


This pgper concerns itself with prejudice, TFrejudice i=s a
farerunner of raciem. Racism is one of the non-productive elements -
of the society in which we live, It is not only painful, but
demoralizing, as well, We are going te talk about a particular
Northern European smugness towards Southern Europe. More
specifically we shall demonstrate some of the waye in which
the Northern RBuropean belief Iin its own superiorify ever the Seouth
hag dnfluenced the writing of history, and in our case, the writing
of art history.

The examples that I have selected from Southern European Art,
which T hope will convince you of thé basic fallacy in Northern
Buropean thinking as relates to its momopoly on "better art®™ are
three paintings imxmix by Escalante.

I have been loooking at two of the three paintings for eight
yearsume now, and I would like to express my love for them. T &
have, am & painter, been deeply influenced h{ these two paintines,
an influence which I consciously encouraged by meditating on the
paintings, when I did not have them in front of me, in my own
studio. Well, what are these two canvases? Enjoying the works,
visually, without acceass to information which might help me to
undergtand them, was my entrance to thelr world, so that is how I
will present them to you.

We hawve before us & large vertical painting, maybe two meters
tall and wide enough to fell ample space between the frontier,
verticael sidesa of thé canvas and the single, large moving central
and only figure in the painting, It is hanging in 2 museum romm
znd we have been walking from one room to another through the
years of history. We have seen flat forms become voluminous and
local ecoloy transform itself inte clarocscuro, as we ambled through
the rooms, twelfth century, thirteenth century, fdrteenth century,
fifteenth century Spanish paintings in Mallorca, sixteenth century,
and suddenly an archangel at least asz %411 as T am ( if I were to
be lookins at him from & short didtance away) is running toward me,
a crown of roses in his hair and an incense bturner or disperser,
in hie hand, "ho is this great angel, wings spread and feet
sandled who na overithe landscape. And, yes, there is a
landscape. Eiuw horizon of minimum visability at the feet of our

figure.

What is there in thlis work of art that insplred m and then
what is there in this work of art that convineces me that Northerh
ideas ¥mx of racial superiority are off base? Balance, space,
volume, lirht and color, even in this painting'es level of deterior-
ization, can be seen as one entity. This reinforces the oneness
of G-d, and ikﬂ hand in our inspiration, It furthermore makes us
believe that this archangel exists in physical reality and that if
he looks like this or if he should actually look like pure energy
iz of no importance. It is through Escalante's representation
of the invisible that we know of the tangible existence of the
invisible. It is the consistently same zlount of energy gkven to
all the elements of artistic endeavor that allews for credibility ,

Iet us isolate thase elements, one by one Eu prove our point.
Pirst of all we have a space, This space ie & blanc canvas,K Bwo
meters and seven centimeters, by one meter and forty-two cenixmeters.
The artist hag decided to ha&ﬂ the canvas verticallty, a standing
fiﬁure-witj be shown on & landsgape, the, world of mdn, Unlike
his Italian contemporaries, thig§ Spani ;s whom 1 dare gay, must
have been an intellectual wellhas a painter, and must have
undersgtonod the "Ron-rules f epunter-classieism, 28 not measure A,
but has freely plaeced hij figure on the canvas, A natural sense of
proportion between the artist, his didtance from the canvas a= he
ateps back to observe what he has dona’ and with the figure being
painted, is herein expressed. |The arm of the angel is narrower,xfx
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smaller, i.e. further away than our own, It is also les round, or less
voluminous than life. And to about the same degree of2BExamExEX absence,
The 1#geth is toned down, somewhat, as well., We could have highlighéa
from raf¥s of sum all over the place, but instead we find ourselves with
our angel at a time of day when the sun has been obscured & bit, There z
are no clouds, perhaps the angel himself has, figuratively speaking, ofcourse
dulled even the day with his own brilliance., We will have to leave color
out of this because I do not know the extant of fading, if any that this
paintin has suffered. Personally, I like it the way it is, but having
had firet hand knowlege o! the world of paint, I would venture to say
that the oririnal colors have greatly lost ks their hue,

