its best 
period of sensitive, lucid vigour which was soon to make it a 
wonderful instrument for politician and poet alike. For power of 
language, rich cadence, and inexorable advance to a grand climax, 
few contemporary prose passages could have equalled these 
opening words from the statute of I 5 3 3 : 
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Ettgiish Society 

Where by divers stmdry old authentic histories and chronicles 
it is manifestly declared and expressed that this realm of Eng
land is an empire, and so hath been accepted in the world, 
governed by one supreme head and king, having the dignity 
and royal estate of the imperial crown of the same, unto whom 
a body politic, compact of all sorts and degrees of people 
divided in terms and by names of spirituality and temporalty, 
be botmden and owe to bear next to God a natural and humble 
obedience ... 

And so it goes on, sentence upon sentence, trumpeting to the 
world that England has returned to her destiny as a great and 
independent nation, under one supreme monarch answerable to 
none but God. We notice, too, the appeal to history-false hi.story 
as it happens-the secular history of Renaissance scholarship, 
breaking away from the monkish chronicles which record no such 
triumph for the worldly order, and a good deal which tells a 
different tale. 

The Act of Supremacy of I 5 34 does not quite reach the heights 
of the previous measure. It more or less rounds off a revolution 
which has already been accomplished. But it yields nothing in the 
bold, confident grandiloquence of its style and content: 

Albeit the King's Majesty justly and rightfully is and oweth to 
be the supreme head of the Church of England, and so is 
recognized by the clergy of this realm in their Convocations; yet 
nevertheless for corroboration and confirmation thereof, and 
for increase of virtue in Christ's religion within this realm of 
England, and to repress and extirp all errors, heresies and other 
enorrPities and abuses heretofore used in the same, be it enacted 
by authority of thls present Parliament that the King our 
sovereign lord, his heirs and successors kings of this realm, 
shall be taken, accepted and reputed the only supreme head in 
earth of the Church of England called Anglicana Eccle.sia, and 
shall have and enjoy annexed and united to the imperial crown of 
this realm as well the title and style thereof, as all honours, 
dignities, preeminences, jurisdictions, privileges, authorities, 
immunities, profits and commodities, to the said dignitj of 
supreme head of the same Church belonging and appertaining. 

However many times one reads these passages one cannot 
wholly lose the excitement of reading the work of some master of 
English prose or escape that sense of involvement in a revolution 
in the making. For in spite of all the evidence of the long roots of 
the Reformation stretching well back into the Middle Ages, there 
is nothing like this in the past which depicts the emergence of 
kingship in its full supremacy and with all its panoply of power 
over men's lives and thoughts. If ever England had a Renaissance 
kingship, it was surely now. 

It was now, too, that Italian political literature gained a special 
relevance to the English scene when, for example, Thomas Crom-
well set in motion the translation of Dejetzsor pacis, a 14th-century 
treatise in elevation of the secular power, written by Marsiglia of p 55 
Padua. Castiglione's Courtier and Machiavelli's Prince had to (33) 
wait some decades for an English translation; but their work p 27 

was sufficiently familiar already to educated Englishmen. At the (49) 
:~arne time the classical and biblical texts were being ransacked for 
evidence of the just and historic claims of a supreme kingship. 

Secular voices were just as loud in their acclaim of monarchy. 
The Speaker of the House of Commons, Richard Rich, a follower 
of Thomas Cromwell, addressing Parliament in I 5 36, declared 
that Henry VIII was 'worthily and justly to be compared to Solo
mon on account of hls wisdom and justice, to Samson on account 
of his strength and courage, to Absalom on account of his form 
and beauty.' 

This new doctrine by no means went unchallenged. Thomas 
More was merely the greatest of those who set a boundary to the 
advancing claims of royal supremacy. Cardinal Reginald Pole, a p ZH 
kinsman of Henry VIII, found England impossible to live in (8) 
under the new order, and denounced from Rome this intolerable 
usurpation of spiritual authority by the Crown. But whether these 
aggrandized powers were welcome or otherwise in the minds of the 
ldng's subjects, their very existence and the enlarged responsibili-
ties of the state called for an enlarged government service, well-
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adapted for these pm:poses. Tlus meant both an extension of the 
range of education and a change in its character. And all thls lay 
at the heart of the English Renaissance. 

'Such as by their Learning shall do Good' 
Long before, when in 1517 Bishop Fox was making hls plans to 
found Corpus Christi College, Oxford, he had thought of a monas
tic foundation designed to raise standards among regular monks. 
But Bishop Oldham, hls co-founder, emphatically thought other
wise: 

What, my lord, shall we build houses and provide livelihoods 
for a company of buzzing monks, whose end and fall we our
selves may live to see; no, no, it is more meet a great deal that 
we should have a care to provide for the increase of learning 
and for such as by their learning shall do good in church and 
commonwealth. 

From now onwards it is possible to see, over and over again, 
thls inner conflict of policy throughout the whole field of educa
tion. Put in its crudest forn1, the question could be posed as : 
should education primarily be directed towards the service of God 
or of the state? Of course many believed that it could in one 
sense do both, that is, breed worthy men serving the Christian 
commonwealth presided over by a God-fearing king. But once 
the question of curdculum, instructors, organization, finance 
had to be faced in dttail, then the major problems of definition 
and aims pressed too hard on the educationists to allow the 
old order to survive intact. We no longer believe, as was once 
thought, that on the eve of the English Reformation there 
flourished under monastic inspiration and control a splendid, 
wide-ranging educational network whlch was shattered by the 
Reformation and the Dissolution of the monasteries. Many of 
the chantry schools, it is true, were outstandingly good but, 
as Mrs Joan Simon has recently shown, long before the Reforma
tion there had been a growing demand for the new kind of school 
under secular patronage and to meet secular needs. The belief 
that Henry VIII and Edward VI, in their destruction of monastic 
schools and chantries, dealt a severe blow to education can only 
survive now as a pious legend. Instead, she writes: 'Reformation 
legislation, following on a long and gradual undermining of 
ecclesiastical jurisdiction, cleared the ground for much more 
widespread and rapid developments . . . not least so far as the 
universities were concerned.' Thls change in emphasis was reflec
ted in the large-scale diversion in the trend of charitable bequests 
from ecclesiastical to educational purposes, whlch, as Professor 
W. K. Jordan has established, is so impressive a feature of the 
second half of the 16th century. All thls fits logically into the 
pattern of political thinking of Thomas Cromwell and hls 
successors. 

The executions of Thomas More and John rlsher are among the incidents 
in a book of Spanish-directed propaganda pttblished abroad late in the 
century. Ignoring the Afarian persecution of Protestants, it dwelt with 
heavy emphasis on the relatively few executions of Catholics tmder Henry 
and Elizabeth. ( S) 

By the middle of the 16th century the belief that education was 
for clerkly men under instruction from clerkly men, already dying 
before the Reformation, was a thlng of the past. It is possible to 
see a tripartite system adapting itself to new needs. There were the 
old grammar schools, often refounded on the basis of ecclesiastical 
predecessors like Westminster School, the King's School, Canter
bury, the King's School, Worcester. (Winchester and Eton were 
exempted from the act dissolving chantries.) But many grammar 
schools were new, arising from the initiative of town authorities, 
who often petitioned the Crown for the grant of monastic lands 
for the purpose or found the money from other sources. At Hull, 
Chelmsford and elsewhere new grammar schools came into 
existence, including one at Stratford, where Shakespeare may in 
due course have become a pupil. Tlus process continued. By the 
end of the 16th century there were some three hundred and sixty 
grammar schools of whlch about two-thirds survive. For girls 
there was no provision for organized education, but private 
tutors were widely used for them in the families of the governing 
classes. Of the hlgh level reached, Lady Jane Grey and Elizabeth I 
are each in their own way exemplars; while the Cooke daughters, 
chlldren of Sir Anthony Cooke, became the most famous blue
stockings in Tudor England. One of them, Mildred, became the 
mother of Sir Robert Cecil, Secretary of State under Elizabeth I, 
Lord Treasurer under James I and by then the most powerful man 
in England. His mother's learning is commended in the con
temporary verse: 

Coke is comely and thereto 
In book sets all her care. 
In learning with the Ro111an dames 
Of right she may compare-

a passage worth quoting if only to indicate how bad Elizabethan 
verse could sometimes be. Another daughter, Anne, became the 
mother of Sir Francis Bacon. Thus, in the second generation, the 
Cooke fanlily gave a Lord Chancellor as well as a Lord Treasurer 
to England. 

The two universities at Oxford and Cambridge were attracting p z6o 
more and more the sons of aristocrats and gentry who would stay (21) 
for a year or two learning the good and bad habits of their class p z 59 
and imbibing a little learning on the way. There were the Inns of (19) 
Court in London, England's thlrd university, where professional 
lawyers could be trained but where many more young men would 
attend simply as a finishing school and to learn just sufficient law 
to prevent them making fools of themselves when they sat as 
justices of the peace at quarter sessions. 

But the important development inherent in these changes is the 
change in direction of the whole educational outlook. Reforming 
pressures were brought to bear on schools and universities alike. 
The new doctrines were to be taught, the Bible was to be read in p 264 
English. In the universities mathematics, astronomy, cosmo- (34) 
graphy, phllosophy moved into positions of importance in the 
curricula. If theology remained-at least in theory-queen of the 
arts, she found her court dwindling before the gathering com
petition of the new sciences. But it was not simply that the students f I o 
were being taught different things, they were being taught more 
often and more intensely. Thejeunesse dorle whlch, even while at 
the university, was never far from the sight and sound of the hunt, 
was caught up none the less in the new educational pressures. If 
the universities were less crowded by poor men's sons seeking 
education and advancement in the Church, the gentlemen's sons 
who were moving in soon learned that scholarshlp was just as 
much a means of entry to state office as it had hltherto been in the 
Church. The most succinct expression of the revolution whlch was 
taking place is to be found in the words of the Protector Somerset, 
written to Bishop Ridley in I 549, about a plan to reform the 
teaching at Cambridge: 

We are sure you are not ignorant how necessary a study that 
study of civil law is to all treaties with foreign princes and 
strangers, and how few there be at thls present to do the king's 
majesty's service therein. 

To do the king's majesty'.r service. That was the task confronting the 
universities. 



Ideals of Public Service 
The intense discussion going on at this time as to the scope and 
purpose of education reflected both the intellectual and the social 
crisis of the age. To many scholars, the compromise of Christian 
humanism continued to be viable. Sir John Cheke, tutor to 
Edward VI, who was as good a Protestant as Thomas More was a 
Catholic, believed, as did More, that the new education need shed 
nothing of its earlier Christian idealism. Cheke at StJohn's College 
Cambridge, during a period that would later be described as 
its Golden Age, saw no conflict between a study of the scriptures 
and the secular philosophy of the ancient Greeks. 'Eloquence 
without godliness', wrote Thomas Becon, 'is as a ring in a 
swine's snout.' But the compromise was under heavy strain. 
Sir Thomas Elyot's The Book named the Govemor, published in I 53 I, 
had little regard to theology as essential to a gentleman's education. 
Indeed intellectual training altogether should be set within limits. 
'Continual study', he warned, 'without some manner of exercise 
shortly exhausteth the spirits v-ital.' In his view: 

... The most honourable exercise ... and that beseemeth the 
estate of every noble person, is to ride surely and clean on a 
great horse and a rough, which undoubtedly not only importeth 
a majesty and dread to inferior persons, beholding him above 
the common course of other men, daunting a fierce and cruel 
beast, but also is not little succour, as well in pursuit of enemies 
and confounding them, as in escaping imminent danger, when 
wisdom thereto exhorteth. 

There were other reasons for restricting the educational 
resources available to the community at large. If one of the reasons 
that More had preferred to publish his Utopia in Latin rather than 
in English was to prevent his book falling into the wrong hands, 
Henry VIII lived to regret the speed with which he had hastened 
to put the Bible in English in every parish church. Cromwell's 
In junction of I 5 3 8 which had this purpose proclaimed through
out the land was followed, in the time of reaction after his fall, 
with the Statute of I 5 43 which stringently restricted Bible reading 
to a small section of the community. 

This was the generation which had lived through the Peasants' 
Revolt in Germany of I 52 5 when the Bible and Protestant doctrine 
had appeared to set large parts of Germany ablaze. This was the 
time of the Anabaptists who menaced the whole established order 
with their biblical commonwealth in Munster, a revolutionary, 
egalitarian society of terrifying proportions. The arch-conservative 
sitting on the English throne held the door fast against the very 
Protestantism which had aided him in his struggle against the 
pope. 

All this formed part of a larger debate. To men like Archbishop 
Cranmer a university education should be free to a man who was 
qualified to benefit from it. But this was not a view widely 
accepted or seriously applied. It was felt by some that it was better 
'for the ploughman's son to go to the plough, and the artificer's 
children to apply the trade of his parent's vocation, and the 
gentleman's children are meet to have the knowledge of govern
ment and rule of the commonwealth'. Sir Thomas Smith, writing 
in I 56 5, saw education as indeed the distinguishing feature of a 
gentleman. Trying to define a gentleman, he acknowledges that 
it is impossible to do so with any precision, especially at a time 

f 7 when the class has been inflated by the climbing zeal of the new 
propertied men, aided for fees by the College of Heralds. So 
Smith falls back on certain general marks of identification. 'For 
whosoever studieth the laws of the realm', he confesses, 'who 
studieth in the universities, who professeth liberal sciences, and 
to be short, who can live idly and without manual labour, and will 
bear the port, charge and countenance of a gentleman, he shall be 
called master, for that is the title which men give to esquires and 
other gentlemen.' 

The English Gentleman 
p 2 58- The port, charge and countenance of a gentleman, meant education, 

2 59 wealth, ostentation, courtliness, public service. That at least was 
(19) the theory. It is, however, this same Thomas Smith who tells us 

elsewhere in the same work of the conditions meted out to many 
of the sons of the gentry who had the ill-luck to become feudal 
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wards of the Crown. By some extraordinary anachronism, by then 
peculiar to England, heirs to lands held by a certain outdated 
(but still formally maintained) tenure known as knight-service-in 
chief became royal wards, if they were not yet of age at their 
father's death. These wardships were being bought and sold on 
the open market because they carried the right of marriage with 
them (that is, the right to impose a marriage upon the ward, or 
exact a heavy forfeit). Until the heir came of age his care and 
education were entirely in the hands of his guardian. And this, 
according to Smith, quoting contemporary opinion, was what 
happened: a gentleman could be 'bought and sold like an horse or 
an ox'. This, moreover, was why 'many gentlemen be so evil 
brought up touching virtue and learning, and but only in daintiness 
and pleasure; and why they be married very young and before they 
be wise, and many times do not greatly love their wives.' There 
was, said Smith, another reason put forward why these children 
received so little education. 'The buyer will not suffer his ward to 
take any great pains, either in study, or any other hardiness, lest 
he should be sick and die before he hath married his daughter, 
sister or cousin, for whose sake he bought him: and then all his 
money which he paid for him should be lost.' 

This was no isolated allegation. Hugh Latimer earlier had 
condemned the whole wardship system on moral, social and 
educational grounds. Sir Nicholas Bacon, Smith's contemporary, 
denounced the whole business as 'a thing hitherto preposterously 
proceeding.' Sir Humphrey Gilbert, a decade later, painted a black 
picture of the education of wards, brought up 'in idleness and 
lascivious pastimes, estranged from all serviceable virtues to their 
prince and country, obscurely drowned in education for sparing 
charges'. And all this, he said, was deliberate. Guardians preferred 
to 'abase their [wards'] minds lest, being better qualified, they 
should disdain to stoop to the marriage of such purchasers' 
daughters.' \'7e should not, of course, set too much store by these 
charges: they come often from social and educational reformers 
with specific purposes in mind; and we know from other evidence 
that their accounts of the treatment of wards are by no means 
universally true. We know of plenty of cases where guardians 
lavished every care upon their charges. Lord Burghley, Eliza
beth I's Master of Wards, set up a private school for his wards in 
his own house where the standards of education reached the 
highest in the country. But there is no doubt that many guardians 
did abuse their rights, that these abuses reached scandalous pro
portions, that they aroused a great outcry in the House of Com
mons in the early 17th century, and that foreigners were astounded 
that such an extraordinary situation could survive so long. We 
should bear these conditions in mind when we think of the 
enormous educational advances of the time. 

Robert Greene's 'Quip for an Upstart Courtier', or dialogue 'between 
velvet breeches and cloth breeches', is an allegorical dispute between 
ltalianate and traditional England. Velvet breeches 'is sprung from the 
ancient Romans' but cloth breeches, of English tJJanujacture, deplores the 
vices which have crept into 'this glorious !land' with Italian fashions. ( 9) 



under the Tudors 

Yet the broad outlines of change are clear enough and these 
may be briefly re-statt:d. In the second half of the I 6th century 
more men were going to schools, to the universities and to Inns 
of Court. Secondly, the kind of education now offered was chang
ing in character and purpose: it was training men in the secular 
arts in the service of 1:he world. It was now that the conditions 
favourable to Renaissance influences flourished in England: a 
cultured court presided over by a prince, Elizabeth I, who saw 

p 264 herself in a special role as a patron of the arts; a nobility which, for 
(3 5) all its masquerades and formal splendours, was in fact a nobility of 

service; and below it there was a new generation of administrators 
many of whom had been bred in the universities and Inns of Court 
precisely with a public career in mind. 

It was now, in fact, more than thirty years after it was published 
in Italy, that Castiglione's Courtier was translated and published 
in England. It appeared in the year I 56 I and its translator was Sir 
Thomas Hoby, husband of yet one more of the celebrated Cooke 
daughters. It was impossible wholly to anglicize the Italian model. 
The overwhelming majority of English aristocrats continued, at 
least until the end of James I's reign, to be firmly rooted in the 
country. The de-racinated 'court' nobleman, familiar enough in 
France, was virtually unknown until we come to the Scottish 
aristocrats of the early 17th century whom James brought south 
with him from Scotknd, and the London merchants whom he 
elevated as the reign wore on. But the notion of a courtier had 

f 9 already come to mean the artificial man, with the false and forced 
political language, the double standards of ruthless ambition, the 
mailed fist in the velvet glove. Yet when Castiglione's courtier 
became a naturalized Englishman, he retained much of the 
Italian's patrician ways with the cultivated mind and social graces 
but mellowed and softened with the rustic traditions of provincial 
England. If Elizabeth I is the English version of the Renaissance 

p 264 prince, Sir Philip Sidney, soldier, poet, courtier, patron, is the 
(36) native version of the Renaissance aristocrat. 

The Flowering of thE! language 
There was also another and fundamental difference in the English 
response to the Renaissance as compared with that of Italy. 
Machiavelli it is true had seen the vision of Italian nationalism and 
unity, a nationalism which would be fulfilled by the skilful use of 
Renaissance political methods employed by a great prince in the 
service of the state. But the age of the Renaissance in Italy began 
and ended with national unity still centuries away. Machiavelli's 
scheme needed one great prince. In Italy, in fact, there were too 
many princes, none of them great. In England there was in the 
second half of the 16th century, one Prince who, whether great or 
not, somehow responded to-and herself inspired--a large measure 
of national feeling. In this the birth of a great national literature 
also played an important put. 

Here, the contrast between the late 16th century and its first 
f I J half is enormous. At the beginning of the century John Skelton 

had lamented: 

Our natural tongue is rude 
And hard to be ennewed 
JVith polished terms lusty. 
Our language is so rttsty, 
So cankered and so full 
Of frmvards and so dull, 
That if I would apply 
To write ornately, 
.l wot not 1vhere to find 
Terms to serve my mind. 

Of the earlier poets, he found the English of Gower 'old', with 
his matter vastly superior to the manner in which he expressed 
himself. Lydgate he thought diffuse and difficult to follow. 
Chaucer 'that famous clerk', was the great exception. His English 
was: 

.... Pleasant, ea~y and plain 
No word he wrote in vain. 

Hence, he complained, it was absurd for men of the 16th century 
to take his early English and try to bring it up to date: 

Education in the early zrfth cmtHry, from a manual on astronomy and 
calendar calculation published at Oxford in I J 19. The ijllabus is adver
tised as 'ad usum Oxoniensium'. (10) 

And now i!Jcn have amended 
His Engli.rh, whereat they bark 
And mar all they work. 

This consciousness, that to the world of literature England had 
contributed only one great poet, survived right through the 16th 
century until the rlse of Spenser. More than two generations after 
Skelton, and on the eve of the greatest age of English poetry, Sir 
Philip Sidney in his Apo!ogie for Poetrie could write of Chaucer: 
'Tn1ly, I know not whether to marvel more, either that he in that 
misty time could see so clearly, or that we in this clear age walk so 
stumbling after him.' 

But as long ago as 15 30 Thomas More had rejected the notion 
that English was too coarse a language for literary expression. 
'For as for that our tongue is called barbarous', he wrote, 'is but a 
fantasy; for so is, as every learned man knoweth, every strange 
language to other. And if they would call it barren of words, there 
is no doubt but it is plenteous enough to express our minds in 
anything whereof one man hath used to speak with another.' He 
was here defending the use of a Bible in English (if properly safe
guarded against heresy); and it was indeed in sacred literature, the 
Bible, the Book of Common Prayer, Foxe's Book of Martyrs, the 
homilies and the printed sermons that, on the eve of Elizabeth's 
reign, English was already displaying its vigour, flexibility, colour, 
and resourcefulness as a medium of almost limitless promise. 

It is, of course, true that much of the prose of this period could 
be heavy, sluggish, colourless and insensitive; and we should not 
forget that even in the golden decades of the eighties and nineties 
more bad than good poetry was written. But there can be little 
question that these later years were one of the greatest creative 
periods in the history of English literature. If Shakespeare had 
never lived, one would still be astounded at the succession of 
incomparable masterpieces pouring from the pens of Sidney, 
Spenser, Marlowe, Ralegh, Bacon, Donne, Jonson and others on 
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In Spenser's 'Shepherd's Calmdar' the month ofApril is 'intended to the 
honour and praise of our most gratiotfs Soveraigne' shown here among ber 
ladies who are tJlaking music for her. Such flattery was part of a lifi 
dependent on patronage, as most literary men knew. (I I) 

'The Spanish Tragedy' by Tho111as Kyd rh•alled even MarlonJe's 'Tamber
laine' in popularity in the l<1te I J !J os. It is a story qf horror and murder, 
written in the vigorous blank ?Jm·e 1vhich was just becoming the accepted 
medium of serious drama. Kyd evidmtly knen' contemj?orary Spanish plays 
and introduced the 'revenge-tragedy' into England-a type whkb culininated 
in 'Hamlet'. (I2) 

into the 17th century. We are not here primarily concerned with a 
history of English literature but with the society which made 
possible the expression of such richness and diversity of talents. 
Part of the achievement is to be explained in the changing character 
of English patronage. 

'To Feed on Hope' 
English patronage during the Elizabethan period derived from 
three main sources: the royal court, the great provincial nobility, 
and the people of London. Of the&e, the central patronage of the 
Queen was the most complex and subtle in its operation and in 
retrospect has long been the most elusive to grasp. To Elizabeth 
and her contemporaries the court was an instrument for the ex
pression of the personal will of the Queen, in politics no less than 
in culture. The grant of high office to a minister was handled in 
exactly the same way as the grant of a small reward to some literary 
man for writing a pamphlet. There was in all this a strong element 
of caprice but contemporaries also understood this, for they did 
not forget-as historians sometimes do-how essentially personal 
government was. Sir John Harington, Queen Elizabeth's godson, 
who is remembered as a court wit, as well as a pioneer of English 
sanitation, kept a fascinating notebook in which he entered brief 
observations about events at the royal court. In one such passage 
we read that he met the Lord Chancellor, Sir Christopher Hatton, 
coming away from the royal presence. Hatton, he says, 'came out 
from her presence with ill countenance and pulled me aside by 
the girdle and said in a secret way, "If you have any suit today 

276 

English Society 

I pray you put it aside. The sun doth not shine."' Hatton, of 
course, was not commenting on the weather. The sun in politics 
as in contemporary literature was the Queen. The Queen was not 
in the mood. 

Edmund Spenser understood the situation as clearly as did 
Hatton, the Lord Chancellor or Harington, the wit. Here for 
example is Spenser's dedication of his Faerie ,Queene, published f I I 

in 1590: 

To the most high, mighty, and magnificent Empress, renowned 
for piety, virtue, and all gracious government, Elizabeth, by the 
grace of God, Queen of England, France and Ireland, and of 
Virginia, Defender of the Faith, etc., her most humble servant, 
Edmund Spenser, doth in all humility dedicate, present and 
consecrate these, his labours, to live with the eternity of her 
fame. 

And this is how he says the same thing in verse: 

... 0 Goddess heavenly bright, 
1l1irror of grace and 1l1qjesty divil:e 
G real la4J of the greatest Isle, n•hose light 
Like Phoebus' laPJ} throughout the world doth shine, 
Shed thJ•fair beams into my feeble eym, 
And raise my thottght_r too httmble and too vile, 
To thinle qf that true glorious type of thine ... 

For good measure, the printed version of the Faerie Quee;:e is 
accompanied by dedicatory sonnets, to the Lord Chancellor, ten 
noblemen, three knights, two noble ladies and there is one sonnet 
finally to 'all the gracious and beautiful ladies iri the Court', 
making seventeen sonnets in all. 

Spenser in all this was conforming to an already established 
pattern, one which was to go on for centuries. It is therefore worth 
glancing for a moment at the ten noblemen and three knights 
(apart from the Lord Chancellor) who were the objects of these 
verses. They include Lord Burghley, Lord Treasurer; the Earl of 
Oxford, Lord Chamberlain; the Earl of Essex, one of the most 
infkential members of thePrivyCouncil and the Queen's favourite; 
Lord Charles Howard, Lord High Admiral; Sir Francis Walsing
ham, Secretary of State; and Sir Walter Ralegh. Amongst these 
and the others listed are the greatest patrons of the arts, of 
poetry and of the drama in England. But they were also the most 
powerful men in politics, the great channels through which flowed 
the royal bounty in Church, in state, in culture. Yet even so 
powerful a minister and favourite as Lord Chancellor Hatton 
might fail to persuade the Queen to grant a suit; but if he failed, 
then no one else would succeed. For these were the established 
means and no other existed. That is how politics work in con
ditions of personal government; and even in modern times, with 
western constitutional government, it remains true that patronage 
in practice is a highly personal thing, though never completely 
monolithic. In Elizabethan England it was. 

Hence arose the bitterness with which unsuccessful suitors 
assailed the court, the attacks upon the corrupt exercise of 
monopoly power-attacks not against the Queen personally but 
against Burghley especially, regarded by contemporaries as the 
most influential adviser of the Queen, though he himself mini
mized his influence. The weakness inherent in any such system 
of personal government is that it breeds faction and that able 
men are thwarted from obtaining recognition and reward. It is 
Spenser again, this time in Mother Hubbard's Tale, \Vho gives the 
most vivid picture of the relationship between suitor and patron: 

Full little knowest thou, that hast not tried, 
What hell it is in suing lon~f!, to bide; 
To lose good days, that might be better spent; 
To waste long nights in pensive discontent; 
To speed today, to be put back tomorrow; 
To feed on hope, to pine with fear and sorrow; 
To have thy prince's grace,yet want her peers',· 
To have thy asking, yet wait many years,· 
To fret thy soul with crosses and with .·ares; 
To eat thy heart through comfortiess despairs; 
To fawn, to crouch, to wait, to ride, to run, 
To spend, to give, to want, to be undo;ze. 



under the Tt~dors 

jfJhn Skelton lt'as a roy,,; tutor, aild later 
in life a satiri.rt of couri life and an out
.rpoken critic of !t?"olsry. In this woodCid 
from one of his JJJorks be is bolding a 
pos_)i-a p:m 011 'poe.rir:'. ( 13) 

Spenser belonged to the Essex faction, the faction which 
ultimately lost in the last grim struggle of the closing years of the 
reign. In 16o1 Essex himself was crushed in a hopeless attempt to 
gain by force what he had failed to obtain by pleading, by pressure 
and by all the established processes of the Elizabethan Court; and 
Robert Cecil, son of Lord Burghley, emerged into an unchallenge
able position at the centre of power. 

Royal Progress 
But there were also lc:sser courts scattered over the provinces 
where the landed aristocracy itself exercised a considerable cultural 

p 263 patronage in several branches of the arts. It took visible form in the 
(32) building, or vastly extending, of castles and palaces. There was 

Lord BurghJey's expenditure on the great house in Northampton
shire which bears his name; Leicester on his great castle at Kenil
worth; the Sidneys on Penshurst Place; the Herberts on Wilton; 
Hatton on Holden by and scores of others. If they gave work to 
architects, they also encouraged painters for their halls and gal
leries, goldsmiths and silversmiths for their plate, furniture 
designers, tapestry workers and, when they died, sculptors and 
monumental masons to erect massive tombs for their memory. 
One of the justifications for the magnificent scale of this building 
was to be able to recdve the Queen in a manner worthy of Her 
Majesty when she came on progress in the shires; and, although 
tllis has a strong element of special pleading, it was none the lc~s 
true. Every summer the Queen would go on a tour of some parts 
of southern England--she never got more than a hundred miles 
from the capital-and this was an occasion of both political and 
cultural significance. 

All this was, of course, part of the great effort to identify the 
p 254 Queen with the nation at a time when communication, in every 

(n) sense, was poor. It was a great display of monarchy: Queen, 
ministers, servants, hundreds strong moving slowly through the 
countryside staying a few days in the various great houses on 

p 26 5 the way. Often the fLlll splendours of the masque and dance 
(42) would be brought into play with its heavy symbolism of monarchy 

and nation. Here local talent would, for a brief spell, display itself 
before the Queen. On the most famous of these occasions, at 
Kenilworth in I 57 5, the Queen stayed for three weeks to a verita
ble festival of the arts; but there were numerous other times and 
places where her visit proved the opportunity for local poets for 
the first time-and no doubt the last-to appear before a national 
audience. In London at the Inns of Court and on Lord Mayor's 
Day, at the universities during her visitations, the same elaborate 
ceremonials brought £:>rth an abundance of skills, some of it of 
a very high order. At Oxford and Cambridge, at St Paul's School, 
the plays were often th work of scholars. The Inns of Court put 

p 265 on the work of Shakespeare and Ben Jonson. Apart from this, 
(3 7, 38) some noblemen like the Earl of Leicester kept their own company 

of players. Other leading men in Church and state encouraged 
scholars to live as tutors and secretaries in their households. 
Thomas Whythorne, the composer, lived under the patronage of 
Matthew Parker, Archbishop of Canterbury; John Harte, the 
antiquary and spelling: reformer, lived as a tutor to Burghley's 
wards, as did other distinguished scholars like Sylvius Frisius and 
Lawrence Nowell. 

But if we think of this complex cultural Renaissance as a re
sponse to native inspiration at court, in the country and in the 
capital, it continued to draw from Italy much of its impetus and 
form. For a spell in Italy, especially Venice and Padua, was con
sidered an important phase in the education of a patron. To Slr 
Philip Sidney, as to so many of his contemporaries, such a visit, 
with its contact with Italian culture--it is possible but by no 
means certain that he met Tasso-proved a great formative period. 
His work Arcadia shows the influence of Sannazaro but also of p 68 
the Greeks Heliodorus and Homer; and of much else too. 'It ( 6, 1) 
gathers up', wrote C. S. Lewis, 'what a whole generation wanted 
to say.' It is 'medieval, Protestant, pastoral,, Stoical, Platonic' . 
A more striking, and more famous, example of the merging of the 
Renaissance outlook with English domestic culture is Spenser's 
Faerie Queene. It shows the marks of Vergil's Aeneid, of Aristotle 
but much more of Plato, it shows Christian predestinarianism; it 
reflects the contemporary Italian epic yet with it all it reaches back 
to English Chaucer and Malory and at the same time presents as 
its central figures an Arthur who is essentially Spenserian and 
Tudor, and a Gloriana who is Elizabeth. 

Shal<espeare's london 
If court and nobility were, then, of great importance as patrons, 
the capital itself was in irs own way a major impulse in English p 2 56-
Renaissance culture. To think of London in the late r 6th century 2 57 
is to dunk of the Thames-and of Spenser's Prothalatnion-and of 
Shakespeare. The fate of the capital, the nation, the river and the 
dramatist are intimately interwoven. For the capital (in effect the 
twin cities of London and Westminster) was now completely 
dominant in English industry, commerce, finance, law and govern-
ment. For all this the great line of communication was tl1e Thames 
with its estuary which gave London direct access by water--the 
cheapest means of communication-to the coastal region of all 
England and the Continent of Europe. 'All our creeks seek to one 
river', lamented Thomas .Niilles, the customs official at Sandwich, 
in r6o4, 'all our rivers run to one port, all our ports join to one 
town, all our towns make but one city, and all our cities and 
suburbs to one vast unwieldy and disorderly Babel of buildings 
which the world calls London.' It was indeed a stranglehold and 
Milles was expressing a widespread provincial outcry against its 
supremacy. To others it had long been a source of national pride. 
An English propagandist of the mid-century thus spoke of the 
capital: 

And as concerning the ancient and famous city of London ... 
no city in France is to be compared unto it: first for the most 
pleasant situation; then consider the magnifique and decorate 
churches, the godly predications and services in them; the true 
and brief administration of justice; the strong Tower of Lon
don; the large and plenteous river; the beautiful palaces, places 
and buildings royal, as well all alongest the said river as in 
every street of the City and round about the same; the rich 
merchants and other people; the fair ladies, gentlewomen and 
their children; the godly bringing up of youth and activity of 
their children to learning; the prudent order amongst the 
occupations; their beautiful halls; the great number of gentle
men there always studying the laws of the realm; the high 
estate of the mayor and sheriffs, and the keeping of their 
sumptuous households; the bridge of London, with the fair 
mansions on it; the large and mighty suburbs; the pleasant 
walks without every port, for recreation of the inhabitants; and 
the exceeding number of strong archers and other mighty men 
which they may make to serve their king furnished for the wars. 

Parliament, the Law Courts, the Inns of Court, the whole 
administration in \Vhitehall, the great compaxlies in the City, the 
foreign merchants, all these brought to London a great and ever-
growing concentration of population and therefore a mass of 
trades and men to serve them. By the end of the I 6th century 
London and its suburbs had a population of some 2oo,ooo and 
a strong, secular demand (and resources to pay) for its own secular 
culture. In I 5 77 The Theatre was opened in the suburb of Shore- p 265 
ditch. The Cttrtain came in the same year, The Swan in 1595 and in (39, 40, 41) 
I 5 99 The Globe. The audience, the theatre and the playwright came 
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Holiwhed's chronicles were wed by S bakespeare as source 11Jaterial for sotJ/e 
of his plays-this is tbe i!Jeeting of Macbeth with the tbree weirdsisters. ( 14) 

together; and, though Shakespeare belongs to a timeless world 
stage, and his plots are drawn from the world literature available 
to him, he remains also and characteristically the great expression 
of High Renaissance London. It is not a deterministic view of 
history to say that without London there could have been no 
Shakespeare, at least in the full richness that we know him. It is 
also true that without the Renaissance even Shakespeare would 
have lacked the wealth of cultural resources upon which his genius 
drew and which it transmuted into imperishable drama. 

Shakespeare's predecessors as dramatists had extensively drawn 
on classical sources, more particularly Seneca, Plautus, Terence, as 
well as on the Italian noZJella, the short stories so fertile in comic and 
tragic plot. Gorboduc, a blank verse tragedy with a moral had been 
produced in I 5 62 (written by two parliamentarians, Thomas 
Norton and Thomas Sackville). John Lyly's comedies began to 
appear in the 15 8os as did George Peele's and Robert Greene's, 
while Thomas Kyd broke new ground with his blank verse play 
The Spanisb Tragedy, composed on Senec?n lines. But it was Christo
pher Marlowe who exploited the wide range of Senecan tragedy 
with his Tamburlaine and Dr Faustus and at the same time gave full 
and memorable expression to one of the central themes of 
Elizabethan thought, the nature of power, a theme to \Vhich 
Shakespeare himself returned over and over again. But to think of 
these men as forerunners and contemporaries of Shakespeare is 
grossly to underrate their best work. It was men like Norton, 
Sackville, Lyly, Kyd who delivered the English drama from Lhe 
traditions of medieval morality and miracle plays. It was men like 
Kyd and Marlowe who, as it were, took the drama out of the 
royal and noble palaces, universities and Inns of Court to the 
people of London themselves. It was they who began the cultur
al-and social-revolution which Shakespeare carried forward to 
a matchless victory. 

We can, in one sense, see Shakespeare as the culminating point 
of the English Renaissance in the whole range of culture. The 
extensive study of classical models dating back to the impact of 
humanism upon education earlier in the r6th century, the influence 
of Terence, Seneca, the classical poets, the modern Sannazaro and 
Petrarch; the abundant material of the ancient histories now 
available also in North's translation of Plutarch's LiZJes; the whole 
humanist dream of the perfectability of human reason; all these, 
and much else, gave form, thought and substance to the magisterial 
achievements of Shakespeare. But it was not just the fulfilment of 
a great humanist tradition. In Shakespeare as in many of his great 
contemporaries this was combined with the new pressures of his 
age: the Protestant crisis of the place of the individual soul and 
will in the universal order; the central problems of kingship and 
power to which Shakespeare constantly returned in the history 
plays, and in Macbeth, Hamlet, Lear, drawing his material in many 
cases not from the classics but from the great school of English 
historians of which the chronicles of Holinshed, published in 
1 5 77, was the best example. Shakespeare's comedies likewise 
show his debt to the Elizabethan rediscovery of the classics but 
A Midsummer Night's Dream is as English as anything that our 
language has produced. 

278 

English Society mzder the Tudors 

Conflict and Compromise 
So Shakespeare like his contemporaries reflects the conrlict within 
the humanist compromise, between the two faiths, the one in the 
ultimate fulfilment of man's greatness, the other in the frailty of 
man condemned by original sin. Thus he confronts the problem 
of the classical man in the Christian world in a famous passage in 
Hamlet: 

What a piece of work is man! How noble in reason, how infinite 
in faculties, in form and moving how express and admirable! 
In action how like an angel, in apprehension how like a god ! 
The beauty of the world, the paragon of animals! And yet, 
to me, what is this quintessence of dust? 

If this tension was felt right through English Renaissance 
culture-and indeed inspired some of its greatest master
pieces-the same conflict was implicit in the first responses in 
England to the new scientific thought. The problems raised by the 
work of Copernicus, which threatened the whole cosmological 
system of the Church, by the medical researches of Vesalim and 
his successors which undermined the hallowed concepts of the 
human body, the new work being done in mathematics, geo
graphy, all bred the grave inner doubts which John Donne in the 
early 17th century was to express so vividly. Science itself did not 
break the established moulds of English thought. But in the early 
17th century it lived with increasing unease alongside the tra
ditional doctrines of Church and society. Sir Walter Ralegh, 
scientist, colonist, politician, poet, historian-the Renaissance 
virtuoso-could not restrain his doubts and earned himself, 
unjustly, the name of atheist. Bacon, with still larger vision, under 
cool intellectual control, set out to establish a system of knowledge 
of universal compass. Harvey the scientific analyst of true in
dependence, broke through to the fundamentals of human 
anatomy. These men each in their own way were outstanding 
products of the English Renaissance. But they each set limits to its 
survival in its original form. The classical as well as the Christian 
concepts were in danger. 

A new tension was also emerging. Radical Protestantism, or 
Puritanism as it was coming to be known, looked to different 
authorities than a Renaissance culture or a princely state. To them 
the Bible was the unchallengeable source of authority about man, 
God, the state and the world order. And what they found in the 
Bible had little in common with the late Elizabethan England in 
which they lived. In Parliament, pamphlet and sermon they 
preached on behalf of a different society, pre-dating the Renais
sance. Intransigently Puritan and soon to become severely 
sabbatarian as well, they were intolerant of much that they saw 
in the secular world around them. And their intransigence was met 
by severe censorship under episcopal control. Long afterwards, in 
the middle of the 17th century, the Puritans would try to establish 
a biblical commonwealth which was hostile to much in the 
English Renaissance. But their commonwealth collapsed and the 
continuing pressure of the late Renaissance outlook was resumed. 

In the early 17th century we have a society which--even with 
the heavy under-current of doubt-manifested the vigour and 
confidence of a natlon entering on the period of its greatness. The 
nationalism we find in Shakespeare, the imperialism we find in the 
achievements of Drake and the writings ofHakluyt, the enormous 
patriotic literature flowing from the press, much of it focussing on 
the Queen, establish the clear outlines of a nation-state governed 
by a Renaissance prince. Yet to see it in perspective we turn for a 
last view of her, not to the familiar passages of Shakespeare and 
the poets, but to the funeral eulogy pronounced upon her by 
Dr King at Whitehall: 

... There are two excellent women, one that bare Christ and 
another that blessed Christ. To these may we join a third, that 
bare and blessed him both: She [Elizabeth] bare him in her 
heart as a womb, she conceived him in faith, she brought him 
forth in abundance of good works. 

A Renaissance prince yet the mother of Christ! How much longer 
could this extraordinary compromise-and the compromise of a 
whole age--endure? 
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X THE NORTH TRANSFORMED 

Art and Artists in Northern Europe 

L. D. ETTLINQER 



c What is painting? 

To paint is to be able to portray upon a _fiat surface 

anything that one chooses of all visible things} 

howsoever they may be.) 

DORER 

The barrier of the Alps 
held back more than men and nations. Ideas too, and forms of 
expression in art, crossed them only with effort, suffering subtle 
translations in the process. The Renaissance in Italy, doubtless 
because of the strong classical tradition which remained alive 
throughout the :Middle Ages, has a unity and consistency which 
are easy to recognize. In the north it is always a mixture. In 
France, England, Germany and the Netherlands there was no 
'natural' Renaissance style as there had been a Gothic style. 
Change was at first discontinuous and erratic, depending on the 
comings and goings of individual artists-which countries they 
visited, whom they met, who their patrons were, what works of 
art they saw, what works were exported. Every artist had to 
adapt the new ideas to his own native idiom, at first merely as 
interesting novelties, then with deeper understanding. In a sense, 
the story of the Renaissance in the north is the story of num
berless personal Renaissances. 

What are the signs that a painter has been influenced by Italy? 
Some are easy to see-the use of classical motifs in architecture 
and of classical poses in the figures (especially nudes, where the 
northern convention was markedly different), and the mastery 
of linear perspective, a Florentine discovery. Others are harder 
to isolate-qualities of scale, design and colour. The intimacy 
and rather naive charm of Gothic I 5th-century art tended to give 
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way to more monumental forms, simpler settings and a more 
generalized treatment of men and women. 

But it must not be forgotten that the process was a two-way 
one. From the very beginning Italy felt the impact of the north. 
Pisanello and Gentile da Fabriano belong to the International 
Gothic tradition; the Florentines were powerfully impressed by 
Hugo van der Goes; while the technique of oil painting, carried 
to such perfection in Venice, was an invention of Flanders. 

