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"Livina" S4sctucrs in Idnlisrn Ronsissence Iei- tin

uary ebowss in the weointin g of tlhe Italian
Tenwlizowice, yorticulecly thogse of tre siiteentlh century.

ce Tl oo o
[SEEFACEIN SN R

eccounts siven by rilioy tihe vast armount

of ctatuary in the Anci:z vital role it

o Grcex sz Roomon clivizsns. Iccause ]

seruine statvery everywroorce, ancicnt "

recce and Zowe cid rot reculrs e jro raniie of painted

illusions o statuary. There ere o few e

reprezantesd in Lot puizntinas. (ne ol the
jrelolel & o clor, enother shows a siicelid of
Atnena on which is pirirnted o wicture of tre cculpture zrouw

of the QUyrarnicitez, IIcrmoaiun =20G Arictoseiton (whicih was
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corortunity to recrestz, on 2 heroic scale, a ro.zntic vision
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an evident interest in the actionn and even the ability to
exercise rower over other iizures in the scene, and sonetimes
wnat appears to e an uactive marticigation in what is going
on: veritable "living" statues. lany examples are to be found
in the paintings and drawin:s of the kenaissance, ecpecially
those dating from the sixteenth century, and the practice
continues well into the seventeenth and eichteenth centuries,
as seen in the works of fuvens, Watteau, and Fragonard. By
the sixteenth century, one finas the examples tending to fall
into several guite distinct catcsories--such as those involved
with idol worship, illustrations of mythological or religious
otories, enlivened niche figures, eand so forth. I intend,
firct, to show examples of these categories, and thus indicate
the abundance and variety of "livin.'" statuery in Cinguecento
vainting. Tnen, I will susggest vhat ideas and developments,
ecpvecially in the Iouvrtecith and fifteenth centuries, brousght

about this ebundance &nd variety.

A copy of a lost picture by Giorgione, The Horoscorve,

dating from the early sixteenth century, snows a below life-
size, but very lifelixe, statue elevated zabove the other figures
in a2 niche in the dead center oFf the picture. =—er sinuous
softness, very human expression, and the fact that one Zoot
projects beyonc the niche, misht well deceive one into mis-
taking her for =2 real woman, were it not for the fact that she

is much smaller than the human fi.-ures andé hsass one arm broken




off just below tkc ghoulder in the snticue manner. In contrast

e

to fifteenth century ex-mrles of "livine" statuary, which tend
to be conanected with Christisnity \e.g. relizious imaczes or
allegorical fivures) or with vagan idolstry (2 reflection of
the medieval supcrstition to the effect that sensuous pazgan

. . \ . - .
imases possesssd evil powers), the sixteenth century peintings
often intend to recrcate thi¢ cswirit as well as tnhe forms of
antigue statuary, anud snow even an avpnarent foadnes= for the

theme of idol worchip in carticular. An enlivened end elevated

statue is the focus of attention in Zeccafumi's Cult of Vesta,

in which all pictorial elements are so arrangced as to leaa the
eye to the idol. Ler dominant importance in the comvosition

is emvphasized by her central prosition, the elavorate enframing
architecture around her, the reverent zoproach of worshiipers
frow all corncr: of the scene as trey incline tnemselves toviard
ner, and tne emcnatic sesture of a very larse female figure at
tiie lower rirht who stares out of the picture end points to the
statue, as if to invite the viewer to participate in the homage.
A very prominent ana fleshy monochromatic statue of Venus domin-

ates Titian's Feast of Venus (sometimes entitled the Worship

- \ - , - . . -
of Venus,. nlevated above a crowd cof playful curidese, the

statue of the godadess gazes calmly snd rajcctically down upon

[0}

the festivities ¢oins on in hoer honor; she holds a wine vessel
in her haond, which further serves to make her a vital partici-

rant in the scene. Althouh monochrome, she ic rendered with

prwes



the same viocrant brusistrokes as are the pirmented cupias,
and her eyes contain dark ypuvrils and acvrear to be {focussed

with interest on what is goins on.

