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FOREWORD

THE success of The Oxford Companion to Art, edited by the late Harold Osborne
and first published in 1970, with many subsequent reprintings, and of The Oxford
Companion to Twentieth-Century Art, first published in 1981, also edited by Mr
Osborne, has proved the demand for handy reference books on the fine arts.
Another volume, The Oxford Companion to the Decorative Arts, which first appeared
under Mr Osborne’s editorship in 1975, has also fulfilled a need. Excellent as these
books are, it was felt that an Oxford Dictionary of Art would serve a useful purpose
in providing a thoroughly up-to-date work in a single volume, with the added
advantage of drawing on the expertise of the many specialist contributors to the
three Companions.

The aim has been to provide an overview of Western art forms and of individual
artists from antiquity to our own day. Architecture and architects have been
excluded unless they have some relevance to painting, sculpture, the graphic arts,
or design. Thus, a tympanum is defined since it is often a field for sculptural
decoration; but the architectural work of Michelangelo, for example, is treated in
much more cursory fashion than his activities as a painter and sculptor. Oriental
art has been included only in so far as it has had an influence on Western art.
Ian Chilvers, the compiler and editor of this volume, has drawn on the entries in
The Oxford Companion to Art and its twentieth-century counterpart, and to a lesser
extent on the decorative arts volume; but the result is no mere conflation of
selected entries from the three works. Virtually all the major entries and many
lesser ones have been completely rewritten, and all have been carefully revised
(and corrected) so as to take account of recent published research where appropriate.
The Oxford Dictionary of Art also includes many artists and art terms omitted from
OCA and OC20CA but which one would now expect to find in a dictionary of
art. Similarly, the number of entries for noteworthy collectors, patrons, dealers,
and art historians has been much expanded to include Henry Clay Frick, Paul
Durand-Ruel, Kenneth Clark, Ernst Gombrich, J. Paul Getty, and Nikolaus
Pevsner, among others; and the scope of entries for museums and galleries has also
been enlarged.

A dictionary of this kind is not intended to be encyclopaedic, but we have
aimed at comprehensiveness within the limits defined above. Like the Companion
volumes, the ODA is meant for the layman who needs reliable information in an
easily accessible form; it is also designed to be a handy reference book for art
students and teachers. Inevitably, there are omissions, and, as with all works of
this nature, some new biographical facts about particular artists will emerge after
its publication. The compiler has had to weigh the evidence available where facts,
or their interpretation, are still in dispute, and we have had to make decisions in
the light of that evidence. We have not included a bibliography of the type found
in the Companions, but in certain instances leading authorities have been quoted
and sources given in the text of the entry concerned.

As consultant editor of The Oxford Dictionary of Art, | should like to pay tribute
to the professionalism and skill of Ian Chilvers, collaboration with whom has been
a most agreeable experience. Harold Osborne, who died 13 March 1987 at the






INTRODUCTION

The Oxford Dictionary of Art is a descendant of the three Oxford Companions*
edited by Harold Osborne, but is in effect a new book. A few of the shorter
entries have been taken over more or less unchanged from the Companions, but
most of the text has been completely rewritten, and there are also over 300 new
entries (out of a total of about 3,000) on personalities and topics not covered by
the Companions. Harold Osborne, who died in 1987, was not directly involved in
the production of this Dictionary, but it is firmly based on the foundations laid by
his books, so his name rightly appears on the title-page.

To keep the Dictionary within manageable bounds, certain classes of entry in
the Companions have been omitted, particularly the long articles on the art of
individual countries. Architecture also is omitted, although there are entries on
individuals who were active chiefly as architects but who made significant
contributions to other fields of the visual arts (Aalto, Bramante, and Brunelleschi,
for example). Oriental art, too, has been almost entirely excluded, although the
entry on Ukiyo-e has been retained, as the subject of Japanese prints occurs so
frequently in the discussion of late 19th-century French art.

The field covered by this book is, then, Western and Western-inspired painting,
sculpture, and graphic art from ancient times to the present day. The exact
boundaries, however, have deliberately been kept flexible, so that usefulness to the
general reader rather than adherence to a fixed scheme has been the criterion
determining whether a topic or artist should be included. Thus, although an
arbitrary cut-off point has been adopted for contemporary art (no artist born after
1945 is included), the starting-point at the other end of the time-scale is intentionally
more vague. Detailed coverage begins with the art of ancient Greece, but entries
on Altamira and Lascaux have been retained because these names are so well-known,
and there are also a few entries on ancient Egyptian topics of non-specialist interest,
such as Book of the Dead. Similarly, although the great majority of the artists
included are painters, sculptors, draughtsmen, or engravers, there are some entries
on personalities who are thought of primarily as craftsmen or designers. They
have been included not only for their inherent interest, but also because they help
to elucidate other entries; an example is C. R. Ashbee, included principally because
of his role in the Arts and Crafts Movement.

The length of individual entries is roughly correlated to the importance of the
subject, but with many qualifications, some artists’ lives being much more easily
summarized than others. Those who travelled a great deal, or had fingers in many
pies, or who for one reason or another led especially interesting lives are likely to
have longer entries than equally accomplished artists who stayed at home and
devoted themselves to one speciality. It is of course tempting to write more about
one’s own favourites, but I hope this kind of personal bias (for or against) has
intruded only rarely.

In line with the practice of the catalogues of the National Gallery in London
and of the Witt Library at the Courtauld Institute of Art, artists from the Low

* The Oxford Companion to Art (1970); The Oxford Companion to the Decorative Arts (1975); The
Oxford Companion to Twentieth-Century Art (1981).



INTRODUCTION

Countries are called Netherlandish up to about 1600; they are then distinguished
as either Dutch or Flemish; and after about 1830 ‘Flemish’ becomes ‘Belgian’.

There is no system of alphabetizing artists’ names that will satisfy logic but not
offend against usage. Thus, one says ‘van Dyck’ or ‘van Gogh’, rather than ‘Dyck’
or ‘Gogh’, but they are almost invariably indexed under D and G (as they are
here) rather than under V. Cross-references are given when there is likely to be
doubt about where an artist will be found, but the following general rules may
be taken as guidelines. Prefixes such as ‘de’, ‘van’, and ‘von’ are generally ignored,
but an exception is ‘La’ or ‘Le’ (thus La Tour, Georges de). There are certain
names where usage goes against this principle—thus Willem de Kooning and Peter
De Wint are found under D. Italian Old Masters whose names include ‘da’, ‘del’,
or ‘di’ are usually found under their first name (Leonardo da Vinci, rather than
Vinci, Leonardo da), but again usage occasionally dictates otherwise; thus
Andrea del Verrocchio is found under Verrocchio, not Andrea. For purposes of
alphabetization ‘Mc’ is treated as ‘Mac’ and ‘St’ as ‘Saint’. Artists from the same
family are usually covered in one composite entry, except where it seemed more
reasonable to treat major and distinct personalities separately.

Artists’ names are given in the form most commonly used; so various elements
of full names have sometimes been dropped, and nicknames or pseudonyms are
used as the heading where these are better known than the artist’s real name. Thus
Delacroix’s Christian name is given as Eugéne rather than Ferdinand-Victor-Eugéne,
Velazquez is called Diego Velazquez rather than Diego Rodriguez de Silva y
Velizquez, and Giovanni Francesco Barbieri appears under Guercino.

Names of galleries are also sometimes given in slightly shortened form; thus
the Museum Boymans-van Beuningen in Rotterdam is generally referred to as
‘Boymans Museum’. When a gallery is mentioned more than once within the
same entry, the town in which it is located is generally omitted after the first
mention. Every attempt has been made to be fully up to date with locations of
works of art, but this is sometimes no easy matter. During the course of work on
this book, for example, Matisse’s Luxe, calme et volupté moved from a private
collection to the Musée National d’Art Moderne in Paris and then to the Musée
d’Orsay in Paris, and Joseph Wright's An Experiment on a Bird in the Air Pump
moved from the Tate Gallery to the National Gallery at galley proof stage.
Locations are not given for prints unless they are known to be exceptionally rare
(see, for example, Bramante).

Cross-references from one article to another are indicated by an asterisk (*)
within the main part of the text or by the use of small capitals when the formula
‘see so-and-so’ is used. Names of all people who have their own entries are
automatically asterisked on their first mention in another entry, but cross-references
are used selectively for art media, styles, terms, etc.; and given only when further
elucidation under that heading might be helpful to the reader.

Dr Johnson defined a lexicographer as ‘a writer of dictionaries, a harmless
drudge’. I can vouch for the drudgery, but there is also much satisfaction involved
in compiling a dictionary such as this, and I should like to thank the various
people who have helped to make the task often such an enjoyable one. I am most
deeply indebted to Dr Dennis Farr, who read every word of the text (apart from
a few late additions) and, with learning, tact, and not a little wit, made numerous
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INTRODUCTION

corrections and a great many suggestions for improvements to both content and
style. He also discussed various problems with me and picked up several points
that needed attention when he looked over the galleys.

At the Oxford University Press, I am grateful to everyone who worked on the
book—for their enthusiasm and encouragement no less than for their skills; most
notably to Nicholas Wilson, who commissioned the book, Betty Palmer, who
guided it through its early stages, and Pam Coote, who handled with aplomb all
the problems involved in seeing a book such as this through the press, unruffied
by errant computer typesetting equipment on one side or my innumerable requests
for last-minute changes on the other.

In a more general sense, I should like to say what a comfort it is to anyone
involved in the field of reference books to be able to draw on the resources and
tradition of the OUP. I have been able to use the various members of the family
of Oxford English Dictionaries to help with definitions, and I have taken much
information from The Dictionary of National Biography and the various Oxford
Companions outside the field of art. Margaret Drabble’s new edition of The Oxford
Companion to English Literature, for example, contains many excellent entries (by
Helen Langdon) on artists and their relationship to literature, and I have also made
frequent use of the Oxford Companions to French Literature and German Literature,
and of The Oxford Classical Dictionary and The Oxford Dictionary of the Christian
Church. The Oxford Companions to Film, Music, and the Theatre have also proved
helpful when their fields overlapped with mine, and, less obviously, I have also
benefited from the Oxford Companion to Ships and the Sea (in relation to Clarkson
Stanfield) and from the Oxford Companion to Chess (for some information
concerning a Lucas van Leyden painting and for the delightful anecdote in the
Duchamp entry).

On a more personal note, [ should like to thank my sister, Doreen Chilvers,
for undertaking the tedious task of pasting up the slips from the three Oxford
Companions that formed the raw material for this book, and my nephew, Gavin
Chilvers, for similar help. Many friends and former colleagues have given me
advice, information, or encouragement, and several have read and commented on
entries in fields in which they have specialist knowledge. Among them, I should
like to thank, first, Claudia Stumpf, and then in alphabetical order: Tim Ayers,
Georgina Barker, Alison Bolus, Caroline Bugler, Vanessa Cawley, Caroline
Christian, Sue Churchill, Alison Cole, Celia de la Hey, Vanessa Fletcher, Janet
Furze, John Gaisford, John Glaves-Smith, Bina Goldman, Clive Gregory, Flavia
Howard, Miranda Innes, Dr Michael Jacobs, Stuart John, Jessica Johnson, Jon
Kirkwood, Anne Lyons, Margaret Mauger, Jenny Mohammadi, Sir Felix Moore,
Anna Morter, Nigel O’Gorman, Alice Peebles, Maggie Ramsay, Benedict Read,
John Roberts, Carolyn Rogers, Antonia Spowers, Kate Sprawson, Julie Staniland,
Ruth Taylor, Jack Tresidder, Dr Malcolm Warner, Jude Welton, and lain Zaczek.
I am also grateful to the staff of the Tate Gallery Archive who allowed me access
to their press cuttings files to try to ensure that the book was as up to date as
reasonably possible in recording the deaths of recently deceased artists. Branches
of the OUP in Australia, Canada, and the USA similarly provided up-to-date
information on artists in those countries. Finally, for inspiration from afar, thanks
to Deborah Lambert, Victoria Kirkham, and G.G.

November 1987 IAN CHILVERS
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British Museum
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A

Aa, Dirck van der (1731—1809). The best-
known member of a family of Dutch painters
from The Hague. His speciality was *grisaille
decorative panels for interiors (examples in
V&A, London). There was another van der
Aa family of artists active in the 18th cent. in
Leyden; most of the members were illustrators
or engravers.

Aachen, Hans von (1552-1615). German
painter, active in the Netherlands, Italy (1574—
87), and most notably Prague where in 1597
he became court painter to the emperor Rudolf
II (1552-1612). On Rudolf’s death he worked
for the emperor Matthias (15§7-1619). His
paintings, featuring elegant, elongated figures,
are leading examples of the sophisticated *Man-
nerist art then in vogue at the courts of Northern
Europe, and he was particularly good with
playfully erotic nudes (The Triumph of Truth,
Alte Pinakothek, Munich, 1598). Engravings
after his work gave his style wide influence. He
was married to Regina de Lassus, daughter of
the composer Orlando de Lassus (1532—94),
who erected his tomb in St Vitus’s Cathedral in
Prague.

Aalto, Alvar (1898-1976). Finnish architect,
designer, sculptor, and painter. One of the most
illustrious architects of the 20th cent., Aalto was
also a talented abstract painter and sculptor and
an important furniture designer. In 1925 he
married Aino Marsio, who was his chief col-
laborator until her death in 1949, particularly
with the Artek furniture (first designed for
the Paimio Sanatorium in 1928), whose new
methods of bending and jointing and revolu-
tionary flowing lines became internationally
popular and had a lasting influence on furniture
design. During the period 1927 to 1954, but
particularly during the 1930s, Aalto engaged in
what have been described as artistic laboratory
experiments, making both abstract reliefs and
free abstract sculptures in laminated wood.
These sculptural experiments, many of which
were fine works of art in their own right, had
the dual purpose of solving technical problems
concerning the pliancy of wood in the manu-
facture of furniture and of developing spatial
ideas which served as an inspiration for his
architectural work, as in the Institute of Inter-
national Education at New York (1965), where
walls are conceived as abstract sculptural reliefs
in wood. In the 1960s Aalto came to the fore
as a monumental sculptor, working in bronze,

marble, and mixed media. Outstanding among
his monumental works is his memorial for the
Battle of Suomussalmi, a leaning bronze pillar
raised 9 m. on a stone pedestal set up in the
arctic wastes of the battlefield (1960). Aalto was
also influential in introducing modern art—
particularly the works of Alexander *Calder
and Fernand *Léger, his close friends—to the
Finnish public.

Aaltonen, Waiind (1894-1966). Finnish
sculptor who came to be regarded as the
personification of the patriotic spirit of his
country in the years following the declaration
of independence from Russia (1917). The bronze
monument to the runner Paavo Nurmi (1923,
the best-known cast is outside the athletics
stadium in Helsinki) and the bust of the com-
poser Sibelius (1928, various casts exist) are
probably his most famous portrayals of national
heroes.

Abakanowicz, Magdalena (1930— ). Polish
sculptor. She is the pioneer and leading exponent
of sculpture made from woven fabrics and has
been widely imitated in Europe and the USA.

Abbate, Niccolo dell’ (c.1512—71). Italian
painter. He was trained in the tradition of
his birthplace, Modena, but he developed his
mature style in Bologna (1548—52) under the
influence of *Correggio and *Parmigianino.
There he decorated palaces, combining painted
stucco with figure compositions and landscapes
(Palazzo Pozzi, now Palazzo dell’ Universita),
and painted some portraits of the *Pontormo
type. He was invited to France in 1552, probably
at the suggestion of *Primaticcio, under whom
he worked at *Fontainebleau, and he remained
in France for the rest of his life. Most of his
work in the palace itself has been lost, and h.e
is now considered most important for his
landscapes with figures from mythologlf:al
stories (Landscape with the Death of Eurydice,
NG, London). In these he was the direct
precursor of *Claude and *Poussin and one of
the sources of the long-lived tradition of French
classical landscape.

Abbey, Edwin Austin (1852—1911). American
painter, etcher, and book illustrator, active and
highly successful in England as well as his own
country. He specialized in historical scenes and
had several large and prestigious commissions,
most notably a set of murals representing
The Quest of the Holy Grail (1902) in Boston
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Public Library and the official painting com-
memorating Edward VII’s coronation in 1902
(Buckingham Palace, London). Such paintings
now seem rather overblown and ponderous,
and he is most highly esteemed for his lively
book illustrations. He was particularly prolific
for Harper's Weekly, his association with the
magazine lasting from 1870 until his death.

Abbot, Lemuel Francis (c.1760-1802). English
portrait painter. His clientele included many
naval officers and he is best known for his
portrayals of Lord Nelson. He did several por-
traits of him with slight variations (an example is
in the NPG, London). In 1798 Abbot became
insane, and his unfinished works were com-

pleted by other hands.

Abildgaard, Nicolai Abraham (1743-1809).
Danish *Neoclassical painter. From 1772 to
1777 he studied in Rome, where his friendship
with *Fuseli helped to form his *eclectic early
style. On his return to Denmark his work
became more purely Classical, as is best seen in
his cycles of paintings illustrating Apuleius and
Terence (Statens Mus. for Kunst, Copenhagen).
He became one of the leading figures in Danish
art and had great influence because of his post
as Director of the Copenhagen Academy (1789—
91 and 1801—09), where his pupils included
*Runge and *Thorvaldsen. Abildgaard oc-
casionally worked as an architect, sculptor,
and designer (most notably of some Grecian
furniture for himself), and he also wrote on art.
His most ambitious work, a huge decorative
scheme at Christianborg Palace, was destroyed
by fire in 1794.

abstract art. Term that can in its broadest sense
be applied to any art that does not represent
recognizable objects (much decorative art, for
example), but which is most commonly applied
to those forms of 2oth-cent. art in which the
traditional European conception of art as the
imitation of nature is abandoned. Although
modern abstract art has developed into many
different movements and ‘isms’, three basic ten-
dencies are recognizable within it: (i) the reduc-
tion of natural appearances to radically
simplified forms, exemplified in the work of
*Brancusi; (ii) the construction of art objects
from non-representational basic forms, as in Ben
*Nicholson’s *reliefs; (i) spoutaneous ‘free’
expression, as in *Action painting.

*Kandinsky is usually credited with having
made the first entirely non-representational
picture around 1910. The Czech painter
*Kupka and others passed from *Cubism to
non-representational abstraction in Paris about
1913, and at about the same time *Malevich
developed *Suprematism. The De *Stjl group
was formed in the Netherlands in 1917, its most
prominent member being *Mondrian. From the
1930s abstraction in one form or another

became the most general and the most charac-
teristic feature of 20th-cent. art styles.

Abstract Expressionism. A term which came
into common use from ¢.1950 to describe a
movement in *abstract art that developed in
New York in the 1940s. The term had originally
been applied to some of *Kandinsky’s early
abstract paintings, but first came into vogue
when applied to the work of Arshile *Gorky
and Jackson *Pollock. It was soon extended
to the work of other New York painters,
even when it was neither abstract (*de Koon-
ing, *Gottlieb) nor *Expressionist (*Rothko,
*Kline). The painters embraced by the term
shared a similarity of outlook rather than of
style—an outlook characterized by a spirit of
revolt against affiliations with traditional styles
or prescribed technical procedures, renunciation
of the ideal of a finished art product subject to
traditional aesthetic canons, an aggressive spirit
of self-determination, and a strong demand
for spontaneous freedom of expression. This
spontaneity is seen most clearly in the *Action
painting made famous by Pollock. The move-
ment has affinities with *Tachisme and made a
strong impact in several European countries
during the late 1950s and 1960s—the first
American movement to do so.

Abstraction-Création. The name taken by a
group of abstract painters and sculptors formed
in Paris in February 1931, following the first
international exhibition of abstract art held there
in 1930. It was successor to the group *Cercle
et Carré, founded in 1930. The group was open
to artists of all nationalities and the organization
was loose, so that at one time its numbers rose
to as many as 400. As indicated by its title, the
association was intended to encourage so-called
‘creative’ abstraction, by which was meant
abstract works constructed from non-figurative,
usually geometrical, elements (rather than ab-
straction derived from natural appearances, of
the kind being developed by Roger *Bissiére
among others in France). The association op-
erated by arranging group exhibitions and by
publishing an illustrated annual with the title
Abstraction-Création: Art non-figuratif, which ap-
peared from 1932 to 1936 with different editors
for each issue. Within this general principle the
association was extremely catholic in its outlook
and embraced many kinds of non-figurative art,
from the *Constructivism of *Gabo, *Pevsner,
and *Lissitzky, and the *Neo-Plasticism of
*Mondrian, to the expressive abstraction of
*Kandinsky, and even the *biomorphic ab-
straction of *Arp and some forms of abstract
*Surrealism. Owing, however, to the strength
of the Constructivist element and the supporters
of De *Stijl, the emphasis fell increasingly upon
geometrical rather than expressive or *lyrical
abstraction. After ¢.1936 the activities of the




association dwindled as some of the leading
Constructivists moved from France to England.
An exhibition ‘Abstraction-Création’, reviving
the works of this group, was staged in 1978 at
Munster and then at the Musée d’Art Moderne
de la Ville de Paris.

academy. Association of artists, scholars, etc.,
arranged in a professional institution. The ori-
ginal Academy was an olive grove outside
Athens where Plato and his successors taught
philosophy, and his school of philosophy was
therefore known as ‘The Academy’. In the
Italian *Renaissance the word began to be
applied to almost any philosophical or literary
circle and was sometimes employed of groups
of artists who discussed theoretical as well as
practical problems—in this sense it was used
somewhat ironically of *Botticelli’s studio
¢.1500. Similarly the famous Accademia of
*Leonardo da Vinci—the reference has come
down to us in engravings of the first years of
the 16th cent.—almost certainly implied no
more than a group of men who discussed
scientific and artistic problems with Leonardo.
Another premature ‘academy’ is the one at-
tributed by *Vasari to Lorenzo de’ *Medici
under the direction of the sculptor *Bertoldo,
a suitable ancestor for the one that Vasari himself
promoted in 1563; all the evidence suggests that
while Lorenzo allowed artists and others easy
access to his collections, there was no organized
body of any kind concerned with the arts in
the Florence of his day. Finally, there is an
engraving of 1531 by Agostino Veneziano
(1490—1540) which shows the Accademia di Baccio
Bandin in Roma in luogo detto Belvedere. Although
this portrays sculptors drawing a small statue in
*Bandinelli’s studio, it probably represents no
more than a group of friends discussing the
theory and practice of art.

The first art academy proper was set up some
30 years later when Duke Cosimo de’ Medici
founded the Accademia del Disegno in Florence
in 1563. The prime mover was Giorgio Vasari,
whose aim was to emancipate artists from
control by the guilds, and to confirm the rise
in social standing they had achieved during the
previous hundred years. *Michelangelo, who
more than any other embodied this change of
status in his own person, was made one of the
two heads and Duke Cosimo himself was the
other. Thirty-six artist members were elected,
and amateurs and theoreticians were also eligible
for membership. Lectures in geometry and
anatomy were planned, but there was no scheme
of compulsory training to replace regular work-
shop practice. The Academy quickly won great
international authority, but in Florence itself it
soon degenerated into a sort of glorified artists’
guild.

The next important step was taken in Rome,
where in 1593 was founded the Accademia di

ACADEMY

S. Luca, of which Federico *Zuccaro was elected
president. Though more stress was laid on
practical instruction than at Florence, theoretical
lectures were also prominent in theé Academy’s
plans. However, the Academy was not at all
successful in its war against the guilds until the
powerful support it received from Pope Urban
VIII (Maffeo *Barberini) in 1627 and 1633.
Thereafter it grew in wealth and prestige. All
the leading Italian and many foreign artists in
Rome were members; debates on artistic policy
were held; some influence over important com-
missions was wielded; and everything was done
to make the lives of those who were not
members (such as many of the Flemish freelance
artists working in Rome—see FIAMMINGO) as
unpleasant as possible.

The only other similar organization in Italy
was the Academy established in Milan by
Cardinal Federico Borromeo in 1620. But mean-
while the word was very frequently used of
private institutions where artists met either in a
studio or in some patron’s palace to draw from
life. The most famous example of this kind was
organized by the *Carracci in Bologna.

In France a group of painters, moved by the
same reasons of prestige as had earlier inspired
the Italians, persuaded Louis XIV (1638-1715)
to found the Académie Royale de Peinture et
de Sculpture in 1648. Here too the guilds put
up a powerful opposition, and its supremacy
was not assured until *Colbert was elected
Vice-Protector in 1661 and found in the Acad-
émie an instrument for imposing the official
standards and principles of taste. Colbert and
*Lebrun, the Director, envisaged dictatorship
of the arts, and for the first time in history the
expression ‘academic art’ acquired a precise
significance. The Académie arrogated to itself
a virtual monopoly of teaching and of exhibi-
tion, and by applying rigidly its own standards
of membership came to wield an important
economic influence on the profession of artist.
For the first time an orthodoxy of artistic and
aesthetic doctrine obtained official sanction.
Implicit in the academic theory and teaching
was the assumption that everything to do with
the practice and appreciation of art, or the
cultivation of taste, can be brought within the
scope of rational understanding and reduced to
logical precepts that can be taught and studied.

Other art academies were founded in Ger-
many, Spain, and elsewhere between the middle
and end of the 17th cent., and it has been
calculated that in 1720 there were nineteen of
them active in Europe. An upsurge of activity
occurred in the middle of the 18th cent., and
by 1790 well over a hundred art academies
were flourishing throughout Europe. Among
these was the *Royal Academy in London,
which was founded in 1768 (previously in
England there had been only private teaching
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academies, one of which was run by *Thornhill
and then by *Hogarth). For the most part these
academies were the product of a new awareness
on the part of the State of the place that art
might be expected to play in the life of society.
The Church and the court were no longer the
chief patrons of art. But with the growth of
industry and commerce the economic import-
ance attributed to good design led to official
support for teaching academies. Inseparably
linked to this motive was the promotion of
*Neoclassicism in opposition to the surviving
styles of *Baroque and *Rococo. Everywhere
the academies made themselves the champions
of the new return to the *antique. As far as
instruction went, the copying of casts and life
drawing were paramount, and Classical subjects
were particularly encouraged.

There was some opposition to these bodies
from the start. Towards the end of the 18th cent.
French Revolutionary sentiment was especially
bitter about the exclusive privileges enjoyed by
members of the Académie, and many artists,
with *David in the lead, demanded its dis-
solution. This step was taken in 1793, but
after various experiments had been tried and
substitute bodies set up, the Académie was
reinstated in 1816 as the Académie des
Beaux-Arts.

In fact the real threat to academies came
rather from the *Romantic notion of the artist
as a genius who produces his masterpieces by
the light of inspiration which cannot be taught
or subjected to rule. Opposition was accentuated
by the widening breach between creative artists
and the bourgeois public after aristocratic pat-
ronage declined. Virtually all the finest and
most creative artists of the 19th cent. stood
outside the academies and sought alternative
channels for exhibiting their works, although
*Manet for example, always craved traditional
academic success. When the revaluation of
19th-cent. art took place with the final re-
cognition of the *Impressionists this contrast
was too blatant to be ignored. Academies were
condemned out of hand by the adventurous,
though they still retained prestige among those
who were too confused by the prevailing
breakdown of taste to risk supporting what
they did not understand. Gradually com-
promises were made on both sides, facilitated
by the liberalization of the academies and the
increasing number of art schools which have
finally broken academic monopolies. Academies
now generally hold the view that they should
at least insist on certain standards of sheer
craftsmanship which any artist, however per-
sonal his vision, is expected to display. During
the 20th cent. the pace has quickened. Most
of the aesthetic movements, however re-
volutionary they seemed at the time, have
rapidly produced their own ‘academicism’ as

minor artists of no more than moderate en-
dowment have aped the mannerisms of the few
geniuses who have shaped each movement.
Thus, the word ‘academic’ now almost always
carries a pejorative meaning, and is associated
with mediocrity and lack of originality.

academy board. A pasteboard used for paint-
ing, especially in oils, since the early 19th cent.
It is made of sheets of paper sized and pressed
together, and treated with a *ground consisting
usually of white lead, oil, and chalk. Sometimes
it is embossed with indentations—a sort of
mechanical ‘grain’—in imitation of canvas
weave. Because it is fairly inexpensive, academy
board is a popular *support with amateur
painters, and it is also used by professional artists
for sketches and studies.

academy figure. A careful painting or drawing
(usually about half life-size) from the nude made
as an exercise. The figure is usually depicted in
a heroic pose, and there is a tradition of suitable
postures which goes back to the *Carracci. An
academy figure ascribed to *Géricault is in the
National Gallery, London.

Accademia di Belli Arti, Venice. The muni-
cipal picture gallery of Venice and one of the
most important collections in Italy. It was
founded by decree of Napoleon in 1807 and
combined the collection of the old Academy,
the Galleria dei Gessi founded in 1767, with
works of art from suppressed churches and
monasteries. The collection has continually been
enriched by additions, in particular Venetian
paintings returned after the fall of Napoleon in
1815 and those ceded by Austria in 1918.

Acconci, Vito. See BODY ART.

Achilles Painter. Greek vase painter, active in
Athens in the mid sth cent. Bc. He was a
contemporary of *Phidias and his paintings
have some of the nobility associated with the
great sculptor’s work. His compositions are
simple (usually limited to one or two figures)
and his figures are serene and graceful (A4 Muse,
Staatliche Antikensammlungen, Munich).

acroterion (pl. acroteria). An ornamental block
on the apex and at the lower angles of a
pediment, bearing a statue or a carved finial.

acrylic paint. A synthetic paint combining
some of the properties of *oils and *water-
colour. It is soluble in water, quick-drying,
apparently permanent, and can be used on a
wide variety of surfaces to create effects ranging
from thin washes to rich *impasto. First used
by artists in the 1940s, it is now a serious rival
to oil paint and has been much favoured by,
for example, David *Hockney.

Action painting. Term describing a technique
and style of painting—made famous by Jackson



*Pollock—in which paint is dribbled, splashed,
and poured over the canvas. The term, which
was first used in 1952 by tht art critic Harold
Rosenberg, emphasized the view—popular at
that time—that a picture should be not merely
a finished product but a record of the process
of its creation, i.e. the actions of the artist in
painting it. It is sometimes used as an alternative
name for *Abstract Expressionism, but such
usage is inexact, as Action painting represents
only one form of Abstract Expressionism. See
also GESTURAL PAINTING.

Adam, Frangois-Geérard (1710-61);
Lambert-Sigisbert  (1700—59);  Nicolas-
Sébastien (1705—78). French sculptors from
Nancy, brothers. All three brothers went to
Rome after training with their father Jacob-
Sigisbert (1670-1747), and on their return
adapted the Roman *Baroque style to French
*Rococo taste. Lambert-Sigisbert was the most
distinguished member of the family. His mas-
terpiece is the Neptune Fountain (1740) at Ver-
sailles, a work showing the influence of *Bernini
in its exuberant movement. Nicolas-Sébastien
is remembered mainly for the monument of
Queen Catharina Opalinska (1749) in the church
of Notre Dame de Bon Secours in Nancy.
Frangois-Gérard’s best works are probably his
garden statues for Frederick the Great of Prussia
at Sanssouci, Potsdam. Better known than any
of the three brothers is their nephew *Clodion.

Adam, Henri-Georges (1904—67), French
sculptor, graphic artist, and tapestry designer.
His figure sculptures were conceived in large
expressive planes somewhat in the manner of
*Brancusi; but he also did geometrical abstracts,
influenced by *Arp, which he sometimes dec-
orated with engraved patterns. Among his
best-known works is the Beacon of the Dead
monument at Auschwitz (1957—-8). He designed
tapestries for * Aubusson, as well as ones for the
United Nations and the French Embassy in
Washington.