Gossaert's St Luke Painting the Virgin (opposite) displays 
visibly the mingling strands of north and south. The subject 
itself is typically medieval (St Luke, by tradition an artist, was 
the patron saint of the painters' guild). The attitudes of the two 
figures, the slightly sentimental beauty of the Virgin, the playful 
baby, the meticulously painted drapery and such small details as 
St Luke's slipper lying on the floor are typically late medieval 
Flemish. The architectural setting, on the other hand, with its 
Ionic columns (not quite correct), its pedestals, copsoles, mould
ings, round arch, shell-niche and coffered vault, is Italian. And so 
one could go on: the fantasy chapel and fountain in the distance 
are Gothic; the calculated perspective, Italian; the saints in 
their traceried niches are medieval; the male nude and the cherub 
riding a bird, classical ... The result is a true union of cultures, 
a successful assimilation of new ideas to a traditional theme. (1) 
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The northern centre of the new art 
during the late 14th century- the 
years following the innovations of 
Giotto and Duccio in Italy- was 
Prague. Its influence was felt as far 
away as England, where the portrait 
of R ichard II (left) in Westminster 
Abbey owes much to the fact that the 
King's wife, Anne of Bohemia, came 
from that city, perhaps bringing 
artists with her. (z) 

Sienese models appealed to the pain
ters of Prague. The Apostles taking leave 
of the Virgin by Duccio (above) may 
be compared with The Death of the 
Virgin by an unknown Bohemian 
master (top right) and with the Master 
of Vissi Brad's Agony in the Garden 
(right). (3, 4, 5) 

Vigorous patronage and a new wave 
of interest in Italian art towards the 
turn of the 14th century led to bold 
changes in book-illumination. The 
Brussels Hours, commissioned in about 
1400 by Jean due de Berry, is the 
masterpiece of Jacquemart de Hesdin. 
On the dedication page (left) he 
showed the duke with St Andrew 
and St John the Baptist kneeling to 
the Virgin. The picture is clearly 
'framed' by a decorative border; it is 
no longer simply part of a page. (6) 

Fifty years later the development 
from illuminated book to self-con
tained picture is complete. Right: 
Etienne Chevalier from a book of 
hours by Jean Fouquet. The basic 
conception is still the same, but the 
details are now all of the Italian Re
naissance. Heaven, however, where 
the Virgin sits enthroned (far right), 
remains Gothic-an interesting side
light on the way in which the new 
style was still confined to earthly 
splendours. (7, 10) 



'Greatest of all pre-Eyclcian pain
ters', Melchior Broederlam of Y pres, 
'international' as he was, shows many 
influences from Italy. The fanciful 
little chapel in which the Presentation 
takes place (below) looks back to 

ienese examples. (8) 

Who painted the Aix Annunciation 
(above)-a eapolitan influenced by 
Van Eyck, a Fleming impressed by 
Witz or by Sluter, a Frenchman from 
Provence? The question is perhaps 
unimportant, but the fact that it 
has been posed demonstrates the 
extreme cosmopolitan quality of Euro
pean art during this period. (9) 

The sparkling light of Lucas Moser's 
Tiefenbronn Altarpiece (right) puts it 
among the most original works of its 
time. Moser is known only by this 
one altarpiece, dated 143 I. He was a 
German, but had clearly learnt the 
lessons of Flemish art. This detail is 
from a panel showing one of the 
legends of St Mary Magdalen. After 
Christ's Ascension, the tradition ran, 
Mary, Martha, Lazarus and some 
other disciples were expelled by the 
Jews and sailed on a raft to the shores 
of southern France. St Lazarus be
came the first bishop of Marseilles. 
(n) 



Three great painters made Flanders 
the artistic leader of northern Europe 
as absolutely as Florence was of the 
south-Jan van Eyck, the Master of 
Flemalle and Roger van der Weyden. 
What above all impressed their con
temporaries was the meticulous natur
alism of their detail. Instead of concen
trating on the heroism and pathos of 
the human figure, the Flemish artists 
painted every object with the same 
loving attention. Left: St J erome in his 
Stttdy, probably by Jan van E yck. The 
saint, the lion, the desk, books, papers 
and instruments seem, in the joyful 
clarity with which they are rendered, 
almost to attain the same degree of 
holiness. Right: part of the Merode 
A ltarpiece by the Master of Flemalle, 
with its homely Virgin, seated in an 
ordinary Flemish interior, painted 
without idealization or striving for 
dramatic effect. ( 12, I 3) 

Roger van der Weyden (Roger of 
the Meadow) was by far the most 
influential of the three leaders of 
Flemish painting. He also became 
aware of events outside Flanders. 
He travelled to Italy, carried out 
works for Italian patrons and had 
at least one Italian pupil. His En
tombment (left) was painted in Italy. 
Wholly northern as it is in spirit and 
in many points of style (the lack of 
monumentality and weight in the 
figures, the careworn faces, the evi
dent delight in drapery and landscape) 
it is in fact closely modelled on a 
picture from the school of Fra Ange
lico. In the north Roger had many 
followers, including Hans Memlinc 
and Dieric Bouts, a detail of whose 
E ntombment is shown above. (I 4, I 5) 



The immense altar piece which Hu
bert and Jan van Eyck painted for the 
Cathedral of St Bavon at Ghent, with 
its twenty separate panels and hun
dreds of figures, would need a whole 
book to illustrate it adequately. This 
small tranquil scene, the Annunciation 
(above), appears on the back of the 
wings. Household articles stand on 
shelves and in cup boards ; through the 
window, a tiny vignette of a Flemish 
town. (rG) 

Real tears seemed to flow from the 
eyes of Roger's men and women. He 
had inherited the expressionist legacy 
of the Northern Middle Ages and the 
Italians were astonished at the anguish 
and poignancy that could be conveyed 
in paint. In the Descent from the Cross 
at Madrid (below), the figures, isolat
ed in a narrow recess, crowd to the 
very threshold of the picture-space 
- he has deliberately abjured the charm 
of a landscape background. (17) 

Earth and Heaven meet in Jan van Eyck's revolutionary Ma
donna of Chancellor Rolin. Rolin, the shrewd and successful Chan
cellor of Burgundy, kneels before the Madonna, without requiring 
the intercession of any saint. The brocade of the chancellor' s robe 
and the jewels on the Virgin's mantle and crown all show the 
minute realism for which Van Eyck was famous. Modern in 
technique (e. g. the perspective, and the confident handling of the 
middle-ground and distance), it is yet full of symbolism. The sculp-
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ture above the chancellor's head shows scenes from Genesis-the 
expulsion of Adam and Eve, the murder of A bel by Cain and the 
drunkenness of Noah-representing the entry of sin into the 
world. The Christ Child, Saviour fro m sin, carries the orb of the 
world in his hand. The rich palace (strongly Italianate in style) 
looks out on a landscape where earthly things seem suffused with 
a supernatural light, where reality is transcended and becomes a 
vision of Paradise. (I 8) 



A revelation of what had been 
achieved in the north came to the 
Florentines when Hugo van der Goes' 
PortinariAitarpiece was unveiled, about 
I476, in the church of S. Egidio in 
Florence. It had been commissioned 
by the Medici agent in Bruges, Tom
maso Portinari, and besides being in 
itself a work of considerable signifi
cance its effect was increased by being 
so prominently displayed . From a 
Florentine point of view it was not 
well designed: the space is not firmly 
articulated and the figures do not 
belong within it as solidly as, for in
stance, in a Botticelli or Ghirlandaio; 
they tend to break up into groups 
whose scale varies according to their 
importance. But the mastery of tech
nique in the portrayal of faces, drapery, 
flowers, animals, stone, light and shade 
was something which the Florentines 
studied with fascinated attention. On 
the wings of the altarpiece are the 
members of the Portinari family and 
their patron saints-on the left (not 
shown) Tommaso and his sons; on 
the right his wife Maria and their 
daughter with St Margaret and St 
Mary Magdalen. In the background 
of the latter panel can be seen the three 
kings asking their way to Bethlehem. 
(zo, 2 I) 

A literal 'quotation ' by one painter 
from the work of a contemporary is 
not common, but can be found in 
Ghirlandaio's Nativity, painted in 
Florence in I 48 5 . Van der Goes' shep
herds obviously impressed him deeply, 
and he copied them fairly closely, as 
well as the position of the Child lying 
on the bare ground. Note, however, 
that the columns behind are of a 
correct Composite Order and the 
manger is a Roman sarcophagus. (I9) 
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Patronage cut across frontiers. It was an age when private 
citizens, not just the Church and nobility, commissioned major 
works; when travellers commemorated their journeys in portraits 
from foreign artists, and artists themselves went abroad, taking 
their own style into new territory. Above left: Jean due de Berry 
at table, from the Limbourg brothers' Tres Riches Heures. The 

duke's court was for a time the leading centre of patronage in 
northern Europe. Right: the main panel from the Donne Altar
piece, commissioned by a Welsh knight, Sir John Donne, from 
the Bruges painter Hans Memlinc. I3orn in Germany, Memlinc 
worked in the manner of Roger van der Weyden, becoming one of 
the most successful artists of the later 15th century. (22, 23) 

An Italian merchant: Giovanni 
Arnolfini was a merchant of Lucca, 
settled at Bruges. His wedding portrait 
(above), was painted by Jan van Eyck. 
(24) 

An Italian prince: Francesco d'Este, 
a member of the ruling family of 
Ferrara, as Roger van der Weyden 
saw him-Italian features character
ized with Flemish honesty. (25) 

An English nobleman : Thomas How
ard, Duke of Norfolk, painted by Hol
bein the Younger, of Basle. Holbein 
combines northern naturalism with 
the warmth of Italian colouring. (26) 



A feeling for landscape developed in northern Europe inde
pendently of Italy. The Boucicaut Hours (above left) foreshadows 
VanEyck, while Conrad Witz' MiraculousDraughtoj Fishes (centre) 
shows his impact. The Lake of Geneva becomes the setting 
of Christ's miracle. Above right: Cranach's Rest on the Flight 
to Egypt-the Holy Family in a German forest. (27, 28, 29) 

Pentecost (below left) by Hans Multscher has none of the 'Inter
national Style' lyricism. The figures are robust, earthy, almost 
primitive but the colonnade must have been learnt from Italy. 
Holbein the Elder's Flagellation (below right), about seventy 
years later (I 5 02 ), is still in the northern tradition, except for 
one detail- the classical pillar to which Christ is bound. (3o, 3 I) 



The climax of Gothic art 
in Germany comes paradoxically in the midst of the intellectual 
ferment of the Renaissance. We find painters who have learned 
all they needed from Italy and then applied it, not to the expres
sion of humanist values, but to the more complete realization of 
late medieval preoccupations. 

The Raising of Lazarus (above) by Michael Pacher owes some
thing to Mantegna. The foreshortening of the tomb is a typical 
piece of Renaissance virtuosity (the tomb itself is a classical taber
nacle with a pointed lierne vault!). Yet the painting as a whole, 
and the elaborate altarpiece of which it is a part, belong firml y to 
the world of Gothic sensibility. (32) 

The Crucifixion (above)-the central picture of Matthias Grune
wald's Isenheim Altar-li kewise springs from the background of 
German late Gothic art with its emphasis on suffering. The terrible 
tortured figure of Christ is wholly un-Renaissance-has indeed 
been called 'anti-Renaissance' . Grunewald, technically as accom
plished as Durer, turns his back on humanist optimism. (3 3) 



Christ in the Tomb (below): Holbein's merciless picture of 
physical death and the agony of dying. Deeply felt, and very 
much under the influence of Grunewald as it obviously is, this 
can also be regarded as a masterpiece of sheer technique, the body 
seen slightly foreshortened from below and portrayed with all 
the resources of Renaissance illusionism. (3 5) 

The Rest on the Flight to Egypt (above) shows Albrecht Alt
dorfer living happily in two worlds-the rivers, mountains and 
high-roofed towns of the north, and a fantasy-land of the south 
where there could exist a fountain like the one on the left. Sculp
tured putti become one with angel-cherubs and even with the 
Christ Child himself. (34) 



The susceptible a rt of architecture quickly learnt to assume the 
frills of the new style, but the ability to think a building through 
in consistent classical terms came much more slowly. Serlio's 
chateau of Ancy-le-Franc (below), though on French soil, was 
not an example which French architects could whole-heartedly 
imitate. (3 6) 

Echoes from Italy are caught at Fontainebleau in I 5 28, where 
Gilles le Breton's Porte Don~e (above), with its pedimented 
windows, pilasters and big, formerly open, loggias, may be based 
on Laurana's palace at Urbino (p. 54, pl. 28). A more learned 
architect, Philibert de l'Orme, in about I 5 5o, built the 'frontispiece' 
of Anet (right), the three orders correctly superimposed. (37, 3 8) 
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Familiar features of Gothic architecture often seem incongruous 
in their new classical dress . Above: Antwerp Town Hall (1 5 61 - 65), 
the old high-gable now transformed into a composition of 
columns, pediments and obelisks . Right: Holbein's design for a 
chimney-piece-Renaissance motifs crowded together without 
real insight into the style as a whole. (40, 41) 

The rebuilding of the Louvre (above) was begun in 1546 under 
Pierre Lescot. The basic design is still traditionally French; its 
crisp classical details look as if copied from engravings, and 
indeed mostly were. (39) 



Painters who made the journey 
to Italy in the early 16th century included Jan Gossaert, Jan van 
Score!, Maerten van Heemskerck, Hans Burgkmair, Holbein and 
Di.1rer. With all of them the experience was crucial, but its effects 
varied according to the capacity of each artist to assimilate what 
he learnt. Burgkmair, who came from Augsburg, filled his Virgin 
and Child (right) with Italian decorative details, but neither the 
figures themselves nor their attitudes owe much to Renaissance 
models. And the Roman ruins amid which they sit are covered 
with the lush undergrowth of a northern landscape. (43) 

Giorgione's vision of Venus (top), a magical evocation of warmth, 
richness and sensuous beauty, did not survive translation at the 
hands of painters from the north. Cranach's N_ymph of the Source 
self-consciously displays her body for admiration, the provo
cative effect being emphasized by the necklace and transparent 
drapery. (42, 44) 

When Heemskerck reached Rome in I 53 2 the Italians had 
already embarked on the experiment of Mannerism. In his 
St Luke drmving the Virgin he caught the style adroitly, even 
adding curious touches of his own. The background includes 
specimens of antique sculpture (the artist's sketchbook doubtless 
came in useful) and, as befits a physician, there are Greek medical 
books on the shelves and the floor. (45) 
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The unhappy case of Jan Gossaert 
shows that a visit to Italy was not 
always an unmixed blessing. Below: a 
detail from the fine Adoration of the 
Magi, painted before he went, in his 
own Flemish style. Bottom: Neptune 
and Amphitrite, a pompous display of 
classicism ill-understood. (46, 47) 

Beneath a coffered vault and dome, the family of St Anne (above) 
gather in tranquil communion. Quentyn Massys, who may have 
gone south between I 5 14 and I 5 I9, seems to have copied the 
architecture from an Italian print. (48) 

At the court of England Renaissance fashions came in at second 
and third hand, and the most successful artists were themselves 
foreigners. Hans Eworth, from Antwerp, adopted a stiff classical 
manner in his Q ueen Elizabeth confounding J uno, Minerva and V enus. 
The three goddesses realize that the Queen outshines them all. (49) 



Durer alone, the supreme genius of 
the northern Renaissance, can stand 
as an equal with the great southern 
masters, Bellini, Raphael and Michel
angelo. He visited Italy twice, study
ing contemporary art and theory with 
deep understanding. In the Virgin 
with the Siskin (right) the Christ Child 
in particular shows strong influence 
from Italy (the siskin is the little bird 
on Christ's arm). The theme of the 
Madonna and Child was one to which 
Durer returned many times, stressing 
the human motherhood of Mary 
(every religious picture in Germany 
at this time was significant in the 
great debate of the Reformation). 
Below: the Adoration of the Magi, 
painted in I 5 04 before his second 
journey. The unforced grouping of 
figures in an architectural framework 
is another achievement which owes 
much to Italian models. (5o, 5 I) 

'Ye rulers of the world', runs the .,. 
inscription beneath the Four Apostles 
(right), 'beware in these troubled 
times not to take the words of men 
for the Divine Word. Heed the war
ning of these four, Peter, John, Mark 
and Paul.' The two panels are among 
Durer's last works and are certainly 
his most monumental. They may have 
been intended as the wings of an 
altarpiece. On the left are St ] ohn and 
St Peter, on the right St Mark and 
St Paul. Durer was personally invol
ved in the upheavals of the Reforma
tion and the picture makes its own 
statement on the tragic divisions of 
his age. (52, 53) 

.. 





The same forces that were at work on 
German painting, producing simul
taneously a last flowering of Gothic 
realism and a turning towards Italian 
models, also moulded the course 
of sculpture. (A parallel development 
in France is shown on p. 174-5). The 
great wooden altarpieces carved by Veit 
Stoss and Tilman Riemenschneider at 
the turn of the I 5th century are among 
the most intense and dramatic works 
in all art. Riemenschneider's Creglingen 
Altarpiece (left) shows the Ascension 
of the Virgin; the composition, built 
up in billowing masses of drapery, is 
echoed in the soaring lines of the 
tracery above. Right: the Death of 
the Virgin by Veit Stoss, made for 
the Church of Our Lady at Cracow. 
(54, 55) 

The sandstone crucifix (above) by 
Nicolaus Gerhaert which still stands 
in the Old Cemetery of Baden-Baden 
links the work of Claus Sluter with 
the later art of the north. Individual, 
observed suffering is raised to a uni
versal level. (56) 

Adam and Eve by Riemenschneider 
may be contrasted with the nudes 
shown on the opposite page. In keep
ing with the Gothic tradition, their 
humanity is expressed in emotional 
and spiritual terms rather than through 
a close study of anatomy. (57, 58) 



The lure of Italy drew sculptors south 
in the early years of the r6th century. 
Peter Plotner of Augsburg went 
twice, and his Apollo Fountain at 

uremberg (left) shows clear Italian 
influence, though it may be based on 
an engraving rather than on an actual 
statue. Above are three small figures 
illustrating the same trend towards a 

Sharp contours and rich decoration, 
combined with the heroic classical 
pose of the figure, give Hans Lein
berger's St George (left) a hybrid 
quality of German and Italianate 
motifs. Neither artist nor patrons 
would renounce the medieval past.(6 3) 

more classical treatment of the nude. 
Left: j udith, by Conrad Meit. Centre: 
Inkwell with the figure of Vanitas 
(there is a skull at the girl's feet) by 
Peter Vischer the Younger. Right: 
Christ Child Blessing, a small bronze 
by an unknown sculptor, made about 
I 5 5o but reflecting Italian models of 
a century earlier. (59-6z) 

A dynasty of merchants, the Fug
gers of Augsburg, displays the same 
pattern from the point of view of 
patronage. T heir family chapel was 
the most Italianate ensemble north of 
the Alps. Its decoration (above) came 
from the Vischer workshop. (64) 





Art and Artists 
in Northern E;urope 

L.D. ETTLINGER 

'EMULATE, noble man, the ancient nobility of Rome, Vlhich after 
taking over the empire of the Greeks, assimilated all their wisdom 
and eloquence, so much so that it is hard to decide whether it 
has equalled all the Greek discoveries and array of learning or 
surpassed them. In the same way you who have taken over the 
empire of the Italians should cast off repulsive barbarism and 
seek to acquire Roman culture.' 

These sentiments as expressed here in the incisive words of 
Conrad Celtis (1459-15o8), the German humanist who was an 
admirer and patron of Albrecht Durer, may serve to bring into 
focus the problem of the northern Renaissance more sharply 
than any modern historical analysis could hope to do. For if in 
recent years some scholars have questioned the validity of the 
concept 'Renaissance' as far as the period from about I 300 to I6oo 
in Italy is concerned, others have been eager to deny the very 
existence of any related phenomenon in the countries of northern 
Europe. They have done so for not always creditable reasons, and 
unfortunately art historians in particular have been at fault in this 
respect. 

In attempting to explain away the patent dependence of 
northern art on Italian precedent, the fateful heritage of a national
istic Romanticism-above all the Hegelian philosophy of history 
which forms its core--has played havoc with historical objectivity. 

<II( The Northern Rennissance as we have seen, was a gradual 
process, lacking in decisive steps, the beginning of the new age 
overlapping the end of the old. Grunewald's Meeting ofSt BrcumttJ 
and St J1auritius may, however, £ttingly stand at the end of the 
German Middle Ages. In spite of its up-to-date technique (the 
textures of brocade and armour, for instance, reflect Venetian 
preoccupations), it is cs.sentially a medieval picture. The subject 
is a (purely imaginary) meeting between two early martyrs. 
Erasmus Bishop of Antioch was executed during the persecution 
of Diocletian by having his intestines pulled out on a windlass, 
which he is shown holding in his right hand. (Erasmus' bones 
had been collected at Halle, and a new abbey had been dedicated 
to him). St Mauritius was the leader of a Roman legion from Thebes 
in Egypt (and so is represented as a Moor or Negro), massacred 
about 300 AD for refusing to sacrifice to the Emperor. He is the 
patron saint of many places in Germany and Switzerland, in
cluding Magdeburg. 

Historically too, this painting stands at the end of the Catholic 
north. It was commissioned about I 5 r8 for the Collegiate Church 
of St Mauritius (St Moritz) and Mary Magdalen at Halle. Grune
wald's patron was Albrecht von Brandenburg, Cardinal Arch
bishop of Mainz and Halle, who is portrayed in the likeness of 
St Erasmus. The Archbishop was at first not unsympathetic to 
the new ideas (a personal friend of Ulrich von Hutten, he had 
had a humanist education and earned a rebuke from Leo X for 
allowing books hostile to the Church to be published under his 
eye at Mainz); but as he grew older he hardened into a severe 
defender of Catholicism and a champion of the Jesuits. When 
the violence of the Reformation made Halle unsafe he had the 
painting moved to Ascbaffenburg. (65) 

A 1nedieval theme treated by a Rmaissance tJJaster: the woodcttt.r known as 
the Great Dance of Death ( deJzgned itt the I J 20s) rank 1vith Holbein's 
greatest JJJorks in this medim1.1. }{ere it is the monk 11Jho r::si>ts grinning 
Death. (r) 

Writers have insisted that the Germans, Flemish and French 
discovered the world and man by their own unaided efforts and 
terms such as 'a national concept of form', 'race', 'Germanic 
Genius' and even 'the destiny of nations' have been introduced 
into the debate only to obscure the fact that after the early 14th 
century all European <trt received its decisive impetus from Italy, 
even if artists in north and south travelled along rather different 
routes once the north had absorbed the first impact of the new 
realism wblch had arisen in Florence and Siena. 

This must be obvious to even the most superficial observer. 
Jan van Eyck's Annunciation on the Ghent altarpiece, completed p 28 5 
in 1432, bas more in common with Duccio's rendering of the (16) 
Annunciation qf the Death of the Virgin on one of the narrative 
panels of his Siena ]l;laesta, painted some 125 years earlier, than 
with any medieval rendering of a similar theme. Durer's Four 
Apa.rtles dated I 5 z6, are the true contemporaries of Raphael's or p 299 
Titian's monumental and solid figures, and they are separated by (52, 53) 
a whole world from the lithe and less substantial saints on a 
Gothic panel, ac; for example the rfl'ilton Diprych, or for that matter 
from £gures 'tppearing on any late medieval painting produced 
anywhere in northern Europe. 

Celtis-though he spoke of Letters rather than of the Fine 
Arts--was aware that his countrymen were faced with a task far 
more challenging and complex than that which had faced the 
Italians. For he knew that to the latter, revival simply meant the 
taking up of the broken strands of a previous civilization, but he 
also knew from reading t.he writings of his Italian colleagues 
what Petrarch had meant when he introduced the term 'Dark 
Ages'. The barbarians descending across the Alps had extinguished 
the lights of classical culture, but the New Learning-and, as 
Petrarch's followers argued, also the new realism in the arts-was 
the beginning of a new and better age. Thus Celtis and the 
northern humanists who shared his convictions were really 
faced with a twofold problem. First in accepting the values of the 
Italian humanists they had to prove that they were no longer 
barbarians, but at the same time had to translate the classical 
heritage, received through its Italian transformation, into their 
own culture. Celtis' choice of words should be carefully noted: 
'repulsive barbarism' and 'Roman culture' are set in antithesis. If 
these aspirations had not been shared by painters and sculptors 
they would hardly have travelled to Italy to complete their 
education, as was done by D·Urer, Holbein, Gossaert, and many 
others. 

'Windows on to the World' 
However, more or less extended tours of study did not become 
the fashion until the late I 5th century, but long before that time, 
at the very beginning of the Italian Renaissance, those masters 
whom Vasari was to call 'the first lights' of the new art had made 
an almost immediate impact north of the Alps. Echoes of Giotto's 



frescoes in the Arena Chapel of c. 1305 can be found in Austria 
within a generation. The French miniaturist Jean Pucelle during 
the I pos was familiar with models which allowed him to 
introduce Italianate details; he had even grasped some of the 
new ideas of perspective-as yet not systematic and scientific-as 
well as the emotive vocabulary of Giotto's expressive gestures. 
English illuminators, particularly those of the East Anglian 
School, must also have been conversant with the latest achieve
ments of Italian painting. 

While truth of detail and even a rendering of human emotions 
had ,Jready been part of Gothic art all over Europe, it \vas only 
in the early qth century that the carefully observed details were 
fused into a coherent and convincing narrative when they were 
presented in a manner which gave tangible reality to a picture. It 
was precisely this lively and dramatic way of story-telling which 
French, German and English artists learned from their Italian 

p 282 (3) models. It has often been claimed that Giotto and Duccio re
introduced picture space into an art which for centuries had been 
satisfied with flat pictographs, however animated these may have 
been. But such a bland statement is too modern and it oversim
plifies the artistic development. Giotto and Duccio, as well as 
those who took up their inventions, were not so much concerned 
with the purely aesthetic problem of pictorial space as with a 
much more practical problem implied by the function of their 
images. They had to provide life-like representations of sacred 
and legendary art which would appeal immediately to the 
beholder, and in doing this the creation of pictorial space, giving 
verisimilitude, was only a means to an end. When Vasari claimed 
that Giotto stands at the beginning of this development towards 
greater realism he was perfectly right, and Giotto's quick appeal 
well beyond the frontiers of Tuscany and even Italy is based on 
this fact. But this does not imply that he had to be slavishly 
imitated, for his artistic language could be transformed and fitted 
into varying contexts or adapted to local traditions. It is interesting 
that Italy and the north, once they had got hold of the new 
pictorial devices, developed them independently so that a hundred 
years after Giotto's death both Italy and the north--or strictly 
speaking Flanders-had pictures which in Alberti's words were 
'windows on to the world', though the world as :;een by the 
painters of Florence and Ghent was hardly the same. 

In our present state of knowledge (and considering the 
comparative scantiness of surviving examples) it is impossible to 
say with any degree of certainty by what means northern artists 
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The Emperor in t!Je artiJt' s Jt!!Clio-a 
detail from a 2l'OO(kut by lla'l.f Bttrgle
!Jiair of A1~gsbtti~{[ to illwtrate iV! aximi
!icm l'J· zmftni.rhed rfJr:ia:Jzce of his OJFJZ 

rezgn, '!VeisJk!inzg'; 1lfaximi!ian Jrm' 
hilltsc~( aJ the cmi>odi!J.lei!t of both medieval 
c!Jil'a!r)' a11d RmaiJJaJZCC ( 2) 

first became aware of Giotto's and Duccio's methods of pictorial 
representation. But one puzzling problem may be noted. Giotto 
had demonstrated his style in monumental frescoes and Ducdo's 
no less revolutionary art had fir~;t appeared in a gigantic altarpiece 
in Siena Cathedral. Yet in France and England the new style p z8z 
makes its first appearance in de luxe illuminated manuscripts (6, 7, 10) 
destined for wealthy and perhaps discriminating princes or 
ecclesiastics. Unfortunately we do not kno'T 'Nhcther in the north 
the new realism was still regarded as an acquired taste, appreciated 
only by the educated, or whether it had reached these countries 
through illuminated books which served as models and sources 
of inspiration for n>i tive artists. 

The New Art at Prague p z8z 
In one case, however, we are somewhat better informed about (2·-5) 
the adaptation and transformation of Italian Trecento art. In 
1346 Charles IV, whose father John had been killed in the battle 
of Crecy, came to the throne of Bohemia and he was crowned 
Emperor in 1348. He knew Italy at first hand and set out at once 
to make his capit;1l Prague into an intellectual and artistic centre, 
rebuilding the castle and cathedral, founding a university and 
calling scholars as well as artists from all over Europe to his 
court. Both Rienzo and Petrarch were among his visitors and the 
latter wrote: 'I must say that I have not seen anything less 
barbarous and nothing more civilized than the Emperor and his 
courtiers', handsome praise, even if we have to make allowances 
for some flattery. 

Yet it cannot have been only flattery. Among the higher clergy 
and the imperial officials were well educated men who had studied 
in Italy and France. John of Neumarkt, Charles' Chancellor, was 
a widely travelled scholar and author, who admired not only 
Petrarch but also the latest achievements of Italian art, since fo.r 
the illumination of his breviary he employed an artist (of unknown 
nationality) thoroughly familiar with the salient characteristics of 
Sienese painting. Still, it is true to say that most of the artists 
working for the Emperor and his circle were of German origin
called to Prague from as far afield as Strasbourg-hut Italian 
manuscripts did reach Prague and we know of at least one Italian 
artist who was closely connected with the enterprises of Charles IV. 
Tominaso da Modena either came to Prague to help with the 
decoration of the chapel in the castle of Karlstein or he was 
commissioned to send pictures for it. His impact would have 
been felt either way. 
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Although native C:<:ech artists are documented only at the end 
of the century in the reign of Charles' successor \"'V'enceslas thcre 
must have been some earlier among the anonymous masters, and 
it has often been asked whether the art of Prague and its provincial 
deriv?.tions should be called Bohemian or German. In fact, the 
question is pointless. The patronage of Charles IV gave rise to a 
truly international court style of great sophistication, and in it 
many elements of different origin intermingled. Obviously 
French elements were strong, not only because of the influence 
of quell'arte t:he allmm'nare e chiamata in Parisi (the art which is 
called 'illuminating' in P:uis), but also because the imperial family, 
the House of Luxembourg, had strong links with the west. 
Nevertheless, Italian pictorial inventions v;Tere of decisive impor
tance. 

p 282 (5) The Master of ViSSi Brod's Passion panels are full of Italian 
elements although they are not immediately obvious since there 
has been a regression to a more Gothic manner of representation. 

p 28.2 (4) On th,: other hand a picture like the Death of the VirgitJ, dating 
probably from the third quarter of the 14th century, is almost 
purdy Sienese in character and must derive from a sllghtly earlier 
Jtalian model. There are not only the telling details, such as the 
coffered ceiling and :dender pillars, there is also the intricate 
spatial arrangement suggested by the complex interior with its 
three. bays. Yet the model has hardly been used with complete 
understanding. The scene seems crowded and the figures are 
placed rather in front of than inside the chamber. Pictorial space 
is suggested but not fully realized. 

Like all styles dependent on the patronage of dynamic indi
viduals, the Caroline court style was short-lived, extending into 
the dme of Wenccslas, but losing its creative energy even before 
tbe Hussites destroyed many of its works early in the I 5th century. 
Nevertheless it had served an important function in disseminating 
-even if often in a simplified or superficial manner-somt"' of 
those pictorial ideas which had revolutionized Italian Trecento 
painting, for the influence of Prague extended deep into Germany, 

p 282 (2) to the Baltic, and even to England. The portrait of Richard II in 
Westminster Abbey is only one of the few remaining witnesses of 
this and we should perhaps remember thar this monarch's first 
Queen had been Anne of Bohemia, in whose entourage artists 
from Prague could have come to London. 

'Barbarous Gothic' 

Vasa:d, writing in the mid-16th century and with the arts ofitaly 
in mind, claimed that the break with the immediate past had first 
of all occurred in pain::ing while sculpture and architecture aban
doned the 'barbarous Gothic' manner only at a later date. As 
so often Vasari v.ras d~ht, and his criticism e1ay be extended to 

The sculptor, frotJJ SchopperuJ·' 'Book rif Trades' (IJ68). The verse 
accomparrying this JPoodmt by Jost Amman reads: 'I carve effigies of 
former kings from Pari(iJZ marble, or the events of Ill)' own time from 
!Pood', ,md refers to Praxiteles as the greatest ~l.rctllptors. (J) 

the arts and architecture in northern Europe. In Italy churches 
in the local variant of Gothic continued to be built throughout 
the Trecento, and work on the big cathedrals of Milan and 
Bologna went on well into the I 5th century, even if with oc
casional help from German masons. Sculpture, after the premature 
return to ch:ssical models used by Nicol::: Pisano, became Gothic 
once more in the hands of his son Giovanni. These fact:> must be 
remembered if we want to understand why only Italian Trccento 
painting was of particular E1scination to the peoples of northern 
Europe. Far from feeling threatened by an aUegedly alien mode 
of expression-as some modern historians would have it--artists 
and patrons alike eagerly grasped the new visual vocabulary and 
with it all the richer methods of rendering the visible world and a 
greatly enlarged range of human emotions. Yet in the early phase, 
which we are considering at present, Gothic tradition and Italian 
innovation were fused into a new style which hac~ a strong 
character of its own. Even so it is h~lrdiy fortuitous that both 
Italian humanism and Italian art were patronized by men like 
Charles IV r,nd John of Neumarkt. 

It has already been mentioned that Parisian miniaturists .,vere 
acquainted with contemporary Italian art by about I 3 30 and a 
decade later the Sienese master Simone Martini took up residence p 128 
in Avignon where the Papacy was in exile. Of the work he did (24) 
there little survives and his impact on French 14th-century art 
cannot be assessed properly. In any case, in our context it is 
sufficient to look now at the turn from the 14th to the I 5th 
century when vigorous patronage and a new w2ve of interest in 
Italian art brought yet another vogue for book illumination and 
painting whose style is usually, though not very happily, referred 
to as 'International Gothic'. Since however this style differs from 
that of the I 3th century-the period of greatest efflorescence of 
Gothic-the alternative and less specific 'International Style' may 
be preferable. 

Burgundy's Golden Age 
The French kings of the period not surprisingly had political and 
military worries which fully occupied their minds, but Angevin 
princes, and above all Philip the Bold and Jean due de Berry, 
employed some of the finest painters and sculptors of their day, 
making Dijon and Bourges into artistic capitals outshining even 
the splendour of Paris. Philip the Bold, who succeeded to the 
duchy of Burgundy in 1384 and died in 1404, not only held his 
herc:ditary lands, but also acquired through marriage a sizeable 
section of Flanders including Bruges, Ghent and Ypres-and 
much of Burgundian wealth depended upon the cloth trade. He 
richly endowed the Chartreuse de Champmol, situated just 
outside his capital Dijon. 

Melchior Broederlam, who came from Ypres and has rightly 
been called 'the greatest of all pre-Eyckian painters', worked for 
the duke from I 387 onwards. In I 394 he was paid for tbe shutters 
of a carved altarpiece, depicting the Annunciatio12 and Visitation 
on the one wing and the Presentation and Flight into E!{I1Jf on the p 2 8 3 (8) 
other. The delicately painted, elaborate and fanciful little chapel, 
serving as a setting for the Presentation, certainly u\ves its e:-dstence 
to Sienese models and so does tbe rocky landscape with the little 
castle surmounting a crag behind the Holy Family in t:1c Flight 
into Egypt. All this, within the given conventions, is real enough; 
on the other hand, the gold background-a convention of an 
earlier manner-tells us that complete realism had as yet not been 
accepted in northern panel painting. There are still other features 
which give Broederlam's art originality and a character of its own. 
He obviously takes great delight in depicting his skeletal and 
graceful buildings, but they obey a scale of their own and are not 
related to the whole of the picture. Italian masters, on the other 
hand, 'built' more solidly, applied one unifying scale throughout, 
and made use of architectural features to give a firm structure to 
their compositions. But perhaps even more important is the role 
of light and luminous colouring, most obvious in the FliJz,ht i12to 
Egypt. Light not only delicately models the figures, it gives 
variety to the landscape, even picking out the leaves on the trees. 
The world which Broederlam depicts is less consistent than that 
of an Italian painter, but it is infmitely richer in detail, more 
colourful and more intimate. 



Among the sculptors working in Champmol for Philip the 
Bold the outstanding genius was another Netherlander, Claus 
Sluter, who carved the figures for the port::il of the Chartreuse and 

p 174 the U7elf of Moses, a well-head surrounded by six life-sized prophets 
(23) and surmounted by a Calvary. 

In arrangement the portal of the Chartreuse t:1kes up the 
decorative scheme of medic-,~,,] c:thedrd porches with its lrttiJJt,'•tt 

i\Iadonn~i. and bteral jamb figures. But the figures, and particularly 
those of the kneeling donors---Duke Philip and his wife :Margaret 
of Flanders-are no longer parts of an architectural structure. 
These stone cavings are truly three-dimensional and they can be 
detached from tbe wall without losing their identity, because they 
have been conceived as organic figures following their own laws 
instead of those of the surrounding architecture. Sluter began 
working on tb:m in I 3 9 I, and it should be noted that they ante
date Donatello's St Georp,e at Orsan::nichele by twenty-five years. 

Donatello comes to mind again w ben ~,vc look at the powerful 
figure of lvfoJes .Yet it is not only the expre5sion and the intensity 
of gestures which convey a presence of dEmatic reality; there is at 
the same time a new feeling for the artistic essentials of sculpture 
w.blch imparts to the hard stone irnmense vitality. Today the 
Well of ]doses it: a tor-;o (of the crowning Calvary only fragmtnts 
survive) but \vhcn it was completed in all its polychrome and 
gilded splendour it must have looked spectacular. Such a colourful 
appearance might jar on our tastes, but it belongs to the Inter
national Style, and the prefi~rcnce for monochrome sculpture--in 
part at least due to a certain misunderstanding of the aesthetics 
of classical art-was to come later. 

A Great Patron 

The greatest patron and coliector of the period (who m<Jst rank 
p 290 among the great art lovers of all times) was Jean due de Berry, 

(zz) the youngest brorher of Charles V. The personaEty of this prince 
has been admirably described by Professor Panofsky, who wrote: 
'tlis main concern was to amass riches by all imaginable methods, 
possibly including being bribed by the enemy. For his overween
ing passion wr,s to call into being or to acquire buildings, 
tapestries, sculptures, paintings, je,•;clry, models., carvings in 
cr~·stal or ivory, enamels and, above all, illumiM.tJ.Xi manuscripts. 
Cautious, cultured and personably affable, he ... died in 1416 at 
the age of seventy-sh:, lEaving behind him an equally enormous 
amount of possessions and of debts.' 

The duke's activities as a collector should be considered for 
a moment since they show cert<J_in interests which we associate 
normally with Italian amateurs of the Renaissance, and a11 incident 
from the Hu:r:tdrcd Years' \\'ar may introduce lus ta~;res. 

In 1384 Frt:nch and English representatives met ilt Lelinghem 
to discuss the pos:;ibility of an armi5tice. Their meeting place, a 
bare chapel, had been hung by the duke with tapestries depic:lug 
famous battles of antiquity. John of Gaunt, however, horriBed by 
these images of violence, demanded their removal so that others 
sho\ving the instruments of the Passion might be put up in their 
place. Both men obviously had the psychological effect of such 
decorations in mind, but they were thinking along ditierent fu-,cs. 
John of Gaunt wished to instil piety and humility in j·he negoti
ators, but to Jean de Berry warHke valour was be~t exemplified 
by the deeds of classical heroes. 

\Ve cannot assume that these tapestries in style or even costume 
echoed ancient art. Like the illuminations in so many classicaJ 
texts of the time they must have shown the an dents in a thoroughly 
contemporary disgdse, the ladies in elegant Burg'dndian dre2ses 
and the gentlemen in heavy armour, Nevertheless tbt, due de 
Berry did possess a number of genuine da%ical silver vessels, 
coins and cameos, among them the famous Gemma At:guslea 
(now in Vienna), as we hear from the r 5th-century Italian artist 
and writer Antonio Filarete in an admiring reference to the duke's 
love for ancient art. In fact, Jean's passion for precious objects of 
tl:-us kind was such that clever dealers planted on him pseudo
classical gold medallions showing those Rornan emperors from 
Augustus to Heraclius whose narnes are linked with the rise of 
Christianity. These medallions are the earliest Remlissance 
forgeries known to us. Yet in their day they were celebrated 2.s 

f 4 exen:plary specimens of classical refinement, and the Co!isfantilte 
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Jtfedttllion serrcd as a model for one of the jJft{fJ,i in on:: of the 
duke's devotional books. 

Still Jean de Berry's most lasting claim to fame: rests on his 
patronage of living artists who were commissioned to illuminate 
hls luxurious Books of Hours. Two examples only can be quoted 
here, the Tres Belles Heures de Jehan de Fra11ce, due de Berry, known p z82 (6) 
as the Brtt.uels flours since they arc now one of the rreasures of the 
BelgLw Royal Libr::.ry, and tbe Tr?JJ" Riches Iieures du due de Berry, p 290 

in the l'.fusee Conde :c,t Chantilly. The former is documented as (zz) 
being by J:Icquern?.rt de Hesdin, \\"ho was in the duke's service 
from about 1384 until his death in J4II. He too came from 
Flanders and it is pos~jble that he had visited Italy. The double-
spread decUmtion plct1:re of the Bmssels Flours, wbich surely must 
be by the master's own hand, shows the due de Berry with his 
patron s<Lints St Andrew r,nd St John the Baptist cornmending 
bim to the Virgin .:Mary. The iconographic motive is common 
enough, but the handling is Jacquemart's alone. The perfect 
mixture of lyrical sweetness-best seen in the face of the J.,fadon-
na--and firm plasticity, of linear rhythm and three dimensional 
modelling of figures set freely in space could only have been 
achieved by an artist whose style had been moulded equally by 
Gothic heritage and by lasting mc:rnorics of Italian Trecento art. 
One revolutionary innovation is particularly striking: the mini-
::tture is emphatically framed and no longer forms part of a page. 
This novelty has so much surprised some modern critics that they 
suggested this minhture must have been an independent devotio-
nal picture which only later was stuck into the Hours. But this 
hypothesis seems to miss the critical situation in which Jacqu.::mart 
de Hesdin was working. By qoo realistic pictorial representation 
bad become de rzgtteur and the demand~, for it superseded the old 
convcr~tions which had fotced illuminators to regard the book 
page as nothing but a place for fiat decorations. 

The new manner is even more strikingly demonstrated in one 
of the mo:'t beautiful manuscripts of the period. It is again a Book 
of Hours, illuminated by an anonymous artist for Jean Je Meingre 
dit Boudcaut, Marshal of France, and it is therefore known as the 
Boucicaut ]-fours. Since the owner was captured at Agincourt in p 291 

qq :1.nd spent the next six years until his death as prisoner of the (27) 
English, the 1-lours must date from the first or the beginning of 
the second dec<Jde of the r 5th century. Moreover, the Master of 
the Boucicaut lhttrs certainly knew the works of Jacquemart de 
Hesdin, and he too treats each illustration as a little picture in 
its o>vn right. When he d~picts, for example, the Visitation he 
stages the meeting between Mary and Elinbeth in a tmnquil raral 
scene, embedding the figures between hills and trees, silhouetting 
them against a lake in the middle-ground. The background is 
studded with minme yet exquisite details of peasant life. Mm:t 
miraculous of all, however, is the sensitive treatment of light 
flooding over lake and hills, truly coming out of the sky. This 
feeling for atmosphere is an achievement which anticipates the 
art of Jan van Eyck. 

.Among this master's immediate predecessors were also the 
three brothers Paul, Herman and Jean Malouel-better known 
as tbe Limbourg brothers from their place of origin-who about 
14 II entered the service of Jean clue de Berry. The meticulous 
realism of the Liml)ourg workshop is as remarkable as is the 
brother~'' familiarity with the conventions of Italian painting. 
They wer-;;, in fqct, the most knowledgeable and accomplished 
ptactiticnc~ts of a truly International Style, taking occasionally 
whole compositiom from their Itali,ln models. Outstanding among 
their works is again a Book of Hours which has become one of 
the most famous illuminated manuscripts of all times, the due de 
Berry's Tres RicheJ· Jleures. The January picture gives us not only p 290 

a livd;r impression of the luxurious court life which the duke (zz) 
loved--it is a splendid banquet scene-but also contains all the 
elements which make up this glittering and elegant style. There 
is a \Vealth of detailed observation and with it the ability to deploy 
figures within convincing pictorial space. The men serving at 
table are really in front of it while Jean is sitting behind it, and 
the laudscape with armed horsemen recedes further back still. 
The colours are brilliant and give to the surface of the miniature 
a shining jewel-like effect. Within a small compass the miniature 
b;.s already all the elements of a full-scale panel painting. 



itt Northem Eitroj:c 

This is hardly surprising. The new conquests of Itahan Trc
cento painters-we should recall that Va~;ari saw them as the 
initial phase of a 'rebi:th' of the arts-had at fir5t been taken up 
by northern miniaturi,ts only, but by the early I 5th century these 
in their turn evolved a formal vocabulary fitted for the suggestion 
of pictorial space, for proper expression and gestures-in short, 
for the realistic rendering of a narrative. They had perfected a 
style which offered itself readily for tasks on a much grander 
scale. 

flanders takes the LE~ad 

The painters who performed this miraculous transformation of 
the miniature were Jar: van Eyck, the so-c2lled :Master ofFlemalle 
and Roger van der \Veyden, contemporaries of those Italian 
Quattrocento masters with whom Vasari opens the second phz,sc 

p 8o-8r of the Renaissance-:Masaccio, Masolino and Uccello. Yet in 
(8-ro) spite of a common root in Trecento practice Italian and Flemi-b 

art by now looked difFerent. Briefly--:md \Vhat follm,-s must 1:>c 
in the nature of thing~: a drastic oversimplification-Italian pain
ters and sculptors began to re-discover classical art, once the 
realism of the 14th century had prepared their eyes for its aesthetic 
values. This does not mean, howencr, that they indulged in 
sterile imitation or in an academic classicism. They rather allowed 
their joy in realism to be restrained by the prbciples of ide::dlsm 
inherent in classical art. Flemish artists on the other hand---by 
now the leaders in the north-retained to the end of the I 5th cen
tury (and in some cases even longer) that enthusiasm for meti
culous naturalistic detail which can be found alreadv in the middk 
of the r 3th century at the very height of Gothic. But the details 
whose effect up to this time had been merely cumulative became 
nmv part of an ordered universe held in its frame by the unifying 
power of picture space. Furthermore Italian artists, again follow
ing classical precedent, concerned themselves with human figures 
in a setting, putting all emphasis on the figures. But to Flemish 
~rtists the saint in his E.tudy WJS no more important than the quill 
in his hand or the street scene glimpsed through an open window 
behind him. The picture was a microcosm in which everything 
W<ts described with the same accuracy and with undiv-ided atten
tion. 