There are a numver ol paintings in the sixteentn cen-

tury wvhich illustrate pasan nyths and thus give artists the

[ ven 4

oprortunity to paint enlivened statucs. Althoucgh the mytn of
the Tromethean creation of man must have bveen generally known

in Athens in ths fourta century (it is i.cicdentally mentioned 4

by several authors of thnat time,, it cid not incpire Greck -
artists, cnc wasc not represented by tnem in any form. “Lhe

thread of medieval iconoclesm is present ian the Eooxr of Wiedom,

whaere the Jirst ceviser of idols is made indirectly resronsible

icr tne covread of idolatry, vproviding an excellcecat £iblical
varallel to itne le:end of rromethcus "plasticator"; the natural

ocutcone was therefore to condemn hin as the maker or the first
idols. “he lcarned fomyonio Gaurico lists rrometheus as the

first sculptor in his De Sculrtura, and the Temiliarity of

renalssance authors with the Frometneus myth pLrobably accountis
for the increased po.ularity oi thce subject as =zn indepencent
story in peinting. But although =z number of artists dealt with
tiis theme, only riero di Cosimo, in his two penels in raunich

~

and Strassbourg showed *+hre Tiret men as statues in a full
g

statuesque way. <The runicn panel shows the hendscme triumph-

ant statue of tuc new man modelled by the olda Titan; and in

the left foreground of the

J-

trassooury penel, we cce rrowetheus



applyings ris torch to the heart of the stotue--a very gravhic
repressntation ol & creavor impartinzg the srark of life to tine
inert cresature ne nas Jjust modcelled. Oliva naggio maintains
that liero evidenily wrorrowed the detalls from Soccaccio's

Genealogice, wand also dorives some inspiration from tne illus-

tratea itelian eaition of Uvid, printed im Venice in 14v7.
ne l.annerist, beccafumi, also illustratesd the Frometneus

story as part of a series of

———

frescoes dealing with themes
from clascical mwytholo.y. in his version, rrometheus appears

to be in the final steges oT moaellins his man, who sits lang-

uidly and mindlessly on a largze pedestal, awaiting the spark of
life. Another mytholowicsl story which calied for tiie devpiction
of a living statue was the tale of lYysuelion and Galatea.

Quite statuesque is the version by Ffontormo and Bronzino, which
showg Galatea, aprarently heving just been transformed into
livin.s; flech by Apvhrocive, still vostured the way I'vemalion

had fashioned her, while the enamored sculrtor kncels before

her with racture ana vonucr.

inother catesory consists of "living" ststues vl=ced
aloft on columns. “he motif is well illustrated in the work
of roritormo, as in two of the scenes from his series concerned

with the story of Josexh. L The Haker Toiien to .orecution and

= 1

the -utler Hecstorced to Liifice, a simall but highly animated

cstatue atop & Koman column woints venemently at the dramatic

scene being enacted below rim, as 1f he were indeed aware of



whiat wac hapgeening; ana in tne picture of Joscpyn in . -yot,

there is a triumphantly-vosed, rflesn-tonea statue on a column
towering over tne scene and a very animeted fisure of a chila,
rresunably livins, tisced on top o a colunm in the manner of

a2 statue.

There was an idea wicely hela in the senaissance to

the effect that a paintea imzge was more wowerful than a sculwvted

one; this may have been a holaover from the mewieval supersti-
tious faith in the ma-oic of woncer-workine ikons of the ladonna.
Accordin: to the tenets of weovrlatonism, man is a stevp removed
from the ideal reality; thus sculpture is a step less real than
man, and painting (oy extension) in its lack of three-dimension-
ality, iz still anothier stev farther recmoved. Although it is
true that several Rensissance statues were so realistically
rendered as to sccm alive, notably Donatello's Zuccone (which
the artist reoutedly struck, demending that it speak) and the
works of idcnelungelo (in which rater sees the creation of life
itself in the cold lifeless stone), paeinted illusions of statu-
ary can oftcn be far more "living" than their sculrted counter-
verts. This situation can be partially explained as stemming
from thne very nature oi painting. Whercase the viewer can walk
around a piece of sculpture (which is likely not to be egually
impozing from all angles) and see it from its wezker points of

. N . . . / .
view as well as from the optimum ancle, a vainting (which can

PIOY  WPUR




only be viewed from tne ogrtimum viewvoint contrived by the
painter) can hold one arrested in its grip. “he pictorial
version of a statue czn alco beneiit from the greater fluid-
ity of the neint medium ena from the context of tne scene in

