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CHAPTER. »

Italian Sculptors and Sculpture Outside of Italy
(Chiefly in Central Europe): Problems of Approach,
Possibilities of Reception’

THOMAS DACOSTA KAU FMANN

By the late sixteenth century Latinate
humanism provided a model for gran
Manila to Minsk? By the same
Italianate character had also exp

culture as first introduced in the form of lealian
umatical instruction and rhetorical practice from
tme works of the visual arts possessing a definice
u c anded throughour the globe. The IconogEphy of Fuman-
ism, as evinced by author portraits and frontispicces, wis spread in books by authors as
widely disparate as the Mexican-bom Diego Valadés and the Belorussian Francisk
Skarina.® In the sixteenth and early seventeenth centuries works comparable mn form to
those in the peninsula could be found in churches scattered from Macao or Goa (which
contain paintings of the sixteenth century) to the highlands of the Andean region in
South America, where Bernardo Bitti, a native of Camerino, was active in an area
extending from Quito o Sucre during the later sixteenth century, and where the
Fleming known as Pedro de Gante designed the Franciscan Church in Quito, which
possesses a facade that recalls a wiumphal arch

This essay deals with some of the best kiown and most striking instances of the spread
of Renaissance (and lacer) visual forms, Italian sculptors and sculpture outside of Iraly.?
From antiquity Italy supplied a source of fine marble. The skill and training of lalians as
stonecarvers and bronzecasters were also appreciated elsewhere. Thus ltalian sculptors and
their products were long in broad demand, especially from the fifteenth century. Yet
familiar as the topic may be, this seemingly straightforward case of the expansion of the
Italanate soll remains to be ntegrated into a comprehensive picture of what the

R.enaissance and its consequences might mean outside lealy, as indeed do so many other
examples of related phenomena. | :

For the possible historical significance of many such works, ;~5EI3-;~.;|~1E]1.- those h:r_und
putside of Europe, is hardly acknowledged in Anglo-American art history, S_I_l_‘_!.i:-:s_ut_zlw
history of European art in the early modemn period ;L.]i_q_gq:1til1uftl,t4'@}:_lg_ lgnore nwo
thirds of-the-continent, where many major monuments are contined, namely the areq
eastOf the Rhine, particularly after about 1530, as they also ignore the ared c:uLQi..thf
Oder, in alimost any period. Very fesww American art historians study _rf'ni Ibenan peminsula,
n.z*r;.p-:-:inli'_; before the so-called Golden Age of ssh'en:eenﬂpfrnntry Spain, ﬂ[}tl[lfﬂ[ ”'I;“ﬂ.i
Diespite the existence of objects located or made ousside ltaly that can be considerec
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weme of standard definitions of the Reenaissance, there 15 little ..;:HHEGEI given _
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L ~ e wehat they miche indic: eenerally about cultural exchange
conception, and finally what they m.l.’.‘:ﬂ_"-E.__L.Eél__‘;:}E_'&_.1_1FF.'? gengrall —

and nterchange. : :
© With alltie—cencems that are voiced for a more comprehensive art htstf_':lr}". and the
axtensive debate they have provoked, newer trends in Anglo-Saxon art history hani[y
appear to have affected the discussion L?-t these issues. Ir?h'tv::].d. many of ,;ht. q_:rhft]'
paradigms and canons that had also determined the gmgr.:q:'uhlcnl IE::Dunda.n::s anc nationa
" line of art history as it was “waditionally” practiced sull stay in
sissance” is used to indicate something more than merely the
.th to the seventeenth centuries, then lictle has changed in

concerns of the discip
force.” If the term “Ren
time p-:ricld of the hOfteer

scholarship on the early modern period. _ |
Whatever the ideal of the “Renaissance” may mean in regard to Italy, when applied
to the visual arts elsewhere, the term is sull usually taken to signi[?}', EVEN ::El?!:lratﬁ_.
something described as quite distinct from that in Italy. Both SEhﬂ-L’ll‘Sl'llp EII:‘.IIIII teaching on
th-:r‘EEzﬂcﬂ_]hI_r_:H-.P:Inrth-:r:i_'iﬁﬁafﬂzsancmgwh'ach effectively still stands in the United States for
he REmassance outside ltaly, concentrate almost exclusively on Netherlandish E"li"’lting
in manuscript and on panel from Van Eyck to Brueghel, with attention also being given
to German paintings and prints, and some sculpture too, of the era of thﬁ--ﬂl@_ﬁﬁtmffﬂ
is point of view is found both in standard texcbooks, and in

masters around Diirer. Th
RLEFIPE?S_-:‘I;[]}' newer approaches.’ : s

There is, however, nothing new in the emphasis on Netherlandish painting up to
Brueghel and German artists of the Drirerzeit. The consideration of “Renaissance” art
outside of Italy has demonstrably often involved a different set of assumptions than that
which has governed the study of Iwlian “Renaissance™ art. From at least the early
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nineteenth century, when art history became an academic discipline in Germany, art of
Re Afieenth and sixteenth centuries in the north has been understood as something
different and distinctive from that in Iraly. Tht:-."i:-'LEn:I._i::'SH:E?_l__:E_T__hgg__h:;‘:_:nwg:.g:d_. largely
-:ﬁ@:_r to define a _Ljl}p;}_nn}_pgi_v;_ql__p_e;it_n_:l_;'L';l._sh it Ejﬁri_gg_]]_ Ef; or else to_designate art-of a
quality comparable to that of the Italian masters, but distinct from them.