Adam, Robert (1728-92). Scottish architect
and designer, the outstanding member of a
famous family of architects. Highly prolific
and successful in both Scotland and England,
he supervised the furnishing of his buildings
down to the last detail, creating a distinctively
elegant and highly influential style of interior
decoration. In 1812 the architect Sir John
Soane (1753—1837) wrote: ‘the light and elegant
ornaments, the varied compartments in the
ceilings of Mr Adam, imitated from Ancient
Works in the Baths and Villas of the Romans,
were soon applied in designs for chairs, tables,
carpets, and in every other species of furniture.’
Adam gave work to a number of outstanding
craftsmen, and Angelica *Kauffmann and her
husband Antonio Zucchi (1726-95) were among
the artists who painted decorative panels for his
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interiors (examples by Zucchi are at 20 Portman
Square, London, formerly the *Courtauld Insti-
tute of Art). About 9,000 of Adam’s drawings
are in the Soane Museum in London.

Adami, Valerio (1935— ). One of the leading
Italian *Pop artists. He uses pure, unmodulated
colours and depicts his subjects against a back-
ground of advertisements and posters, framing
his pictures with drawings in the manner of
comic-strip cartoons.

Ada School (or Ada Group). Term applied
to a group of stylistically related Carolingian
manuscripts from the Middle Rhine region, the
first of which is the Ada Gospels (Stadtbibliothek,
Trier), so called because it was made for Ada,
reputedly a sister of Charlemagne (742?—814).
The manuscripts are written in gold, sometimes
on purple vellum, and are sumptuously
*illuminated, combining *Early Christian and
*Byzantine models in style and *iconography.
Some *ivory carvings similar in style to the
manuscripts have also been included within
the group. It has been argued, however, that
the name ‘Ada School’ is inappropriate and
too restricted; that there was a more general
movement in illumination which cannot be
confined to one group of manuscripts. Con-
sequently, the name is now often used within
inverted commas.

Addison, Joseph (1672—1719). English essayist,
poet, statesman, and critic. His papers ‘On the
Pleasures of the Imagination’ published in The
Spectator in 1712 were regarded by 18th-cent.
writers on *aesthetics as striking out new ground
and formulating problems which became the
basis of aesthetic discussion well into the 19th
cent. By ‘Pleasures of the Imagination’ Addison
meant ‘such as arise from visible Objects, either
when we have them actually in our View, or
when we call up their Ideas into our Minds by
Paintings, Statues, Descriptions, or any the like
Occasion’. He laid the basis for the notion of
‘sensibility’ and for that of an ‘inner sense’ of
beauty which was taken up by *Hutcheson and
the philosopher David Hume (1711-76). As a
member of the *Kit-Cat Club Addison was
painted by *Kneller.

Adler, Jankel (1895—1949). Polish painter, act-
ive in Germany (1922-33), France (1933-9), and
Britain (1939—49). His work is eclectic and
varied, usually with strong expressionist over-
tones; his best-known paintings feature Jewish
life in Poland.

Aelst, Willem van (1625—.1683). Dutch
painter of lavish flower pieces and still lifes, a
pupil of his uncle Evert van Aelst (1602—57).
He worked in Paris, Florence, and Rome (he
was court painter to Ferdinando de’ *Medici,
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Grand Duke of Tuscany), before settling in
Amsterdam in 1657. His pupils included Rachel
*Ruysch.

aerial perspective. Term describing the means
of producing a sense of depth in a painting by
imitating the effect of atmosphere whereby
objects look paler and bluer the further away
they are from the viewer. Scientific analysis
shows that the presence in the atmosphere of
dust and large moisture particles causes some
scattering of light as it passes through it. The
amount of scattering depends on the wavelength
(hence colour) of the light. Short wavelength
(blue) light is scattered most and long wave-
length (red) is scattered least. This is the reason
why the sky is blue and why distant dark objects
appear to lie behind a veil of blue. Distant
bright objects tend to appear redder than they
would be if near because some blue is lost from
the light by which we see them.

The term ‘aerial perspective’ was invented by
*Leonardo, but the device was used by Roman
painters, for example at Pompeii. In the work of
Italian painters of Leonardo’s time, backgrounds
sometimes look artificially blue, and in general
aerial perspective has been more subtly exploited
in Northern Europe, where the atmosphere
tends to be hazier. No one used it more
beautifully than *Turner, in some of whose late
works it is virtually the subject of the painting.

Aertsen, Pieter (1508/9—75). Netherlandish
painter, active in his native Amsterdam and in
Antwerp. A pioneer of still life and *genre
painting, he is best known for scenes that at
first glance look like pure examples of these
types, but which in fact have a religious scene
incorporated in them (Butcher’s Stall with the
Flight into Egypt, Univ. of Uppsala, 1551).
Aertsen was the head of a long dynasty of
painters, of whom the most talented was his
nephew and pupil Joachim *Bueckelaer.

Aestheticism. A term applied to various ex-
aggerations of the doctrine that art is self-
sufficient and need serve no ulterior purpose,
whether moral, political, or religious. Both
the doctrine and its exaggerations have found
expression in the phrase ‘art for art’s sake’ (I'art
pour Part), which was apparently first used by
the French philosopher Victor Cousin (1792—
1867) in his lectures on Le Vrai, le Beau et le
Bien (1818, first published in 1836) at the
Sorbonne. In England ‘art for art’s sake’ became
the catchword of an exaggerated Aestheticism
which was satirized as early as 1827 by Thomas
de Quincey in his essay On Murder considered
as one of the Fine Arts. The affected dandyism
and extravagant cult of the beautiful that
characterized the ‘Aesthetic Movement’ in late
19th-cent. England was brilliantly parodied by
Gilbert and Sullivan in Patience (1881). In the

1870s and 1880s the hyper-sensibility cultivated
by certain followers of the *Pre-Raphaelites
obtained a sanction that was almost official in
Walter *Pater, who in the conclusion to The
Renaissance (1873) advocated a sensibility which
finds the most precious moments of life in the
pursuit of sensations raised to a pitch of ‘poetic
passion, the desire of beauty, the love of art for
art’s sake’. Oscar Wilde’s The Picture of Dorian
Gray (1891) expressed the same primacy for
the aesthetic experience. Reaction from the
tendency to regard the artist and connoisseur as
specially endowed individuals whose role was
to withdraw from everyday life and remain
shut off in what the critic Sainte-Beuve (1804—
69) first (in 1829) called the ‘Ivory Tower’
came from the *Arts and Crafts Movement
of William *Morris and *Lethaby. *Ruskin,
despite his enthusiastic worship of beauty, threw
in his weight against an art which was out of
touch with common life, and his controversy
with *Whistler on the ‘art for art’s sake’
doctrine has become famous. The would-be
emancipation of fine art from moral standards
and the common man was challenged by
*Tolstoy in What is Art? (1898).

The exaggerated one-sidedness of the doctrine
that art may have no ulterior motive, religious,
political, social, or moral, hardly survived the
turn of the century, though an echo of the
implied emphasis may be seen in the extreme
version of the ‘Formalist’ doctrine advocated
by Clive *Bell, who maintained that the values
of visual art reside solely in its formal qualities
to the exclusion of subject or representation.
But the more moderate form of the doctrine,
in which it is held that aesthetic standards
are autonomous, and that the creation and
appreciation of beautiful art are ‘self-rewarding’
activities, has become an integral part of 20th-
cent. aesthetic outlook.

aesthetics. Term defined in the Oxford English
Dictionary as ‘the philosophy or theory of taste,
or of the perception of the beautiful in nature
and art’. It was first used about the middle of
the 18th cent. by the German philosopher
Alexander Gottlieb Baumgarten (1714—62), who
applied it to the theory of the liberal arts or the
science of perceptible beauty. The scope and
usefulness of the term have been much discussed,
and in Gwilt’s Encyclopaedia of Architecture
(1842), it was still described as a ‘silly pedantic
term’ and one of ‘the useless additions to
nomenclature in the arts’ which had been
introduced by the Germans. In the 20th cent.
there is no general agreement about the scope
of philosophical aesthetics, but it is understood
to be wider than the theory of *fine art and
to include the theory of natural beauty and
non-perceptible (e.g moral or intellectual)
beauty in so far as these are thought to be
susceptible of philosophical or scientific study.




Affichiste. Name (literally ‘poster designer’)
taken by the French artists and photographers
Raymond Hains (1926— ) and Jacques de la
Villeglé (1926~ ), who met in 1949 and during
the early 1950s devised a technique of making
*collages from fragments of torn-down posters.
While Villeglé tried to organize his affiches
lacérées (torn posters) into aesthetic structures,
Hains used them to demonstrate the aesthetic
bankruptcy of the advertising world.

Afro (Afro Basaldella) (1912—76). Italian
painter. After passing through a *Cubist phase
he evolved a personal idiom of *Lyrical Ab-
straction and became one of the best-known
Italian painters in this style. During the 1950s
he painted murals for public buildings in his
home town of Udine. In 1958 he executed a
mural for the Unesco Building, Paris. Afro was
the brother of the sculptors Dino (1909- ) and
Mirko Basaldella (1910-69).

Agam, Yaacov (Jacob Gipstein) (1928— ).
Israeli sculptor and experimental artist, based in
Paris from 1951. In 1955 Agam participated,
with *Bury, *Tinguely, *Calder, and other
artists, in the exhibition ‘Le Mouvement’ at the
Denise René Gallery, considered the definitive
exhibition for the *Kinetic movement, and
from this time he was recognized as a pioneer
in those branches of non-figurative art which lay
stress on movement and spectator participation.
Agam often uses light and sound effects in
conjunction with his sculptures, and sometimes
the components of his works can be rearranged
by the spectator.

Agasse, Jacques-Laurent (1767-1849). Swiss-
born animal painter who settled permanently
in England in 1800 and became one of the
principal successors to *Stubbs. He studied
veterinary science in Paris as well as painting
(with J.-L. *David) and his work is distinguished
by anatomical accuracy as well as grace of line.
Although Agasse was initially successful in
England (George IV (1762-1830) was among
his patrons), he died poor and virtually forgot-
ten. The Musée d’Art et d’Histoire in his native
Geneva has the best collection of his work.

Agatharcus of Samos. Greek painter of the mid
or later sth cent. Bc. According to *Vitruvius
he was noted for stage scenery and was a pioneer
of *perspective.

Agoracritus. Greek sculptor from Paros of the
second half of the sth cent. Bc, a pupil of
*Phidias. His most celebrated work was a
colossal marble statue of Nemesis at Rhamnus;
a fragment of the head is in the British Museum,
London.

Agostino di Duccio (1418-81). Florentine
sculptor and architect. He was the most original
if not the greatest sculptor of his time, and the
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only 15th-cent. sculptor born at Florence who
owed little or nothing either to *Donatello or
to *Ghiberti. His fresh and lively style was
linear and graceful, with distinctive swirling
draperies. Reliefs at Modena Cathedral executed
by 1442 are accepted as his earliest work. Some
have seen in them indications of a debt to
Jacopo della *Quercia, and others of possible
training by Luca della *Robbia. In 1446 he was
banished from Florence for theft and from
€.1450 to 1457 he worked on the sculptural
*reliefs for the Tempio Malatestiano at Rimini
(see MALATESTA), which include personifications
of the Trivium and Quadrivium (see LIBERAL
ARTS). His other memorable large work is the
series of reliefs, partly in *terracotta, on the
fagade of the Oratory of S. Bernadino at
Perugia, on which he worked c.1457-61, as
architect as well as sculptor. Agostino also
executed several delightful reliefs of the Virgin
and Child (examples in the Louvre, Paris, and
V&A, London).

Agostino Veneziano. See ACADEMY.

air brush. An instrument for spraying paint or
varnish by means of compressed air. It looks
rather like an outsize fountain pen and is
operated in a similar fashion, the pressure of the
forefinger on a lever regulating the air supply.
It can be controlled so as to give large areas of
flat colour, delicate gradations of colour, or a
fairly fine line. Although it is most often
associated with commercial artists, it is also used
by painters such as *Hard Edge Abstractionists
and *Superrealists, who require a very smooth
finish.

Aken, Joseph van (c.1699-1749). Flemish-born
painter who settled in London around 1720,
and in the 1730s and 1740s became the leading
specialist drapery painter of his day, working
for numerous portraitists, notably *Hudson and
*Ramsay, who were his executors. He also
painted some *genre scenes and *conversation
pieces. His brother Alexander (c.1701-57) was
his assistant and also made *mezzotints. Arnold
van Aken (d. 1735/6) is presumed to have
been another brother. Almost nothing is known
of him. The family name was also spelled
‘Hacken’.

alabaster. Soft, semi-transparent stone (a form
of gypsum) extensively used in sculpture in the
later Middle Ages. Its most notable use was in
small *retables, which were made in great
numbers in England, many of them for export—
they were sent even as far as Italy, Spain, and
Russia. The best collection of such retables
is in the Hildeburgh bequest at the Victoria
and Albert Museum, London, and other fine
examples are in the Castle Museum at
Nottingham, a town that was famed for its
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‘alabastermen’. The production of religious im-
ages was cut off abruptly by the Reformation,
but some tombs continued to be carved in
alabaster until the 18th cent. Several modern
sculptors, notably Henry *Moore, have used
alabaster, generally for small carvings.

Albani, Cardinal Alessandro (1692-1779).
Italian churchman, the leading collector and art
patron in Rome in his day. He came from
a distinguished family that included several
cardinals and also Pope Clement XI (1649—
1721), but he led a worldly life and was
notorious for his lucrative dealings in the art
market, not hesitating to have works heavily
restored if it made them sell better. With the
help of his librarian *Winckelmann, he made
a fine collection of *antique sculpture, much of
which is now in the Glyptothek at Munich. It
was housed in the villa he had built (1755—63)
by Carlo Marchionni, where *Mengs painted
his famous ceiling painting Parnassus (1761), one
of the key works of *Neoclassicism.

Albani (or Albano), Francesco (1578—1660).
Bolognese painter. After a period in the studio
of Denis *Calvaert and subsequently in the
*Carracci academy under Lodovico Carraccli, he
moved to Rome (c.1600), where he collaborated
with Annibale Carracci and *Domenichino on
various decorative schemes, including work in
the Palazzo Farnese. In 1616 he returned to
Bologna and produced, besides altarpieces,
many allegorical paintings and idyllic landscapes
in a charmingly light-hearted style which
proved very popular in England in the late 18th
cent.

Albers, Josef (1888—1976). German-American
painter and designer. After studying at the
Royal School of Art, Berlin, 1913—15, he did
lithographs and woodcuts in the *Expressionist
manner while teaching at the School of Arts
and Crafts, Essen. He then studied painting at
the Munich Academy under Franz von Stuck
(1863—1928), who had been a teacher of *Kan-
dinsky and *Klee, from 1919 to 1920, when he
entered the *Bauhaus and occupied himself
particularly with glass pictures. He studied and
taught at the Bauhaus, where his activities
embraced stained glass, typography, and de-
signing furniture and utility objects. When the
Bauhaus closed in 1933 he made his first
visit to the newly founded experimental Black
Mountain College in North Carolina. Albers
was one of the first of the Bauhaus teachers to
emigrate to the USA (he became an American
citizen in 1939) and one of the most active in
propagating Bauhaus ideas there. He taught at
Harvard and Yale as well as Black Mountain
College and received many academic awards.
As a painter Albers was best known for his long
series, begun in 1950, entitled Homage to the
Square. The paintings in this series consisted of

squares within squares of closely calculated sizes
and subtly varied hues, within a narrow range
of colour. The research into colour which they
embodied was published in Interaction of Color
(1963), and his disciplined ideas and techniques
were influential on *Op art.

Albert, Prince (Francis Charles Augustus Al-
bert Emmanuel of Saxe-Coburg-Gotha) (1819—
61). German-born Consort of Queen Victoria,
whom he married in 1840, an influential figure
in many fields of art. Albert was an amateur
painter, designer, and architect (Osborne House,
the royal residence on the Isle of Wight, is
largely his creation), but his importance lies
more in his roles of patron, collector, and
administrator. He was a tireless committee
worker on behalf of the arts; in 1841 he was
appointed chairman of the Royal Commission
set up ‘to take into consideration the Promotion
of the Fine Arts of the Country, in connection
with the Rebuilding of the Houses of Parlia-
ment’, and ten years later he was the inspiration
behind the Great *Exhibition, held at the Crystal
Palace. The profits from the Exhibition were
used to endow the South Kensington (later
renamed *Victoria and Albert) Museum. As a
collector he was ahead of his time in his
appreciation of *‘primitive’ artists (the *Duccio
Crucifixion in the royal collection was one
of his purchases). He greatly improved the
administration of the art treasures at Hampton
Court and Windsor Castle, and was a pioneer
in the use of photography in art history. After
his death, Victoria had him commemorated in
numerous monuments, of which the Albert
Memorial (1863—72) in Kensington Gardens,
designed by Sir George Gilbert Scott (1811—
78), is the most famous.

Alberti, Leon Battista (1404—72). Italian
architect, sculptor, painter, and writer, the most
important art theorist of the *Renaissance. Born
in Genoa, the illegitimate son of an exiled
Florentine merchant, he was educated at Padua
and Bologna, and proved himself a precocious
scholar; at the age of 20 he wrote a Latin
comedy, Philodoxeos, which passed as an original
Latin work. In about 1428 he went to Florence
and became a friend of the most advanced
artists—* Brunelleschi, *Donatello, *Ghibertr,
Luca della *Robbia, and *Masaccio. To all
these, jointly, he dedicated his first theoretical
work on the arts, Della Pittura (1436), which
contains the first description of *perspective
construction. (This was first written in Latin as
De Pictura, but Alberti translated it into Italian
for Brunelleschi’s benefit.) Alberti wrote on a
wide variety of other topics, complementing
Della Pittura with treatises on architecture (De
Re Aedificatoria) and sculpture (De Statua). He
worked on De Re Aedificatoria until his death
and it became the first printed book on archi-




tecture in 1485: De Statua is generally dated to
the 1460s.

Alberti was the most representative figure in
the change which took place at the Renaissance
from the medieval attitude to art as a symbolic
expression of theological truths to the hu-
manistic outlook, and the new ideas of scientific
naturalism found their fullest expression in his
writings. In the breadth of his knowledge and
the rational and scientific temper of his mind
he was typical of the early humanists. He
thought of architecture as a civic activity and
broke new ground by dealing with it in the
context of unified town planning. In accordance
with the new status of the artist as an exponent
of a *liberal art and not 2 mere manual worker,
Alberti emphasized in all his works the rational
and scientific basis of the arts, and the necessity
for the artist to have a thorough grounding in
such ‘sciences’ as history, poetry, and math-
ematics. His definitions of the various arts were
no longer in terms of religious function, but
entirely in human terms, with a strong ad-
miration for classical antiquity. In some contexts
he defines painting in language of unqualified
naturalism, but elsewhere he recognizes that the
artist is bound to seek an ideal of beauty
which cannot be achieved simply by accurate
reproduction of nature, but involves selection.
At times he identifies the beautiful with the
typical in nature. In the De Re Aedificatoria he
evolves a theory of beauty in terms of an
ultimately mathematical symmetry and pro-
portion of parts. He distinguished the rational
appreciation of beauty from the vagaries of
individual taste, though at times he held that
beauty is what pleases the eye. While many of
Alberti’s ideas were of Platonic origin, often
derived through *Vitruvius, he was not iden-
tified with the mystical Neo-Platonism of Mar-
silio Ficino (1433—99) and Pico della Mirandola
(1463—94) encouraged by Lorenzo de’ *Medici.

Alberti spent most of his life in Florence and
Rome (he held a secretarial post in the papal
court from 1432 to 1464), and he worked as an
architect in both these places as well as in
Mantua and Rimini. His buildings—among them
the churches of S. Andrea and S. Sebastiano
in Mantua, and the fagade of Sta. Maria Nov-
ella and the Palazzo Rucellai in Florence—are
among the outstanding architectural works
of the early Renaissance, but almost no trace
survives of his work as a painter or sculptor.
Two self-portrait plaques are attributed to him
(Louvre, Paris, and NG, Washington), but no
paintings are extant.

Albertina, Vienna. One of the world’s most
celebrated collections of Old Master drawings
and prints. It was founded in 1776 by Archduke
Albert of Sachsen-Teschen (1738—1822) and his
wife Christina (1742—98), a daughter of the
empress Maria Theresa, who devoted their
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lives to the collection. They found unique
opportunities in the Netherlands, of which the
Archduke was governor, and also through the
breaking up of the great French collections
shortly before the Revolution in 1789. The
Albertina collection was enlarged under Albert’s
successors and taken over by the state in 1918.
It is preserved in the archducal palace, where a
changing selection of its treasures (among them
a superlative collection of *Diirer’s drawings
that can be traced back directly to the artist’s
widow) is on view to the public.

Albertinelli, Mariotto (1474-1515). Flor-
entine painter, trained by Cosimo *Rosselli, in
whose studio he met Fra *Bartolommeo. The
two went into partnership in 1508, but soon
after this Albertinelli abandoned painting to
become an inn keeper, saying (according to
*Vasari) that he was fed up with criticism and
wanted a ‘less difficult and more cheerful craft’.
Albertinelli’s paintings are elegant but rather
insipid. His best-known pictures are the Visita-
tion (Ufhzi, Florence, 1503) and an Annunci-
ation (Accademia, Florence, 1510).

Albright, Ivan Le Lorraine (1897-1983).
American painter, the son of Adam Emery
Albright (1862-1957), a painter who studied
under *Eakins. During the First World War
Albright served in France as a medical draughts-
man and worked with a meticulous detail and
clinical precision that anticipated his later style,
which shows a morbid obsession with death
and corruption. His work has a minute pin-point
exactness in depicting haphazard accumulations
of random articles, evoking a poignant im-
pression of melancholy for a beauty that is past.
Two of the paintings that Albright himself
considered among his most important works
are in the Art Institute of Chicago: That Which
I Should Have Done I Did Not Do (1931—41)
and Portrait of Mary Block (1955—6). In the same
collection is the painting Albright did for the
Hollywood film (1943) of Oscar Wilde’s The
Picture of Dorian Gray, showing the loathsomely
corrupted title figure; Albright’s identical twin
brother, Malvin Marr Albright (1897—- ),
did the portrait of the young and beautiful
Dorian for this film.

Alcamenes. Athenian sculptor of the second
half of the sth cent. Bc, a pupil of *Phidias.
*Pausanias’ assertion that he made the sculptures
of the west pediment of the temple of Zeus at
Olympia is implausible, but numerous other
works by him are mentioned in ancient sources,
and after the end of Phidias’ career in Athens.
Alcamenes was probably the leading sculptor
in the city. Several of his works are known
from copies, and a badly mutilated marble
statue in the Acropolis Museum in Athens is
perhaps an original by him representing Procne
with Itys.
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Aldegrever, Heinrich (1502—c.1555). German
engraver and painter, one of the leading artists
in the Westphalia of his day. He is usually
grouped with the so-called *Little Masters, since
he hked working on a rather small scale.
His numerous engravings, usually of religious
subjects, betray the all-pervading influence of
*Durer. Little is known of his activity as a
painter.

Aldine Press. A famous press established in
Venice in 1494 by one of the most distinguished
scholar-printers of the 16th cent., Aldus Man-
utius (1449-1515). During the twenty-one years
of his activity Aldus deliberately devoted his
energies to the cause of scholarship and did
more than any other man to facilitate the spread
of the new learning among the scholars of
Europe. The work by which he is most widely
known is the long series of small octavo volumes
of Greek and Latin classics, bearing his device
of an anchor and dolphin. Aldus was the first
printer to design a small book which was
convenient for the student. In order to compress
the texts into the limited compass of the octavo
volume Aldus needed a type quite different
from the roman and gothic letters then in use
for large library folios. In 1501 he therefore
designed a new small type, which was based on
the cursive script then fashionable in Italy. It is
from this type that the letter we call italic
derives. Aldus also designed a Greek type for
which the handwriting of his friend Marcus
Musurus is said to have served as a model. The
wide influence of the Aldine books set a fashion
in Greek letters which lasted for three centuries.

Alechinsky, Pierre (1927— ). Belgian painter
and graphic artist. In 1947 he became a member
of the association *Jeune Peinture Belge and in
1949 joined the *Cobra group. He severed his
connection with Cobra in 1951 and settled in
Paris, where he studied graphic techniques at
Studio 17 under S. W. *Hayter. At this time
he made contact with Japanese calligraphers and
in 1955 he travelled to the Far East and produced
a film Calligraphie japonaise. Alechinsky paints
in a style of vigorous, even violent, expressive
abstraction which has closer affinities with
Nordic *Expressionism than with the Classical
restraint of the School of *Paris. Residual
figurative motifs remained constant to his work,
and these were redolent of a turbulent fantasy,
often approaching *Surrealism and also showing
a strong debt to *Ensor.

Alexander Mosaic. A *mosaic from Pompeii
(now in the Archaeological Mus., Naples) de-
picting Alexander the Great (356-323 BC) face
to face with Darius III, the king of Persia, at
the Battle of Issus (333 BC). It is about § m.
long, spectacular and dynamic in composition,
and one of the finest mosaics to survive (albeit
substantially damaged) from the ancient world
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or any other period. *Pliny praises a painting
of the subject by Philoxenos of Eretria, and the
mosaic is probably modelled on this lost original.

Alexander Sarcophagus. A marble *sarco-
phagus, shaped like a chest with roofed lid,
found at Sidon and now in Istanbul (Ar-
chaeological Mus.). It takes its name from the
high *reliefs of the panels on the sides and ends,
which show Alexander the Great lion-hunting,
etc. The sculpture, good work of ¢.300 Bc, is
exceptional for the admirably preserved and
effective colouring.

Alexandros. See VENUS DE MILO.

Algardi, Alessandro (1598-1654). Italian
sculptor, born in Bologna, where he had his
initial training in the *Carracci academy. He
settled in Rome in 1625 and became, after
*Bernini, the most outstanding sculptor in the
city. During the pontificate of Innocent X
(1644—55) Bernini was out of favour and Algardi
replaced him at the papal court. His principal
works are the tomb of Leo XI (Alessandro de’
*Medici) (1634—44) and the huge relief of Pope
Leo driving Attila from Rome (1646—53), both in
St Peter’s, Rome, and the free-standing group
of The Decapitation of St Paul (1641—7) in S.
Paolo, Bologna. He was a prolific sculptor of
portrait *busts, and these are his works that are
now generally most admired—indeed he ranks
as one of the greatest portrait sculptors of all
time (excellent examples are in the Victoria and
Albert Museum, London, and the City Art
Gallery, Manchester). His style was generally
more sober and Classical than Bernini’s (al-
though portraits have occasionally been disputed
between them), reflecting his Bolognese up-
bringing, his work as a restorer of antique
statuary, and his friendship with artists such as
*Domenichino, *Duquesnoy, *Poussin, and
*Sacchi.

Algarotti, Francesco (1712—64). The foremost
Italian art critic of his day, a cosmopolitan snob
of great charm, whose friendship with some of
the leading men of Europe—notably the French
philosopher Voltaire and Frederick the Great of
Prussia—played a part in spreading Venetian
culture. His writings proclaimed a watered-
down version of the *Neoclassicism which was
then gaining ground in Europe (though not yet
in Venice). For some years he influenced the
practice of his friends *Tiepolo (‘restraining his
wilder fantasies’ as he claimed), and *Canaletto
(encouraging his architectural *capricci), as well
as *Piazzetta and other Venetian painters. His
real importance lies in his having helped to
make acceptable the bolder ideas of other men
and thus to break down the cultural isolation
of Italy. He was a notable collector of paintings
and drawings, and was employed by Frederick



Augustus II (1696-1763), Elector of Saxony, to
buy pictures for the Dresden Gemildegalerie.

Alison, Archibald (1757-1839). Scottish aes-
thetician and divine. His Essays on the Nature
and Principles of Taste (1790), published in the
same year as *Kant's Critique of Judgement, had
a revolutionary influence on English aesthetic
writing and important bearings on later *Ro-
mantic theory. He held that previous thinkers
had erred in supposing aesthetic enjoyment to
be a simple emotion, believing himself to have
shown that it is produced only when the arousal
of a simple emotion or the exercise of some
moral affection is followed by the ‘Excitement
of a peculiar exercise of the Imagination’, and
that the two constituent elements in the complex
aesthetic emotion are always distinguishable and
sometimes distinguished in our experience. The
play of imagination which Alison held to be
essential to aesthetic appreciation consists in the
indulgence of an associative train of thought
and imagery activated by, and emotionally
related to, the object of appreciation.

Alken. Family of British sporting artists of
Danish origin. Samuel Alken senior (1750—
1815) did hunting and sporting landscapes in
the manner of *Stubbs. He was the father of
Samuel Alken junior (1784-1825) and of
Henry (1785—1851), the latter of whom became
one of the most prolific sporting painters and
illustrators of his time. His gaunt but sprightly
style was already archaic in his day, but he
excelled at representing the life and movement
of the hunting field and at suggesting typical
aspects of the English countryside. The great
popularity of coloured *aquatints after his
paintings (some of them produced under the
name ‘Ben Tally-Ho’) has persisted. He was
also proficient in etching and published The
Art and Practice of Etching (1849). His other
publications included Sporting Sketches (1817)
and National Sports of Great Britain (1820). He
had four sons, among them Henry Gordon
Alken (1810—92), with whose work his own is
often confused.

Allan, David (1744—96). Scottish portrait and
*genre painter. He spent the years 1764—c.1775
in Italy, studying with Gavin *Hamilton and
winning a prize for history painting at the
Academy of St Luke in Rome. In 177080 Allan
worked in London, then at the end of this
period he settled in Edinburgh as a painter of
portraits and *conversation pieces. When abroad
he had made studies of French and Italian
peasants and he painted scenes of Scottish
life in a similar vein, which earned him the
misleading title of ‘the Scottish *Hogarth’. Such
works influenced * Wilkie.

Allan, Sir William (1782-1850). Scogtish his-
torical painter, who travelled extensively in

ALLORI

Russia, the Middle East, and elsewhere. He was
elected RA in 1835 and knighted in 1842. His
accuracy of detail, the heroic scale of his work,
and his exotic subject matter (The Black Dwarf,
NG, Edinburgh) satisfied the same appetite as
did the novels of Sir Walter Scott (1771-
1832), who was his enthusiastic supporter. With
*Wilkie, he did much to establish the vogue
for historical *genre painting in Scotland.

alla prima. Method of painting, primarily in
oils, in which the paint is applied directly to
the ground, without underpainting, and the
finished surface is achieved with a single ap-
plication of *pigments. Alla prima is Italian for
‘at first’; synonymous terms are ‘direct painting’,
‘wet on wet’, and the French au premier coup
(at first stroke). Direct painting was practised
from the 17th cent. (for example by *Hals),
but it was not until the middle of the 19th cent.
that it became the chief method in oil painting.
Its growing popularity was connected with the
availability of commercial paints of a buttery
consistency which after drying retained the
marks of manipulation better than the earlier
studio-manufactured paints, as well as with
Romantic ideas about spontaneity of expression.

Allied Artists’ Association. A group of Brit-
ish artists formed by the critic Frank Rutter and
artists in *Sickert’s circle for the purpose of
organizing annual exhibitions of independent
progressive painters in the jury-free manner of
the French *Salon des Indépendants. The group,
which represented a reaction to the conserva-
tive values of the *New English Art Club,
was formed in 1908 and held the first of its
exhibitions in the Albert Hall in that year.
*Brancusi, *Kandinsky and *Zadkine received
the first British showing of their works at
these exhibitions. In addition to *Sickert, the
Association included Spencer *Gore, Harold
*Gilman, the future president of the *London
Group, Lucien *Pissarro, Augustus *John,
Henry *Lamb, Walter *Bayes, and Charles
*Ginner. It was from the Allied Artists’ As-
sociation that the *Camden Town Group
emerged in 1911.

Allori, Alessandro (1535—1607). Florentine
painter, the pupil and adopted son of *Bronzino.
An early visit to Rome added the influence of
late *Michelangelo paintings to that of his
master’s courtly *Mannerism. The Pearl Fishers
(Studiolo of Francesco I, Palazzo Vecchio, Flor-
ence, ¢.1570) is generally considered his master-
piece; playful and full of artifice, it combines
nude figures obviously drawn from Michel-
angelo with Bronzino’s svelteness and enamelled
colouring. His frescos include *grotesques for
the *Ufhzi (1580) and two large antique histories
for the *Medici villa of Poggio a Caiano. His
son Cristofano (1577-1621) was one of the
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leading Florentine painters of his period. He is
remembered primarily for one work, Judith with
the Head of Holofernes (c.1615, Pitti, Florence, and
other versions), in which his femme fatale mistress
is portrayed as Judith and he has depicted his
own features in Holofernes’ severed head. The
Ashmolean Museum in Oxford possesses por-
traits by both Alessandro and Cristofano Allori.