wWe mist talk mnntahnut he fipure of the angel, He 18 in mutinn,!{)
Yorgacurately speaking he ie in that enth of a second between landing
from the sky on one foot and contemplating placing his foot in the direction
toward which he might contimue. It probably is a new sensation, this
landing on Earth experience, and for one emall second the Archangel
"turi ferari" is enjoying it. His foot that has not yet touched the
Earth is in great shadow, We don't even see it until we look for it under
bke flowing robes...but xyhk then, there it is, sandled, and up to the ealf,
ripht in front of our eyes. There is also a weightlessneszs in both the
landing (like we feel on the moon) and in the Izrxex relativel§ large
insence burmer that is held in the angel's right hand. There i1s & chaln
attached to the snifter that is held by ourangel in his other hand. This
balances the weight for us visually althoush angels don't need to do this.
S0, the elements that make up a painting are treated with modesty...no
artistic bragging here, and decorum. Even the beauty of the face of
our ansel is not an exaggerated beauty. He could be someone we have seen.
The greco-Roman, and Italian Renajissance ideals have not been measgured out
for Escalante to follow, IHstead, the idealization is directed by imagin -
atlive freedom,

It is only when we begin to ask why, the roses, for example? or what ¢

is that object doins there? % we atray from the abstract elements o
-i:iﬂiing AT ent et Ento the world of aym%gia.umnawever, Tvin TheTemie 8. -
ver a moderation on the same level as before. Let us look at the crown

of roses on the head of our angel. It 18 more currectlyla garland of

roges and their leaves. I am counting twelve flowers. After all since I
know that the roses are = representation of some symbolic, hidden, or not
a0 very hidden meaning, then probably their number is significant as well,
Twelve, oh how wonderful, twelve. The biblical number for so many things,
It pleases me to pretemnd that our painter was & secret Jew, I have no
information as to the veracity of such a belief, but T am here going to
expound upon it,;

nen¥ academic dream state of admiratiom: :

¥scalante! ola, te veo otra vez, Ud. me habla desde los tiempos
pasados, "Ola Artista, compafiera! 0la, Ellen. Que talf"

??'hﬂjn la cabeza un poquito y Juan de Fonseca y Escalante me levante
la (chin) mejilla, con su mano de pintor, su mano mas fino y fuerte a la
vez, Sonrio, Estamos traslados en el mundo de arte, nos dos.

Archiingel turiferari - y fque guiere decir'turiferari“- no sabemos-
not a fiery angel - or is it¥ The fire is contained in the "spice box",

. » s 21d now we understand the time of day. It is "motze shabbat" =
"Have & good week,"

Perhaps the crown of twelve roses represents the twelve tribes of
Israel L the rosex is a asymbolfor the Jewish people because of its
petals, Each ongbeautiful within itself, together making onc community =
cne flower.

The aroma from the roses repeated in the spice box, to be scented at
the end of ghabbos.

Cur artist is from Cordoba, a large center of Jewish learning and
gulture before the expulsion. '

I am not saying that Escalante was Jewisgh., I am merely saying that
theae symbols do reflect jewish influence on the culture of our artists
time., In any case the paintings are attributed to hisown hand but we are
not certain if he zctually painted them or not. No serious study has been
done orn this artist whieh ofcourse fits into our understanding of Northern
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art historian's lack of interest in 5uc!¥|"un1mpnx@1 material.
S0, we have been lookin at:
Juan de Ponseca y Escalante (Cordoba, 1633-1670)
Atribuidil

Archngel turiferari

011 sobre tela 2,07 x 1,42 m.
Atritucid raonada al pinter. Dephsit del Museu del Prade a liantie
Mageu Provincial do Bellas Artes RIG M de «133

"Bata FPumieral
iy EJHﬁiU"J

Inetead of comparing this painting to a painting of the North. lets journey

to the right hand side of the open and flatly geometric portal archl and
relate the second Escalante painting to the first one., Here we find

another ‘rchangel, This is the archangel espargintflors., And who are the
flowers that are being disperse@d if not the Jewish people. In fHe

former painting Shabbos itself is a symbol of the closing of the holiday.

The symbolic meaning in this case could be that it had been 2 kind of fiesta
to have spent several hundred years in beautiful Spain, and that beginning

of the week is the symbolic beginning of the redemption of the land,

The flowers, in the second painting, that are being strewn upen the land

is &lsc the blessing from heaveng desmdy. The flowerps in their sperse-
ment are the fertilizer, are the hope are the blessing for the nd the
journey in getting there, as well as eymbolically being the people them-
selves.