This idea is found in literacure c. 1800, as Wackenroder and Tieck's Herzensgiessungen
ciiies keunstlicheneden  Klosterbriiders suggests. It was developed by art historians in the
formative years of the Grinderzeit of the mid-nineteenth century, and passed on by
important figures in the field such as Heinrich Wolfflin and Georg Dehio. The idea of
a national German Renaissance was even used for purposes of political propaganda, both
during the 1914-18 war and the years of National Socialism. The notion of a distinctive
MNorthern Renaissance] largely unrelated to and even contrasting with that in lealy,
continues to recur in much recent writing, especially in English, where the local or
native element 1s priﬁié_gc-d, and the cDS[tldpﬁ]iﬂ_’l[_I, Tralianate. i':'r._l:l-ﬂ';'ll‘.l'-npiﬂ‘;";i‘d-ﬂl'.-ig.I]Crrt'd.H

The resule has begi that liké many related topics, the subject of Italian sculptors and
sculprure outside of ltaly not only remains to be integrated into the history of the
Renaissance, but also even to be adequately conceptualized. In response, this paper will
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endeavor to strive towards this process of integration and conceptualization. It will offer
SR A BT e e -,
a crinical review of prior treatments of the topie, and suggest some alternatives to them.

[TALIAN SCULPTORS AND SCULPTURE OUTSIDE ¢ 1
| b
Earlier essays have a further interest in that they imply a view of the e
the history of European art during the early modern period. The 1'm.l.;L.ﬂ,l.;':k'1 *:_IW_v
reflects the general development of historiography of the Renaissance. A critgue g
fore has further relevance to a collection of essays that is devoted to a reconceprualis 5
of the Renassance.
Broadly speaking, it would seem that the tendencies that have dominated the
interpretation. of lmlian-sculpture .and. sculptors outside of lwaly may be descnibed as

moneographic, nationalistic, stylistic, and anthropological. Firse, a traditional monographic
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approach could easily ignore the problem of synthesis. One way of weating the presence

of Iralian sculpture or the work of Italian sculptors ouside Italy was simply to regard such
phenomena as examples of an artist’s ceuvre. In this kind of account, as it has been
evinced in historiography since Giorgio Vasari, a work of sculpture is seen as the product
of an individual master. From the late eighteenth or early nineteenth century, writers on
art also considered sculpture a product of genius. Sculpture might accordingly be
regarded as the mark of biographical incident. In the approach that results, the historical
scheme may thus consist of the linkage of a chain of works by individual masters, that are
conjoined by bonds of personal association, or perhaps, as also described by Vasari, by
progress towards the achievement of some artistic goal. Other, later, treatments of Iralian
sculptors, for instance a history of sculptors in Poland, often take over this model even
when they do not follow Vasari in other regards.®

A related perspective, namely that from the peninsula, may however open up a
different view. From this perspective, works by major Italian sculptors found outside laly
appear as scattered pieces of evidence of Iwlian genius. This view is anticipated by the
way sculpture is handled in Vasan's account of the pieces by Verrocchio that Lorenzo de’
Medici sent Matthias Corvinus in the fifteenth century.™ Yet many subsequent
accounts — of such works as the marble Virgin and Child by Michelangelo (Figure 2.1)
that, as Vasari also mentions, was acquired by a Bruges merchant in the early sixreenth
century, or the bust of the king and the other projects that Bernini carried out for Louis
XIV of France in the seventeenth century, or the works made by Roman sculptors for
Mafra in Portugal in the eighteenth century — often do not differ substantially. In many
studies of Italian art, such objects may be regarded as important documents of their
artists’ oeuvres. Nevertheless, they remain distinctive examples of individual genius,
further isolated in that they are often unconnected to the milieus in which they were
subsequently, or are now, found.

One merit of the most comprehensive seres of studies directed to the work of Italians
outside Traly was that it overcame this sense of individual isolation. This series treated the
opera of ltalian artists, including sculptors, as examples not of individual genius, bue of the
genius of the nation or, it may be said, the race. The series thus appeared under the ntle
lopera del genio italiane all'cstero. The products of this genius were to be found throughout
the ages and throughout Europe, as presented in books devoted to il genio ftaliano in
Spain, Austria, Genmany, Hungary, Russia, and other countries. In their emphasis upon
the comprehensive, collective picture of the national genius of the Italians, these books
do not, however, display much concern for local context elsewhere.

The collective appreach taken in the series L'opera del geniv italiane all'estero derives
ultimately rather from the Romantic view of cultural products as expressions of the Geisr
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or genius of peoples or Folker, that is to be taced to authors such as Herder. In
nineteenth-century histories of what is now most often called culture (Kulturgeschichie),
the view of history as an expression of a Folk was also spread by Hegelian thinking about
art as a form ot [ olkseeisr." These 1deas were also fanuliar in Italy (through Benedeto
Croce, among others), and it is significant that the series dedicated to il genio fraliane was
published under the imprimatur of ministries of the [talian government, at fisst of the
Mussolini epoch. Some of the earlier volumes in the series bear dates measured in the
reckoning of the Fascist era, when some of these ideas were given a fateful cwist." Under
Mussolini, the idea of [talian genius bringing art and civilizavon to Europe was one
theme of fscist propaganda, that, remarkably enough, was in a way sall being promoted
as this series was continued into the 1960s."