All-over painting. A term used for a style of
painting in which the whole surface of the
canvas is treated in a relatively uniform manner
and traditional ideas of composition—of the
picture having a top, bottom, or centre—are
abandoned. First used of the ‘drip’ paintings of
Jackson *Pollock, the term has since been
applied to paintings of other artists where the
overall treatment of the canvas is relatively
uniform, whether relying on texture or on
‘scribbled’ material as with Cy *Twombly or
on colour as with the *Colour Field painters.
The German term is Streu-Komposition (see also
FIELD PAINTING).

Allston, Washington (1779—1843). American
painter and writer, the most important artistic
personality of the first generation of *Ro-
manticism in the USA. Samuel Taylor Cole-
ridge (1772-1834), who met him in Rome and
whose portrait Allston painted (NPG, London),
considered him ‘a man of ... high and rare
genius ... whether I contemplate him in the
character of a Poet, a Painter, or a Philosophic
Analyst’. Allston spent his working life in
Boston apart from two lengthy visits to Europe:
during the first, 1801—8, he studied under
Benjamin *West at the *Royal Academy and
exhibited three pictures there, subsequently visi-
ting France with John *Vanderlyn; the second
stay in England was from 1811 to 1818. Up to
¢.1818 his Romanticism expressed itself in the
grandiose and dramatic, and his large canvases
exploited the mysterious, monumental, and
terrific aspects of nature (The Rising of a Thun-
derstorm at Sea, Mus. of Fine Arts, Boston,
1804). In his later period he was a forerunner of
the subjective and visionary trend in American
landscape painting, which relied more upon
mood and reverie than upon observation or
drama. Typical of this quietist style is the
smaller, more dreamlike picture The Moonlight
Landscape (Mus. of Fine Arts, Boston, 1819).
Through his pupil Samuel F. B. *Morse his art
of poetic mood became indigenous in the USA.
Allston’s writing included poetry, a novel, and
Lectures on Art (posthumously published, 1850).

Alma-Tadema, Sir Lawrence (1836-1912).
Dutch painter who settled in London in 1870
and took British nationality in 1873. He spe-
cialized in historical genre scenes, beginning
with medieval subjects, but then—following a
visit to Pompeii in 1863—turning to the ancient

world. His paintings evoke a Hollywood vision
of ancient Greece and Rome (and sometimes
Egypt), with their sensuous depiction of beau-
tiful women, exotic costumes, and marbled
settings—Punch called him a ‘marbellous artist’.
They were enormously successful and he had a
sumptuous lifestyle in his house in St John’s
Wood, which had previously been owned by
*Tissot and which Alma-Tadema remodelled
as a Roman villa. He became RA in 1879, was
knighted in 1899, and received the Order of
Merit in 1905. His success encouraged several
imitators, including his wife Laura (1852-1909),
his daughter Anna (d. 1943), and painters such
as John William Godward (1861-1922) and
Edwin Long (1829—91). However, Alma-
Tadema’s work went completely out of favour
after his death, and his reputation has only
recently revived.

Alsloot, Denis van (c.1570—¢.1627). Flemish
painter of landscapes with religious and mytho-
logical figures, especially noted for scenes of
processions and fétes. In 1599 he became a
master in Brussels and worked for the court
there. Until c.1610 Alsloot painted in the manner
of *Coninxloo and Jan *Brueghel, but then
developed a more realistic, unromanticized style.
In his earlier pictures the figures were often by
Hendrick de *Clerck. His best-known works
are a series, painted for the Archduchess Isabella,
of the Ommeganck procession in 1615 (sur-
viving examples are in the Prado, Madrid, and
the Victoria and Albert Museum, London).
He also painted several scenes connected with
festivals at the Abbaye de la Cambre at Brussels.
The winter landscapes are among the most
attractive of Alsloot’s paintings, with small
brightly coloured figures set off against the light
backgrounds.

Altamira. A site of palaeolithic rock painting
30 km. from Santander near the village of
Santillana del Mar in northern Spain, the first
prehistoric rock paintings to be discovered. The
entrance to the cave was found by accident
in 1869. Excavations were started by Don
Marceliano de Sautuola in 1879 and during the
operations the roof paintings were discovered
by his infant daughter. The antiquity and
authenticity of the paintings were at first denied
by most prehistorians and they were repudiated
at the Congress of Anthropology and Prehistoric
Archaeology held at Lisbon in 1880, but the
doubts were dispelled after the discoveries in
1901 of cave art near Les Eyzies by Henri Breuil
(1877—1961). The cave extends for 300 m. into
a limestone massif, but the paintings are in a
gallery, often no more than 2 m. high, about
30 m. from the entrance. The best-preserved
paintings are those on the roof, which comprise
twenty—five polychrome figures of animals,
mainly bison, drawn almost life-size with the




contours accentuated here and there by engrav-
ing. The paintings are naturalistic in style,
making full use of the irregularities of the rock,
and they display a remarkable grasp of essential
form and an eye for characteristic attitude
and movement. The cave also contains fine
engravings of animal heads. The polychrome
paintings are assigned to the Upper Magdalenian
period (c.12,000 BC) and are regarded, with those
at *Lascaux, France, as being the outstanding
paintings known from the prehistoric era.

altarpiece. A picture, sculpture, screen, or
decorated wall standing on or behind an altar
in a Christian church. They vary enormously
in size and conception, from tiny portable
pictures to huge structures embracing the arts of
architecture, sculpture, and painting (enormous
and extraordinarily complex altarpieces are
particularly common in Spanish art). They do,
however, divide into two main types: the
reredos, which rises from ground level behind
the altar; and the retable, which stands either
on the back of the altar itself or on a pedestal
behind it. Many altars have both.

Altdorfer, Albrecht (c.1480-1538). German
painter and printmaker working in Regensburg,
of which town he was a citizen from 1505
onwards, the leading artist of the so-called
*Danube School. It seems that Altdorfer learned
his trade during the early years of the century
in Austria, where he was influenced by Lucas
*Cranach, with whom he shared a hitherto
unusual interest in landscape. *Diirer’s art too
was known to him through the woodcuts
and engravings. Mingled with these German
impressions was a knowledge of the art of
*Mantegna, perhaps through the mediation of
Michael *Pacher. Yet in spite of these varied
influences Altdorfer’s style always remained
personal. Most of his paintings are religious
works, but he was one of the first artists to
show an interest in landscape as an independent
genre. In works such as the altar for S. Florian
near Linz (1518) or the Christ Taking Leave
of His Mother (NG, London) he achieved a
wonderful unity of mood between action and
landscape, and two pure landscape paintings
(without any figures) by him are known (NG,
London, and Alte Pinakothek, Munich). His
patrons included the emperor Maximilian
(1527—76) and Louis X, Duke of Bavaria (1516~
45), for whom he painted the celebrated Battle
of Issus (Alte Pinakothek, Munich, 1529), which
formed part of a large series of famous battle-
pieces from Classical antiquity. With its dazzling
light effects, teeming figures, and brilliant col-
ours, it is one of the finest examples of Altdor-
fer’s rich imaginative powers. From 1526 until
his death Altdorfer was employed as town
architect of Regensburg. No architectural work
by him is known, but his interest in architecture
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and his skill in handling intricate problems of
*perspective are demonstrated by his Birth of
the Virgin (Alte Pinakothek, Munich).

Altichiero (c.1330-c.1395). Italian painter. He
probably came from Zevio near Verona and is
sometimes considered to be the founder of the
Veronese School, although the only surviving
example of his work in that town is a fresco in
Sta Anastasia dated from near the end of his
life. Most of his surviving work is in Padua,
where he had a hand in fresco cycles in the
Basilica of St Anthony (between 1372 and 1379)
and in the Oratory of St George (between 1377
and 1384), in the latter of which he collaborated
with an artist called Avanzo, who is otherwise
unknown and whose contribution to the work is
uncertain. Altichiero’s gravity and the solidity
and voluminousness of his figures clearly reveal
his debt to *Giotto’s frescos in the Arena Chapel
of Padua. But his pageant-like scenes with their
elaborate architectural views express the taste
of the late 14th cent. for *Gothic intricacy,
while his naturalism in the study of plants,
animals, and portraiture formed the point of
departure for a new style which is reflected in
*Pisanello.

Alvarez y Cubero, José (1768-1827). The
leading Spanish sculptor of the *Neoclassical
period, sometimes called ‘the Spanish *Canova’.
After studying at Granada, Madrid, and Paris
he settled in Rome (1805—25), where Canova
befriended him. Among his admirers were the
emperor Napoleon, and Ferdinand VII (1784—
1833) of Spain. He preferred Classical themes
such as Nestor and Antilochus (Modern Art Mus.,
Madrid, 1818), but was also an accomplished
portrait sculptor.

Amarna art. Art associated with the city of (el-)
Amarna, founded by the Pharaoh Akhenaten
(1379-1361 BC) when he moved his court
northwards from Thebes to a virgin site. Akhe-
naten tried to impose a form of solar mono-
theism upon Egypt, and the art of the period
represents the only real break in Egyptian
tradition, for the rejection of the old gods and
more particularly of the accepted notion of the
afterlife implied a reappraisal of the basic concept
of artistic representation. Although certain con-
ventions such as the drawing of the eye remained
unchanged, Amarna art was in general more
naturalistic and relaxed than art of earlier and
succeeding periods. There was greater play with
sloping lines and curves and a marked interest
in drapery and streamers, which together gave
a curiously feminine allure.

The new approach to art, in some degree
inspired by the king himself, could not as such
survive his death and the return to orthodox
religious ideology, but certain features had a
lasting influence on work of later periods.
Many of the treasures found in the tomb of
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Akhenaten’s successor, Tutankhamun (c.1334—
1325 BC), are characteristic of Amarna art.

amateur. An artit who works purely for
pleasure, rather than for a livelihood. In western
art, the idea of amateur status began to have
meaning only with the advent of the *Re-
naissance, before when the wvisual arts were
considered mere crafts and therefore socially
disreputable. The change in the intellectual and
social status of the artist brought about by
figures such as *Leonardo meant that even
princes began to submit to the lure of the arts,
not only as patrons but as practising amateurs.
In the 15th cent. René d’Anjou (1434-80) gave
up his dukedom to devote himself to painting
and landscape gardening, and England witnessed
several distinguished aristocratic amateur artists
in the 17th and 18th cents., notably Sir Nathaniel
*Bacon, the third Earl of *Burlington, and
Prince *Rupert. With the development of
*water-colour in the 18th and 19th cents.—
the amateur medium par excellence—amateur
painters proliferated all over Europe. They
included eminent men such as *Goethe, and
statesmen began to advocate painting as a means
of relaxation—*a joyride in a paint-box’ as Sir
Winston Churchill, author of Painting as a
Pastime (1948), expressed it. At the same time,
sketching and water-colour became accepted
‘accomplishments’ for the prototypes of the
clegant young ladies depicted in the novels of
Jane Austen (1775-1817). Queen Victoria (1819—
1901) practised both painting and etching.

Local drawing and painting societies had
received parliamentary recognition before the
end of the 19th cent. and increased steadily in
numbers during the first half of the 20th cent.
Although the phrase ‘Sunday afternoon painter’
has become a term of opprobrium, amateurs
bulked largely in the recognized associations
such as the *London Group and the National
Association. Amateurs even invaded the once
jealously guarded exhibitions of the *Royal
Academy and, finally, the dubious economic
status of the many professional artists who are
not in regular employment has tended to
obscure any sharp distinction between pro-
fessional and amateur.

An equivalent term ‘dilettante’ became cur-
rent in England after the fouudation of the
Society of *Dilettanti in 1733—4, at a time
when ‘amateur’ had not yet been adopted and
‘virtuoso’ (see VIRTU) had already acquired a
professional meaning. The dilettante interests
himself in the arts for ‘delight’ as the amateur
does for ‘love’. Both words are apt to suggest
a lack of serious aim or study, but there are
amateurs who cannot be regarded as dilettanti,
this term implying a degree of social distinction.
In the non-dilettante category are some of the
‘Sunday afternoon painters’, who first appeared
in France in the late 19th cent. In general these

were painters who without formal training
exercised a natural talent and depicted either
their idiosyncratic vision (e.g. Henri *Rousseau),
or the simple everyday things and events around
them (e.g. Louis *Vivin). To this category
belongs the venerable ‘Grandma’ *Moses, who
took her native America by storm with scenes
of remembered childhood set down on canvas
with naive but evident sincerity. From the
1930s *primitives have become a regular
stock-in-trade of art dealers throughout the
world.

The word ‘amateur’ was also used as early as
1784 for a person who had a taste for any art
or craft. About 1803 it developed the specialized
meaning of a person who cultivates any pursuit
purely as a pastime, and in the field of sport
this meaning has become formalized into the
distinction between amateur and professional.
But the phrase ‘amateur of the arts’ is still
current in the sense of a person who cultivates
several of the arts as a connoisseur and neither
for gain nor as an executant.

In China, contrary to the position in the
West, art has always been accorded a noble
position, and the amateur has enjoyed a higher
status than the professional. (The difference in
status might be seen as analogous to the dis-
tinction between ‘Gentlemen’ and ‘Players’ that
applied in English cricket until 1963.) The
Emperor Hui Tsung (1082—1135) was perhaps
the most distinguished of all such amateurs.

amber. A fossil *resin derived from various
trees and found mainly on the southern shores
of the Baltic, used as an ingredient of some oil
*varnishes. As it is a hard resin, difficult to
dissolve, it is not suitable for varnishing modern
pictures painted with *linseed oil and *tur-
pentine, since cracks may be caused by rapid
hardening over the comparatively soft layers of
*pigment underneath. It also turns yellow and
brown, becoming cloudy with time, and can
be removed only by the strongest solvents.

Amberger, Christoph (d. 1561/2). German
portrait painter. He worked in Augsburg, which
had many cultural and economic ties with Italy
(he met *Titian when he visited the city in
1548), and his style emulates the grand manner
of the Venetian School, paying as much at-
tention to rich effects of dress and jewellery
as to psychological subtlety. His Charles V
(Staatliche Museen, Berlin, ¢.1532) is typical of
his portrait manner. His rare figure compositions
(Virgin and Child between Saints Ulrich and
Afra, Augsburg Cathedral, 1554) are less
distinguished.

Ambrosiana, Milan. Picture gallery founded
by Cardinal Federico Borromeo in 1618 as a
sister institution to the already famous Am-
brosian Library. It has a small but choice




collection of Italian and Flemish paintings (Car-
dinal Borromeo’s friend Jan *Brueghel is well
represented) and an important collection of
drawings, including works by *Leonardo and
*Raphael.

American Abstract Artists. An association of
American abstract painters and sculptors formed
in 1936 with the aims of making New York a
centre for *abstract art. The group held annual
exhibitions and disseminated the principles of
abstract art by lectures, publications, etc. Among
the early members were: Josef * Albers, Balcomb
*Greene, who became the first President, Ad
*Reinhardt, Ilya *Bolotowsky, Willem *de
Kooning, Burgoyne *Diller, and David *Smith.
By the mid 1940s the battle was won. Abstract
art had achieved recognition and the activities
of the association dwindled, though it continued
to stage exhibitions. In the 1950s, however,
it became active again with more than 200
members.

American Scene painting. Term applied to
the work of various painters who in the 1920s
and 1930s depicted aspects of American life and
landscape in a naturalistic, descriptive style. The
term does not signify an organized movement,
but rather an aspect of a broad tendency for
American artists to move away from abstraction
and the avant-garde in the period between the
two world wars. *Burchfield and *Hopper are
among the best known exponents of American
Scene painting, and the *Regionalists, who were
more self-conscious in their nationalism, are also
embraced by the term.

Amigoni, Jacopo (c.1682—1752). Italian *Ro-
coco decorative painter and portraitist. He was
born in Naples, formed his style in Venice, and
had an international career, working in Bavaria,
England, Flanders, France, and Spain. His
English sojourn lasted from 1730 to 1739 (with
a break for a visit to Paris in 1736), his finest
surviving work from this period being a series
of four paintings on the Story of Jupiter and Io
at Moor Park (now Moor Park Golf Club) in
Hertfordshire. He was the last of the Venetian
decorators to come to England, in the wake of
*Pellegrini and the *Ricci, for the rise of Lord
*Burlington’s *Palladian school had stifled the
demand for decorative painting. Amigoni, how-
ever, earned a good living with his portraits,
and is said to have persuaded *Canaletto to try
his fortune in England.

Amman, Jost (1539—91). Swiss engraver, born
in Zurich and active mainly in Nuremberg,
Germany. He was perhaps the most prolific
book illustrator of his day and one of his pupils
boasted that he produced more drawings in
four years than could be carted away in a
hay-wagon. On the whole his woodcuts and
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engravings are perhaps more important as doc-
uments of contemporary life than for their
artistic value and his Panoplia Omnium Artium
(1568) in particular contains a wealth of pictorial
evidence on contemporary crafts and techniques.

Ammanati, Bartolommeo (1511-92). Floren-
tine *Mannerist architect and sculptor, strongly
influenced by *Michelangelo and *Sansovino,
on whose Library in Venice he worked. From
1551 he worked with *Vasari and the architect
Giacomo Vignola (1507-83) on Pope Julius III’s
Villa Giulia in Rome. His best-known works
in Florence are the Ponte Sta Trinita (1567-70),
destroyed during the Second World War, but
rebuilt, and his additions to the *Pitti Palace
(1558-70), including the rusticated courtyard. In
sculpture his chief work is the rather ponderous
fountain (1560—75) in the Piazza della Signoria,
Florence, with its marble Neptune and bronze
Nymphs. Ammanati beat several sculptors, in-
cluding *Cellini and *Giambologna, in a
competition for this commission, but the work
was not well received. In old age, influenced
by Counter-Reformation piety, he wrote a
recantation of his secular works and destroyed
some. He was married to Laura Battiferri, a
poet who was the subject of a memorable
portrait by *Bronzino.

Analytical Cubism. See cuBism.

anamorphosis. Painting or drawing which is
so executed as to give a distorted image of the
object represented but which, if viewed from a
certain point or reflected in a curved mirror,
shows the object in true proportion, the purpose
being to mystify or amuse. The earliest examples
appear in *Leonardo’s notes, and the word first
appears in the 17th cent. Well-known examples
of anamorphosis in painting are the portrait of
Edward VI in the National Portrait Gallery,
London (1546, of uncertain attribution) and the
distorted skull in *Holbein’s Ambassadors (NG,
London, 1533).

Ancients. Group of English *Romantic artists
active for about a decade in the 1820s and 1830s.
The leading member of the group was Samuel
*Palmer; others included Edward *Calvert and
George *Richmond. The name derives from
their passion for the medieval world, but they
concentrated on pastoral subjects, sharing the
mystical outlook of their inspiration, William
*Blake, who himself took part in some of their
activities, which included poetry-reading and
music-making.

Andre, Carl (1935— ). American *Minimal
sculptor. He produces his works by stacking
identical ready-made commercial units such as
styrofoam planks, bricks, cement blocks, ce-
ramic magnets, etc., according to a math-
ematically imposed modular system and without
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adhesives or joints. These works were dis-
mantled when not on exhibition. From ¢.1965
he abjured height and made his arrangements
as horizontal configurations on the ground,
using an orthogonal grid determined by simple
mathematical principles. He also became one of
the pioneers of *Earthwork art. In England
Andre is best known for the sensational publicity
accompanying ‘the Tate bricks’ incident in 1976.
His Equivalent VIII (1966) (consisting of 120
bricks arranged two deep in a rectangle) was
vandalized and there was an outcry about the
alleged waste of public money on its purchase
by the Tate Gallery (which had occurred some
four years earlier).

Andrea da Firenze (Andrea Bonaiuti) (active
¢.1343—77). Florentine painter, responsible for
the remarkable frescos in the Spanish Chapel of
Sta Maria Novella, a church of the Dominican
Order. The frescos illustrate the Triumph of
the Faith and the Dominican doctrine. In their
descriptive detail they belong to the tradition
of *Giotto, but otherwise, in the more rigid
composition and impassive countenances, they
mark a return to the Italo-Byzantine style of
painting. Both the severity and the meticulous
detail accorded with the expository style of
the Dominican preaching friars. Andrea is last
recorded in 1377 working on frescos of the Life
of St Raynerius in the Campo Santo at Pisa.

Andrea del Castagno (Andrea di Bartolo di
Bargilla) (c.1421—57). One of the most power-
ful Florentine painters in the generation after
*Masaccio. According to tradition, in 1440 he
painted frescos at the Palazzo del Podesta of
rebels against Cosimo de’ *Medici who were
sentenced to be hanged by the heels after the
Battle of Anghiari, earning him the sobriquet
Andreino degli Impiccati (of the hanged men).
These have been destroyed, and Andrea’s earliest
known surviving works are frescos in the church
of Sta Zaccaria in Venice (1442), painted in
collaboration with an obscure artist called Fran-
cesco da Faenza. By 1444 he was back in
Florence, designing a stained-glass window for
the cathedral, and soon after he began his
greatest work, a series of frescos on Christ’s
Passion for the monastery of Sta Apollonia
(now a Castagno Mus.), dominated by one of
the most celebrated of all portrayals of The Last
Supper. In their emotional vigour and sinewy
realism these paintings have been regarded as
the pictorial equivalent of the sculpture of
*Donatello, but they also have something of
Masaccio’s monumentality. *Vasari said of him
‘He excels in showing movement in his figures
and the disquieting expression of their faces ...
the vigorous drawing of which emphasizes their
gravity.” Andrea’s other noteworthy works in
Florence include the St Julian (SS. Annunziata,

1454—5), an equestrian portrait—~Niccolo da To-
lentino—a pendant to *Uccello’s earlier fresco
of Sir John Hawkwood in the cathedral, and
an extraordinarily intense pair of altar frescos
for SS. Annunziata (c.1455).

Vasari started the rumour that Castagno
murdered his friend * Domenico Veneziano, and
it was not until the 19th cent. that it was
discovered that Castagno had died early of the
plague and that Domenico in fact had outlived
him. The story, however, makes it easy to
believe that the intensity of his work reflected
a fierce temperament.

Andrea del Sarto (1486—1530). Florentine
painter. The epithet ‘del sarto’ (of the tailor) is
derived from his father’s profession; his real
name was Andrea d’Agnolo di Francesco. After
an apprenticeship under *Piero di Cosimo he
soon absorbed the style of poise and beauty
developed by Fra *Bartolommeo and *Raphael
in Florence during the first decade of the
16th cent.,, and following the departures of
*Leonardo, Raphael, and *Michelangelo (all of
whom had left Florence by 1509) he became
established with Bartolommeo as the out-
standing painter of the city. Apart from a visit
to France in 1518-19, Andrea was based in
Florence all his life, although he probably visited
Rome soon after his return from France, and
made short visits elsewhere. He excelled as a
fresco decorator (there are outstanding examples
in Florence in SS. Annunziata and the Chiostro
dello Scalzo), and he also painted superb altar-
pieces (The Madonna of the Harpies, Ufhzi,
Florence, 1517) and portraits (A Young Man,
NG, London).

The reputation of Andrea del Sarto was
largely made and marred by *Vasari, who said
that his works were ‘faultless’ but represented
him as a weakling completely under the thumb
of his wicked wife. In Robert Browning’s poem
on the painter (1855) and in a psychoanalytic
essay by Freud’s disciple Ernest Jones (1913)
attempts are made to link a supposed lack of
vigour in his mellifluous art with these traits of
character. This, however, is hardly just and a
good deal of Vasari’s account of Andrea’s private
life has been shown to be factually inaccurate
(the scandal-mongering is mainly in the 1550
edition of his book and was suppressed in the
1568 edition). Andrea has suffered from being
the contemporary of such giants as Michelangelo
and Raphael, but he undoubtedly ranks as one
of the greatest masters of his time. In grandeur
and gracefulness he approaches Raphael, and he
had a feel for colour and atmosphere that was
unrivalled among Florentine painters of his
period. He also numbers among the finest
draughtsmen of the Renaissance (the best col-
lection of his drawings is in the Uffizi). His
compositional mastery was well brought out
by *Wolfflin (Classic Art, ch. vi). More recent




criticism has concentrated on those features
of his art which foreshadow the *Mannerist
experiments of his great pupils *Pontormo and
*Rosso Fiorentino.

Andrea del Verrocchio. See VERROCCHIO.
Andrea di Bartolo. See BARTOLO DI FREDI.

Andriessen, Jurriaen (1742—1819). Dutch artist
whose unsentimental paintings and prints de-
picted scenes of everyday life. He was director
of a private drawing academy in Amsterdam
from 1799 until his death, and had great
influence on early 19th-cent. Dutch artists.
*Troostwijck was his most important pupil.

Angelico, Fra (Guido di Pietro) (c.1400—55).
Florentine painter, a Dominican friar. Although
in popular tradition he has been seen as, in
*Ruskin’s words, ‘not an artist properly
so-called but an inspired saint’, Angelico was in
fact a highly professional artist. The Dominican
Order discouraged individual inspiration and
sought to maintain the tradition of art in the
service of religion, yet he remained in touch
with the most advanced developments in con-
temporary Florentine art and in later life trav-
elled extensively for prestigious commissions.
Angelico probably began his career as a manu-
script *illuminator, and his early paintings are
strongly influenced by *International Gothic.
But even in the most lavishly decorative of
them all—the Annunciation in the Diocesan
Museum in Cortona—*Masaccio’s influence is
evident in the insistent perspective of the
architecture.

For most of his career Angelico was based in
S. Domenico in Fiesole (he became Prior there
in 1450), but his most famous works were
painted at S. Marco in Florence (now an
Angelico museum), a Sylvestrine monastery
which was taken over by his Order in 1436.
He and his assistants painted about fifty frescos
in the friary (c.1438—45) that are at once the
expression of and a guide to the spiritual life
and disciplined devotion of the community.
Many of the frescos are in the friars’ cells and
were intended as aids to devotion; with their
immaculate colouring, their economy in draw-
ing and composition, and their freedom from
the accidents of time and place, they attain a
sense of blissful serenity.

In the last decade of his life Angelico also
worked in Orvieto and Perugia, and most
importantly in Rome, where he frescoed the
private chapel of Pope Nicholas V in the Vatican
with Scenes from the Lives of SS. Stephen and
Lawrence (1447—50). These differ considerably
from the S. Marco frescos, with new emphasis
on the story and on circumstantial detail, which
brings Angelico more clearly into the main-
stream of 1sth-cent. Italian fresco painting.

ANIMAL STYLE

Angelico died in Rome and was buried in
the church of S. Maria sopra Minerva, where
his tombstone still exists. His most important
pupil was Benozzo *Gozzoli and he had con-
siderable influence on Italian painting. His par-
ticular grace and sweetness stimulated the school
of Perugia, and Fra *Bartolommeo, who fol-
lowed him into the Convento di S. Marco
in 1500, had something of his restraint and
grandeur.

*Vasari, who referred to Fra Giovanni as ‘a
simple and most holy man’, popularized the use
of the name Angelico for him, but he says it is
the name by which he was always known, and
it was certainly used as early as 1469. The
painter has long been called ‘Beato Angelico’
(the Blessed Angelico), but his beatification was
not made official until 1984.

. Angry Penguins. An Australian avant-garde

journal (1940—6) devoted to arts and letters. It
provided support for an Australian type of
*Expressionism with allegorical and regional
qualities, and fostered the early work of such
artists as Sidney *Nolan and Arthur *Boyd.

Anguier, Frangois (c.1604—69) and Michel
(c.1613—86). French sculptors, brothers, who
stood apart from the mainstream which in the
middle of the 17th cent. was dominated by
Jacques *Sarrazin. They went to Rome about
1641 and joined the studio of *Algardi. On
their return to France (Frangois in 1643, Michel
in 1651), the brothers collaborated on the tomb
of Henry de Montmorency in the chapel of the
Lycée at Moulins (1648—52), which reveals the
new Roman influence they introduced into
France. Later the two brothers worked mainly
apart, Michel having the more interesting career.
His work includes the decoration of the interior
of the church of the Val-de-Grace, Paris (1662—
7), and the Nativity group in St Roch, Paris
(1665).

Anguisciola, Sofonisba (c.1530-1625). Italian
portrait painter, one of six painter-sisters from
Cremona. She was the first woman artist to
achieve international renown, being called to
Spain by Philip II (1527-98) and visited by van
*Dyck in Genoa in 1623, when she was in her
nineties. Her self-portraits and portraits of her
family are considered her finest works; they are
somewhat stiff, but can have great charm.

Angus, Rita (1908—70). New Zealand painter,
mainly of portraits and landscapes. She was
considered one of the leading figures in New
Zealand art, particularly in the 1940s. Working
in both oils and water-colours, she painted in a
forthright, brightly coloured style. She also
painted under her married name, Rita Cook.

Animal style. Term applied to a distinctive
tradition of art in portable goods which de-
veloped from the 7th cent. BC and was once
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spread, with local variations, among the moun-
ted nomads of Europe and northern Asia right
across the steppes from Hungary to the Gobi
desert, and occasionally even beyond. The style
was first studied in modern times when gold
plaques representing animals were collected
from western Siberia under Peter the Great
(1672-1725) of Russia, but it did not become
well known until the barrows of south Russia
began to be opened during the 18th cent. and
excavated more scientifically during the 19th
cent. Its origins are disputed and the whole
subject is full of pitfalls.

Anker, Albert (1831-1910). Swiss painter. He
worked in a style of sentimental naturalism, and
was once very popular, his chief title to fame
being the favour his works found with Adolf
Hitler.

Annigoni, Pietro (1910-88). Italian painter.
Although he valued his religious and allegorical
works most highly, he became internationally
famous for his portraits, particularly those of
members of the British royal family. They are
generally dismissed by critics as tasteless and
portentously inflated, but they are enormously
popular with the general public: more than
200,000 people went to see one of his portraits
of Queen Elizabeth 11 (NPG, London) during
the fortnight when it was first exhibited in
1970. His meticulous technique was based on
Italian *Renaissance art and he often worked in
*tempera.

Anquetin, Louis (1861-1932). French painter.
He was a friend of Van *Gogh and *Toulouse-
Lautrec (fellow-students in *Cormon’s studio),
and with *Bernard he was one of the pioneers
of *cloisonnism. After about 1890, however,
Anquetin’s work was much more traditional,
and he became interested in research into the
techniques of the Old Masters, notably *Rubens.
As well as paintings he produced many draw-
ings, and also made tapestry cartoons.

Anshutz, Thomas Pollock. See HENRI.

Antal, Frederick (1887-1954). Hungarian-
born art historian who settled in England in
1933 and became a British citizen in 1946. He
was deeply interested in historical methodology,
and is regarded as the leading exponent of an
approach that attempted to apply the Marxist
interpretation of history to the arts. His views
are most fully expressed in Florentine Painting
and its Social Background (1948), in which he
argues that developments in style and subject
matter were directly influenced by social and
political changes. The book was widely regarded
as an important contribution to the study of
Italian Renaissance art, but it was also attacked
as being over-rigid in the way it linked artistic
phenomena with social and economic causes.

Antal’s other books include the posthumously
published Hogarth and his Place in European Art
(1962), in which he applied his methods more
subtly and flexibly, revealing his fascination
with *Hogarth as an expression of English
middle-class morality and culture. A collection
of his articles, Classicism and Romanticism, with
Other Studies in Art History (1966), includes
‘Remarks on the Method of Art History’, which
is a statement of his own credo. Antal never
held a regular teaching post in England (he
occasionally lectured at the *Courtauld Insti-
tute), but he was an influential figure.

antefix. An architectural ornament, often of
*terracotta, placed at the eaves or along the
cornice of a Classical building to mask the end
of each ridge of tiling.