Juan de Fonseca y Escalante - {Cordoba, 1633=16T0)

Atribuidi

Archngel Espargintflors

01i sobre tela 2,0T x 1,42 m.
Atritueld raonada al pintor. Deposit de Museu del Prado a l'antic
Mageu Provincidl de Bellas Artes NIG M de M 2.134

!Arc&&gal Espargintflors" .g= M
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This painting, its exactness e measurement with the first painting

is prubablﬁ meant to be seen as 2 right panel to the other left one
much as ithexhibited here in our museum. Like the firast painting thdt we
diacussed the handlin~ of form as well a8 space, lirsht and movement are
all in Reeping with the modest, non-flamboyant approach to the canvas.
This counter-classical style could be misunderstood to be a lack of techn =
ology or technological skill by a lese momo-theistic culture in which
objects and other thinrs of this world are xmrehippex adored if not actually
worshipped.

Before we o to the third Escalante painting, letis hop over to
the Cathedral of Palma, to the paintinge of the "Capilla de la Fiedad".

el 24 de abril 2002
Estimada Frofesora,

Que la tema siguinte sale de mi espiritu como una Ex
carta dirigida a ud., mi mas estimada y honrada guia en
la teoria y la historia de arta. Arte, que es mi ofiecio,
mi vida. I& carta presente, un epistle de una alumna,
artista y intelectual quien busca la verdad enel pasado P
para describirla enel presente.

Sentada agul enun banco, & las nueve de la mafiana, #
durante la semana, la misa continua, Ia voz del cura
pronuncia y noe decimos " ¥ con el espiritu tue.™ Ia
luz, mafianita "pouring" like the water from a VerMeer
pitcher, illuminates my paper, and I write. The volces
call the Holy Spirit and the lisht brightens. Maimonedesa
says there are no accidents, no co-incidences, "Everything
iz from G-4."

I look up and to my left and I see a beautiful arch
below the organ pipes. The arch is bordered with six
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paintings. 0ils of the Seventeenth century. BEach
painting hold one figure, Angels, saints, students and
guides to the heavenly world of non-materialism. The
anti-classical Spanish tradition of representation permits
the viewer to believe that the paintin% is for him and for
him only. I look at the six canvases (lienzos) and I know
that each angel is there for me - I ambrought within his
world kyk through his gestures, his reaching out

towards me or his brace of the child, who 1s also me.

The landsca éﬁfn geach of the four corner paintings is,
hallelujah, low (an advanced pictorial form). Three
quarters of the painting ie sky - as it well should be
if we are deseribing the heavenly world,

The two center paintings of Saints, of human beings
have a complete garden or wooded landscape behind the
figures, Man is represented as living and working in the
natural world, out-of=doors. No Dutch interior here|

Mase is ended and I rige to approach the paintings,

oh! It is archangel Michael in sandled foot, bestowhgg
flowers on the earth = Roses, the symbol of Maria, And
above him - 5t Who? holding the infant? A cloth like
a kind of diaper, a loin eloth too, for the b-by, falls
partially over the Saint's hand like tfillin, (phylacteri es)

Suddenly, I turn and the sun has cast the light on the
far wall of the apse, I Bee blocks of Arco-iris. Glory

be,

I turn back and the guards have illuminated my studies
with electricity.

Inaide the arch, below the organ are more saints
and the Virsin and four hemispheres of story or deacripta
ive paintings.

The asspumption,

The Nativity.

The three kings = El dfa de los Reyes.

and The Coronation of the Virgin...someome, a character

in the painting without a shirt is enveloped in a red paint
color that thrills me even though I realige later that it
must be & restauration...or is it? Since I am merely a
painter; the color speaks to me;, I respond to it The
narrative becomes color. The vermillion as Frank Lloyd
Wright eays, is the color of life. I receive the message .
It i one of bleasing. It is life inall its beauty and power
and positivism and hope.

Thizs hope is effective, It takes me to my easel, It
bringe some new observer to see the modern canvas. Some-
one elge is inspiréd.

"Timete® Deum et Date I1ll Honorem ov,..... 8venlit Hora

Tudieil eius.
Capilla de la Fiedad Cathedral de Mall orca

lets skip over to the museum again and look at “he third
Escalonte, the one that is attributed to him.

Santa Otalina, "las Bodas Misticas de Santa Catalina" restored.
I've been told thrat you have been restored, dear asweet o0il painting,
s0 I cannot expound upon your coleor, Is the hand that is reaching
toward the child, so brown because of shadow...not even one tiny
highlight...or is it actually a eilent way of saying that our Santa
Catalina could have beef*orena? Is the tremendm s light upon her
shoulder, her bares shoulder, a secret way of sayéng the profecy of
Isiah, that the "government shall be upon his sheulder”, the body
of the church as already begun to grow in the corpus of our Saint
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through this mystical marriage? iAxmxthersxanyxzymkzitgx Ts ithere

any symbolism expressed through color in this painting? I shall,
unfortunately have to leave this subject, for now, because I discovered
that the painting that is here presented has been retouched , restored
by & later century. I don't dare go into this, loving color, and under-
standing itdpéwer as I do, without alot more information. Ihfermation

that I was told h=s not been researched,
S0, let's talk, first, about composition and then about what

has not been painted.