Italian reactions to this style are interesting and, in our present 
context, rather revealing. There is ample evidence for the popu
larity of Fkn1ish art. Our most explicit witness is the Gcnoese 
humanist Bartolomeo Fazio who wrote just after the middle of 
the I 5th century brkf biographies of famous contemporaries, 
including four painters. Two were Italians-Gentile da Fabriano 
and Pisanello, and two northerners-Jan van Eyck and Roger 
van der Weyden. Of the former he has to say this: 'John of Gaul 
(Johanm.r Callims) is thought to be the foremost painter of onr 
age, no less learned in literature than in geometry (i. e. pe£spec
tive) and in ail the skills which add to the embellishment of 
painting.' He goes on to mention several pictures he had seen in 
Italy, among them a St Jeronte in the possession of Alfonso of 
Naple:>: 'Ve;-y life-like,, in his study depicted with marvellous skUl, 
since if you step back a little the room recedes and you see the 
whole books, but if you go nearer only the spines are visible.' 

This picture docs not survive but a similar one was in the 
Medici collection ~md it may be identical with a little panel now 
in Detroit. Its author~hip has been disputed, but even if it wa.s 
completed by Jan's pupil Petrus Christus it still has all those 
characteristics which Fazio so much admired. TJ:.Js admiration 
for Jan van Eyck mm:t have been shared by Italian artists of the 
Quattrocento, for two Florentine frescoes were inspired by the 

p 121 (1) Medici panel: Botticelli's St Augustine and Ghirlandaio's St Jerotlle 
in the church of Ognissanti. 

The splendour and richness of Jan van Eyck's art, the v-ariety 
c·f his invention and the brilliance of .his technique are all evident 

p 28 5 in hls most famous work, the Ghent Altarl;iece, completed in 143 z. 
(r 6) This, however, rdses ~:o many problems of collaboration with his 

brother Hubert, of composition and of iconography that it cannot 
be discussed adequat<:'~ly ln the space at our disposal. But the 

p z86 lifadrmna of Chancellor Rolin, painted probably a year or two later, 
(I3) contains everything which makes Jan van Eyck so great an artist. 

The motive-~--the donor venerating the Virgin--is an old one, 

One of the earlicJt jm;geries of an ancimt Romait JJJvrk ~~ art is this 
French p,old medallion of Constantine from the collection of Jean due 
de Berry. It ;z,•as fJJade about I 400 and i.rz spite of its Gotbic appearance 
1t'a.f acce}ted ill its da_y as a fine cla.rsical .rpecilJJeJZ. The Limbourg 
Brothers copied it in tbe 'Tr8s Riches Hettres'. ( 4) 

but the treatment which brings into our presence Rolin and the 
Madonna, both characterized with great feeling, is revolutionary. 
We are made to share the donor's vision of heaven, and the artist 
has bestowed on this heaven all his skill in order to giYe us a 
glimpse of unearthly majesty. The architecture is palatial, yet 
grander than that of any palace we know; the garden seen through 
the arcade h rich with many flowers and a shining river winds 
its way past a town into the far distance. The utmost realism has 
been employed to produce an enhanced image of reality. But 
this realism is not simply a display of skill, nor has it been em
ployed for its own sake. The style communicates a religious 
concept. 

The same may be said of a painting in the National Gallery, 
London, usually referred to as the Dottble Portrait of G'iut'atmi p 290 

Amolftni and hi.r U?ife. But this picture does not depict some (24) 
conjugal genre scene, nor is it a conversation piece. As Professor 
Panofsky has shown in a brilliant and learned analysis, it is a kind 
of painted marriage certificate in which almost every object has a 
symbolic me\l.ning and et;ery gesture legal significance. Of cour~<~, 
we are at liberty simply to admire Jan's unrivalled handling of 
every detail, his feeling for the warm light which fills the room, 
and his ability to convey an atmosphere of solemnity appropriate 
to the occasion. But we miss the deeper mystery of his genius if 
we divorce the technicd achievement from the meaning of the 
picture. As Panofsky put it: 'In the London Arnolfini portrait, 
then, Jan van Eyck not only achieved a concord of form, space, 
light and colour which even he was never to surpass, but he also 
demonstrated how the principle of disguised symbolism could 
abolish the borderline between portraiture and narrative, between 
projatte and .racred art.' It is worth noting that this work which is 
dated 1434 was commissioned by a merchant from Lucca, who 
had settled in Bruges. It is therefore yet another witness of the 
esteem in which Flemish painting was held by Italians. Giovanni 
Arnolfini represents a characteristic patron: the rich businessman 
of the Flemish trading centres. But reasons other than wealth also 
account for the rise of towns like Bruges, Ghent or Tournai as 
flourishing centres cE patronage. The due de Berry, who had 
drawn so many artists to his court b:td died in 1416 and a year 
earlier the French had suffered a d,~cisive defe;;;.t at the hands of 
the English. 



Changes in Patronage 
Jan van Eyck had begun hls career still as a court artist and 
although he lived in Bruges from 1430 until his death in I44I he 
also remained in the service ofPhilip the Good, Duke of Burgundy. 
His role as a miniaturist bas been much debated, but there can 
be little doubt that some of his earliest works were in this genre. 
His great contemporaries, the Master of Flemalle and Roger van 
der \Y/eyden, were exclusively panel painters who received their 
commissions from private patrons or corporations. Roger was 
official Town Painter of Brussels for many years. These changes 
in the type of patron and in the kind of art ordered are closely 
related. The well-to-do bourgeois were not collectors vying with 
each other in the amassing of precious objects; they were busi
nessrnen who had their portraits painted or ordered altarpieces 
which served 2. liturgical function in chapels or churches and 
were rneant also to raise the donors' stock in heaven. 

The JY18ster of Flcmalle, probably to be identified v,rith Robert 
Campin of Tournai, must have been familiar with all the refine

P 284 ments of Italianizing illumination and his /vierode Altarpiece de-
( I 3) picts the Amzunciation in a domestic setting, an iconographic type 

in the last resort derived from Italian models. Two things are 
remarkable about this triptych. There is first of all the loving 
care with which the scene is described in its charming details, 
particularly striking in the genre-like character of the right wing 
showing St Joseph in his carpenter's shop. Next there is the 
serious if exaggerated attempt to give us convincing picture 
space. Recessicn is certainly over-emphasized-note, for example, 
the bench against which the Virgin is leaning-but we really 
";cc the donors kneeling just beyond the open door of the Virgin's 
room, and we look over St Joseph's shoulder through a window 
out on the market square filled with minute but lively figures. 
There are certain similarities suggesting that Jan van Eyck knew 
this panel when he painted theAnmmciation of the GhentA/tar,Diece 
and it is interesting to observe that his treatment is much more 
restrained than the :Master of Flemalle's. 

Still, Jan van Eyck's serenity is a personal quality and not the 
sign of a more mature style. Roger van der Weyden--a follower 
of the Master of Flernalle and probably his pupil-outlived Van 
Eyck by more than twenty years (he died in 1464): he was fully 
acquainted with Eyckian techniques and methods of represen
tation, but he employed this artistic language in a far more emo-

P z.8 5 tional manner. The Descentfrom the Cross, painted probably about 
(17) the same titTle as the Arnolftni portrait or a little later, is a case in 

point. Bntolomeo Fazio describing a similar (lost) painting 
praised the faithful expression of grief and the truth of the painted 
tears, indistinguishable from real ones. The eulogy is in this case 
more than a cliche. The Italians were fascinated by Flemish 
realism, and in Jan van Eyck's works Fazio had admired a micro
scopic accuracy of representation. But in the paintings of Roger, 
truth to outward nature apart, he was struck by the psychological 
truth of expression. For the Descent from the Cross the painter has 
used a subtle device in order to stress the expressive quality of 
his figures : he has placed them in a shallow shrine so that they 
gesticulate before our eyes like dancers in front of a plain back
drop. It is hardly surprising that the dramatic composition and 
the expressive vocabulary of this picture were imitated over and 
over again by succeeding generations of artiste, 

Italy looks Noll"th 
During the 14th and 15th centuries the north had benefited 
through the importation of a new art from the south. But by the 
tirne of Jan van Eyck and Roger van der Weyden painting in 
Flanders \vas no longer dependent. In fact, Italians were ready to 
buy Flemish paintings and to learn from them. Reference has 
already been made to works by Jan van Eyck and to their in
fluence in Florence. Roger van der \veyden received Italian com
missions and had at least one Italian pupil, whose works un
fortunately are not known. Moreover, van der Weyden himself 
went to Italy and, again according to Fazio, visited Rome 'in the 
year of the Jubilee', that is in 1450. 

A painting of his was once in the Medici Villa at Careggi \\'here 
p 284 Vasari saw it. It represents the Entombment and it so happens that 

(14) the rather unusual iconography has its closest parallel in a picture 

Art a.nd Artists 

by a follower of Fra Angelico. Yet Roger borrowed only compo-· 
sition and iconography from his Florentine model. The poignant 
grief and the modes of expressing it are all his own. He dicl not 
try to don an Italian costume and his patrons certainly liked his 
Flemish ways. This can also be seen in portraits he painted from 
Italian sitters, such as Francesco d'Este, an offspring of the famous p 290 

house who lived in Flanders. Unlike his Italian contemporaries (25) 
Roger did not smoothe the features of his sitter. It would be truer 
to say that he characterized them sharply in the same way in 
which he stressed the expressions in his narrative pictures. 

The three painters just discussed did for the north what the 
first generation of Quattrocento painters had done for Italy; they 
created a new pictorid idiom whlch was to determine the course 
of painting not only in the Netherlands but all over northern 
Europe for almost a century. But of the three founding fathers 
Roger van der Weyden became by far the most influential, and 
this is hardly surprising. Jan van Eyck's manner was too remote 
or aloof (this is not meant in any pejorative sense), and his presen
tation was too perfect to allow much scope for followers. In this 
respect he may be compared with Piero della Francesca. Roger 
van der Weyden was hardly a more medieval artist than Jan 
-as has often been claimed-and more accessible to painters still 
steeped in the Gothic tradition. Technically he was as advanced 
as Jan van Eyck, but his emotional range was wider and in con
sequence his style was more pliable. This was apparent already 
when considering his use of an Italian model for the Entombment 
and it is obvious again if we look at one of his major works, the 
Last judgment, commissioned shortly before 145 I by Nicolas 
Rolin for the hospital at Beaune. 

Without eschewing the effects of the new pictorial devices 
-perspective, light playing over figures and landscape, vivid 
gestures and expressions-Roger with notev,rorthy single-mind
edness concentrates all his efforts on the emotional content of his 
picture. He never loses sight of the religious (and mote precisely 
liturgical) function of an altarpiece ?.nd we are made aware of it 
before we go on to appreciate his artistry. It would therefore be 
wrong to assume that Roger's impact, as compared with Jan van 
Eyck's, simply rested on style. To his age the function of a work 
of art was still of surpassing importance. 

Flemish painters of the 15th century attained a high degree of 
skill in working the rich ore they had inherited, but with the 
notable exception of Hugo van der Goes none of them found a 
new method for extracting the precious metal. In fact, we may 
classify them in accordance with faithfulness to their models 
rather than on the basis of chronology or geography. For this 
reason it will suffice if we refer to only three painters. 

Hans Memlinc was born in Germany but he must have come 
in his early youth to the Netherlands, where he became an ortho
dox disciple of Roger van der Weyden (probably as a member of 
his workshop) though he nev-er grasped the essence of his master's 
style. Like many unimaginative but competent men he was highly 
successful, and when he died in I494 in Bruges, where he had 
settled some thirty years earlier, he was among the richest men in 
a rich town. The Donne Altarpiece-commissioned by Sir John p 290 

Donne of Kidwelly-is a typical example of the Roger tradition (23) 
at its most uninspired. The outer trappings are all there--the 
facial types, the draperies, the landsG1pe seen through the open-
ings of an arcade, the clear colours-,-but the gestures, always 
vital in Van der \'Veyden's pictures, have become stilted and 
empty, and intensity of emotion is lacking. Where Roger had 
used a simple composition for the strongest dramatic effect, 
Memlinc only manages a dull symmetrical grouping of figures. 

Dieric Bouts, though no less indebted to Roger van der \Vey-
den, showed more independence, We do not know where he \Vas 
trained but his pictures suggest that he was familiar also with the 
Eyckian manner. The Entombment demonstrates Bouts' real grasp p 284 
of the pictorial idiom at his disposal. He turns the broken body ( 15) 
of Christ towards the beholder for the sake of emphasis, as Roger 
van der Weyden had done on the PradoDt:.rcentfrom the Cross. All 
gestures and expressions are psychologically motivated and the 
arrangement of the figures in a ~hallow strip in front of a land-
scape back-drop strengthens the impact of the action. All these 
elements are clearly derived from Roger, but the monumentality 



in Northern Bt1rope 

of the figures and the almost hieratic stillness of the composition 
echo the methods of Jan van Eyck. Nevertheless the fusion of the 
various components is successful. By rendering certain Eycldan 
traits in an essentially Rogerian idiom Bouts became one of the 
most important mediators between Flemish and German painting. 

The inheritance Transformed 

Only one Flemish arti~ t of the second half of the 15th century can 
claim the attribute 'gr,~at': Hugo van der Goes. He was born in 
Ghent where he also spent the greater part of his working life 
until, late in the seventies, he entered a monastery. He died insane 
in 1482 and it was said at the time that a feeling of insufficiency 

p 287-9 before the Ghent Altarpiece had unhinged his mind. Yet the Porti
( zo, 2 I) nari Altar is the work of a genius who had thoroughly transformed 

his inheritance. The 1-lativi~y (on the central panel) is enacted on 
a deep and wide stage with a disconcertingly empty centre. The 
Virgin, St Joseph, the adoring angels and shepherds are arranged 
to the left and right of the tiny Child lying isolated on the bare 
ground in the middle. The Child, however, is the principal source 
of llght within the picture and our attention is drawn to this 
radiance. Other tensions and contradictions strike us when we 
consider the picture a little further. The distribution of light sug
gests a centrifugal scheme of composition; the placing of the 
figures, on the other hand, appears symmetrical round a central 
a:Kis running down along the corner of the building in the back
ground and through the gap between the two kneeling angels to 

the head of the Child. Still, bet\veen the two halves of the lvati-· 
t•ity there is a subtle difference of startling effectiveness. The calm 
of St ] oseph on the left has its counterpart in the agitation of the 
three shepherds on the right. The melancholy air of the serene 
Virgin kneeling in prayer is contrasted again with wild gesticula
tion of the shepherds whose forward rush has only just been ar
rested by the sight of the Christ Child .. And there are still further 
contradictions. The spatial setting is consistent and indicates un
derstanding of the problems of perspective. Yet van der Goes has 
varied the scale of the figures in accordance with their significance 
-a device also used on the wings in distinguishing between do
nors and their patron saints. We can hardly call this a regression 
to medieval practice :since in this case scale has become an ex
pressive device. 

The altar was ordeted about 1475 by Tommaso Portinari, the 
Medici agent in Bruges. As soon as it was completed it was 
shipped to Florence where it made a lasting impression on the 
painters, once it had been set up in Sant'Egidio. When Ghir-

P 287 landaio painted in 1485 a Nativi~y for the Sassetti Chapel of Sta 
(19) Trinita he 'quoted' Hugo van der Goes' shepherds. What was 

it that fascinated the Italians about this Flemish painting? 
Thirty years earlier Bartolomeo Fazio had been charmed by 

the realism of Van Eyck; he admired his representations of a 
world in little. Ghirlandaio-at a moment when the systematic 
and scientific rendering of picture space no longer presented a 
problem to Italian painters-turned to Hugo van der Goes for 
the sake of a different lcind of realism. Flemish masters, true to 
their Gothic inheritance, had perfected the realistic depiction of 
emotions through expressive human figures. This true-to-life 
intensity of expression, portrayed so beautifully by Hugo van 
der Goes, was something new to Italian artists of the late Quat
trocento, and the return flow from north to south merging with 
the native Quattrocento stream contributed its share to that style 
we call the High Renaissance. Both Leonardo and Michelangelo 
were in the debt of the Flemings. 

Across the frontiers 
Even so, in Italy the Lnpact of Flemish art was less profound than 
in Germany and, though to a lesser degree, in France. Artistically 
speaking Germany after about 1430 became a province of Flan
ders, and much of th•: painting produced was 'provincial' also in 
the qualitive sense of the word. Moreover even the best artists 
-Hans Multscher, Lucas Moser, Conrad Witz, Martin Schon
gauer-looked to the north-west rather than towards Italy. 
French painters, on the other hand, true to their geographical 
position looked both to Flanders and to Italy. This vigorous 
internationalism of French mid I 5th-century painting is apparent 

in one of its finest and best known works: an altarpiece (now 
dismembered) of which the central panel with the Annunciation p 283 (9) 
remains in the Eglise de la Madeleine in Aix-en-Provence. 

The Aix Annunciation presents us with a puzzling mixture of 
ingredients. The iconography-the setting of the scene in a church 
rather th:m in a chamber-is French. The figures of the Virgin 
and the angel, however, can only have been painted by someone 
familiar with the Annunciation of the Ghent Altarpiece. But the 
plasticity of these figures, the broken folds of their bulging dra
peries, the oblique angle from which we see the church interior-
these devices are constantly used by artists who had learned their 
trade in the circle of the Master of Flemalie or Roger van der 
Weyden. Lastly the complex perspective of the panel is con
structed by mathem~Hical rather than by empirical means, indi
cating knowledge of contemporary Italian art. Still, in the end the 
imaginative effort of a powerful artist fused everything, creating 
an original work of art in i(s own right. 

We do not know who painted the Aix Anmmciatiott, but it is 
hardly surprising that various candidates have been put forward; 
a Neapolitan inauenced by Jan van Eyck (some of whose pictures 
could be seen in Naples, we remember), a Fleming conversant 
with the style of Conrad Witz, a Fleming deeply impressed by the 
sculpture of Claus Sluter, a Frenchman working in the south of 
France in the circle of Rene of J\...njou. This kind of clever guess
work could be amusing if it did not betray an unhealthy and 
unhistorkal pre-occupation with nationality or race. Stylistic 
characteristics can be acquired; they do not constitute a kind of 
physiognomy which allows us to determine the ethnic origins of 
an artist. As far as the I 5th century is concerned V.Je must accept 
the fact that styles and masters were mobile and frequently crossed 
the so-c:1lled frontiers. 

In the case of the J\faster of the Aix Amzunciation Italian links 
had to be inferred from his style, but we know that Jean Fouquet 
visited Rome and Florence between 1443 and 1447. He was in 
fact the first northern painter who encountered and absorbed the 
fruits of the Florentine Quattrocento Renaissance, and the style 
resulting from his journey has aptly been described as 'a new 
equilibrium between the two extremes of Italian and Flemish art'. 

The dedication page of the most splendid manuscript attributed 
to Jean Fouquet, the Hours of Etienne Che1;alier, shows the owner p 282-3 
with his patron saint Stephen kneeling before the Madonna. (7, 10) 
Some fifty years earlier J acquemart de Hesdin had used the same 
iconographic scheme in a manuscript he decorated for Jean due 
de Berry. If we compare the two, we realise that the process of 
turning the illustration on the book page into a picture comparable 
to panel painting has now been completed. Fouquet's dedication 
picture can no longer be called a 'miniature'. The overt Italianism 
of his style is obvious. Pilasters, cornices, putti, garlands--all are 
pure classical motives. The oblique angle view-characteristic of 
earlier Flemish art--has been given up. Instead the scene is 
enacted on a box-stage conforming to the perspective rules laid 
down by Leone Battista Alberti. But there is still one amusing 
typically northern trait. Etienne Chevalier, kneeling in his 
palatial marble-clad room, is not actually in the presence of the 
Virgin: in his prayer he visualizes her in Heaven, and the painter 
has made his vision manifest for us. But the earthly and heavenly 
sphere are clearly distinguished. Heaven, like the churches of 
northern Europe, is built in the Gothic style, while the minister 
of Charles \'II inhabits an earth adorned with the latest refine-
ments of the new Renaissance architecture. No Italian would have 
used the two modes for these symbolic ends. 

The portrait of Guillaume Jouvenel des Ursins shows the same 
amalgamation of different elements. The pose of the sitter before 
:a prie-dieu belongs to Flemish art-the donor of Roger's Rolin 
Madonna comes to mind-but the background overladen with 
strange (and not correctly used) gilded classical detail must be 
made up from memories of the trip to Italy. 

It may not be chance that Fouquet is also the first French artist 
whose self-portrait has survived, a small circular enamel which 
may origL.1ally have been set in the ftame of one of his paintings. 
But it is noteworthy that this enamel must be described as a 
portrait all' antica, for the composition used by Fouquet--head and 
shoulders seen from the front and framed by a roundel--is a 



painter's adaptation of :;. well-known of Roman portrait 
sculpture, the ima;go c!ipeata. 

Fouquet's sensitivity to all the implications of ltali:1n Quattro
cento art was perhaps exceptional among his French contempo
raries. Most of them kept closer to the Flemish tradition even 
when they used a more methodical treatment of picture space, 
\Vl:-.dch they could orJy have learned from Italian sources. Gern;an 
artists of the period, as has already been said, surrendered com
pletely to the lessons of Flemish painting. The painter and scc1lptor 
Hans Multscher-his workshop was in UJm---followed the 
lv1aster of Flemalle so closely that training or at least a sojourn in 
the Netherlands seems likely in his case. The Pentecost panel of his 
iViedenvurzachAltar, dated 1437, is a rather robust example of the 
Flemish manner in a German guise. The lyricism of the 'Soft 
Style'-the German variant of the International Style-has gone. 
The figures have become dumpy and heavy. Multscher's Apostles 
have an air of earthiness-one is almo~;t inclined to say primi
tivism-not found in bis models which, after all, had sprung from 
the courtly art of Burgundy. Incidentally, the hexagonc1l colon
naded room in which the Apostles arc assembled reproduces a 
Sienesc Trecento model, which could hardly have reached 
Multscher directly but must have come to him through a Burgun
dian or Flemish intermediary. 

'Cry out art, cry out and complain' 

It is difficult to put a finger on the sources of another German 
painter, Lucas Moser. He is known to us through only one work, 
an altarpiece dated 1431 depicting the story of the Magdalen. 
This, the earliest surviving example of the Flemish manner on 
German soil, is astoundingly original, particularly in the handling 
of light. The journey of the saints on a raft silhouetted against the 
sun-drenched waves with their foamy crests is unique in European 
panel painting of the period. A comparable luminosity mighr be 
found only in the (somewhat earlier) miniatures of the Boucic::mt 
Master or in others attributed to Jan van Eyck. The delightful 
group asleep outside the city-gate shmvs an acute gift for obser
vation paired with th~ ability to render naturalistic details. 

The frame of the Tiefenbronn Altar bears with the painter's 
signature a famous much debated inscription: 'Cry out art, cry out 
and complain, for nobody wants you now.' This agonized plea can 
hardly be a piece of implied art criticism-either a grumble that 
the new style still has too few devotees or a lament for the passing 
of the 'Soft Style'-it can only be the disgruntled voice of an 
:.trtist who feels himself inadequately recompensed for his labours. 
It is well worth r'~membering that in Europe as a whole rhe qth 
century was not a time of general affluence, but of continuing 
economic stagnation. 

Reference has been made several tlmes to the cosmopolitan 
attitude of 15th-century artists and patrons. Conrad Witz has been 
called 'the greatest Swiss painter before Holbein', but he was born 
in Germany, lived in Constance while the Council was in session 
(1414-IS), settled in Bask: during the early thirties w·hen the town 
was fillc:d with clergy from all over Europe for another Council, 
and finally worked in Geneva for a French patron. His highly 
original art shov.·s traces of the study of both Jan van Eyck and 
the Master of Fbnalle. 

Tbe lidiraculotts Dra:tght qf FiJ·hes is part of an altarpiece which 
was commissioned in 1444 by the Bishop of Geneva. The land
scape with the mountains on the further shore ls an accurate 
portrayal of the view as "\Ve still see it from the Quai Montblanc. 
It is true that Jan van Eyck had painted 'red' prospects but the 
town and river behind the Chancellor Rolin cannot be identified 
for the scenery has been made up from many observations
all true by themselves-which have been assembled in order to 
convey an idea of the whole world. V?e would be mistaken if we 
regarded W'itz' view of Lake Geneva simply as an example of 
topographical art introduced to please a local patron. Jan van 
Eyck had used a painstaking realism to disguise symbolism, and 
Conra.d Witz had fully understood this essential quality ofEyckian 
mt. Tbe miracle, which took place on Lake Genesarcth, is made 
real and immediate to the people of Geneva by being enacted be
fore their own eyes. Witz, unlike so many of his contemprJr;,dec;, 
was not content with learning the mechanics of FletTJlsh pai11ting. 

He had penctr:tted the meaning of the new realism and expressed 
it in his own way. 

It is perhaps not surprising that neither Moser nor Witz left a 
'school' since their highly individual styles could not easily be 
learned or imitated. Moreover after the middle of the century 
Roger van der \~'eyden's influence became a.ll-pervadlng. It was 
clairned by a rGth-ccntury author that :tviartin Schongaucr, the 
leading German master from about 146rJ until his death in 1491, 
had actually been his pupil. This is not impossible, though there 
are difficulties over dates. In any case, the suggestion is telling, 
for Schongauer's art-he was an engraver in the first place and 
only one painting of his is known today-is permeated with the 
flavour of Roger's style. There is also one document, particularly 
precious to the historian, \\·hich witnesses his contact with one of 
Van der Weyden's main "\Vor:ks. Schongauer dreV.' the Christ of 
the Beaunc Last Judgment, and the drawing came later into the 
possession of Di.irer who proudly noted the author's name on it. 

Humanism: Italy's Cultural Export 

Schongauer v;/as influential not only because of the high quality 
of his prints but even more because engravings are an .ideal medi
urn fat the dio.semin3tion of a popular style. His standing was 
such that in 1493 Durer, at the end of his training in Nuremberg, 
set out to meet him. He arrived in Colmar just too late, for Schon
gauer had died a few months previously, and Durer turned to 
Basle, one of the centres of German humanism and publishing. 
The change of plan, though occasioned by the engraver's death, 
is of considerable historical significance. With Martin Schongauer, 
the last great representative of the Roger School had gone. The 
new generation, to which Durer belonged, once again sought 
inspiration from humanism and from the general cultural move
ment ofw.bich humanism forms a part: the Italian Renaissance. 

This does not mean that there was a sudden general change in 
the arts. Many masters and their customers remained satisfied 
with well-established habits, and some workshops went on well 
into the I 6th century happily using a retarded style. The fact that 
advanced taste and fashion demanded something else from paint
ing-and by now aiso from sculpture and architecture-must be 
seen as forming part of a wider cultural pattern. After the middle 
of the century people at the French and English courts and in the 
big commercial centres of south Germany took a growing inter
est in the 'New Learning', in literature, historiography, philoso
phy and art as they were practised in Italy. 

Certainly these countries had political and ecomomic ties with 
the south. Students went to Bologna, Padua and other famous 
Italian universities. Ecclesiastics of all ranks went to Rome. But 
it is at least doubtful whether a taste for Renaissance art and archi
tecture would ever have crossed the Alps ifitaly's most important 
cultural export had not preceeded it: humanism. Italian scholars 
taught in Paris by the middle of the r 5th century, in England they 
held secretarial positions with Henry vii, they visited the German 
centres of learning. A dean of Lincoln was inspired by his Italian 
friends to write rather dull Latin poetry and English publishers 
printed not only medieval romances but also Aristotle's Ethics in 
the Latin translation of Leonardo Bruni. Durer and Holbein ·were 
conrcmpor:1.ries of Lefevre d'Etaples, John Colet and Erasmus. 
All tltis, however, does not mean that some Zeitgeist touched all 
these men with his mysterious wand. The humanists, in reviving 
classical letters, concerned themselves with the rules of moral 
conduct they found enshrined in ancient literature. Leone Bat
tista ..i'l.lberti wrote not only about architecture, painting and sculp
ture but also a treatise Della Famiglia. These books are not the 
unrel<cted exercises of a dilettante; they share a common outlook. 
The exemplary character of classical art was seen not just in its 
aesthetic qu<;lities, but-like that of literature-in its moral es
sence, or rather, with a truly Platonic spirit, in both. 

The consequences of this outlook were profound. Vasari (a 
much better historian than detail-obsessed art historians are will
ing to admit) put the case for the early Renaissance clearly when 
he said that Masaccio had returned to nature, Brunelleschl to 
classi:::al models, while Donatello held the balance benveen the 
imitators of natu.re and the followers of ancient art. He went on 
to argue that the perfection of the High Ren<tissance was only 



Cba!!ibord, begun in TJif}; tht: 1?/mz (frJtll DI!:Ce~teau'.r ·'Les plus 
e.<:ce!lents BastitlJeJltJ· de r"'rance', I J76) .d10lJ!J tbe medieval features of a 
square keep ~~·itb rang.;s of lmYer hmidings, all tJJitb comer tmnrs and 
sttrro:mded by a moat. The i11jii!ence of the original Italian designer 
remains on[y in the Greek-cross division of the keep, each comer forming 
a suile of om large and t2110 st;;a//er rooms and a closet. ( J) 

reached when rule a:1d order, learned from classical monuments, 
had been applied to all the arts. Rule and order, it should be noted, 
are moral as well as aesthetic qualities. 

For obvious reasons this Italian pattern could not be repeated 
in the north. Moreover, there was a fundamental difference be
tween the northern Renaissance of the I 5th and that of the I 6th 
century. The masters of the former had been content with the 
adoption of the pictorial means offered by Italian Trecento paint
ing, and the process of absorption had been painless. But by the 
late 15th century, when a new wave of Italianism reached the 
north, Petrarch's seeds had yielded a rich harvest, and now the 
acceptance of the Renaissance meant more than the adaptation of 
Italian or antique forms. It implied the acceptance of a philosophy 
of life which had to be expressed in a classical langu:1ge. In the 
dift"crent social and cultural context of the northern countries 
this was by no meam: easy :cmd the resulting clash was often bound 
to be painful. Nor can we expect patrons and artists to compre
hend at once the lessons learned from the south. 

Architecture and the Roman Heritage 

Of all the arts architecture proved to be the most conservative and 
at the sarne time, by a seeming paradox, also the one most sus
ceptible to the frills of an extrinsic Renaissance. There were good 
reasons for resistance to any fundamental change. Architecture is 
conservative by nature because buildings have to satisfy needs 
deeply rooted in the social habits of people. Lay-out and appear
ance of buildings cannot be changed overnight for the sake of a 
new fashion. As far as Renaissance forms were concerned pat
rons and builders in France, England and Germany were also 
faced with a more specific problem. Brunclleschi, Alberti and 
their followers had wished to revive classical architecture which 
they considered their country's heritage. The situation in north
ern Europe was entirely different. Though some northern 
countries had once formed part of the Rom:1n Empire, only 
southern France could boast substantial Rom~.n remains, and 
without imposing ruins there was no feeling for any binding tra
dit;on. Moreover the Renaissance is a learned style, demanding 
from its practltioner> acquaintance with both the monuments and 
the theory of antiquity. But Vitruvius' Ten Book.r Oil Architecture 
did not become av;c,_ilable in French until I 54 7 and in German 
untll a year later. As to Renaissance theory, Alberti's De re aedifi
catoria was first pubJjshed in 148 5 in an unillustrated edition \Yhich 
would hardly have helped 211 uninitiated student. A French edi
tion appeared in I 55 3, but England had to wait for Leoni's trans
lation of 1726. By the middle of the r6th century, however, a taste 

for Renaissance architecture had been escablished and the Italian 
theoreticians of the day \vere eagerly studied on the other side of 
the Alps. Serllo's Re.f!p!e J!,et!Crali di architettura of r 53 7 came out in 
a Dutch edition only two years later; a German translation fol
lowed in 1 5 42, a French one in I 54 5. Vignola's Re::~ole de!!i cinque 
ordini became by far the most popular of such treatises and was 
translated into many European languages. By the second half of 
the r6th century authors in northern Europe had become well 
enough acquainted with the new m:>.terial and published their own 
treatises, as for example Ducerceau (Lit we d' Architecture, I 5 5 5) 
Vredeman de Fries (Architectura, 1565), Wendel Dietterlin (Archi
tectura tJ0'1 AttJStheiltmp, ... der fiinff Sez.t!en, 1593) and John ShGtc 
( Tbe Fir.rt a!ld chief grottttdes of architecture, I 5 G 3 ). 

Since systematic studies began late, Ren:1issance architecture 
when it first appeared in France, Germany and England, \vas 
little more than a novel form of decoration for basically Gothic 
structures. Moreover at first these embellishments could only be 
executed by imported craftsmen working for a class of patron \vho 
could ai:Tord costly extravaganzas. 

'Extrinsic Renaissance' in France 
France had closer political ties than her neighbours with Italy but 
the transalpine invasions of Charles VIII, Louis XII and Fran
~ois Ier produced as a direct result a reverse invasion of France by 
Italian taste.l'1s early as 1475 Francesco Laurana had been employ
ed by Rene of Anjou. Fra Giocondo and Giuliano da Sangallo 
\Yere in France about the turn of the century. Leonardo accom
panied Fran~ois Ier back to France in r 517 and lived for two years 
until his death in I 519 near Amboise. Primaticcio and Rosso were 
the two leading masters working at Fontainebleau, and Serlio as 
well as Vignola paid visits during the early 4os of the 16th century. 

The Chateau de Gaillon in Normandy,, built for Cardinal 
Georges d'Amboise from 1501 onward, is one of the earliest and 
most characteristic examples of an extrinsic Renaissance. Italian 
craftsmen arrived on the scene only when the basic structure--a 
sturdy medieval castle-had gone up, and they were responsible 
among many other things for the decoration of the main entrance 
gate. The classical details, correct in themselves and rather fine, 
look strangely inappropriate between the two hefty corner tur
rets. In England we find the same thing happening at Hampton 
Court, begun by Cardinal Wolsey in I 514· Italian artists helped 
with the decoration and Giovanni da Maiano, a Florentine, made 
the terracotta roundels with the heads of Roman emperors sur
rounded by wreaths which adorn the gateway of this late GothJc 
English country-house. 

The persistence of habits in architecture can best be seen at J f 
Chambord. Though the building was designed about I 519 for p 176-7 
Fran~ois Ier by an Italian from the school of Giuliano da Sangallo (3 3, 34) 
the plans were modified during execution by French masons and 
today we see an essentially medieval castle--keep, corner towers 
and all, decked out with rather bizarre das5ical details invading 
the tall gables, chimney pots and roof balmtrades. The result is 
rather uncomfortable, a rich confection ideally suited for the 
garish spectacle pf Son et Lmniere, but hardly in keeping with the 
purer classical style expected in the age of Bramante. Henry VIII, 
not to be outdone by Fran~ois Ier, may have wanted to build None- p z6z 
such Palace, begun in 15 38, in competition with Chambord. The (3o) 
building, completed only after the king's death, was destroyed 
in the 17th century, and is known to us only from drawings, on 
which it appears as an exotic and vulgar mixture of French, Ita-
lian and English elements. 

The Second Wave 

A purer classicism became possible in France after about I 5 40 
\V hen architects with a thorough understanding of the Renais-
sance took over. Philibert de l'Orme as a young man had spent 
three years in Rome, moving in artistic and humanist circles. 
There he met Cardinal du Bellay through whom after his return 
he was introduced to the Dauphin (later Henri II) and Diane de 
Poitiers for whom between I 547 and r 5 52 he built the Chateau of p 294 
Anet. Little of it survives today but the entrance (now in the (38) 
courtyard of the Ecole des Beaux-Arts, Paris) shows a fundamen-· 
tal change from Gaillon or the Porte Don~e at Fontainebleau. 

311 



Philibert de l'Orme uses three classical orders, superimposed and 
in a proper context, with carefully blanced proportions. Yet the 
function of this entrance gate is in no way sacrificed to the de-

P 191 mands of style. In 1568 Philibert published a treatise, Le preJJJier 
(I2) tome de !'architecture, which is naturally modelled on Vitruvius and 

Alberti. But \Vith the latter the French author shares a truly hu
manist concern with the moral problems facing the architect. 
Comfort, convenience and advantage of the inhabitants are more 
important than decoration, beauty and richness of houses, 
which should be built for the 'health and life of men'. 

Pierre Lescot, de l'Orme's contemporary, may not have gone 
to Rome, but he was familiar with current architectural literature 
and with the monumental Roman remains of southern France, 

p 29 5 In I 5 46 he was commissioned with the rebuilding of the Louvre. 
(39) In looking at Lescot's work we are struck by a curious paradox. 

The classical detail is correct and in itself of some considerable 
refinement. But there is rather too much of it-it is as if Lescot 
had wanted to employ everything be had ever learned-so that this 
magnificent fas:ade looks like a rich display in front of a building, 
rather than an organic part of it. 

It is interesting to compare Lescot's Louvre with a building 
erected by an Italian working in France, Sebastiana Serlio's cha
teau of Ancy-le-Franc begun also in I 5 46. If Lescot did his utmost 
to give the royal palace an Italian appearance, Serlio took care to 
assimilate himself. The high roof, the corner towers, though re
lieved by pilasters and cornices, the shallow relief of the sparse 
decorations-they all accord with native traditions. On the other 
hand architectural details, the niches between the windows and 
the open bays on the ground floor, are derived from Italian 
models. But all in all Ancy-le-Franc is an Italianate rather than 
an Italian building. 

After Henry VIII had broken with Rome in I 5 34, cultural con
tacts between England and Italy became for a time tenuous and 
the main inspiration of Renaissance forms came through books 
or from France-that is at one remove. The Gate of Virtue at Caius 
College, Cambridge, put up during the sixties by the founder who 
in his youth had studied in Padua, derives from a design ofSerlio's. 

Serlio and French architecture also inspired to some extent the 
finest and most original example of Elizabethan architecture, 
Longleat House, built by its owner Sir John Thynne with the 
help of his master mason Robert Smythson. Thynne knew France 
well; moreover when he began Longleat he had already some 
building experience. Astonishing refinement of all architectural 
details, symmetry and restraint make Longleat House outstanding. 
'It represents', as Sir John Summerson has said, 'as no other 
building does, the momentary "High Renaissance" of our archi
tecture.' Nevertheless Thynne applied Renaissance principles to 
an essentially English house and he did not put up an Italian villa. 
Indeed the deeper understanding ofi tali an Renaissance architecture 
came to England only with Inigo Jones in the early nth century. 

The pattern was very much the same in the Netherlands and in 
Germany . .i\n Italian architect from Bologna rebuilt Breda Castle 
in Holland during the I 5 3os. Antwerp Town Hall by Franz Floris, 
built between 1561 and I565 combines elegant Italian motifs 
with many reminiscences of the northern tradition and the wing 
which the Elector Otto Heinrich added to Heidelberg Castle at 
about the same time is remarkable rather for picturesque ag
glomeration of Renaissance elements than for their rational 
application. 

Much northern Renaissance architecture looks incongruosus 
and downright ugly because its style is inflated and pompous. 
Architects (or more often their exacting patrons) made the same 
mistake as Monsieur Jourdain in a comparable situation: they 
aimed beyond their station by using an idiom which they had not 
mastered. They covered all available surfaces with ornaments 
culled from prints and books without comprehending the princi
ples of classical or Renaissance structure. Only where these 
decorations were employed on a smaller scale-on Holbein's 
design for a chimney piece, now in the British Museum, or on the 
carved screen of King's College Chapel, Cambridge can we 
appreciate the weird combination of fine craftsmanship and un
bridled imagination. This love for elaborate decoration remains 
essentially Gothic in character. 
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Long/eat-from the plan of ibc grotmd .floor IZOIIJ at Hatfield. W"boez;er 
JJ/as respomible for the de.rign, this building wc?s unique in Eli>i_abethan 
England for its classically-injlumced symmetty. The traditio;za/ English 
courtyard house looked im~·ards for safety a:zd convenience; Long/eat ZPas 
entirely extrOlJert with uniform, shallOJv bay-window units (derived 
probably front Somerset !-louse) on all fo:tr sides. The Long Gallery on 
the first fhor r:m /l1r length of tbe north side. ( 6) 

The Transition in Sculpture 
In fact, all over northern Europe a strong Gothic tradition 
survived well into the 16th century alongside the experiments 
with the new style. In the end sculptors found it easier to come to 
terms with the Renaissance, for they had to change less than the 
architects. Moreover two circumstances came to their aid: im
ported Italian masters set up examples which could be studied, 
and young northern sculptors went to Italy to learn about the 
Renaissance. They brought back prints, medals, plaqucttes and 
small bronzes, which were carried north also by connoisseurs. 

The transition from late Gothic to Renaissance sculpture is 
particularly striking in France. Michel Colombe's relief with St 
George and the Dragon dates from I 5 09 and was carved for the altar 
of the chapel at Gaillon. The picturesque and detailed landscape 
background, the variations in the scale of the figures, the dragon 
looking like a medieval beast, and the bold carving derive directly 
from the conventions of Gothic art. The marble frame, however, 
with its faultless grotesques seems curiously out of key with 
Colombe's style; it was supplied by a migrant Italian sculptor. 

When Fran~ois Jcr commissioned in I 5 I 5 the tomb of Louis XII 
at St-Denis he employed two Italian artists who had settled in 
France, Antonio and Giovanni Giusti. The elaborate mausoleurn 
with the kneellng figures on top, the gisants under an arcade sur
rounded by the Apostles, and the figures of Virtues at the four 
corners betray both in style and iconography a mixture of French 
Gothic and Italian Renaissance elements, though the latter come 
out more strongly. Torrigiani's almost contemporary tomb of 
Henry v!I in Westminster Abbey is a parallel case in every 
respect. The monument is modelled on previous royal tombs in 
the Abbey, the figures of king and queen combine classical 
dignity with Gothic precision of line, but the angels at the corners 
of the sarcoph2.gus are full-blooded Italian putti. 

But the subsequent developments in France and England were 
different. The French kings had their favourite residence at Fon
tainebleau where Rosso Fiorentino, Primaticcio and Niccolo 
del' Abbate worked. The royal collection of Itallan paintings was 
housed there, and in I 5 40 Primaticcio brought from Rome plaster 
casts of the most celebrated antiques-the Belvedere Apollo, the 
Laocoon, the Ariadne and others-which were cast in bronze and 
shown together with replicas of some r6th··century Italian sculp
tures. Benvenuto Cellini was a much admired if troublesome guest 
between I 540 and I 545 while he made, among a number of less 
spectacular things, the famous salt-cellar for Fran~ois Icr (now in 
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in ~Vorthern Europe 

Vienna). We know from Cellini's autobiography that French 
artists collaborated \vith their Italian colleagues and both Goujon 
and Pilon formed their style in such surroundings. 

An elegant court style resulted from these contacts, and it 1s 
characteristic that un:il recently Goujon's name was attached to a 
piece of sculpture which shows the influence of Primaticcio and 
Cellini so clearly, that it has also been attributed to the latter: the 

p I75 Diana of Anet. Goujon's documented works from the late forties 
(z6) and fifties add to influence from Italian Mannerism yet another 

p I75 element, a real feeling for the use of clinging draperies which must 
(z7-3o) have been learned from classical sculpture. Within the limited 

range of the decorative relief Goujon emerges as a sensitive and 
sophisticated artist. 

Germain Pilon, on the other hand, was one of the greatest 
masters of the northern Renaissance, bringing insight and origi
nality to his tasks. During the sixties he collaborated with Pri
maticcio on the tomb of Henry II and Catherine de' Medici at 
St-Denis. The monument follows the long established tradition of 
French royal tombs, but Pilon has gone a long way even from the 
Giusti tomb of Louis XII. The unmistakable Renaissance 
appearance is not simply due to the design, which in any case was 
Primaticcio's. It rather rests on the free handling of the figures. 
The four Virtues at the corners of the structure have classical 
poise and dignity, while the kneeling figures of king and queen 
are rendered with full understanding of their organic structure. 
Pilon avoided the Mannerist temptation to make the poses com
plex or striking, and the simplicity of posture is matched by the 
unaffected use of bronze. 

Pilon's irnaginative power is seen at its best in a marble which 
seems inspired by Michelangelo's Risen Christ in Sta Maria sopra 
Minerva, of which a cast was to be seen at Fontainebleau. The 

p 174 French sculptor's ChriJ't belongs to a Resurrection which was 
(zz) destined for the (never completed) Valois mausoleum at St-Denis. 

Expressive gestures, emotional intensity and a real grasp of the 
principles of classical sculpture make this work intensely moving. 
It belongs to that rare moment during which an artist of genius 
transformed his native tradition in the light of knowledge gained 
from a different sphere. 

By the side of France, English sculpture of the 16th century 
presents a sorry spectacle. Court patronage was lacking and with 
the dissolution of the monasteries and the Reformation the Church 
too ceased to be an efrective patron. Hence (soon after Torrigiani's 
visit in the second decade of the century) it became unprofitable 
for foreign artists to come to England. Native sculptors continued 
to turn out funerary monuments, but they neither succeeded in 
keepi.flg alive a Gothk tradition, nor did they manage more than 
a superficial application of Renaissance decoration. The tomb of 
the first Lord Marney, dating from about I 5 30, may stand here as 
a typical example. 