A spirit-not_so dissimilar-in. i__m___p_!1:11:1_~:fi|__1_is._||_t]__kt_a5_ qﬁ:un led to _*-'-.ridgzzpread neglect of
Iralianate phcnw}}ﬂlu-.ﬂtlt&idc Traly, and nati_unnllsug presuppositions have also been
waven into other approaches. This tone of cultural nationalism has, however, fortunately
been alien to much Italian historiography related to the topic, even when the clamor of
campanilismo still seems to resound in volumes devoted to _'l.:_]]_-;_ impact of __iqdin-iglazfal
regions, such as those on the art and artsts of the Lombard lakes,""and when n'.'lu:n}nnllst!_c
presuppositions have also been woven into- other approaches to these questions. I.|: is
precisely the international or transnational aspect of artistic contacts that such chauvinistic
or culturally nationalistic approaches ignore. Yer as significant as Iralian sculpture and
sculptors may be outside of Iraly. it is also true that what could '.-‘.il‘.l.lihlrl}’ l:wf'- -:al_ln:d il {fﬂrm
estero had a significant presence ‘I?f.l':_:,'ji {To mention just sculpture in one’site, T addition
fo a host of other rather minor talents from beyond the Alps, such major figures as
Giovanni Dalmata in the fificenth century, Giambelogna in the sixteenth, Frangols

Duquesnoy in the seventeenth or, at the end of that century and the beginning of next,
Pierre Legros, along with a Aock of other French academicians, were all acove in Rome.
All these artists, along with whom we should remember the presence in Rome of other
important nocthern painters such as Claude Lorrain, Nicolas Poussin and Peter Paul
Rubens, give evidence that the process of artistic exchange was not one-sided, that there
was not merely one source of artistic genius in European art.

Moreover, an alternative model has long existed, that dt‘-‘flﬂ_lggj alongside the atten-
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tion given to the formulation and evolution c:L'Edhv:epts' of stylistic periodization in Jr_tj
history. This approach treats Iralian artists and art outside of Italy in relation to the
general course of development of artistic styles. In this perspective, the activity of Iralian
sculpture and sculptors, and also of painters and architects, belongs to a continuing
history of styles, which ltalians convey to the north. In this way Italian artists are regarded
not merely as translating works of individual or national genius, but as contributing to the
evolution of style’ epochs outside GFII::LI}L As in Italy, these are seen to progress from the
Renaissance, to Mannerism, to the Baroque, to neo-Classicism.

It may even be said that this account has directed so many previous discussions that it
has almost become a standard line, ar least for older generations of scholars. Jan
Buatostocki articulated a position that has been adopted by many other art historians,
whose opinion he may thus be said to represent. In numerous papers Biatostocki regarded
the Renaissance mt,l system of forms, qualities, artistic functions and themes which
dominated art and architecture, decoration and design, and which we call the Renais-
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SATICE 5t‘;’1;7,'}5 Ein_tnsmcki treated chis (and other styles) as, on the one hand, the product
of individudl Italian artsts and, on the other, an indigenous response o them. And 50
when Biatostocki savs that the Renaissance came first to the north in eastern Europe. he
means quite literally thar Tralian sculprors and masons of the Quattrocento came first o f
places like Hungary.™ In this view Italian forms, including sculpture, were then taken up -(
by local courts, used for particular purposes and functions, and then spread more wid:h".{.
by the local artists and craftsmen who responded to them. :

Although it has many virtues, this approach has also éreated numerous problems, not
the least of which is implicated in the very terms employed: the Gseof stylistic terms to
describe unrelated phenomena in regions other than thar for which they were created has
produced several difficulties. Thus many of the problems that the Florentine—Roman
model has entailed for studies of art and culture of the guattrocento and cingquecento
elsewhere in ltaly itself seem to have been compounded when these conceptions have
been applied to art ouside [mly.[ [n the first instance, forms related to style epochs such
as the Renaissance and Mannensiv that are not regarded as contemporaneous in lealy
lmpﬁéai- :;imi.tlm__tlmusly in the north. Even where terms might seem to be suitable, a
comparison of Italian with northern examples may also indicate the apparently belated or
supposedly incorrect nature of stylistic manifestations in the north, thus slanting the
interpretation. Moreover, when analyzed further, a term such as Mannerism in any event
seems to have limited applicability to phenomena ouside of Iraly ™

Even when ltalians made works in situ outside Italy, it was only exceptionally, at least
in Central Europe, that the Italian artists who came north worked in modes similar to the |

Ay

L____ theR L:;lmﬁﬁ?rf_:ﬂ?ﬂ_j:hﬁgimens_tn&_qa:Ehe?rhﬁﬁf'ﬁEEE _ﬂeﬁneﬁ_ ;i}_?.:.;r_ﬁing-tg_ the
Florentine or Romarn paradigm. Many artists came from other regions in [taly,such as
th® Lotibard lakes. The works they produced are different from those of Tuscan
classicistrand its-sticcessors, and may accordingly seem mannered in contrast, although
the legitimacy of this description in this context is questionable."

In answer tq some of these conceptual difficulties Biatostocki reformulated another
heuristic notioft} the local stylistic variant. {He opposed his understanding of the concep-
tion of Mannerisni mREGMer ntetitdional models to the national styles he otherwise also
tried to define. Echoing earlier Polish and Czech art historians, Biatestocki identified a
supposedly more local style, which he distinguished from M.I[llh:“l'is-mf:h it 4
ﬁﬁ?m—ﬁg—cggt_@gd He called this the{vernaculi®, Ny thishe followed-the manner of the
Mofrenkande of historians such as Wiadish : i
Boheiiig, in identifying various motifs as pertaining to the vernacular.™

Although the examples of the vernacular that have hitherto been adduced are drawn
largely from the realm of architecrure, it might nevertheless seem that the more general |
characteristics used to describe the vernacular pertain particularly well to sculprure. In |
Biatostocki’s words these are a lack of interest in space composition, an enthusiasm for
ormament, and lack of functional thinking — disruption of links between form and

- content that take on a picturesque or fantastic character of their own.*' But these features
are also not to be identified with any characteristic genius loa of eastern Europe, as
Biafostocki would haveie=Stimtharites Wive 350 been declared to” be ditimcthy-German
or Teilianh-ainy event, atticas rEseibling so=ealled PO paripets are found independ-

ently of the presence6f Polish artisans in Hungary (i.e:, STovakia), AUt ,'Enmcﬁm:]-r;
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2.2 (above) DBoim Family Chapel. Lwéw (L'viv). 160g—1615. (Photo: The Institute of Acrt,

Polizh Academy of Sciences.)