S0, Mr. Escalante, you have seen the Italian compositions!
Baroque gestures and facial expressions have inwaded the mentality
of your studie. So, Mr. Escalante, you have seen the inter-relationships
nf of the characters in a painting expressed as if it were 2 thekker
theater. A great moment, a historic moment of historical change as
acted out by the people in the painting. A very modern theater indeed,
in which the acters themselves are not aware of their impact on the
world (unlike the paintings of the latewr David). Ko, these actors
and actresses are in a movie close-up. What music has the director
chosen to have u§ hear? (Bob lan ygm received an honor from the
Pope for his song about heaven. Ag director, I would have the
birds of the afternoon, before they return to thelr nests, the
disonand conversations of the birds befnqe they sli#ep, as my music,
And back to looking, we see, no it isn't'Carravagiesqgue, The
perspective is too contained, Ne, it isn'thVerMeeresqueV, the
subject matter is religious, and bexidwx aside from the fact that the
flperes are almost life size thelr dominance over the space is unlike
the sharing of space in Ver Meer's paintings. If only the infant
would turn his head towarn Santa Catalina as the lady of the Ver Meer
plano painting, the lady in leoparn fur, does, I would thﬂh’have BOMmEe
great point of reference, but, alas, sh® He doesn't.

Mr, Vewr Meer, I know you from the MeTrpolitan and the Frick, I
know you well, and for many years. You use a canvas number eighteen,
¥iny white dots ghow through from the linin canvas, The cdlors are
glaged so that they merge with the color below., The chemical
coheglon of one coat with another gives us an a la prima illusion,

I heard that you baked each coat iégf a ceramie. You never, ever see
an alizarin brushetroke over a pa gg you might in paintings from
El Greeco to Rosa Bonhemmwe. BEach neW'layer is fully integrated into
the color before it., Titian didn't even fool us so well.

Titian is perhaps ikmyEiwxeEt a lead into the lines mfyEewweet
connecting Eacalante tothe outeside world. Aft%, Velazgues had
gone to Italy with the ¥ing, Had invited Ruben ladri Had
bridged the sap between Spanish and Flemish painting. Let's remember
that the House of Savoy, in thoee days, belomged to Spain.

S0, Mr Vermeer, the nuality of the paint itself iz something to
Btop me for a very long time. How did you do it? Years later I
see the women holding a pitcher, or reading a letter, and because I
have lived on the Mediterranean I can see that the time, the hour,
in the paintings might be evening. The sun sets =o late in the
summer. Our ladies are not dressed for morning. They are in their
finery, perhaps for the evening of a holiday. There is a moment of
solitude, of guiet. The letter arrives. She goes to the light of
the window, The last light (symbolécally as well as naturally?.
The letter iz news ffom someone who will not be there in person.

A little light fadgg in the heart as well as through the window,

Yea, there is window Iin our Escalonte, This window is
4 dynamic means of breaking the space. It declares distance as well,
We do not, however, see through it. It is night. Yes, there is in the
Escalonte a group of detailed descriptive items lying on the table and
placed near it, These are the attributes of Santa Catalina, the ruega,
¢on sus plnchas, la espada v la palma. They could be words instmad
of images, They are thefl® for descriptive purposes., They tell us
that the person in the painting is, indeed, Sta. Catalina,
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e @ur Spanish painter says no to the world of things. Then
he refuses to go further into what must have seemed to him to be
"chowing off", The somber, dark, semi-opangue wall behind our protagon-
{gtz iz *® what is referred to amid &s Spanish Anti-Classicism. This
very name has pergorative connatations. If, after all something is
"anti® it is against, counter, not in step.. Why not call the
Northern Renaiesance®™Anti" 7 Anti=- Church, Anti-Passionate, -
dedicated to the Invissble, Anti-devoted to the service of G-d.

We have been talkine about "the Bodas Misticas de Santa Catalina,
A4 painting of one hundred and thirty-two by one hundred and four
centemeters., It iz painted in o0il, on canvas, during the seventeenth
century in Spain., COur painter,xaExkmraxinxifaiedwx J?Rf FonsecayEscalante
was born in Fwiwim Cordoba, It is canvas mumber NIG 12385 ( numero
inverntario general).