The last Flowering of Gothic 
While German painters during the latter part of the I 5th century 
rarely ros,-c above dull mediocrity, sculptors hardly had their 
equals anywhere north of the Alps. Elaborate carved wooden 
altarpieces, sometimes further enriched by painted wings, were 
one of their notable contributions, and Veit Stoss made between 
J477 and 1488 for StMary's Church in Cracow the most monu
mental of them. With its predella and lofty finials it is some thirty 

p 300 feet high. The Death of the Virgin in the central shrine has rare 
(55) dramatic power, and the drama is expressed not only through 

highly individual heads of the Apostles but also by billowing 
draperies which have a dynamic impetus of their own. Tilman 

p 300 Riemer;.schneider's Cre._glingen Altar, completed some twemy years 
(54) later, is more lyrical in mood, but still testifies to the lasting 

appeal of this type of altar. In this case, however, there is a 
significant innovation: no paint or gilding is applied to the 
carved figures, and the intricate pattern of light and shade weaving 
over them enhances their sculptural quality. Nevertheless, Rie
menschneider was not familiar with the ideals of the Italian 

p 300 Renaissance. The chnming stone figures of Adam and EL•e from 
(57, 53) the porch of a chapel show nothing of the interest in the organic 

structure of the human body which characterizes Italian sculpture 
since Donatello. They seem insubstantial and linear, and typi-

cally Gothic swaying movement uncontrolled by their own will. 
Choir stalls were another task allowing German sculptors to 

exercise their skill and inventiveness. Those of Olm Cathedral 
were completed by Jorg Syrlin in 1474. The bench ends are 
adorned \Vith busts of sibyls and classical sages which are remark
able for their subtle psychological differentiation. The complex 
iconographic programme must have been devised by some local 
scholar, but Syrlin's formal idiom remains Gothic. 

The same is true of Syrlin's great contemporary the Dutchman 
Nicolaus Gerhaert, whose art harks back to Claus Sluter. A sand-
stone Cmciftx of his in the Old Cemetery at Baden-Baden is p 300 

signed and dated I 467. The meticulous rendering of the tormented (56) 
body of Christ is mitigated by restraint and dignity. The head is 
individual, yet the expression of suffering is raised to the level of 
the unhrersal. Gerhaert's insistence on individuality is something 
new, and it is hardly surprising that the heads of a Prophet and 
Sybil at Strasbourg, have been taken for the portraits of some 
local nobleman and his mistress. 

Gerhaert, Stoss, Riemenschneider and others exercised a. 
powerful influence well into the I6th century. Hans Leinberger's 
magnificent StGeorge of about I525 shows, however, that the p 301 
Gothic tradition did in the end clash with the Renaissance. The ( 6 3) 
deliberately ornamental treatment of the draperies and the broken 
contour are in striking contrast to the well understood contra-
posto and the organic articulation of the figure of the saint. 

Still, in Germany the Renaissance hardly left its mark on 
monumental sculpture. The lasting taste for Gothic apart, there 
were no princes who (like the kings of France) could afford to 
employ good Italian artists. The Emperor Maximilian dreamt of 
the ideals of medieval knighthood, and at the same time wanted 
to be a patron with a contemporary taste. Yet he had to content 
himself with a Triumphal Arch on paper---woodcuts made to 
Durer's design-and his gigantic tomb was never completed. He 
wished his effigy to be surrounded by his Hapsburg ancestors 
with their patron saints, in all about a hundred bronze statues, of p 204-5 
which only twenty-three were finished. Though they were de- (19) 
signed by various masters, they have certain characteristics in 
common: while forcefully modelled, these figures retain a good 
deal of the Gothic love for flowing decorative lines and rich 
broken-up surfaces. Hans Leinberger's Albrecht IV and Peter 
Vischer the Elder's King Arthur are among the most distinguished. 

italianate Bronzes 
Though patronage on a large scale was lacking, the much trav-
elled and sophisticated merchants of the big international trading 
centres, notably those of Nuremberg and Augsburg, developed a 
taste for medals, plaquettes and small bronzes all' antic a which had 
to be satisfied by native artists. The flourishing bronze foundry of 
the Vischers in Nuremberg became one of the centres for pro
ducing this new art. When Peter the Elder designed the Shrine of 
St Sebald his idiom was still Gothic, but his two sons were to add 
ornamental details picked up abroad. Hermann, the elder son, 
went to Rome in I 5 I 5 'for the sake of art', and Peter the Younger 
must have been familiar with north Italian bronze work. His 
Inkzvell zvith the figure of Vanitas belongs to the precious world of p 301 
humanist art in which iconographic subtleties were treasured as (61) 
much as a classicizing style and exquisite workmanship. 

We meet this ltalianizing mode also in the art of Peter Plotner. 
After working for the Fuggers in Augsburg he went to Italy and 
settled in Nuremberg in 15 zz, visiting the south once more at the 
end of the decade. The Apollo Fountain of 15 32 at Nuremberg has p 301 
been attributed to him. The motive of Apollo shooting an arrow (59) 
was probably derived from an Italian engraving and, in the last 
resort, it should be traced back to the Belvedere Apollo. Yet Plot-
ner's Apollo is not a copy but the sensitive rendering of a typical 
Renaissance theme. The nude human figure is shown in a pose 
which guarantees the utmost formal restraint. 

In -'•c1gsburg the Fuggers made their family chapel, which was 
begun in I 5 TO and consecrated in I 5 I 8, into one of the first and 
most resplendent examples of Renaissance decoration in Germany. 
Little of this remains today, but the altar group of the Dead Christ 
.supported by the Virgin and St John is remarkable for its stately 
rhythm, equipoise and symmetry. Its authorship is uncertain, but 
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whoever made it must have been familiar with north Italian 
sculpture. The bronze screen of the chapel came from the Vischer 
foundry :md was completed only in 1 5 40. The reliefs in the 
lunettes are among the most Italianate of the north. 

The dichotomy running through German sculpture of the first 
half of the 16th century is most obvio,Js in the work of Conrad 
Mdt . .Ivfaximilian's daughter, Margaret of Austri:1, made bim her 
court sculptor and during the late I 5 2os he was in charge of the 
dccontion of her burial chapel at Brou. The tombs of Margaret 
and her husband Philibert follow Gothic, and more specifically 
Burgundian, tradition. But Meit was at his best in small boxwood 
statuettes, emulating bronze. His female figures such as Ez•e or 
j:idilb have a sensuous charm which shows how freely a northern 
artist could treat the nude. 

The comparative scarcity of proper Renais~;ance sculpture in 
the north was aLo due to the ab~;ence of that all-pervading classi
cal tradition \vhich served Italian artists a·> a constant guide. 
:tviorcover the taste for the 'modern' idiom came \Vithout much 
warn.ing so that sculptors going straight from Gothic to the High 
Renai:;:;ance had to rniss the artistic development which between 
Giovanni Pisano and Verrocchio had transformed the nature of 
Italian sculpture. It is therefore excusable that some tell back on 
outmoded Quattrocento models, ~ts for example the unknown 
Nuremberg master who about I 55 o made the charming bronze of 
a Christ Child Blessirz::,_ now in the Victoria and Albert Museum, 
London, while others found the step from Gotrjc to 1\Jannerism 
easier, as we suspect when looking at Conrad Meit's }ttdith. 

The Challenge to Painting 
Painters too lacked almost everything which durlng the latter 
part of the r 5th century had prepared the way for the 'classic art' 
of the early Cinquecento. \Vhile still working with the formulae of 
Flemish realism they were abruptly faced ·with an infinitely more 
complex and demanding style. A small number, who had sensi
bility and intelligence, survived the challenge, but for many it 
brought disaster since through lack of understanding they 
produced a hybrid-and often repellent--style. 

English and French painting of the first half of the 16th cen
tury were poks apart. In France the School of Fontainebleau with 
its outstanding Italian masters created works of the J:-jghest quality 
and guaranteed the undisputed victory of Italian taste. Only in 
portraiture do we find for a time the continuance of northern 
traditions, as in the picture of Louis Xll attributed to Jean Perreal 
or in the Man zJJith a Petrarch perhaps by Jean Clouet, who may 
have been a Fleming. Jean's son Fran~ois, however, made fash
ionable an Italian, and more specificially Florentine, type of 
portrait, exemplified by his Charles I X. 

England, on tbe other hand, became familiar with Renaissance 
painting only through intermediaries who, with the exception of 
Holbein (who will be discussed in a different context) were in
ferior artists. T\vo characteristic examples will suffice. Guillim 
Scrots-court painter to Henry VIII-was a Netherlander who 
portrayed the English nobility in a fiat and dull imitation of the 
grand Italian manner. Hans Eworth came to England from Ant
werp where he had been born and trained; his Queen Elizabeth 
confoutzdit{f!, }tmo, Minerva and Ventts of I 5 69 is a piece of flattery-
the Queen of England assumes the role of Paris but keeps the 
apple for herself--painted with faint echoes of the School of 
Fontainebleau. In short, the aspect of Tudor and Elizabethan 
p~1inting is as depressing as that of the sculpture of the same period, 
the miniatures of Nicholas Hilliard being perhaps the sole excep
tion. In their own way these too reflect Italian art but again as 
transmitted by France where Hilliard stayed during the late se
venties. His treatise The Art of Limning is deeply indebted to Ital
ian sources from Alberti to Lommazzo. 

\Vhile France enjoyed a colony of Italian painters on her own 
:;oil and England had to be content with feeble camp-follmn.:rs of 
Flemish origin the artistic scene in the Netherlands and in Ger
many was far more varied. Certainly nothing could compare with 
the School of Fontaineblea~1 and some cf the painting was hardly 
better tban in England. Yet apart from thooe who imitated super
ficial details and achieved no more than an extrinsic Renaissance 
there 'I.Vere a few great masters with a deeper understanding who 

Art and ArHris 

joined innovation to tradition and thus created a style of thelr 
own. Besides there was m<.Kh fine painting which falls into nei
ther of these c~tegories. In painting, as .in sculpture, the hcc 
Gothic trc1ditlon was still vigorous, coming in fact to a triumphant 
climax during the second decade of the 16th century in Gri.ine-
wald's lsenheiw Altar. _Moreover, some painters with a particular p 292--3 
interest in the poetry of landscape founded a new genre which at (3 3) 
the time was without parallel elsewhere. 

The Gothic tradition is particularly noticeable in the graphic 
arts in which the Germam: had alsvays been more original than in 
painting. Di.irer's early woodcuts-the .Apoca(ypse and the Great /? 
Pa_rsiM for example--should be set in this context. Though he in
troduced technic?.! refineme:tLi, the linear treatment of his prints, 
rhe interest in rich fold patterns, the carefully observed deuils and 
the preference for strong facial expression clearly indicate the 
traditiond roots of his graphic style, and we should remember 
that as a young man he had greatly admired Martin Schongauer. 
But with Durer this V,'as a passing phase and he ·worked his way 
to a fuller comprehension of the Remtissance than any of h.i.:i 
contemporaries. 

The World of Matthias Grunewald 
1fattbias Griinewald (whose real name was Mathis Ncith:udt 
Gothardt), on the other hand, ignored or rejected the Renaissance, 
though there are occasional indications in his treatment and use of 
colour suggesting that he may have known something of Vene
tian art. Strangely enough, his principal work, the folding altar 
for the Anthonite Hospital in lsenheim (Alsacc) was commi:,:::ion
ed by the two Italian heads of this institution and for one of the 
panels Gri'tnewalcl used an Italian popular print as a model. Nev
ertheless, the gruesome Crucifixion is wholly northern and merli
eval in concept. It is not a narrative representation of the scene 
on Golgotha but a symbolic rendering of its mystic meaning, and 
this is made clear through the gigantic figure of the Baptist as well 
as by inscriptions. The tormented body of Christ with its over
powering suggestion of agony has no parallels in Renaissance art 
and stems from a much older German line of ancestors. One of 
the wings shows the Tefltj?lation of St Anthor.y set in the tangle of 
some northern forest haunted by beasts which bring to mind 
Grunewald's equally 'medieval' contemporary Hieronymus 
Bosch. A later work, the Meeting of St Brast11us and St Mauritiu.r is p 302 

an ~llegorical porwdt since St Erasmus bears the features of (65) 
Grunewald's patron Cardinal Albrecht of Brandenburg. The rich 
glow of colour, the fascimtion with the difference in texture of 
the brocade of the Cardinal's chasuble and the martyred knight's 
armour may remind us of the preoccupBtions of Venetian painters 
of the same period. In every other respect however the picture 
belongs to a world which is fundamentally different from that of 
the Renaissance. 

Griinewald was not a lonely and misunderstood 'reactionary'; 
in fact, many of his contemporaries must have found it easier to 
come to terms with 1-J.s art than with that of Durer. Even in Augs
burg-a town which maintained close ties \Vith Italy---Hans Hol
bein the Elder went on working in an essentially tn~ditional man-
ner. The Flagellation from an altarpiece of I 5 02 contains one p 291 

archaeologically interesting detail: the column to which Christ (3 r) 
has been tied. But the spidery figures with their angular move-
ments and the almost caricatured heads belong to a late Gothic 
imagination. The ~Martyrdom of St Sebastian, painted over a demde 
later, makes one concession to the new taste: the painter now 
uses a strictly symmetrical composition. The Christ in the Tomb p 29 3 
which hJs son and pupil Hans Holbein the Y oungcr painted in (3 5) 
I 52 I still maintains a relentless realism lacking in all restraints. It 
is wrong to complain in this case about an alleged lack of 'spiri
tuality'. The tragic power of this image springs from the strict 
appHcation of a principle of late Gothic art: the beholder is shown 
the agony of Christ in all its physical horror. This brings the young 
Holbein near to Grune\v::dd though his personal style is different. 

Another painter who must be mentioned in this context is the 
Amtrian Michael Pacher (who was also active as sculptor). 
Though he seems to have been familiar with ~hntegna's methods 
of constructing pictorial space, his figure treatment and his love 
for expressive distortions remain essentially Gothic. The Raising 
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p 292. of Lazarus at St Wolfgang contains a few ItalianiL:ing details and 
(F) the extreme fore:,hortcning of the tomb with Lazarus is again 

reminiscent of Renai!;sance interests, hut the figure of Christ has 
its nearest relatives in German wood-carvings. 

p Z97 
(46, 47) 

The Beginning of Lcmdscope 

Be::ides the m".:;ters jast b;·idly discussed there were many others 
of great ability \Vorklng in a sirnilar vein, but German artists of 
the early 16th centmy 1:12dc their moot notable wntribution in 
landscape painting. The origins of the ne-w genre arc still not fully 
:nvestigated but it em be said that Lucas Cranach and Albrecht 
Altdorfer were among the flrst and pre-eminent in this field. Cra
nach cime to Vienna :ln his late twenties soon after I 5 oo and paint
ed pictures with rom,wtic landscape settings. Previously a high 
view-point had given to landscape the character of a backd:op, 
but Cranach-Eor example, in the St Jemwe itt the IV'ild;;mess
lowerc:d the view-point so that the beholder feels himself dra';.'n 
into the landsc:cpe. Iv[oreover the scenery has a particular charm 
since it is familiar; his Rest on the Flight to Egypt shows the Holy 
Family in a German forest clearing, dominated by a giant fir tree 
overgrown \Vith moss. 

Albrecht Altdorfu: a few years later p;linted the same subject, 
setting it in the Danube valley which he knew well. He added one 
piece of fancy, the ,,plendid Renaissance fountain in which the 
little angels take a dip, but this blends \vdl with the sunlit hnd
sclpe. Altdorfer also made pure landscape drawings, as Leonardo 
h9.d done, and unlike: any Italian of his time he paimed 'land
scapes without figures' which must have been made for discern
ing connoisseurs since they are small in scak and painted \l. ii:h 
great skill on parchment. 

The somewhat later landsnpes of Picter Bruegel-who is best 
known for bs pictures of peasant life-are a greater puzzle. He 
visited France and Italy during the 1 5 5o~, but his paintings show 
no tr~,ce of Italian int1uence. \Vhen he painted the seasons, his 
concern was not \Vith man's changing occupations, but with fields, 
hills, atmosphere and light, all of which he conveyed with 
unsurpas:;cd imagination and skill. 

But the majority of northern 16th-century painters tried to 
emulate the Italian Renaissance. Quentin Massys, while remain
ing faithful to the traditions of Flemish art, nevertheless introduc
ed borrO\ved decorat[ve motifs into his portraits and altarpieces. 
The Ki;;:.;·.hip qf the 1-.loly Fami~y (1 509) di5phys a characteristic 
example of fanta.stic ~:rchitecture, most likely copied from an Ita
lian print. There is also evidence that Massys knew about the art 
of Leonardo, but he changed his style less than did those who 
through visits to Italy were completely re-educated. 

Jan Gossaert (called Mabuse after his birthplace) was in Rome 
in 15 o8-9 with a patron who wanted to have dra\vings after anti
quities. Jan van Scorel stayed in Venice on a pilgrimage to the 
Holy Land, and during the short pontificate of the Dutchman 
Hadrian VI he was in charge of the Vatican collection of anti
quities. Maerten van Heemskerck spent the early thirties in Rome 
filling his sketchbooks with drawings of classical remains. Of 
German painters Bu::gkmair and Holbein had personal knowl
edge of north Italian art, and Durer went twice to Venice. 

For Mabuse's art ,:he results of his Italian studies and of suc
cumbing to the new ta.ste were fatal. The fine Adoration of the !Vagi 
in London painted ju:>t before trJs journey, should be seen against 
the I\'cptune and Amphitrite of I 5 I G, a picture as hollow and pom
pous as the Latin sign;lture 'Johannes Malbodius', now adopted 
in place of the vernac;;lar 'Hennin Gossart'. The sumptuous niche 
with the lumbering flesh-coloured figures looks like a parody of 
classical art, and the sentiment is a little too obvious. Fritz Saxl 
described Ita.Uan Renaissance painting as 'sensual and chaste at 
the same time', but here the chastity has been lost while sensuality 
has turned into sexuality. 

'Endless Imitation' 
The classical revival was misinterpreted in this particular way 
because northern artists were not sufficiently prepared for order, 
proportion and design-Vasari's decisive criteria of the High 
Renaissance. \vhen Jan van Scorel painted a Cleopatra or Lucas 
Cranach a 1VytJJpb oft!1e Sour.-e both used. as their model Giorgione's 

'.<J11d I touk !he lid: b,u .. c out of the (Jligel's hand and ait :l up; and il 
JJI,z.r in my /!/Ottth SJPeet as honey: tmd as .r:111l as I bad eaten it, tli)' 

~J!as biller.' ThiJ detail (actttu! size) f·wt Dzirer' s n;ooa'mt of thr 
./:lpoC'a/yj;se ( )(, I o) .rbou.Js hi.r early into';', .;t l ,, (!/id 
t;zdal expre.rsioi!. ( 7) 

Sleeping Vmus but neither understood the Venetian master's p ::::96 
magic, the paradox of allurement and restraint making up tbJs (42., 44) 
masterpiece. Cleopatra and the Nymph are self-consciously naked; 
wide awake they display their bodies before the admiring gaze. 
Cranach moreover, as often in his mythological pictures, makes 
the nude vulgar and cheap by a transparent veil and a piece of 
jewellery. 

Religious painting too adopted Renaissance trappings for the 
sake of r.nodernity. The Augsburg master Hans Burgkmair 
borrowed from Italy composition and decorative details for his 
Virgin and Child of I 5 09 but the attenuated proportions of the p 296 
Madonna and the gaucheness of the child cannot have belonged (43) 
to his models. A complicated architectural composition, derived 
from Lombard architecture, serves Holbein's Man q( Sorron;J· as 
a setting, but it dwarfs the expressive figure of Christ. 'Vvhen 
Mabuse treated the popular subject of St LuJ~e dratPing the Vit;gin, p 2c81 (1) 
artist and sitter meet in a vast marble hall in which Gothic and 
Bramantesque elements incongruously intermingle. But the most 
endearing exan-;ple of this type of painting is Maertcn van Heems- p 2.96 
kerck's picture of the same subject. The Evangelist works in a (45) 
studio-n:mininiscent of the Vatican Belvedere-filled vrith st<ltu-
ary rather unbecoming for an artist of his saintliness: an Apollo, 
a Hermaph:codite, and even a Venus. 

Netherlandish artists further were exposed to the impact of 
Raphael's tapestry cartoons which arrived in Brussels about I 5 r6. p 103 

Their influence was still strong a quarter of a century later when (6r) 
Jan van Scorel completed an altarpiece for the Abbey of :Mar
chiennes near Douai, though he turned Raphael's measured rhetoric 
into hollow grandiloquence. Nevertheless works like this helped 
to maintain a 'Romanist' tradition, preparing the way for the 
fullcr understanding of Italian art during the 17th century. 



Clearly, the naturalization of the Renaissance reouired more 
than the picking up of classical forms or the depicting of classica.l 
subjects. Those who had to paint likenesses of humanists or 
merchants in Augsburg, Nuremberg or Basle found it compara
tively easy to follow Italian models and Christoph Amberger's 
Christoph Fugger, dated I 54 I, and other pictures of this type can 
hold their own by the side of Venetian or Florentine portraiture. 
But on a deeper level only two artists seem to have grasped the 
principles of the Renaissance, and both grew up in towns which 
had close contacts with the south. 

The Two Masters of the Northern Renaissance 
Hans Holbein the Younger left his native Augsburg for Basle in 
I 5 I 5 at the age of eighteen. Drawings, illustrations and portraits 
prove his close co11tact with scholars and publishers of that town. 
In I 5 2.6 he arrived in England \Vith an introduction from 
Erasmus to Thomas More. But in spite of links with the New 
Learning Holbein's attitude to the Renaissance differed from 
Dt-irer's. He was not interested in theory, and everything he drew 
or painted is a cold record, showing the incredible accuracy of 
his eye and hand. There is no documentary evidence for a visit to 

Italy, though we know that he went to France in I523· Never
theless his knowledge of Italian decorative details and a brilliant 
handling of colour make such a visit virtually certain. The serene 
symmetry of the Solothurn Jv!adonna of 1 5 22 could have been 
conceived only by an artist who had seen Italian compositions. 
Yet this sacra conversazione seems so natural and effortless that we 
can hardly speak of 'imitation'. 

When Holbein settled for good in London in I 53 2, becoming 
eventually court painter to Henry VIII, religious painting was no 
longer in demand. There were opportunities for festival decora
tions in the Italian manner-among them the Parnassus for the 
king's wedding with Anne Boleyn-for the designing of jewel
lery, of goblets and so forth, and in every instance Holbein's 
designs accord with Renaissance fashions. But in the end he 
became alrnost exclusively a portrait painter, bringing to the 
northern tradition of veristic portrayal (which came easy to his 
talent) that nobler conception of the sitter which he had learned 
in Italy. Though he was unsparing in rendering the obese features 

p 2 54 (9) of Hmry VIII, strict frontality and a simple composition give the 
ldng true majesty, an effect enhanced by the sumptuous colours. 

p 290 The noble poise of Thomas Howard, Duke of Norfolk, the brilliant 
(26) evocation of the Garter collar, and of the silk and ermine of the 

robe make such a portrait comparable with those of Titian. 
Obviously, Holbein was not a reflective artist; moreover the 

Reformation restricted his activities and made it impossible for 
him to exercise his gifts in subjects peculiar to Renaissance paint
ing. Even so, his intuitive grasp of Italian art is apparent. Diirer, 
on the other hand, though his background was similar, came to 
terms with the Renaissance by deeply pondering its principles. 
Born in 1471, he was a quarter of a century older than Holbein. He 
too was trained in a late Gothic workshop-that of Michael Wol
gemuth in Nuremberg-and early in his life he came into contact 
with the world of humanism. His godfather was a publisher; at 

f I the beginning of the nineties he worked for printers in Basle, 
p 2r4 (6) making woodcuts for Sebastian Brant's Narrenschiff and design

ing illustrations for a (never published) Terence. Twice he visited 
Venice, first in 1496, and again for some eighteen months in 
I505-6. 

/\11 this is significant, but the decisive artistic experience had 
been an encounter with a minor Italian painter which Diirer 
himself has recorded. He tells us that as a young man he met 
Jacopo de Barbari who showed him drawings of ideally propor
tioned human figures constructed with the help of mathematics, 
without however revealing their 'secret'. Diirer tried to find out 
the secret by reading Vitruvius' chapter on human proportions, 
by copying Italian drawings and by tracing Mantegna engravings. 
He recognized, more clearly than did any other artist in the north, 
that the representation of the human figure was central to Renais
sance art. Its morphology, proportion, motion and expressions
encountered perhaps already on the first Italian journey through 
knowledge of Leonardo's studies-remained his most absorbing 
interest throughout life. 
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Early in life another Renaissance problem took hold of his 
en<Iuiring mind: the convincing pictorial rendering of a narrative. 
To this end he took up rhe quest for the mathematical construc
tion of perspective. It is characteristic of Diirer that late in life he 
wrote treatises on human proportions and on perspective, while 
he never completed a more general book on the theory of art. 

In his art all pursuits went hand in hand. An engraving of r 5 04, 
Adalll and Eve, summarizes his early search for the human figure 
of ideal beauty, and a painting of the same year, the AdoratiotJ of p 298 
the lvlagi in the Uffizi demonstrates that he could place a harmoni- (5 I) 
ous group of figures within an intricate architectural setting. The 
choice of subjects was not fortuitous, for he meant to put the 
new pictorial means into the service of Christian art. Mythological 
subjects occur only among Durer's early works, during the first 
flush of Renaissance enthusiasm. 

As Durer gained in experience he solved the problems of 
perspective, but the search for improved proportions and more 
beautiful human ngures went on to the end, culmimlting two 
years before his death with the Four ApostleJ·, figures in which he p 299 
attained a poise and monumentality which ranks them with those (5 z, 53) 
of Giovanni Bellini, Raphael or :Michelangelo. Yet the strongly 
characterized heads remind us of the northern veristic tradition. 

Renaissance aesthetics influenced Durer's ambition in yet 
another and significant way. By nature he was a draughtsman, 
and Erasmus appropriately called him an 'Apelles of black lines'. 
But in Italy Diirer saw something of the higher standing accorded 
to the painter and his work. He may have heard of Leonardo, 
and in I 5o 5 he met Giovanni Bellini whom he greatly admired. 
Pictures like the Feast of the Rosegarlc:nds or the Virgin IPith the p 298 
Siskin are obviously indebted to the Venetian master's colour (5o) 
and compositions. This emulation of fine Italian painting was a 
conscious act, for in a letter to his friend Pirckheimer Durer 
boasted about his progress as a colourist. But after his return home 
circumstances forced him to spend much of his time and energy 
on woodcuts and engravings, though he had some important 
commissions for paintings. Characteristically, late in life in a kind 
of retrospect, he returned on his own accord to Venetian mem-
ories, planning in the manner of Bellini a large picture of the 
Virgin surrounded by saints and angels. It was never executed 
and is known only from sketches, but the Four Apost!eJ· may have 
been part of this undertaking. 

There are of course many aspects of Durer's art but we are 
concerned only with his response to the Italian Renaissance. 
This encounter caused a deepseated and painful conflict, always 
apparent in his praxis and theory. How could he find a true 
balance between the ne\v aesthetic demands and, as he saw it, 
the overriding task of every artist to express the eternal verities 
of Christian beliefs? 

His most famous engraving, the ilfe/encolia, speaks most p 149 (6) 
movingly of his struggles. Its imagery, symbolic of the restless 
and brooding nature of a man born under Saturn, was a com-
monplace of contemporary belief. The artist's temperament in 
particular was thought to be 'Saturnine', eternally searching. 
Durer (though he himself was not born under Saturn) had 
encountered a new art promising perfection. But the longer he 
sought the more elusive he found it. Still, it1e!encolia, huddling 
motionless in a bleak landscape, has a counterpart in another 
famous Diirer print, St Jerome in his Stuc(y, shcnving the church 
father ensconced in a warm sunlit room, busily absorbed in the 
unchanging truth of the Bible. Both engr:wings dare from r 5 q. 
A few years later the Reformation was to shatter the foundations 
of Durer's religion. During the twenties he worked out for him-
self a new certainty by increasingly turning to Luther, and at 
the same time he summed up his life's endeavours. The Four 
Apostles resolved both struggles. 

As an artist Durer stands alone among his contemporaries. 
But one of the great thinkers of the northern Renaissance can be 
compared with him, Erasmus of Rotterdam. A theologian and 
humanist who tried to find a synthesis between the New Learning 
and devout Christianity, he was faced with the same dilemma 
which confronted the Nuremberg master. But the political and 
religious developments of the 16th century made it impossible 
to build on the foundations Diirer and Erasmus had laid. 



XI 'A WORLD ELSEWHERE' 

Geographical horizons and mental horizons 

JOHN HALE 



(I believe that this is a very great continent) 

which until today has been unknown). 

COLUMBUS 

The expanding Universe 

is a concept which would not have sounded strange to the men 
of the Renaissance, since their own Universe was expanding as 
rapidly and as disconcertingly as ours. The old Earth, a neat 
comprehensible pattern of Europe, Africa and Asia, with the 
Holy City of Jerusalem in the exact centre and the dark ocean all 
round, had gone for ever. In its place was another world-bigger, 
more alien, more frightening, a world to whose marvels there 
seemed no end. 

The link between the revival of learning and the Age of Dis
covery is hard to define. Humanists in general were little interested 
in the stories brought back by the explorers, except as curiosities 
or moral examples. The explorers' O\Vn motives, and those of 
the organizations that financed them, were only partially concerned 
with the expansion of man's mental horizons. There was a time
lag before philosophy caught up with discovery. Ancient Rome 
seemed to those interested in ideas to have more to teach than 
modern Brazil. 

Even so, the deluge of geographical information which 
descended upon Europe was bound to have a sweeping effect on 
subjects remote from geography-above all on the study of man, 
of society, ethics and 'natural' religion. Ideas which seemed self
evident were shattered; codes of conduct which seemed absolute 
were found to be relative after all. It was by no means as certain 
as it had been that civilization was in every respect superior to 
'the state of nature'. By thinking about the New World, Europe 
had to think again about itself. 

The detail reproduced here is from Pieter Brueghel's Landscape 
with the Fall of Larus. It shows a two-masted ocean-going ship 
of about r 5 5o, an accurate picture of the type of vessel in which 
the explorers sailed across unknown seas. Her prow points west. 
She belongs neither to the ordered cosmos of the Middle Ages, 
nor to the classical environment of the Renaissance. Brueghel's 
world is already the inheritance of the Age of Discovery
mysterious, remote, and infinite in possibility. (I) 





A new type of man appeared on the 
scene to answer the needs of the 
new age-the explorer. He had to be 
more than a captain. He needed 
education, a knowledge of world 
geography to know the significance 
of what he discovered. He needed to 
be a leader, an organizer and a man 
with a sense of mission. 

Christopher Columbus (right)-then 
in the service of Ferdinand and 
Isabella of Spain-discovered the 
Caribbean Islands while looking for 
the east coast of Asia. (When he set 
out he believed, in fact, that Japan 
was nearer to Spain than the West 
Indies turned out to be.) But his 
landfall at San Salvador, in the 
Bahamas, on October I 2th, I492 
began the rush across the Atlantic by 
every maritime nation of Europe. (2) 

John Cabot (above), ofltalian origin, 
set out from Bristol in I497 on behalf 
of some English merchants and 
Henry VII to find new lands across 
the Atlantic. He reached North Ame
rica but believed, like Columbus, that 
he had found a way to China. (4) 

Ferdinand Magellan (right) finally 
realized Columbus' dream of reaching 
Asia by sailing west. He passed Cape 
Horn and crossed the Pacific, only to 
be murdered by natives in the Philip
pines (I 52 I). His deputy, Sebastian 
del Cano, returned to Spain, the first 
man to circumnavigate the earth, 
with one ship out of five and I 8 men 
out of 237. (6) 

Amerigo Vespucci of Florence 
(above) claimed to have reached 
North America slightly earlier than 
Cabot, but this is now doubted. His 
name was first given to the new 
continent in a book published in 
I 507, thus acquiring an immortality 
that it hardly merited. (3) 

Vasco da Gama (left), the leader of 
the first Portuguese expedition to 
India, was descended from a noble 
family and combined the functions of 
admiral, general and diplomat. Sailing 
round the Cape of Good Hope (already 
rounded by Diaz in I488), he dropped 
anchor at Cali cut, in Madras, in May 
I498. (5) 

Martin Frobisher (below), a York
shireman, led expeditions to find the 
'North West Passage' (the route into 
the Pacific via northern Canada) in 
I 5 76, I 5 77 and I 578-all ended in 
failure. He also brought back some 
'black earth' in the belief that it was 
gold ore. (7) 



Jacques Cart ier, greatest of the early 
French explorers, joined the fruitless 
search for the North West Passage in 
15 34· Although he failed, like all the 
others, he did survey large areas of 
Canada for the first time and disco
vered the St Lawrence river. He 
brought back the first Red Indians 
to be seen in Europe, two Huron
Iroquois, who described a marvellous 
realm called Saguenay, 'rich in precious 
stones'. Frans;ois Ier saw himself the 
happy ruler of another Peru and 
Cartier was despatched to find it. But 
by I 54 I the dream was admitted to be 
hopeless and Cartier set about actively 
colonizing the new lands-the be
ginning of French Canada. This 
early drawing (right) shows the 
arrival of the first colonists against a 
map of the east coast and StLawrence 
estuary. (8) 

Si r Francis Drake (above)- admiral, 
explorer, national hero and pirate
was the first Englishman to sail round 
the world (I 5 77-80 ), an enterprise 
prompted mainly by the hope of loot 
from the Spaniards. (9) 

Pedro-Alvarez Cabral of Lisbon 
took possession of Brazil by accident. 
In March qoo, on his way to India, 
he was blown off course in mid
Atlantic and landed at Cape St 
Augustine. He claimed the country 
for Portugal and resumed his voyage. 
Right: part of Cabral's fleet, his owm. 
flagship seen centre left. ( 12) 

Hudson and Ralegh both met their 
deaths in the cause of exploration
Hudson (left) murdered by his crew 
while attempting to sail round the 
north of Canada (I 6 I I); Ralegh 
(above) executed after failing to find 
El Dorado in the jungles of Venez
uela. (10, u) 



The princes of Europe saw the world 
opening up before their eyes and 
were fearful of losing their share. 
Spain was the only country literally 
to discover a gold-mine: the treasure 
brought back from the New World 
made her, while it lasted, the richest 
and strongest state in Europe. Portu
gal was all-powerful in the east, and 
succeeded in snatching Brazil before 
the Spaniards. The great age of Eng
lish, French and Dutch colonization 
did not come until the next century. 

Henry the Navigator (above), a 
prince of the Portuguese royal house, 
was one of the most able and active 
patrons of scientific discovery in the 
mid-15th century. He lived most of 
his life at Sagres, in southern Portu
gal, where he supervised expeditions 
along the west coast of Africa and 
promoted the study of geography, 
astronomy, mathematics and map
making. (14) 

The 'Virgin of the Navigators' (left) 
symbolizes one of the many motives 
behind the Age of Discovery - the 
desire to carry Christianity to the 
ends of the earth. It was painted by 
Alejo Fernandez in about 1 53 5 and 
forms the centre of an altarpiece. The 
Virgin, hovering over the waters, 
spreads her cloak protectingly over a 
fleet of ships. The identity of the men 
kneeling round her is a matter of 
dispute; the prominent figure on the 
left may be Columbus, the old man 
with the stick Bishop Fonseca y 
Sancho of Natienzo, and the others 
three pilots who were present at the 
Council of Burgos (America, Y :inez 
Pinzon and the cartographer Juan 
de la Cosa). The bearded man on 
the other side rna y be Hernan Cortez, 
the conqueror of Mexico. In the 
background are some of the Indians, 
newly converted. (13) 



Charles V (right), King of Spain, 
ruler of the etherlands, Holy Roman 
Emperor, was the man who reaped 
most benefit from the exploitation of 
the New World. When he came to the 
throne in I 5 I 8, Spanish colonization 
was confined to the Caribbean Islands; 
when he died in I 55 8 the whole of 
Central and large parts of South 
America were firmly under Spanish 
control. He knew the Conquistadors 
personally, shrewdly trusting Cortez 
more than Alvorado or Pizarro, and 
did his best to safeguard the rights of 
the Indians. ( 15) 

Elizabeth of England, victor over the 
Armada (seen in the background), 
proudly rests her hand on the globe 
a gesture that typically exaggerates the 
facts. English trading ventures were, 
however, world-wide, and although 
Ralegh's colonization of Virginia 
proved in the end a failure, it con
tained the promise of things to come. 
(I6) 



How the earth grew and was transformed, almost from year to 
year, can best be realized by studying the development of maps 
in the hundred years between I 4 5o and I 5 5o. The old medieval 
mappamundi, with its continents crowded together and the oceans 
reduced almost to nothing, was abandoned, and map-makers went 
back to the great geographer of late classical Alexandria, Ptolemy, 
first translated into Latin in I409. For some time, however, there 
was an uneasy attempt to fit the new facts into the old pattern. 
In I459 a huge decorative map of the world, over six feet in 

The world we know had taken shape by the mid-I6th century, 
and all that remained was to fill in the details . In the world map of 
Pierre Desceliers (I 5 5o) only a few areas are seriously wrong
Scandinavia, the north and east coasts of Asia, and, of course, 
Australia, not properly mapped until the I 8th century. Other 
parts are astonishingly accurate, for instance South America and 
Indonesia. Desceliers made use of information from every available 
source-English, Spanish and Portuguese as well as French. 
But in spite of its modernity, the nai:ve little figures and monsters 
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diameter and filled with information in words and pictures, was 
made by Fra Mauro of Venice. A detail showing the Mediter
ranean is reproduced below. South is at the top, so everything 
looks upside down. Although Fra Mauro's circular world is almost 
entirely filled with land, and although Jerusalem keeps its place 
very near the centre, it was in many ways a great step forward. Some 
information, as he acknowledges, is 'according to Ptolemy', but 
the discoveries of Marco Polo are incorporated, as well as those 
of later travellers to the east and to Abyssinia. (I7) 

with which he decorates it recall the mappamundi of two centuries Fold 
earlier; there arc men with heads in their chests and men with out .,_. 
huge ears; the King of Guinea has a white elephant; the Red 
Sea is literally red; and there are vignettes of scenes of exploration. 
Desceliers, who was the parish priest of Arques, near Calais 
(see the inscription in the bottom right-hand corner) probably 
made his map for the Dauphin, later Henri II. It was meant to 
be placed on a table to be read-hence the way the lettering 
changes direction. (I 8) 



The limit of discovery along the West African coast is vividly 
shown in the world map of Henricus Martellus Germanus 
(above), made in 1489. Bartholomew Diaz had passed the Cape of 
Good Hope in I487 but had been forced to turn back. DaGama 
had not yet set out for India. The names on Martellus' map stop 
abruptly, and the shape of Asia is still largely guesswork. (I9) 

The first map of America (below) appeared on a chart of the 
world made by Juan de la Cosa, one of Columbus' companions, 
in I 500. (Here west is at the top.) The outline has been fairly 
judged from his own observations and those of Pinzon (for 
Brazil) and Cabot (for North America). Cosa was certain by then 
that Cuba and Hispaniola (Haiti) were islands. (zo) 

Salvation or slavery? was the great 
question that faced the imperialist 
powers. In Spain many churchmen 
and administrators sought to protect 
the peoples of the New World. 
Accounts of native life and customs 
were compiled by the friars. This illus
tration (right) shows a Franciscan 
presenting the Spanish viceroy, Anto
nio de Mendoza, with his Ceremonies 
and Rites of the Muchuacdn Province. Be
hind him stand his Aztec converts. (22) 

p8 

A Red Indian village, with its agri
culture and tribal festivities, is por
trayed with delicate sympathy by the 
English settler John White (left). 
White went out in I 58 5 with the 
second of Ralegh's expeditions to what 
is now North Carolina. The colony 
failed largely because the colonists 
were more interested in gold than in 
settlement, but White was able to 
make a unique record of Indian life 
before its fatal contact with Europe. 
Each part of the picture (which is one 
of many) has its written explanation. 
Notice the watchman in a little shelter 
in the cornfield, to frighten off birds. 
(2 I) 

Jesuits in Japan receive a party of 
merchants (religion and trade- the 
two faces that Europe showed to the 
world), seen through the eyes of a 
Japanese artist. Japan was open to the 
Portuguese between 1 54 3 and I 614, 
after which all Europeans were ex
pelled. Here the Jesuit mission house 
is on the right. The ship has brought 
a delegation with presents for the 
local ruler- a horse, a chair, a dog and 
other goods . (24) 
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Spices from Asia had been the main 
spur to exploration and the opening 
up of trade-routes with the East. 
Marco Polo, as early as the I 3th cen
tury, had stressed the riches of China 
and the Indies in this respect. A manu
script illumination (right) shows him 
visiting the pepper-growing district 
of Malabar, in southern India. 'Here', 
he wrote, 'there is pepper, ginger, 
cinnamon, cubebs, nutmeg and many 
other spices, and the finest cotton in 
the world.' (23) 
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Prester John, the ruler of a mighty 
Christian kingdom in the midst of 
Africa, was part of accepted belief in 
the later Middle Ages and Renais
sance. Embassies were often sent to 
him and occasionally fabricated replies 
were received. He figures prominently 
in this map of I 55 8 (left). The African 
coast was by this time accurately 
known (as can be seen from the num
ber of place-names) but the interior 
was still a complete mystery. (25) 
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Savage society fascinated the sophisticated taste of Europe. In 
I 5 5o the city of Rouen welcomed Henri II and his young queen 
Catherine de Medicis with a Fete Bresilienne on the banks of the 
Seine (right). The trees were painted to look tropical and were 
stocked with exotic birds and monkeys. The 'natives' were 
fifty genuine Brazilians, plu·s about 300 sailors who had been to 
Brazil and so were able to act the part-many of them naked, 
with their ears, lips and cheeks pierced for ornaments. They 
hunted, danced, shot with bows and arrows, split into two tribes, 
fought each other and burned each others' villages. Other details 
of primitive life are given in a work published eight years later 
(above and below) showing the same Grecian-looking natives 
making fire, smoking and fighting a battle. (26, 27, 28) 

Explorers expected monsters and they found them. Stories of 
giants and dwarfs, extraordinary humans and fabulous beasts had 
been current for so long that it was almost impossible not to 
believe in them. Even conscientious scholars fell into the 
trap. Right: an illustration from Sebastian Munster's great 
description of the world, Cosmographia universalis published in 
I 544: headless men with faces in their chests (Ralegh almost saw 
them in South America), men with one huge foot, which they 
could use as sunshades, and dog-headed men. Far right: a 'monster 
like to a satyr' from Conrad Gesner's Historia animalium. This 
genuinely learned work, which went on being reprinted into the 
17th century, contains serious descriptions of such animals as the 
sphinx, the gorgon, the lamia and the unicorn. (29, 30, 3 1) 





Theory and practice combined to make the art of navigation. 
Beautifully illustrated books of travel, maps, charts, globes and 
instruments such as the astrolabe and compass were produced 
with a degree of craftmanship that went far beyond mere utility. 
It is interesting to realize, from this detail of a picture gallery in 
the early 17th century, that even at that date they were becoming 
valued as works of art in themselves. The astrolabe now reached 
its most perfect form. One of them lies on the table in front of the 
globe: it consists of two plates, the lower one representing the 
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sky divided by lines of equal altitude and bearing, the upper one, 
which could be rotated, showing the relative position of certain 
fixed stars. When the two are correctly set the position of the 
observer can be easily calculated. Globes had been increasingly 
used since the beginning of the r6th century. One of the earliest, 
showing the world before the discovery of America, is that made 
by the Nuremberg geographer Martin Behaim in 1492 (seep. 207). 
They had the great advantage of not distorting the lines of longi
tude, as all two-dimensional proiections do. (32) 



Geographical horizons and 
mental horizons 

JOHN HALE 

DuRING the 1 5th and the first half of the 16th century two great 
movements coexisted : the Renaissance and the Age of Discovery 
-a period of intense cultural achievement and a period of fervent 
expansion. At no previous time had there been so much variety, 
experiment and achievement in the arts; before the exploits of the 
explorers all other phases of discovery-Greek, Roman, Mongol, 
Arab-pale into insignificance. In the lifetimes of Donatello and 
Leonardo Bruni, Portuguese mariners revealed the west coast of 
Africa as far as Cape Verde. During the careers of Leonardo da 
Vinci and Machiavelli, Mrica was rounded and India and the 
East Indies reached by sea. Columbus' discoveries had led to the 
emergence of the coasts of Central and South America, Verrazano 
had sailed into New York harbour, and after Magellan's death in 
the Philippines one of his captains brought home the first ship 
to have circumnavigated the globe. By the death of Michelangelo, 
Cartier had reached :\1ontreal, trade had been established with 
Japan and English seamen had discovered Novaya Zemlya and 
entered the Kara Sea. Two peaks of achievement, one of the 
imagination the other of action. What had they in common? How 
far did Erasmus write, Raphael paint, Bartholemew Diaz venture 
past the Cape of Storms in obedience to a common impulse, derived 
from a shared experience-a way of thinking, an approach to living 
that historians have agreed to call the European Renaissance? 