2.3 (opposite page)  Main facade on the Calle de Liberos, Salamanca University, 1320 (Photo:

thldarchiv Foro ."."._I|'|.'l'.|-"_". courtesy of Art [Lesource.)
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graffict and gables that are said to mark an indigenous Bohemian Renaissance are hkewise
found frequently in Genmany and Austria. Furthermore, in the same time period that
Biatosrocki~finds them in eastern Europe, a sinmlar decorative inventveness, and 4
tendency towards the planiform, are found for example in Spanish and Spanish Aunerican
sculpture.® The comparison of the Boim Cha 2l .j;wni:uw (Lviv, Lemberg; Figure 2.2)
with the portal to Salamanca University {F"'r'&:_fﬁ_] may be telling in this regard, but
many works in Latin America, such as the t‘n&'&' of the church at Tepoztlin (Figure 2.4,
also suggest similar deviations from the elassic norm, — 5

The weatment of a particular material for sculptural details, namely stucedy has ako
been seen as the sign of vernacular style, But there is nothing particularly Tocalized aboue

the use of this medium, either. Thus one needs to treat wiath caution, if not skepticism,
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2.4 (right) Dommican Church,
Teporzlin, Mexico. Completed 1588,
{(Photo: Insdoueo de Investigaciones
Estenicas)

2.5 (below) Houses of Mikiolay and ]
Krzvsztof Przyvbyla Family. Kanimierz L g

Dolny 1615. (Photo: The E_ns::tut.. of S Eai:;-_—_#&%ﬁ::
Art, Polish Academy of Sciences.) R SR S e
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-_1rg11umﬂ_t5___'.[I:_i'-'f:u_'l_l::_l_f_@ by Birlostocki to the effect thar the use of stucco, which is said to
characterize the sculptors and masons of the Lublin school (Figure—2.7); or the-flattened

L e B AT, . ; :

ferms in plasterwork seen at Kazimierz Dolny (Figures 2.5 and 2.6), are vernacular.™

= . B e 3 it — o e ., x o b e

4 sifittr—iittened  plasterwork torms are found in interiors in other northern realms,
e L Y T " w . -

Fincludifig Bohemia and England, where, as in Poland, they are ultimately to be tracedao

Italian origins. The plasterwork figural decoration on the exterior of Nonsuch castle
would probably not have been so dissimilar to Polish examples

= 1 W i Lp L

This search for a vernacular therefore seems to have produced exceedingly elusive

results. Motifs that have been identified as vernacular in eastern Europe have also been
“declared at various times to be distinetly German, or ltalian. Certainly none of these
4 motifs is unique to the specific reglons in which they are supposedly Griginally Tocated.
i{ There—is74l50 no way of situating -their O8Eins in any on¢ place in Central Europe.
Ao [ Is quite Tﬂl]il_‘l_g_t_l}ilt [talians may in fact have been responsible for the origins of many
of the forms that are regarded as vermFenlde. Architectural morifs Thgt-have been associ-

e — e —

ated“Wwith the eastern Eurdpean’ vernaculars such as stepped gables, paraper-like. atticas,
along with their constituent forms, come from northern Italy. One can point to the
Venetian or northern Italian source of merlon cresting, the Paduan origins of the Krakow
Cloth Hall, long attributed of course to Italians, and the nerth Italian origins of sgraffito
decoration. In sculpture, the use of stucco also-derives from Italy (the Lublin masters
~actually came from the Lombard lakes), and it was spread to France by ltalians at
e 2 e Banpies .
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t 2.6 Facade dewil, house of Kryzstof Przybyla Kazimierz Delny, 1615, (Photo: The Institute of
Art, Polish Academy of Sciences.)
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Fuuta[l‘n.:hlﬁu (Figure 2.8) and th-::n::lfl:-:r by emulation to England: stuccq e

] ll\.'. o]
l‘f""l'l‘-l‘jf ,;..:,.-|“u~,_|;t-|..¢~1 an ltalian L-.pi::_ml,ll: In another paper, Biddostocki raised e Possi;
that 1,,'|,.-hﬂ|; he -.u;ls.cwlwre called the vernacular might be a ]L]L Ll ru_du_tluu, b more

whmc form.”* Rather than medﬂm:-__, the pllt‘m‘nu::m adduced by evidence for 4
diennctve kind of vernacular, it Lm;:.hl: indeed.be beter to call them exumples of rhe

dialects of an internatonal Angs r:ﬂmpar:lble to variants such as types nvt American

sunetTal
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It is worth dwelling on the problem _of the conceptualization of the vernacular in
distinction to the international” Imti‘Tmre because this way of treating \Llppmedh local
.1rt1sﬂ'|‘_"‘fﬂﬁ‘i's illurntinates” tﬁmrhm art history has in extracting itself from a
discussion which is still ultimately grounded — better, troubled — by nationalist premises.
This problem is prr:wnmd by the conception of il geniv italiano, and it also has many other
manifestarions in the historiography of Central European are. This sore of approach has
indeed so dominated the discussion to date that 1l: has impeded the formulation of nmany

cahersnt alternatives, as well as developing other i insights, such as Bialostocki’s own idea
of artistic dialect. ™

Nevertheless, another imodel of diffi
pology, already exists (althgug

that 15 anchored more fArmly in anthro-
it does not seem to have been inspired by other, more

recent, trends in Anglo-Saxon art history). This diffusionise model has been frequently