The artist who restored the painting probably did so with a great
deral of respect for the original canvas. The small but extremely
beautiful highlight in pink, outlining the nostril of xhe 5Saint could
not have-goeyrfectly painted by any but a genius, The composition
with the feet of the Child extended toward the viewer,Mewd His mxkedinx
nudity if absolutely matermal in expression. This Iag a painting
for women, It describes the story of the mystical marriage of
5t. Catherine in a nubtidienne, genre, daily life manner, and we
believe it, It is like & news paper article. We know ii to be true.

We know how she felt,xkmppyx The painter has shown us happiness. We

know how she loved the %ahf because of the way the people are positioned
We know that marriage, even mystical marriage is beautiful in its passion
because of the nakedness of our Saint's back and shoulder. These
elements are not analyzed or brought to consciousness by the viewer,

but subliminally or subtly they are painted so that we understand the
facte, The§ifhe dascriptive elements of the painting.

Who are the people in a Ver Heer? Who are the people in & Hem=
brandt Firat let'a po to the models, Who actually sat for th e artist?
Who posed? We know that Hembrandt took his models from the Jewish
commnity. Ver Meer, if he did so, certainly expresses the beauty of
a very different sort of community, a rich one, The expulsion of
1492, To gue se llama en Hebreu, "Ha Geus", no fue muy lejos de &l
glgle 177, el slglo en oue estamoz metido por la tema de arte EEX,
aoul escrito. Como no lejos? Hay 200 afios! Puea, diciendo gque
hay 20 afios para que un refugidio re-estblezarze en un mueve sitio,
¥y ous durante dos generaciones wma la familia asimila a su nueva pais,
entonces fazkemimaxax ciento ¥ plco afios no soen muchos. Vamos a decir
mue los artistas del norte son, en una cierta papuacion Judeos de
Egpafia ja assimilados al Nerte.

As 2 prandchild of immigrants from Western Europe, Jews from
Foland and the Ukraine, I can say with certainty that a trace a rancor,
of "getting even" through success is a personality trait that is deeply
ingrained in 3rd generation immigrants, How did the artist of the North
(particularly those of Spanish Jewish origen) differ from the artists
of Spain during the early 160048, and how did they protest,Artistic-
ally speaking, the expulsion?® Joy! rsuccess! detail! mapsa! journeys!
and yes, market! The artists of the North, for the first time in modern
history became members, associates of an art marl-:eté Not only through
guilds, but also by using the dispersment of the Jewish community,
by having buyers in one country and sellers in another and artists
in bothm. The art market from the north encouraged artists to paint
for the purpose of selling, Ef No longer waa art an exclusive in-
gtrument of the church, It was a means of earning a living.f A man
who knew how to teach his son and hie grandson how to draw, because he
had been a silversmith in Spain, could teach his grandason a lucrative
profession. Cousins in Itﬂ.gj? conld nﬂtﬁg see what was happening in

n

the north, but could pay for it as well n Mander relates that

De Bles sometimes applied his owl =0 cu ly that it gave rise to
gelaborite pames of hide-and -seek, and th} people put bets on each
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ather not finding it." I am here quoting from a book published by
Schoieken, written by Max J. Friedlander, called, "Landa?ape, Pﬂitrait.
5till Iife. Origen and Evolution Aapt 1 i~ don't translate
1416 oF Dok, TME Yo Shat the Sl La Ea‘%ﬁﬁ% tePm Tor Jew in
Spain., 1 dare say that Van Mander is telling us that De Bles painted .
bhe hidden owl in typical Jewish humor as an assimllated jew might do
even today. George Sand, in her book "A Winter in Mallorca", on page

4B in the i glation explains that the owl was 2 term for a Jew,
nhahueta”, ﬁii}
I turn to e North, now to Jodocus Hondius, Jr., a Dutch

painter whe lived from 1563-1£11, Ferhaps recall, dear Frofesora ,
that T wrote about him last year i« coppar to Zurburan.

helow ig & photecopy of an estampa in the Real Collection of & plate
by Hondius....

below is a photostat of a hand colored engraving, 1629, 386x503mm (plate)
by Willem Janszoon Blaeu, Dutch, 1571-1638 after Jodocus Homndius, Jr.,
Duteh, after Laicstain-Sgrooten map, title,.?Terra Sancta quae in
gacrlie Terra Promiselionie olim Palestina"