Antelami, Benedetto (active late 12th cent.).
Italian *Romanesque sculptor, the most notable
figure in the history of Italian sculpture before
Nicola *Pisano. His name first appears on a
marble panel representing the Descent from the
Cross (1178) in Parma Cathedral. He is chiefly
known for his *reliefs on the doors of the
Baptistery at Parma, which was begun in 1196,
and it has been suggested that he may have
overseen the whole structure as architect as well
as sculptor. On stylistic grounds he has also
been credited with a hand in the sculptural
decorations of Fidenza Cathedral (formerly
Borgo San Donnino) and of S. Andrea at
Vercelli. Little or nothing is known about
Antelami’s history, but certain affinities of his
work with Provence (particularly at S. Gilles
and Arles) have given rise to the belief that he
may have been trained there. His elongated
figures, his compact compositions, and skilful
use of drapery folds to emphasize design give
his work a gravity and dramatic expressiveness
hitherto unknown to north Italian sculpture.
His work had great influence in Italy.

Antenor. Athenian sculptor active in the late
6th cent. BC. In antiquity he was famous for his
bronze group of the Tyrannicides (now lost),
which was carried off to Susa by Xerxes in
480 BC and restored by Alexander (356—323 BC)
or one of his successors. An impressively solid
marble *kore from the Acropolis at Athens may
belong to a base signed by Antenor; and by
comparison of style some archaeologists attri-
bute to him the pedimental sculpture of the late
* Archaic temple of Apollo at Delphi.

Antes, Horst (1936— ). German painter,
sculptor, and graphic artist. He is indebted to
the German *Expressionist tradition, and is best
known for his ‘Gnome’ paintings, clumsy,
heavily stylized figures, usually represented in
profile, with eyes set one above the other and
over-large, hulking hands and feet.



anthemion. A Greek decorative motif with
radiating plant forms of honeysuckle or of lotus
and palmette pattern. The term is sometimes
applied to decorative patterns which incorporate
only one of these motifs.

Anthonisz., Cornelis (c.1499—after 1556).
Netherlandish painter, etcher, and designer of
woodcuts. He was active in Amsterdam and in
1544 made a large map of that city, now in
the Weigh House there. He worked as a
cartographer in the service of the emperor
Charles V and also painted group portraits,
most notably The Civic Guard (Historical Mus.,
Amsterdam, 1533), an early example of a type
in which *Hals was later to specialize.

Antico (Pier Jacopo Alari Bonacolsi) (c.1460—
1528). Italian sculptor, goldsmith, and medallist.
His nickname derived from his Classically in-
spired statuettes, which won him great popu-
larity (he also restored ancient sculpture). He
visited Rome in the 1490s, but worked mainly
in and around his native Mantua, particularly
for the *Gonzaga family and Isabella d’ *Este.

Antinous. A representation in sculpture of the
beautiful youth of this name who was a favourite
of the emperor Hadrian. After Antinous was
drowned while accompanying Hadrian up the
Nile in AD 130 his name became surrounded by
romantic legend, and the grief-stricken emperor
commemorated him in lavish fashion. He foun-
ded a city called Antino6polis in Egypt, erected
temples in his memory, and had him honoured
in festivals. Antinous was frequently represented
in sculpture, sometimes as Apollo or Dionysus,
and several examples survive, although the
identification is not always certain, and the title
‘Antinous’ has sometimes been given generally
to figures of beautiful and graceful youths.
Particularly famous were the Belvedere Anti-
nous (Vatican Museums), which was regarded
as one of the standards of male beauty (for
*Bernini’s views on it, se¢c ANTIQUE), and a relief
(Villa Albani, Rome) excavated at Hadrian’s
Villa at Tivoli in 1735. It was one of the greatest
treasures of Cardinal *Albani and was regarded
by his librarian *Winckelmann as one of the
peaks of ancient art.

antiphonal (or antiphonary). A liturgical
book containing those parts of the Mass or
Divine Office which are sung antiphonally (i.e.
in responses) by the choir. The Gradual, which
has only the hymns sung after the Epistle, often
forms part of it. Although antiphonals were in
common use since Early Christian days, their
*illumination and decoration seems to have
begun only ¢. AD 1000. Appropriate scenes from
the Bible or the lives of the saints were chosen
to illustrate the text. During the Middle Ages
rich pictorial cycles were preferred, but from
the 14th cent. onward words and music took
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precedence over pictures, the latter being con-
fined to historiated initials, while scrolls and
*grotesques framed the page.

Antipodeans. The name adopted by a group
of Australian painters who held an exhibition
and published a manifesto in 1959 which cham-
pioned the figurative image and was critical of
abstract art. The best-known member of the
group was Arthur *Boyd.

antique, the. The physical remains of the
Greek and Roman world, or more particularly
the remains of antique sculpture, which have
been for later artists an inspiration, a challenge,
and a canon of perfection. Such remains have
never been totally absent and seldom totally
disregarded. Memories of Classical ornament or
drapery forms recur throughout the Middle
Ages, and occasionally, as in the 13th-cent.
Visitation group at Reims Cathedral, a true
Classic dignity was attained. The revival of
interest in Classical antiquity at the Italian
*Renaissance of the 15th cent. was not a new
or unheralded phenomenon, but it was in
15th-cent. Italy that the recovery of the Classical
antique as a Golden Age in the past became a
deliberate ideal. Artists and scholars found in
Classical sculpture a key to reality, awakening
their awareness of the beauty of the human
body and its expressive potentialities. *Ghib-
erti’'s writings testify to his admiration for
antique statues and *cameos found in his lifetime
which, as we can infer, he eagerly collected.
We know from a letter by Poggio Bracciolini
(1380-1459) that *Donatello ‘highly praised’
antique marbles, and his David would be un-
thinkable without a close study of the antique.
In the latter half of the 15th cent. architects
such as Giuliano da Sangallo (c.1443-1516)
vied with the humanists in searching for and
recording Classical remains and inscriptions,
and even such a conservative Sienese artist as
*Neroccio is documented as the owner of an
antique marble head and plaster casts of Apollo.

When Filippino *Lippi went to Rome he
carried with him a letter of introduction by
Lorenzo de’ *Medici asking one of the cardinals
to show the artist his collection of antiques. The
role which Lorenzo’s own collection in the
gardens of S. Marco played in the forma-
tion of artists such as *Bertoldo and of
*Michelangelo has been vividly described
by *Vasari, whose account, however, may
be coloured by his own academic bias.

Vasari, indeed, attributed the attainment of
perfection by the generation of *Leonardo,
Michelangelo, and *Raphael in no small measure
to the discovery of the famous antiques of the
Vatican collection, notably the * Apollo Belvedere
and the *Laocoén (found 1506). There can be
no doubt that the challenge of these late
masterpieces did have its effect on the artists
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of the day, though it was mainly the next
generation, particularly the apprentices from
northern Europe, who systematically drew after
the antique. *Heemskerck’s sketch-books are
characteristic of this trend. Towards the middle
of the 16th cent. the role of the antique in the
curriculum of artists became firmly established.
Vasari advises the study from statues, simply
because these do not move and are easier to
draw from than the live model; but he also
warns (in the ‘Life’ of *Mantegna) against
transferring the habits thus acquired to the
rendering of life. Giovanni Armenini in his De’
Veri Precetti della Pittura (1587) already gives a
list of ‘canonic’ antiques, including the famous
*Belvedere Torso, and the group of the river-god
Nile (Vatican), which achieved a genuinely
‘Classical’ authority and were carried by means
of engravings, casts, and copies into every artist’s
studio.

In 17th-cent. Europe every artist had to define
his attitude towards the canons of the antique,
and the philosophical justification for this de-
pendence on antique models was given in
*Bellori’'s famous oration, Idea, where he
claimed in the ancient statuary a revelation of
an absolute beauty that had been discovered
once and for all (see DEAL). To the followers
of the academic doctrine each of the great
antiques, to which now had to be added the
*Farnese Hercules, the *Borghese Warrior, the
*Medici Venus, and the *Barberini Faun, rep-
resented a type of physique that could serve as
a permanent standard for the artist. Nor was
antique influence confined to those artists whose
work was most obviously Classical (for example
*Poussin). *Rubens warned painters (in a letter
printed by *de Piles) against the harsh manner
that can result from too much attention to the
antique, but he was a great student of Classical
art himself; and *Bernini, when he addressed
the Academy in Paris in 1666, said ‘In my early
youth I drew a great deal from Classical figures,
and when I was in difficulties with my first
statue I turned to the * Antinous as to the oracle’.

Reverence for the antique was given a new
lease of life when the *Neoclassical movement
reacted against the frivolities of *Rococo fash-
ions. The coldness of the marble seemed to
symbolize the aloofness of Stoic grandeur. Art
was purged of its sensuality and superficial
prettiness, and antique statues were imitated
in a cold and often mechanical manner. In
opposition to earlier ideas, *Winckelmann
preached the belief that Classical artists had
deliberately avoided representing extreme pas-
sions, and he regarded the antique less as a
source of expressive formulas than as a model
of noble restraint. During the later 18th cent.,
however, travellers began to discover Greece,
and the Roman copies of Greek originals which
had hitherto supplied the main knowledge of

Classical art were supplanted by the fresher
sculptures of sth-cent. Greece and the virile
forms of *Archaic and *Minoan art.

The authority of the antique declined with
the onset of *Romanticism, with its stress on
self-expression, but its influence has still con-
tinued. Drawing from casts of antique sculpture
remained a part of most official art training into
the 20th cent., and *Picasso, for example, often
drew on Classical art as a source of inspiration;
in particular, his ‘Neoclassical’ paintings of the
19205 owed much to visits to the Archaeological
Museum in Naples.

Antolinez, José (1635—75). Spanish painter,
born and active in Madrid. Like *Murillo in
Seville, he had a penchant for paintings of
the Immaculate Conception, and his colourful,
sweet style has much in common with Murillo’s.
His temperament was anything but sweet,
however, for he was renowned for his arrogance
and died of wounds received in a duel.

Antonello da Messina (c.1430-79). Italian
painter, from Messina in Sicily, a pioneer of
*oil painting in Italy. According to *Vasari he
was a pupil of Jan van *Eyck and brought the
‘secret’ of oil painting to Italy, but he is most
unlikely to have visited northern Europe. He
probably acquired his knowledge of northern
techniques either in Naples, then artistically
dominated by the Netherlands, or by contact
with Flemish artists, perhaps in Milan. Early
examples from the many years he worked in
his home town of Messina (c.1455—75) are a
Crucifixion (Museum, Sibiu, Romania), in which
the drama is played out against a background
of the local landscape in the Flemish manner,
and a St Jerome (NG, London).

At the same time, perhaps inspired by the
visit to Sicily of the Italian sculptor Francesco
*Laurana, he was developing a style based on
simplified, rounded, and sculptural modelling.
In another Crucifixion (NG, London) the com-
position is Italian but the treatment of light and
atmosphere is Flemish. This was painted (1475)
just before a visit to Venice (1475/6). The
principal work he executed in Venice itself
was the S. Cassiano altarpiece, of which two
fragments only remain, both in the Kunst-
historisches Museum, Vienna. Its arrangement
was perhaps derived from Giovanni *Bellini’s
lost altarpiece for SS. Giovanni e Paolo; but it
was itself influential, for several younger Vene-
tian artists borrowed directly from it and
Bellini himself admired the modelling of its
figures. Antonello in turn softened his modelling
under Bellini’s influence, as we see in the St
Sebastian in the Gemaildegalerie, Dresden.

Antonello’s *bust portraits—in three-quarter
view, of Flemish type—also enjoyed a notable
vogue in Venice: their expressions were more
lively than in the portraits by *Memlinc then




being imported and, like Antonello’s religious
works, they show a remarkable ability to com-
bine Northern particularity of detail with the
Italian tradition of grandeur and clarity of form.
(The example in the National Gallery, London,
is sometimes considered a self-portrait.)

Antonio de Comontes. See BORGONA.

Apelles. Greek painter active in the 4th cent. Bc,
born at Colophon in Asia Minor. Apelles was
reckoned in antiquity to be the greatest of Greek
painters, but none of his work remains. His
technical treatises on painting also are lost and
more anecdotes survive about him than useful
information. He was court painter to Philip of
Macedon (382-336 BC) and his son Alexander
the Great, and one of the most famous stories
about Apelles tells how Alexander gave him his
mistress Pancaspe after the artist had fallen in
love with her while painting her in the nude.
Apelles was said to excel all other painters in
grace and was also agreed in antiquity to
have been a master of composition and of
*chiaroscuro. Among his recorded subjects are
portraits of Alexander the Great (particularly
famous was one for the temple of Artemis at
Ephesus), Aphrodite Anadyomene (Venus rising
from the sea) made for the temple of Asclepius
at Cos, brought to Rome by Augustus, and set
up in the temple of Caesar, and Calumny.

Descriptions of his work by Classical authors
were well known during the *Renaissance and
mnspired several major artists to attempt to
emulate them. *Botticelli made a painting
and *Mantegna a drawing of Calumny (Ufhzi,
Florence, and BM, London, respectively), and
*Titian did an Aphrodite Anadyomene (NG,
Edinburgh, on loan from Ellesmere collection).
A small but majestic painting of Zeus Enthroned
in the House of the Vettii at Pompeii may
well be a reminiscence of Apelles’ picture of
Alexander holding a thunderbolt.

Aphrodite of Cnidus. Statue by *Praxiteles,
made for the people of Cnidus. It is.now lost,
but it was his most famous work in antiquity,
and was the ancestress of the modern female
nude—the first life-size statue showing the
goddess completely naked. Several Roman cop-
ies survive (for example in the Vatican): they
show the goddess in a gently twisted pose, with
right hand casually masking the pudenda and
left hand dropping her robe over an urn. The
statue was placed in an open shrine so it could
be seen from all four sides, each view being
equally admired. *Pliny thought it was the
finest statue in the world, and *Lucian wrote
of ‘the smile playing gently over her parted
lips’ and of ‘the melting gaze of the eyes with
their bright and joyous expression’.

Apollinaire, Guillaume (1880—-1918). French
poet and art critic, an active influence in
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shaping most of the aesthetic movements which
dominated Paris artists during the early 20th
cent. He was among the first to acclaim *Picasso
(in 1905), praised *Matisse in 1907, *Braque in
1908, and led the way in doing honour to the
talent of Henri *Rousseau. One of the earliest
champions of the *Cubist movement, he pub-
lished Les peintres cubistes in 1913, and helped
to found the offshoot group *Section d’Or.
Apollinaire was also a friend of the *Futurists
and composed one of the Futurist Manifestos.
He coined the word ‘surrealist’ in 1917 to
describe his own play Les Mamelles de Tirésias
and through André *Breton he influenced the
views of the *Surrealist school. His early death
was hastened by wounds sustained fighting in
the trenches in the First World War.

Apollo Belvedere. The most famous of the
many Classical representations of the Greek god
Apollo, discovered towards the end of the 15th
cent. and regarded for three centuries as one of
the supreme masterpieces of world art and the
absolute standard for male beauty. The statue
(Vatican) 1s a marble copy from the Roman
period of a *Classical or *Hellenistic Greek
bronze. *Leochares has been proposed as the
sculptor of the lost original. It was often copied
or adapted, sometimes with curious effect, as
when *Reynolds painted his Commodore Keppel
(National Maritime Mus., Greenwich, 1753—4)
in the posture of the statue but in 18th-cent.
dress. *Winckelmann’s rapturous description of
it had a profound influence on *Neoclassical
sculptors such as *Canova and *Thorvaldsen.
Since the revelation of the Parthenon sculptures
(see ELGIN MARBLES) and the aesthetic discovery
of *Archaic Greek sculpture, the Apollo Belvedere
has seemed cold and academic, and has lost
much of its appeal. Whereas to Winckelmann
it appeared ‘the highest ideal of art among all
the works of antiquity’, to Kenneth *Clark it
scemed that ‘in no other famous work of
art are idea and execution more distressingly
divorced’.

Apollodorus. Athenian painter of the sth
cent. BC. *Pliny records the tradition that he
was called Sciagraphus because he was the first
to model his figures in light and shade, a notable
step forward in pictorial illusion which was
carried still further by *Zeuxis.

Apollonio di Giovanni. See CASSONE.
Apollonius. See BELVEDERE TORSO.
Apoxyomenos. See LYSIPPUS.

Appel, Karel (1921- ). Dutch abstract
painter, sculptor, and graphic artist, regarded as
the most powerful of the post-war generation
of Dutch artists. In 1948 he helped to found
Reflex, the experimental group of Dutch and
Belgian artists from which the *Cobra group
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sprang. He moved to Paris in 1950 and with
the help of the critic Michel Tapié he began
during the 1950s to gain an international repu-
tation, spending much of his time in the USA.

In his Cobra period Appel was among the
most energetic exponents of expressive abstrac-
tion, anticipating *Art Informel. His work,
executed in very thick impasto and violent
colours, had the restless, agitated character of
northern *Expressionism rather than the more
restrained Classicism of the French: in the words
of Herbert *Read, looking at his pictures one
has the impression ‘of a spiritual tornado that
has left these images of its passage’. Latterly he
has often painted with a rather smoother facture
and in a style somewhat closer to *Hard Edge.
But his abstract images retained suggestions of
human masks, animal or fantasy figures, which
have often been regarded as fraught with terror
as well as a childlike naivety. His works are
included in many public collections.

Appiani, Andrea (1754—1817). Italian painter.
He was the leading Italian painter of the
*Neoclassical period, but more on account of
the lack of native competition than because of
the quality of his work, which generally looks
like a rather tired imitation of *David. He was
painter to Napoleon I (in his capacity as King
of Italy) and was a favourite of Pope Pius VI
(1717-99). Most of his career was spent in his
native Milan, where he did large decorative
schemes at Sta Maria presso S. Celso (1792-8)
and the Palazzo Reale (1808). He also painted
numerous portraits which are generally more
accomplished than his decorative work.

applied art. Term describing the design or
decoration of functional objects so as to make
them aesthetically pleasing. It is used in dis-
tinction to *fine art, although there is often no
clear dividing line between the two.

applied work (or appliqué). A form of em-
broidery in which bold designs are produced
by sewing shaped pieces of cloth or other
material on to a contrasting ground. The term
is sometimes transferred to applied decoration
in leatherwork, silverwork, etc.

Apt, Ulrich the Elder (d. 1532). German
painter, the best-known member of a family of
artists. He worked in Augsburg, where he
is recorded from 1481, painting altarpieces,
portraits, and in 1516 a series of wall-paintings
in Augsburg Town Hall in collaboration with
his pupil Jérg *Breu.

aquarelle. The French term for true *water-
colour painting in transparent washes of colour,
as distinct from the opaque method known as
*gouache.

aquatint. A method of *etching producing
finely granulated tonal areas rather than lines.

The aquatint ground is normally formed by
shaking on to the copper plate a dust of finely
powdered *resin, which is subsequently fixed
to the plate by heating. When the plate is
bitten, the acid attacks the surface through the
reticulation of the hardened resin, causing the
copper to be pitted all over with a texture of
little dots which will eventually print as a finely
speckled grey tone. The coarseness or fineness
of the texture depends on the size and quality
of the grains of resin forming the acid resist,
while the depth”of tone is regulated, as in
ordinary etching, by the length of time the
plate is exposed to th¢ acid. The artist forms
his design and varies his tones by ‘stopping out’,
that is to say by painting over with a varnish
those areas of the plate which he wishes to
protect from the acid. In this way white-line
effects on grey or black are commonly obtained.

Among several variants of this procedure,
sugar aquatint, a method dating from the 18th
cent. and used by *Gainsborough but later
neglected, has been revived in the 20th cent. It
enables the artist to overcome to some degree
the indirectness of the aquatint medium; for
instead of making his design by the negative
means of ‘stopping out’ his whites, he is able
to establish his dark areas directly by drawing
on the copper plate with a solution of black
water-colour and sugar, applied either by pen
or by brush. The plate is then varnished and
immersed in water. While under water the
sugar begins to swell and, lifting off the plate,
bursts through the varnish, leaving the bare
copper beneath, the result being a copper plate
covered with varnish except where the drawing
was made with sugar solution. An aquatint
ground is next laid over the whole surface and
the plate bitten in a slow acid. By this means
the drawing alone is etched in an aquatint
texture, for the rest of the plate, being protected
by the varnish, remains unbitten. Finally both
ground and varnish are cleaned off and the plate
is printed, showing the design as a dark tone
on a white background.

Attempts at printing from a granulated, tonal
surface date back to the 17th cent., but a
satisfactory system was not evolved until the
18th, by Jean Baptiste Le Prince (1733-81),
whose first plates date from 1768. In England,
a country always partial to tonal methods of
print-making, aquatint soon became popular.
The principal English pioneer was Paul
*Sandby, who around 1775 invented the spirit-
ground method whereby resin dissolved in
alcohol is poured over the plate, the evaporation
of the spirit leaving the resin to crystallize so
as to produce a reticulated effect. Aquatint, both
hand-coloured and printed in colour by means
of a separate plate for each colour, was much
used in England in the late 18th and early
19th cents. for interpreting the luminosity and
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transparency of the washes in water-colour
drawings.

Until modern times few great artists used the
medium. The exception was *Goya, whose
favourite medium was a combination in varying
proportions of etching and aquatint. Goya’s
expressive use of aquatint was not emulated
until late in the 19th cent., when *Degas and
Camille *Pissarro made a number of highly
original prints in which aquatint was combined
with etching and other *intaglio techniques.
Between the two World Wars the establishment
of ‘Atelier 17°, S. W. *Hayter’s workshop of
experimental engraving, introduced many artists
to the possibilities of aquatint as an element in
composite prints of an abstract nature. Several
of the greatest masters of the School of *Paris
have used sugar aquatint with outstanding
success, notably *Picasso, *Rouault, and André
*Masson.

arabesque. A scrolling or interlacing plant
form, the most typical motif of Islamic orna-
ment. In the late Middle Ages such patterns
were in Europe termed ‘ moresques’, but in the
16th cent. the word ‘arabesques’ came into use
when Europeans began to be interested in the
art of the Muslim world. But the motif itself
is much older, for it is found in *Hellenistic
art, notably in Asia Minor. Its Islamic form first
appeared ¢. AD 1000 and thereafter it became
the stock-in-trade of the Muslim artist, for
whom it had a particular appeal since—in theory
at least—his religion precluded the representing
of living creatures. The term is applied also by
extension to the combinations of flowing lines
interwoven with flowers and fruit and fanciful
figures used by *Renaissance decorators.

Ara Pacis. State monument, the ‘Altar of
Peace’, set up by the first Roman emperor,
Augustus, on the Campus Martius at Rome
(13—9 BC) to commemorate his victorious re-
turn from Spain and Gaul. It consists of an altar
on a podium, enclosed by screen walls and
approached by a stairway. The lavish sculptural
decoration ranks among the finest products of
Roman art, and the reliefs representing the
ceremonial procession at the dedication of the
altar are the first in western art that can
strictly be called documentary, that is, showing
identifiable individuals in a contemporary event.
Other panels contain allegorical figures, such as
Italia flanked by the personifications of the
ocean and inland waters, and scenes from Roman
mythology and legend. This combination of
realistic representation with symbolism and
allegory set a tradition which had a long
history in Western commemorative sculpture.
Following excavations in the 1930s, the Ara
Pacis has been reconstructed on a covered site
slightly to the north of its original situation,
where the Palazzo Fiano now stands. The

ARCHIPENKO

sculptural decoration is substantially complete,
although fragments are dispersed in various
European museums.

Archaic art. Term applied to Greek art in the
period before the *Classical period, roughly
from about 650 BC until about 480 BC (the date
of the Persian sack of Athens). The Archaic
period is marked by the development of the
life-size stone statue (the *kouros and *kore) and
by the change from *black-figure vase-painting
to *red-figure. Corinth was the leading centre
of early Archaic art, gradually giving way to
Athens.

Archaic smile. Conventional smiling expres-
sion, often seen in Greek statues of the * Archaic
period, especially during the second quarter of
the 6th cent. Bc. A smile was suggested by
drawing the mouth upwards in a clear, flat
curve applied to the surface of the face. Various
and conflicting theories have been offered to
explain the convention, which has been de-
scribed by John Boardman as an expression of
‘strained cheerfulness’. According to one view
it may have originated in the technical difficulty
of fitting the curved mouth into the block-like
form which the early sculptors of *kouroi gave
to the head: certainly as the century progressed
the increasing use of chisels led to a dis-
appearance of the block-like character and the
archaic smile gave place to a straighter, graver,
and more serious or almost sulky expression of
the mouth. Other writers have suggested that
the smile was intended to express a state of
health and well-being. A similar shift from a
patterned smile to a more naturalistic gravity
may be seen in some *Gothic sculpture, e.g.
figures carved early and late in the 13th cent.
at Bamberg Cathedral.

archaism. The taste for and imitation of earlier,
especially *primitive, styles. Quintilian (1st cent.
AD) mentions collectors who preferred Archaic
Greek art to that of later periods, but a general
interest in the ‘purity’ and ‘simplicity’ of early
styles began in Europe only in the 18th cent.
in conjunction with the Greek and *Gothic
Revivals. The archaisms of the German *Naz-
arenes and the English *Pre-Raphaelites were
matched by a renewed interest in the products
of the ‘childhood of art’, works which were then
prized for their ‘charmingly naive’ character. In
modern movements this taste for the naive and
archaic has been swallowed up in a general
reassessment of the elemental and the primitive
in the history of art.

Archipenko, Alexander (1887-1964).
Russian-born sculptor who took American na-
tionality in 1928. In 1908 he moved to Paris
and played an active part in the development
of the *Cubist movement. In sculptures such as
Walking Woman (Denver Art Mus., 1912), he
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analysed the human figure into geometrical
forms and opened parts of it up with holes and
concavities to create a contrast of solid and void,
issuing in a new idiom in modern sculpture. In
1913 he was connected with the German *Sturm
group and he taught in Berlin between 1921
and 1923, when he settled in the USA. He
taught in various places, but principally in New
York, where he opened his own school of
sculpture in 1939. Archipenko pursued an in-
dependent course, and was inventive in tech-
nique. He created sculpto-painting, in which
forms project from and develop a painted
background, and he was a pioneer in the
revival of *polychromy in sculpture. In 1924 he
invented the Archipentura, an attempt to make
movable paintings, and from c.1946 he ex-
perimented with ‘light” sculpture, making struc-
tures of Plexiglas lit from within. Archipenko
had a considerable influence on the course of
sculpture both in Europe and in America,
particularly in the use of new materials and in
pointing a course away from the sculpture of
solid form towards one of space and light.

Arcimboldo, Giuseppe (1527—93). Milanese
painter famous for his *grotesque symbolical
compositions of fruits or animals, landscapes or
implements arranged into human forms. He
began his career as a designer of stained-glass
windows for Milan Cathedral, but in 1562 he
moved to Prague and became court painter to the
emperors Ferdinand I (1503—64) and Rudolf II
(1552—1612). He returned to Milan in 1587.
His paintings, though much imitated, were
generally regarded as curiosities in very poor
taste until the *Surrealists revived interest in
‘visual punning’.

Ardizzone, Edward (1900—79). British artist,
best known as an illustrator, particularly of
children’s books, which he also wrote. He was
a war artist in the Second World War.

Arentsz., Arent (called Cabel) (c.1585—1635).
Dutch painter of winter and summer activities
on the sea-shore and canals of Holland, active
mainly in and around Amsterdam. His works
are sometimes difficult to distinguish from
Hendrick *Avercamp’s.

Arman (Armand Fernandez) (1928- ).
French-born artist who became an American
citizen in 1972. In 1957, with his friend Yves
*Klein, he decided to be known by his first
name only, and the form ‘Arman’ was adopted
in 1958 as a result of a printer’s error on the
cover of a catalogue. He is best known for his
assemblages of junk material (Accumulation of
Sliced Teapots, Walker Art Center, Minneapolis,
1964).

armature. A framework or skeleton round
which a figure of clay, plaster, or other similar

material can be modelled. The term is also
applied to the iron framework of *stained glass
windows.

Armitage, Kenneth (1916~ ). British
sculptor. He first exhibited in 1952, and very
rapidly established an international reputation.
His characteristic work began in the mid 1940s,
when he destroyed his pre-war carvings and
began to model in plaster round an *armature.
Though not naturalistic, his sculpture was fig-
urative and humanistic, capturing typical gesture
and attitude, as for example in People in the
Wind (Tate, London, 1951). At the same time
all his work gave great prominence to the
qualities of the material—usually at this period
bronze—in which the sculptures were cast.
From the mid 1950s his figures became more
impersonal in character and often larger in scale,
and a new phase began in 1969, when he
combined sculpture and drawing in figures of
wood, plastet, and paper.

Armory Show. An art exhibition (officially
entitled the International Exhibition of Modern
Art) held in New York, 17 February—15 March
1913, at the Sixty-ninth Regiment Armory.
The initiative came from a group of artists,
several of them from the circle of Robert
*Henri, who formed the Association of
American Painters and Sculptors to organize
the show. The breadth of conception with
which the project was envisaged and conceived
was largely due to the president, Arthur B.
*Davies, whose enthusiasm for presenting a
comprehensive picture of current European
artistic movements largely overshadowed the
original idea of an American exhibition. The
Armory Show was both a mammoth exhibition
in sheer quantity (estimated at 1,600 works)
and a daring presentation of new and still
controversial art. It was in effect two exhibitions
in one. The American portion gave a cross-
section of contemporary US art heavily
weighted in favour of the younger and more
radical groups. The foreign section, which was
the real core of the exhibition and became the
focus of controversy, traced the evolution of
modern art, showing works by *Goya, *Dela-
croix, *Courbet, and the *Impressionists and
*Post-Impressionists, as well as leading con-
temporary artists such as *Duchamp - and
*Kandinsky.

From New York the show went to Chicago
(Art Institute) and Boston (Copley Hall). It was
estimated that over a quarter of a million visitors
paid to see it, and its impact was enormous.
Though the first reactions were ridicule or
shocked indignation, the effect of the show was
to revive public interest in the world of art and
from the time of the show modern art did not
cease to be a living issue in the USA. Apathy
and indifference had been broken through and
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it has become a commonplace to speak of the
Armory Show as the beginning of an interest
in progressive art in the USA.

Arnolfo di Cambio (d. probably 1302, cer-
tainly before 1310). Italian sculptor and archi-
tect. He is first mentioned in 1265 as Nicola
*Pisano’s assistant on the pulpit for Siena
Cathedral. In 1277 he went to Rome, where he
was in the service of Charles of Anjou (1227—
85): his portrait of Charles (Capitoline Mus.,
Rome) is one of the earliest portrait-statues
since the ancient world. Also in Rome, he
designed and made a tomb, now dismembered,
and a bust of Boniface VII (Grotte Vaticane).
His most important surviving tomb, however,
is that of Cardinal de Braye (d. 1282), in S.
Domenico at Orvieto, which set the type of
wall tomb for more than a century. The most
distinguished piece of sculpture attributed to
him is the famous bronze statue of St Peter in
St Peter’s, Rome.

As an architect, Arnolfo evidently had a great
reputation in his day. A document of 1300
praises him as the designer of Florence Cathedral
(begun 1294—6), and describes him as ‘more
famous and skilled in the building of churches
than anyone else in the region’. His plans for
the cathedral were altered after his death, and
the fagade he began was dismantled in 1587;
his sculptural decoration from the fagade is
now mainly in the cathedral museum. No other
buildings are documented as being by Arnolfo,
but several other important Florentine buildings,
including Sta Croce and the Palazzo Vecchio,
have been attributed to him, notably by *Vasari.
If they really are to be credited to Arnolfo, he
must rank as one of the greatest architects of
the Middle Ages, as well as a distinguished
sculptor.