Again, Michelet's characterization of the Renaissance as the 
discovery of the world and of man (which Burckhardt took as the 
heading for the most brilliant chapter in The Civilization of the 
Renaissana) is an invitation to try to discover the relationship 
between the two contemporary forms of exploration: that of the 
inner world of the mind and the senses, and that of the coral 
beaches and the ice-locked shores of the material world. What was 
there about the purposeful urge to discover new lands that derived 
from the intellectual ferment of the Renaissance, and what effect 
had the broadening of geographical horizons on the mental hori
zons of the stay-at-homes who heard and read about them? Europe 
had never been so deluged with new information-more than 
I 5 o,ooo square miles of America alone had been explored between 
1492 and I 5 4o-and to see how it was absorbed is an important 
check on our understanding of that abstraction, Renaissance Man. 

Certainly, what made the exploration of the world possible, 
improvements in ship design and in the efficiency of guns, had 
nothing to do with the intellectual Renaissance. It was not until 
the I 5th century that a fruitful interbreeding of Mediterranean 

f I and Atlantic types produced vessels that could go anywhere and 
p 319 (1) get back. The explorer needed a ship whose sails could be worked 

by a small crew (shortage of food and water was the main hazard 
of long voyages), which could be sailed reasonably close to the 
wind and which, as to rudder and hull design, could be held to a 
course with the minimum of deflection from the direction aimed 
at. Such vessels were arrived at as a consequence not of the 
theoretical, antiquarian-inspired planning that influenced changes 
in galley design in m[d-I6th-century Venice, but of the practical 
tinkering with hull shape and sail plan that had gone on through
out the Middle Ages. Such hardy, nimble ships, armed with 
better guns than could be found outside Europe, meant that 
governments could not only send out expeditions of discovery 
but protect the trade routes that resulted from them. 

TJJe catTack-thc type cj aceangai;~g merchant J·bip in most JI,etze;-al t!Se 

by thg 149 as-represented a rez,olution in rigging frwtl the cltt}//sy one
!Jlasted cog. Tbe many small sails on the car:·ack made it ea.rier to 
!/Janoeuvre, ta tac,~ aml.rail into the 1vind. ]-;,·o/1! tl!Z et1J!,ravit,;g of I 4S6. (I) 

If the means of exploration rose naturally from the Middle 
Ages (artillery was in use before the birth of Petrarch and Giotto) 
so did the motives behind it. Governments were primarily inter
ested in gold and silver to supplement the dwindling sources at 
home for the manufacture of coin, and in spices, necessary then p 329 
as previously to make food palatable rather than more delicious. (23) 
A third motive, universally stated and at least widely believed in, p 322 
was the extension of Christianity. Here too the Age of Discovery ( 13) 
saw the redirection of an earlier motive which had linked con-
quest and gain with missionary enthusiasm, an extension of the 
mood which had sent crusaders to the Holy Land and the Teu-
tonic Knights towards Russia. Nor was the rivalry between Spain 
and Portugal in the East Indies in the early I 6th century different 
in kind from the competition for Levantine markets between the 
trading powers of the medieval Mediterranean. 

Of these four motives, the one that may appear to pass least 
naturally into the Renaissance centuries is the Christian. But the 
Muslim advance into south-east Europe and the presence of 
Moors in the Iberian peninsula until their expulsion by arms in 
1492 had kept the crusading ideal as an active force, and monarchs 
who would not have financed expeditions without the hope of 
cash reward, nevertheless sought, in words written of Vasco da 
Gama, for Christians and spices. To preach to natives, to bring 
some home to receive religious instruction-the motive was 
sincere, even if it may be looked on as analagous to the expend
iture on charity in the Conto di Messer Domeneddio of the Ren
aissance merchant's account book: a salve to his conscience. 
Columbus was aware that the Spanish monarchs wanted gold and 
spices from his newly discovered islands, but he could never
theless write of 'what I conceive to be the principal wish of our 
most serene King, namely, the conversion of these people to the 
holy faith of Christ'. There was a feeling that the discoveries 
themselves were part of a divine plan. Manuel I of Portugal 
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explained to the ruler of Calicut that Europeans had always 
wished to reach the Malabar coast by sea, but 'as long as God did 
not wish it to take place, all the men of the past times were unable 
to accomplish it'. And he was warned that now God has allowed 
Christians to break into the Indian Ocean 'it would be a wrong 
and injury to God to wish to resist his manifest and known will'. 
And while the missionary impulse was strongest among the 
Catholic powers, Hakluyt urged Englishmen to turn their atten
tion to America not only to enlarge the Queen's dominions, but 
to enlarge 'the glory of God by planting of religion among those 
infidels'. 

From the governmental point of view, the most 'Renaissance' 
aspect of discovery lies in the co-operation between the crown, 
geographical 'experts', and highly educated merchants whose 
acquisitive instincts were accompanied by a strong and well
informed sense of curiosity. We glimpse such a combination at 
Sagres, the headquarters of Henry the Navigator's attempts to tap 
the gold of the Saharan caravans at its source by exploring the 
\Vest African coast. It recurs in the groups that launched expedi
tions from the Thames to find a north-east or north-west passag:; 
to Cathay. 

'To See Interesting Sights' 
As for the seamen themselves, their adventurousness and self
reliance repeated the qualities that had given Sicily to the Nor
mans and built up medieval trade-routes by sea as long and 
hazardous as that between Venice and Southampton. From the 
point of view of danger and discomfort, the voyages of discovery 
were of the same order as the long hauls far into the Atlantic that 
English and Portuguese fishermen had taken as a matter of course 
and which they extended, without any thought of exploration or 
adding to the sum of geographical knowledge, when news came 

The traveller marking his route on a globe, from Varthema's account of 
his travels. In IJOJ he claimed to have reached the Spice Islands dttring 
a voyage round Egypt, Arabia, Persia and India. The injor111ation he 
gathered was later used by the Portuguese in their trading operations. ( 2) 
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of the great shoals off Spitzbergen and the Newfoundland Banks. 
Scurvy was a new hazard, the result of longer voyages without 
fresh meat or vegetables, but endurance and fatalism were bred 
deep into seamen: no voyage of discovery was thought to be so 
'different' from a normal trading or fishing trip that crews could 
not be found. There were mutinies-Magellan, Drake and others 
lost ships en route from this cause, though Henry Hudson was the 
only explorer to suffer personally-based on the fear, particularly 
among the married men, of never returning home, but while some 
expeditions were cut short by a discrepancy between the confi
dence of a captain and his crew, none failed to reach at least its 
initial objective. 

There is one further continuity to note before we turn to the 
explorers, the leaders of voyages of discovery, themselves. \Van
derlust, the desire to see new lands, is not the product of partic-
ular historical circumstances: it is a constant of human nature. 
In the Middle Ages, before the existence of the Americas was 
suspected, and before the possibility that Europeans could stay 
alive in equatorial Africa was taken seriously, it was the Far East 
that beckoned. Among the travellers who set off for China some, 
like Giovanni de Plano Carpini, were sent on diplomatic missions, 
but many others, like the Polos, went on a free-lance basis, 
looking, it is true, for trade, but looking for it in the most adven
turous way. Travel to India and beyond was blocked in the mid-
14th century by the collapse of the Tartar Empire in China and 
the growing power of the Christian-hating Ottoman Turks, but 
the opening of new routes by sea provided a fresh outlet for this 
perennial wanderlust. Men like the Venetian Alvise da Cadamosto, 
who joined in the Portuguese exploration of West Mrica 'to see 
interesting sights' in 145 5 and 1456, and Antonio Pigafetta, 
another Italian, who joined Magellan's expedition 'to experiment', 
he said, 'and go and see with my eyes a part of those things', 
were part of a tradition which owed little to anything we asso
ciate specifically with the Renaissance. The same is true of over
land travellers like Ludovico Varthema, who reached Mecca and f 2 

Aden in I 5o 3 before crossing to India and penetrating as far as 
Vijayanagar, or the European merchants whom Vasco da Gama 
and his successors found on the Malabar Coast. 

It is only when we leave the common seaman and the free- p 3 zo
lance traveller and turn to Columbus and his peers that we feel in 32 I 
the presence of a new type of man. Our opinion must, alas, be (z-12) 
blurred. The free-lance was much readier with his pen; the richest 
veins in the literature of travel are the records of men who had 
no responsibility to others, no sense of mission save that of 
diverting and proving something to themselves. We know Ma-
gellan through Pigafetta; DaGama through an anonymous com-
panion; Cabral, the discoverer of Brazil, through an unknown 
member of his fleet. The journals of Columbus are a rare case, 
both because they survived and because they reflect his character 
with a clarity unusual before the journals of Captain Cook. Gen-
erally we are shown the actions of the explorers, not their 
thoughts. 

Moreover, part of the seeming novelty of the explorers' role 
is due to the fact that they were pursuing a new occupation. The 
Norse discovery of Greenland and Labrador around I,ooo A.D. 

was in the nature of a VoikenJJandemng, a search for living space 
rather than a carefully planned reconnaissance. Exploration, on 
the other hand, involves as great a determination to get back as 
to set out. Its purpose is to extend knowledge which may or may 
not be exploited through trade or settlement. No European nation 
in the Renaissance was so overpopulated that emigration was a 
necessity. The explorer needed more than the qualities of an Eric 
the Red or the captain of a merchant vessel on an ordinary trading 
voyage, however long. He had to have qualities of leadership and 
seamanship--even though he might lean heavily on his pilots in 
matters of pure navigation-but he also had to be able to imagine 
his task within the context of an emerging knowledge of the 
world as a whole. He was part of a programme which was both 
practical and intellectual. He had to keep in mind the hypotheses 
of medieval geography and deliberately, critically test them. 

Marco Polo and other medieval travellers of whom we have 
knowledge were as curious about what they saw as were their 
Renaissance successors, and they were hardly more credulous. 
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On his second voyage in I 577, Frobisher captured and brought back a 
family of Eskimos, 11/ho excited mttch amazement in the brief time they 
survived in England. T'he qtteen allowed them to hunt any birds-even 
swans-on the Thames, and tbe man was often seen shooting ducks from 
his skin-covered boat as he had done in Greenland. ( 3) 

But their curiosity was more indiscriminate, and taking their 
world picture for gmnted, they neither criticized it nor felt the 
need to relate their experiences to it. Physically determined, they 
were intellectually irresponsible. Polo's travels were digested into 
a series of stories and fascinating scraps of information from a far 
land which he (and his editor Rustichello) knew Europeans would 
want to hear about. The Renaissance explorer was not only 
opening up new terdtory and new routes, he was consciously 
adjusting his inheritance of guesses about what the world looked 
like in the light of what he found. And whereas medieval tra
vellers sometimes point up a moral for their readers from their 
observation of other peoples, it is always within the context of 
the norms of European conduct. When Polo emphasized the 
modesty and decorum of Cathayan girls he was merely expressing 
the preference of a Venetian paterfamilias. When Cabral's com
panion Covilhan contrasted the true modesty of a naked Brazilian 
girl with the false modesty of the overdressed women of fashion 
at home he was setting one culture against another. 

Conflicting Values 
The nakedness of the races found during the exploration of Africa 
and the Americas of course emphasized the difference between 
their culture and manners and those of Europeans. But this sense 
of contrast, which deepened throughout the 16th century and did 
much to break down the narcissism of European thought about 
morals and political organization, was directly related, as we 
shall see, to the intellectual Renaissance of the 14th and I 5th cen
turies. It was the outcome of an increasing ability to think histori
cally and to imagine :life lived in terms of a different culture; the 
product of the imaginative rehabilitation of ancient Rome as a 
self-contained civilization. 

And whereas Polo set out to tell an entertaining story, and 
was not concerned to emerge as a personality himself or to follow 
and extend the trail he had blazed, the characteristic personal and 
pedagogic notes of the Renaissance are heard in Cadamosto's 
remark that he wrote of his explorations 'in order that those that 
shall come after me may be able to understand what my thoughts 
were in the midst of varied things in strange new places', and in 
Richard Chancellor's statement that he was describing his search 
for a north-east passage in 1 5 5 3 so that he 'may encourage others 
to the like travel'. This awareness of self, and of being part of an 
evolving process, again connects the discoveries with the intel
lectual temper of the Renaissance. 

There is one further point at which the discoverers may be 
related to a Renaissance trait: the appetite for fame. Generally 

speaking, the material rewards of exploration were not great. 
Fortunes could be made by settlers and colonial administrators, 
but the explorer's role was to prepare the way for exploitation, 
not to indulge in it. Columbus was the only explorer who could 
envisage enjoying the fruits of his discovery as an administrator, 
and he died disappointed and only moderately well-to-do. Drake 
returned from his voyage round the world with the Golden Hind's 
flanks stuffed with gold and silver and spices, but his instructions 
were unusual in that they had positively ordered him to pillage 
Spanish shipping off the coasts of Chile and Peru. And while 
every voyage of discovery was potentially a trading voyage, 
contact with a profitable market was necessarily in the nature of 
an experiment; any goods shipped were, in any case, the property 
of an expedition's sponsors, not of its leader. While explorers 
might hope for wealth, therefore, they could not confidently 
expect it, nor is there an indication that any explorer before 
Quiros (who badgered the King of Spain into financing an expe
dition to found a Christian commonwealth in the South Pacific 
in 16o5) was predominantly motivated by missionary zeal. Fame, 
therefore, the desire to be known for great deeds, was a strong 
component in an explorer's motivation, especially as with the 
publication of voyage-collections the explorer's name entered a 
heroic literature so ·widely read as to be the successor to the 
romances of chivalry. Discovery and Renaissance interpenetrate 
in the words written of Frobisher's attempt to find a north-west 
passage: 'He determined and resolved with himself to make full 
proof thereof and to accomplish or bring true certificate of the 
truth or else never return again, knowing this to be the only 
thing of the world that was left yet undone whereby a notable 
mind might be made famous and fortunate.' 

We must not make too much of this point, however, in an 
attempt to distinguish between the timeless and the specifically 
'Renaissance' elements in the first phase of global discovery. We 
know too little about the personal motives of the explorers-just 
as we know too little about the motives of medieval men of action. 

Maps of an Expanding World 
We are on firmer ground when we tum to geographical theory. 
Theory was the fuel of action in the Renaissance as it had not 
been in the Middle Ages. Not that the Middle Ages had been 
without theories: systems of politics and adventurous re-systema
tizations of theology and philosophy. Not that during the Re
naissance the business of governing, worshipping, making a 
living went forward in terms other than of habit and day-by-day 
practice. But men had come to feel in some respects more 
detached from the wheel of circumstance. The revival of anti
quity, the disinterment of theories which appeared to have in
fluenced actions in the past-this produced new concepts, some 
of which were taken as models for action. Men really did try to 
live according to the 'all-round' thesis propounded by Cicero and 
Quintilian and re-tailored by the practice of Vittorino da Feltre 
and the persuasion of Castiglione. Architects and artists were 
actually affected by theoretical treatises based on assumptions 
about what had produced great art in antiquity. Politicians, who 
cannot afford to be less than pragmatic, ignored Renaissance 
political theory even when it mirrored their behaviour as closely 
as did Machiavelli, but soldiers, who have longer pauses between 
crises, did have time to adopt some of the organizational hints of 
the theorists who had rediscovered Vegetius. 

In some ways the rediscovery of ancient theory checked the 
progress of medieval rule-of-thumb methods. It is true of medi
cine, it is probably true of physics, it is true of literature, where 
the vitality of the vernacular was nearly throttled when the 
powerful ghost of Oceronianism got at its throat. But the basic 
energy of the age, its political and economic momentum, the 
tolerance it extended to the eccentricity of the individual broke 
through its admiration for the norm and the ideal. 

If Renaissance Europe had not acquired new ships and an 
urgent need of precious metals it is possible that the re-acquired 
classical geographical orthodoxy of Ptolemy would simply have 
overtaken the medieval orthodoxy and double-checked the con
viction that there was nothing new to be found and, even were 
novelty suspected, no way of looking for it. For medieval man 



the world consisted of three continents, Europe, Asia and Africa. 
His maps showed the earth's surface crammed with them, land 
crowding out the oceans: no Atlantic, no Pacific, the Indian 
Ocean conventionally shown as an inland sea squeezed up from 
the south by the vast mass of Terra Incognita. Maps of the world 
were not so much aids to travel, or to the imagining of the actual 
relationship of one htnd mass to another, but visual commem
morations of divine purpose, core1monly with Jerusalem at the 
centre and the rest of creation grouped about it. 

f J During the I 5th century, Ptolemaic maps, reflecting the actual 
shape of the world as it was known to 2nd-century Greeks, 
exerted a strong influence on the Jerusalem-centred diagrarr:s. 
How far this shift was due to an increasing appetite for accurate 
visual representations of the earth's surface is not clear. :Medieval 

p 3 24- maps were more for reflection or delight than for use. They were 
327 symbols of God's power, repositories oflegends and marvels, the 

(n-zo) visual equivalents of Genesis. Even when the influence of ancient 
geography gained ground the maps that reflected it were tributes 
to the newly discovered classical authorities rather than things to 
use. By putting Europe in the top left hand corner and providing 
a far brger Asia than had the mappamtmdi, the Ptolemy maps 
made it possible to record journeys to the I'ar East like those of 
Marco Polo and of Niccolo Conti, whose early I 5th-century travels 
in India and as far as Java were written down by the humanist 

p 122 (5) Poggio Bracciolini. But such maps still remained symbols of 
knowledge rather than aids to travel or to imagining the actual 
shape of the continents. The land traveller relied on asking his 
w·ay from town to to\vn. He did not need more than :t symbolic 
itinerary telling him what to ask for. It was the seaman, who had 
no one to ask, who needed accurate maps, and he got them in the 
portolan charts which, from the early 14th century at least, 
showed parts of the Mediterranean coast. By the mid I 5th-century 
portolans showed the coasts of Europe and \Vest Africa in de
tailed 'real' terms, but humanist cartographers still preferred the 
world picture of the ancients. Even when exploration was in full 
swing, map-makers, with some exceptions, were slow to make 
the symbol correspond to the truth; the cult of Ptolemy in
fluenced maps more than the contemporaneous expansion of 
actual knowledge. This >vas not the result of wilful obscurantism. 
Until a map was generally seen as an aid to imagining what the 
world really looked like, the cartographer was naturally con
cerned to refine his symbols according to the best-and this 
meant the classical-authority. Eventually the deluge of geo
graphical information brought back by the explorers was to 
drown the 'unreal' tradition and to encourage the notion that all 
maps should record the actual shape of the world. The gift of 
'Discovery' to 'Renaissance' is clear. How far did humanist geo
graphy influence exploration? 

The long-term aim of gold-and-spice-hungry nations was 
contact with the sources of peppers, cloves and other medicinal 
and flavouring spices of 'the Indies', a term which included India, 
China, Japan and South-East Asia. These reached the Mediter
ranean via Muslim maritime and overland routes but were ex
pensive and the supply was well below the demand. It was also 
universally believed that Cathay was filled with gold which did 
not reach Europe at all. So Cathay was the goal, and it showed 
up far more clearly on Ptolemaic than on Jerusalem-centred maps. 
Serious study of Ptolemy dates from the beginning of the I 5th 
century and his influence was partly encouraging and partly 
negative. His Africa extended well south of the Equator and he 
believed that the Indian Ocean was an inland sea; as far as an 
eastwards sea route to Cathay was concerned he made it appear 
more unlikely than ever. On the other hand his theory that life 
was possible in the southern hemisphere suggested that the 
medieval assumption that no-one could survive the scorching 
heat of the Equator was wrong. All men-this was the medieval 
theological contribution-were descended from the sons of 
Noah, the Flood's survivors. If there were men in the southern 
hemisphere they must at some time have crossed the Equator, 
and so then could I 5th-century seamen. 

Ptolemy by himself was a warning against rather than an 
argument for an attempt to reach Cathay by circumnavigating 
Africa-there was nothing to circumnavigate: Africa blended 

Gc'OJ!,Tclphica! borizt;i!J 

into the continent of Terra Australis which filled almost the 
whole of the southern hemisphere and linked Africa to India. 
Nor did he suggest that the 'Ocean Sea'-the deep waters outside 
normal fishing and coastal voyages which were believed to be 
different from them in kind-provided a medium in which men 
could survive. To the ]\fiddle Ages the Ocean Sea was rather like 
the upper atmosphere before the invention of oxygen masks and 
pressurized aircraft, a fatal zone delineating the physical limits 
of existence. But Ptolemy was not the only classical geographer 
to be discussed in humanist circles. Strabo, a predecessor of 
Ptolemy, was also the subject of much commentary, and partic
ular attention was paid to Strabo's notion that the Ocean Sea 
washed the southern shores of Asia and that there was at least 
one large island ('Taprobane') lying off the Asian coast to the 
south. Still more crucial was his treating the globe-both classical 
and medieval geographers believed that the earth was round-as 
habitable in all its parts and likely to contain unknown lands. 
While not committing himself as to the navigability of the Ocean 
Sea, he strongly suggested that it was not different in kind from 
off-shore waters. 'The inhabited world', he wrote, 'forms a 
complete circle, itself meeting itself; so that if the immensity of 
the Atlantic Sea did not prevent, we could sail from Iberia to 
India along one and the same parallel over the remainder of the 
circle.' 

\Ve know little about the theoretical discussions that went on 
at Henry the Navigator's court at Sagres. But certainly, at the p 322 
time when Henry was sending out his first African expeditions, (14) 
the implications of classical geography were being discussed in a 
centre as noted for humanist as for mercantile initiatiye: Florence. 
From 1428, when Henry's brother Prince Pedro paid a map
collecting visit to Florence, to 1474, the date of the important 
letter Toscanelli sent to Columbus, there was contact bet\Yeen 
the practical exploits of the Portuguese and the theory of the 
Italians. 

The Portuguese exploration of West Africa did not entail a 
great imaginative leap into the dark, as did Columbus' first expe
dition westwards across the Atlantic. It groped, handhold by 
handhold, down the coast. But as successive voyages showed that 
men could come and go as safely through these waters-even 
beyond the Equator which was crossed in 1473 without anyone 
turning black-as in the seas of Europe, the idea that the Ocean 

Columbus landing on an island in the Indies in I 492, 2vith the king of 
Spain figuratively supervising the undertaldllg. This woodcut i.r from a 
Florentine edition of I 49}, proof of the speed with which Columbus' 
original letter was copied and distributed through Spain and Italy. ( 4) 



and mental horizons 

Although the Ptolemaic maps may not themselves have been designed by 
Ptolemy, they were revero1d as part of the classical text and widely copied. 
This version of the world-map, made in IJO) for Reisch's encyclopaedic 

Sea itself might be navigable became firmer and Strabo's idea of 
an 'open' Indian Ocean became increasingly attractive. In 1445 
Diniz Diaz saw the coast beyond Dakar tending to the east: was 
this the tip of Africa? The interaction of theory and practice was 

p 324 shown on the Venetian Fra Mauro's world map, commissioned 
(17) by the Portuguese crown and completed in 1459· The basic shape 

is that of Ptolemy, but unusual emphasis is placed on the detailing 
(mostly erroneous) of the Indies, and Strabo, not Ptolemy has 
been followed for the Indian Ocean. 

Prince Henry's own motives, as given by the chronicler 
Gomez Eannes de kurara, did not include the aim of reaching 
Cathay. They were to trade and to convert and to look for black 
Christians who would aid the Portuguese against the Moors of 
Morocco. But throughout this great operation, which culminated 
in Bartholomew Diaz' rounding the Cape in 1487, an overall plan 
can be sensed: longer and longer leaps down the coast leading to 
an increasing confidence that Cathay could be reached. The cost 
of the longer expeditions was considerable, it was only justifiable 
in terms of a firmly imagined goal, Cathay, and that goal could 
not have been imagined without a changed attitude to space, an 
attitude in which space was seen conceptually, as a whole within 
which tests could be made, and experiments carried out. It was 
an attitude reflected in the work of painters and architects and 
nourished by the Renaissance passion for geometry. 

'It is Possible' 
The 'Renaissance' did not produce the ships, the men or the 
motive for exploration, but it did provide the excuse for raising 
the large sums of money involved, an excuse based on a new view 
of the world as open to discovery and a map picture that incor
porated information which was believed, however uncritically, 
to be true, a picture which represented a blend of classical autho
rity and travellers' reports. 

Without such a frame of mind-('it is possible'), and such a 

work 'Margarita Philosophica', retains many features which had in fact 
been disproved. The east-north-east wind, known as Vulturnus orCaecias,is 
shown 'JJ'earing spectacles, possiblv a pun on the Latin for blind ( caecus). ( J) 

frame of reference-the prestigious modified Ptolemaic world 
map, the Age of Discovery would have been postponed. All the 
great voyages were based on a theory of what could be achieved 
by them. The trust in theory was prepared for by the coastal na
ture of West Mrican exploration and the gold, ivory and slaves 
that provided an insurance against the theory of a route to Cathay 
proving wrong. But even when Diaz' voyage strongly suggested 
it was right, Columbus found it hard to persuade the rulers of 
Spain to invest in a voyage that looked far more tempting on the 
map (he was a trained cartographer himself); he shrank the cir
cumference of the globe even more drastically than classical ge
ographers had done, and by selecting his authorities carefully he 
had produced an Asia which was even longer than Ptolemy's and 
Marco Polo's and stretched as far towards Europe as the latitude 
of the Virgin Islands. Once Columbus had sailed, however, and f 4 
once the enormous surprise of the Americas had been digested 
and roughly plotted on world maps, monarchs became readier to 
follow the suggestions of cosmographers. Magellan's suggestions, p 320 (6) 
doubtless made with the advice of his geographer friend Ruy 
Faleiro, that a route might be found to Cathay round the new con-
tinent's southern shore was attractive because Diaz and Da Gama 
had shown that Africa did not run straight into Terra Australis: 
the same might well be true of America. The voyages in search 
of north-eastern and north-western passages to Cathay of which 
there were so many, mostly English, in the second half of the 16th 
century, were based on theoretical notions about the navigability 
of the Ocean Sea north of Asia and America; theories so stub-
bornly believed in that they led to failure after failure and to scores 
of deaths by exposure and scurvy in ice-locked ships. Until Cook's 
second voyage the history of the South Pacific consists of voyages 
in search of Terra Australis, the stubbornest geographical myth 
of ali until it 'Was whittled down to Antarctica. 

The process of exploration was the first demonstration of the 
scientific method: hypothesis, experiment, new hypothesis. It was 
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demonstrated for all interested men to see, in the largest and most 
dramatic way. The hypothesis that there was open water between 
Europe and Asia to the west was disproved not by an abstract 
calculation, in the way that the reinstatement of the classical world 
picture 'disproved' the medieval one by substituting a more 
fashionable and intellectually respectable hypothesis, but con
cretely, by revealing an enormous new territory full of exotic 
peoples and providing a new way of life for thousands of soldiers 
and settlers. And the process was continuous. Verrazano's survey 
of the east coast of North America in I 5 2 3 led to a new h ypothe
sis, that over the promontory (which he took to be a continuous 
bar) separating Chesapeake Bay from the Atlantic was an exten
sion of the Pacific which drove a wedge through the continent 
and almost divided North America into two halves. The hypoth
esis was entered on the maps until further experimental voyages 
disproved it. And in the same way, the island groups of the Far 
East only came to take their true shape on maps gradually from 
pieces of isolated information discussed by sea captains and ship
wrecked sailors in Malacca, and patiently re-phrased into succes
sive hypotheses by the cartographers of Lisbon. Scientific method, 
which we rightly take as a hallmark of the thinking of modem 
man, could not be applied rigorously in a pure scientific field, in 
astronomy or physics or chemistry, until the appearance of the 
pendulum clock, the telescope and the microscope. Though Re
naissance attitudes to finance and politics became increasingly 
hard-headed, the thinking behind them could only be pseudo
scientific, as their effects were incapable of proof. Theory could 
only be verified in the field of discovery, through the co-operation 
between the hypothesizers at home and the observers in their 
ships. The first scientific laboratory was the world itself. 

It is only, then, when we look at the exploration movement as 
a whole that we see a necessary partnership between Discovery 
and Renaissance, Renaissance providing the programme, as it 
were, for a machine that had evolved from the character, skills 
and needs of the Middle Ages. This partnership, however, was 
fumbling and confused. Wbile the process was as we have descri
bed it, it was achieved by observers who could not see what was in 
front of their eyes, and hypothesizers who represented a minute 
fraction of the intelligent public. In trying to estimate the impact 
of the discoveries we must remember that the first explorers carried 
with them a host of medieval presuppositions which prevented 
their making a properly objective report on what they saw, and 
that the information they brought back was of interest only to a 
small section of the community, and of that section it was only of 
direct concern to a few rulers, merchants and cosmographers. 
Others added the new knowledge to their old categories of thought 
without it affecting their outlook on the world. For most men the 
new reality and the old legends co-existed harmoniously, just as 
the Jerusalem map had co-existed with a need to take long jour
neys. An awareness of the hypothesis-observation-new hypothesis 
process was present in the few who were making a living out of 
it, but it was not until the end of the 16th century that it began to 
change the way in which more than a very few men thought. 

The explorers were the reverse of open minded; they expected 
to find certain things and it was difficult for them to see past 
these expectations. Just as a space traveller without a scientific 
training might come back from Mars reporting the_.bug-eyed 
monsters his reading of science fiction had conditioned him to 
expect there, the explorers saw certain aspects of the truth 
through a haze of presuppositions derived from their reading of 
medieval travel literature. 

Monsters and Legends 
These presuppositions fell into three main categories : monsters 
and marvels, biblical legends and Golden Age legends. All 
appealed very strongly to the 15th-century imagination. Monsters 

f 7, 3 both mythical and 'real' had played a prominent part in ancient 
thought, from the quasi-divine centaurs and sirens to the dog
headed or single-footed men who were believed to live on the 
fringes of the Greek world, especially in India. The vitality of 
such conceptions, and the large class of 'mixed' creatures, like 

p 3 3 1 the mantikhora, which had the face of a man, the tail of a scorpion 
(31) and a lion's body, was, for some psychological reason, very 

Geographical horizons 

'When the fruit is ri,br, it open.f to di.rclo.re a real animal like a lamb' 
-this .rtrange p!al?t is describedin ali seriousness in lv!andeville's 'Tra
vels', a I 4th-centur_y COii!pilation containing real and fabulottJ information 
on the east. The i!lttJtratio;z is from a printed Spanish edition of I J 2I. ( 6) 

great: they passed readily into early medieval folklore, and were 
accepted and explained by educated men, by Augustine, for 
instance. Monsters figured largely in medieval art and literature. 
Conceived as dwelling mostly in India they played an especially 
large part in romances set there, like the Romance of Alexander. 
They figured largely, of course, in the immensely popular Travels f 6 
by Mandeville. Interest grew still stronger in the Renaissance; 
monstrous births, human and animal, were studied as portents, 
linked to the motion of the stars and foretelling the deaths of 
princes and the fortunes of war. 

Explorers and travellers, then, expected to find monsters in p 3 30-
Mrica and Asia and also in America, since, until Balboa discovered 3 3 1 
the Pacific in 1513, America was looked on as the eastern extension (29, 30) 
of Asia and shared that continent's freight of marvels. No voyager 
actually saw them, but the monsters, widely known through 
startling late medieval woodcuts, had an extraordinary hold over 
the imagination, weakening objectivity by surrounding what was 
real with a ghostly retinue of non-facts. They were constantly felt 
to be round the corner. Haunted by one such woodcut, Pigafetta, 
sailing home through the East Indies after Magellan's death, 
quoted his pilot to the effect that 'in this neighbourhood was an 
island named Aruchete, the inhabitants of which, men and wo-
men, are not more than one cubit high, and they have ears as 
large and long as themselves so that when they lie down one 
serves them for a mattress, and with the other they cover them-
selves. They are shorn and naked, their voices are shrill, and they 
run very swiftly. They dwell underground, live on fish and a 
certain substance which grows between the bark and the wood of 
a tree which is white and round like coriander comfits, and which 
is named ambulon.' The circumstantiality of this description is 
pure Mandeville, but Pigafetta, alert and cultivated as his nar-
rative shows him to have been, accepts what ought to be on the 
same plane of reality as what was. 'We would have gone there 
willingly', he added, 'but the shoals and the currents did not 
allow of it.' In the same vein Ralegh, speaking of the headless 
men whom he did not see in Guiana but knew to exist 'because 
every child in the provinces of Orromaia and Canuri affirms the 
same', pointed out that 'such a notion was written of by Mandevil-
le, whose reports were holden for fables many years and yet, 
since the East Indies were discovered, we find his relations true 
of such things as theretofore were held incredible.' 

Belief in composite monsters had a double effect on the 
voyager who tried to describe a new type of real animal. It 
encouraged description in similar terms, and it made the animal 
sound like a monster. Here, for instance, is Pigafetta again, this 
time on the guanaco of South America (a type of llama). 'This 
beast has its head and ears of the size of a mule, and the neck and 
head of the fashion of a camel, the legs of a deer, and the taillike 



a11d mental horizons 

that of a horse.' The medieval trait of describing something in 
terms of something else rather than objectively fostered this 
unscientific approach, and so did the habit of seeing new things 
in terms of pious wonder and the acceptance of classical authority. 
As late as I 5 54 an English description of the head of an African 
elephant notes correctly that the tusks grow from the upper jaw 
downward 'wherein the painters and arras workers are deceived', 
but the writer then goes on to say that he 'beheld it not only with 
my bodily eyes but much more with the eyes of my spirit, consi
dering by the work t:J.e cunning and wisdom of the workmaster, 
without which consideration the sight of such strange and 
wonderful things may rather seem curiosities than profitable 
contemplations. Pliny and Solin us write that they use no adultery.' 

The temptation to see new creatures in terms of monster and 
marvel was all the stronger because readers at home were seldom 
satisfied with factual descriptions of the newly found lands. They 
looked to travd literature to confirm, rather than to extend, the 
detail of thelr mental horizon. All the main intellectual currents 
of the day-neo-biblicism, secular history, classical learning-led 
reflective men back, not outwards. An age of intellectual ferment, 
as the Renaissance undoubtedly was, is not necessarily open 
minded; the effort to make a synthesis of classical wisdom, 
Christian revelation and national identity was too great for the 
discoveries to impinge in more demanding forms than those of 
corroboration and recreation. 

Readers were reluctant to give up the marvels and fables to 
which they had become used. Editions of Mandeville and Pliny 
(another of the main :;ources of geographical and anthropological 
myths) were published in the early 16th century at the same time 
as the letters of Columbus and Vespucci, and part of the success of 
thehfirst important account of discoveries in the New World, The 
Decades of Peter Martyr (completed in 1 530) was due to his 
retaining many legends among his facts. Rabelais, satirizing the 
geographical writers both of antiquity and of his own day in 
Gargantua and Pantagmel, pictured them as hiding behind a tapestry 
and writing their works at the dictation of Hearsay, a hunchback 
who possessed seven tongues, but who was blind and unable to 
move. 

Quest for the Earthly Paradise 
Another feature in the newly-discovered lands that readers most 
longed to hear about was the existence of an Earthly Paradise or 
some precious spot where men still lived as they had in the Golden 
Age, happy, naked, fi:ee, without poverty, disease or melancholy, 
without the responsibilities of property or the need of gover
ments. In the late 15th century there was a widespread pessimism, 
a nostalgia for a time: when men were not distracted by plagues 
and wars. The taste for a pastoral life was increasing, and one 
motive for interest in Eden and in the Arcadian theme in Greek 
literature was the desire to escape imaginatively from the harsh 
present. 

The Middle Ages placed Paradise in Asia-'And the Lord God 
planted a garden eastward in Eden' -and from the 1 z.th century 
Paradise was associat,ed not only with tranquillity and innocence 

p 3 2.9 but wealth, for the empire of Prester John was associated with it. 
(2.5) Prester John was supposed to be a Christian ruler, of fabulous 

riches, who had somehow preserved the faith amid the infidel 
people around him. He was seen as a potential ally against the 
enemies of Christendom. A succession of embassies was sent to 
make contact with him in the 13th and 14th centuries; he was 
reported in India, Ceylon and China, but never found. By the late 
15th century his court was commonly held to be somewhere in 
unexplored Mrica, wlth Ethiopia as its most likely setting. Prince 
Henry's captains hoped to get news of him, and at intervals 
throughout the exploration of the coast, natives who had been 
captured, converted and taught Portuguese, were returned with 
instructions to find him and urge him to make contact with 
Portugal. 

Such legends, and the stories of lost civilizations like Atlantis, 
added a fabulous geography which blurred an understanding of 
the real peoples found by the explorers just as the fabulous 
bestiary complicated ~:heir account of real animals. Columbus was 
as convinced that the Orinoco flowed from the Terrestrial Para-

Animals from i111agination and observation: (above) the hydra from 
Gesner's 'Historia animalium', published IJJI-87, and (below) a 
selection of the animals which Br~ydenbach claimed to have seen on his 
jourttey to the Holy Land in I48J-4· Even in the r6th century, ttatural 
history :vas still largely a matter of guesswork and hearsay, and in the 
qth-celttU'(J editiotts of Gesner the existe11ce of the unicorn is still debated. 
(7, 8) 

dise as he had been that Cuba was Japan and as he remained con
vinced that Central An1erica was the Malay Peninsula. And the 
discovery of the real and immensely rich empires of the Aztecs 
and Incas gave added strength to mythical ones like Cibola, in 
search of whose seven cities of gold De Soto explored the 
southern United States, or the empire of El Dorado, the Golden 
Man, whose will-of-the-wisp flickered temptingly before the 
imagination of the Conquistadors who hunted for him in the 
hinterlands of Colombia, Venezuela and Guiana. Explorers were 
tempted to colour their facts to fit in with their hopes. Columbus 
assumed from a few nose-ornaments worn by the primitive Tainos 
that the gold mines of Cathay were nearby; Ralegh's remark of 
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Guiana that 'every stone that we stopped to pick up promised 
either gold or silver by his complexion' reflected his conviction 
that the land of the 'men whose heads do grow beneath their 
shoulders' was on the confines of ElDorado's empire. 

More important than these dreams, which did, after all, lure 
men into exploration and led to an extension of knowledge, was 
the damper put on 'scientific' anthropology by myths of the 
Golden Age and pre-Fall man. Intensifying Covilhan's first 
description of the Tupi of Brazil (I 5 oo) King Manuel told Ferdi
nand and Isabella that his expedition had 'found the people nude 
as in the first innocence, gentle and peaceable'. Of the same 
natives Vespucci wrote: 'They have no laws, no religion, live 
according to nature ... they have all things in common, they have 
no frontiers or kings, obey no-one, each is his own master ... 
they live to extreme age in a country of marvellous beauty.' And 
Ralegh wrote in the same terms of the entirely different natives 
of Virginia: 'We found the people most gentle, loving and faith
ful, void of all guile and treason, and such as live after the manner 
of the Golden Age'. If this was not true it was felt that it ought to 
be, and such accounts were received with gratification. 

If the voyagers themselves were inclined to underplay the less 
ideal aspects of Indian life, the men who popularized their adven
tures for the general public at home added another layer of exag
geration, so that the reader saw the New World twice distorted, 
saw reality at two removes. And although from report after 
report evidence piled up that could have given the lie to the 
idyllic nature of life among the natives of America, the legend was 

f 1 stubbornly believed. In his essay Of the Cannibals Montaigne 
wrote: 'What in those nations we see by experience, doth not only 
exceed all the pictures wherewith licentious Poesie hath proudly 
embellished the Golden Age, and all her quaint inventions to 
paint a happy condition of man, but also the conception and desire 
of Philosophy.' When he goes on to say that 'the very words that 
import lying, falsehood, treason, dissimulations, covetousness, 
envy, detraction, and pardon were never heard of amongst them', 
it is clear that he is not concerned to imagine the natives as they 
really were, but to use them collectively as a stick with which to 
beat his fellow Europeans-who did use words that imported 
lying, treason and the rest. The Indians were seen not as indivi
duals but as symbols. 

It was not only writers with a taste for moralizing who saw the 
Americas with the mind's eye rather than with the real eye. 'Gol
den Age' descriptions continued throughout the century in the 
work of geographers. Artists portrayed Indians as heroic classical 
nude figures as though they were competing in the Olympic 

p 330 Games instead of scuttling through the swamps of the Amazon. 
(2.6, 2.7) And it was not as if stay-at-homes had no chance to see what 

Columbus in the description of his .first voyage mentioned that the inha
bitants of Dominica ate human flesh, and although cannibalism zvas not 
frequetJtly found by the explorers the very fact of its existence fired the 
horrified imagination of European artists. 1'1-otn an engraving of I J J 8. ( 9) 

Geographical horizons 

Indians actually looked like. Columbus had brought some back on 
his first two voyages. Other explorers followed his example and f J 
returned with natives as curiosities or as proofs of their having 
reached the Americas. In France seven Indians had been exhibited 
in I 507 at Rouen, together with their canoes, while in I 5 50, when 
Henry II visited that city, he was welcomed with a grandiose p 3 3D
spectacle in the Indian taste. Outside the walls a meadow and its 3 3I ( 28) 
trees were made to look as much like a Brazilian forest as possible, 
and in it was a model village, with huts and fires. It was populated 
by three hundred 'Indians', some completely naked. Fifty were 
genuine imported natives, the rest sailors who \vere supposed to 
have been to Brazil and could be expected to give authentic per
formances. They were carrying on the ordinary life of an Indian 
village: cooking, carrying loads, cutting down trees, reclining in 
hammocks, smoking tobacco. Evidence as to real conditions in 
the Americas was in fact at hand, through actual specimens, p 328 
through books, through the accounts of eye-witnesses, but it was (21) 
not willingly absorbed. 

Salvation or Slavery? 
Possibly the main intellectual interest in the New World for the 
stay-at-home was not in any case scientific, but religious; the first 
question asked was not 'What are they like?' but 'Can they be 
saved?' Had the Indians been evangelized? The Gospel was sup
posed to have gone through the whole world, but the Indians 
showed no sign of having received it. Had they heard the word of 
God-from St Thomas, for instance-but relapsed? Or were 
they pagans? Were they indeed capable of becoming Christians? 
Had they reasoning powers? Were they like animals who had no 
souls? If they were not responsible human beings, were they 
natural slaves? 

This last question was of prime importance, for on the answer 
to it depended the sort of treatment the Indians might expect from 
their Spanish taskmasters. And the 'animal, therefore natural 
slave' view was put with some force. In a speech before the 
Council of the Indies in I 52 5 the Dominican Tomas Ortiz said 
that the Indians had no justice, no respect for law or truth. They 
were incapable of learning. Their personal habits were loathsome; 
'they eat fleas, spiders, and worms raw, whenever they find them. 
They exercise none of the humane arts or industries. When taught 
the mysteries of our religion, they say that these things may suit 
Castilians, but not them, and they do not wish to change their 
customs . . . the older they get the worse they become.' This 
malign tradition had roots deep in popular superstition: black 
was the devil's colour; it was a strikingly original paradox that 
made Shakespeare's Othello into a heroic shamer of Christians. 

Yet on the other hand, African slaves had throughout the later 
Middle Ages been customary inmates in well-to-do homes in 
southern Europe and had been liked and treated no better or 
worse than white menials: they had on occasion become specially 
privileged pets. And if the natives of tropical Africa and the 
Americas had not had the Gospel preached to them, no more had 
Homer or Vergil or Ovid-yet the humanists preached the in
herent goodness, the natural religious impulse of man in order to 
be able to accept the teaching of illustrious pagans. And yet, again, 
Aristotle had taught the inevitable distinction between free men 
and slaves, and this view, too, found a congenial hearing in the 
Renaissance, in Castiglione's Courtier, for instance. 

The range of opinion applicable to natives was, then, large: 
from the liberal view that Indians should be peaceably converted p 328 
and could be guided into living like Europeans, to the contemp- (22) 
tuous and brutal 'spiders and worms' view. There were even 
attempts made by Spain to put the liberal view into practice. In 
the West Indies experimental villages were set up in the I 5 2os and 
I 5 3os where natives were coached in the life of Spanish farmers 
and left alone to see if they could match the industry of the 
originals. All these experiments failed; the Indians would not 
work the hours, wear the clothes or follow the diet of Europeans. 
The way was open for the pessimists to point out that they were 
incapable of living virtuous and free lives, and must be, by nature, 
slaves. And as at this time there was a growing clamour for cheap 
labour to work in mines or sugar estates, in a climate which 
sapped the energy of white men, the pessimists were confirmed 
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by economic need. The slave trade took on a new and long
enduring lease of life, and conversion by force was accepted as a 
common necessity. 'If gentle polishing will not serve', as Richard 
Hakluyt wrote of the natives of North America, 'then we shall 
not want hammerers and rough masons enow, I mean our old 
soldiers trained up in the Netherlands, to square and prepare them 
to our preachers' hands.' 