Please note the way the insence burner is beingheld (in reverse as an

lxxiitiz;xilt!liiiiilz
Ixiltl!xinx:xph:tllt:txltx:xum;x;mtn:llxh:iﬂl:ii:iuxx:it::x:xnl;mtil::
¥axxmadrxkyxExierininsEgrenten oy 3

engraving would have it,,ﬂi-am our Archangel from Cordoba, i ﬁhf a9l da "j'
o

The dogs are & christian symbol of loyalty. However, in Jewish art

the dog is a symbol another meaning.

last summer in the conference ofi Jewlsh Art that T attended in Jerusalem
I learned that the dog ie painted in very early Jewish mamuscrips and
frescoes in the story of thraksmpxRlixxexamdcaraxkx Eliazer and Rebecc g
It Beeme that Elkazer saw Rebecca at the welland because the dog, his
do= that he had brought with him on the journey from Jaboc's house, di-d
not bark at her, Elisze understood that she was a woman of quilet and
fine temperment who would _E‘%tt E}EﬂJ@ThE dog ig repraenting intuitive
thought, Iinatinctual fafithy ﬁﬁhf eg 13 seen with the rays of intellec-
nal light shining from his brain, something that in the bible was mis-
read by Michelangelo and his patronz, as horns., A map that we usually
see in the vertical, 1s here horizontally placed on the plate;, with
tribes of Judah and his brothers, Cities much as they are today and
geological mountain ranges and plitns to guide us on a journey of the
mind that realistically compares the Lagd of Terar! (M AbFul
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J/ Clark, "Civilization" p.EEE?' "For almost a thousand years the
chief creative force in western civilization was Christianity, Then
in about the year 1725, it suddenly declined and in intellectual
society practically disappeared. Of course it left a vacuum, .....
the first stage of this new direction mamxxeryxizrgeiyxaskisvedxinx
Emxiamix of the human mind was wvery largely achieved in England - and
perhaps it was no accident thet England was the first country in
whic¢h the Christian faith had collapsed., In about 1730 the Fremhh
philosopher Montesquieu noted: '"There is no religion in England,

If anyone mentions religion people begin to laugh.' .....E (continue s
on page 788)But the picturesque never took root in France, French px
painters preferred Constable, and echoed his saying, 'I never saw

an ugly thing in my life.' It was 2 kind of egalitariani=sm, and
Courbet, who was a communist by conviction, painted some of the

most literal transecripte of nature ever offered as art."

1
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ARNHEIM, Rudolf: "The o
~Dica", Berkeley, lgﬁgnauiu °f & painting: Picasso's Guer-

/ Arnheim p.6 " Some kinds of process seem to nhaﬂéé'bharacter when
they become conscious. Some are unconscious by their very mnature,
andx show up in ewareness only through thelr effects. Interest
has centered #n particular on the primitive gquality of certain ways
of funetioning which prosper beliow the level of awareness and which
are variously described as beastly or wise. There is actually no

contradiction in what these two contradictory terms are meant to describe.
They point to the animal-like freedom from moral restrictions, granted
gsubterraneously to man's moet elementary strivings - a freedom that,
although presocial, may give the srtist access te the unzdulterated
gprings of ruman motivation. These terms also point to the crudity of

the concepts on which the primitive view ix of the world is based and
which can keep the artist in touch with the foundations of human
experience. Furthermore, reference is made to the primitive form of
reasoning in images rather than by intellectual concepts=-that comcreteness
of thought which is at the basis of all artistic representation. Such
primordial oualities are preserved more freshly in the cellars of the
mind, a&nd they are indéaspensable. To malntain,tksxtx however, that these
elementary stirrings and notions are the true content of art leads teo

a primitivietic aesthetics, which fails to do justice to the refinefiment
Ff the human mind and its producta.”

I
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@ Ilﬂﬂﬂ E %inﬂi: " Treatise on painting", Princetonm, 1956,
fiégnargu p.EEQ"Part three 429, 'How a good painting is to be recognised

and what qualities it must have to be good.' The f g
if you want to be able to recognize a Euad paintingfrf: %ﬂig.tﬁg ;gﬂféger
ggﬁgiﬂ uzgzithe appr:priateltu the state of mind of him who moves,

. 12 greater or lesser relief of objects in
adjusted to the distances, Third, that the pru%nrtiaia g?a%g: ;:ﬁ%ﬁdmge
Eﬁitbggy should correspond to the proportions of the whole. Fourth,
s e ipprnpriateness of the loecation should correspond to the decorum
3N ehac ions therein. TPFifth, that the allocation of the parte of the
lﬁ ¥ should be adjusted to the kind of men portrayed; that is, delicate
fi?h:hiﬂ§ Ehﬁ delicate, thick limbas for the thickset, and likewise fat
F, - a -
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@ Kagan, Donald: "The Western Heritage", New York, 1979