: the relationshivp which the painter is free

0]

vhich it svucar
to suggest vetween tne stetue and human figures. A Ilorentine,
contemolating the suvwole,
once gcaid tnat liichelan<selo could not have sinnced more with
the chisel, implyin. that this sensuously-carved statue was
such a close imitation of living human flesh that it mizht
become an oovject of desire. However, a certain rnenaissance
sketchbook (now in Trinity College, Cambridge) contains a
drawing of lichelangelo's ELacchus which is considerably more
fleshy and lifelike in av-earance than the statue itself;
indeed, the drawing with its soft and sensitive trasnsitions
of modelling, resembles a studio life drawing. Vasari, in his

Life of Baldascare Yreruzzi, describes a Peruzzi drawing which

0]

he considers to be a most fanciful invention, ana which may be
COnstrued as a henaissance answer to some of the fantastic

thiJngs that were done to statues in antiquity:

It represents a Fiazza entirely filled with arches

of triumph, colossal statues, obelisks, temples...
after the manner of the ancients. OUn a pedestal in
the midst of these edifices, is a figure of iiercury,
and around him are thronsing all sorts of alchemists
with bellows, scme large and others small, crucibles,
retorts and other instruments used in c¢ictillation,
Troposing to administer an encma to the statue, to
the end that he, the said lMercury, might be delivered

soft curves of richelangselo's ZBacchus,




from veccant hurors...za ridiculous and funtastic

delineation, out a singular idea and very well

executed.®

The Renaissance concept of "living" statuary would
aprear to have roots ultimately traceable back to ancient and
medieval beliefs and traditions. Although the majority of
livinz statues in rfensaissence peinting scem to derive from
knowledge and aporeciation oi ancient precedents, we also find
some that aprarently reflect the medieval tradition, or a com-

vination of the two sources. The imprescive accounts of ancient

statuary--often of an enlivened nature--and of the vital role

it played in the antique city environment and in tne lives of
Greelk and .ioman citizens contained in the writings of Yliny

and Vitruvius were a source of inspiration to the thinkers and
artists of the lkenaissance. Il.anuscripts, and, later, printed
editions, of their writings became available during the Quattro-
cento. Also available were editions of trecatises by Aenaissance
humanists who had studied and interpreted the ancients. To
describe antigue grandeur in all its force, Fomponio Gaurico

of Padua deciared that at one time in Kome, imaginary people in
the form of statues (populus fictus) were the equals of living
men; and that "this view of ancient Rome as possessing two pop-

ulations, one of extraordinary human beings of flesh and blood

~
Giorgio Vasari, Lives of the iost Fminent Fainters,
Sculotors, and Architects (London, lyle-15), vol. 5, p. T4.




and tre other of marble and btronze, c.pecars to heve greatl

. ; . . . . b
stimulated ..arly Renaissance imaginations.” Charles Seymour
maintains that "somewhere alons this line of thought, the two

"4

kinds of 'man' may have seemed almost to merge. According

to the humanist, Fogzgio EBracciolini, the fragmentary remeins

Hy

of zntique statuary trnat he found in Rome around 1430 lacked
only breath and the power of speech to seem comuvletely "alive,"
to be animated reincarnations of ancient Roman Virtus. This
attitude implies more than a rarroting of ancient clichds or

a naive view of antigue sculpture as simvly a remarkably life-
like imitation or transcrivtion of outward avvearances. In
order to understend this exciting Renaissance concept of
ancient statuary, one ought to consider it in the light of

the evidence they were able to glean from the writings of
Vitruvius and tliny, evidence which does in fact give even

the modern reader the imprescion that the boundary sevarating
man from his heroically sculpted image was rather blurred in
the minds of the ancients. Vitruvius says that all the altars
of the gods shnould look to the east, so that persons under-
taking vows may look upon the temple and the eastern Heaven
and "the very inazes may scem to rise uw and gaze upon those

Il5

who make vows and sacrifices. In another passage, he gpre-

sents the concept of the cult statue as an idol which must be

3Seymour, Pe. 5.
4Ibid.