Arp, Jean (or Hans) (1887-1966). French
sculptor, painter, and poet who was involved
with several of the most important movements
in European art in the first half of the 20th cent.
He was born in Strasburg, then under German
rule, and before the First World War he came
into contact with the *Blaue Reiter group
in Munich and participated in their second
exhibition (1912), where he met Robert *De-
launay. During the war he met Max *Ernst in
Cologne, and was a member of a circle in Paris
which included *Modigliani, the poet Max
Jacob (1876-1944), * Apollinaire, and *Picasso.
In 1915 he met Sophie *Taeuber (whom he
married in 1922) at Zurich and collaborated with
her in experiments with cut-paper compositions
and *collages. He helped to found the *Dada
movement and made illustrations for Dada
publications 1916-19, during which years he
also made his first abstract polychrome *relief
carvings in wood (Dada Relief, Kunsthaus, Basle,
1916). In 1919—20 he worked with Max Ernst
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at Cologne and met *Schwitters in Berlin.
During the 19205 he settled at Meudon near
Paris and was associated with the *Surrealist
movement, participating in the first Surrealist
exhibition in 1925. He joined *Cercle et Carré
in 1930 and was a founder member of
* Abstraction-Création in 1931. In the 1930s he
turned to sculpture, and produced what are
now his most familiar and distinctive works—
sensuous abstract pieces that convey a sugges-
tion of organic forms and growth without
reproducing actual plant or animal shapes
(Hybrid Fruit called Pagoda, Tate, London, 1934).
During the 1940s he lived first at Grasse with
Sophie Taeuber, Sonia *Delaunay, and Alberto
*Magnelli, then in Switzerland. He returned
to Meudon in 1946. In his final years he won
honours and prestigious public commissions,
including a relief for the Unesco building in
Paris (1958), but he did not seriously add to his
earlier achievements.

Arpino, Cavaliere d’. See CESARI, GIUSEPPE.

Arras tapestries. Tapestries produced at Arras
in northern France. They are first mentioned in
1313 and their pre-eminent reputation during
the later Middle Ages is attested by the fact
that the name of the town passed into several
European languages as a generic term for
tapestry hangings (Polonius is hiding ‘behind
the arras’ when he is killed by Hamlet). But
they were already overshadowed by the pro-
ductions of Tournai when the capture of Arras
and the dispersal of its inhabitants by Louis XI
(1423-83) brought the industry to an end there
in 1477. Subsequent attempts to re-establish it
bore little fruit. A number of tapestries have
been ascribed to Arras looms. Those in Tournai
Cathedral depicting the lives of SS. Piat and
Eleuthére formerly bore the signature of Pierrot
Feré of Arras and the date 1402.

Arretine ware. A class of Roman pottery
characterized by its red, glossy surface and
named after its most important centre of pro-
duction, Arretium (Arezzo) in Italy. Fragments
found in the 13th cent. were very much admired
by contemporary artists.

arriccio (or arricciato). In *fresco painting,
the rough coating of lime and sand plaster to
which the final layer of plaster forming the
painting surface (the *intonaco) is applied.

Ars Moriendi (‘The Art of Dying’). A popular
moral treatise, intended particularly for the
spiritual edification of the dying, issue.d.a.s a
*block book ¢.1466. The illustrations, enjoining
the dying to save their souls by repenting of
their sins and affirming their Christian faith,
appeared in both woodcut and engraved form,
the latter being in the manner of the *Master
E. S. They were a popular source for painters;
the deathbed scene in *Bosch’s The Seven Deadly
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Sins and the Four Last Things (Prado, Madrid,
c.1475), for example, derives from the similar
scene in the block book.

Art Autre. A name for expressive or non-
geometrical abstraction, virtually synonymous
with *Tachisme and *Art Informel. The ex-
pression originated with the critic Michel Tapié,
who in 1952 published a book entitled Un art
autre and in 1960 Morphologie autre. Tapié
emphasized the spontaneous, unorganized char-
acter of Art Informel—art without form. Fol-
lowing suggestions in *Kandinsky, he argued
that expressive, non-geometrical abstract art is
a method of discovery and of communicating
intuitive awareness of the fundamental nature
of reality. He cited among others *Dubuffet,
*Mathieu, *Wols, and *Matta as representatives
of Art Autre.

Art Brut. Term coined by Jean *Dubuffet
for the art produced by people outside the
established art world, people such as solitaries,
the maladjusted, patients in psychiatric hospitals,
prisoners, and fringe-dwellers of all kinds. Du-
buffet claimed that such art—'springing from
pure invention and in no way based, as cultural
art constantly is, on chameleon- or parrot-like
processes’—is evidence of a power of originality
that all people possess but which in most has
been stifled by educational training and social
constraints. In 1945 he began to make a col-
lection of works free from cultural norms and
fashionable or traditional trends in art, and in
1972 his collection, by then numbering more
than 5,000 items, was presented to the city of
Lausanne, where it was inaugurated at the
Chiteau de Beaulieu in 1976. Although nearly
half the collection was produced by patients,
usually schizophrenics, in psychiatric hospitals,
Dubuffet repudiated the concept of psychiatric
art, claiming that ‘there is no art of the insane
any more than there is an art of dyspeptics or
an art of people with knee complaints’. He also
distinguished Art Brut from *naive art on
the more dubious ground that the naive or
‘primitive’ painters remain within the main-
stream of painting proper, hoping for public if
not official recognition, whereas the Art Brut
artists create their works for their own use as a
kind of private theatre.

Art Deco. Name for the most fashionable style
of design and interior decoration in the 1920s
and 19305 in Europe and America. Art Deco
owed something to *Art Nouveau, but its
characteristic shapes were geometric or stylized
rather than organic. The style takes its name
from the Exposition Internationale des Arts
Décoratifs et Industriels Modernes, held in Paris
in 1925. The emphasis of the exhibition was on
individuality and fine workmanship (at the
opposite extreme from the contemporary doc-
trines of the *Bauhaus), and Art Deco was

initially a luxury style, with costly materials
such as ivory, jade, and lacquer much in
evidence. When a second important exhibition
of Art Deco was held at the *Metropolitan
Museum, New York, in 1934, however, the
emphasis was on the general style and impression
of an interior rather than upon the individual
craft object. Owing perhaps to the effects of
the Depression, stress was also given to materials
and forms which could be easily and eco-
nomically mass produced.

Arteaga, Sebastian de. See JuARrez.

Arte Povera. Term coined by the Italian art
critic Germano Celant to unite certain aspects
of *Conceptual, *Minimal, and *Performance
art. Celant, who organized an exhibition of
Arte Povera at the Museo Civico, Turin, in
1970 and edited a book on the subject (Arte
Povera: conceptual actual or impossible art?, 1969),
hoped that the use of ‘worthless’ materials such
as soil and the avoidance of the traditional idea
of art as a collectable ‘product’ would undermine
the art world’s commercialism. However, deal-
ers have shown that even this kind of art can
be commercially exploited.

art for art’s sake. See AESTHETICISM.

Arthois, Jacques d’ (1613-86). Flemish land-
scape painter active at Brussels. He specialized
in large wooded landscapes, with figures that
were often added by other artists, notably
*Teniers the Younger. Few dated works exist,
the development of his style is not easily
followed, and the work of his brother, Nicolas,
and his son, Jean-Baptiste, is sometimes in-
distinguishable from his. D’Arthois led an un-
stable life, being imprisoned for debt, and dying
in poverty despite his successful career. Paintings
from his busy studio were often used to decorate
churches; examples are in Brussels Cathedral.

Art Informel. Term coined by the French
critic Michel Tapié in his book Un art autre
(1952) to describe a type of spontaneous abstract
painting prominent among European artists in
the 1940s and 1950s. The term is more or less
synonymous with *Tachisme. Tapié devised the
word ‘informel’, which might be translated as
‘without form’ rather than ‘informal’. The
phrase *‘Art Autre’ (‘other art’), from the title
of his book, has also been used to cover the
same style. In using it Tapié claimed that
post-war art showed a complete break with the
past.

art mobilier. Term in common use for small
movable works of art. Examples are the fig-
urines, engraved stones, bone carvings, and
miscellaneous objects found in caves, rock shel-
ters, and other prehistoric sites, and the art
objects of nomadic tribes.




Art Nouveau. Decorative style flourishing in
most of western Europe and the USA from
about 1890 to the First World War. It was a
deliberate attempt to create a new style in
reaction from the academic ‘historicism’ of
much 19th-cent. art, its most characteristic
theme being the use of sinuous asymmetrical
lines based on plant forms. Primarily an art
of ornament, its most typical manifestations
occurred in the practical and applied arts, *art
mobilier, *graphic work, and illustration. The
style takes its name from a gallery called L’Art
Nouveau opened in Paris in 1895 by the art
dealer Siegfried (not Samuel) Bing, a leading
propagandist for modern design. However, the
roots of the style were in England, where the
*Arts and Crafts movement had established a
tradition of vitality in the applied arts, and it
spread to the Continent chiefly from London.
In France, indeed, Art Nouveau is sometimes
known by the name ‘Modern Style’, reflecting
its English origin. In Germany the style was
called Jugendstil (a name connected with the
popular review Die Jugend founded in 1896); in
Austria it was called Sezessionstil (see SEZESSION);
in Iwaly Stile Liberty after the Regent Street
store which had played so large a part in
the dissemination of designs; and in Spain
‘Modernista. The style was truly international,
the most celebrated exponents ranging from
*Beardsley in England to *Mucha, a Czech
whose most characteristic work was done in
Paris, and *Tiffany in the USA. Leading Art
Nouveau architects included Charles Rennie
*Mackintosh in Scotland, Antonio Gaudi in
Spain, and Victor *Horta in Belgium. Although
not primarily associated with painting and
sculpture, the influence of Art Nouveau can
clearly be seen in these fields, for example, in
the work of Alfred *Gilbert and Jan *Toorop.
The style nowhere survived the outbreak of the
First World War to any significant extent.

arts, classification of. See APPLIED ART, FINE
ARTS, DECORATIVE ARTS, LIBERAL ARTS.

Arts and Crafts Movement. English social
and aesthetic movement of the latter half of the
19th cent. that aimed to reassert the importance
of craftsmanship in the face of increasing mech-
anization and mass production. The name de-
rives from the Arts and Crafts Exhibition
Society founded in 1888, but the movement
had its basis in the ideas of *Pugin and *Ruskin,
the most eloquent and influential of the writers
who deplored the aesthetic as well as the social
effects of industrialization and nostalgically
longed for the standards of craftsmanship of the
medieval guilds. Ruskin himself may have had
some idea of passing from theory to actual
social organization and teaching at the time
when he planned the Guild of St George in
1871, but it was left to the businesslike genius
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of William *Morris to translate Ruskin’s ideas
into practical activity. Morris set about the
re-creation of hand industry in a machine age,
producing hand-printed, hand-woven, hand-
dyed textiles, printed books, wallpaper, fur-
niture, and so forth. Aesthetically his work was
highly successful, but his ideal of producing art
for the masses failed for the simple reason
that his products were necessarily expensive.
Nevertheless, his ideas had great influence on
craftsmen, teachers, and propagandists such as
Walter *Crane, W. R. *Lethaby, and C. R.
*Ashbee, bearing fruit in organizations such as
the Art Workers’ Guild and the Guild of
Handicrafts, founded in 1884 and 1888 re-
spectively. In the 1890s the Arts and Crafts
Movement was connected with the International
style of *Art Nouveau. It spread abroad in the
early years of this century, being particularly
successful in Germany and the Low Countries,
Austria, where it led to the establishment of the
*Wiener Werkstitte, and Scandinavia, where it
is still influential. In Germany it came to terms
with the machine and may be considered an
ancestor of the *Bauhaus. The movement died
out, or rather was transformed by the acceptance
of modern industrial methods. It has, however,
left a legacy in the persistence of studio weavers
and potters, in organizations such as the Craft
Centre, in the manual education both of children
and of adults, which continues to be valued, at
any rate for therapeutic reasons, and by some
who look to it for relief from the prefabricated
character of modern civilization.

Arts Council of Great Britain. Independent
government body established in 1946 for the
purpose of developing greater knowledge, un-
derstanding, and practice of the arts. Its pre-
decessor was the Council for the Encouragement
of Music and the Arts (1940—s). The Arts
Council’s main activity in connection with the
visual arts consists of the organization and
circulation of exhibitions, some of which travel
throughout Great Britain, and the issue and sale
of catalogues. The greater part of the Council’s
funds is derived from a grant-in-aid from the
Department of Education and Science.

Arundel, Thomas Howard, 2nd Earl of
(1586-1646). English collector and patron of
the arts, who gave the primary impetus to the
great interest in the arts at Charles I's court.
With Inigo *Jones, he carried out archaeological
investigations in Italy, and later British am-
bassadors as well as his own agents sought out
antiquities which he could import from all over
Europe and even the Levant. He patronized
living artists, notably *Rubens and van *Dyck
(both of whom painted him), and he brought
*Hollar to England. Of the Old Masters, he
collected especially works by *Holbein and
*Diirer. His great collections were gradually
dispersed after his death, but much of his
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collection of Classical sculpture is in the *Ash-
molean Museum, Oxford.

Asam, Cosmas ‘Damian (1686-1739) and
Egid Quirin (1692—1750). Bavarian architects
and decorators, brothers. They studied in Rome
(1711-14) and developed further the dramatic
effects of light and illusionism with which Italian
*Baroque artists, notably *Bernini and *Pozzo,
had experimented. Both men worked as archi-
tects, but Cosmas Damian was also a prolific
fresco painter, and Egid Quirin was a sculptor
and *stuccoist. They worked best as a team, and
their ecclesiastical buildings were the supreme
expression of the Bavarian delight in decorative
display; architecture, painting, and sculpture
unite to set a scene in which light and colour
are the chief actors. The best known of their
churches is that of St John Nepomuk, Munich
(1733—46). The brothers paid for the building
(which is attached to Egid Quirin’s house)
themselves, and it is often referred to simply as
the ‘Asamkirche’.

Ashbee, Charles Robert (1863—1942). English
architect and designer, a leading advocate of the
principles which inspired the *Arts and Crafts
Movement. As well as being the architect of
some of the finest small houses of the time
(good examples are in Cheyne Walk, London),
Ashbee was also a designer of metalwork and
jewellery, a poet, and essayist. In 1888 he
founded the Guild of Handicraft, which moved
from London to Chipping Campden in Glou-
cestershire in 1902, and in 1898 he founded
the Essex House Press, one of the many pri-
vate presses inspired by William *Morris’s
*Kelmscott Press. Ashbee published a pamphlet
Should We Stop Teaching Art? in 1911 and in
this expressed a change in outlook that perhaps
owed something to his meeting with Frank
Lloyd *Wright in 1900. He abandoned his
advocacy of the artist-craftsman, and argued
that the machine is the vital instrument of
contemporary civilization and that it is by the
correct use of the machine that the ideals of the
Arts and Crafts Movement are to be promoted.

Ash-can School. Group of American painters
active from about 1908 until the First World
War. It was inspired largely by Robert *Henri
and its nucleus was formed by the group of
The *Eight, which he founded. The core of the
school were the four artists *Glackens, *Sloan,
*Luks, and *Shinn, who had gathered round
Henri at his studio at 806 Walnut Street,
Philadelphia, and who afterwards joined him in
New York. All four had been artist-reporters
on the Philadelphia Press. At a time when the
camera was little used for press work the job
of making rapid sketches on the spot for
subsequent publication demanded a quick eye
and rapid pencil and an exact memory for
detail, and encouraged an interest in scenes of

everyday life. In style and technique the artists
of the Ash-can School are now seen to have
differed less from contemporary academic paint-
ing than they themselves believed. Although
they often painted slum life and outcasts, they
were interested more in the picturesque aspects
of these subjects than in the social issues they
raised. *Bellows and *Hopper are among the
other artists associated with the group.

Ashendene Press. A private printing press
conducted from $894 to 1935 by C. H. St John
Hornby, first at Ashendene, Herts., and from
1901 at Shelley House, Chelsea. Among the
artists connected with the press were Eric *Gill,
who designed initial letters, and the illustrators
Charles Gere (1869—1957) (Dante, 1909) and
Gwen Raverat (1885—1957) (Daphnis and Chloe,

1933).

Ashmolean Museum, Oxford. The most im-
portant of the museums belonging to the
University of Oxford. The nucleus of the
Ashmolean collection was formed by the ‘closet
of rarities’ (a collection of curiosities rather than
works of art) assembled by the traveller and
gardener John Tradescant (1608—62) and given
in 1659 to the virtuoso (see VIRTU) Elias Ashmole
(1617-92), who offered it to Oxford University
in 167s. The original Ashmolean Museum was
built by the University to the design of the
mason and sculptor Thomas Wood (1643/4—
9s) to house this collection and was opened
in 1683—the first public museum in Great
Britain. The new building in Beaumont Street
by Charles Robert Cockerell (1788-1863) was
opened in 1845, and this was enlarged by the
C. D. E. Fortnum extension in 1894. In 1899
the designation ‘Ashmolean Museum’ was trans-
ferred to the new building and the original
museum of Thomas Wood became known as
the ‘Old Ashmolean Building’. It now houses
the Museum of the History of Science.

The collections of the Ashmolean are large
and varied. It is particularly rich in works from
the ancient world (highlights including material
from the excavations of Sir Arthur Evans (1851—
1941) at Knossos (see MINOAN ART) and Classical
marbles from the collection formed by Thomas
*Arundel in the 17th cent) and in Italian
*Renaissance paintings (several of the finest
given in 1850 by William Fox-Strangways, who
formed his collection whilst on diplomatic
service in Italy). Also outstanding are the col-
lections of coins and of Old Master drawings,
the latter including a superlative representation
of *Michelangelo and *Raphael from the col-
lection of Sir Thomas *Lawrence.

Aspertini, Amico (c.1475-1552). Italian
*Mannerist painter from Bologna, where he
was a pupil of *Francia. *Vasari describes him
as having an eccentric personality and this
comes out in his paintings, which are often




bizarre in expression: The Holy Family with
Saints (St Nicolas aux Champs, Paris) is de-
scribed by S. J. Freedberg in Painting in Italy
1500—1600 as ‘suggesting to the spectator the
image of what he would expect from a de-
mented Michelangelo’. Aspertini was in Rome
1500—3 and his sketchbooks of Roman remains
(BM, London) are important sources of in-
formation about contemporary knowledge of
the *antique.

Asselyn, Jan (c.1615—52). Dutch landscape artist
who specialized in painting real and imaginary
scenes of the Roman Campagna. He studied in
italy in the 1630s and 1640s and his glowing
light effects owe much to *Claude Lorraine.
His most famous painting, however, is not a
landscape, but The Threatened Swan (Rijks-
museum, Amsterdam), an unusual work that is
said to be an allegory of Dutch nationalism.
*Rembrandt, who was Asselyn’s friend, etched
his portrait. Because of a crippled hand he was
nicknamed ‘Crabbetje’ (Little Crab).

assemblage. Term coined in the 1950s by Jean
*Dubuffet to describe works of art made from
fragments of natural or preformed materials,
such as household debris. The term is not usually
employed with any precision and has been used
to embrace *photomontage at one extreme and
room *environments at the other. It gained
wide currency with an exhibition called ‘The
Art of Assemblage’ staged at the Museum of
Modern Art, New York, in 1961.

Ast, Balthasar van der (1593/4-1657). Dutch
still-life painter, the brother-in-law of Am-
brosius *Bosschaert the Elder, with whom he
trained in Middelburgh. He worked in Utrecht
before settling in Delft in 1632. His touch was
less exquisite than Bosschaert’s, but his range
was wider, his paintings often including fruit
and shells as well as flowers. Jan Davidsz. de
*Heem was his pupil in Utrecht.

atelier. French term for an artist’s workshop
or studio. In the 19th cent., certain informal
academies called ‘ateliers libres’ became centres
for avant-garde artists. A model was provided,
but there was no (or very little) supervision or
formal instruction.

Atlan, Jean-Michel (1913-60). French painter
and poet, born in Algeria, of Jewish-Berber
stock, and active mainly in Paris. He turned to
abstraction ¢.1947 and developed a characteristic
style of rhythmical forms in deep, rich colours
painted in a mixture of oils and pastel, often
enhanced by thick black outlines. These paint-
ings belong to the category known by the
general terms * Abstract Expressionism in Amer-
ica and *Tachisme in France. He himself said:
‘For me a picture cannot be the result of a
preconceived idea, the part played by chance
[aventure] is too important and moreover it is
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this part played by chance which is decisive in
creation. At the outset there is a thythm which
tends to develop itself; it is the perception of
this thythm which is fundamental and it is on
its development that the vital quality of the
work depends.’ (Art & Aujourd hui, 1953.)

atlas (pl. atlantes). A sculpted male figure used
in place of a column or other supporting feature
in architecture. In Greek mythology, Atlas was
the giant who supported the sky, and atlantes
are often depicted so as to suggest the strain of
carrying a huge weight on the shoulders. The
female equivalent—the *caryatid—is, in con-
trast, usually shown standing serenely upright.
‘Telamon’ (pl. ‘telamones’) is an alternative
term for atlas.

atmospheric perspective. An alternative term
for *aerial perspective.

attributes. Objects habitually associated with a
person (real or imaginary) by means of which
he or she can be identified when portrayed in
art. Saints are often shown with the instruments
of their martyrdom or torture—for example,
Catherine with her wheel and Lawrence with
his gridiron. Other examples are Jove's thun-
derbolts, the club of Hercules, the scales of
Justice, or the anchor of Hope. While some of
these were widely used and in many contexts,
other attributes were more variable, and in
certain periods the invention of esoteric or
enigmatic attributes was rife.

attribution. A term in art history and criticism
for the assignment to an artist of a work of
uncertain authorship. Attributions are usually
made either on the evidence of documents or
on that of style alone. A painting of unknown
authorship may, for example, be found to
accord with a description in an inventory where
the artist is named, and depending on how
closely particularized the description is, it may
be a likely assumption that the two are one and
the same. Attribution is, however, most usually
made on stylistic evidence, and is based on the
notion that an artist, consciously or uncon-
sciously, expresses his individuality through his
work to such an extent that, to the expert eye,
not even his closest contemporary or most
talented imitator will be indistinguishable from
him. Given a work that is authenticated beyond
reasonable doubt by external evidence such as
signatures, contracts, or contemporary accounts,
we can therefore proceed to group around it
works of a similar character and attribute them
to the same master.

In the 19th cent. an attempt was made to put
attribution on a scientific footing by closely
studying small points of detail such as the way
a painter represents finger-nails, but although
this kind of system (advocated particularly by
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Giovanni *Morelli) has its uses, it is now felt
that we recognize the work of individual artists
more by the general effect than by details, and
that the details rather than the general effect are
what an imitator will be able to reproduce most
closely. Attribution, then, is necessarily a highly
subjective business, which explains why experts
so often disagree and not infrequently change
their minds (Bernard *Berenson, the most
famous of all connoisseurs, often changed his
attributions in the course of his long career). The
uncertainty of attribution can have important
financial as well as scholarly consequences, even
now that the days are gone when the certificate
of authenticity of a man such as Berenson could
add several noughts to the price of a painting.
Moreover, disputes over the authenticity of
prominent (which usually means expensive)
works of art are one of the few ways in which
art becomes a public issue. George de *La Tour’s
Fortune Teller (which many people consider to
be a fake) has been the subject of television
documentaries on both sides of the Atlantic,
and in 1982 its publicity-conscious owner (the
Metropolitan Museum of Art in New York)
billed it as ‘the world’s most controversial
painting’.

Various terms are used in connection with
attribution, very rarely with any precision.
Ascription is sometimes used as a synonym for
attribution, but some writers prefer to use it to
imply a greater degree of doubt (it is often
found in the expression ‘tentatively ascribed to’)
or to indicate an old but not firmly accepted
attribution. When a work is described as ‘auto-
graph’ it is thought to be entirely the work of
the artist named. The terms ‘studio (or work-
shop) of’, ‘school of’, and ‘circle of” all imply
that the work was done in more or less close
contact with the artist named, but ‘follower of”
and ‘imitator of may be much later in date.
Auction rooms and dealers have for about 200
years used a system to catalogue works whereby
the use of an artist’s full name indicates that the
work in question is ‘in our opinion a work by
the artist’, the use of his surname and initials
indicates that the work is from the artist’s period
and ‘may be in whole or part the work of the
artist’, and the use of his surname alone may
imply no more than that the work is in the
style of the artist. Thus a painting catalogued
simply ‘Rubens’ may be no more than a
20th-cent. pastiche. In saleroom and other con-
texts, the term ‘after’ indicates a copy of a
known work of the artist in question.

Aubusson tapestries. Tapestries produced at
Aubusson in central France, an ancient centre
of the art that was granted the title of Royal
Manufactory in 1665. Its greatest period was
the second half of the 18th cent. when great
quantities of hangings and furniture coverings
were woven there with pastoral and *chinoiserie

designs by *Oudry, *Boucher and *Huet.
During the 19th cent. skilful reproductions of
earlier tapestries were made, and more recently
Aubusson played a leading part in weaving the
cartoons of such modern tapestry-designers as
Jean *Lurgat. Floral-patterned carpets woven
by the tapestry process have also been ex-
tensively made at Aubusson.

Audran, Claude III (1658-1734). The best-
known member of a family of French painters
and decorators. He was one of the most prom-
inent decorators of the time, but most of his
work has been destroyed or obscured by later
additions. A great number of drawings survive,
however (many in the National Museum, Stock-
holm), and these—with their repertory of *arab-
esques, *grotesques, and trellises—show him to
have been one of the leading figures in the
creation of the *Rococo style. In 1704 he was
appointed curator at the Luxembourg, where
*Rubens’s Marie de Médicis cycle was then
housed, and he introduced his pupil *Watteau
to this masterpiece by an artist who was to have
an enormous influence on his work.

Audubon, John James (1785—1851). American
painter-naturalist. Born at Haiti, the illegitimate
son of a chambermaid and a French sea captain,
he was educated in France and received in-
struction in drawing from J.-L. *David. He
moved to the USA in 1803 to avoid conscription
in Napoleon’s army and lived as a naturalist,
hunter, and taxidermist, also earning some
money as a portraitist and drawing master. His
combined interests in art and ornithology grew
into a plan to make a complete pictorial record
of all the bird species of North America. He
was unable to find a publisher in America, so
he went to England in 1826. His The Birds of
America, from Original Drawings, with 435 Plates
Showing 1,065 Figures was published in four
volumes of hand-tinted aquatints (1827—38) and
now ranks among the most famous and prized
books of the world. The engraver and publisher
was the London firm of Robert Havell and Son.
It was followed by The Viviparous Quadrupeds
of America (1845—8), which was completed by
his son John Woodhouse Audubon (1812—
62) after his sight failed in 1846. His other
son, Victor Gifford Audubon (1809—60), also
assisted his father, mainly with the landscape
backgrounds of his works. Audubon’s plates
reveal a romantic enthusiasm for the splendour
and beauty of natural life; many of his original
drawings are in the New-York Historical
Society.

Auerbach, Frank (1931— ). German-born
painter who came to Britain in 1939 and
adopted British nationality in 1947. His work
(characteristically nudes and townscapes) is re-
markable for its use of extreme *impasto, so




thick that the paint at times seems modelled
rather than brushed. The Tate Gallery has
several examples of his work.

Auto-destructive art. Term applied to works
of art deliberately intended to self-destruct.
Works of art not made to endure are not unique
to the 20th cent. (witness the butter sculptures
of Tibet and the sand paintings of some North
American Indian tribes), but the originator of
the modern concept of auto-destructive art is
Gustav Metzger (1926— ), who is best known
for painting with acid on nylon cloth in
front of an audience. The most famous of all
auto-destructive works was Jean *Tinguely’s
Homage to New York, which blew itself up at
the Museum of Modern Art, New York, in
1960, watched by a distinguished audience.

automatism. Method of producing paintings
or drawings in which the artist suppresses
conscious control over the movements of the
hand, allowing the subconscious mind to take
over. The idea is anticipated to some extent
in Alexander *Cozens’s *blot drawings, but
automatism in its fully developed form is
associated particularly with the *Surrealists and
* Abstract Expressionists. With * Action painters
such as Jackson *Pollock, the automatic process
in principle permeated the whole process of
composition, but with the Surrealists, once an
interesting image or form or texture had been
achieved by automatic or chance means it was
often exploited deliberately with fully conscious
purpose.

Automatistes, Les. A radical group of seven
Montreal abstract painters active ¢.1946—51. The
oldest of them, mainly responsible for the for-
mation of the group, was Paul-Emile *Borduas.
The others were: Marcel Barbeau (1925— ),
Roger Fauteaux (1920— ), Pierre Gauvreau
(1922— ), Fernand Leduc (1916— ), Jean-Paul
Mousseau (1927—- ), Jean-Paul *Riopelle.
Members of the group were influenced by
the *Surrealists, from whom they took over
their techniques of *automatism. Their first
Montreal exhibition, in 1946, was the first
exhibition by a group of abstract painters to be
held in Canada. In 1948 they published an
anarchistic manifesto attacking art and various
aspects of Canadian life.

Automne, Salon d’. See SALON D’AUTOMNE.
Avanzo. See ALTICHIERO.

Aved, Jacques-André-Joseph-Camelot
(1702—66). French portrait painter. He was
trained in Amsterdam and the influence of
Dutch *naturalism can be seen in his work.
He achieved something of the simplicity and
directness of *Chardin, whose friend he was,
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and was the chief exponent of a style of
portraiture which depicted middle-class sitters in
the avocations of daily life. His best-known
portrait is perhaps Madame Crozat (Musée Fabre,
Montpellier, 1741). A portrait of Aved by
Chardin is in the Louvre.

Avercamp, Hendrick (1585-1634). Dutch
painter, active in Kampen, the most famous
exponent of the winter landscape. He was deaf
and dumb and known as ‘de Stomme van
Kampen’ (the mute of Kampen). His paintings
are colourful and lively, with carefully observed
skaters, tobogganers, golfers, and pedestrians,
giving a good idea of sport and leisure in the
Netherlands around the beginning of the 17th
cent. Avercamp’s work enjoyed great popularity
and he sold his drawings, many of which are
tinted with water-colour, as finished pictures to
be pasted into the albums of collectors (an
outstanding collection is at Windsor Castle).
His nephew and pupil Barent Avercamp
(1612—79) carried on his style in an accomplished
manner.

Averlino, Antonio. See FILARETE.

Avery, Milton (1885-1965). American painter.
Through the 1930s and 1940s he perpetuated in
America *Matisse’s post-*Fauvist style of figure
painting, with flat areas of interacting colour
enclosed in flowing outlines. Eliminating detail
in search of formal simplicity he painted in thin
veils of restrained but scintillating colour. His
favourite subjects included landscapes and beach
scenes. Avery was the main and practically the
only channel through whom Matisse’s soph-
isticated innovations in the decorative use of
colour survived in America until new interest
was taken in them by younger artists such as
*Rothko (his close friend) and *Gottlieb.

Avignon, School of. School of painting as-
sociated with the city of Avignon originating
during the period when the papal court was
transferred there from Rome (1309—77). The
presence of this great source of patronage drew
many artists to the city, mainly Italian masters.
*Simone Martini of Siena is the best known of
these, but *Giotto himself may have gone there.
Avignon thus became one of the channels by
which Italian trecento art reached France. The
centre of artistic activity was the Palace of
the Popes, begun c.1340. After the departure
of the popes Avignon became the centre of a
school of painting which amalgamated Italian
with northern Flemish influences (see FROMENT,
CHARONTON). The greatest single work which
the School produced is the Pieta from
Villeneuve-lés Avignon (Louvre, Paris, ¢.1460),
now generally attributed to Charonton. Many
works which were at one time attributed to the
School of Avignon have since been reassigned



AXIS 32
and the School is no longer a clearly defined
stylistic entity.

Axis. English quarterly magazine of *abstract
art inaugurated in 193 s and edited by Myfanwy
Evans in conjunction with her husband John
*Piper. The magazine ran until 1937, eight
numbers appearing, and was influential in intro-
ducing into England a knowledge of contempo-
rary trends in abstract and *Constructivist art.
Later issues of the magazine, however, reverted
to a *Neo-Romantic nostalgia for the English
landscape tradition.