~y - - . L] - - - '
2.8 Galerie of Frangois I, view from the Vestbule of Honor, Fontinebleaun, 1528, (Photo:

Bildar:

nv Foro Marburg, courtesy of Art Resource.)
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The picture of circulation is Efl‘f’iltﬂ"v more complicated than a simple image would

] allow S traffic in one direction, from Ialy norch. Careers of artists who came from
| abroad to work in Rome, and elsewhere in Italy, and then puassed on (or back) to Central
Europe, either to remain there or else to stay for only a limited time, evoke a more

. complex picture than that suggested by the notion of ltaly as a source, even if it be
desired to retain this notion for limited cases. Giovanni Dalmata provides a good
M}_@!’?‘;.ﬂﬁ his name implies, Dalmata, properly Duknovich, came from Trogir (Trau)
in the present area of Dalmatia, Croatia. After working for the pope and other patrons

in Roome, he moved on to the court of Matthias Corvinus in Hungary, where he
executed the Madonna of Diosgydr (Figure 2.9).” There are many other examples of the
same phenomenocn, of which the work of Pietro Francavilla or Adriaen de Veies towards

R

1600 are farmliar. : —

It is time to consider other approaches. We might try to examine the other side of the
coin, to see what the active aspects of reception were that led to the way in which Italian
sculptors and sculpture were treated outside ltaly. In this connection Burke has proposed
that 2 model like that of literary receprion (as used by some scholars of literature) is much
more helpful ™ Not only should we look, as Burke says, at the presence of individual
[talians abroad, and find out where they wene, at what time, and even, as in Bialostocki’s
account, for what purposes, but how they were received. Ultmately there thus ma
be involved a more subtle process, as Burke suggests, of creative rt'LlSml:E'qut‘l:.lt‘lm'l
(one m:ght also say reinterpretation). In e example~considered here, Ttalian sl:ulpl:ure 1
may thus be seen to hay e been assimilated, absorbed, reworked, domesocated, and |
transformed. . :

__F:_Llrtlwnimrt,ff:uihrr EI.I'LthII:}EJGlﬂ-g-i-I:’.‘L'l] maodels than that of acculturation jare available for
adaptation in art history. These include that proposed by Marshall Sahlins.® Sahlins

2.g  Giovannmi Dalmaca.
Fragment of an alarpiece from
Diosgyor. Stone, €.1400.

- Budapest, Hungarian Nartional

Gallery. (Photo: museum.)

T opld

empl::ﬂ.'&d in discussiohs of the Renaissance outside of Italy by scholars other than art
" historians, and it has begun to be uvtlized in art history as well.¥ A model of Lu’tur’l]_‘i

1

.11 ' diffusion helps to bolster the 1]-15“__‘[-[;_..-} zained from an approach related to style history, presents examples illustrating how cultures interact, mutually I'I'IIS.HH.'EIPTLE each other, and E
iy { b e e, !
g_} ' without introducing problems stemming from a possible over-emphasis on novelty or { selectively adapt elements from each other in a historical manner. The use of such a |

. uniqueness, such as is often implied by style history.

riodel-might lead to a more comprehensive cnm_tptu.ﬂ]z.'u:u:lﬂ of the relation of the
In this diffusionist approach questions of influence and interaction — not those of

history of European art to broader considerations of European culture.

|
unutml genius or invention, or those posed by a national problematic — are ae stake. The i To stay with the particular subject of Italian sculpture and sculprors outside ltaly: one |
ek IH':JL{E] ot :?i.!]l:l.!rﬂr alﬂ_il.':.'lﬂl'l denved tmm the ﬂﬂtlj_['qpl_'_:u_lﬂt'r]_f,l] CGHLLPUDH of .IE-.‘:LI]I:urI— might thus rather wish to investgate what conditions or factors {T'L‘!' use this rather
e t!Dn, makes it FDiﬂbif to deal with issues [Jf- cultural influence and intersection. without inm‘!gqume,‘ bt perh;‘.pg srill necessary, term) there were that either tacilitated, and thus
regarding Italian culture as superior, and hence in reaction needlm, w lay stress on local created possibilities for, Italian sculpture and sculptors, or made problems (to use the
’d-?.’.‘““ff- or_pational characteristics. p— | “word in another context) for them. In this sort of investigation a toundation is offered |
TL]_;_:::_ [eInalos, however, a Furrher problem. -I-Ha—l:[-tt]tE-H]lF the idea of influence, namely . ' by the infermation and 'mﬂghﬁ gﬂim;d from other scholarly or interpretve JPPIEJ;IC"EE‘S..
that of Hﬂdrrrhtlﬂﬂtllw the other side of the question, reception. A medel of influence Stylistic developments and individual accomplishments may consequently also be set in -
that is related to ﬂ*—'~'~']['-1f tion still largely s Sugoests an i age of a pa:-swe recipient, to ' relation to issues of taste and fashion, theoretical motivations, education, and other bases I
| which” |:1HT|T:‘[‘1_E'E_HE:nﬂ If, however, a nmdel ﬂﬂ]ﬁl.h.nn I’:"l't"l_,Lb_ll'lr.d“at mwt a ; for familiarity with [talian culture. Conversely other issues, including conditions of
= ' tDWLﬂ{E_@EW at ]-.:'I:?qﬂ—'l"}quﬁl_'#ngh asis upon the recipient, it may j + employment, of generic and technical limitation, of religious inhibition, and even of
_ ”m“ misleading, As 1:":":‘31' Burke has remarked specifically in telation to the - competition not enly from alternatives in the kind of forms and practitioners of sculpture,
Lg = Question of the “rereption” or “diffusion” of the Renaissance abroad, it may seem that 5% | but also from other mediators of Italianate forms, might be considered as “factors™ that
“while the Italians were active, creanve, and Innovatory . . . the rest of Europe was might impede reception of [talian sculpture and sculptors.
passive . . . a borrower eternally in debe to [taly."™ Yet ]:l[:-tl'l the activity of northern .'. hlji:r‘[n_c.mul.;j himself suggested that the Renaissance comie to eastern Europe as a royal
1:r|:]‘i':\] in ][1]». and the continuation of indigenous traditions, show thac this was obviously ! fancy, and the role of taste or fashion can be emphasized, even more than in his account,
not the case.