5Vitruvius follio, On Arcnitecture (London & New York,
1931, 1934), vol. 1, p. 231,
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rhysically and dramatically elevated avove common men. e
zlso imolies that the statue snould be so contrived as to in-
vite at lcast the illuszion of interaction between itself and
its humen worshiog<rs. We misht wonder to what extent tane
cult image, in the suverstitiously-grounded minds of its wor-
shivnrers, became in effcct the god itself. <Tome rather extra-
ordinary exaumoles of "living" statuary may ve gleesned from the
writings ¢ Fliny. e rerzorts ithat there was e statue of
herculies which wvas actually dressed in triuwnrhal vestments on

the occasion of triumuvihal proceszions. Lysippus' Avoxyomenos,

which llarcus Azripva had set up in front of his warm kaths, was
urusually veautiful and the emperor, Liperius, was rerariably
fond of it. Althourh et the beginnins of his principate, he

keot so.e control of himself, in this case he coula not resist

to nis beaclhauber,

o
0.

the tewmptation, and had the statue remov
vutti:ng another one in its place at the baths. Sut the public
was s0 orxrosed to this thet they raised an outcry at the

tneatre, shouting, "Give us raciz the Apoxyouiencs!", and Yiverius,
thoush he had fallen guite in love with the statue, had to
restore it. According to rliny, iraxiteles' statue of Venus
nade Cnidus a Ffamous city. 4Lhe shirine in which it stancds is
entirely open so as to allow th2 image of the goddess to be
viewed from every sicde, and it is believed to have been made

this way with the blescing of toe goddess hersell, for the

stotue is ecually edmiraole from cvery angle. There is a

story to the effect that a man once fell in love with it, end,
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hiding by rniht, embracec it, lavin: a stzin on thne marble
wnich bvetrays ils lustiul act. YFrraititeles also did a naked
Cupid at tae colony oi Farium, a seansuousliy "alive" statue
wnich was siuiiarly the object of indecent acsault, having

aroused tne rassion oi oune Alcetas, a man from Riodes.

Another fzctor countrivcuting to the idea of "living"
statuary was « strong povulur su.cerstition avout statues
possescing svecial poviers. The Florentines oi the wiadle Ages
and the Renaissaince, when they went into battle, carried images

with them. Lven wavouarola, thou an he was su.vosedly an enemy

0]

of art, nad a Donatello Intant Jegsus vorne in the procession
on the day of the Zonfire of the Vanities. Among the peorple,

it was oveli

[l

ved that spirits were imrrisoned in statues. ‘Lhe
statue of HNHeptune by Ammannati, cespite its starkly cold wnite-
ness and pretentious size, was ccnsidered a "living" statue by
the uneducated pcople, who called it "The Great White l[an."
They used to sayv he was the mizhty river god of the Arno turned
into a statue because, like ..ichelangelo, he spurnea the love
of women. According to tiie story, waen the full moon snines

on him at midnight, he comes to life oand walks about the Piazza
conversing with the other statues.7 llany stories were told in
Florence of beautiful maidens turned into pure white markle
statues. Four or five centuries before the renzissance, the

statue of lLars in PFlorence had teen crowned with flowers every

l.ary Mc Carthy, Stones of Florence (itew Tork: karcourt,
Erace & Co., 1959), p. 20.
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c.arch if the season was geoi, «nd smegred with mud if not. In
this way, reorle actually thousht they were getting "revenge"
erainst thne g;od.ij Uuring the Midcle Acses, en actuzl liveliness
was often attributed to statues which wvas rather fri.htcning.

In thirteenth century Ylorence, the statue of liars became the
revuted ceause of factional strile, when an unfaithfuvl suitor

was murdered in the saaaow oif that imase on a certein time and
date (which a chronicler attributed to the demonic power of

the statue). In e similar vein is the story related by Ghiberti
about the Sienese who wut uv a Venus statue in a rublic fountain,
whereupon the city suffered z-series oi calamities; thinking

that their misfortunes were tne result cf tne evil powers of

this vagan inage, they carried it off and buried it on Florentine
soil. Another zcpect of the Italian tradition regsrdinzg activ-
ated imasges stems from thne mecieval bteliei thet painted and
sculrted religious images actually contained spiritual powers

and were canzole of miraculously exhibiting signs of life on
certain mromentous occasions. Stories vere told of weeping
madonnas, of spealiing Crucifizes, of a figure of Christ coming

to life in a priest's hand.