It will be seen that this is in striking contrast to the Golden 
Age view, but both led to the Indians being thought of not as 
individuals but as a category. By one school they were idealized, 
by the other they were despised. The Age of Individualism was 
not greatly concerned to distinguish one Indian from another. 
Man had acquired a confident self-consciousness: but this was 
western, humanistically educated man. Indeed, the x6th-century 
concept of man and his place in the universe tempted him to 
shrink from a close consideration of 'savages'; they lacked the 
definite place in an ordered hierarchy that was demanded by the 
Renaissance World Picture. By 16th-century Englishmen, for 
instance, the Indians were on the whole assumed to be wild, 
ignorant and animal-like. It is in this guise that they appear in 
Spenser. It was this view that produced that strange denizen of a 
newly discovered island, Cali ban. It was this frame of mind which 
resisted the detailed information contained in growing volume in 
the reports of explorers and travellers. These men were becoming 
objective, more anthmpologically minded. But as with modern 
journalism, the opinions of the man-on-the-spot had to be edited 
down to meet the presuppositions of his readers at home. 

The Slow Response 
It is useful to recall just how slowly reader interest in the New 
World grew. In France, the Mcmoires of Commines, which go up 
to 1498, contain no mention of America. Nor do those of Fleu
ranges, which run up to I 5 22, nor do those of Du Bellay, which 
go up to I 5 36. As late as 1604, in the vast biographical dictionary 
of Antoine du Verdier, out of 2,6oo folio pages, Columbus is 
allotted five lines. And works specially devoted to geography 
reflect the same indifference. Signot's La Division du J.1onde, which 
went through many editions between 1 53 9 and I 5 5 5, made no 
mention of America. The Cosmographic of Belleforest (I 57 5) gave 
more space to Semiramis than to Cortes and Pizarro, and Thevet's 
Cosmographie, published in the same year, placed the Straits of 
Magellan, Mexico and Brazil all on the same side of the Equator
and Thevet was the Icing's official geographer. The demand for 

p 32 I (8) accuracy remained slight until the second half of the century, 
though France had become a major exploring power from Verra
zano's expedition of [ 523, when much of the east coast of North 
America, including New York harbour, was surveyed. Indiffe
rence was possible even in Spain. In all the voluminous writing 
of the humanist Lucio Marineo Siculo, who was teaching at Sala
manca when Columbus was discussing geographical theory with 
his colleagues, and who was one of Ferdinand's official historians, 
there is only one reference to Columbus. It calls him Pedro, not 
Cristofaro, and smugly records the discovery of a Roman coin in 
Central America: 'This took the glory from our soldiers who were 
boasting of their navigation, since the coin is proof that the Ro
mans had sailed to the Indies long before.' For most humanists, 
indeed, the rediscovery of the ancient world was more absorbing 
than the discovery of the new. 

Nor did creative writing-poetry, the drama-show any signs 
of being seriously affected by the discoveries throughout the I 6th 
century. Some authors referred to America, and the voyages were 
reflected in a stray image here and there, but there is no sign that 
the mental horizon of any writer was widened or that the quality 
of his imagination w2.s affected. In F ranee, the poets of the P leiade 
were still more interested in the classical world. Their references 
to antiquity were warm and immediate, to the Americas dispassi
onate or moralizing. Shakespeare showed little interest in the 
discoveries, apart from some gibes in The Tempest at those who 
thought that the white man brought benefits to the native. 'You 
taught me language', retorts Caliban to Prospera's claim that he 
gave him reason, 'and my profit is, I know how to curse: the red 
plague rid you for learning me your language.' It would be folly 
to suggest that the discovery of the New World had any ascer-

C.jh:mbus and hi.r creuJ tradillJ!, JJJith the inhabitants of Hispaniola 
(Haiti), one of the islamh di.rcovered on his first voya,ge in 1492. Co
lumbt~s commented on the 11/i!lin..gness 1Jf the natives to barter tbeir gold for 
uwthless scraps-' a sailor recei/Jed for a strap, ,gold to the we(~ht of 
2 V2 lm;ge coins'. h·om an edition of Columbus' letter, printed in Basle 
1493. (1o) 

tainable effect upon Shakespeare's genius, or the manner in which 
it was expressed. 

These reactions, so negative from a scientific point of view, 
only represent two strands in Renaissance thought: the popular 
wish to retain the 'escape' element involved in reading about mar
vels and monsters, and the moral element in humanism which 
believed that education should concentrate on the authoritative 
expression of human wisdom rather than on the study of nature. 
Montaigne expressed this humanist view that the sciences were 
irrelevant to the best development of the character: 'Being beaten 
with ambition, with avarice, with rashness, and with superstition, 
and having such other enemies unto life within lives-wherefore 
shall I study and take care about the mobility and variation of the 
world?' Cosmology, which of all humanist studies was the most 
suited to absorb the hypothesis-observation-new hypothesis me
thod, was reluctant to be as scientific as the evidence of the dis
coverers would have allowed it to be. There was a well-developed 
Two Cultures crisis in the Renaissance. 

Prosaic Fact 
The other strand is the contribution of less sophisticated men 
whose first-hand experience was not doctored to meet popular or 
learned taste. Beneath the literature of exploration we must always 
sense the spread of accurate information in the form of a captain's f IO 

oral report or in the correspondence between merchants and their 
sea-going factors. Accurate observation, precise description: just 
as in politics we look for these qualities not in formal treatises or 
the wording of alliances or in proclamations but in the dashed-
off, frequently pithy and racy correspondence of working diplo-



mats, so the workaday reactions to new lands must be looked for 
below the level at which the cultivated reading public received 
them. The scientific temperament, as we see it expressed in Gali
leo's statement that science is concerned with 'the sensible world 
and not one on paper' was shaped not only by 'texts and authori
ties' but by conversations with foundrymen, dyers and glass manu
factures and with clockmakers and artillerymen. Beneath the 
books we have been looking at, then, we must imagine the new 
information spreading in real terms uncontaminated by learned 
or moralizing associations, and flowing not only from pioneering 
voyages where the temptation to glamorize and distort was at its 
height, but from the more prosaic and routine ventures \Ybich 
followed them. 

Humanist geography did, however, have its practical side. Its 
intellectual justification was stated by the German Vadian. 'As 
long as the human mind lives in the body it obeys that law cf 
knowledge which decrees that the intellect can only grasp that 
which is conducted to it by the senses, and that all our thinking 
and imagining is analogy. This law of knowledge requires first 
and foremost the study of geography so that we may begin our 
quest for knowledge by understanding the earth, the scene of 
human habitation.' This theory chimed with actual need: govern
ments wanted maps which showed the administrative divisions of 
their countries, soldiers maps from which they could plan cam
paigns-'! have been asked,' wrote Conrad Turst of Zurich in the 
early 149os, 'to describe the regions of our Confederation and 
their environs so that you may realize ... how useful such a de
scription is to all those princes who are about to take the field 
with their armies'; growing national pride also fostered the pro
duction of regional maps. This led to political frontiers being de
fined as accurately as possible, and the atlas began to make its con
tribution to the way in which a man imagined his own country 
and its neighbours and rivals-a factor of some importance in in
ternational relations; frontier mentality has dominated political 
thinking ever since, but it was literally unthinkable until maps 
produced the frontier image. -

In this way, just as an extension of the use of clocks and wat
ches by making the hour and the minute as prominent as the day 
and the season influenced men's sense of time, so the realistic, 
standardized detail of maps influenced their sense of space. In 
time a man's consciousness could still switch from urgency to 
indulgence, in space from reality to symbols, but another step 
had been taken in the organization of thought in the direction of 
observable, checkable reality. 

World maps, which were older than regional maps, continued 
to set the tone for all map making, and influenced as they were by 
the discoveries, passed on their increasingly uniform conventions 
-north at the top, latitude scales-to them; the inclusion of world 
maps in atlases helped the countries of Europe to be seen in a 
global context. This influence was particularly important because 
humanist geography tended to be strongly regional; the visual 
equivalent of national history. The illustrated world descriptions, 
like that of Munster, became increasingly more marvel-struck the 
further their authors turned from their native country. It was nor 
only the Italians who were parochial during the Renaissance; 
Germans, French, Spanish and English topographers were intent 
on celebrating their own locality first, their country as a whole 
second, Europe third, with the world well in the rear. Against 
this localism, however, were set two modifying forces; the dis
coveries, and a belief that foreign travel was an important part of 
the education of a man of means. Less strong in England, where 
after the Reformation travel was seen as spiritually dangerous, the 
need for foreign languages in diplomacy, the cult of the alert, 
widely informed and talented man led to travel being seen as 
desirable on general grounds, and not merely for the purposes of 
trade or pilgrimage or formal enrolment in a foreign university. 
Montaigne, turning from a discussion of books in his essay on 
Education, said: 'to conclude, I would have this worlds-frame to 
be my Schollers choise-booke: so many strange humours, sundry 
sects, verying judgements, diverse opinions, different !awes, and 
fantasticall customes teach us to judge rightly of ours, and instruct 
our judgement to acknowledge his imperfections and natural 
weakness, which is no easy an apprentisship.' 

Geographical horizon.r 

Comparison and Contrast 
Though Montaigne did not counsel travel to countries outside 
Europe, he was prepared to use information from the margin of 
the 'worlds-frame', as we have seen, to contrast his decadent 
fellow-Europeans with the noble savages of America. 'Compare 
and contrast': this familiar formula, with its invitation to mental 
agility, is of considerable import;mce to our theme. Characteristic 
of medieval reasoning was the tendency to think of an object by 
connecting it to a category of similar objects, to see what \Vriters 
had said about such an object or why God had created it. Rumi
nation pursued widening circles of significance-from the literal 
meaning to the allegorical, to the moral, to the mystical
enclosing the fact or theme in a synthesizing, hierarchical view of 
existence. Because of this habit of mind, few of the meteorites of 
information from the discoveries entered the closed mental atmos
phere of Europe without being burned out of shape. Modern 
reasoning patterns involve contrast as well ?.s association: this is 
different from that: what do I learn from the comparison? The 
first strengthening of contrast-thinking came from the human
ists' bringing into focus the civilization of pre-Christian antiquity, 
and from the existence on Europe's eastern frontier of a threat
ening and radically different political organization, that of the 
Turks. The newly-discovered societies, however, accelerated the 
process by confronting Europeans with a wide range of govern
ments, religions and social habits that were different from their 
own. More's Utopia contained the first literary portrait of a 
Renaissance explorer, Raphael H ythlodaeus, 'discoverer' ofUtopia. 
As a result of his travels, More noted, 'just as he called attention 
to many ill-advised customs among these new nations, so he 
rehearsed not a few points from which our own cities, nations, 
races and kingdoms may take examples for the correcticn of their 
errors.' 

Before the sophisticated races of the East or the more primitive 
ones of the \~lest could present thought-provoking contrasts to 
Europeans, they had to be seen not as merely picturcsc1ue but as 
the product of a specific environment. It was necessary to see 
deeper than the immediately striking detail--nakedness in Africa 
and in the Ne\V World, the sex customs which Europeans found 
so intriguing in the East-and to pass from the first impulse to see 
the native as a potential slave or Europeanized Christian to a more 
anthropological approach. Such an approach made remarkable 
strides during the 16th century from its occasional beginnings, as 
when Vasco da Gama's captab-major persuaded his chief to let 
him spend a night with the natives of the Cape of Good Hope in 
order to see how they lived and what they ate. Knowledge flowed 
from the explorers themselves-Columbus' account of the Taino~ 
is a valuable portrait of this soon-to-vanish people-from the 
experience of slavers looking for the hardiest and most intelligent 
of African tribes and from settlers and colonial administrators. 
But it was above all the rrissionary orders who were forced into 
the most sympathetic contact with non-Europeans. For conversion 
to be more than skin deep they had to learn the languages and 
sympathize with the religious beliefs of the peoples they wished 
to Christianize. 

The New Objectivity 
It was religion, more than trade, more even than the needs of 
secular administration, that forced Et:ropeans to understand how 
other peoples lived and thought. It was from works like the Jesuit 
newsletters, circulated in Europe from mission stations running p 328-
from Japan to Paraguay, that some of the background to the 329 (24) 
explorers' accounts was filled in, and that the mental horizons of 
Europeans were helped to catch up with the expanded geographi-
cal horizons of their world. It was a landmark in this mental 
expansion when an English venturer in search of a north-east 
passage to Cathay was asked 'to bring thence some old printed 
book, to see whether they have had print there before it was 
devised in Europe.' It was a sign of what progress Europeans had 
made in seeing their civilization as one among others that a 
generation later Carletti could write of the Chinese, a propos the 
invention of gunpowder and printing: 'It is possible to believe 
beyond any doubt that all these things came from them. And I 
agree to the statement that not only these, but every invention for 
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good or for evil, of beauty or ugliness, must have come from that 
region, or at least it can be affirmed that they have in themselves 
the knowledge of everything, not having had it from us or from 
the Greeks or other nations who taught it to us, but from native 
creators in that huge ~:nd very ancient country.' 

The long-term effect on Chdstianity in Europe of the contact 
with other religions was of great importance, though difficult to 
define with precision. It led to a more relaxed view of dogma, a 
concentration on the promise rather than on the law of Christianity. 
It v:as realized that all men, however remote or primitive, had a 
religious sense that led them to worship something outside them
selves and their immediate environment. This led to tolerance, in 
extreme cases to the vague pantheism which was so widespread in 
the 18th century; the belief that God dwells in everything and 
every man, and has not declared Himself exclusively to any one 
nation or sect. As it came to be seen that the world was hugely 
populous, the idea of a personal God who scans the actions of each 
individual became harder to accept. He moved further from the 
day-to-day affairs of every man. He became more a source of 
distant inspiration than of watchful judgment. Morality itself 
became less a clean-cut issue of right or wrong when it was seen 
that non-Christian moralities could produce upright and respon
sible conduct. 

In fact, as an anthropological point of view developed, God 
became less anthropomorphic. And in a similar way, as societies 
were examined which gave or seemed to give little weight to law, 
or property, or kings, an ideal of the Noble Savage took form and 
came to underlie the work of 18th-century political writers like 
Rousseau who saw Europeans as born in the chains of a needlessly 
elaborate and unfair social structure. 

The Renaissance is often described in terms of subjectivity, of 
men like Petrarch who were fascinated by their own thoughts and 
feelings, whose self-consciousness came to give a new status to 
the concept of the individual. But consciousness of self simply 
intensified the medieYal habit of seeing life concentrically: the 
stronger the sense of individuality, the stronger the macrocosmic
microcosmic thought structure which saw man as the world writ 
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small or the universe as man writ large. The liberating element in 
Renaissance thought-to use a Whiggish phrase-was not sub
jectivity (what progress is involved in changing a smaJl prison for 
a larger one?) but objectivity, empiricism, pragmatism; these are 
the attitudes that lead from the Middle Ages to modern times. The 
much-lauded self-consciousness of the Renaissance, secular self
scrutiny replacing mere conscience-searching, was in itself no 
more than a glamorizing of an essentially medieval state of mind. 
Objectivity was the liberator, the widener of mental horizons, 
and it was fed less by Machiavellian political realism, which placed 
the individual in yet another microcosm-macrocosm structure, 
or by naturalism in art, which by adding a dimension to the medi
eval world view made men feel all the more at home in it, than 
by forcing the imagination outwards, by feeding it with challeng
ing information about different ways of life. 

This information could only be challenging when it was exact, 
and exact descriptive prose grew as much from travel books as 
from the diplomatic and technical literature of Europe. Here is a 
late 16th-century description of a Japanese sandal: 'Their shoes 
are made entirely of a single straw sole of strands twined together, 
or perhaps of leather, with a thong fastened to the ends of both 
sides of the sole which comes up over the foot. And there is also 
another strand that is joined to the first one mentioned but is 
fastened to the end of the sole a little inside, so that it may pass 
through the opening between the two large fingers of the foot. 
And thus that shoe or sole is held firmly on the foot. And when 
they want to remove it, they have only to raise their heel a little 
and shake the foot, which quickly slides out.' 

This homely description by the Florentine traveller Carletti 
typifies the new objectivity; laconic, precise, uncommitted. It is 
information, pure and simple, ideal nourishment for the scientific 
temperament. The Age of Discovery was no more than a facet of 
the cultural and intellectual Renaissance and, as we have seen, a 
partly independent one, but the voyagers' information, once it 
was precisely recorded and firmly related to unfamiliar ways of 
life, significantly affected Renaissance intellectual life in its role as 
the transition between medieval and modern ways of thought. 

KEY Return routes not usualiy shown 
••••• ]ohnCabot,l498 -- Frobisher,ts76-78 
-- Cabrattsoo - Hudson,t6Jo-n 
- Cartier,1534-35 ++++ VascodaGama,1497-98 
........ Columbus [firstvoyage), -Magellan,tslg-n 

1492-g3 ==== Marco Polo, 1271-95 
--·Bartholomew Diaz, 148J-S8 •=-=•= Verrazano,I524-
___ Drake,tsn-Bo ""'"""Vespucci,l50t-o2 

East/West lines of demarcation, 1493 
East/West lines of demarcation, 14-94 

Exploration in the Renaissance. In I49} the pope divided the New 
World between the Spanish and Portuguese to avoid future dissension. 
The dividing lines, originally favourable to Spain, were altered in I 494 

after the Portuguese objected. (I 1) 
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CHRONOLOQICAL CHART 

1400 1410 1420 1430 1440 1450 
1370-L}6o GuARINO DA VERONA: educatiOnalist, humanist 
1377-I446 BRUNELLESCHI; first Ren. architect 
I 3 78- I 446 V ITTORINO DA FELTRE; educationalist, humanist 

1460 

I n8-I45 5 LORENZO GHIBERTI: sculptor-Baptistery Doors Florence 
c. I 3 86-r 466 DONA TELLO: sculptor--Magdalen, Gat tame lata, David 
140I- ?z8 MASACCIO: painter-Brancacct Chapel {rescoeJ 

!404-72 ALBERTI: humanist, architect, writer-De re aedificatoria I4JD-72 
1407-57 LORENZO VALLA: humanist scholar-Eiegantiae I 444 

1470 1480 

1410j20-92 PIERO DELLA FRANCESCA: painter, mathematician-Arezzofrescoes I4J2-66 

1490 1500 

c.1430-1p6 GrovANNI BELLINI: Venetian painter-sacra conver.razioni ilt S. Giobbe 
1432-68 reign of S1GISMONDO MALATESTA, Rimini 
I433-99 MARSILIO FrciNo: Florentine neo-Piatonist, philosopher 
1434-92 MEDICI ascendancy in Florence: CosiMO, PIERO, LORENZO IL MAGNIFICO 

1438-43 Council of Ferrara-Fiorence for union of Greek and Roman Churches 
1441-71 reigns of LEONELLO and BoRso D'EsTE, Ferrara 
1442-94 reigns of ALFONSO V and FERDINAND I, Naples 

1444-82 reign of FEDERIGO DA MONTEFELTRO, Urbina 
I444-1514 DONATO BRAMANTE: architect-Tempietto; plan.rfor St Pete•·'r 
I444-15 19 reigns of LODOVICO and FRANCESCO GONZAGA, Mantua 
c.I445-1510 BOTTICELLI: painter-Birth oj Venus; Primavera 

1447-55 pontificate of NICHOLAS V 
1450-I515 ALDUS MANUTIUS: major scholar printer, Venice 

1510 1520 

1452-I519 LEONARDO DA VrNcr: painter, scientist, inventor-Last Supper '49 J/98 
1454-94 PounAN: humanist, poet, Greek and Latin scholar 

1456-1530 ]ACOPO SANNAZARO: Neapolitan poet-Arcadia IJ04 
1458-64 pontificate of Prus II (Aeneas Sylvius Piccolomini) 

1463-94 P1co DELLA MIRANDO LA: nco-Platonist, mystic 
1465 SwEYNHEIM and PANNARTZ started printing in Italy 

1530 1540 1550 

I469-I 52 7 NICCOL<) MACHIAVELLI: political theorist, statesman---Pri11ce I J I 3 
1470-1547 PIETRO BEr,mo: Venetian humanist, historian, champion of vernacular 

1474-1533 ARIOSTO: Ferrarese poet--Orlando Furioso IJI6 
14 75-I 5 64 MICHELANGELO: sculptor, painter, poet, architect-Sistine Chapel r ro3-I ~ 

1478-1529 CAsTIGLIONE: writer, courtier, diplomat-Courtier IJ28 
1479-1500 reign of LODOVICO SFORZA, Milar1 

1483-I520 RAPHAEL: painter, architc::t-Vatican Stanze IJoS+ 
1487/90-1 n6 TITIAN: Venetian painter-Assumption I r I6 ITALy 149I-98 influence of SAVONAROLA in Florence 

1560 1570 1580 1590 

1503-13 pontificate of JuLIUS II 
I 5 I 8-8o PALLADIO: architect, designer in Venice and Vicenza-4 Books of Architecture 

15 27 Sack of Rome 

1600 

I 544-95 TAsso: Ferrarese poet-Gerusale7J!me lif,erata I f7 J 
1545-63 Council of Trent: beginning of Countcr-Rcf:-n-mation 

1400 1410 1420 1430 1440 

1433-1501 

FRANCE 

1450 1460 1470 1480 1490 1500 1510 1520 1530 1540 1550 1560 1570 

RoBERT GAGUIN: humanist, statesman, educatiOnal retormer 
1450-I536 LEFEVRE D'ETAPLES: humanist, Hellenist, religious reformer 

1456-59 GREGORIO TIFERNATE t'lught Greek and rhetoric in Paris 
1468-I535 ]oDocus BAmus AscENSIANUS: scholar-printer 
1468-I540 GUILLAUME BuDE: major humanist, philologist-De aue IJIJ 

14 70 first printing press established in Paris 
c. r 490-15 38 GERMAIN DE BRIE: Greek scholar, vernacular poet 

1492-1549 MARGUERITE DE NAVARRE: poet and patron-Heptameron IJJ/i 
I494-I553 FRAm;ois RABELAIS: writer, satirist-Pantap,ruel IJJ2 

?q96-I544 CLEMENT MAROT: poet-Adolescence C/emmtine If32 
15 oo/I 5-70 PHILIBERT DE L'OR:,m: architect, architectural writer-Chateau Anet I Jf 2 

c.r 5o I -c. I 5 64 MAURICE SctvE: poet-Di!ie I f44 
1 50'1-59 ROBERT EsnENNE: scholar-printer 

1505-75 MrcnEL DE L'HoPITAL: humanist, Chancellor of France 
rsoB-85 JEAN DoRAT: court poet, Latinist 

C. I po-c.I563 JEAN GOUJON: sculptor-Fontaine des Innocents I f/7-9 
15I9 designs for Chambord, work continued until at least 1550 

1580 1590 

1522-60 GUILLAUME DU BELLAY: poet, member of Pieiade-Deffense If49 
152.4-85 PIERRE DE Ro:--~sARD: member of P!eiade, court poet-Odes IJJ0/2 

1530 establishment of Royal readerships, later College de France 

1600 

1530,32 arrival in Fr. of Rosso and PRIMATICCID--start of Sch. of Fontainebleau 
1533-92 MICHEL DE MONTAIGNE: writer-Essais IJ80 

I 540-45 BENVENUTO CELLINI in France-salt cellar 1 r-tof 3 
I 5 sos years of most important activity of Plciade 
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c.139o-1441 JAN vAN EYci<:artist-Ghent Altarpiece,jinishea I4J2 
c.1400-64 ROGER VANDER WEYDEN: artist-Deposition I4JJ 

1401-64 NrcHOLAS OF CuEs: theologian, humanist. mathematician 

1400 

1400 

c.1440-82 HuGo VANDER GoEs: artist-Portinari Altarpiece I47J 
1440-50 GuTENBERG's printing press established 

1442-85 RUDOLF AGRICOLA: humanist, educationalist 
mid 15th C-mid I6th C: Family of VISCHERS: Nuremberg sculptors and bronze-workers 

1455-1522 JonANN REUCHLIN: Hebrew scholar-De arte cabbalistica IJI7 
1459-1508 CONRAD CELTIS: humanist. polymath, poet 

1460-I527 JoHANN PROBEN: scholar-printer-printed Erasmus' Gk. New Testament I5J6 
1469-1536 ERASMUS: Praise of Folly IJ09, Greek New Testamettt IJI6 

1470-1530 WILLIBALD PIRCKHEIMER: wealthy Nuremberg scholar and patron 
147I-I528 ALBRECHT DURER: artist-Apocalypse woodcuts I498 

1472-1553 LucAs CRANACH the Elder: artist, court painter to Electors of Saxony 
c. I4 7 5-1528 MATTHIAS GRUNEWALD: artist-Isenheim Altarpiece, finished c. I J I J 

148 3-1546 MARTIN LuTHER-ninety five Theses, Wittenberg I 5 r 7 
1484-1531 ULRICH ZwrNGLr: Swiss Reformer, humanist 

1488-1523 UL1ucH VON HuTTEN: Reformer, advemurer, humanisr 

N 0 RT H ERN E V R 0 P E 1497-I560 PHILIP MELANCHTHON: moderate Reformer, h.umanist-Augsburg Co?fession rno 
1509-64 jEAN CALVIN: French Reformer, emtgrated to Geneva-Instttutes IJJ6 

1514-64 ANDREAS VESALIUS: anatomist 

1410 1420 

SPAIN 

1410 1420 

1430 1440 1450 1460 1470 1480 1490 1500 1510 

15I9-r6o5 THEODORE DE BilzE: French Calvinist, first head of Geneva University 

1520 

I 5 30 Confession of Augsburg, I 55 5 Peace of Augsburg: 'cui us regio, eius religio' 
I 55 6 Ottheinrichsbau built-Italianate decoration 

1530 1540 15511 1560 1570 1580 1590 1600 
I427/8 Aeneid translated into Spanish-first complete translation into modern language 

1442-1522 ANTONIO DE NEBRIJA: humanist, grammarian-Spanish grammar r492 
1456-1517 CARDINAL JIMENEZ DE CISNEROS: church reformer, educationalist 

1430 1440 1450 1460 1470 

1474-I566 BARTOLOME DE LAS CASAs: writer, preacher, anti-slavery in America 
1478 establishment of Inquisition 

1479 foundn. College of Sta Cruz, Valladolid- one of first Renaissance buildings in Spain 148~3 
1482 publication of Garee! de Amor-fashion for spiritualized love 

1480 

?I49o-154I/1532 JuAN and ALFONSO DE VALDES: religious and literary critics 
c.1490-I56I ALONSO BERRUGUETE: sculptor, pioneer of Spanish mannerism 

1491-1556 ST IGNATIUS OF LoYOLA: founded Society of Jesus 

1490 

1492-1540 Lurs VIVES: greatest Spanish humanist, philosopher, educationalist 
1495-1563 DIEGO DE SrLOE: architect, sculptor-Granada Cathedral IJ28+ 

1498 foundn. University of Alcala: immediate prestige and influence 
1501-36 GARCILASO DE LA VEGA: poet--imitated Italian style 
Ij02-I7 Complutensian Polyglot Bible 

1 5 o8 publication of Amadis de Gaula-initiated great vogue of novel of chevalry 

1500 1510 1520 

I 527 Conference of Valladolid to judge orthodoxy of Erasmus' works 
1527-9I Lurs DE LEoN: poet, religious writer-La Perfecta CaJada IJ8J 
1527+ Palace of CHARLES V, Alhambra-pure Italian classicism 

1529-?88 JuAN HUARTE DE SAN JuAN: educationalist, medical writer 
153o-97 JuAN DE HERRERA: architect of Escorial (I 5 63-84)-restrained classicism 

1534-97 FERNANDO DE HERRERA: humanist poet-Afgzmas obras IJ82 

1530 

1534 design for Jaen Cathedral, masterpiece of Spanish Renaissance style 
d.1540 ARIAS BARBOSA: Greek scholar-Greek ,r,rammar IJ38 
I54I-I6I4 EL GREco: painter-The Burial oj Count Orgaz IJ86 

I 55 9 Diana-pastoralfneo-Platonist novel 

15110 1550 1560 1570 1560 1590 1600 

1427-70 joHN TIPTOFT, EARLOF WoRCESTER:-humantst, vtsited Ita1y 
?1446-I 5 19 WILLIAM GROCYN: humanist, scholar and teacher of Greek 

c.146o-r524 THOMAS LINACRE: humanist, physician, royal tutor, Greek scholar 
?1467-1519 JoHN COLET: humanist, founder of St Paul's School 

c.I475-1530 THOMAS WoLSEY: cardinal, statesman, patron of New Learning 
1476 establishment of CAxToN's printing press 

1478-1535 SIR THOMAS MoRE: lawyer, statesman, satirist-Utopia IJI6 
?1485-I540 THmiAS CROMWELL: politician, administrator-Dissolution of Monasteries 

1489-1556 THOMAS CRANMER: Archbishop of Cantcrbury-Boo.k of Common Prayer IJ49 
?1490-1546 SrR THOMAS ELYOT: scholar, educationalist-Book of the Governor IJJI 

c.r5o6-52 JonN LELAND: topogr:~pher, antiquary-Laboryousejourney IJ49 
1526, I532-43 HANS HoLBEIN in England-Portraits of Henry VIII 

I 53 3, 15 34 Act in Restraint of Appeals; Act of Supremacy 
15 36+ Dissolution of the Monasteries 
?I536-16I4 ROBERT s,fYTHSON: architect-Wo!/aton Half IJ80 

I 53 8 + Nonesuch Palace built: quasi-Renaissance extravaganza 
I 54 7-5 2 Somerset House built: influenced Eng.Ren.architecture 

c.I547-r6r9 NICHOLAS HILLIARD: miniaturist-Arte of Limning 
1552-99 EDMUND SPENSER: poet-Faerie Queene IJ90 

E N Cj LAN D 1552-I6I8 SIR \VALTER RALEGH: poet, explorer 
I 5 54-86 Sm PHILIP SIDNEY: poet, courtier, soldier 

I557, 95,99 first four theatres opened 
1561-1626 SIR FRANCIS BACON: Essays IJ97 

1564-93 CHRISTOPHER MARLOWE 
1564-r6r6 WILLIAM SHAKESPEARE 
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ro. Detail from the Confirmation of 
the Franciscan Rule, fresco by Dom
enico Ghirlandaio, showing the 
Loggia dei Lanzi; 148 5. Sassetti 
Chapel, Sta Trinita, Florence. 
Photo Scala 
r r. Detail from St Francis rems
citating a rhild, fresco by Dom
enico Ghirlandaio, showing two 
girls of the Sassetti family; r 48 5. 
Sassetti Chapel, Sta Trinita, Flor
ence. Photo Scala 
12. Detail from the Raising of Ta
bitha, fresco by Masolino, show
ing two fashionable young men; 
c.1425. Brancacci Chapel, Sta 
Maria del Carmine, Florence. 
Photo Scala 
13. Detail from St Francis resus
citating a child, fresco by Domeni
co Ghirlandaio, showing members 
of leading Florentine families ; 
1485. Photo Scala 

18-19 I4· Portrait of Coluccio Salu
tati from a MS initial; Italian, sec
ond half of 14th C. Plut.53.18, 
fol. rr. Biblioteca Medicea-Lauren
ziana, Florence. Photo Dr G'.B. 
Pineider 
r 5. Detail from the Execution of 

Savonarola, showit\2: the Palazzo 
Vecchio; artist unknown, c. r 5 oo. 
Museo S. Marco, Florence. Photo 
Nf cmse/1-/-l!inari 
r6. Detail from a page of the 
scrutiny in the Lion d' m·o district; 
I 440. Archivio di Statu, Florence. 
Photo JV. Rubinstein 
q. Detail of monument to Leo
nardo Bruni. Chancellor of Flor
ence, by Bernardo Rossellino; 
I44os. Sta Croce, Florence. Photo 
j\;f anse/1-A/inari 
r8. Bust of Brutus by 7\lichel
angelo; c. I 5 42, unfinished. Mu
seo Nazionale del Bargello, Flor
ence. Photo Manse/1-Anderson 
I 9· The Signor_y discusses the l/Jar 
against Pisa, by Giorgio Vasari; 
I 5 67-7 r. Palazzo Vecchio, Flor
ence. Photo S ojJrintendenza aile 
G'allerie, Florence 

20 zo. Detail from the Proassion of 
the lv!agi, fresco by Benozzo Goz
zoli, showing Cosimo and Piero 
de'Medici; c.I459· Palazzo Me
dici-Riccardi, Florence. Photo 
Scala 

21 21. Reverse of medal commemo
rating the Pazzi conspiracy, by 
Bertoldo di Giovanni, showing 
the assassination of Giuliano 
de'.Medici; 1478. British Museum, 
London. Photo John Webb 
22. Detail of the Confirmation of the 
Franciscan Rule, fresco by Dome
nico Ghirlandaio, showing Lo
renzo de'Medici and three mem
bers of the Sassetti family; I 48 5. 
Sassetti Chapel, Sta Trinita, Flor
ence, Photo Scala 
23. Palazzo Pitti, lunette by Gius
to Utens; I 5 99· Mus eo l\fediceo, 
Florence. Photo Scala 
24. II Trebbio, lunette of the Me
dici villa by Giusto Utens; 1599· 
Museo Mediceo, Florence. Photo 
Scala 

22-23 25. Detail from side-panel of 
the St lvlatti'I'JV Altarpiece; begun 
I 367 by Orcagna (Andrea di 
Cione), completed 1368 by Jacopo 
di Cionc. Lf£1zi, Florence. Photo 
Afmm/1-Brogi 
26. Dnnving from Filippo Calan
dri's Trattato di Aritmetica, wool
merchant; 1492. MS zG69. Bib
lioteca Riccardiana, Florence. 
Photo Dr G'. B. Pineider 
27. Fac;ade of Medici Bank in Mi
lan, drawing by Filarete; mid-15th 
C. From ]\f. Lazzaroni and A. 
.!'v1ufioz, Fi!arete, . .-cult0re e archi
tetto del secolo XV, 1908 
z :~ Poggio a Caiano: fac;ade of 
the Medici villa, by Giuliano da 
Sangallo; conversion begun 1480, 
loggia pediment and Della Rob
bian frieze under Pope Leo X, 
curving stairs r 7th-C. addition. 
Photo i'v!anse/1-Aiinari 
29-30. Obverse and reverse of 
gold florin; Florentine, I 5th C. 
British Museum, London. Photo 
John Webb 
3 r. Florence: view of inner court
yard of the Palazzo Medici-Riccar-

di by Michelozzo, 1444-c.qGo. 
Photo Manse/1-A/inari 
32· Florence: exterior of the Pa
lazzo M.edici-Ricca!·di frorn the 
south-east; by J\Iichelozzo, 1444-
c. qGo. Arches closed and win
dows inserted after designs by Mi
chelangelo in I 5 17. Photo A:! an
seii-Aiinari 

24 33· Agate cup inscribed LAUR 

1!ED; probably Byzantine, 9th or 
roth C., silver-gilt mount I 5th C. 
Mus eo degli Argenti, Palazzo Pitti, 
Florence. Photo Scala 
34· Ewer of oriental sardonyx; 
late antique (probably 3rd or 4th 
C. AD), silver-gilt mount 15th C. 
Pvx composed of two ame
thyst cups; perhaps antique, base 
and mount qth C. Venetian. 
Both inscribed LAUR MED. Ivfuseo 
degli Argenti, Palazzo Pitti, Flor
ence. Photo EJecta 
3 5. Florence: interior of the 
Biblioteca Medicea-Laurenziana; 
built from designs by Michelan
gelo 1523-59. Photo Scala 
36. Detail from the Birth of Vemts 
by Botticelli; c. 1485. Uffizi, Flor
ence. Photo Scala 

26 37· Drawing of John Argyropou
los by one of his pupils from a 
copy of Aristotle's Organon; Ital
ian, mid-15th C. MS Barocci 87, 
fol.33v. Curators of tbe Bod/ei,m 
Library, Oxford 
38. Detail from rhe tomb of Carlo 
Marsuppini, Chancellor of Flor
ence, by Desiderio da Settignano; 
14<;os. Sta Croce, Florence. Photo 
Lt{anse/1-A/inari 
39· Reverse of medal of Alberti 
by Matteo de'Pasti, winged eye; 
1446-50. British Museum, Lon
don. Photo Jo!m Webb 
40. Medal of Alberti, by Matteo 
de'Pasti; I446-5o. Trustees rj the 
British A!useum, London 
4I, 42. Obverse and reverse of 
medal of Marsilio Ficino, attri
buted to Niccolo Fiorentino; 
before I 500. British Museum, 
London. Photo John fVebb 
43, 44· Obverse and reverse of 
medal of Politian, attributed to 
Niccolo Fiorentino; before r 5 oo. 
Kunsthistorisches ll!useum, Vienna. 
4 5. Medal of Pi co della Mirandola 
by Niccolo Fiorentino; c. 1495. 
Trustees of the British Jv!u..-eum, 
London 
46. Reverse of medal of Pico della 
Mirandola by Niccolo Fioren
tino; c.1495. British Museum, 
London. Photo fohn Webb 

27 47. Woodcut from L.1igi Pulci's 
Driadeo d'amore; Florence, c.qr;8 
48. Detail of bust of a young man 
attributed to Donatello, medallion 
with charioteer and two horses; 
mid-15th C. Musco Nazionale del 
Bargello, Florence. Photo J\ian
se/1-A!inari 
49· Bust of j\fachiavdli, poly
chromed terracotta; artist un
known, perhaps a pastiche in the 
manner of the r6th C. Palazzo 

Vecchio, Florence. Photo A!anse!l 
50. Detail from Zacbarias in the 
Temple, fresco by Domenico 
Ghirlandaio, four humanists; 
I48 5-90. Sta Maria Novella, Flor
ence. Photo L'vfanse/1-Aiinari 

z3 51, 52. Obverse and reverse of 
bronze medal of Girolamo Sa
vonarola, reverse showing the 
allegory of the Divine Punish
ment; School of Della Robbia, 
J 497· British Museum, London. 
Photo John Webb 
53· Siege Df Florence by Giorgio 
Vasari; mid-16th C. Palazzo Vec
chio, Florenc~. Photo Scala 

29 I. Woodcut from Girolamo Sa
vonarola's Della Semp!icita della 
vita chri.rtiana; Florence, I496 

30 2. Woodcut from Jacobus de 
Cessolis' Libra di G'iuocho diS cacchi, 
a wool-merchant; Florence, I493 
J. Titlepage woodcut from Gior
gio Chiarini's Libro che tracta di 
Mercantantie e usanze de paesi, ban
kers; Florence, 1490 

3 r 4· Titlepage woodcut from Piero 
Crescendo's De Agricultura, villa; 
Venice, 149 5 

33 f. Engraving of Afercttry, show
ing a Florentine street scene, from 
a copv of an ea:lier set of the Pla
nets; Florence, c.1465 

35 6. Woodcut from Niccolo degli 
Agostini's Li Sttccessi Bel/ici, the 
siege of Padua; Venice, 1521 

36 1· Woodcut from Masuccio da 
Salerno's No!'ellilw, the author 
presenting his book to his patron; 
Venice, 1492 

37 8. Woodcut from Lc Chevalier 
Paris' lnna;noramento de Paris e 
Viena, jousting; Venice, I 5 22 

38 9· Titlepage woodcut from Cris
tofaro Landino's Fommlaio di 
Lettere e di orationi volgari con Ia 
pmposta e riposta, a lecture; Flor
ence, 1492 

39 ro. Woodcut from Luigi Pulci's 
Morgante Maggiore, concert scene; 
Florence (Pacini), I 500 

40 I I. Titlepage woodcut from Lo
renzo de' Medici and Politian's 
Canzone a ba!!o (probably taken 
from a lost earlier edition), group 
of singing girla; Florence. r 5 68 

II Widening Circles 

43 Printer's device of Aldus .Manu
tius, dolphin and anchor with the 
m.otto Festina fel!te, from Xeno
phon's Ele!lenica; Venice, 1503 

45 r. Entry of Pius II into tb.~ Lateran, 
fresco by Pinturicchio; begun 
1502. Piccolomini Library, Siena 
Cathedral. Photo Scala, reproduced 
by permission of tbe Opara della ?v!e
fropolitana di Siena 

46-47 z. Platina appointed Vatican 
Librarian by Sixt11s IV, by Me
lozzo da Forll; I477· Vatican 
Galleries. Photo Archivio Foto
grajico G'allerie e Musei Vaticani 
3. Portrait of Pope Alexander VI 
Borgia from the Remrrectio11, 



fresco by Pinturicchio; c.r492-95· 
Borgia Apartments, the Vatican. 
Photo Anderson 
4, 5. Drawings by Maerten van 
Heemskerck showing Old and 
New St Peter's in the course of 
building, from his Roman Sketch
book; c.r532-35· Kupferstichkabi
nett der Staatlichen Museen, Berlin
Dab/em 
6. Portrait of Pope Julius II from 
the Expulsion of Heliorlor.!ls, fresco 
by Raphael; c.r5II-r2. Stanza 
d'Eliodoro, the Vatican. Photo 
Mansel!-Aiinari 
7. Cartoon of the head of Pope 
Leo X, attributed to Giulio Ro
mano or Sebastiana del Piombo. 
Devonshire Collection, Chats
worth. Reproduced l~y per.'lJission of 
the Trustees of the Chatm,o:•th Settle
ment 
8. Detail of engraving from An
toine Lafrery's Speculum Romanae 
magnificentiae, showing the drum 
of New St Peter's abt>ve Old St 
Peter's Square; Rome, 1575-83. 
Victoria and Albert Museum, London 
(Crown Copyright) 

48-49 9· Panorama of Naples; artist 
unknown, 1464 or 1479. Museo di 
S. Martino, Naples. Photo Scala 
ro. Naples: triumphal entrance 
to the Castel Nuovo; c. 1452-58. 
Photo Scala, by courtes; of Patti 
Hamlyn 
r r. Naples: detail of Alfonso of 
Aragon in Triumph with Ms Court, 
relief by Francesco Laurana on 
the entrance to the Castel Nuovo; 
c. 14 52-58. Photo Scala 

50 12. Miniature from a MS of Ber
nardino of Treviso's Commentary 
on the Meteorologica of .Aristotle, 
showing the author presenting 
his book to Lodovico il Moro; 
late 15th C. Biblioteca Universi
taria, Bologna. Photo Cav. Luigi 
D'Aurizio 
r 3. Drawing by Leonardo daVin
ci for the equestrian monument 
to Francesco Sforza; c.1485. Ro
yal Library, Windsor Castle. Re
produced by gracious p~nnission of 
Her Maje.rty Quem Eliza,?eth II 
14. Sketch by Filarete for the 
cathedral in the ideal cit'7 of Sfor
zinda; before 1464. i3iblioteca 
Nazionale Centrale, Florence. 
Photo Guido Sansoni 
r 5. Milan: dome of Sta Maria delle 
Grazie; by Bramante, begun 1492. 
From an old photograph 

5 r r 6. Milan: painted ceiling of the 
Sala delle Asse in the Castello 
Sforzesco, attributed to Leonardo 
da Vinci; c. 1498. Photo Anderson 
17. Milan: fa~ade of the Castello 
Sforzesco (or Visconteo); mid-
15th C. Photo U.D.F. 
r8. Supposed portrait of Beatrice 
d'Este, attributed to Leonardo da 
Vinci or Ambrogio da Predis; 
end 15th C. Pinacoteca. Ambro
siana, Milan. Photo Manse/1-An
derson 
r 9· Detail of portrait of lflrancesco 
Filelfo (1398-r48r). Museo, To
lentino. Photo courtesy Professor R. 
Weiss 

p-53 20. Detail of bird's··eye view 
of Venice, by Ignazio D:mti; mid
I 6th C. Gallerie delle Carte Geo
grafiche, the Vatican. Photo Mar
zari 
21. Detail of portait of the Doge 
Leonardo Loredan by Giovanni 
Bellini; c. 1502. Natiom.l Gallery, 
London. Photo Zoltan Wegner 
22. Portrait of Ermolao Barbaro, 
from The Muting of St Ursula with 
Pope Cyriac by Carpa·:cio; end 
15th C. Accademia, Venice. Photo 
Scala 
23. Detail of portrait of Pietro 
Aretino by Titian; I54i· Palazzo 
Pitti, Florence 
24. Venice: exterior of Sta Maria 
dei Miracoli; by Pietro Lombardo, 
c. 1489. Photo Scala 

2 5. Venice: detail of fa~ade of the 
Library of St Mark; by Sansovino, 
begun I537· Photo Scala 