Ayrton, Michael (1921—75). British painter,
sculptor, theatre designer, book illustrator, and
writer on art. He was an erudite, inventive, and
highly individual artist, much of whose work
revolved around his obsession with the myth
of Daedalus and Icarus, which he treated as
analogous to his own artistic endeavours. The
most extreme expression of his obsession is the
enormous maze of brick and stone he built at
Arkville in New York State, imitating the
labyrinth Daedalus built for King Minos of
Crete at Knossos.

azulejo (Arabic al-zulaycha, the tile). The Span-
ish and Portuguese word for a glazed poly-
chrome tile, usually about 10-15 cm. square.
Such tiles were used in Islamic architecture for
facing walls and paving floors. They were
introduced into Spain by the Arabs, and a
thriving export industry grew up in the Middle

Ages. Early designs were predominantly geo-
metrical with each tile forming a complete unit
in a repetitive pattern, but at the beginning of
the 16th cent. a Pisan artist, who signed himself
Niculoso Italiano, settled at Seville and began
the method of making the tiles into panels with
a single pictorial design.

Up to the mid 17th cent. Portuguese azulejos
differed little from the Spanish in design and
used a wide range of colours. By the end
of the 17th cent., however, a characteristic
Portuguese style “emerged, in which blue-
on-white tiles were used for large compositions
of religious, historical, mythological, or *genre
scenes, framed by such favourite *Baroque
motifs as garlands, shells, and urns. Throughout
the 18th cent. these exuberant tile pictures were
applied with lavish profusion to the walls of
buildings in both Portugal and Brazil, going
out of fashion only in the early 19th cent. The
production of azulejos in Spain declined after
the 17th cent. but the art was transplanted to
Mexico, where in the region of Puebla interiors
and exteriors were covered with azulejo facings
in a wide range of brilliant colours, including
vermilion, on a scale unequalled elsewhere. In
the 19th cent. mass-produced azulejos drove out
the hand-painted tile and artistic quality suffered.
There have, however, been 20th-cent. revivals
of the art, among the most successful being the
large pictorial azulejo designs of the Brazilian
painter *Portinari used on the walls of buildings
designed by Oscar Niemeyer (1907— ).
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Baburen, Dirck van (c.15957—1624). Dutch
painter of religious works and *genre scenes.
After training in Utrecht with *Moreelse, he
went (c.1612) to Rome, where his style became
strongly influenced by *Caravaggio. He
returned to the Netherlands in about 1621 and
although he died only a few years after this he
played a leading role, with *Honthorst and
*Terbrugghen, in establishing Utrecht as a
stronghold of the Caravaggesque style. His best-
known work is The Procuress (Mus. of Fine Arts,
Boston, 1622). This picture is seen in the back-
ground of two paintings by *Vermeer, whose
mother-in-law apparently owned it.

Baciccio, Il (Giovanni Battista Gaulli) (1639—
1709). Italian painter, born in Genoa and active
mainly in Rome, where he settled in 1657 and
became a protégé of *Bernini. He achieved
success as a painter of altarpieces and portraits
(he painted each of the seven popes from
Alexander VII to Clement XI), but is re-
membered mainly for his decorative work and
above all for his Adoration of the Name of Jesus
(1674—9) on the ceiling of the nave of the Gesu.
This is one of the supreme masterpieces of
*illusionistic decoration, ranking alongside
*Pozzo’s slightly later ceiling in S. Ignazio. The
*stucco figures that are so brilliantly combined
with the painted decoration (from the ground
it is not always possible to tell which is which)
are the work of Bernini’s pupil Antonio Raggi
(1624-86).

Backer, Jacob Adriaensz. (1608—51). Dutch
portrait and history painter, active mainly in
Amsterdam. He studied briefly with *Rem-
brandt, and imitated his style so successfully
that attributions have sometimes been disputed
between them (see BoL). His best-known paint-
ing is the beautiful Portrait of a Boy in Grey
(Mauritshuis, The Hague, 1634). Backer had a
prosperous career and at the time of his early
death was probably more generally esteemed
than Rembrandt.

Bago, Jaime (called Master Jacomart) (c.1413—
61). Spanish painter. He was the leading artist
of his day in Valencia and also worked for
Alfonso V (1396-1458) of- Aragon in Naples,
but only one documented work by him survives.
This is a *polyptych in the church at Cati near
Valencia, commissioned in 1460 and repre-
senting the martyrs St Lawrence and St Peter.
Many attributions are based on the style of this

particular work, but the actual execution of
it was largely the work of Bago’s frequent
collaborator Juan Rexach (active 1431-82). The
polyptych is very little influenced by the Italian
*Renaissance, remaining faithful to the Hispano-
Flemish style.

Bacon, Francis (1909—92). British painter. He
was born in Dublin of English parents and he
came to London in 1925, setting up for a while
as an interior decorator. He had no formal
training as a painter; his first drawings and
water-colours were done in 1926—7 and his first
oils ¢.1929. Bacon took part in two group
exhibitions at the Mayor Gallery in 1933, held
a one-man show at the Transition Gallery in
1934, and showed in 1937 in the Agnew Gallery
“Young British Painters’ exhibition. However,
he destroyed much of his early work and
dropped out of sight until 1945, when his Three
Studies for Figures at the Base of a Crucifixion
(Tate, London), painted in the previous year,
was exhibited at the Lefevre Gallery and made
him overnight the most controversial painter in
the country. John Russell has written of this
*triptych: ‘British art has never been quite the
same since the day in Aprl . . . when three of
the strangest pictures ever put on show in
London were slipped without warning into an
exhibition at the Lefevre Gallery. Visitors . . .
were brought up short by images so unrelievedly
awful that the mind shut with a snap at the
sight of them . . " The emotional impact that
Bacon’s work evokes depends not only on
his imagery—characteristically single figures in
isolation and despair—but also on his handling
of paint, by means of which he smudged and
twisted faces and bodies into ill-defined jumbled
protuberances suggestive of formless, slug-like
creatures of nightmare fantasy. They are pre-
sented, typically, against empty space-frames of
unreal, dream perspective. Bacon himself said:
‘Art is a method of opening up areas of feeling
rather than merely an illustration of an object
. .. I would like my pictures to look as if a
human being had passed between them, like a
snail, leaving a trail of the human presence and
memory trace of past events as the snail leaves
its slime.’

Bacon’s work has been shown in numerous
exhibitions in Europe and the USA and won
him an international reputation as one of the
giants of contemporary art. In the catalogue of
a major retrospective exhibition of his work
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held at the Tate Gallery in 1985, the Director
of the gallery, Alan Bowness, called Bacon the
‘greatest living painter’, a judgement in which
many critics would have concurred.

Bacon, John (1740-99). English sculptor. He
started work as a modeller in a porcelain factory
and this experience left a permanent mark on
his style as a sculptor, as his work, even in
marble, is soft, often showing much pretty
detail. The favour of George III (1738-1820)
gained him the important commission for the
monument to the Earl of Chatham (the Elder
Pitt) (Westminster Abbey, 1779—83), and he
also carried out much sculpture at Somerset
House, but his finest work is the monument to
Thomas Guy (Guy’s Hospital, 1779), showing
the founder succouring a sick man.

His practice was carried on by his son John
(1777-1859), who finished some of his father’s
work such as the equestrian statue of Wil-
liam III in St James’s Square, London.

Bacon, Sir Nathaniel (1585—1627). The first
English *amateur painter of note. He was a
high-born country gentleman, nephew of the
Lord Chancellor Francis Bacon (1561-1626).
Only a handful of paintings survive (mainly at
Gorhambury House, Herts.); with the exception
of a miniature landscape on copper in the
manner of *Bril, described as the earliest British
landscape (Ashmolean, Oxford), they are either
portraits or kitchen still lifes. His ambitious
full-length self-portrait at Gorhambury displays
a more coherent realization of space, greater
subtlety of colouring, and greater power of
characterization than had hitherto been achieved
in English portraiture and shows he was the
equal of *Mytens or Cornelius *Johnson, the
finest portraitists in England before the arrival
of van *Dyck.

Baen, Jan de (1633—1702). Dutch portrait
painter. He was a pupil of Jacob *Backer, but
van *Dyck’s works were his main source of
inspiration. In 1660 he settled in The Hague
and there became the leading portrait painter
of the House of Orange. He also worked for
Charles II (1630-85) of England and Frederick
William I (1620-88), Elector of Brandenberg,
but for patriotic reasons he refused a commission
from Louis XIV of France in 1672.

Baerze, Jacques de (active end of 14th cent.).
Netherlandish wood-carver from Termonde,
near Ghent. His only known works are two
altarpieces commissioned by Duke Philip the
Bold (1342—-1404) of Burgundy for the Char-
treuse de Champmol, now in the Musée des
Beaux-Arts, Dijon. The more elaborate of the
two was decorated with painted wings by
Melchior *Broederlam between 1394 and 1399.
De Baerze’s style was more conservative than

Broederlam’s and his flat compositions, dom-
inated by the richly gilded architectural frame-
work, make a strong contrast with the solidly
of his

three-dimensional style great con-
temporary Claus *Sluter.
Baglione, Giovanni (1573—1644). ltalian

painter and writer, born and mainly active in
Rome. He is of little account as a painter and
is remembered as the author of Le vite de’ pittori,
scultori, ed architetti . . ., published in 1642. One
of the fundamental.sources of information for
the period covered (1572—1642), this collection
of biographies deals mainly with Roman artists
but also discusses foreign artists working in the
city such as *Bril and *Rubens. In 1603 Baglione
sued *Caravaggio and three other painters for
circulating coarse satirical poems about him.
His hatred of Caravaggio comes out in the bio-
graphy devoted to him in his Vite, but ironically
the best pictures from his undistinguished
but successful career as a painter are his most
Caravaggesque.

Baillairgé. The leading family of French-
Canadian wood-carvers in the later 18th and
early 19th cents., active in Quebec City, where
several churches have examples of their work.
The founder of the family was Jean Baillairgé
(1726—1805); others were Frangois (1759-1830),
the outstanding individual, and his son Thomas
(1791—1859). Their style, with its combination
of elegance and provincialism, reflected the
*Classicism of the *Louis XVI style with added
touches from the English *Georgian. Their
technique was fresh and vigorous.

Baily, Edward Hodges (1788—1867). English
sculptor, the son of a carver of ships’ figure-
heads at Bristol. He was *Flaxman’s favourite
pupil and enjoyed a successful career with public
sculpture and portraits. His two most con-
spicuous works are also his most inaccessible—
the statues at the top of Nelson’s Column in
Trafalgar Square (1843) and the almost equally
tall Grey’s Monument in Newcastle upon Tyne
(1837). Eve at the Fountain (City Art Gal.,
Bristol, 1822) was highly regarded by his
contemporaries. His prolific output of portrait
*busts included many of fellow artists.

Bakhuyzen, Ludolf (1631-1708). Dutch ma-
rine painter, active mainly in Amsterdam. After
the van de *Veldes moved to England in 1672
Bakhuyzen became the most popular marine
painter in Holland. He captures the drama and
movement of ships, whether in harbour, or in
a regatta, or in a high wind on the open sea,
but seldom achieves the poetic effects of either
van de Velde the Younger or Jan van de
*Cappelle.

Bakst, Léon (Lev) (1866—1925). Russian
painter and stage designer, a member of the
*Mir Iskusstva (World of Art) group. In 1909




he joined the ballet impresario *Diaghilev in
Paris and played a major role in the impact
that the Ballets Russes made in Europe. The
uninhibited splendour of his spectacles revolu-
tionized European stage design with their com-
bination of oriental magnificence and the gaudy
colour of Russian peasant art.

baldachin (or baldacchino). A canopy over
an altar or other hallowed object; it may be
portable for use in processions or fixed, and in
the latter case it may be supported on columns
or suspended from the ceiling. The most famous
baldacchino is that designed by *Bernini for St
Peter’s in Rome. The type, often with twisted
columns and fringed canopy, became usual in
*Baroque churches, and when the high altar of
St Paul’s Cathedral, London, was restored in
1958 it was given a baldacchino of that type,
as had been Sir Christopher Wren'’s (1632-1723)
original intention.

Baldinucci, Filippo (1624—96). Florentine art-
ist, art historian, antiquarian, and philologian,
who was prominent in artistic circles at the
court of the *Medici Dukes. His Notizie de’
professori del disegno (1681—1728), lives of artists
from *Cimabue to his own time, is valuable
for the information it gives about 16th-cent.
Florentine artists as well as his own con-
temporaries. He was an innovator as an art
historian in making use of every kind of
document. Apart from the Notizie, his most
important work is his biography of *Bernini
(1682), the primary source for the artist’s life.

Baldovinetti, Alesso (c.1426—99). Florentine
painter, mosaicist, and worker in stained glass.
His training is unknown, but his graceful and
refined style shows the influence of * Domenico
Veneziano and Fra *Angelico. He had a taste
for the current repertoire of flowers, fruit,
shrubs, brocades, and so on, which resulted in
a curious and engaging blend of naivety and
sophistication. His finest works include a dam-
aged but still enchanting fresco of the Nativity
(1460—2) in the forecourt of the SS. Annunziata,
Florence, a Madonna and Child (c.1460) in the
Louvre, and an Annunciation (c.1460) in the
Uffizi. They show his remarkable sensitivity to
light and landscape. Attributed works include
the Portrait of a Lady in Yellow in the National
Gallery, London. In his History of Italian Re-
naissance Art, Frederick Hartt writes that Bal-
dovinetti was ‘the finest painter in Florence’ in
the 1460s, and considers him ‘a very gifted
master who somehow never quite seemed to
fulfil his great initial promise’.

Balduccio, Giovanni di (active 1315—49).
Pisan sculptor who brought the style of Nicola
and Giovanni *Pisano to north Italy. He is first
documented working in the cathedral at Pisa,
after which he worked in various places in the
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1320s before settling in Milan in 1334. In Milan
he made his major work, the Shrine of St Peter
Martyr (1335-9) in S. Eustorgio, and the Shrine
of St Augustine in S. Pietro in Ciel d’Oro,
Pavia, is sometimes attributed to him. His style
had considerable influence in north Italy.

Baldung Grien, Hans (1484/5—1545). German
painter and graphic artist. He probably trained
with *Diirer in Nuremberg, but his brilliant
colour, expressive use of distortion, and taste
for the gruesome bring him closer in spirit to
his other great German contemporary, *Griine-
wald. His output was varied and extensive,
including religious works, allegories and mytho-
logies, portraits, designs for stained glass and
tapestries, and a large body of graphic work,
particularly book illustrations. He was active
mainly in Strasburg, but from 1512 to 1517
he lived in Freiburg-im-Breisgau, where he
worked on his masterpiece, the high altar for
Freiburg Cathedral, the centre panel of which
is a radiant Coronation of the Virgin. His most
characteristic paintings, however, are fairly small
in scale—erotic allegories such as Death and the
Maiden, a subject he treated several times.
Eroticism is often strongly present in his en-
gravings, the best known of which is The
Bewitched Stable Boy (1544), which has been
interpreted as an allegory of lust.

Balen, Hendrick van (1575?—1632). Flemish
*Mannerist painter, active mainly in his native
Antwerp. He was in Italy in the 1590s. His
speciality was mythological scenes painted in
the highly finished manner of Jan *Brueghel,
one of the numerous artists with whom he
collaborated. Van Balen was a popular teacher,
his most important pupil being Van *Dyck. He
also had three painter sons.

Ball, Thomas (1819—1911). American sculptor.
He is best known for his equestrian statue of
George Washington (1869) in Boston’s Public
Gardens and Lincoln as the Emancipator (Lincoln
Park, Washington, 1875), which was paid for
with contributions from freed slaves.

Balla, Giacomo (1871—1958). Italian painter
and sculptor, one of the leading *Futurist artists.
From a visit to Paris in 1900 Balla brought back
to Italy a feeling for *divisionism and for colour
and light, which he passed on to *Boccioni and
*Severini, whom he taught in Rome. In 1910
he was converted to Futurism by *Marinetti
and in the immediately following years his
paintings show a preoccupation with the char-
acteristic Futurist aim of portraying movement.
Unlike the other Futurists, however, Balla was
not interested in machines and violence and his
paintings tend towards the lyrical and the witty.
The most famous is the delightful Dynamism
of a Dog on a Leash (Albright-Knox Art Gal.,
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Buffalo, 1912), in which the multiple im-
pressions of the dog’s legs and tail convey
movement in a manner that later became a
cartoon convention. In 1913—16 Balla went
beyond the principles of the Futurist manifesto,
painting more abstract pictures, such as Mercury
Passing in front of the Sun (private collection,
1914), which nevertheless originated in ob-
servations of reality. After the First World War,
Balla stayed true to the ideals of Futurism after
his colleagues had abandoned them, but he
turned to a more conventional style in the

1930s.

Balthus (Count Balthasar Klossowski de Rola)
(1908— ). French painter, born in Paris of
aristocratic  Polish parents, both of whom
painted. He had no formal training but had the
reputation of being an infant prodigy and was
encouraged by the family friends *Bonnard and
*Derain (of whom Balthus painted a memorable
portrait, MOMA, New York, 1936), while
the poet Rainer Maria Rilke (1875—1926) also
interested himself in his early productions. Since
the late 1930s Balthus has been obsessed with
the theme of the adolescent girl awakening to
sexual consciousness, usually depicted in languid
but powerful interiors such as The Living Room
(Minneapolis Inst. of Arts, 1941—3). Although
he has spent most of his life living in seclusion
outside Paris and shunning all publicity, Balthus
has become internationally famous and his
distinctive and poignantly erotic work has made
him something of a cult figure.

bambocciate. See LAER, PIETER VAN.

Bandinelli, Baccio (1493—1560). Florentine
sculptor, painter, and draughtsman. He was a
favourite of the *Medici family, but he is
remembered more for his unattractive character
and the antipathy of his contemporaries than
for the quality of his work. His most famous
and conspicuous sculpture is Hercules and Cacus
(Piazza della Signoria, Florence, finished 1534),
a pendant to *Michelangelo’s David. The
commission had originally been intended for
Michelangelo himself, and Bandinelli’s pon-
derous figure, which he had boasted would
surpass David, was ridiculed by *Cellini and
others. Bandinelli had a habit of failing to fulfil
his commissions and Cellini’s accusations of
incompetence had much justification. In return,
Bandinelli attempted to sabotage Cellini’s
career, as he also did with another rival, *Am-
manati. Bandinelli was a fine draughtsman
(several of his drawings were engraved) and
he played a part in the development of art
*academies. His paintings include a pompous
self-portrait in the Isabella Stewart Gardner
Museum, Boston.

Banks, Thomas (1735—1805). English sculptor.
He studied in Rome 1772—9 and in 1781 was

employed by Catherine the Great in Russia.
Back in England, he became with *Flaxman
the leader of the *Neoclassical movement in
sculpture. He had a very high reputation with
his contemporaries: *Reynolds called him ‘the
first British sculptor who has produced works
of classic grace’ and Queen Charlotte (queen
consort of George IlI) is said to have wept when
she saw his most famous work, the monument
to Penelope Boothby (Ashbourne Church,
Derbyshire, 1793), in which the child is shown
sleeping rather than dead. Small monuments
such as this show Banks at his best, and his few
surviving portrait busts demonstrate a gift for
characterization. His larger monuments, how-
ever, are somewhat ponderous essays in the
heroic style (several examples in St Paul’s
Cathedral, London).

Barbari, Jacopo de’ (active c.1497, d. 1516?).
Venetian painter and engraver. His early career
is obscure and he is first documented in 1500
in connection with his huge (nearly 3 m. wide)
woodcut view of Venice, which had taken three
years to complete. Most of his known career
was spent in northern Europe, where he worked
for the emperor Maximilian (1459—1519), Fre-
derick the Wise of Saxony (1463—-1525), Count
Philip of Burgundy, and Margaret of Austria
(1480—1530). His delicate engravings, many of
mythological figures, helped to spread the Italian
conception of the nude in northern Europe. As
a painter he is best known for his Dead Bird
(Alte Pinakothek, Munich, 1504), an early
example of still life. He is described as being
dead in a document of 1516.

Barbeau, Marcel. See AUTOMATISTES, LES.

Barberini. Tuscan family who came to prom-
inence with the election of Maffeo (1568—1644)
as Pope Urban VIII in 1623 and became the
chief patrons of *Baroque art in 17th-cent.
Rome. Urban commissioned the *baldacchino
and the statue of St Longinus (both in St Peter’s)
from *Bernini, and the Barberini also employed
Pietro da *Cortona, *Romanelli, Andrea
*Sacchi, and others in the decoration of the
family palace and of St Peter’s. The Palazzo
Barberini, in the design of which Bernini and
two other great contemporary architects—Carlo
Maderna (1556-1629) and Francesco Borromini
(1599—1667)—all played parts, now houses part
of the national art collection.

Barberini Faun (Sleeping Satyr). *Hellenistic
marble statue of a satyr sprawled in drunken
sleep (Glyptothek, Munich). It has been several
times restored, sometimes with substantial
changes to its posture. It is first recorded in the
possession of Cardinal Francesco *Barberini in
1628, and in the 17th and particularly the 18th
cent. it was generally regarded as one of the
greatest works of antiquity. It is still an admired




work (unlike most once celebrated antique
statues) and is considered by some authorities
to be an original work of around 200 Bc,
although others believe it to be a good copy.

Barbieri, Giovanni Francesco. See GUERCINO.

Barbizon School. Group of French landscape
painters who took their name from a small
village on the outskirts of the Forest of Fon-
tainebleau, where its leader, Théodore *Rous-
seau, and several of his followers settled in the
latter half of the 1840s. The other main members
of the group were Charles-Frangois *Daubigny,
Narcisse-Virgile *Diaz, Jules Dupré (1811-89),
Charles-Emile Jacque (1813—94), and Constant
*Troyon. They were united in their attitude of
opposition to Classical conventions and by their
interest in landscape painting for its own sake,
a fairly new development in French art. The
inspiration came partly from England (par-
ticularly *Constable and *Bonington), where
landscape painting had developed earlier, and
partly from the 17th-cent. Dutch painters on
whom the English tradition was founded. They
were advocates of painting direct from nature,
but unlike the *Impressionists, they usually
painted only studies in the open air; their
finished pictures were almost always done in
the studio. Their feeling for nature, amounting
almost to a cult, may be regarded as a form of
*Romantic revolt from the drabness of urban
life and coincided with a longing among the
urban population in expanding cities to renew
the contact with nature. *Corot is often as-
sociated with the group, but his work has a
poetic and literary quality which sets him
somewhat apart. *Millet is also often linked
with the School, as he settled in Barbizon in
1849 and during his last period painted pure
landscape.

Barendsz, Dirck (1534—92). Netherlandish
painter, born and mainly active in Amsterdam.
He went to Italy c15ss and worked in
*Titian’s studio. On his return to the north
(c.1562) he became one of the leading rep-
resentatives of the fashionable Italianate style.
The Adoration of the Shepherds (Municipal Mus.,
Gouda, ¢.1565) is usually regarded as his finest
work.

Bargello. Museum in Florence housing an
unrivalled collection of Italian *Renaissance
sculpture. The building was originally the Pa-
lazzo del Podesta, begun in 1255 as the residence
of the chief magistrate of the city. In 1574 it
was converted into a prison and assigned to the
head of the Police, the ‘Bargello’. In 185765
it was restored and fitted up as a museum of
arts and crafts, now the National Museum. The
collection contains works by virtually all the
leading Italian Renaissance sculptors (including
the celebrated statues of David by *Donatello
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and *Verrocchio) and also has an extensive
collection of minor arts, including armour,
*enamels, ivories, *maiolica, medals, seals, and
tapestries.

Barker, Thomas (1769-1847). English land-
scape and *genre painter, called ‘Barker of Bath’
from his main place of work, where he enjoyed
a successful career. He was entirely self-taught,
but was clearly influenced by the landscapes and
*fancy pictures of *Gainsborough, and made”
his name as a painter of rustic scenes, some of
which were copied on Worcester china plates.
His brother Benjamin (1776-1838) and his son
Thomas Jones Barker (1815-82) were also
painters.

Barlach, Ernst (1870-1938). German sculptor,
graphic artist, and writer. Until he reached his
thirties Barlach was as much attracted to ce-
ramics as he was to sculpture, but he found his
personal style during a visit to southern Russia
in 1906, when the sturdy peasant type led him
to an interest in medieval German carving, with
which he recognized both a spiritual and a
technical affinity—even when they are modelled
and cast in bronze his figures have the broad
planes and sharp edges typical of wood-carving.
In 1910 he settled at Gustrow and passed the
rest of his life there. Barlach exemplified the
sense of man’s alienation which was typical of
German  *Expressionism, believing  that,
through the creation of visible artistic forms
from the ‘unknown darkness’ within, man can
rediscover himself and his lost God. His work
has great vigour and expressive power. He
executed a number of war memorials under the
Weimar Republic, including one at the cathedral
of Giistrow which was dismantled when his art
was condemned as *degenerate in 1938 by the
National Socialist regime; it was subsequently
restored and a replica made for the An-
toniterkirche in Cologne. After his death his
studio at Gustrow was made a permanent
museum; there is another museum devoted to
his work in Hamburg. Barlach also wrote
Expressionist plays, which he illustrated with
woodcuts and lithographs, and published an
autobiography in 1928.

Barlow, Francis (1626°—1704). English painter
and illustrator of animal subjects, known as ‘the
father of British sporting painting’. He painted
numerous large canvases for decorative schemes
(examples are at Ham House in London and
Clandon Park in Surrey) and was also a prolific
book illustrator, his etchings for an edition
of Aesop’s Fables published in 1666 being
particularly well known. Many of his drawings
are in the British Museum. His work is vividly
observed, with an almost naive charm.

Barna da Siena. Sienese painter of the second
half of the 14th cent. Nothing is known for
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certain of his life and no documented works
survive, but he was probably the leading Sienese
painter of his period. *Ghiberti’'s Commentarii
associated him with frescos in the Collegiata at
S. Gimignano, and the series on The Life of
Christ there (c.1350—5) is the core around which
his work has been reconstructed. As with
*Simone Martini (traditionally Barna’s master)
and Lippo *Memmi, drawing plays a pre-
dominant part in his work; where their line is
a graceful arabesque, however, Barna’s is direct
and thrusting. Many of the compositions in
S. Gimignano are influenced by *Duccio’s
*iconography and some are reminiscent of
Simone Martini, but his figures have a more
dramatic vigour than any previous Sienese
painting. Other works given to Barna include
a Crucifixion in the Episcopal Palace at Arezzo
and Christ Carrying the Cross in the Frick
Collection, New York. Tradition has it that
Barna died in a fall from scaffolding.

Barnes, Dr Albert C. (1872—1951). American
drug manufacturer and art collector. He made
a fortune with the antiseptic. Argyrol, which he
created in 1901, and by 1913 was devoting his
life to collecting. His greatest interest was in
modern French painting, but he also collected
Old Masters and primitive art. In 1922 he
established the Barnes Foundation at Merion,
Pennsylvania, to house his collection and to
provide education in art appreciation. Barnes
commissioned *Matisse to paint a mural dec-
oration for the Foundation in 1931, and when
it turned out to be unusable because of an error
in the measurements he had been given, Matisse
did a new version. The abortive scheme, The
Dance I (1931—2), 1s in the Musée d’Art Moderne
de la Ville de Paris, and the second scheme, The
Dance II (1932—3), is in situ in the Barnes
Foundation. Bames was described by Kenneth
*Clark as ‘not at all an attractive character’.
Although he wrote and lectured on art, the
museum he created was closed to the public
during his lifetime and became only a little easier
of access after his death. However, in 1993—4 a
selection of paintings went on tour to Washing-
ton, Paris, and Japan. The collection of Matisse’s
work is one of the best in the world, and
*Cézanne, *Picasso, and *Renoir are among the
other artists who are particularly well represented.

Barocci (or Baroccio), Federico (c.1535—
1612). Italian painter. Barocci was born in
Urbino and apart from two trips to Rome early
in his career was based there all his life. He is
said to have abandoned his frescos in the Casino
of Pius IV in the Vatican Gardens (1561—3) for
fear that rivals were trying to poison him, and
the hypersensitive temperament this suggests
comes out in his work. It consists mainly of
religious paintings, which combine the influence
of *Correggio and *Raphael (also a native of
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Urbino) in a highly individual and sensitive
manner. His colour harmonies are sharp but
subtle and, although his paintings often convey
a feeling of intimate tenderness, his handling
has great vigour. Despite the fact that he worked
away from the main centres of art, his work
was much sought after, his patrons including the
emperor Rudolf II (1552-1612). And although
Barocci constantly claimed to be ill, he had a
long and productive career; he was prolific as
a draughtsman as well as a painter and was one
of the first artists“to make extensive use of
coloured *chalks. He also made a few etchings.

Barocci is generally considered the greatest
and most individual painter of his time in central
Italy; certain features of his work are thoroughly
in the *Mannerist tradition (his rather indefinite
treatment of space, for example, and his delight
in fluttering draperies), but in his directness and
freshness he looked forward to the *Baroque.
*Bellori, the pre-eminent biographer of the
Baroque age, considered him the finest Italian
painter of his period and lamented that he had
‘languished in Urbino’.

Baroque. A term used in the literature of the
arts with both historical and critical meanings
and as both an adjective and a noun. The word
has a long, complex, and controversial history
(it possibly derives from a Portuguese word for
a misshapen pearl, and until the late 19th cent.
it was used mainly as a synonym for ‘absurd’
or ‘grotesque’), but in English it is now current
with three principal meanings. Primarily, it
designates the dominant style of European
art between *Mannerism and *Rococo, the
characteristics of which are discussed below.
Secondly, it is used as a general label for
the period when this style flourished, broadly
speaking, the 17th cent. Hence such phrases as
‘the age of Baroque’, ‘Baroque politics’, ‘Ba-
roque science’, and so on. This usage is probably
more confusing than helpful, particularly as, for
example, what literary historians call ‘Baroque’
more often shows characteristics that the art
historian would label ‘Mannerist’. Thirdly, the
term ‘Baroque’ (often written without the initial
capital) is applied to art of any time or place
that shows the qualities of vigorous movement
and emotional intensity associated with Baroque
art in its primary meaning. Much *Hellen-
istic sculpture could therefore be described as
‘baroque’. The older meaning of the word, as
a synonym for ‘capricious’, ‘overwrought’, or
‘lorid’, still has some currency, but not in
serious criticism. The Baroque originated in
Italy and the following characteristics are de-
rived chiefly from the style fully developed
there by the mid 17th cent. Modifications
become necessary when they are applied to
other parts of Europe or points in time, and
as they amalgamate with other styles and
aspirations.




Despite a frequent lack of reticence, the
Baroque is a style which expresses a concern
for balance and above all wholeness. *Bellori
wrote of the fresco by *Lanfranco in the Roman
church of S. Andrea della Valle: . . . this
painting has been rightly likened to a full choir,
when all the voices together make up the
harmony; for then no particular voice is dis-
tinguished, but what is pleasing is the blending,
and the overall measure and substance of the
singing.” The passage nicely underlines the
quality of large Baroque design in whatever
form. The emphasis is on balance, through the
harmony of parts in subordination to the whole.
In this the style differs from the High *Re-
naissance ideal of a balance of parts each of
separate perfection, but has more in common
with it (and with 17th-cent. *Classicism) than
with either the often wilfully unblended style
of Mannerism or the nervous fragmentariness
of the Rococo (into which the Baroque evolves).
This ambition towards a grand unity (which
does not, however, preclude a climax within
the work) has as an effect the levelling of
painting and sculpture to the needs of the
architectural unity they serve. The separate
properties conventionally supposed to be in-
herent in each of the three media may be
deliberately run together to the end of more
complete harmony. Even in a single medium it
is not unusual that architecture, for example,
should be robbed of its expected inertia and
made to take on the suppleness and plasticity
of sculpture, or that both should exploit the
expressiveness of *chiaroscuro in a way more
immediately proper to painting. Yet harmony,
once more, precludes that the technical vir-
tuosity characteristic of the Baroque artist should
lapse into display for its own sake.