The carliest examvple known to me of an enlivened sculp-

ture in a vainting occurs ca. 1305-10 in Giotto's Allc/iory of

Justice (in the Arena Chapel). This fresco, onc of a series of
grisailles of the Virtues and Vices, shows a monochromatic fig-

ure of Justice (quite typical of Giotto in its bulky monuriental-

8MC Carthy, p. 44.




14

ity, and static dignity) holdings a very small "living" statuette
in either hand; the statuette in her right hand reaches out
enercsetically, draveries flowing out benina it, to perform a
sacrifice, There is a striking contrast tetween the liveliness

of these two little statues and the gravity of most of Gictto's

human figures.

A second early exzmple of "living" stetuary in painting

occurs in Ambrogio Lorcazetti's [artyrdom of the Frenciscans

in lorocco (ca. 1330), in which enlivened monochrome statuettes

are used as architectural ornamentation. In this painting
Lorenzetti decorates the pinnacles of a Gothic structure with
small, energetic figures of linerva, lars, and Venus. In
addition to their dccorative function, these little pagan fig-
ures symbolize the homan idolatry which lead to rersecution of

the Christians.

To my lknowledge, the vractice of imitating large scale
sculpture in rairting bezins with Gentile da Fabriano, who,
according to fartolomeo Fazio, vainted five life-size Prorphets
in the church of St. John Lateran in Rome (1427) in such a way
that they appeared to be wrought from marble. Because Fazio
stresses their marmoreal character anda does not suggest they
have anything fleshly about them, these figures were probably

' statues. Their importance lies

not made to seem like "living'
in the fact that tney are the first Italian examples known to

me of painted illusions of statuary of life-size. Although
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Fazio does not say wnether thesce Irovhets were placed in niches,

it is guite poscible that they were.

A corclilary to trne vplacemcnt of grisaille imitations

of statuary in niches was the vractice--cdestined to become

o

very wideswnrcad--of plucing human figurees in architectural

niches iu the vosture and manner of statues, presuwmably to
enhcence their dignity and prominence. LBy the late fourteenth
century, if not earliicr, the ostensibly life-size figure in

full color stanaing in a niche aprears, as seen in a painting

by an anonymous artist of the late Trecento (located in La
Sagra, Carpi). Thnis figure recalls contemporary volychrome
images of saints. Fra Angelico, cauring the first half of the
Quattrocento, painted full-length figures of St. Ikiicholas and
St. wichael on two panels on the frame of the S. Domxenico di
FPiecole altarriece, contriving to turn the panels illusionistic-
ally into austere, dark-tackgrouncded niches, indicating a
limited devnth of floor space beneath the feet of the saints

as well es tne effects of shaadow that the forms cast on the

ground .

After scattered examples in the fourteenth century,
the earliest irnstonce «nown to me of enlivened w«culpture in
vainting in the fifteenth century is found in l:asolino's

fresco, Bt. Catrnerine Pleads with the bmperor to nemove the

Idols, dated 1428-351 (Kome, S. Clemente,. 1n this picture,



we see one of these iuols represented as a ratiier lively statu-
ette standing aloft on a shert Corinthian colwnn which is
placed on a pedestal, and it is significant to note that this
little statue is a good deal more limber znd "living" than
rasolino's somewhat wooden reocvlie (thus recalling the examvles

by Giotto and Lorenzetti, which are similarly more enlivened

than the human figures by thece painters).

Quite similar in spirit, and also related to medieval
"notions about susrected evil powers residing in rnagan statuary,

is Fra Angelico's painting of Sts. Cosmos and Damian Eefcore

Lysias Frcoconsul, in which a flesh-~colored and very enlivened,

but again under life-sized, vagan statue stands on a pedestal
overlooking the scene. This example, particularly by virtue

of its flesh-color, ic the most sensucus and "living" painted
revresentation of a statue to date. Ve see another confronta-
tion between religious personages and an "evil" pagan image--
arain, Tlesh-colored and enlivened, although under life-size--

in Vivarini's iconoclastic St. Cathnerine Casting Down the Idol

9}
H

2acchus (ca. 1455).