54 26. Detail of portrait of Battista 
Sforza by Piero della Francesca; 
c. I472. Uffizi, Florence. Photo 
Alinari 
27. Detail of portrait of Federigo 
da Montefeltro by Piero della 
Francesca; c. 1472. Uffizi, Floren
ce. Photo Alinari 
28. Urbino: view of the Palazzo 
Ducale; begun I444, continued 
in I465 by Luciano Laurana and 
in I475 by Francesco di Giorgio. 
Photo James Austin 

55 29. A Lecture at the Court of Urbi
no, attributed to Pedro Berruguete 
or Justus van Ghent; 1470s. 
Windsor Castle. Reproduced by 
gracious permission of Her Majesty 
the Queen 
30. Urbino: interior of the studiolo 
in the Palazzo Ducale, showing 
marquetry; I476. Photo Georgina 
.klasson 
3 r. Urbino: courtyard of the Pa
lazzo Ducale; begun 1447, enlarg
ed and altered by Luciano Lau
rana after c. I467. Photo U.D.F. 
32. Detail of portrait of Guido
baldo da Montefeltro by Giacomo 
Francia. Palazzo Pitti, Florence. 
Photo Manse/1-Brogi 
33· Detail of portrait of Castig
lione by Raphael; c. I516. Louvre, 
Paris. Photo Giraudon 

56-57 34· Portrait of Leoncllo d'Este 
by Pisanello; ?1441. Galleria dell' 
Accademia Carrara, Bergamo. 
Photo Scala 
3 5. Detail of The Month of .March, 
fresco by Francesco del Cossa, 
showing Borso d'Este hunting; 
completed 1470. Palazzo Schifa
noia, Ferrara. Photo Scala 
36. Detail of portrait of a poet, 
thought to be Ariosto, by Palma 
Vecchio; c. 15I5. Trustees of the 
National Gallery, London 
37· Detail of portrait of Tasso by 
Alessandro Allori; contemporary. 
Uffizi, Florenzc. Photo Scala 

58-59 38. Reverse of medal of Sigis
mondo Malatesta by Matteo de' 
Pasti, showing Rimini Castle; 
1446. Staatliche 1\.fuseen zu Berlin 
3 9· Rimini: fa~ade of the Tempio 
Malatestiano; remodelling by Al
berti, c. 1450. Photo Sadea-Sansoni 
40. Rimini: detail of pillar-base in 
the Tempio Malatestiano; after 
1450. Photo Manse/1-Alinari 

6o 41. Lodovico Gonzaga receiving a 
Letter, fresco by Mantegna.·in the 
Camera degli Sposi; completed 
I474· Palazzo Ducale, Mantua. 
Photo Scala, by courtesy of Sadea
Sansoni 
42. Detail of ilie Meeting of Lodo
vico Gonzaga and his son the Cardi
nal, fresco by Mantegna in the 
Camera degli Sposi; completed 
1474. Palazzo Ducale, Mantua. 
Photo Sadea-Sansoni 

6r r. Detail of woodcut view of 
Rome from Hartmann Schedel's 
Liber Chronicarum; Nuremberg, 
I493 

62 2. Detail of engraved map of 
Rome by G.B. Palatina from 
Urbis Romae topographia by J.B. 
Marliano; Rome, I 544 

63 J. Illustration from a German 
translation of De duobus amantibus 
by Aeneas Silvius Piccolomini 
(Pius II); Strasbourg, 1477· 

65 4· Page from the works of Lac
tantius, with manuscript com
ments; Subiaco (Sweynheim and 
Pannartz), 1465 

67 J. Map showing the chief Italian 
states in I490. John Woodcock 

68 6, 1· Titlepage and illustration to 
the fourth eclogue from Sanna
zaro's Arcadia; Venice. I 5 78 

69 8. Woodcut from the Lamento del 
Duca Galeazzo Sjorza, ~bowing 
the assassination of the Duke; 
Florence, 1505 

9· Woodcut from titlepage of 
Practica musice by Francesco Gaf
furio (Gaforus), showing the 
author lecturing on music; Veni
ce, I5I2 

70 ro. Opening spread of Constan
tine Lascaris' Erotemata cum 
interpretations Latina; Venice (Al
dus Manutius), I494 

71 II. Woodcut from Francesco Co
lonna's Hypnerotomachia Poliphili, 
showing Poliphilus in a landscape 
with Roman remains; Venice 
(Aldus Manutius), I499 
r2. Page of calligraphy from Lo
dovico Arrighi's Operina; Rome, 
I539 

73 IJ. Woodcut from titlepage of 
Orlando Furioso by Ariosto; Venice 
(Giolito ), I 5 42 

74 r4, ry. Woodcuts perhaps based 
on drawings by Matteo de'Pasti, 
from Valturius' Ellenchus et index 
rerum militarium, showing a scaling 
ladder and a combination cannon 
and siege-machine; Verona, I472 

Ill A New Vision 

75 Reverse of medal of Alberti by 
Matteo de' Pasti, winged eye; 
1446-50. British Museum, Lon
don. IMK 

77 I. Detail from Primavera by Botti
celli, head of Flora; c. 1478. 
Uffizi, Florence. Photo Scala 

78 2. Madonna and Child by Masolino; 
1423. Kunstballe, Bremen 
3· Madonna and Child from the 
Quaratesi Altarpiece by Gentile 
da Fabriano; 142 5. Royal Collec
tion. Reproduced by gracious per
mission of Her Majesty the .Queen 
4· Adoration of the Magi by Gentile 
da Fabriano; 1423. Uffizi, Flor
ence. Photo Manse/1-A/inari 

79 5. Madonna and Child from the 
Pisa Polyptych by Masaccio; 
1426. Trustees of the National Gal
lery, London 
6. Linaiuoli Madonna by Fra Ange
lico; commissioned 1433. Museo 
S. Marco, Florence. Photo Alinari 
7· Adoration of the Magi by Lorenzo 
Monaco; c.q22. Uffizi, Florence. 
Photo Manse/1-A!inari 

8o-8I 8. The Dtluge,fresco by Uccello; 
c. 1445. Refectory (formerly in 
Chiostro Verde), Sta Maria No
vella, Florence. Photo Scala 
9· Detail from St Peter Healing by 
his Shadow, fresco by Masaccio, 
two cripples; c. 1425-28. Bran
cacci Chapel, Sta Maria del Car
mine, Florence. Photo Scala 
IO. Rendering of the Tribute l\1oney, 
fresco by Masaccio; c. 1425-28. 
Brancacci Chapel, Sta J\.oiaria del 
Carmine, Florence. Photo Scala 
rr. Detail from Herod'.r Feast, 
fresco by Fra Filippo Lippi, the 
dance of Salome ; completed 
c.1464.Prato Cathedral.PhotoScala 

82 12. St fohn the Baptist, statue by 
Ghiberti; I4I4. Orsanmichele, 
Florence. Photo lVlanseii-Aiinari 
13. St Mark, statue by Donatello; 
J4IZ. Orsanmichele, Florence. 
Photo Manse/1-A/inari 
I4· St Mary Magdalen, wooden 
statue by Donatello; c. I455· 
Baptistery, Florence. Photo Brogi 
I 5. Annunciation, gilt bronze panel 
by Ghiberti from his first doors 
for the Baptistery, Florence; 
1403-24. Photo Manself-Aiinari 
r6. Story of Jn.repb, gilt bronze 
panel by Ghiberti from his second 
doors for the Baptistery, Florence; 
1425-52· Photo Manse/1-Aiinari 

83 17. Two apostles, panel from 
bronze doors by Donatello for the 
Old Sacristy of S. Lorenzo, 
Florence; c. I44o Photo Cipriani 
r8. Head of Gattamelata, from 
bronze equestrian statue by Dona
tello; commissioned I443· Out
side S. Antonio, Padua. Photo 
i\fanseli-Brogi 

I9. Detail of the Entombment, 
sandstone relief by Donatello; 
finished I450. High Altar, S. An
tonio, Padua. Photo Brogi 

84 20. Lajt Supper, fresco by Andrea 
del Castagno; 1440s. S. Apollonia, 
Florence. Photo Scala 
21. Last Supper, fresco by Do
menico Ghirlandaio; S. Marco, 
Florence. Photo Scala 

85 22. Martyrdom of St Sebastian, by 
Piero and Antonio Pollaiuolo; 
c. 1475. National Gallery,London. 
Photo Zoltan Wegner 

86-87 23. Florence: interior of Sto 
Spirito; by Brunelleschi, de
signed c. 1436. Photo Manse/1-
Aiinari 
24. Florence: interior of S. Lo
renzo; by Brunelleschi, begun 
c. I4I9· Photo Manse/1-Aiinari 
2 5. Florence: view along loggia 
of the Foundling Hospital; by 
Brunelleschi, designed 14I9. Pho
to Manse/1-Aiinari 
26. Florence: fa~ade of the Pa
lazzo Rucellai; by Alberti, begun 
1446. Photo Manseli-Alinari 
27. Mantua: fa~ade of S. Andrea; 
by Alberti, 1470. Photo Anderson 
28. Florence: detail of fa~ade of 
the Pazzi Chapel, attached to Sta 
Croce, showing portion built to 
Brunelleschi's design; begun 1429, 
unfinished in 1446. Photo Manse/1-
A/inari 
29. Florence: interior of the Pazzi 
Chapel, attached to Sta Croce; by 
Brunelleschi, begun 1429. Photo 
Manseii-Aiinari 

88 30. St Lucy Altarpiece by Do
menico Veneziano; mid-15th C. 
Uffizi, Florence 
3 r. Brera Altarpiece by Piero della 
Francesca; c.I475· Brera, Milan. 
Photo Scala 
32. Baptism of Christ by Piero della 
Francesca; c. I440. National Gal
lery, London. Photo Eileen 
Tweedy 
33· Nativity by Piero della Fran
cesca; c. 1475-80. National Gal
lery, London. Photo Zoltan Weg
ner 
34· Dream of Constantine, fresco by 
Piero della Francesca; begun 
c. I45Z· S. Francesco, Arezzo. 
Photo Scala 

89 3 5. Resurrection of Christ by Piero 
della Francesca; c. 1460. Palazzo 
Communale, Borgo Sansepolcro. 
Photo Scala 

90-91 ;6. Adoration of the Kings by 
Leonardo da Vinci; I48I, un
finished. Uffizi, Florence. Photo 
Manse/1-Aiinari 
37· Drawings of an armed chariot 
and an armoured vehicle, by 
Leonardo da Vinci; c. 1485-88. 
Trustees of the British Museum, 
London 
38. Last Supper, wallpainting by 
Leonardo da Vinci; c. 1497. Re
fectory, Sta Maria delle Grazie, 
Milan. Photo Manse/1-Anderson 
39· Studies of plants, including 
Star of Bethlehem, by Leonardo 
da Vinci; c. r 5o 5-8. Royal Li
brary, Windsor Castle. Reproduced 
~y gracious permission of Her 
Majesty Queen Elizabeth II 
40. Drawing of an imaginary de
luge by Leonardo da Vinci; after 
I 5 I 3. Royal Library, Windsor 
Castle. Reproduced by gracious per
mission of Her Majesty Queen Eliza
beth II 
41. Anatomical drawings of sec
tions of the human skull, by Leo
nardo da Vinci; 1489. Royal 
Library, Windsor Castle. Repro
duced by gracious permission of Her 
Majesty Queen Elizabeth II 

92. 42. St Sebastian by Mantegna; 
c. 1460. Kunsthistorisches Mu
seum, Vienna. Photo courtesy An
ton Schroll & Co. 
45· Mantua: ceiling of the Camera 
degli Sposi, frescoed by Man
tegna; finished I474· Palazzo 

H9 



Ducale, Mamua. Photo Sadea
Sansoni 

93 44· San Zeno Altarpiece by Man
tegna; 1456-59. S. Zeno, Verona. 
Photo Scala 

94 45. Fragments of the San CaSJiano 
Altarpiece by Antonello da Mes
sina; I4 75-76. Ktmsthistorisches 
Museum, Vienna 
46. Detail of St Jerome in his Study 
by Antonello da Messina; Na
tional Gallery, London. Photo 
Eileen Tweedy 
47· San Zaccaria Altarpiece by Gio
vanni Bellini; 1505. S. Zaccaria, 
Venice. Photo Scala 
48. A,gony in the Garden by Man
tegna; c. I459· National Gallery, 
London. Photo Eileen T1Peedy 

95 49· Castelfranco Madonna by Gior
gione; c. I 5 05. Castelfranco Cathe
dral 
50. Agony in the Garden by Gio
vanni Bellini; c. I465. National 
Gallery, London. Photo Eileen 
Tweedy 

96-97 5 I. Detail of Pieta, marble 
statue by Michelangelo; c. I 5 oo. 
St Peter's, Rome. Photo R. S ansaini 
52. Head of David, marble statue 
by Michelangelo; completed I 5 04. 
Accademia, Florence. Photo Man
self-Anderson 
53· Detail of tomb of Lorenzo de' 
Medici by Michelangelo; before 
I434· Medici Chapel, S. Lorenzo, 
Florence. Photo Edwirt Smitb 
54· lvfoses, marble statue by Mi
chelangelo; r 5 r 3-I6. S. Pietro in 
Vincoli, Rome. Photo Mame/1-
Aiinari 

98 55. The Damned, fresco by Signo
relli; finished r 5 04. Orvieto Ca
thedral. Photo Scala 
56. Christ's Charge to Peter, fresco 
by Peru gino; c. 1482. Sistine 
Chapel, the Vatican. Photo Scala 

99-IOO 57· Central portion of ceiling 
of the Sistine Chapel, in the Vati
can, with frescoes by Michel
angelo; I508-12. Photo Scala 

IOI 58. Rome: interior of the Sistine 
Chapel in the Vatican, looking 
east; side frescoes by various 
hands begun c. 1480, ceiling by 
Michelangelo I 508-12, Last Judg
ment wall by Michelangelo I 53 6-
4I, Photo Scala 

I02 59· Transfiguration by Raphael; 
begun I 517, completed partly by 
Giulio Romano after Raphael's 
death in I 5 20. Vatican Galleries. 
Photo Scala 

I03 6o. Deposition by Pontormo; 
c. I 525. Sta Felicita, Florence. 
Photo Scala 
6r. Healing of the Lame Jvfan, 
cartoon for tapestry by Raphael; 
I515-r6. Royal Collection, on 
loan to the Victoria and Albert 
Museum, London. Reproduced by 
gracious permission of Her Majesty 
the Queen 

I04 62. Drawing by Palladia of Ra
phael's house in Rome, designed 
by Bramante. Royal Institute of 
British Architects, London. Photo 
Courtauld Institute of Art, Uni
versity of London 
63. Lo Sposalizio by Raphael; 
1504. Brera, Milan. Photo Man
sell-Aiinari 
64. Verona : detail of fas;ade of 
Palazzo Bevilacqua; by Sanmi
chele, c. I 5 30. Photo Georgina 
Masson 

105 65. Designs for a domed church, 
by Leonardo da Vinci; c. 1485-89. 
Institut de France, Paris 
66. Rome: exterior of Tempietto 
in courtyard of S. Pietro in Mon
torio; by Bramante, I5o2. Photo 
Georgina Masson 
67. Rome: detail of fas;ade of 
Palazzo ~\'Iassimo aile Colonne; by 
Peruzzi, I 53 2-3 6. Photo Georgina 
Masson 
68. Vicenza: fas;ade of Palazzo 
Porto; by Palladia, 1552. Photo 
Georgina Masson 

3 50 

69. Mantua: detail of fas;ade of the 
house of Giulio Romano; by 
Giulio Romano, c. I 5 44· Photo 
Manseli-Alinari 

ro6 70. Entombment by Titian; I524· 
Louvre, Paris. Photo Giraudon 
71. Deposition by Tintoretto; 
c. r 5 6o. Accademia, Venice. Photo 
Claudio Emmer 

107 I. \'Voodcut of caryatids, from 
Fra Giocondo's illustrated edition 
of Vitruvius; Venice, r 5 r I 

109 2. Conjectural reconstruction of 
the elevation of Sta j'viaria degli 
Angeli, Florence, as Brunelleschi 
intended it 
3. Florence: plan of Sta Maria 
degli Angeli; by Brunelleschi, 
after 1433 

no 4· Reconstructed fas;ade of S. Se
bastiana, Mantua, according to 
Alberti's design. By courtesy of 
Professor Rudolf Wittkower 
J. Mantua: plan of S. Sebastiana; 
by Alberti, q6o 

r r r 6. Perspective drawing of a 
chalice, by Uccello. Gabinetto dei 
Disegni, Uffizi, Florence 

II2-I3 1· Drawing by Botticelli illus
trating the Divine Comedy of 
Dante; 149 2-9 7. K upferstich
kabinett, Staatliche Museen zu 
Berlin 

II5 3. Reconstruction of the San Cas
siano Altarpiece by Antonello da 
Messina. By courtesy of Professor 
Johannes Wilde 

117 9· Plan of St Peter's, Rome, by 
Bramante 
IO. Foundation medal of St Pe
ter's, Rome, by Caradosso; r 5 o6. 
British Museum, London. IMK 

IV The New learning 

r r 9 Printer's device of Lazarus Zetz
ner, S cientia immutabilis; Stras
bourg, r 5 85 

121 r. St Augustine in his Study, fresco 
by Botticelli; c. q8o. Ognissanti, 
Florence. Photo Scala 

122 z. Reverse of medal of Galeotto 
Marzio da Narni, showing a book
cupboard; Italian, mid-15th C. 
Kunsthistorisches Museum, Vienna 
3· Portrait sketch of Manuel 
Chrysoloras; Italian. Louvre, Paris 
4· Medal of Pier Candido Decem
brio, by Pisanello; c. 1447· Trus
tees of the British lWuseum, London 
5. Portrait of Poggio Bracciolini, 
from a MS initial; Italian, mid
I 5th C. MS Urb. lat.224, fol.zr. 
JJiblioteca Apostolica Vaticana 
6. Medal of Vittorino da Feltre, 
by Pisanello; c. 1446. British Mu
seum, London. Photo John Webb 
7· Portrait of Giovanni Conver
sini da Ravenna, in an initial from 
a MS of his works; Italian, early 
15th C. MS z88, fol.rr. By permi,·
sion of the Alaster and Fellows of 
Ba!!iol College, Oxford , 

123 8. Tomb of Lorenzo Valla; 
d.r458. StJohn Lateran, Rome. 
Photo L11anseii-Aiinari 
9· Medal of Guarino da Verona, 
by Matteo de' Pasti; c. 1440-46. 
Trustees of the British Jvfuseum, 
London 
10. Kneeling figure of Cardinal 
Nicholas of Cues, from his monu
ment; c. 1500. S. Pietro in Vin
coli, Rome. Photo Afanseii-Ander
son 
r r. Medal of Pietro Bembo; 
c. 1560. Victoria and Albert Mu
seum, London (Crmnt Copyright) 

I 24 r 2, I 3. Idealized figures of 
Petrarch and Bocmccio, frescoes 
by Andrea del Castagno; c. 1450. 
Cenacolo di S. Apollonia, Flor
ence. Photo Scala 
14. Miniature from a translation 
of the Gospels, showing John 
Colet kneeling before St Mat
thew; 1509. MS Dd.VII.3, fol.6r. 
University Library, Cambridge 
r 5. Art·hbishop Bessarian 111ith ct 

Reliquary, paiming by Gentile 
Bellini on a tabernacle door; 
c. 1438. Kunsthistorischss Museum, 
Vienna 

125 r6. Portrait of Boniface Amerbach 
by Hans Holbein the Younger; 
I 519. Kunstmuseum, Basle. Color
photo Hinz-., Bas!e 
q. Detail of The Three Philoso
phers by Giorgione; ?beginning 
of r 6th C. Kunsthistorisches 
Museum, Vienna. Photo courteSJ' 
Anton Schroll & Co. 
r8. Ex-voto of Tommaso Inghirami; 
beginning of r6th C. Treasury, 
St John Lateran, Rome. Photo 
De Antonis, reproduced by permission 
of the Consen1alor of the Treasury 

126-27 19. Detail of page from a MS 
of Livy's Histories written and 
annotated by Petrarch. 1\fS Har!. 
2493, fol.22ov. Trustees of the 
British Museum, London 
20. Detail of notes taken by a 
student at the lectures of ~1illiam 
Sellyng; late r 5th C. MS Cotton 
Julius F.VII, fol.II8r. Tmstees of 
the British A1useum, London 
2 r. Detail of drawing of an imag
inary tomb of a professor, from 
the sketchbook of J acopo Bellini, 
showin:; a university lecture; 
third quarter of 15th C. Louvre, 
Paris 
22. Florence: interior oflibrary of 
the Franciscan monastery of S. 
Marco; by Michelozzo, begun 
after 1434· Photo Manseli-Aiinari 
2 3. Detail of fresco showing Pope 
Sixtus IV visiting the Vatican 
Library; School of Melozzo da 
Forli. Ospedale di S. Spirito, 
Rome. Photo c'ffanseli-Anderson 

r 28 24. 1\Iiniature by Simone Martini 
from a MS of V ergil belonging to 
Petrarch; mid- r 4th C. Bib!ioteca 
Ambrosiana, lvfilan 
2 5. Frontispiece from a MS of the 
Astronomicon of Basinio of Parma 
made for John Tiptoft, Earl of 
Worcester; Italian, mid-r5th C. 
MS Bodl.646. Curators of tbe 
Bodleian Library, Oxford 
z6. Miniature from a MS of 
Ptolemy made for Matthias Cor
vinus, King of Hungary, showing 
Ptolemy in his study; Italian, 
second half of r 5th C. Biblioteca 
Marciana, Venice. Photo courtesy 
Electa 

129 27. Page from the Nicomacheen 
Ethics of Aristotle illustrated by 
Rinaldo Piramo da ..\Ionopoli for 
Duke Andrea Maria di Acquaviva 
of Naples; c. 1495 .. CPV Phil. 
graec. 4, fol. pr. Osterreicbische 
Nationalbib/iothek, Vienna 

130 28. Drawing by 1Iantegna for a 
projected monument to V ergil. 
Louvre, Paris. Photo Girattdon 
29. Drawing of the Parthenon 
and Hadrian's Aqueduct, copy by 
Giuliano da Sangallo of a lost 
drawing by Ciriaco d' Ancona, 
from the Codex Barberiniamts; 
late r 5th C. Biblioteca Apostolica 
Vaticana 
30. Drawing of the interior of the 
Pantheon, Rome, attributed to 
Raphael. Uffizi, Florence. Photo 
S oprintendmza aile Gal/erie di Fi
renze 

q r 3 r. Tri11mphal Arch of Doge Nic
col~ Tron; Paduan School, c. I47I-
73· Accademia, Venice. Photo 
Af anse/1-Alinari 
32. Detail of fragmentary fresco 
by Buonfigli, showing the Arch 
of Constantine; c. r 4 70. Pinaco
teca, Perugia. Photo Manse/1-
Anderson 
3 3. l-cncient Roman eagle, re
erected by Cardinal Giuliano della 
Rovere (later Pope Julius II) in 
the atrium of the church of SS. 
Apostoli, Rome. Photo l\!lanse/1-
./lnderson 
34· Detail of the Trial of StJames 
before l:Torod, fresco by .Mantegna, 
showing the Arch of Constantine; 

List and Sources of lllustratiotzs 

completed 1459· Eremitani, Padua 
(destroyed). Photo Manse/l-Ander
son 

13 2 3 5. Miniature, The Hill of KnmPI
edge; Florentine School (some
times attributed to Botticelli), 
late r 5th C. Musee Conde, Chan
tilly. Photo Giraudon 

133 I. Drawings of ancient Roman 
coins, from an autograph copy of 
Johannes Mansionarius's l:Iistoria 
Imperia/is;earlyr4th.C. MS Chigi I. 
vii.259, fol.qr. Biblioteca Apos
tolica Vaticana. Drawn b)' John 
Nmnr.r 
2. Master and scholars at table in 
Sforzinda, drawing by Antonio 
Filarete; c. 1450. Biblioteca Na
zionale Centrale, Florence 

I 34 3· Sketch of Petrarch by Lom
bardo della Sala; third quarter of 
14th C. Bibliotheque Nationale, 
Paris. IMK 

I 3 5 4· Titlepage of Guarino da Ve
rona, Grammaticales regulae; Ve
nice, q88 

r 3 7 f. Titlepage of Herodotus, Histo
riarum /ibri IX; Venice, 1494 

138 6. Woodcut from titlepage of 
Jvfirabilia Romae; Rome (Eucha
rius Silber), c. r 500 

I 39 1· Woodcut from I-lypneroto
machia Poliphili by Francesco Co
lonna, monument with elephant 
and obelisk; Venice (Aldus Ma
nutius), 1499 

141 3. Woodcut of writing instru
ments from G.A. Tagliente's Lo 
presente libra insegna ... ; Venice, 
1525 

J42 9· Ownership note by Humphrey, 
Duke of Gloucester, from a Latin 
translation of the theological 
treatises of St Athanasius made 
for him by his secretary, Antonio 
Beccaria of Verona; before 1446. 
MS Roy. 5 .F.II, fol.9rv. British 
Museum, London 

143 IO. Woodcut by Diirer from the 
Opera }{rosvitae showing Hros
witha presenting her Comedies to 
Otto I; Nuremberg (Sodalitas 
Celtica), r 501 

144 I I. Erasmus dictating to his 
secretary, woodcut from Effigies 
De.riderii Erasmi Roterdami . .. ; 
Basle, I5 33 

V Reason, Unreason 
and Faith 

145 Printer's device of Christian 
Egenolff, classical altar with Chris
tian inscriptions ; Frankfurt, r 54 5 

147 r. Triumph of Venus, detail of 
fresco The Montb of April by 
Francesco del Cossa; completed 
1470. Palazzo Schifanoia, Ferrara. 
Photo Scala 

148 2-4. Frescoed lunettes by Correg
gio in the Camera di S. Paolo, 
Parma, showing the Three Graces; 
Juno, and Pan, c.1518. Photo 
Scala 
5. Hermes Trismegistus, detail of 
pavement in Siena Cathedral 
designed by Giovanni di Stefano; 
q88. Photo Manseii-Aiinari 

149 6. Me!encolia, engraving by Diirer; 
I 5 q. Victoria and Albert Museum, 
London (Crown Copyright) 

r 50-5 r 7· School of Athens, fresco by 
Raphael; r 509-ro. Stanza della 
Segnatura, the Vatican. Photo 
Scala 

I 52 8. Detail of the Meienburg Epitaph 
by Lucas Cranach the Younger, 
Luther and his fellow-reformers; 
c. r 5 48. Parish Church, Nord
hausen. Photo Lutherhalle, Witten
berg 
9· Reading of the Augsburg Confes
sion, engraving by M. Herz and 
G. Koler; r 530. Bibliotbeque Na
tionale, Pari.r 

I 53 ro. Detail of The Council of Trent, 
attributed to Titian; c. 1564. 
Louvre, Paris. Photo Giraudon 
r r. Detail of Paul Ill with his 



LiJt and Jource.r of 1 !btJtratioiiS 

Nephews by Titian, Pope Paul III 
Farnese; I 5 45-6. Museo Nazio
nale, Naples. Photo .Manse/1-
Anderson 

I 54 I2. Central section of the Dispute 
of the Holy Sacrament ( Disputa), 
fresco by Raphael; I5o8-9. Stanza 
della Segnatura, the Vatican. 
Photo Scala 

I55 I. Woodcut from Politian's La 
Giostra, Giuliano de'Med:.ci wor
shipping at the altar of Venus; 
Florence, late I 5th C. 

I57 2. \X'oodcut satirizing monkish 
covetousness, showing a wolf
headed monk; first half of I 6th C. 
Stadt- und Universitatsbi.bliothek, 
Be me 

I 59 J, 4· Engravings attributed to one 
of the Carracci, from Achille 
Bacchi's Symbolicarum qrtaestionum, 
Proteus and Ganymede; Bologna, 
I 55 5 

I6o J. Colophon of the printer Conrad 
Bade, from Johann Sleid1n's De 
statu religionis et republicae, Carolo 
quinto, Caesare, Commentarii; Ge
neva, I 5 59 

I 6I 6. Detail of relics from the lvlappe
monde nouz,elle papistique by Frangi
delphe Escorche-Messes, thought 
to be a pseudonym of Theodore 
de Beze; Geneva, I 5 66 

VI France in Transition 

I63 Printer's device of Oudin Petit 
the Elder, showing two lions 
flanking the royal fleur-de-lis; 
Paris, mid-I6th C. 

I65 r. Portrait of Franc;:ois p·r attri
buted to Jean Clouet; first half of 
I6th C. Louvre, Paris. Photo 
Garanger-Giraudon 

I66 2. Portrait of Louis XII by Jean 
Pern~al; I5I4. 'X'indsor Castle. 
Reproduced by gracious permission of 
Her Majesty Queen Elizabeth II 
3· lvfeeting of Franpois Jer, C.'Jarles V 
and Cardinal Farnese, fresco by the 
Zuccari brothers; c. I 55 9· Palazzo 
Farnese, Caprarola. Photo lvlan
se/1-Ander son 
4· Battle of Pavia; School of J o
achim Patenier, I 52 5. Kumthistori
sches l\1 usettm, Vienna 

I 67 5. Medal of Henri II by Germain 
Pilon; I nos. Bibliotheque Na
tionale, Paris. Photo Jean Roubier 
6. Medal of Catherine de :'v1edicis 
by Germain Pilon; I57os. Biblio
theque Nationale, Paris. Photo 
Jean Roubier 
7· Portrait of Charles IX by Fran
c;:ois Clouet; c. I 5 70. Kumthistori
sches Museum, T·'ienna 
8. The Massacre of St Bartbolomew, 
I 572, contemporary paiming by 
Franc;:ois Dubois d'Amier:s. Mu
see Cantonal, Lausanne. Photo 
Andre Held 

I68 9· Miniature from Antoine ~'.hc
ault's translation of Diodo1'Us Sicu
!us, showing the author reading to 
Fran<;ois Ier 2.nd his court; c. I 5 32· 
MS I672, fol.Jt . .Musee Conde, 
Chantillv. Photo Gh·mdon 
Io. Po~trait of Marguerite de 
Valois, Queen of Navarre, attri
buted to Jean Clouet; first half of 
r6th C. Musee Conde, Chantilly. 
Photo Giraudon 
I I. Miniature from Sixtus IV's 
copy of Guillaume Fichet'; Rheto
rica, showing the author present
ing his book to the Pope; Paris, 
I47I. British Museum, London. 
Photo john Freeman 

169 I2. First page from Jean de Ma
lestroit's copy of Chroniques de 
France; Paris, I477· Bib/iotheque 
de !'Arsma!, Paris 
I3. Portrait of Michel de Mon
taigne; French School, second 
half of I6th C. Musee Conde, 
Chantilly. Photo GiraudoH 

qo I4· Engraved map of Paris, from 
Braun and Hogenberg's CitJitates 
Orbis Terrarum; Cologne, I573 ff. 

I 5. Paris: screen in St-Etienne
du-Mont, by Philibert de l'Orme; 
c. I 54 5. Photo Giraudon 

I7I I6. Detail of tapestry A Fantasy 
View of Paris, showing the mytho
logical founder, Paris; c. I 5 30. 
Beauvais Cathedral, Oise. Photo 
Bulloz 
17· Paris: interior of nave of St 
Eustache; begun I 5 32· Photo 
A.F. Kersting 
I 8. Drawing of the Chateau de 
Boulogne (called Madrid), by 
Jacques Androuet Ducerceau the 
Elder; c. I 5 70. Built I 5 28-c. I 5 70, 
destroyed 1792. Tmstees of the 
British A1useum, London 

172-73 I9. Diane Chasm·esse; School 
of Fontainebleau, c. I 55 o. Louvre, 
Paris. Phow Giraudon 
20. Enamelled gold salt-cellar by 
Benvenuto Cellini; I 53 9-43 .Kunst
historisches Afuseum, Vienna 
2r. Fontainebleau, Seine-et-Mar
ne: interior of the Galerie Fran
c;:ois Ier, with stucco by Rosso 
and painting by Primaticcio; 
c. I 53 3-40. Photo Scala 

I74-75 22. Risen Christ by Germain 
Pilon, from a group made for the 
Valois mausoleum at St-Denis; 
after r 58 3. Louvre, Paris. Photo 
Archives Photographiques 
23. Detail of Moses from the 
Puits de A1oi"se, base of the now
destroyed Calvary by Claus Sluter 
in the cloister of the Charter house 
of Champmol, near Dijon, C6te
d'Or; after I395· Photo G. Zar
necki 
24. Relief of St George and the 
Dragon by Michel Colombe, from 
the chapel at Gaillon; I 5 09. 
Louvre, Paris. Photo Archives 
Photographiques 
2 5. Tomb of Louis XII and Anne 
of Brittany by Antonio and Gio
vanni Giusti; I 5 I 5-3 I. St-Denis, 
near Paris. Photo Jean Roubier 
26. The Diana of Anet: School of 
Fontainebleau, before I 55 4· Lou
vre, Paris. Photo Archives Photo
graphiques 
27-30. Four nymphs from the 
Fontaine des Innocents by Jean Gou
jon; I547-49· Louvre, Paris. 
Photo Giraudon 

q6-77 3 r. Azay-le-Rideau, Indre-et
Loire: exterior view of chateau; 
by Gilles Berthelot, I 5 I 8-2 7. 
Photo Diapoftlm 
32· Chenonceaux, Indre-et-Loire: 
exterior view of chateau; by Tho
mas Bohier, Philibert de l'Orme 
and Jean Bullant, I 5 I 5-8 r. Photo 
Spirale-D iapoftlm 
33· Chambord, Loir-et-Cher: ex
terior view of chateau; probably 
by Domenico da Cortona, and 
others, I 5 I 9-5 o. Photo S pira!e
Diapoftlm 
34· Chambord, Loir-et-Cher: in
terior vicvr of chateau, showing 
staircase in main block; c. I 52 5-3 5. 
Photo Amis Go!dingham 
3 5. Blois, Loir-et-Cher: exterior 
view of chateau, showing stair
case ofFranc;:oislerwing; I 5 I5-24. 
Photo Burkhard-Verlag, Essen 

178 36. Frontispiece of Oronce Fine's 
De mundi sphaera sive Cosmographia, 
showing the author with the 
1'vfuse of Astronomy; Paris (Simon 
de Co lines), I 5 42 
37· Mythological portrait ofFran
c;:ois Ier by Niccol6 da Modena 
(Niccol6 Belin or dell' Abbate); 
c. I 5 45. Bibliotheque Nationale, Paris 
38-41. Portraits of Franc;:ois Vat
able, Jacques Toussaint, Michel 
de l'H6pital and Jacques Lefevre 
d'Etaples, from Theodore de 
Beze's leones; Geneva, I 5 So 

I 79 42. Titlepage of the Hebrew Psal
ter printed by Robert Estienne, 
showing his device of an olive 
tree; Paris, I 5 40 
43· Diagram of the nervous sys
tem by Estienne de Riviere, sur
geon, from Charles Estienne's La 

Dissection des parties du corps hu
main; Paris (Simon de Colines), 
I546 
44· Portrait of Guillaume Bude, 
attributed to Jean Clouet; c. In 6. 
.Metropolitan Museum of Art, New 
York, Maria DeW7itt Jesup Fund, 
1946 
4 5. Portrait of Jean Dorat by 
Jacques Granthomme the Y oun
ger; second half of I6th C. Bib
liotheque Nationale, Paris 
46. Portrait of George Buchanan; 
artist unknown, I 5 o6. Trustees of 
the Scottish National Portrait Gal
lery, Edil!burgh 
47· Drawing of Nicolas Bourbon 
by Hans Holbein the Younger; 
c. I 53 5. Windsor Castle. Reprodu
ced by gracious permission of Her ;J1a
jesty ,Queen Elizabeth II 

1 So 48. Stage-set for La Passion et Re
surrection de nostre sau!veur ... ainsi 
qu' e!!e Jut juee en Valenciennes en le an 
I J 47, by Hubert Cailleau. MS 
I 25 36, fol.zbis. Bibliotheque Na
tionale, Paris. Photo Giraudon 
49· Augustus and the Sibyl, by An
toine Caron; late r6th C. Louvre, 
Paris. Photo Eileen T-a·eedy 

I8I I. Woodcut by Albrecht Durer, 
printer's device of Josse Bade of 
Paris, showing the printing-press 
closed; I 5 20 

I82 2. Dedication from Jean Lemaire 
de Belges' Les Illustrations de Gaule 
et Singu!aritez de Troye, showing 
Anne of Brittany; Paris, I 5 I 2 

I83 ;. Woodcut from Francesco Co
lonna's Hypnerotomachia Poliphili, 
showing the lover wandering in 
the wood; Venice (Aldus Manu
tius), I499 
4· Woodcut from the Discours du 
songe de Poliphi!e, showing the lo
ver wandering in the wood; Paris 
(Jacques Kerver), I546 

I84 r. Woodcut from Les GrandeJ· 
Heures de Ia Vierge: illustration for 
the sixth hour, the Adoration of 
the Magi; Paris (Simon de Coli
nes), I 5 43 

I85 6. Titlepage of Oronce Fine's 
translation and exposition of 
Euclid; Paris (Simon de Colines), 
I544 
1· Woodcut from Franc;:ois Rabe
lais' Le Second Livre de Pantagrue!, 
showing Pantagruel fea~ting; Ly
ons, I547 

I86 8. Woodcut from Marguerire de 
Navarre's Marguerites de Ia Mar
guerite, illustration from La Cache, 
the lamentation of three ladies; 
Lyons, I547 

187 9· Woodcut from the League 
pamphlet Les Sorcelleries de Henry 
de Valois, showing the satyr cand
lesticks and the piece of the true 
Cross with which he was alleged 
to hold services to the Devil in 
the woods of Vincennes; Paris, 
I589 

I89 10. Engraving by Jacques Patin 
from Baldassarino de Belgiojoso's 
Bale! Comique de fez Rayne, setting 
for the performance of a ballet in 
honour of Louise de Lorraine, 
Queen of France; Paris, I 5 82 

I90 II. \'V'oodcut from Geoffroy 
Tory's Champfleury, the letter A; 
Paris, I 5 29 

I 9 r r 2. Woodcut from Philibert de 
l'Orme's Le Premier Tome de /'Ar
chitecture, allegory of an architect; 
Paris, I 568 

VII 'The Egg that 
Luther Hatched' 

I93 Detail of printer's device of Jo
hann Froben, caduceus of l'vler
cury with dove; the serpents re
present prudence, the dove sim
plicity. From St Hilary Bishop of 
Poi tiers' Lucubrationes; Basle, I 523 

r ') 5 I. Portrait of Emperor .Maximilian 
I by Albrecht Durer; I 5 I 9· Kunst
bistorisches MttJeum, Vienna 

I96-97 z. Detail frorn a s;:hooimas
ter's hanging sign (probably My
conius'), by Hans Holbein the 
Younger, showing chil,~ren being 
taught by a schoolmaster and his 
wife; I 5 r6. Kunstmweum, Bas!e 
3· Detail from the lvlartyrdom of 
the Te:l Tbomand Christians by 
Albrecht Durer, showing Willi
bald Pirckheimer with Durer; 
I 5 o8. Kunstm!ISettJJJ, Basle 
4· Portrait of Philip Melanchthon 
by Lucas Cranach the Elder; I 53 2. 
Staatliche K!Jnstsammlungen, Dres
den 
5-6. Two marginal drawings 
by Hans Holbein the Younger 
(executed in I5I5) of Erasmus at 
his ciesk and Folly descending 
from the pulpit. From Oswald 
i\1yconius' copy of Erasmus' 
Praise of Folly, !3asle, I 5 I 5. 
Kuj;fersticb/..;abinett, Basle 
7· Portrait of Erasmus by Hans 
Holbein the Younger; I 5 32· 
Kunstmuseum, Basle 
8. Woodcut of the Triumph of 
Reucblin, accompanying some 
copies of Ulrich von Hutten's 
poem (written under the pseudo
nym Eleutherius Byzenus) Tri
umphus Capnionis; Hagenau, I 5 I 8 

I98-99 9· Miniature from the Book of 
Tyrolean Fhhing of Emperor Ma
ximilian I, fi:>hing scene on Plansee; 
Germ?-n, c. 1504. Cod. 7962, fol. 
26. Osterreichichische Nationalbib
liot,)ek, Vienna 
IO. Panorama of Augsburg, designed 
by George Seld, coloured wood
cut attributed to Hans Weiditz; 
I 52 I. ._\tiidtische Kunstsammlung, 
A up burg 
I r. The Prodigal Son by Hierony
mus Bosch; before I5I6. Museum 
Bo_ymans-1Jan Beuninf!,m, Rotterdam 
I2. Miniature of Jacob Fugger 
and his accountant; German, 
c. I 5 I 9· Herzog Anton Ulrich-Mu
seum, Bnms1vick 

200 I 3· Left half of coloured woodcut 
Der Unterschied zwischen dem Evan
l!,elischen und Katholiscben Gottes
dienst, by Lucas Cranach the El
der,. showing Luther preaching; 
c. I ;:45. Kt~pferstichkabinett der 
Staatlichen Museen, Berlin-Dab/em 

20I-2 14. Allegorical painting of the 
dream of Frederick the Wise, 
Prince of Saxony, at Schweinitz, 
October )ISt, I57I, prophesying 
Luther's 95 theses; German, 
r6th C. By courtesy of Dr Fritz 
S chleifenbaum, Hiittental- Weidena!l 
I5. Caricature of John Calvin by 
Giuseppe Arcimboldo; 1566. 
Gripsholm Castle, Sweden. Photo 
Natiottalmttseum, Stockholm 
I6. The Confession of Augsburg, 
I J3 o, by Andreas Herrneisen; 
I6or. Town-hall, Windsheim. 
Photo Hans-Jurgm Jvfusolf 

2.03 17· Right half of coloured 
woodcut, Der Unterschied zwischN 
dem Evangelischen und Katho!ischen 
Goltesdienst, by Lucas Cranach the 
Elder, satirizing the Catholic 
Church; c. I545· Kupferstichkabi
nett der S taat!ichen :Vfzmen, Berlin
Dab/em 

204-5 I8. Portrait of John Frederick 
the Magnanimous, Elector of 
Saxony, by Lucas Cranach the El
der; I 53 r. Gemaldegalerie der Staat
lichm Museen, Berlin-Dab/em 
I 9· Detail from the tomb of Maxi
milian I; mid-r6th C. Hofkirche, 
Innsbruck. Photo Meyer 
20. Augsburg: the Arsenal; by 
Elias Holl, I6o2-7. Photo Dr 
_Helmut Hell 
2 I. Heidelberg: fa<;:ade of Ott
Heinrichsbau, wing of castle 
built for Elector Otto Heinrich, 
begun 1556. Photo Dr Bodo Cichy 

206 22. Portrait of Paracelsus, attri
buted to Jan van Score!; first half 
of I6th C. Louvre, Paris. Photo 
Giraudon 
23. Portrait of Joachim Vadian; 



artist unknown, I 55 I. Stadtbib!io
thek (Vadiana), St Gallen 
24. Portrdt of Nicholas Kratzer 
by Hans 1-!nli~cin the Younger; 
r 5 28.Louvre,Paris. PhotoGiraudon 
25. Woodcut by Jan Stephan van 
Calcar from the titlepage of Von 
des Menschen carpers Anathomey 
(German translation of Vesalius' 
Fabrica) a dissection; Basle, 
I 5 43. Kupferstichkabinett, Bas/e 

207 26. Terrestrial globe of Martin 
Behaim; 1490-92. Germanisches 
1\'ationa/museum, Nuremberg 
27. Astrolabe of Regiomontanus; 
I468. Gennanischej 1\Tatio:za!museum, 
1Vuremberg 
28. Celestial globe of Johann 
Sti:iffler; I493· Germanisches Na
tiona/museum, 1\Turemberg 

208 29. Tl1e Planets and the Arts, paint
ed table by Martin Schaffner; r 53 3. 
J-Iessisches Museum, Kassel 

209 I. \1\ioodcut from Peter Atten
dorn's Directorium Statuum, a 
students' drinking bout; Stras
bourg (Johann Priiss), c. 1489 

2I I 2. Titlepage from Conrad t>eutin
ger's Inscriptiones; Main~, IJZO 

2I2 ;. Titlepage from Ulrich von 
Hutten's EtJistolae obscurorum tJi
rorum; ?Spier, I5I7 
4· Woodcut from the titlepage of 
Johann Pfefferkorn's Bin mit
leyd/iche claeg, Pfefferkorn triumphs 
over Reuchlin 

213 J. Memorial woodcut of Conrad 
Celtis by Hans Burgkmair the 
Elder; 3rd state, I5o8. British 
Museum, London 

2I4 6. Woodcut attributed to Durer 
from Sebastian Brant's Das Nar
renschiff, the foolish boatman; 
Basle (Bergmann von Olpe), I494 

215 7· Titlepage from Erasmus' Ada
gia, woodcut designs by Hans Hol
bein the Younger; Basle (Johann 
Froben), I523 

2I6 8. Doodles from Erasmus' ma
nuscript of Letters of St Jerome; 
I 5 14. MS A.ix. 56. Offentliche 
Bibliothek der Universitat, Basle 