The unity of the Baroque is more than a
formal and self-sufficient one; like a play (and
the style had close connections with spectacle)
it is incomplete without its audience. It is a
mark of a Baroque work that by various means
it engineers the bodily, and hence the emotional,
participation of the beholder. For painting and
sculpture to succeed in doing this at ali they
must first be persuasive in creating the illusion
of the actuality and truth of their subject. The
Baroque representation is, then, concerned with
the reality of appearances, or at least with
verisimilitude. It insists upon the substance,
colours, and texture of things; it creates a space
in which the subject and the spectator may be
joined in a specific and sometimes dramatic
moment of time. The physical urgency of the
Baroque is achieved most particularly by the
calculation of light against dark, mass against
void, the use of strong diagonals or curves,
breaking down the expected and separating
plane. The expression of substance by the use
of colour and contrast of light (‘painterliness’)
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distinguishes the style from the linear pre-
occupations of Mannerism and Rococo: its
confidence in the force of its assertions further
distinguishes it from the insinuating dec-
orativeness of the latter.

Although the once common identification of
Baroque as ‘le style jésuite’ has been rightly
abandoned, it is certainly true that the style
flourished chiefly in countries that were strongly
affected by the Counter-Reformation, notably
Italy, Spain, Austria, and South Germany. It
took root much less firmly in northern Europe
(and hardly at all in Protestant England and
Holland), although *Rubens was the supreme
master of Baroque painting and there is no
more spectacular example of the Baroque ideal
of unity of the arts than Versailles, where
architecture, sculpture, painting, the applied
arts, and garden design work together to create
an overwhelming whole. The archetypal Ba-
roque artist was *Bernini, a man possessed of
boundless energy and the utmost virtuosity and
whose work reveals total spiritual conviction.

Barr, Alfred H. jun. (1902-81). American art
historian, first Director of the *Museum of
Modern Art in New York from 1929 until his
retirement in 1967. He not only built up the
museum’s collections to become the finest in
the world in their field, but also organized more
than 100 exhibitions and wrote several books
that are still considered standard works. Among
them are Cubism and Abstract Art (1936), Picasso:
Fifty Years of His Art (1946), and Matisse: His
Art and His Public (1951).

Barret, George (17327—84). Irish landscape
painter in oils and water-colour. He came to
London on the advice of Edmund *Burke in
1762 and quickly made a reputation as a painter
of views and *panoramas and was a foundation
member of the *Royal Academy. Though he
sometimes imitated the Classical manner of his
rival Richard *Wilson (who described Barret’s
foliage as ‘spinach and eggs’), his natural gift
was for topographical landscape. His most
famous work in his day was a panorama of the
Lake District painted in *distemper on the walls
of a room at Norbury Park in Surrey (c.1780;
still in situ). He initially had a successful career,
but his improvident nature forced Burke to
come to his rescue at the end of his life by
gaining him the sinecure of Painter to Chelsea
Hospital. Barrett had three painter sons, George
jun., James, and Joseph, and his daughter
Mary was a *miniaturist.

Barry, James (1741-1806). Irish history painter.
Edmund *Burke brought him to London in
1764 and provided money for him to travel to
Italy (1766-71). The work of the great masters
of the *Renaissance had an overwhelming effect
on Barry, and he was the only British painter
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who adhered consistently to *Reynolds’s pre-
cepts for history painting in the *Grand Manner.
His scheme of large decorative paintings on The
Progress of Human Culture (1777-83), for the
Great Room of the Society of Arts, London, is
the most ambitious achievement of this kind by
any artist of the British School, but its weak
draughtsmanship and flabby rhetoric show that
his ambitions far outstripped his talent. Barry
was elected Professor of Painting at the *Royal
Academy in 1782, but after a series of quarrels
was expelled in 1799. His truculent nature, and
uncompromising belief in his own genius, come
out in his numerous self-portraits (a good
example is in the National Gallery of Ireland,
Dublin).

Bartolo, Sebastiano di. See MAINARDI.

Bartolo di Fredi (active 1353—1410). Sienese
painter. He continued the narrative style of the
*Lorenzetti but gave it a flatter, more decorative
character typical of Sienese art at the end of the
century. His career was evidently successful, but
his work is much less accomplished than that
of his contemporary *Barna, whose influence
can be seen in Bartolo’s major surviving work,
the Old Testament fresco cycle in the Collegiata,
S. Gimignano (1367). Bartolo’s son was the
painter Andrea di Bartolo (c.1370—-1428).

Bartolommeo, Fra (Baccio della Porta)
(1472/5—1517). Florentine painter. After train-
ing with Cosimo *Rosselli, he was deeply
influenced by the preaching of Savonarola
(1452—98) and entered the Dominican Order in
1500, giving up painting until 1504. From
then until 1508 he developed parallel with
*Raphael—though Raphael’s was the more
imaginative genius—each contributing some-
thing to the new High *Renaissance type of
Madonna with Saints, in which the figure of
the Madonna acts not merely as a centre but as
a pivot about which the whole composition
turns. The two artists also evolved a new
treatment, first adumbrated by *Leonardo, of
the theme of the Madonna and Child with the
Infant St John in a Landscape. There is an example
by Fra Bartolommeo in the National Gallery,
London. Raphael, *Michelangelo, and Leonardo
had all left Florence by 1509 and in the second
decade of the century Fra Bartolommeo was
rivalled only by *Andrea del Sarto as the
leading painter in the city, which he left only
briefly for visits to Venice in 1508 and Rome
in 1514. His style acquired a solemn restraint
and monumentality that made him one of the
purest representatives of the High Renaissance
(The Mystical Marriage of St Catherine, Louvre,
Paris, 1511). Bartolommeo was a brilliant
draughtsman and the mystical element in his
nature found clearer expression in his drawings,
which escape the tendency to empty rhetoric
occasionally shown in his later paintings. His
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drawings include not only figure studies, but
also landscape and nature studies; good examples
are in the Courtauld Institute Galleries, London.

Bartolommeo Veneto (active 1502—46). It-
alian painter. An obscure figure, not mentioned
in *Vasari, he is usually classed as a member of
the Venetian School, but he signed himself as
‘mezo venizian e mezo cremonexe’ (half Venetian
and half Cremonese) and seems to have worked
in various parts of north Italy. His early religious
works are pastiches of Giovanni *Bellini, but
later he painted some striking fashionable por-
traits. There are two examples in the National
Gallery, London, including one of Ludovico
Martinengo, dated 1546, which is the last known
document of his activity.

Bartolozzi, Francesco (1727-1815). Italian
engraver, active mainly in England. He was one
of the most accomplished engravers of his
period, achieving success in Italy, in England,
where he became Engraver to George III in
1764, and in Portugal, where he moved in 1802
to become Director of the National Academy
in Lisbon. Bartolozzi became a founder member
of the *Royal Academy in 1768 and engraved
the works of many of his leading contem-
poraries, such as *Copley, *Kauffmann, and
*Reynolds, but he was also celebrated for
engravings after the Old Masters. See also
STIPPLE ENGRAVING.

Bartsch, Adam von (1757-1821). Austrian
engraver. He was custodian of the imperial
library in Vienna and an authority on prints.
From 1803 to 1821 he published in twenty
volumes Le peintre graveur, the pioneering work
in the systematic study of Dutch, Flemish,
German, and Italian painter-engravers from the
1sth to the 17th cent. It is now outdated in
many respects, but still remains of fundamental
importance in the study of certain minor artists
and its numbering system has been referred to
by most subsequent works in its field. There
have been various continuations and supple-
ments and in 1979 a series of illustrations to the
work (known as The Illustrated Bartsch) began
publication; a similar series (Le peintre graveur
illustré) was begun in 1971, but only the first
volume ever appeared.

Barye, Antoine-Louis (1796—-1875). French
sculptor, celebrated for his portrayal of animals.
He laid the basis of his extensive knowledge of
animal forms while employed by a goldsmith
making models of animals in the Jardin des
Plantes, Paris (1823—31). His work was in the
spirit of the *Romantic movement, particularly
his preference for rendering violent movement
and tense posture. He also did the pediment
Napoleon dominating History and the Arts on the
Pavillon de I’'Horloge of the *Louvre and an




equestrian statue of Napoleon at Ajaccio, the
Emperor’s birthplace in Corsica.

Basaldella, Afro. See AFRrO.

basalt. A hard and tough igneous stone, which
is very durable and takes a fine polish. It
is widely distributed and has many varieties
differing in consistency and ranging in colour
from black, brown or dark green to pale blue.
It is almost as difficult to work as *granite.
Black basalt was much used by the ancient
Egyptians for portrait sculpture and was also
used in the Middle East. In the context of the
*Neoclassical revival the potter Josiah *Wedg-
wood experimented with pottery materials
simulating the stones favoured for sculpture in
antiquity. Basalt-ware, a hard black stoneware,
was the first of these materials to be successfully
produced, in 1766.

Baschenis, Evaristo (1617—77). Italian painter,
the most prominent of a family of artists
recorded from 1400. He was ordained ¢.1647
and painted a few religious subjects, but his
fame rests chiefly on his beautifully poised and
polished still lifes of musical instruments. His
predilection for the subject may have been
associated with the contemporary fame of the
Amati family of violin-makers of Cremona,
which is near to Baschenis’s native town of
Bergamo. The Accademia Carrara there has the
best collection of his paintings.

Baselitz, Georg (1938— ). East German-born
painter and sculptor, active in the West. He is
regarded as one of the leading contemporary
*Expressionist artists and his work has often
been the subject of controversy, particularly
since, in 1969, he began painting the images in
his pictures upside down.

Basire, James. Sce BLAKE, WILLIAM.

Baskerville, John (1706-75). British typo-
grapher, the originator of the English tradition
in fine printing. His editions of the Latin classics,
John Milton’s poems, his Books of Common
Prayer, and above all his folio Bible printed at
Cambridge in 1763 are among the masterpieces
of British book production. The beauty of his
work depends on clear and careful presswork
rather than ornament.

Baskin, Leonard (1922— ). American
sculptor and graphic artist. Baskin’s work has
been dominated by the themes of death and
spiritual decay and he has created images of
‘injured and brutalized man, alone, naked,
and defenceless’, exploding the delusions of
optimism and progress. In his woodcuts he
developed a distinctive linear style, giving his
figures a superficial likeness to anatomical charts,
displaying nerves, muscles, and tendons.
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Bassa, Ferrer (c.1285/90-1348). Spanish painter
and *miniaturist who worked for the Aragon
court. He is considered the founder of the
Catalan School, but the only certain surviving
work by his hand is a series of *frescos in the
chapel of S. Miguel at the convent of Pedralbes
near Barcelona, executed in 1345—6 and strongly
Italianate in style.

Bassano, Jacopo (Jacopo da Ponte) (c.1510/18—
92). Italian painter, the most celebrated member
of a family of artists who took their name from
the small town of Bassano, about 65 km. from
Venice, which was the main centre of their
activity. Apart from a period in the 1530s when
he trained with *Bonifazio Veronese in Venice,
Jacopo worked in Bassano all his life. His father,
Francesco the Elder (c.1475-1539), was a
village painter and Jacopo always retained some-
thing of the peasant artist, even though the
influence of, for example, the fashionable etch-
ings of *Parmigianino is evident in his work.
He treated biblical themes in the manner of
rustic genre scenes, using genuine country
types and portraying animals with real interest.
In this way he helped to develop the taste
for paintings in which the *genre or still-life
element assumes greater importance than the
ostensible religious subject. From around 1560
his basically country scenes became vested with
a more exaggerated search for novel effects of
light, taking on something of the iridescent
colouring of *Tintoretto. Bassano had four
painter sons who continued his style—Fran-
cesco the Younger (1549—92), Gerolamo
(1566—1621), Giovanni Battista (1553—1613),
and Leandro (1557-1622). Francesco (who
committed suicide by throwing himself out of
a window) and Leandro both acquired some
distinction and popularity working in Venice.

The work of the family is well represented
in the Museo Civico at Bassano.

Bassen, Bartholomeus van (d. 1652). Dutch
architectural painter and architect, active mainly
in The Hague. He is best known as a painter
of imaginary church interiors and fanciful views
of palaces. None of his buildings has survived.

Bastien-Lepage, Jules (1848-84). French
painter, best known for his sentimental scenes
of rural life such as The Haymakers (Musée
d’Orsay, Paris, 1877). Emile Zola (1840-1902)
described Bastien-Lepage’s work as ‘Im-
pressionism corrected, sweetened and adapted
to the taste of the crowd’, and his work had
considerable success and influence not only in
France, but also in England and Scotland, and
even—via Tom *Roberts—in Australia. He
was also much admired as a portraitist (Sarah
Bernhardt, Musée Fabre, Montpellier, 1879).

Bath stone. A general name for several lime-

stones found in England which occur in deposits
extending from the coast of Dorset through
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Somerset, Gloucestershire, Oxfordshire, North-
amptonshire, to Yorkshire, particularly well
developed near Bath. There is considerable
variation both in texture and in colour, and it
has been used by several noted modern sculptors,
for example, Frank *Dobson, Eric *Gill, and
Henry *Moore.

batik. An art of textile printing, originating in
Indonesia. The design is produced by a negative
dyeing method, being marked out in wax before
the fabric is dipped so that the waxed portions
do not take the dye and stand out in the original
colour of the fabric. Batik was brought to
Europe by Dutch traders and was adopted by
Western craftsmen in the 19th cent.

Batlle-Planas, Juan (1911-66). Argentine
painter, considered the father of *Surrealist
painting in his country. He was an energetic
publicist for modern art and trained and in-
fluenced numerous Argentinian artists.

Batoni, Pompeo (1708-87). Italian painter,
the last great Italian personality in the history
of painting at Rome. He carried out prestigious
church commissions and painted numerous fine
mythological canvases, many for eminent for-
eign patrons, but he is famous above all as a
portraitist. After *Mengs left Rome for Madrid
in 1761 his pre-eminence in this field was
unchallenged, and he was particularly favoured
by foreign visitors making the *Grand Tour,
whom he often portrayed in an *antique setting.
His style was a polished and learned distillation
from the antique, the works of *Raphael,
academic French painting, and the teaching of
his master Sebastiano *Conca. His char-
acterization is not profound, but it is usually
vivid, and he presented his sitters with poise
and dignity. Batoni was also an outstanding
draughtsman, his drawings after the antique
being particularly memorable. He was curator
of the papal collections and his house was a
social, intellectual, and artistic centre, * Winck-
elmann being among his friends. Many galleries
in Italy, Britain, and elsewhere have examples
of his work, and some of his finest portraits are
still in the family collections of the sitter.

Battistello. See caraccioLo.

Bauchant, André (1873—-1958). French *naive
painter, a market gardener until he devoted
himself full time to painting in 1918. He worked
in the meticulously realistic manner which is
characteristic of most *naive artists, devoting
himself for preference to historical or mytho-
logical themes for which he found inspiration
in old illustrated books (Greek Dance in a
Landscape, Tate, London, 1937). Bauchant be-
came part of the cult for naive painting when
he was promoted by the German critic Wilhelm
*Uhde. Among his other admirers and patrons

were *Diaghilev, *Le Corbusier, *Lipchitz, and
*(zenfant.

Baudelaire, Charles (1821-67). French poet
and critic. As well as being a major poet,
Baudelaire was one of the foremost art critics
of his day. He held that there is no absolute
and universal beauty but a different beauty for
different peoples and cultures. Beauty arises
from the emotions, and therefore every man
has his personal beauty. Moreover, the in-
dividuality of the artist is essential to the creation
of beauty and if it is suppressed or regimented,
art becomes banal: ‘the beautiful is always
bizarre’ was a favourite maxim. Baudelaire
resisted the claims that art should serve social
or moral purposes and was one of the leaders
of the ‘art for art’s sake’ school with Gustave
Flaubert (1821-80), Théophile Gautier (1811—
72), and the brothers de *Goncourt (see AEs-
THETICISM). He sought to assess the stature of
an artist by his ability to portray the ‘heroism’
of modern life. ¥*Delacroix, to whom he devoted
some of his most perceptive essays, he found
unsuitable owing to his predilection for *Ro-
mantic and exotic subject matter. *Courbet
seemed to him too materialistic and he finally
chose the relatively minor painter Constantin
*Guys as the representative par excellence of
contemporary society, and wrote a long ap-
preciation of his work entitled Le Peintre de la
vie moderne (1863). He was a friend and supporter
of *Manet and he is one of the persons depicted
in Manet’s Music in the Tuileries Gardens (NG,
London, 1863) as well as in Courbet’s The
Painter’s Studio (Musée d’Orsay, Paris, 1854—5).
His writings later had great influence on the
*Symbolists.

Baugin, Lubin (c.1610-63). French painter,
active in Paris. He painted religious works and
has earned the nickname ‘Le Petit Guide’ (Little
Guido) because he was strongly influenced by
Guido *Reni. This suggests that he visited Italy,
but there is no firm evidence. A small group
of strikingly austere still lifes, signed simply
‘Baugin’ (examples are in the Louvre), has also
been attributed to him, although there is little
in common between these pictures and the
religious works.

Bauhaus. A school of architecture and the
applied arts which became the centre of modern
design in Germany during the 1920s and played
a key role in establishing the relationship be-
tween design and industrial techniques. The
Bauhaus was founded in 1919 by the fusion
under Walter *Gropius of the old Weimar
Academy of Fine Arts and the Weimar School
of Arts and Crafts (Kunstgewerbe). Gropius’s
initial proclamation combined a *Morrisian
ideal of inspired craftsmanship with the idea of
unity between the arts for the realization of a



modern all-embracing architectonic art in which
the division between monumental and dec-
orative elements was to disappear. In 1923 he
added the idea, which became central in Bauhaus
doctrine, of the importance of the craftsman-
designer for industrial mass-production. Al-
though the emphasis was on architecture and
design, the teachers in the early days were
mostly painters, among them *Kandinsky and
*Klee. Later they were joined by specialists such
as the typographer Herbert *Bayer and the
furniture designer Marcel *Breuer, both former
Bauhaus students. The Bauhaus studios became
laboratories where prototype designs for
machine manufacture were evolved. A close
relationship was established with industry and
many products of the studios (furniture, textiles,
and electric-light fittings in particular) were
adopted for large-scale manufacture. The char-
acteristic Bauhaus style was impersonal, geo-
metrical, and severe, but with a refinement of
line and shape that came from a strict economy
of means and a close study of the nature of the
materials.

In 1925 the Bauhaus moved from Weimar
to Dessau, where it was housed in a group of
new buildings designed as a co-operative effort
by Gropius and his staff and students. In 1928
Gropius left the Bauhaus to concentrate on his
own architectural practice and was succeeded as
director by the Swiss architect Hannes Meyer
(1889—1954). He in turn was replaced by another
architect, Ludwig *Mies van der Rohe, in 1930.
Two years later the Bauhaus moved to Berlin,
where it was closed down by the Nazis in 1933.
Following this dissolution, the emigration of
staff and students helped to disseminate Bauhaus
ideas in many countries, and they have had an
enormous influence on art education throughout
the Western world. Liaszl6 *Moholy-Nagy,
who taught at the Bauhaus from 1923 to 1928
and edited a series of books with Gropius,
founded the New Bauhaus (which became the
Institute of Design) in Chicago in 1937.

Baumeister, Willi (1889—1955). German ab-
stract painter. Unlike most significant German
painters of his time he stood outside the ambit
of *Expressionism and is regarded as the most
‘*European’ in spirit of all contemporary German
artists. He visited Paris in 1912 and again in
1914 with his close friend Oskar *Schlemmer,
and became interested both in the *Neo-
Impressionists and in *Cubism. Using simplified
Cubist forms, mainly horizontals and verticals,
he aimed during this period at achieving a
synthesis of painting and architecture. His own
style matured ¢.1920, after he had served in the
First World War, and found its first expression
in a series of Wall paintings (Mauerbilder), so
called because he added sand, putty, etc., to his
pigments to give a texture suggesting a wall.
He also did sculpturesque Wall paintings with
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geometrically simplified objects in a manner
akin to that of the French *Purists, and in 1924
he met *Ozenfant, *Léger, and *Le Corbusier.
In 1933 he was dismissed from his teaching post
at Frankfurt by the Nazis and forbidden to
exhibit; after the Second World War he was
reinstated and from 1946 taught at the Stuttgart
Academy. Baumeister’s method during the
1930s of using pure pictorial signs from the
deep unconscious had analogies in *Picasso,
*Klee, and others and was described by him in
a book Das Unbekannte in der Kunst (The
Unknown in Art), written in 1943 and published
in 1947.

Bawden, Edward (1903-89). English water-
colour painter, illustrator, and designer of post-
ers, wall-paper, tapestries, and theatre décor. He
was an official war artist in the Second World
War and painted numerous murals (for example,
at Queen’s University, Belfast, 1965), but he
was best known for his book illustrations.

Baxter, George (1804—67). English engraver
and printer. In 1835 he patented a method of
making colour prints using oil colours, and
around the middle of the century ‘Baxter
prints’ enjoyed a great vogue, making coloured
reproductions of paintings widely available.
Baxter licensed other firms to employ the
process and did not himself profit greatly from
the invention, which was eventually supplanted
by cheap coloured *lithographs.

Bayer, Herbert (1900-85). Austrian-American
graphic artist, designer, and painter. After study-
ing architecture in Linz, 1919, and painting
under *Kandinsky at the *Bauhaus, Weimar,
he taught typography in the Bauhaus, Dessau,
1925—8. From then until 1937 he ran an ad-
vertising business in Berlin and did exhibition
planning and typography while continuing to
paint. After his first one-man exhibition, at the
Gallerie Povolotzki, Paris, in 1929, he took
up *photomontage of a *Surrealist kind. He
emigrated to New York in 1938 and worked
as a typographer, architect, and designer, not-
ably of the Museum of Modern Art’s Bauhaus
exhibition in 1938. His work as a designer of
book jackets, magazine covers, and posters has
been much acclaimed and influential.

Bayes, Gilbert (1872-1953). British sculptor.
Bayes mainly did sculpture on Romantic themes
taken from medieval chivalry, Wagner, and the
classics, and his work was much appreciated by
conservative critics. His other works include the
relief of sporting figures (1934) outside Lord’s
cricket ground. His brother Walter (1869—1956)
was a painter, a member of *Sickert’s circle.

Bayeux Tapestry. The most famous of all
pieces of needlework (technically an embroidery
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not a tapestry), depicting the Norman Conquest
of England in 1066 and the events that led up
to it. For centuries it hung in the cathedral at
Bayeux in Normandy and it is now in the
Musée de la Tapisserie de la Reine Mathilde
there. Worked in two kinds of woollen thread
on coarse linen, it is 0 cm. wide and, although
incomplete, 70.3 m. long. In seventy-nine con-
secutive scenes, whose purport is elucidated by
Latin inscriptions, the tapestry depicts the story
of Harold, Earl of Wessex, during the years
1065—6, culminating in the Battle of Hastings.
Neither its date nor its place of origin is beyond
doubt, but there is evidence to suggest that it
was embroidered within a few years of the
Conquest, perhaps to the order of William
the Congqueror’s half-brother, Bishop Odo of
Bayeux. It was rediscovered by the French
archaeologists M. Lancelot and Dom Bernard
de Montfaucon early in the 18th cent. and
engravings were first published by the latter in
Monuments de la monarchie frangaise (1729—30).
Stylistically the Tapestry has much in common
with English *illumination of the period. The
drawing is clear, vivid, and full of action and
the composition leads on skilfully from one
scene to the next. The colours, of which there
are eight (three shades of blue, a bright and a
dark green, buff yellow, red, and grey), are used
for decorative rather than descriptive purposes.

Bayeu y Subias, Francisco (1734—95). Spanish
painter. He had an eminently successful career,
becoming court painter to Charles IV (1748—
1819) and director of the Academy of San
Fernando, but he is now remembered almost
solely because he was the brother-in-law of
*Goya, who spent some time in Bayeu’s studio
in the 1760s and later painted a memorable
portrait of him (Prado, Madrid, 1795). Bayeu
painted portraits and also did much decorative
work, particularly making *cartoons for the
royal tapestry factory, where he succeeded
*Mengs as director in 1777.

Bazille, Frédéric (1841—70). French painter,
one of the early *Impressionist group. As a
student in *Gleyre’s studio in Paris (1862) he
befriended *Monet, *Renoir, and *Sisley, with
whom he painted out of doors at Fontainebleau
and in Normandy. He was, however, primarily
a figure painter rather than a landscapist, his
best-known work being the large Family Re-
union (Musée d’Orsay, Paris, 1867—8). Another
group picture, Mon Atelier (Musée d’Orsay,
Paris), showing *Manet, Monet, Renoir, Ed-
mond Maitre, and Emile Zola (1840-1902) in
the artist’s studio with Bazille himself painted
by Manet, was refused by the *Salon in 1870.
Bazille was killed in action during the Franco-
Prussian War, cutting short a promising career.
He came from a wealthy family and had given
generous financial support to Monet and Renoir.

Baziotes, William (1912—63). American
painter, one of the leading *Abstract Ex-
pressionists. From 1936 to 1941 he worked for
the *Federal Art Project, and during the war he
was attracted to *Surrealism and experimented
with various types of *automatism. In 1948—9
he collaborated with *Motherwell, *Newman,
and *Rothko in running an art school called
‘The Subject of the Artst’ in New York, and
from this grew a meeting centre of avant-garde
artists known as The Club. In the early 1950s
he attained his characteristic style, which was
not fully abstract but used strange *biomorphic
shapes, akin to those of *Mird, suggesting
animal or plant forms in an underwater setting
(Mammoth, Tate, London, 1957). He said, ‘It is
the mysterious that I love in painting. It is the
stillness and the silence. I want my pictures to
take effect very slowly, to obsess and to haunt.’

Beale, Mrs Mary (1633-99). English portrait
painter and copyist. Her portraits, often of
clergymen, are dull derivations from her friend
*Lely, but the diaries of her painting activities
kept by her husband Charles, an artist’s col-
ourman, afford an interesting picture of con-
temporary artistic practice. Examples of her
prolific output are in the National Portrait
Gallery, London. A son, Charles (b. 1660), was
mainly a *miniaturist.

Beardsley, Aubrey (1872—98). English illus-
trator, a leading figure in the fin-de-siécle * Aes-
theticism. Beardsley had little formal training,
but he read voraciously and studied the art of
the past and present, and his highly distinctive
style was based on sources including *Burne-
Jones (who encouraged him) and Japanese prints
(see UKIYO-E). He made a name for himself in
1893 when his illustrations for an edition of
Malory’s Morte d Arthur were praised in an
article by the American illustrator Joseph Pen-
nell (1857-1926) in the first number of The
Studio. In the following year he became the
rage with the publication of his illustrations to
the English version of Oscar Wilde’s Salome
and the appearance of the first issue of The
Yellow Book, a quarterly periodical of which he
was art editor. His masterly use of black and
white for pattern and *grotesque was highly
original and the ornamental quality of his linear
rhythms expressed the spirit of *Art Nouveau.
Owing perhaps partly to the tuberculosis which
carried him off at the age of 25, his work had
a morbid suggestion of depravity which made
it the most controversial illustration of its day.
Some of his work was frankly pornographic,
including illustrations for his own Story of Venus
and Tannhauser (he wrote poetry as well as
prose), which was privately published in an
unexpurgated edition in 1907. In spite of his ill
health and early death, Beardsley’s output was
prodigious: other well-known works include




his illustrations to Pope’s Rape of the Lock (1896)
and for a periodical called The Savoy.

Beaumont, Sir George Howland (1753—
1827). English collector, connoisseur, and ama-
teur painter, the friend of numerous artists and
men of letters. He was a devotee of the
*picturesque and *Romantic and his most cel-
ebrated work, Peel Castle in a Storm (Leices-
tershire Museum and Art Gallery, Leicester),
moved Wordsworth to a sonnet. Beaumont
had much to do with the foundation of the
*National Gallery, to which he presented the
best part of his collection in 1826. His favourite
painting was *Claude’s Hagar and the Angel
(NG, London), which he frequently took with
him when he travelled and which had a great
impact on his friend *Constable. Constable’s
famous painting The Cenotaph (NG, London)
shows the memorial to Sir Joshua *Reynolds
that Beaumont had erected in the grounds of
his house at Coleorton, Leicestershire; it was
the last picture that Constable ever exhibited at
the *Royal Academy (1836).

Beauneveu, André (active 1360-1403/13).
French sculptor and *illuminator from Valen-
ciennes, who worked for the French court, Louis
de Maile, Count of Flanders, and the Duc de
Berry. Four of the royal effigies in Saint-Denis
came from his workshop (Philip VI; John II,
ordered 1364; and Charles V and his queen,
both ordered 1367). Of his illuminations the
only certain attributions are the Prophets and
Apostles of the Duc de Berry's Psalter (Bib. nat.,
Paris, 1380—5). Beauneveu’s style in sculpture
and painting looked forward to the general
northern European trend towards naturalism in
the 15th cent.

Beaux-Arts, Ecole Nationale Supérieure
des. The chief of the official art schools of
France. The origins of the Ecole des Beaux-Arts
go back to 1648, the foundation date of the
Académie Royale de Peinture et de Sculpture
(see ACADEMY), but it was not established as
a separate institution until 1795, during the
administrative reforms of the French Revolu-
tion. It controlled the path to traditional success
with its awards and state commissions, notably
the prestigious *Prix de Rome, and teaching
remained conservative until after the Second
World War. Entry was difficult—among the
artists who failed were *Rodin and *Vuillard—
and students often preferred the private acad-
emies. Many progressive artists, however, ob-
tained a sound technical grounding there—
*Degas, *Manet, *Matisse, *Monet, and *Ren-
oir all attended. The Ecole, which is housed in
a complex of early 19th-cent. buildings in Paris,
has a large and varied collection of works of
art. Many of them are primarily of historical
interest (including a vast number of copies,
portraits of teachers, and paintings that won the
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Prix de Rome), but the collection of drawings
is of high quality. The Ecole also often hosts
temporary exhibitions.

Beccafumi, Domenico (c.1486-1551). Italian
painter, generally considered the outstanding
Sienese *Mannenst. He was alive to the de-
velopments of Fra *Bartolommeo, *Michel-
angelo, and *Raphael and combined the new
ideas with the bright and decorative colour-
ing of the Sienese tradition. His work is note-
worthy for its sense of fantasy and striking
effects of light, as in The Birth of the Virgin
(c.1543), one of the several outstanding examples
of his work in the Pinacoteca, Siena. Most of
his best work is in Siena; he painted decorations
for the Town Hall (1529-35) depicting examples
of civic virtue, and made designs for the marble
pavement of the cathedral.

Becerra, Gaspar (c.1520-68/70). Spanish
*Mannerist sculptor and painter. He studied at
Rome and assisted *Vasari in the decoration of
the Cancelleria. Soon after 1556 he returned to
Spain and in 1558 contracted for the main
*reredos of Astorga Cathedral, his most im-
portant work as a sculptor. In 1563 he was
appointed court painter to Philip II (1527-98)
and began mythological ceiling paintings at the
palace of El Pardo, near Madrid. His up-to-date
knowledge of Italian art gave him a high
contemporary reputation.

Becker, Felix. See THIEME.

Beckford, William (1760—1844). English col-
lector, writer, and eccentric. A pampered mil-
lionaire from boyhood (at the age of s he had
piano lessons from the 8-year-old Mozart), he
became a legendary figure in his own lifetime.
One of his cousins referred to him as ‘a second
Lucifer’ (a reference to both his youthful beauty
and his depravity—it was rumoured he dabbled
in black magic), and he left England after a
homosexual scandal involving a 13-year-old
boy in 1784. For the next decade he travelled
widely on the Continent and after his return to
England he lived in eccentric seclusion at Font-
hill in Wiltshire, where the architect James
Wyatt (1746—1813) built for him Fonthill Abbey
(1796-1807, now destroyed), a huge mansion
dressed in ecclesiastical garb and the most
extravagant monument of the blossoming
*Gothic Revival. He formed an excellent library
and a vast collection of objects of every kind,
both natural and artificial; it drew from William
*Hazlite the wry comment that ‘the only proof
of taste he has shown in this collection is his
getting rid of it’, but it included some out-
standing paintings (twenty of them are now in
the National Gallery, London). In 1826 when his
fortunes had declined Beckford built Lansdowne
Tower, Bath, a lesser but still highly impressive
*Classical folly which now enlivens a cemetery.
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Beckford's most famous literary work was the
fantastic oriental tale Vathek, written in French,
but published first in English in 1786, a successor

to Horace *Walpole’s The Castle of Otranto in
the vogue for the Gothic novel. The nightmarish
visions of Beckford’s book were inspired partly,

as he himself said, by *Piranesi’s engravings.