In Fra Angelico's Annuncicticn (Museum, Cortona), dated

1430-35, we see a very animated, but, again, small, and only
half-length, grisaille figure of God reaching out of the roundel
which encloses liim to release the Dove of the ioly Spirit; by
virtue of this action, the fizure spans two planes of reality--

tnhat of the architectural decoration aznd that of a living par-
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ticip=nt. Indeea, the 1little grisaeille is the most animated
¥figure in the cicture, callinz to mind Giotto's fresco of
Justice, in whicn tne small statues are consiaerably livelier
than the zllesorical figure holding them in the palm of her
hand, and also recalling the examzles by Ambrogio Leorenzetti
and asolino, in which exira anination is again seen in the

statuary. The Annuncisztion nhas some precedent in Lorenzetti's

use of enlivened grisailles as architectural ornamentation.
One finds Fra Angelico ucing tne motif of a medallion ccntain-
inz a grisaille fizure of God in two other paintings--the

Annunciation of 1432 (Prado) and rope Sixtus Giving the

Tre~sures of the Church to St. Lawrence--although in both

instances, the grisailles are of a rather static character and

the living figures take no notice of them.

The patronage of sculpture in the Renaissance, far more
than in the case of vaintin;;, had to cope with the heavy ex-
pense of materials and of workinansanip, and both Uccello and
Casta.no were called uvon to render painted substitutes for
equestrian statuary. Significantly, these vrainted monuments
were the next full scale painted illucions of statuary known
tc me after Gentile da rabriano's marmoreal Frophets of 1427.
Uccello's portrait of Sir John iawkwood (1430) is a careful
simulation of sculpture, as also are the four propnet heads
he vainted as thourh they were emerging from roundels in the

corners of thne rectansgle framing the great clock in the cath-




edral of IFlorence. In contrast to the stiff stoniness of the
dawkwood monument, Castagno's fresco portrait cf wiccolo da
Tolentino (1456) €xnipvits a greater sense of movement, which

is enhanced by the iluttering draveries, and more muscular
detail, probably reflectins tne influence of Donatello's

bronze sculstures as well as tre cnaracteristic vigor one
usually finas in Castagno's paintings. Lhe anircated, life-size
Tolentino monument may be viewed as a kind of sunmary, and a
bringing together, of tne two dichotomous concepts of painted

statuary to date: the life-size but static and marmorezl concept

N

very likely embodied in Gentile da rabriano's frophets, and

the enlivenea but diminutive statuary pictured by Giotto,
rasolino, and Fra Angclico. Castazno also picked up tae thread,
alreacy seen in the woris cf the anonymous Trecento painter
from Carwi end tra Angelico, of ennobling human figures by
placing them in niches. Tais is seen in his imposing array of
famous men and wouwcn, painted to decorate a room in the
Pandolfini Villa in Florence (c. 1445-50), set in a continuous
series likxe statues against the dark pancled bvackground of the
wall. The last quarter of the fifteenth century saw an efflor-
escence all over Italy of persons set in niches, and in the
Cinquecento, statuesquely-vosed figures in niches recur in the
work of Andrea del Sarto, Yra Bertolommeo, Beccafumi, and
others. According to Vasari, rractical considerations entered
into ¥ra Bartolommeo's decision to use the niche to enframe his
religious rergonages. ©SHince ra IZartolommco was vexed to see

how much of hiz work was hidden under tne macssive cornice of



victure frares, he olten pzinted arcnitectural niches around
suktjects in the menner of sculovtural treatuicnt in order to be

able to ulgsrcense with victure frames. In his ZSalvator lundi,

the fine nude {igure of Christ stondinzg in a niche approaches
the cnaracteristics of monocnrome sculpture, so little do the

-

flesh tints differ frcm the warin yeilowish tinge of the back-
b B2 w

ground .

The last quarter ot tne fifteenth century saw an in- |

creasing variety of tyres of "living" statuary, with a number

of new tyves avcearing in adaition to the well-established -
themes of polychrome niche figures and iconoclastic confronta-
tions tvetween salnts and pacsan i1nages. The iconoclastic thread,
already seen in the works by iasolino and Vivarini previously
cited runs throush one of Signorelli's now ruinea frescoes in
the Cloister of wmonte Uliveto, illustrating events from the

life of ©t. Eenedict. In the secona picture otf the series,

St. penedict coaverts the inhavitants of Liontecassino to
Christianity, while the friars pull down a ragan statue which
stood &s an object of  worcship in a Henasissance temple; such a
statue may be considered "living" statuary of a sort in that