]
f}agan Wegtern Heritage Pu 202 " Thomas Aquinasg and William of
Ockham Differ on Universals' Thomas Aquinas, siding with Aristotle
against Flato, rejected the Flatonic belief that knowledge oceurred in-
dependently of sensory experience, although Aquinas still believed that

universals, abstracted from thinge and existing in the mind as so-called
"Intelligible spacies,' were essential to knowledge. Later, the more
radiecal William of Ockham (ea. 1300=1349) rejected any hint of the
extra-mental existence of human concepts, Universala were only contents
of the mind and verbal conventions.' .... William of OckKham was the most

famous nominalist, (my camment Jewish concept of Biqgt S his'ragor'."
e
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glark, "Landscape” DP.
terrace must owe something to Flemish influence,- B s
tists depict their REI¥
truth with which these ar g
agta that their real motive was sclentific pnaturallesm
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mﬁ Halr.-né:: "landscape and western art", Oxford, 1999,

P.29
:f]Ndrews p.ﬁé "EhexdiztimetionxketweEenckprapertxwarksxand ctpaperext

impiimmxx "Feacham associates landscape with 'parega'. BRy.the.time
he ig writing 1t seems that landscape can be "drawne...for its own
sake', (1612) PXX¥Xuuses+-s.+.The distinction bebween 'proper’

works and "parerga' implies an acceptance of a hierarchy of subjects
in painting,.....Thomas Blount's # 'Glossographia' (1670): "landstkip
[Belg.) Parergon, Falsage or By-work, which is an expressing the
Land, by Hills, Woods, Castles, walleys, Rivers, Cities etec, as far
a8 may be shewed in our Horizon. All thet which is in a Picture

is not of the body or argument thereof is 'Landskip,Parergon, or

® by-workx', 4s in the Table of ocur Saviors passion, the picture

of Christ upon the Rood (which is the proper English word for 8ross)
the two theeves, the blessed Virgin Mary, and St. John, are the
Argument: But the City, Jerusalem, the Country about, the clouds,

and the like, are Landskip]" s
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JANSONYH,W, and Dora Jane: "The story of painting”, 66-18590,

Jékgﬂnﬂan P.91 "While Rubens became the most impmxrktamtx famous artist
f his time in the Catholic half of Burope, the first great painters of
the Protestant world appeared in Holland, As awealthy nation of merchants
and seafarers, proud of their hard-won freedom, the Dutch developed
such an appatite for pictures of themselves and their way of life that
their artists had quite enough to do without working for the Church. In
fact, Holland probably had more painters, and more art collectors, than
any other country during the seventeenth contury. Tictures were as
popular then as movies or sports are today, so that many DutchmaEmen
were lured into becoming painters by hopes of sucecess which all too
often failed to come true. At times even the greatest artists of
Hblland found themselves suddenly out of favor with the public and hard-
pressed for a living., Actuall¥, this boom only lasted for about half a
century, but these years are one of the most important chapters in the

history of painting."
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Funkenstein
FUNKEENSTEIN, Amos: ﬂ?gﬁiingy azd t;e Jcientific Imagination from the
ages to the seventeenth century"
University Press, Princeton, Hnu-iu:ilE.Pf;EE?tan

Jp. E%ﬁa introduction p.6 par.l Vier Jers,
e World turned inte G-d's temple, and the la i
into its priests
«s+ssChange from world as geen a 'th 4 -
%hhndy Ig e 8 a.“r ing to reject (visually too) to
e world, too, was not perceived ag a tﬁéﬁéitur stage
« 1% b
Eggnﬂrli;;?liifaﬂ indead attested to by the Scri;turiﬁ, ‘very Egﬂg? g
P 4 not outright sacred, ;
b Iayﬁan b i prieatt.ﬁﬂ The world turned into God's tEﬂplEJ

P23 "Ext
Eérfectlaneggf??.ia 48 necessary a predictate to the divine as are
P.28 "Two foreceful impulses determined th
e outlook of natu
gﬁderneﬁgiince; ﬂ...aince the 1Tth e, .....No longer wege niﬁuiglearlr
ETIOW o I :
g ymbolize and reflect each other and that which is beyend
.
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FOOTE, Timothy: "The world of Bruegel ci}5;5-1559“. !i@g, Inc., 1968,