\in the adaptation of newer forms of art, and their spread.* Following Jerzy Lozinski and
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Helena and Stefin Kozakiewicz, among other scholars, Biatostocki suggested ftor instance
how such a taste for cthe [l
court and spread throushout the country.® But Poland is not unique in this pattern. Jolan
Balogh and Gydngy Térok have sugaested that a similar partern can be esmablished for
Hungarv.® [t may also be argued (to contradict Biatostocki, who regards the

tanate, in sculprure as in other media, began at the Polish

sculprure 1
Habsbures with their multinational empire as alien to the local radidon, while he deals

with the Jagellonians whose dynasty was ultmately Lithuanian) that the Habsburgs as
well as the J?‘:a:u_'l!ur'lidn:& set similar patterns, for architecture and sculprure, not only for the
Austrian |.l-|]1-iﬁ. bur also for Bohemia. In Germany, too, the courts set the tone for
patronage of Imlins and the [talianare, as Frederick cthe Wise of Saxony's commussions
for sculpture to Adriano Fiorentino, as well as his patronage of Jacopo de’ Barbari,
sugzest. In all these instances a court center created a fashion that raised expectations for
other rulers to follow if they wished to be an courant.
In fact, one of the best examples indicating how.the-adaptation_of Italianate forms in
- a_n:_'n_:'r:._-mr:_ and sculpture tollowed the demands of fashion is suggested by a self-
+ promoting letter that the Libeck Tewn Council (Raif) received from the stcenhower Paul
{ van Hofe in 1548, In it van Hofe announces his presence in the city “in order to make
| some buildings in the antique manner, which antiques one now considers as the highest
! art, but of which art one finds nothing in the ciry.”* In Liibeck, as in much of the Baltic
j tegion, a Netherlander might stand for an [talian, buc the letter also demonstrates the
aptation of the anoque style, of which Italian artists and artisans

appeal of fashion in the ac
were the purveyors par excellence.

Indeed the stile ol faliana might often serve as a stand-in for those who desired
something done in the “antique™ style, the stle all’antica or alla Romana.” Here especially
[talians or Iralian-made sculpture often assuaged a desire for the ancient. This is L‘".-"t]'JL'E:.,‘l
m the area of collecting as well as that of patronage for, as we have known since Erwin
Panofsky's essay on Direr and the antque, often the classical was seen through the veil

_of the Imlian.®
A trEatise on how a Kunstlammer should be formed that Gabriel Kaltemarkt drew up
in 1587 is noteworthy here. Kaltemarke gives first plice to works of sculprure, and
esteems antique statuary as the most desirable of all collectors” items. Amone contempor-
ary sculptors, however, he places Italians first. Significantly, Kaltemarkt also mentions
]:u%..r copies can be made of ancient works, or casts taken from them.® In this realm
Italian SL_'I:.'.]FIE'.ITI_" again assumes a preeminent position. Kaltemarke almose seems to
suggest that in this regard Florence equals if not surpasses Rome, since it is from
Florentine workshops that good copies can be obtained. In any event, this mav be why
rrm.n the time of Filarete's copy of the equestrian statue of Marcus Aurelius {Iijuim: 2 [[;-].
u-fnch also belonged to the Kwistkammer in Dresden where it is still to be FL‘:IL:"E] -::_-::r '-in';
of : :?cieut works of art by Iralians found their way into northern -;_'ﬂﬂrrn:l"m;]i‘:” ‘;’hi\'
practice continued in later centuries, as is evinced by the copies made by f;'!-im-m::lli
susini, Massimiliano Soldam Benzi, and other sculptors who made bronzes after e
works for the Prince of Liechtenstein, ! e
A tste for the antique can of course be related to seversl aspects of Renaissance
Ir_"'.:|l.‘11r:_'-. a huge and complicated subject to be sure. Even the I'-l:"-r'i‘-iit'.lﬂi‘il' .:rilzli. -.:L-- :E'
humanist education provided by Anthony Grafion and Lisa Jardine would .;1|]m-; ;{;rht}t.-:

a.t0  Antonio Averlino,
called Filarete. Marcus
Aurelius on horseback.
Bronze, 1465. Dresden,
Stathche Kunssamm-
lungen. (Photo:
MuSeLIn.)

impact of humanist education, tounded on ancient sources, on the formation of ethical
notions, at least from the late fifteenth century,® and it is striking how many future
patrons of Italian sculptors were actually educated by humanists. To mention but a few,
in Poland these include notably kings Jan Olbracht and Sigismund Stary, who were
rutored by Filippo Buonacorsi, and Piotr Tomicki, bishop of Krakéw, who studied in
Bologna with Filippo Beroaldo, among many other figures. In Hungary, outside of
prelates who were actually Italian, the most noteworthy figure in this regard is Tomas
Bikocz, the patron of the Bikocz Chapel, o whom Filippo Beroaldo dedicated his
commentary on Apuleius.* In Germany Elector Augustus of Saxony was educated by the
Virruvian translator Rivius; later Habsburgs such as Rudolf 11 received a thorough
humanist education, but the examples could be multiplied. Hence a newer motivation
was articulated for the patronage of sculpture from the fificenth century on. Among
other notions revived or encouraged by humanist thought was the ideal of magnificence,
which affected many endeavors. In his Ten Books on Architecture (7:16), L. B. Albertu

indicates how this conception might apply to statuary:

But, unless I am mistaken, the greatest omament of all is the statue. It may serve as
ornament in sacred and profane buildings, public and private, and makes 2 wonderful

memoral o man or deed.®

Certainly contemporary humanist critics related parronage in Central Europe to themes
including the ethic of magnificence. Politian’s remarks on Matthias Corvinus are note-

2=
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worthy here: “You alse build the most magnificent palace by far, and adom your court
[ forum] with statues of every kind, either bronze or marble.™ This text indicates thar
one leading hwmanist’s assessment of a ruler’s realization of the ideal of magnificence
could thus not be merely a theoretical desideratum, bue a critical rool used to refer to a
patron’s actual use of sculprure,

Patrons did not need tw learn from humanists how conspicuous consumption might be
a sign of status or, as 5 now said, might help to constitute charisma. Mevertheless,
humanist doctrine may have helped direct expenditure towards sculpture and thus may
have affected patronage both in an ecclesiastical and in a secular setting. This suggests a
more precise connection, and thus provides a better way of understanding the relevance
of humanism to the receprion of Italianate style than more general statements by scholars
like Bialostocki to the effect that the history of fourteenth- and fifteenth-century
humanism in Central Europe provides a background to the arrival of Iwalianate forms
there. It may even be that the inculcation of doctrines led to a predilection for Italianate
‘-.‘FT-_I.I-]EE. In other words, as humanist ideas percolated north, so did a need, or taste, for
Italian sculprure.

On the other hand, the adoption of stylistic notiens that we associate with the
humanist ideal of eloguence would also have played an important role in the assimilation
of classicizing art. According to principles of rhetorical (and also poetic) decorum, forms
were matched appropriately with the content they were meant to express, and with the
audience to which they were directed. In this instance noble, magnificent forms that
were endowed with the charisma of antiquity would have been appropriate for important
monuments of sculpture.*

Education and humanist theory were of course not the only conduits for the spread of
[talianate cultural ideals: Travel was another stimulus. This is such a familiar topic that it
can be passed over briefly;-ené need bur recall Fredenck the Whise's journeys through
ltaly, or Maximilian [ Habsburg’s ltalian campaigns. One of the clearest examples of the
impact of travel, though not necessarily on sculpture, involves the Bavarnan Duke
Ludwig X who, after wisiing Mantua, had a place resembling it (to his mind) built in
Landshut.

Other elements than taste and fashion, or humanist ideals and education, contributed
to the change in taste and fashion. The role of Italians in bronzecasting and in carving
marble is obviously pertinent. Italian manufacture of terracotta sculpture is also worth
mentioning.” But despite Italian pre-eminence in these fields, none of these was exclus-
ively an [talian preserve. On the other hand, stucco was for a large part of the early
modern period definitely an lealian specialty. The predonunance of Traliamscutprom in
this medium throughout the region and throughout the era is well known if, a5 remarked
above, sometimes forgotten in historical accounts that over-emphasize indigenous work
in other media. In the eyes of one sixteenth-century artist, stucco was, however,
distinctly an Italian gift to Central Europe. Aberlin Tretsch, the d?:?iigliu} of the Stutegart
\Seliloss, wrote in 1561 that “handwork in stucco is among us a new craft, that Iralians
brought into the land around 1540."* Certainly Italian stucco in the Star Villa near
Prague, or in Giistrow in Mecklenburg (Figure 2.11), or in the so-called Iralieuisches Bau
i the Landshut residence buile for Ludwig X would bear this observation out.®

In contrase, it 1s useful to consider what conditions or elements might have impeded

2.1 Doorway (detail), entry of church, Sabinov (Kisszeben), Slovakia. Stone. (Photo: Institute
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for Art History, Slovak Acadey of Sciences, Bratislava, Slovak Republic.)

L S0

thg\a_d;"ﬂﬂigglf Italian sculpture or the employment of [wlian sculptors. Biatostocki has
remarked on how the adoption of ltalan Renaissance solutions was very selectilve,
limited primarily to tomb sculpture of the varety set in niches.™ By seﬁle-:ti*rnr}-,
Bialostocki means that, in comparison, other lmlian Renassance fonms, such as fntarsie or
free-standing tombs, did not find their way to Poland. But the question is a broader one.
The broader issue of taste may work in a way which suggests why, Cﬂﬂ"-'ﬂ'n-"rfl“r', ll::uh:!n
forms and sculpture could also have lost some of their popularity. When, Fﬂr.matantt. in
the late seventeenth and especially in the eighteenth century a taste tor things Frefmh
replaced that for the ltalianate, French sculptors began to assume the pfmf:lf‘ﬂ l:_lml: Iralians
had once occupied. But this does not entirely explain why from the beginning patrons
or clients were more sensitive to lralians’ endeavors in some areas, such as tomb sculpture
or architectural ornament, than in others. . . :
While in general ltalians may have worked in the north in a variety of sculptural mt‘dlm
including marble, stucco, ar occasionally bronze, even though Donatello also wu.rked n
wood tI:crt- was no continuing major tradition in_limewood or oak in __lt:ul*,' to ?5_1‘5'31 the
thriving use of these media in the _north-in- t-he.!att_t"ttttmrh.L:r.*t_t.tLﬂT~ I the north
the local rradition of working in wood also remained a lively alternative 1we|1 thruu%ﬂ;h l:I*_.::
eighteenth century for altarpieces, pulpits, baptismal fonts, and even ::pal:-a‘phs, !n Ltl';:l'lll'l
areas of central Europe, including Silesia, Poland, and Upper Hungary (Slovakia), there
may even have existed division of media, of sorts, in which some w.u.rks wse ﬁ:‘ir_.?f__l.lt:.l'_ll.l
by Ialians in stone, whereas retables remained tied to the lﬂ&dflﬂﬂﬂﬁl"ﬂt*"mmg s
.xu:ﬂi.tél_. This is seen in places ke Sabinov in Slovakia, where ltalians did the dnnr‘-‘-’a}}' -
stone (Figure 2.12) while presumably Germanic sculptors worked on the altarpieces
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a.12 (opposite pawe)  Master
of the Altars of 5t Anne
(follower of Parol z Levoda).
Annunciation Alarpiece from
Sabinov (Kisszeben).
Polychromed wood, c.1515-