it is the focal wvoint of the comvosition, with the living fig-
ures reacting violently against its "evil" powers. 5Sut a
revivalistic attitude toward the pagaen asvects of antiguity

also vegan gathering momentum during the late Quattrocento,
perhaps stirulated in part by the puvlication of Vitruvius's

treatise on arcnitecture, first printed in 1486, and we see the
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introduction of the first Renalssance portrayal all'antica of
a pegan idol worship ritual in a vainting entitled A Tribute
to Arolilo, aating ircm the late rifteentn century and attrib-
uted to the "ilaster of the Apollini Szcrum" (Kress Collection,
K 77), in which offerings are being wede to Apollo, with no
Christian and no apvarent moralizinz overtones present. The
theme was enthusiastically piclked upr ian the sixtecnth century,

culminating in Parmigiarino's drawing, “he Wercship of Jupiter,

in which the cult statue is rendered of virtuslly the same
substaence as are his worshippers, with fluid contours and agi-
tated lines suggestive of power-charzea animation in every

detail, from his commancing gesture right up to the unruly

hair. Andre” Chastel says that the taste for animated ornaments

flowered towards 1460, end cites Botticelli's Calumny of Arpelles

o -t

as an extraordinary effort to transform decoration into living
symbols. This is seen in the "living" quazlity of the niche
figures in this paintirng. ALlthoush they are monochromatic and
under iife-size, thnese statues are very prominent. In overall
guantity, the picture is about equally divided between the
alert although relatively calm statues inhabiting the rear
plane and the agitated figures whicn activate the front plane;
rerhaps the figure of Truth, in her very statuesque posturing,

may be viewed as a trancitional figure linking the two vlenes

of reality. The niche statues represent the famous gicnt-slayers;
Yy =Y 87

Judith =znd Lavid, St. George the Drasgon Slayer, and other models

. N . . N .
of virtu, and are seen in a state of triumvhant recose, having

completed their victories over evil forces. This offers a con-



tract to the liliving figures in their zgitated process of
action. Althoush tnese statues do seem to be on a scparate
plane of reality from itne living figures, tney nevertheless
ecvear to be watching the course of action with interest in
the manner of overseers cr witnesses. By placing the trial of
Ianocence against a foil representing the triumph of gocd over
evil forces, 2otticelli dim=lies the eveatual triumrh of good
over evil. liiche statues with living qualities appear many

tinee in the sixteenth century, as in Ravhael's scene of St.

Faul freachingz in Athcng, or in the School of Athens, where

the niche statues, althoush larger tihan life and monochromatic,
cseem to ve almost on the saic piene of rcality as the living
figures (who are srondly aend statuesquely nosed), and one notes
a carefully contrived congruence of stance between the upward-

vointing Flato end the niche figure at the right.

lerhaps the most extraordinary example of "living"
statuary in the Early Renszissance is the figure of i:ars in

Filipnino Lipii's iiiracle of S5t. Thilip (1489-1502), in which

St. thilip is chown exorcicing the desdly cragon of the god
Mars. “he focal yoint of the picture is not the saint, but a
remarkably lifelike, rolychromnatic, "magic" statue of ..ars, who,
by virtue of his natural coloration, suvple and ener<etic pose,
dynamic interest in what is going on, and elaborsate costume

all'sntica, looks very much like a living man standing on a
b

pedestal; the statue, and the animated caryatids and ornuments

decorating his altar (which reflect the new taste for enlivenc<d




decoration) grimace mcnacingly at the saint. ¥athleen lieilson,
speating more as an arciacclogist than as one with a sensitiv-
ity to the KHenszissaunce way of thinking, criticizes the artist
for not doing a closer imitation of Roman sculvture, as well

es for ceremoniously dressin: the statue in fifteenth century
leg defenses, which are archaeologically inaccurate because

the homans never wore any kinc of metal vrotection on their
feet. Rut the statue's living gquality is, of course, enhanced
by the fact that he is rendered more in terms of contemporary
Filicopino Lipri typves tinzn out of a strict antiguarian interest
in ancient statuary and details. Insofar as .ars is virtually
on the same tlane of reality as the living figures, zopnroximat-
ing real life in size as well es in coloration and animation
(in contrast to all rrevious flesh-tcnec "living" statucs,
which were considerably under life-size), this painting comes
close to the rurposeful ambiguities bvetween "living" statues
and real reople wvhich one finds in the works of the lannerists.
Thus, the dynamic form of tne statue and his decorative access-
ories are exciting and new. COne recognizes, to be sure, the
eszential kinship in svirit between this picture and earlier
scenes depicting the confrontation of a malevolent pagan statue
and religious personages (cf. liasolino and Fra Angelico), but
the confrontation here is far more dramatic; the statue "fights
back," as it were. This painting mey be viewed as both a sum-

mary of the main fifteenth century develovments in "living"