-

J/Foote p.70 "Happily,tkmxmxmxizts besides this handful of hard facts,
there exists an intriguing 1,200-word account of Bruegel's life, published
35 years after his death, 1t appeared in 1604 in a volume entitled
'Het Schilder-Boeck (The Book of Painters) by Carel van Mander, dean
of the Haarlem painters' guild. .+es.¥an Mander proved a diverting
cronicler and a character in his own right - as indeed any painter
remembered mainly for his writing quld ha?e_tu h?fﬂ _ﬂ___,_,__.-—#“’
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3t2n¥ P& a place to invest the money & sant you, Deseus does not want

yet foun ite me, he who can manage his business alone, o e oo
e Yy of others, So that if someone accepts . mnneyhia own: there -

:ﬁismgg gn jndication that heddgiﬂ nggrkggzsh;:ﬂzznh%ngiehEPPF that T
s individual. t

'ﬁggetﬂﬁiﬁﬁ ;t:ingﬁigutime in investing the money, 28 long &8 you e a0

mishandle it, for this would be your own mani
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ffﬂlark. "landscape" p. 3l " We may also, I think, count landscape

: painting a 8 a symptom of gquietism.....The Dutch landscape painters,
like Izaak Walton, make no very amhbitious claims for their art. But
at leaat it is 'the contemplative man's recreation'. And, after a
period of wars, recreation, as we all know, is what mankind recuires.
«»s+sMeanwhile, the old Netherlandish love of representing the thing =

\seen had never been completely smothered and was there to reassert
itself when the pressure of fashion was relaxed.,"
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FRIEDLANDERY Max J.: "Tandscape. Portrait.StilliLife, their origin
and development”, Wew York, 1963. o ;:l,

Hl]__].._lﬂ-ﬂl FT 1965
f-ibid p.50 "Earlier, the patron had said: 'I want it 1like this'§ now
the painter asked: "Does this meet predilections which are sufficiently
numerous? ' Thu&?atiner, conscious of his strength as well as of his
weakness, could develop the type of the landscape-picture after having
ascertained that there was 2 desire for an understanding appreciation
of his nove talents in the much enlarged cirele of art-lovers."

—

y;ibid p.48,49 "The curious proncuncement of the Spaniabd Felippo
Guevara, who rates Jan van Eyck, Rogler van der Qﬂ?déﬁ_%nd-ﬁafihé} AB
fhe tﬁ;gﬁ greatest painters, corroborates the deep impression Patiner's
.Frk-éffifh?blnﬂ {t-" ;
ibid p.62 "We know of no signed picture by Herri met de Bles.
Nevertheless it would be easy to bring his 'oeuvre' together, if Van
Mander were correct in his assertion that this painter esigned his pictures
with an owl. Although this gives stylistic criticism and enquiry a
welcome clue, it turne out in point of fact that Herri met de Bles was
by no means regular with the insertion of his owl, and that there existm

paintinge by other artiets in which that owl can be detected.”
continued p.64
Van Mander relates that de Bles sometimes applied his owl so0 cunningly

that it gave rise to elaborate games of hide-and-seek, and that people

. 1 e
put bets on each gther nof findigg i¢." ,

. %‘?IIH. Thomas:

WD 1130'P65 Pa  oo: O¢ Piles' theory of art, New Haven, 1985,

JPuttfarken p.lX "This book is mainly concerned with three of these
problems, First, the problem of leberating the theory of painting from
the dominance of literary theory. This dominance characterized the

official doctrine of the early academy under Lebrun...."

Jivid p.X1, B.X11 "Returning to Venice in 1685, he was sent on a
delicate secret mission to Germany and Austria where, under the pretext
of visiting the main picture galleries, he was to gather intelligence
about the German attitude and reaction to the aggresaive policies of
Loaie X1V. In 1692 he again took on the r&le of secret agent and spy
when the Eing sent him to Holland and Britain, Again he travelled as
a pleture sxemt experi, a connoisseur of the arts, advising the King of

Poland on the acouisition of paintings. This time his mail tp Paris
was intercepted and he spent the four years before the peace of Hyns}uk
in 1697 in prison in Holland, despite intensive efforta by Amelot to
gecure his release." .




L'incidéncia del modal ndrdic a la pintura europea del segle XV11

{Curs 2001-2002)
Prof. Merc®t Gambis

"Descriptive Painting in Seventeenth Century Spain
and its Northern Ifluences®

by Ellen Lapidds