1520, Budapest, Hungarian
MNadonal Gallery. (Photo:
museLn, )
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3,13 (left) Master of the
Alwars of 5t. Anne (follower
of Parol z Levo&a). St. Anne
Alrarpiece from Sabinov
(Kisszeben), Polychromed
wood, c.1510=1515. Budapest,
Hungarian Nanonal Gallery.
(Photo: museum).

(Figures 2.13 and 2.14). The same phenomenon may be encountered through the
eighteenth century elsewhere !

There is also a social dimension to the question of artistic reception. Opportunities to
obrain permanent positions as court sculptors were infrequent. Thus Italians, who mighe
be called to work on individual projects, often in effect had to take on employment ad
heoc. Furthermore, workshop and guild restrictions would have otherwise inhibited
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foreigners from setthing in many cities or towns. In many places the qualifications needed
to become a muster would have included the demand that one be a cidzen, and the
qualifications for citizenship may have depended on property owneship or local birth, or

even religion in Protesant regions, thus excluding Catholic Ialians As s well known,

——

iiTI'II:_"I‘,}-:.}}' ~.1'.;1§‘"&T11"['T.‘1m§l:_ﬂre of the career of many [talian sculptors. It is relaovely rare
that a continuing presence mighe be established in one place for long. The result was thar
there often existed extreme hmitations to the lasting local impact of Iralians.>

Religious beliets also could have presented impediments. Religious differences per s¢
seem in general to have been less of an issue. Thus in Protestant northem Germany and
Seandinavia, [falian stuccoists ;;‘-’E-I'E_E]]iﬁlaft:ﬂ,m:{i-EH:;‘.'.}’NE‘;'ETE n orthodox Russia. Yer in
R.Gsia other sorts. of controls could have been placed on th"ﬁ:t_{:.-':;tr}r of sculptors. The
prohibition agiinst making graven images was interpreted in such a manner thar oppor-
tunities for making statues were seriously reduced.® Thus in Russia untl the late
seventeenth century Italians served more often as masons or architects than as sculptors.

In the end, it may even be their very success that also restricted chances for Italians.
Masons and sculptors who were drawn to [taly to be trained by lalian masters may in
many instances have created competition for them. As van Hofe's letter suggests, many
Netherlanders often took up in places where Italians did not reach. This is suggested by
the pupils of Giammbologna, Netherlanders or Germans who had been trained by him in
[taly. Moreover, indigenous traditions were often created to challenge Italian hegemony
in some fields. And so by the early seventeenth century south German and Tyrelean
stucco decoration was thriving in or not far from areas where Italians had earlier been
involved in similar projects.

As these last remarks indicate, this essay can at best be considered merely a sketch
suggesting where further investigations may be pursued. Nevertheless, a good place to
start reframing a more comprehensive view of the Renaissance 15 with the examination
of Italian art and artists outside of Italy.

CHAPTEPR. 1

“Vision Itself Has Its History”:
“Race,” Nation, and Renaissance Art History

CLAIRE FARAGO

[n the last owo decades, the nineteenth-century epistemological foundations of art history
have been the subject of great debate. Despite some fundamental disagreements over the
nature of visual images, there is a general consensus on two major issues.! First, most art
historians now regard as problematic the assumption that all images are at base natural-
istic: in fact, almost everyone recommends severing the link between images and nature
that has historically been postulated by resemblance theories of representation. Secondly,
it has been widely claimed that an adequate theory of representation must take into
account the culturally specific circumstances in which visual images function. Yet current
theoretical discussions stop short of specifying how we are to define these circumstances.
What would be invelved in drawing out the implications of our theorizing? How mighe
we establish a reladvistic epistemological foundation for art history that adequately defines
what “culturally specific circumstances” actually means?

With these issues in mind, the following essay explores the possibility of reconstruing
our disciplinary paradigm based on national culture so that it focuses on cultural exchange
instead. The history of our discipline has been written as 2 modernist enterprise. Most
narrative accounts have been concerned with the formal features of theory at the expense
of the cultural circumstances out of which accounts of artistic change emerged. An
examination of these coltural circumstances reveals that some of our predecessors were
challenged by problems similar to the ones we face today — to revise resemblance theories
of representation, to incorporate a multicultural framework, to overcome the
Eurocentrisms of our inherited academic practices.

Moreover, the normative status of Italian art established within the discipline by
Burckharde, Michelet, Ruskin, and others played a catalytical role over several gener-
ations of art historical revisionist writing. If we treat the writings of our founding fathers
as documents of cultural history, rather than purely theoretical contributions, we discover
that nineteenth-century theories about the nature of artistic development on the collec-
tive or “cultural” level emerged in connection with widespread debates abour the
evolution of civilization. First, Social Darwinist theories of cultural ﬁ'n!utimiisnllpm—
vided the leading paradigm. When Social Darwinism per s¢ was no longer the issue.
German Mational Socialism made new demands on art historians and other European