9Cecil Gould, An Introlduction to Italicn Jdcneissance
Fainting (London: rhaidon Fress, 1957), p. 62.

.




statuary--the flesh-toned and demonically enlivened pagan
image (cf. Fra Angelico znd Vivarini), set within the curved
enclosure of an z2ltar (yhich, by virtue of its enframing
function, suggests a niche); the two enlivened grisaille

statue groups surrounting the altar (cf. the lively finial

fizsures by Ambrogio Lorenzetti); the animated architectural

decorations (cf.’Botticelli)—-and a preview of such sixteenth B
century develouvrents as the .annerist practice of vlacing
deceptively human-looking stutues uvon high pedestals.

.3

In the gixteenth century, one finds restatements and g
elaborations of a nuuber of t-e types of "living" statuary
that had been introduced in the preceuing century, as 1 have
elready vointcd out. It is interesting to note that Zizh
Reneissance examples of "living" statuary tend to ve less
lively thuan thcose of tne jJuattrocento, in keeping with the
Cinguecento tuste for clescical balince and dignified grandeur.
Althoucrh one rarely finds a human fizure statuesquely-rvosed
upon a pedestal in fifteenth century vainting, the motif is
cstated over znd over in the sixteenth century. It is partic-
ularly common in tiue l=te wvorks of EBellini, Cima, oSignorelli

and his followers, and Andrea del Sarto (e.g. The [ aedonna cf

- . \ . . ’. . .
larples). A nost extreorainary e:x:umwle is found in Piero
e ) v T

.
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di Cosimo's 3tory of Froretheus (tne exact date of this work

is uwnknown, out it is thou,nt to date from the eurly sixteenth
\ . P e o
century), in which the first nen are chown as statues in a

fully statuecque way, triumrhaeantly posed on wpedestals. Aleso



by Piero di Cosimo is a peiating of The lmmaculzte Conception

with £o2ints, in which rary is statuesquely rosed on a pedestal.

A bpizarre aneccote auout a veritable "living" pedestal figure

is tecla by Vasari, in the Fiunti edition of his livez, to the

-

effect that o:

o
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0po monsoviuno's modcl for the marble Eacchus,
a certain Fipvo del fabro, went mad eitner Irom overwork or
from standing too long in the hot ¢vn with his head uncovered.

His insanity took the form of climbing into strainge places--
finding pedestuls, in snort--and posing, often in the nude, in
the vose of en avostle, or a saint, or a warrior, but moct

frequently in the yose of Sansovino's facchus, which he could

never forget.

Also peculier to the sixteenth century is the l.annerist
indulgence in playful ambiguities between real peoprle and
"living" statues. An early instance is Pontormo's Jesexrh in
k-yrt, where we see lkichelangelo's marble Ezcchus transformed
into a flesn-colored "living" statue, aloft on a pedestal, tip-
sily hovering over the scene, and zlso a very animated figure
of a child, ostensibly living, placed on top of a column in the

manner of a statue (thise, agzain, recalls a particular statue--

Verrocchio's Putto with Dolnhin). Ambigsuities of an egually

mannered, but less playful, nature are seen in EBronzino's

lleartyrdom of St. Lawrence, in wanich humans anua statues seem

to have switched places with regard to the bouncary between
man and his sculpted image: the artist has contrived to make

his statues look almost human, and to make his living figures

o Mibebla B 8 e
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lock like living "statues." Veritable "living" statues toolk
rert in a vizarre Hensissance procecsion in which boys were
gilded with gold reint to nake tnem lock lixke statues. Lhe
date of tnis procecsion is uancertzia, but it is culte rrobatle
taat it took place auring the bannerist phase of the cixteenth
century, and it chows the extreme to which the taste for

"living" statuary was carried.
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