2I7 9· Detail of woodcut portrait of 
Ulrich von Hutten by Erhard 
Schoen; c. r 5 20. Kupferstichkabi
nett der Staatlichen Museen, Ber
lin-Dahlem 

2I8 IO. Map of the Empire in 1519. 
Drawn by fohn Woodcock 

2I9 II. Cologne: porch of the town
hall; by Wilhelm Vermiken, 
I 569-73. Drawn by fohn !Vowers 

VIII An Age of Gold 

221 Printer's device of Juan Varela de 
Salamanca, lighthouse and ship, 
from Las CCC of Juan de !a 
Mena; Granada, I50) 

223 r. The Catholic Sovereigns enter
ing Granada in I492, detail of 
polychrome wood reredos by 
Felipe Bigamy in the Chapel Roy
al of Granada Cathedral; I 5 20-
22. Photo Bradiey Smith 

224-25 2,4,7,8. Dr: wings from the 
Yanhuit/d;z Codex showing the 
Dominican Fra Domingo de Santa 
Maria, Bishop Lopez de Zarate, 
an Indian panning for gold and 
another giving gold to a Spaniard; 
Mexican (region of YanhuitL'tn), 
mid-I6 C. Academia de Belbs 
Artes, Puebla. From C6dice de 
Yanhuit/dn, ed.\1\7. Jimenez Moreno 
and S. ~Iateos Higuera, I940 
3. Two pages from a catechism 
in sign-language designed for 
Indians bv the Franciscan Don 
Pedro de~ Gante; I6th C. MS 
Vit. 26-9, Biblioteca l'..Jacional, 
Madrid. Photo Mas 
5. Titlepage of the first decad of 
Hechos de los Castellanos . . . by 
Antonio de Herrera; Seville, I6or 
6. Portrait of Juan Gines de 
Sepulveda; engraved after a 
r6th-C. painting. Biblioteca 
Nadonal, Madrid. Photo Mas 

226 9· Baptism of Moorish women, 
detail of polychrome wood rere
dos by Felipe Bigamy in the Cha
pel Royal of Granada Cathedral; 
I 520-22. Photo Bradley Smith 

227 Io. Auto da Fe by Pedro Berru
guete; c. I 5 oo. Madrid. Photo 
Walter Drayer 

228-29 II. Granada: detail of court
yard in the Palace of Charles V; 
by Pedro Machuca, begun 1527. 
Photo Mas 
I 2. Pontevedra: fac;ade of Sta 
Maria la Grande; I 5 41. Photo Mas 
13. El Escorial: bird's-eye view; 
begun 1563 by Juan Bautisra de 
Toledo, continued I 5 67-84 by 
Juan de Herrera. Photo YA1V 
I4. Granada: detail of choir of the 
cathedral; by Diego de Siloe, after 
I528. Photo Arthur B)'llC 
I 5. J aen: interior of cathedral 
looking east; by Andres de Van
daelvira, des.igned I 5 34· Photo 
Mas 

230 I6. St Matthew, detail of poly
chrome wood reredos by Felipe 
Bigamy in the Chapel Royal of 
Granada Cathedral; I po-22. 
Photo courtesy Editorial Nogtter 
q. Tornb of Don ?viartln Vas
quez de Arce, 'el Doncel'; d. I486. 
Sigtienza Cathedral. Photo Mas 

23I IS. Tomb of Bishop Alonso Tos
tado de Madrigal, by Vasco de la 
Zarza, from the High Altar rere
dos in Avila Cathedral; rp8. 
Photo l'vf as 
I9. Elijah, wooden panel by Alon
so Berruguete from the choir
stalls of Toledo Cathedral; I54I. 
Photo Mas 
zo. Detail of Entombment, poly
chrome wood group by Juan de 
Juni; r57r. Segovia Cathedral. 
Photo courtesy Editorial "Vaguer 

232 21. Frontispiece to Antonio de 
,'\Jebrija's Institutiones Latinae, 
showing the author lecturing; 
Spanish, late 15th C. MS Vit.I7-I 
Biblioteca Nacional, Madrid. 
Photo J\1as 
22. Initial by Jorge Ingles show
ing Socrates drinking hemlock, 
from a MS including Plato's 
Phaerlo and Coluccio Salutati's 
DedmnatimiJ of Lucretia tra~slated 
into Castilian'; made for the Mar
quis of Santilhn::, mid-r 5th C. 
MS Vit.r7-4. Biblioteca Nacional, 
Madriri. Photo Mas 
23. Detail of portrait of Cardinal 
Mendoza, wall painting in the 
chapter house of Toledo Cathe
dral by Juan de Borgof1a; I 5 09- r r. 
Photo Mas 
24. Valladolid: centrepiece of fa
c;:ade of the College of Sta Cruz; 
by Lorenzo Vazquez de Segovia, 
1486-93. Photo Mas 
2 5. Detail of portrait of Cardinal 
Jimenez de Cisneros; wall paint
ingby JuandeBorgoiia; I509-rr. 
Chapter house, Toledo Cathedral. 
Photo Mas 

233 26. Portrait of Luis de Leon, 
drawing from Pacheco's Descrip
ci6n de Verdaderos Retratos; I599· 
Musco Lazaro, Madrid. Photo Mas 
27. Portrait of Benito Arias .Mon
tano, drawing from Pacheco's 
Descripci6n de Verdaderos Retratos; 
I 5 99· Museo Lazaro, Madrid. 
Photo lvfas 
28. Alcala de Henares: fac;ade of 
the University; by Rodrigo Gil de 
Hontaii6n, 1543· Photo .Mas 
29. Salamanca: centrepiece of fa
c;ade of the University; attributed 
to Enrique de Egas, completed 
r 529· Photo }([arlin Hiir!imann 
30. Portrait of Luis Vives, engrav
ed after a r6th-C. painting; 1682. 
Biblioteca Nacional, Madrid. 
Photo Afas 

234 31. Burial of Count Orgaz by El 
Greco; r 5 86. Sto Tome, Toledo 

235 E. Arms of Ferdinand and Isa
bella, woodcut from Garcia's 
Perep,rina; Sevilla, I498 

236 2. Titlepage of Antonio de Nebri
ja's Introductiones in Latinatn gram
maticam; Logrofio, I 51 o 

237 J· Last page of the Apocalypse, 
with colophon and printer's mark, 
from the Complutensian Polyglot 
Bible; 'Alcala (A.G. de Brocar), 
I5I4 

238 4· Titlepage of Avisos y regolas 
para confessores . . . by Bartolome 
de las Casas; c. I 5 oo 

239 f. Defaced portrait of Erasmus 
from Sebastian .Munster's Cosmo
graphia; Basle, I 55 o. Copy in Bib
lioteca Nacional, Madrid 

240 6. Woodcut from the Cdrcel de 
Amor by Diego de San Pedro, 
knight tempted by a wild man 
personifying lust; Barcelona, I49 3 

24I 7, 8. Woodcut from titlepage and 
last page of the Trag,icomedia de 
Calista y Me!ibea; Toledo, 1526 

243 9· Titlepage of Amadis de Gmt!a; 
Seville (possibly a reprint else
where), I 5 31 

244 IO. Titlepage of Diana by Jorge 
de Montemayor; Zaragoza, r 570 

247 II. Woodcut illustration from 
J'eledidas dei Romano by Diego de 
Sagredo, proportions of a cornice; 
Toledo. I 5 26 

248 12. Eve, wooden panel from 
choir stalls by Alonso Berrugu
ete; I 54r. Toledo Cathedral. IMK 

IX Tradition and Change 

249 Printer's device used by Tohn Bill, 
crowned rose, from o,:d~rs thought 
l~feet by His lv!ajesty ... Towns . .. 
infected with the Plague; London, 
1625 

2 5 r r. Tomb of Henry VII and his 
Queen by Pietro Torrigiani, 
gilt bronze; I508-I2. Henry VII 
Chapel, Westminster Abbey, Lon
don. Photo A. F. Kersting 

252 z. Henry VIJJ and Edward VI 
triumphing over the Pope; artist un
known, c. I547· National Portrait 
Gallery, London 
3· Drawing from the Survey of 
the lands of the Benedictine Ab
bey at Colchester, judge riding 
out of Colchester; c. I 5 40. MS 
Egerron 2I64. Trustees of the Bri
tish Museum, London 

253 4· The Stoning of the Popt; Italian 
School, first half of I 6th C. Hamp
ton Court Palace. Reproduced by 
gracious permission of Her Majesty 
the Queen 
5· Preacber at St Paul's CrosJ; c. 
I6I6. By courtesy of the Society of 
Antiquaries of London 
6. Portrait of Thomas Cwmwell; 
after Hans Holbein the Y oungcr' s 
portrait of I 53 3-34. National Por
trait Gallery, London 
7· Portrait of Thomas Cranmer 
by Gerhardt Flicke; r 5 46. Natio
nal Portrait Gallery, London 
8. Portrait of Cardinal Reginald 
Pole; artist unknown, after I 55 6. 
National Portrait Gallery, London 

254-5 5 9· Portrait of Henry VIII, by 
Hans Holbein the Younger, I536. 
Th]sJen Bornemi.rza Collection, Lu
gano 
Io. Portrait of Mary J (as Princess 
Mary, aged 28), by"] ohannes Cor
vus; I 5 44· National Portrait Gal
lery, London 
r r. Procession of Quem Elizabeth I; 
artist unknown, c. I6oo. By kind 
permission of Simon Wingfield 
Digby, Esq., Sherborne Castle. 
Photo R.B. FleminJ!, 

256-57 IZ, I5, 17, IS: Details from 
Antony van der Wyngaerde's pa
noramic view of London, show
ing Westminster, old London 
Bridge, the Tower and Greenwich 
Palace; c. r 55 o. Reproduced hy kind 
permi.rsion of the London Topo,(r<J
phical Society from their fac.fimiie ,:f 
the drawing in the Ashmolean lvftt
Set!m, Oxford 
q. Detail of Antony van der 

List and Sources of Illustratimts 

Wyngaerde's drawing of the 
north bank of the Thames, Lon
don, showing old St Paul's; c. 
I5 50. Reproduced by kind permission 
of the London Topographical Society 
from their facsimile of the drawing in 
tbe Asbmo/ean Museum, Oxford 
14. Detail from John Norden's 
engraving Civitas Londini; I6oo. 
Reproduced by kind permission of the 
London Topographical Society from 
their facsimile of the copy in the RoJ•a! 
Library, Stockholm 
I6. Detail of engraving by Franz 
Hogenberg of the Royal Exchan
ge, London (I566-69), the court
yard; c. I no. British Museum, 
London. Photo Brompton Studio 

258-59 I9. The Life and Death of Sir 
Henry Unton; artist unknown, 
c. I6oo. National Portrait Gallery, 
London 
zo. Detail from }vfarriage Fete at 
Bermondsey, by J oris Hofnagel; 
c. I 5 69. Hatfield House, Hert
fordshire. By kind permission of 
the Marquess of Salisbury. Photo 
John Webb 

26o 21. Engraving of a bird's-eye view 
of Cambridge by Richard Lyne 
from John Caius' De antiquitate 
Cantabrigiensis Academiae; London 
(John Day), I574· University Li
brary, Cambridge 
22. MS dedication to Cardinal Wol
sey from Thomas Linacre's De 
Sanitate Tuenda libri sex, trans
lated from Galen; I5 17· British 
Museum, London. Photo Bromp
ton Studio 
23. Drawing of an ecclesiastic, 
said to be John Colet, by Hans 
Holbein the Younger; 1530s. 
Windsor Castle. Reproduced bJ' 
,gracious permission of Her Majesty 
Queen Elizabeth II 
24. Portrait of Richard Fox by 
Johannes Corvus; I 5 I 8. Repro
duced with the permission of the 
President and Fellows of Corpus 
Christi College, Oxford, from 
the painting in their possession. 
Photo Michael R. Dudley 
25. Portrait of William Camden 
by Marc Gheeraerts; c. I6Io. 
\V'estminster School, London. 
Photo Country Life 

z6I 26. Drawing of the More family 
group by Hans Holbein the 
Younger; I 52 7. KmutmUJ·mm, 
Basle 
27. Woodcut from Thomas Mo
re's Utopia, the island of Utopia; 
Basle (Johann Fro ben), I 518 
28. John Banister delivering the 
Visceral Lecture at the Barber 
Surgeon's Hall, I58I; copy in 
oils of the contemporary illustra
tion in the MS of Banister's Ana
tomical Table,-, Hunterian Muse
um, Glasgow. By courtesy of the 
Wel!come Trusteu 

26z ::9. Allegorical portrait of Sir 
John Luttrell, copy of the por
trait of I550 by Hans Eworth; 
artist unknown, I59L Dunster 
Castle, Somerset. By kind per
mission of LI.-Col. Walter Lut
trell, M.C. Photo Eileen Tweedy 
30. 1Vonesuch Palace; Flemish 
School, c. r6zo. Reproduced by per
mi.r.rir;n of the Syndics of the Fitzwil
liam lvfttseum, Cambridge 
31. Miniature of an unknown 
youth, by Nicholas Hilliard; c. 
I 5 90. By courtesy of the Victoria 
and Albert Museum, London. 
Photo Eileen Tweedy 

263 32· Long/eat House by Jan Sibe
rechts; I676. Longleat House, 
Wiltshire. By kind permission of 
the Marquess of Bath. Photo John 
Webb 
3 3. Border of the Bradford Table
Carpet, hunting scenes; English, 
end I 6th C. Victoria and Albert 
TY{useum, London. Photo fohn 
lVebb ' 

264 34· Titlepage of the Great Bible, 
translated by Miles Coverdale; 
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London (Richard Grafton), r 5 39· 
Tmstees ofT he British Aftueum, Lon
don 
3 5. Drawing from the presenta
tion copy of The Hen~it's Tale, 
written and illuminated by George 
Gascoigne, who translated Sir 
Henry Lee's liermit's Tale into 
Latin, French and Italian as part of 
the \Voodstock progres:; in I n6. 
IVIS Roy. I 8.A.XLVIn,fol.u. Trustees 
of tbe HritiJh ll1uJeum, London 
3 6. Portrait of Sir Philip Sidney; 
r 8th-C. copy of a portrait, artist 
unknown, of I 5 77. The National 
Portrait Gallery, London 

265 37· The Chandos paindng, per
haps a portrait of William Shake
speare; artist unknown, probably 
early 17th C. The Nation,d Portrait 
Gallery, London 
38. Portrait of Benjamin Jonson; 
copy of a portrait by Abraham 
l3lyenberch of c.r635· The Na
tional Portrait Galler_y, London 
39· Detail from J.C. Visscher's 
engraved View of London, show
ing the Globe Theatre, Bank
side (actually the Rose Theatre); 
I6I6. British Museum, London. 
Photo john Freeman 
40. Drawing of the interior of the 
Swan Theatre, London; con
temporary copy of the lost draw
ing by Johannes de Witt c. I 5 96. 
Universiteitsbibliothek, Utrecht 
41. Drawing of the firsr scene of 
Shakespeare's Titus Andronicus, 
probably by Henry Peacham, 
'Tamara pleadinge for her son
nes going to execution'; c. I 594· 
Harley Papers, Longleat House, 
Wiltshire. By kind permission of 
the Marquess of Bath. Photo 
Courtauld I11stitute of Art, Unit•er
sity of London 
42. Woodcut from Tbe Honorable 
Entertainement gievcn to tbe QueeneJ 
Maiestie in Progresse, at Elvetham 
in Hampshire, by . .. tbe Earle of 
1-lert(ord; London, I59I. From 
J. Nichols, The Progresser and Pub
lic Processions of Quem Elizabeth, 
q88-I82r 

266 43· Engraving by Augustine Ryt
her after John Adams, the events 
of July 2.3rd-24th, 1588, during 
the pursuit of the Arm2da. From 
A Diswurse concernir.:<q t.0e Spanish 
jleete itwadinge Englande (translated 
from the Italian of P. Ubalclini); 
London, I590. British lvfuseum, 
London. Photo John Wtbb 
44· Portrait of Robert Dudley, 
Earl of Leicester, attributed to 
Federigo Zuccaro; c.I575· The 
National Portrait Gallery, London 

267 I. Titlepagc of Robert. Greene's 
Grotmdn .. orke of Canny-Catching, 
showing various forms of villainy; 
London, I592 

268 2. Engraving of Bristol from 
John Speed's Theatre of Create 
Britaine; London, r6II-I2 

269 J Drawing by Thomas Neale 
after John Bereblock from Dialo
gus in adventum Re.~inae . . . E/i.ra
bethrle, Corpus Christi College, 
Oxford; c. I566. MS Bodl.I). 
Bodleian Library, Oxford. 
4-J. Two marginal skerches (b!:
fore r 55 o) from a copy of Poly
dare Vergil's Jlistoric. Anglica 
(Basle, I 5 34), showing K.ing Ca
nute, and Augustine preaching to 
Ethelbert. From facsimiles made 
in I86o. British Museum, London 

271 6. Titlepage of Thomas Coryat's 
Crudities; London, r6r r 

272 7· Engraving entitled C!metousness 
from Stephen Bateman's A Crista!! 
Glasse. 'These three on horseback 
signifieth the states of men wordly 
minded: as Makeshift, Flattery, 
and Desire to have'. London, I 5 69 

273 8. Detail of engraving from R. 
Verstegan's Tbeatrum Crude/ita
tum Haereticorum Nostri Temporis, 
execution of Catholics; Antwerp, 
I592 

274 '). \'voodcut from the titlepage of 
Robert Greene's Quip for an Up
start Courtier; London, I 5 92 

275 IO. \Voodcut from Compotus ma
mtalis ad umm Oxoniensium, teacher 
and pupils; Oxford (Charles Kyr
foth), I 5I9· University Library, 
Cambridge 

276 I r. \Voodcut for April frorn 
Edmund Spenser's The Shepherd'.r 
Calendar, Queen Elizabeth and 
her ladies; London, r 6 I I 
r2. Titlepage of Thomas Kyd's 
The S panisb Tragedy; London, I 6 I 'i 

277 IJ. Frontispiece from John Skel
ton's A R)oght delectable tra)'ti.re 
upon a l!,Oodly Garlande, or Chapelet 
of Laurel/; London, I 52 3 
I 4· Woodcut from Raphael Ho
linshed's The Cbronicles of En[;
land, The Historic of So·otland~, 
Macbeth and Banquo encounter 
the three weird sisters; London, 
1577 

X The North Transformed 
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Detail of printer's device of Offi
cina Plantiniana, dividers repre
senting \Vork and Constancy; 
from J. Bochius' Descriptio publicae 
gratulationis ... ; Antwerp, I 5 95 
r. St Luke painting the Virgin by 
Jan Gossaert ('Mabuse'); c. I 5 15. 
Narodni Galerie, Prague. Photo 
Artia, courtesy Georg Westermann 
Verla,g. 
2. Portrait of Richard II of Eng
land; c. 1400. Westminster Abbey, 
London 
3. Apostles taking leave of the Virgin 
by Duccio; I 308-r r. Opera del 
Duomo, Siena. Photo Manse/1-
Aiinari 
4· Death of the Virgin; Bohemian, 
third quarter of 14th C. By cour
tesy of the Museum of Fine Arts, 
Boston, W'i/liam F. Warden Fund 
5 . Agot!)' in the Garden by the 
M:aster of Vissi Brad; c. I 3 6o. 
1\!arodni Galerie, Prague 
6. Miniature from the Tres Belles 
Heures du due de Berry ('Brussels 
Hours') showing the Duke kneel
ing with SS. Andrew and John 
the Baptist; by J acquemart de 
Hesdin, c. 1395. MS I Io6o-6I, 
fol Iov. Bib/iotheque Royale de Bel
gique, Brussels 
7, ro. Etienne Chevaiier and his 
patron saint Stephen adoring the 
Virgin, details of double-page 
dedication miniature from the 
Hours of Etienne ChetJalier, by J can 
Fouquet; c. 146o. Musee Conde, 
Chantilly. Photo Giraudon 
8. Presentation in the Temple from 
a wing of the Champmol Altar
piece by Melchior Broederlam; 
c. I394· Musec de Dijon. Photo 
Giraudon 
9· The Aix Annunciation; c. 1445. 
Ste-?\larie-Madeleine, Aix-en
Provcnce. Photo ArchiveJ Photo
graphiqueJ 
IO. Right-hand page of mini&ture 
from the !-fours of Etienne Cheva
lier. See pl. 7 
I r. Detail from the Tiefenbronn 
Altarpiece by Lucas Moser, Mary 
and .Martha sailing to France; 
I43 r. Pfarrkirche, Tiefenbronn. 
Photo Hirmer Fotoarchiv, Munic/J 
I2. Detail of St Jerome in his Study 
by Jan van Eyck. Tbe Detroit 
Institute of Arts 
I 3. Annunciation, centre panel of 
the Merode Altarpiece by the 
Master of Flemalle (possibly Ro
bert Camp in); The Afetropolitali 
Museum of Art, ./Ve1v York, The 
Cloisters Collection, Purchase 
14· Entombment by Roger van dre 
Weyden; c. I4)0. Uffizi, Florence. 
Photo Scala 
15. Detail of Entomlmtent by 
Diede Bouts; c. I4 55. National 
Gallery, London. Photo Z;/tan 
Wegner 

285 I6. Annunciation, from the Ghent 
Altarpiece by Jan van Eyck; 
1432. St Bavon, Ghent. Photo 
Scala 
I 7. Descent from the Cross by Roger 
van der Weyden; c. I43 5. Prado, 
Madrid 

286 I8. Madonna of Chancellor Rolin by 
Jan van Eyck; c.1433-34· Louvre, 
Paris. Photo Eileen Tweedv 

287-88 I9. Detail of the Ncitivity by 
Domenico Ghirlandaio; 148 5. 
Sassetti Chapel, Sta Trinita, Flor
ence. Photo Scala 
20. 1\!ativity, centre panel of the 
Portinari Altarpiece by Hugo van 
der Goes; c. I475. Uffizi, Florence. 
Photo courtesy Kindler Verlag 

289 21. Right wing of the Portinari 
Altarpiece by Hugo van der Goes; 
c. 1475· Uffizi, Florence. Photo 
cottrtesy Kindler Verlag 

290 22. Detail of January miniature 
from the Tres Riches Heures du 
due de Berry, the Duke at table; by 
the Limbourg brothers, I4I3-I6. 
.MS 65, fol.Iv. Musee Conde, 
Chantilly. Photo Giraudon 
23. Centre panel of the Donne 
Altarpiece by Hans Memlinc, 
showing the donor and his family 
presented by saints to the Virgin 
and Child; c. I468. Trustees of the 
1\!ational Gallery, London 
24. Double portrait of Giovanni 
Arnolfini and his Wife, by Jan 
van Eyck; 1434. Tmstees of the 
National Gallery, London 
2 5. Portrait of Francesco d'Este 
by Roger van der W eyden; c. I 460. 
Tbe Jvfetropo!itan Musmm of Art, 
1Vew York, A1ichael Friedsam Col
lection, I9JI 
z6. Portrait of Thomas Howard, 
Duke of Norfolk, by Hans Hol
bein theY ounger; Windsor Castle. 
Reproduced by gracious permission of 
Her Maje.rty the Queen 

29I 27. Miniature from the Boucicaut 
Hours, the Visitation; early I 5th C. 
Musee Jacquemart-Andre, Paris. 
Photo Bulloz 
28. Detail of the lvfiraculous Draught 
of Fishes by Conrad Witz; I444· 
Musee d'Art et d' HiJtoire, Geneva 
29. Detail of the Rest on th! Flight 
into Egypt by Lucas Cranach; 
I 5 04. Staat fiche Nlu.reen zu Berlin 
30. Pentecost by Hans Multscher, 
from the Niederwurzach Altar
piece; I437· Gemdldegalerie der 
Staat!ichen 1l1useen, Herlin-Dahlem 
3 I. F lagel!ation, from the Kaisheim 
Altarpiece by Hans Holbein the 
Elder; r 502. Alte Pinakothek, 
:Munich. Photo Hayerische Staats
gemd/clesammlungm 

292-93 F· Raising ofLa.zaru.r, from the 
St Wolfgang Altarpiece by Mi
chael Pacher; q8 r. Parish Church, 
St Wolfgang. Photo Preiss 
33· Crucifixion, centre panel of the 
Isenheim Altarpiece by Grune
wald; c.I5IZ-I). Musee Unter
linden, Colmar 
34· Rest on the Fligbt into Egypt by 
Albrecht Altdorfer; I 5 Io. Ge
mdldega!erie der Staatlichen Jduseen, 
Berlin-Dab/em 
3 5. Christ in the Tomb by Hans 
Holbein the Younger; I 5 2r. 
Kunstmuseum, Basle. Colorphoto 
Hinz, Basle 

294 36. Ancy-le-Franc, Yonne: court
yard of the Chateau; by Serlio, 
begun I 5 46. Photo Jean Roubier 
37· Fontainebleau, Seine-et-Mar
ne: Porte Doree of the Chateau; 
by Gilles le Breton, r 5 28. Photo 
ND-Giraudon 
38. Fa<;ade from the Chateau of 
Anet; by Philibert de l'Orme, c. 
I 55 o. Ecole des Beaux-Arts, Paris. 
Photo Bulloz 

295 39· Paris: fa<;ade of wing of the 
Louvre designed by Pierre Lescot; 
begun I 5 ,.6. Photo Jean Roubier 
40. Antwerp: fa<;ade of the Town 
Hall; by C. Floris, 1561-6). Photo 
.Jean Roubier 

41. Design for a chimney-piece 
by Hans Holbein the Younger; 
Trustees of the British Museum, 
London 

296 42. Sleeping ~Venus by Giorgione; 
left unfinished in I 5 I o ancl com
pleted by Titian. Gemaldegalerie, 
Dresden 
43· Virgin and Child by Hans 
Burgkmair; I509. Germanisches 
Nationalmuseum, Nuremberg. 
Phot0 Joachim Hlaue! 
44· Nymph of tbe Source by Lucas 
Cranach the Elder; c. I 5 I 8 Musee 
Communal, Besan<;on. Photo Gir
audon 
4 5. St Luke drmPing th~ Virgin by 
Maerten van Heemskerck; Musee 
des Beaux-Arts, Rennes. Photo 
C:irattdon 

297 46. Detail of the Adoration of t!;e 
Magi by Jan Gossaert ('Mabuse'); 
c. I 507. Trustees of th~ National 
Gallery, London 
47· Neptune and Amphitrite by Jan 
Gossaert ('Mabuse'); I 5 I 6. Staat
liche Museen zu Berlin 
48. The Kinship of the Ho£v Family, 
from the Altarpiece of the Con
freri•2 de Ste Anne at Louvain, by 
Quentin Massys; r 5 09. Musees 
Royaux des Beaux-Arts de 
Belgique, Brussels. Photo Scala 
49· Queen Elizabeth confoundini!, the 
Goddesses, by Hans Eworth; I 5 69. 
Hampton Court Palace. Repro
duced b_y gracious permis.rion of Her 
Majesty the ,Queen 

298 50. Madonna of the Siskin by Alb
recht Durer; I5 o6. Gemdldegalerie 
der Staatlichen Museen, Berlin
Dab/em 
5 r. Adm·ation of tbe Magi by Alb
recht Diirer; 1504. Uffizi, Flor
ence. Photo Scala 

299 52, 53. Four Apostles, by Albrecht 
Durer; I 5 26. Alte Pinakothek, 
Munich. Photo courtesy Kindler 
Verlag 

300 54· Detail of AssuJ?Jption of tbe 
Virgin, centre panel of the Creg
lingen Altarpiece by Tilman 
Riemenschneider; I495-99· Parish 
Church, Creglingen. Photo Gun
dermann 
55. Detail of Death of the Virgin, 
centre panel of the Cracow Altar
piece by V eit Stoss; I4 77-88. 
StMary's, Cracow. Photo Kolou;ca 
Stanislaw ( ZAI KS) 
56. Crucifix in the Old Cemetery 
at Baden-Baden, by Nicolaus Ger
haert; 1467. Photo Helga Schmidt
Giassner 
57, 58. Adam and Eve, wooden 
figures by Riemenschneider; 
I49I-93· Mainfrankische-s Mu
seum, Wurzburg. Photo H·elga 
S ch/Jlidt-Giassner 

301 59· Apollo Fountain, bronze, attri
buted to Peter Fli:itner; I532. 
Nuremberg Town Hall. Photo 
Ilelga Schmidt-Giassner 
6o. Judith, boxwood figurine by 
Conrad Meit; c. I5I5-2o. Kunst
gewerbe-Museum, Cologne. Pho
to Rheinisches Bildarchil; 
6r. Inkstand with ft..f!,ure of Vanitas, 
bronze, by Peter Vischer the 
Younger; I 52 5. The Ashmolean 
Mu.rettm, Oxford 
6z. Christ Child Blessing, bronze 
figurine; German (Nuremberg), 
c.I550. Victoria and Albert Mu
seum, London (Crown Copyright) 
63. St George, polychrome wood, 
by Hans Leinberger; c. I 52 5. 
Frauenkirche, Munich. Photo 
Helga Schmidt-Giassner 
64. Detail of bronze relief from 
the screen of the Fugger Chapel 
in St Anne's, Augsburg; Vischer 
Foundry, I540. Chateau Mon
trottier. Photo Helga Schmidt
Ciassner 

302 65. i\1eeting of St Erasmus and St 
A1auritius by Grunewald; c.Ip8. 
Alte Pinakothek, Munich. Photo 
}?achim Blaucl 

303 I. Woodcut from Hans Holbein 
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the Younger's Les simulachres et 
histories faces de Ia mort, the Abbot 
and Death; Lyons, 1538 
2. Detail of woodcut by Hans 
Burgkmair from Der Weisskunig, 
the White King in the artist's 
studio; c.r5I8. From the first 
edition, Vienna, I775 
J. Woodcut by Jost Amman from 
H. Schopperus' Panoplia ... , the 
sculptor; Frankfurt, I 5 68 
4· The Constantine Medallion, 
gold; French, c. I400. Kunst
historisches J'vfuseum, Vienna. nrK 
J. Chambord: plan of the chateau 
from Jacques Androuet Ducer
ceau's Les plus exce!lents Basti
ments de France, Vol.I; Paris, I 5 76 
6. Longleat: ground-floor plan of 
house, after a MS at Hatfield; 
c. I56o-7o. From John Summer
son's Architecture in Britain, I J ;o
I 8 J o, by kind permission of Pen
guin Books, Ltd. 
1· Detail (actual size) of woodcut 
by Albrecht Durer from the 
Apocalypse series, St John of 
Patmos devouring the book; 
Nuremberg, I498 

XI A World Elsewhere 

3 I7 Compass rose; from A Discourse 
concerninge the Spanish fteete, 
illustrated by Augustine Ryther; 
London, I 5 90. Redrawn by IMK 

3 I 9 r. Detail of Landscape with the Fall 
of Icarus by Pieter Brueghel the 
Elder; c. I 55 5. ~f usces Royaux 
des Beaux-Arts de Belgique, 
Brussels. Photo Georg Wester
mann Verlag 

320 2. Portrait of Christopher Colum
bus attributed to Ridolfo Ghir
landaio; c. IJZ5· Museo Navale, 
Genoa-Pegli 
3. Detail of portrait of Amerigo 
Vespucci; School of Parma, 
I6th C. Gallerie Nazionali di 
Capodimonte, Naples. Photo Man
se/1-Aiinari 
4· Detail of painting of John and 
Sebastian Cabot by Menescardi 
G iustino, portrait of John Cabot; 
I 6th C. Palazzo Ducale, Venice. 
Photo J.fanJell-Aiinari 

3 54 

5. Detail of miniature from An
tonio Bocarro's Livro do Estado 
da India Oriental, revised by Pedro 
Barretto de Resende, portrait of 
Vasco da Gama; Portuguese, 
I 646. MS Sloane I 97, fol. I Sr. 
Trustees of the British MuJeum, 
London 
6. Engraving of Ferdinand ~\fa
gellan by 1' Aumessin. Bib!iotheque 
Nationale, Paris 
7· Detail of portrait of Sir Martin 
Frobisher by Cornelis Ketel; 
I 5 77. Curator.r of the Bodleian 
LibrarJ!, Oxford 

32I 8. Detail of map of Canada from 
Vallard's At!a.r, Jacques Cartier 
landing with colonists in I54I at 
Stadacone (Quebec); I 5 46. Hun
tington Library, San Afarino, Cali
fornia 
9· Detail of engraving of Sir 
Francis Drake, probably by Hon
dius; c. 1583. British Museum, 
London. Photo fohn Freeman 
ro. Portrait of Henry Hudson by 
Paul van Somer; c. I6oo-I6Io. 
Art Commission of the City of New 
York 
I r. Miniature of Sir Walter 
Ralegh by Nicholas Hilliard; 
c. I 58 5. Collection of the Viscount 
Morpeth. Photo Pickard of Leeds 
Ltd 
r 2. Detail of a page from the 
Livro das ArmadaJ, part of Cabral's 
fleet; early I 6th C. Photo courfuy 
C.A.G. Estorninho, the British 
Council, LiJbon 

322 13· Tbe Virgin of the lVavigators, 
centre of altarpiece painted by 
Alejo Fernandez for the chapel of 
the Casa de Contrataci6n, Seville; 
I 53 I-3 6. Alcazar, Seville. Photo 
George Jacobs 
I4· Detail of miniature of Henry 
the Navigator from the Cronica 
do Guine by Eannez de Azurara; 
Portuguese, mid-I 5th C. Biblio
theque Nationale, PariJ 

32 3 I 5. Detail of portrait of Charles V 
of Spain by Titian; I547-48. Alte 
Pinakothek, Munich. Photo Georg 
fJ7estermarm Verlag 
I 6. Portrait of Elizabeth I of 
England attributed to Marc Ghee
raerts (the 'Armada Portrait'); 

c.I588. Collection of His Grace 
the Duke of Bedford, Woburn 
Abbey. Photo Eileen Tweedy 

324 17. Detail of Fra .:\Iauro's World 
Map showing the Mediterranean 
area; I459· Biblioteca Marciana, 
Venice. Photo S adea-S ansoni 

325-26 I8. World Map of Pierre Des
celiers; I 5 50. MS Add. 24065. 
Trustees of the British L11useum, 
London 

327 I9. World Map of Henricus Mar
tellus German us; 1489. MS A.dd. 
I 5760, fols. 68v-69r. Trustees of 
the British Museum, London 
20. Detail of W odd Map by Juan 
de la Cosa, earliest known map 
showing the New World; I5oo. 
Musco Naval, Madrid. Photo Luis 
Dorado 

328-29 21. Watercolour of the village 
of Secoton by John White; c. I 58 5. 
British Museum. Photo John 
Freeman 
22. Mini:lture from an Aztec 
Codex showing a Franciscan pre
senting a book to the Spanish 
viceroy; I 6th C. Biblioteca Na
cional, Madrid. Photo Georg 
Westermann Verlag 
2~. Miniature from the Lit•re deJ 
1\{ervei!Jes, Marco Polo with nati
ves gathering pepper in Malabar; 
French, I 3 75. MS fr.28 Io,fol.84r. 
Bib!iotheque Nationale, Paris 
24. Japanese painted screen show
ing Portuguese Jesuits landing in 
Japan; late I6th or early qth C. 
Musie Guimet, Paris 
2 5. Detail from the Atlas of Diego 
Homem, Prester John in Ethio
pia; I558. MS Add. 54I5 A, 
fols. I 5V-I 6r. Trusteu of the British 
Museum, London 

330-31 26. \'Voodcut from A. Thevet's 
Les Jingu!aritez de Ia France ant
arctique, American Indians 111 

battle; Paris I 55 8 
27. Woodcut from A, Thevet's 
Les singularitez de Ia France ant
arctique, American Indians smok
ing and making lire; I 55 8 
28. \voodcut entitled Figure des 
Brisilians from Entree de Henri II a 
Rauen by Robert le Hoy and Ro
bert and Jehan du Gord; 1551 
29. Woodcut of monsters from 
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Sebastian Munster's Cosmographia 
Universalis; I 5 44 
30. Woodcut of the inhabitants of 
New Guinea; I6o3. Photo Radio 
Times Hulton Picture LibrarJ! 
3 r. \voodcut of a satyr from 
Conrad Gesner's Historia anima
lium; Zurich, I 55 I-87 

3 32 32· Detail from Interior of an Art 
Galler)'; Flemish School, qth C. 
National Gallery, London. Photo 
John Webb 

333 I. Woodcut of carrack from 
Bernhard von Breydenbach's Pe
regrinatio in tn·ram sane tam; :.\1ainz, 
I486. From drawings by Erhard 
Reuwich 

334 2. Titlepage of Ludovico Var
thema's Itimrario; Venice, I 5 I 7 

335 J. Woodcut of Greenlanders in 
the French translation (ed. Ni
colas Pithou) of Dionyse Settle's 
account of Frobisher's second 
voyage; Geneva, I 578 

336 4· Woodcut from titlepage of La 
Lettera de!lisole che ba troZJato 
nuovamente if Re diJpagna; Florence, 
I493 

337 J. World map after Ptolemy, from 
Gregor Reisch's Margarita Phi!o
sophica; Freiburg, I 503 

338 6. Woodcut of an animal-plant 
from Mandeville's Traz•elJ; Spa
nish edition, I 52 I 

3 3 9 1· Woodcut of a hydra, from 
Conrad Gesner's HiJtoria anima
!ium; Zurich, I 55 I-87 
8. Real and imaginary animals 
from Nicolas de Huon's trans
lation of Breydenbach's Peregri
natio in terram sanctam; Lyons, 
I488. Woodcut after drawings by 
Reuwich, who accompanied Brey
denbach on his journey 

340 9· Cannibals hacking up their 
victims and smoking the flesh, 
woodcut from A. Thevet's Les 
singularitez de Ia France antarctique; 
Paris, I 55 8 

341 Io. Woodcut of the island of 
Hispaniola, from De insulis in
ventis; Basle, ?I493· Printed edi
tion of a letter written bv Colum
bus to Don Gabriel San~hez 

343 II. Map of routes of main Re
naissance explorers. Drawn by 
John Woodcock 
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Carpaccio, Vittore, f 3 
Carpini, Giovanni de Plano, 3 34 
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Cavalcanti, Giovanni, 39 
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I43 
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Cennini, Pietro, 34 
Cervantes, Miguel, 243, 246 
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65, 69 
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}II 
Champier, Symphorien, r82 
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Charles V, Holy Roman Emperor, 
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235.238, 239. j2j 
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Cheke, Sir John, 274 
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Chretien, Florent, r88 
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Cimabue, Giovanni, 29 
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222, 236 et seq, 303, 33 5-6 
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Clement, John, 269 
Clouet, Fran~ois, Io7 
Clouet, Jean, I6f, Io8, I79, 3I4 
Colet, John, I24, 142, 2I6, 260, 
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Colines. Simon de, I79, r83, I84, 

I84, I85 
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College des Lecteurs Royaux 
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I84, I88 

College de Montaigu, I82, 2I5 
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Colocci, Angelo, 65 
Cologne Town Hall, 2I9, 2I9 
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Colombe, Michel, I74, 3I2 
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Colonna, Francesco, 70 
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Columbus, Christopher, 224, 320, 
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337. 339. 340, 341, }.jl, 342, 
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Commines, Philippe de, 341 
Constance, Council of, 6r, 2IO 
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Constantinople, fall of, 63, I 56 
Contarini, Gasparo, I 56, I 58 
Conti, Niccolo, 336 
Conversini, Giovanni, 72, I 22, 

I35 
Cooke, family of, 273, 275 
Copernicus, I85, 2I9, 278 
Corbellini, Antonio, 3 3 
Cordier, Mathurin, I 8 5 
Correggio (Antonio Allegri), I48, 

157 
Cortese, Gregorio, I 58 
Cortese, Paolo, 64, 140 
Cortez, Hernan, 322, 34I 
Corvus, Johannes, 2f4, 260 
Coryat, Thomas, 271 
Cosa, Juan de la, 322, }27 
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Croke, Richard, I42 
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273. 274 
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della Rovere, Francesco Maria, 

Duke of Urbino, 74 
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della Seta, Lombardo, I 3 5 
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des Autels, Guillaume, I9I 
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cester, 276, 277 
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Diaz, Diniz, 3 3 7 
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Dolet, Etienne, I85, r87, I88 
Domenico Veneziano, 38, I I3 
Domingo de Santa Maria, Fray, 

224 
Donatello, 12-IJ, 18, 27, 34, 41, 
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Dondi, Giovanni, I 3 5 
Donne, John, 275, 278 
Dorat, Jean, I79, r88, I90 
Dorpius (Martin van Dorp), I43 
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Dringenberg, Louis, 2IO 
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du Bellay, Joachim, I90, I9I 
Duccio, Agostino di, f9, 74 
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I7I, 3II, 3II 
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Duchesne, Leger, r88, 189, 190 
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Dukas, Demetrius, 142 
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I6I, I8I, 194, I9f, 196, 2I4, 
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135, 143, r8r, r85, 192, 196, 
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Egas, Enrique de, 233, 247 
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entertainment, I6-I7, 37--8, 37, 
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Hyperaspistu, 217 
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Beatrice, Duchess of Milan, 
JI, 72 

Bono, Duke of Ferrara, fo, 
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Ercole I, Duke of Ferrara, 72 
Ercole II, Duke of Ferrara, 73 
Francesco, 290 
Ginevra, Lady of Rimini, 74 
Isabella, Marchioness of Man-

tua, 72 
Leonello, Marquis of Este, fU, 

72 
Niccolo III, Marquis of Este, 
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Ferrara, 73, 159 
Estella, Diego de, 245 
Estienne, family of, I83, I84 

Charics, I79, I 85 
Henri, 190 
Robert, 179, I83-4 
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Eworth, Hans, 262, 29 7, 3 I4 
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Fancelli, Domenico, 248 
Farel, Guillaume, I88 
Faustus Andrelinus, I82, 2I5 
Fazio, Bartolomeo, 66, 307, 308 
Federigo, King of Naples, 67, 68 
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(V of Castile), 222, 223, 224, 
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Fernandez, Alejo, 248, 322 
Fernel, Jean, I85 
Ferrara, f6-7, 72-3 

Palazzo Schifanoia, f6, 72, I 47 
Dukes of-see Este 
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Ferrariis, Antonio de, 67 
Fichet, Guillaume, 168, 181 
Ficino, Marsilio, I2, 26, 27, 29, 

37, 38, 40, Io8, I39-40, I46, 
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Filelfo, Giammaria, 73 
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Flaminio, Marc' Antonio, I 58 
Flemalle, Master of, 284, 307, 
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Flemmyng, Robert, I4I 
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Fontainebleau, chateau of, 172-3, 
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I73, I7f, 3I4 
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Fouquet, Jean, 282-3, 309-Io 
Fox, Richard, 260, 268-9, 273 
Franck, Sebastian, 162 
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r64, I6J, I66, I63, I78, I83, 
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Frisius, Sylvius, 277 
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Fugger, family of, 2II, 2I9, 3I3 
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260 
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Giberti, Giovan Matteo, I 58 
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Gilbert, Sir Humphrey, 274 
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220, JJ2 
Goes, Hugo van der, 88, 113, 
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Gongora, Luis de, 246 
Gonzaga, family of, 6o, 72-3 

Elisabetta, Duchess of Urbino, 
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Federigo, Marquis of Mantua, 
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Francesco II, Marquis of 
Mantua, 72 
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Gianfrancesco, Marquis of 

Mantua, 72 
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Isabella d'Este, Marchioness 
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6o, 72-3, II6 
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Gossaert, Jan (Mabuse), .?8I, 296, 
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Gouvea, Andre de, r85 
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Granada, Luis de, 245 
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kopoulos), 234, 248 
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70, 134, 135, !39, 140 

in France, 140-1, r8z, I83, I84 
in the Empire, I43-4, 2IO, 21 I, 
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Grey, Lady Jane, 273 
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Groupe de Meaux, r 84 
Grunewald, (Mathis Neithardt 

Gothardt), 2I9, 292, J02-J, 
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Herrera, Fernando de, 242-3 
Herrera, Juan de, 228-9, 247 
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I57, r6o-I, 182 
Hoby, Sir Thomas, 275 
Hofnagel, }oris, 258-9 
Holbein, Hans, the Elder, 291, 

3I4 
Holbein, the Younger, I2J, I79, 
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Huarte de San Juan, Juan, 238 
Hudson, Henry, J2I, 334, 34J 
humanism, definitions of, 9-ro, 

I2o, 133 
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Inquisition, 65, 71, 222, 226, 227, 
235,245 

Irenicus (Franz Friedlieb), 143 
Isabella I, Queen of Castile, 222, 

22j,22J,2JJ,235,2Jf,236 
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Joos yan Gent, 73, ll3 
Juan de Borgoiia, 2}2 

Juanes, Juan de, 248 
Juni, Juan de, 2JI, 248 
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Lapo da Castiglionchio, 3 r 

Lascaris, Constantine, 70 
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