Beckmann, Max (1884-1950). German *Ex-
pressionist painter and graphic artist. At the
beginning of his career Beckmann was art-
istically conservative, a German *Impressionist,
but his experiences as a medical orderly in
the First World War completely changed his
outlook and his style. His work became full of
horrifying imagery, and his forms expressively
distorted in a manner that reflected the influence
of German *Gothic art. The combination of
brutal realism and social criticism in his work
led him to be classified for a time with the
artists of the *Neue Sachlichkeit, with whom
he exhibited at the Kunsthalle, Mannheim, in
1925, but Beckmann differed from such artists
as *Dix and *Grosz in his concern for allegory
and symbolism. His paintings were intended as
depictions of lust, sadism, cruelty, etc., rather
than illustrations of specific instances of those
qualities at work, and he ceased to regard
painting as a purely aesthetic matter, and
thought of it as an ethical necessity.

In 1933 Beckmann was dismissed by the
Nazis from his professorship at the Stidelsches
Kunstnstitut in Frankfurt, and in that year he
began Departure (MOMA, New York), the first
of a series of nine great *triptychs painted
between then and his death in which he ex-
pressed his philosophy of life and society, and
his horror at man’s cruelty. He moved to the
Netherlands in 1937 (the year in which his work
was included in the infamous Nazi exhibition
of *Degenerate Art), settling in Amsterdam
until 1947. The last three years of his life
were spent in the USA, where he taught
in Washington and New York. Beckmann’s
philosophical outlook, which he expressed in
his lecture My Theory of Painting in 1937, is
somewhat incoherent, but his work has been
hailed as the most authentic comment of Ger-
man culture on the disorientation of the modern
world.

Beechey, Sir William (1753-1839). English
portrait painter. Beechey’s style changed little
throughout his successful career. He was a
careful if sometimes insipid painter and gave
great attention to the durability of his pictures.
He was appointed Portrait Painter to Queen
Charlotte (queen consort of George I1I) in 1793
and was knighted in 1798 in recognition of his
most ambitious painting, A Review of the Horse
Guard with King George III and the Prince of
Wales (Royal Collection).

Beeck, Jan van der. See TORRENTIUS.

Beerbohm, Sir Max (1872-1956). English
critic, essayist, and *caricaturist. In both words
and drawings he had a brilliantly ironic wit.
His drawings first appeared in The Strand
Magazine in 1892 and he was reproduced in
The Yellow Book (see BEARDSLEY) of 1894. He
became a member of the *New English Art
Club in 1909 but after 1910 lived mainly at
Rapallo in Italy. He published and exhibited
several sets of caricatures, including Rossetti and
His Circle (1922). His best-known literary work
is his only completed novel, Zuleika Dobson
(1911).

Beerstraten, Jan Abrahamsz. (1622-66).
Dutch painter, the best-known member of a
family of artists active in Amsterdam. He
specialized in topographical scenes, sometimes
rearranging parts of the view. Often they are
winter scenes (The Castle of Muiden in Winter,
NG, London, 1658).

Beert, Osias (c.1580—1624). Flemish painter of
still life and flower pieces. Beert became a
master in Antwerp in 1602 and also carried on
business as a cork merchant. He is specially
noted for his paintings of oysters, where the
colours and textures of these and other crus-
taceans are perfectly captured in simply arranged
compositions.

Beggarstaff Brothers. Pseudonym used by the
brothers-in-law William *Nicholson and James
*Pryde for their poster designs.

Beham, Hans Sebald (1500—50) and Bartel
(1502—40). German engravers, brothers. They
were expelled from their native city of Nur-
emberg in 1525 for their extreme Protestant
views. Hans settled in Frankfurt and Bartel
worked for Duke William IV (duke 1508—50)
of Bavaria. Both brothers produced a great
number of illustrations to the Bible, mythology,
and history, strongly influenced by *Diirer.
Bartel was also a painter, primarily of portraits.

Behnes, William (1795-1864). English sculp-
tor, the son of a German piano manufacturer
who had settled in London. After training
at the *Royal Academy Schools, he quickly
obtained a large practice as a maker of busts,
the best of which rival those of Sir Francis
*Chantrey, and was appointed Sculptor in
Ordinary to Queen Victoria on her accession
in 1837. He also made monuments and statues
(Sir Henry Havelock, Trafalgar Square, London,
1861). His work was uneven in quality and
despite his great vogue his extravagance led him
to bankruptcy and he died in the Middlesex
Hospital after being found lying in the gutter.
His brother Henry (d. 1837), who took the
name Henry Burlowe, was also a sculptor.

Behrens, Peter (1868—1940). German architect
and designer. Beginning as a painter, he came




to architecture by way of an interest in the
practical arts. In 1907 he joined the firm
of AEG (General Electricity Company) and
designed for it everything from factories to
stationery. His design was in the functionalist
tradition and he set himself against the *Art
Nouveau principle of applying to machine
production forms derived from handicrafts. He
has been credited with originating the form of
design specialization which is now known as
‘Industrial Design’ (see INDUSTRIAL ART).

Bell, Clive (1881-1964). English critic and
writer on art. With Roger *Fry he was largely
mstrumental in propagating in Great Britain an
appreciation of the *Post-Impressionist painters
and particularly *Cézanne. Bell chose the British
section of Fry’s second Post-Impressionist ex-
hibition (1912), including work by his wife
Vanessa *Bell, Fry himself, and Duncan *Grant
among *Bloomsbury Group artists, with Spen-
cer *Gore and Wyndham *Lewis representing
the more radical wing. His aesthetic ideas were
set forth in his book Art (1914) and were much
concerned with his theory of ‘significant form’.
He invented this term to denote ‘the quality
that distinguishes works of art from all other
classes of objects’—a quality never found in
nature but common to all works of art and
existing independently of representational or
symbolic content. The philosophical merit of
Bell’s theory has been much challenged, but
there can be no doubt that his ideas were
important in spreading an attitude that de-
manded greater rigour of attention to the
sensory and formal qualities of a work of art.

Bell, Graham (1910—43). British painter, born
in South Africa. He came to England in 1931
and was a pupil of Duncan *Grant and a friend
of William *Coldstream. In the early 1930s he
painted abstracts, but then reverted to a sober
naturalism and became a founding member of
the *Euston Road School in 1937. He volun-
teered for war service in 1939 and was killed
in action.

Bell, Larry (1939— ). American painter and
sculptor. Since 1964 he has confined himself to
making glass sculptures of refined simplicity,
his work representing an extreme application
of the tendency among the younger Los Angeles
artists to dematerialize the environment and to
work with the pure qualities of light. His
virtually invisible glass panels were the most
dramatically novel exhibit at the exhibition
‘Spaces’ organized at the Museum of Modern
Art, New York, in 1970.

Bell, Vanessa (1879—1961). British painter and
designer. She married Clive *Bell in 1907 and
like him and her sister, Virginia Woolf (1882—
1941), was a central figure of the *Bloomsbury
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Group. Her early work, up to about 1910, and
her paintings produced after the First World
War are tasteful and fairly conventional, in the
tradition of the *New English Art Club, but
in the intervening years she was briefly in the
vanguard of progressive ideas in British art. At
this time, stimulated by Roger *Fry’s *Post-
Impressionist exhibitions, she worked with
bright colours and bold designs and by 1914
was painting completely abstract pictures. Her
designs for Fry’s *Omega Workshops included a
folding screen (V&A, London, 1913—14) clearly
showing the influence of *Matisse. From about
1914 she lived with Duncan *Grant.

Bella, Stefano della (161064). Italian
engraver. His delicate, mannered style was early
formed on that of *Callot and remained close
to it. Most of his career was spent in his native
Florence, where he worked chiefly for the
Grand Duke of Tuscany, but he spent a period
in Paris (1639—49), where he was patronized by
Richelieu, and in 1647 visited the Netherlands,
where he admired *Rembrandt’s etchings. His
output as an engraver was enormous—masque-
designs, battle-pieces, animals, landscapes—and
he was also a prolific draughtsman. Many of
his drawings are in the Royal Library at
Windsor.

Bellange, Jacques (active 1600-17). French
painter, etcher, and decorator, active in the
Duchy of Lorraine. His reputation now rests
on his etchings and drawings, as all his decorative
work and almost all his paintings have dis-
appeared. His highly individual style represents
a last stage of the development of *Mannerist
art in Europe. Exaggerating the tradition ini-
tiated by *Parmigianino, he expressed a personal
religious mysticism through the artificial con-
ventions of aristocratic elegance.

Bellechose, Henri (d. 1440/4). Netherlandish
painter from Brabant, who succeeded *Malouel
as court painter to the Duke of Burgundy at
Dijon in 1415. He is documented in 1416 as
completing an altarpiece left unfinished by
Malouel, which can be identified as The Mar-
tyrdom of St Denis in the Louvre. This painting
appears to be the work of two hands, and the
more naturalistic, less elegant parts are given to
Bellechose.

Bellegambe, Jean (c.1470/80—<.1535). Nether-
landish painter of altarpieces and designer of
buildings, furniture, frames, and embroidery.
He lived in Douai, where he was the only artist
of consequence during his lifetime. Douai, today
in northern France, was then part of the Spanish
Netherlands. It was neither typically Flemish
nor typically French, and the same is true of
Bellegambe’s work. But the rich *Renaissance
architectural settings that are such a distinctive
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feature of it indicate an Antwerp rather than a
Paris source. The Adoration of the Trinity (Douai
Museum) is typical.

Bellini. Family of Venetian painters who played
a dominant role in the art of their city for
three-quarters of a century.

Jacopo (c.1400—70/1) was the father of Gen-
tile and Giovanni and father-in-law of *Man-
tegna. He was trained by *Gentile da Fabriano
and achieved early popularity both in Venice
and elsewhere. By the middle of the century
he had a flourishing studio with his two sons.
His most notable paintings have disappeared,
however, and it is not easy to form an assessment
from those that survive—mainly fairly simple
and traditional representations of the Madonna
and Child. Although he has the grace of the
late *Gothic, there is a certain dryness and
stiffness in his figures. Yet he was obviously
keenly alert to contemporary ideas and shared
the fashionable interests in archaeology, *per-
spective, and anatomy. His artistic personality is
manifested best in his two surviving sketchbooks
(Louvre, Paris, and BM, London), containing
more than 230 drawings in all. There are
interesting experiments in unusual perspective
and developments of open spatial composition
in landscape and architectural design.

Gentile (14297—1507) inherited his father’s
sketchbooks and took over as head of his studio,
so he was presumably the elder son. He carried
on the reputation of his father and was greatly
admired in his time, but many of his major
works have perished. They included erotic scenes
painted for the harem of Sultan Mehmet II,
when Gentile worked at the court of Con-
stantinople in 1479-81; his portrait of Mehmet,
however, survives in the National Gallery,
London. The most famous of his extant works
are probably the Procession of the Relic of the
True Cross (1496) and the Miracle at Ponte di
Lorenzo (1500), two huge canvases crowded
with anecdotal detail of contemporary Venetian
life. Both are in the Accademia, Venice.

Giovanni (called Giambellino) (c.1430/40—
1516) was the greatest artist of the family and
during his long and prolific career transformed
Venice from an artistically provincial city into
a *Renaissance centre rivalling Florence and
Rome in importance. He was trained by his
father Jacopo, but the major influence on his
formative years was that of his brother-in-law,
Mantegna. This and Bellini’s own originality
are made clear by a comparison of their pictures
of the Agony in the Garden, both painted about
1460 and both now in the National Gallery,
London. The compositions are clearly related,
both deriving from a drawing in one of Jacopo’s
sketchbooks, but there is great difference in
treatment, particularly of the landscape. Man-
tegna’s is sharp, precise, and analytical, Bellini’s
is lyrical and spacious.

To Mantegna’s influence was later added that
of *Antonello da Messina, who was in Venice
in 1475—6. Like him, Bellini became one of the
great early masters of the *oil technique, the
linear style of his early work mellowing into
one of masterly breadth, initiating the char-
acteristically Venetian conception of painting in
which colour and light were the primary means
of expression. Bellini was remarkably inventive
*iconographically and to the end of his long
life he continued to learn from new ideas. From
the year before his death dates the dreamy
Woman with a Mirror (Kunsthistorisches
Museum, Vienna), which is strongly influenced
by his pupil *Giorgione, who predeceased him,
and it is easy to appreciate the remark made by
*Diirer on his visit to Venice in 1505—7 that
although Bellini was ‘very old’ he was still ‘the
best painter’. He painted excellent portraits, of
which the Doge Leonardo Loredan (NG, London,
c.1501) is the best-known example, and a few
mythologies and allegories, notably the Feast
of the Gods (NG, Washington, 1514, altered
after his death by his greatest pupil, *Titian),
but he was above all a religious painter. His
most characteristic subject was the Madonna
and Child, and only *Raphael has rivalled his
treatment of the theme, which ranges from
the wistful melancholy of The Madonna of the
Meadow (NG, London, ¢.1510), one of the most
marvellous examples of his ability to bring
together figures and landscape in perfect har-
mony, to the monumentality of the San Zaccaria
Altarpiece (S. Zaccaria, Venice, 1505), perhaps
the grandest of all *sacre conversazioni. His
influence on Venetian painting was enormous.
As well as Giorgione and Titian, almost all the
other outstanding Venetian painters of their
generation trained in his workshop.

Bellmer, Hans (1902—75). Polish-French
painter and graphic artist, renowned for the
erotic quality of his work. In 1923 he began to
construct jointed and articulated dolls in the
form of adolescent girls and photographed
them in a variety of erotic postures. These
photographs came into the hands of the Paris
*Surrealists and their reception encouraged him
to join the Surrealist movement. In 1938 he
settled in Paris and after the war he turned to
etching, devoting a superb technique to his
obsession with the female body, which he
treated in a fantastic manner evocative of the
erotic yearnings of adolescence.

Bellori, Giovanni Pietro (1615—96). Italian
biographer, art theorist, antiquarian, and col-
lector. His most important work—a basic source
for the history of the *Baroque period—is Vite
de’ pittori, scultori et architetti moderni (1672),
which he dedicated to *Colbert, the founder of
the French *Academy, and in the preparation
of which he was helped by his friend *Poussin.



In contrast to former biographers, his method
was to concentrate on artists selected for their
importance and only these received com-
prehensive treatment. The Preface to the work
was a lecture given in 1664 to the Academy of
St Luke at Rome, which became the seminal
statement of the *Classical theory of an art
which mirrors the *ideal essence of reality. In
the prominence he gave to *Raphael, Annibale
*Carracci, and Poussin, his rational Platonism,
and his acceptance of the *antique as the model
of excellence, his formulation expressed the
ideals of the Roman Academy and proved a
decisive influence on French academic theory.
It later became the theoretical basis of the
*Neoclassicism preached by *Winckelmann.

Bellotto, Bernardo (1720-80). Italian painter,
nephew, pupil, and assistant of *Canaletto in
Venice. Bellotto left Italy for good in 1747, to
spend the rest of his life working at various
European courts, notably Dresden and Warsaw,
where he died. He called himself Canaletto,
and this caused confusion (perhaps deliberate)
between his work and his uncle’s, particularly
in views of Venice. Bellotto’s style, however,
is distinguished from his uncle’s by an almost
Dutch interest in massed clouds, cast shadows,
and rich foliage. His colouring is also generally
more sombre, much of his work being char-
acterized by a steely grey. The best collections
of his work are in Dresden (Gemaildegalerie)
and Warsaw (National Museum). In the re-
building of Warsaw after the Second World
War his meticulous but picturesque views of
the streets and churches were used as guides,
even in the reconstruction of architectural
ornament.

Bellows, George Wesley (1882—1925). Amer-
ican painter and lithographer. He was a pupil
of Robert *Henri and became associated with
the *Ash-can School. An outstanding athlete
during his youth and noted for his hearty,
outgoing character, Bellows is best known for
his boxing scenes and sprang to fame with his
Stag at Sharkey’s (Cleveland Mus. of Art, 1907),
a vividly impressionistic picture of an illegal
boxing match. After the *Armory Show, which
he helped to organize, his work became less
directly impressionistic and began to show more
attention to formal balance. This is apparent in
Dempsey and Firpo (1924), one of the best-known
of the nearly 200 lithographs which he did
between 1916 and his death. In the last five
years of his life he turned his attention to
portraiture and was considered to be among the
finest American portraitists of his day.

Belvedere Torso. A marble torso of a powerful
male figure seated on a rock, now in the Vatican
Museums and named after the Belvedere court
in the Vatican in which it was once displayed.
It is signed by a Greek sculptor ‘Apollonius,
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son of Nestor, Athenian’, about whom nothing
is known, and there is scholarly dispute as to
whether it is an original *Hellenistic work or
a Roman copy. (It is sometimes alleged that the
signature of Apollonius occurs also on the
famous and stylistically similar bronze figure of
a seated boxer in the Terme Museum in Rome,
but most authorities now consider that this is a
mirage.) The date of the discovery of the
torso is uncertain, but it is first mentioned in
the 1430s. It had become well known by 1500
and had a profound influence on *Michelangelo
among other *Renaissance artists. From then
until the early 19th cent. it was widely regarded
as one of the greatest works of art in the world,
rivalled in status probably only by the *Apollo
Belvedere and the *Laocodn among ancient sculp-
tures, although its fame was generally more
academic than popular. It was often referred to
simply as ‘the Torso’. Unusually, the figure has
always been left unrestored, but various artists
have attempted to reconstruct the statue, notably
*Flaxman, who made of it a group as Heicules
and Hebe (University College, London, on loan
to V&A, 1792). Between 1798 and 1815 the
Belvedere Torso was in Paris, one of the many
antique statues taken there by Napoleon.

bench end. The traditional name in Christian
church architecture for the upright end part of
what are now called ‘pews’. Seating for the
congregation in the naves of medieval churches
became general only towards the end of the
14th and during the 15th cents. This was one
of the symptoms of the growing importance of
the laity in church life; pews were provided for
their convenience and their decoration reflects
secular rather than ecclesiastical taste. The
subject-matter of the carvings of bench ends
derives from popular piety and fables and
generally verges on *folk art, although the
quality of the carving is often extremely high.
In England there are two regions where they
are particularly common: East Anglia and the
West Country, where the prosperous middle
classes were especially strong.

Benedetto da Maiano (1442—97). Florentine
sculptor, who carried over into the second half
of the 15th cent. many of the motifs and stylistic
features characteristic of the first half. His marble
tomb designs are variants on patterns established
by his master, Antonio *Rossellino; his pictorial
*relief style, which found its most eloquent
expression in a pulpit executed between 1472
and 1475 in Sta Croce, Florence, belongs to
the narrative tradition which is associated with
*Ghiberti and *Donatello. Perhaps his most
memorable achievement lay not in his figures
or reliefs but in the decorative architectural
settings in which they were placed. In the design
and execution of the exquisite pilasters, *capitals,
friezes, niches, and so on which form these



BENESCH

settings he was often assisted by his brothers
Giovanni (1438—78) and Giuliano (1432-90),
who was primarily an architect. Benedetto’s
other work includes two outstanding portrait
busts—of Pietro Mellini (Bargello, Florence,
1474) and of Filippo Strozzi (Louvre, Paris,

€.1490).

Benesch, Otto (1896—-1964). Austrian art his-
torian, director of the *Albertina in Vienna from
1947 to 1961. An industrious and painstaking
scholar, he is remembered chiefly for his com-
plete illustrated catalogue of *Rembrandt’s
drawings (6 vols., 1954—7, 2nd edn., 1973).
His other publications include The Art of the
Renaissance in Northern Europe (1947).

Bénézit, Emmanuel (1854—1920). French art
historian, editor of the Dictionnaire des peintres,
dessinateurs, sculpteurs et graveurs de tous les temps
et de tous les pays, first published in three volumes
in 1911—23 and most recently in a ten-volume
edition in 1976. Apart from the Lexikon of
*Thieme-Becker, it is the largest and most
comprehensive dictionary of artists’ biographies
in current use.

Bening (or Benig). The name of two Nether-
landish book *illuminators, father and son.
Sanders (sometimes called Alexander) (d. 1519)
worked in Ghent and Bruges. No documented
works by him are known, but attempts have
been made to identify him with the *Master of
Mary of Burgundy, which would give him an
artistic status appropriate to the success he seems
to have enjoyed. Simon (1483/4—1561) worked
in Bruges and represents one of the final sparks
of the tradition of illumination as the manuscript
was overtaken by the printed book. He was
probably one of the artists who worked on the
famous Grimani *Breviary (Biblioteca, Marciana,
Venice). There is a self-portrait *miniature by
Simon in the Victoria and Albert Museum,
London. His daughter Levina Teerlinc (d.
1576) was also a miniaturist, active at the English
court.

Benois, Alexandre (or Aleksandr) (1870—
1960). Russian painter, stage designer, art his-
torian, and critic, a leader and spokesman of
the *Mir Iskusstva (World of Art) group. Benois
became famous through his stage designs in
which the tradition of Russian *folk art is
harmonized with French *Rococo elements.
He was a close friend and collaborator of
*Diaghilev, both in Russia and later in Paris
with the Ballets Russes, for which he designed
among others Le Pavillon d’ Armide, Les Sylphides,
and Petrushka (1909—11). His writings include a
History of Russian Painting (1904), and after the
Revolution he was made curator of the paintings
in the *Hermitage. In 1928 he settled in Paris,
where he died.

Benozzo Gozzoli. See cozzoLr.

Benson, Ambrosius (d. 1550). Netherlandish
painter of religious works and portraits. He was
born in Italy, but from 1519 worked in Bruges,
where he continued the tradition of Gerard
*David. Many of his pictures were done for
the export trade to Italy and Spain, and he
evidently had a flourishing business. There is a
slightly southern flavour to his compositions
and for a long time many of them were thought
to be by an anonymous Spanish painter working
under Flemish influence, known as the Master
of Segovia.

Benson, Frank W. See TEN, THE.

Benton, Thomas Hart (1889-1975). American
painter. After working as a newspaper cartoon-
ist, in 1908 he went to Paris, where he remained
for three years and became a friend of Stanton
*Macdonald-Wright. Back in New York in
1912, he continued for some years painting
in Macdonald-Wright’s abstract *Synchromist
style, but having failed to win success in
avant-garde styles of painting, he abandoned
modernism around 1920 and gained fame as
the mouthpiece of the *Regionalist group of
*American Scene painters. He claimed that the
popularity enjoyed by himself, *Curry, and
Grant *Wood arose from the fact that they
‘symbolised esthetically what the majority of
Americans had in mind—America itself’. His
work included several murals, notably the scenes
of American life (1930-1) at the New School
for Social Research in New York. Some of his
later work introduced American types into
representations of Greek myths or biblical
stories. His most famous pupil was Jackson
*Pollock, whose early work reflected some-
thing of Benton’s restlessly energetic rhythms.

Bentveughels. See SCHILDERSBENT.

Bérain, Jean (1640—-1711). French decorator
and designer. He was chief designer at the court
of Louis XIV (1638—1715) from 1682 until his
death and was perhaps the most important
artistic force in designing the elaborate stage
settings, costumes, and displays for the cel-
ebrations, out-of-door fétes, ballet-operas, etc.,
given by the king. His *arabesques and *grot-
esques inaugurated a new movement which led
towards the *Rococo of the following century.

Bérard, Christian (1902—49). French painter
and designer born in Paris. He studied painting
at the Académie Ransom under *Vuillard.
Under the influence of Jean *Cocteau, whose
portrait Bérard painted (MOMA, New York,
1928), he later turned to designing for theatre
and film and the majority of his work was of
this kind. His inventiveness and his gift of
fantasy ensured his success in this field.




Berchem, Nicolaes (1620—83). Dutch painter
of pastoral landscapes in the Italianate manner,
principally active in Haarlem. Berchem was the
son of the fine still-life painter Pieter *Claesz.,
with whom he first studied, but although he
tried his hand at most subjects, no still lifes by
him are known. He visited Italy in the 1640s
and perhaps again in the 1650s and became,
with Jan *Both, the most highly regarded
exponent of the Italianate landscape. Successful
and well rewarded in his lifetime, he had
numerous pupils and his influence on 18th-cent.
English and French landscape painters was con-
siderable, *Gainsborough and *Watteau being
among the artists who particularly admired his
work. He became a great favourite with English
collectors and his prolific output is as well
represented in British galleries as it is in those
of the Netherlands.

Berckheyde, Gerrit Adriaensz. (1638-98).
Dutch painter of architectural views, active in
Haarlem (his native city), Amsterdam, and The
Hague. His representations of those cities have
documentary accuracy, but they are never dry,
achieving a poetic harmony by a subtle use of
light and shade (three of his views of Haarlem
are in the NG, London). The work of Gerrit’s
elder brother, Job Adriaensz. (1630—93), is
very similar; it is also rarer and more varied.
Job painted *genre and biblical scenes as well
as vistas of town squares and streets.

Berenson, Bernard (1865-1959). American
art historian, critic, and connoisseur, born in
Lithuania and resident in Italy for most of his
life. He built up a formidable reputation as an
authority on Italian *Renaissance painting and
was associated with several prominent dealers
and collectors, notably Lord *Duveen and
Isabella Stewart Gardner (founder of the
Gardner Museum in Boston), advising them on
purchases. The fortune he earned in the picture
trade has caused his impartiality to be ques-
tioned, and many of his attributions have been
downgraded, but his lists of the work of
Renaissance painters formed a basis for further
work for many years. His most enduring work
of scholarship is The Drawings of the Florentine
Painters (1903, 2nd edn. 1938, 3rd edn.—in
[talian—1961). He amassed a huge library of
books and photographs and a fine art collection
at his villa I Tatti at Settignano near Florence,
which he left to Harvard University. It is now
administered as the Harvard Center for Italian
Renaissance Studies. Dapper and polylingual,
Berenson often played host to visiting art
historians and intellectuals at I Tatti and was a
renowned conversationalist, diarist, and bon
vivant. See also TACTILE VALUES.

Berg, Claus (before 148s5—after 1532). German
wood-carver, active mainly at Odense in Den-
mark, where he ran a large workshop. He
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worked in a vigorous and individual late
*Gothic style, excelling in figures of dramatic
pathos. The huge altarpiece at Odense church
is among his most impressive works.

Berghe, Frits van den (1883-1939). Belgian
painter. He began working in an *Impressionist
style, but after a stay in the Netherlands (1914~
22), where he often collaborated with de *Smet
and *Permeke, his work became *Expressionist.
Initially, his work in this vein was vaguely
derived from *Cubism, with block-like forms
and matt surfaces, but from the mid 1920s his
paintings took on a more fantastic quality in
the tradition of *Bosch and *Ensor. They
have been seen by some as an anticipation of
*Surrealism.

Bergognone (or Borgognone), Ambrogio
(active 1481-1522). Italian painter, active mainly
in and around Milan. He is one of the best
examples of the continuance of a native Milanese
tradition in painting into the 16th cent., for
unlike so many of his Lombard contemporaries
he was unaffected by the art of *Leonardo. His
style is static and undramatic, aiming at a
typically late *quattrocento mood of devotional
calm, which is often enhanced by pale landscape
backgrounds of great delicacy. There are good
examples of his work in the National Gallery,
London, the Brera, Milan, and the Pinacoteca,
Pavia.

Berlinghieri. A family of Italian painters active
at Lucca in the 13th cent. Berlinghiero Ber-
linghieri, the founder of the family, is called
‘Milanese’ in a document of 1228, which also
mentions three sons, Marco, Barone, and
Bonaventura. He is not otherwise known, but
a painted Crucifix (now in the Lucca Pinacoteca)
signed ‘Berlingeri’ without Christian name is
attributed to him. It is one of the finest examples
of the *Byzantine manner. A Crucifix in the
Accademia, Florence, is also sometimes assigned
to him.

Bonaventura, the most talented of his sons,
is known chiefly for his signed and dated
altarpiece in the church of S. Francesco at Pescia
(1235), which with its combination of solemn
images and homely detail has been regarded as
one of the most original, as it is one of the
earliest, pictorial representations of Franciscan
ideas. The Scenes from the Life of St Francis in
Sta Croce, Florence, and the St Francis receiving
the Stigmata in the Accademia, Florence, have
also been attributed to him.

Berman, Eugene (1899-1972). Russian-born
American painter and stage designer. He fled
with his family to Paris in 1918 during the
Russian Revolution and became friendly with
*Tchelitchew and a group of painters who
became known as *‘Neo-Romantics’, painting
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dreamlike scenes with mournful, drooping fig-
ures. In 1935 he emigrated to the USA and
became an American citizen in 1937. From this
time he was active in designing stage sets for
theatre and ballet, working among others for
the Metropolitan Opera Company. He also
gained some celebrity for his imaginary land-
scapes, which have a *Surrealist air.

Bermejo, Bartolomé (active 1474—98). Span-
ish painter and stained-glass designer, born in
Cordova, but active in northern Spain—in
Aragon and then in Barcelona from 1486. His
Pieta in Barcelona Cathedral, signed and dated
1490, is one of the earliest Spanish *oil paintings
and one of the masterpieces of Spanish art of this
period. Representative of the Hispano-Flemish
style, his intense naturalism recalls Nufio
*Gongalves.

Bernard, Emile (1868-1941). French painter
and writer. In 1884 he entered the studio of
Fernand *Cormon, where he was a con-
temporary of van *Gogh and *Toulouse-
Lautrec, and also of Louis *Anquetin, with
whom he developed *Cloisonnism, a style in
which flat areas of colour and bold, dark outlines
emulate the technique of cloisonné enamels. He
then joined *Gauguin at *Pont-Aven and later
claimed that it was he who in 1888 introduced
Gauguin to the *Synthetist manner: certainly
the two worked closely together between 1888
and 1891 in Pont Aven and Paris, and Bernard
seems to have had a stimulating effect on his
great colleague. Thereafter, however, Bernard’s
work as a painter greatly declined in importance,
and he became of interest chiefly for his activities
as a writer, playing a significant role as a sponsor
of *Post-Impressionism. In 1893 he published
van Gogh’s letters (three years earlier he had
organized the first retrospective exhibition of
van Gogh’s works), and then left Paris for eight
years teaching and travelling in Egypt and the
Near East. In 1904 and 1905 he visited *Cézanne
and published important interviews with him.

Bernini, Gianlorenzo (1598—-1680). Italian
sculptor, architect, and painter, the outstanding
figure of the Italian *Baroque and the greatest
formative influence within it. His father, Pietro
(1562—1629), was a *Mannerist sculptor of some
distinction, active in Naples and then in Rome,
and Gianlorenzo owed to him not only his early
training in the handling of marble but also his
introduction to the group of powerful patrons,
the *Borghese and the *Barberini, who so
promptly fostered and employed his creative
genius. He executed a series of life-size marble
sculptures for Cardinal Scipione Borghese which
showed an astonishingly precocious virtuosity
in the handling of the material, and in their
dramatic vigour and movement made a com-
plete break with the then current tradition of

late Mannerism. These are Aeneas, Anchises
and Ascanius (1618—19), the Rape of Proserpine
(1621—2), David (1623), and Apollo and Daphne
(1622—5), all in the Borghese Gallery in Rome.

After the election of Maffeo Barberini as
Pope Urban VIII (1623) Bernini became the
principal artist in the papal court and in Rome.
In 1629 he was appointed architect to St Peter’s,
for which he made the great *baldacchino over
the High Altar (1624—33), and the huge statue
of St Longinus (1629—38), which stands in a
niche in one of the piers of the crossing. He
also supervised the lavish marble decoration of
the interior and made the tomb of Urban VIII
(1628—47) for the same church. But on Urban’s
death in 1644 Bernini fell under a cloud, partly
owing to his failure in the construction of the
lateral towers for St Peter’s but as much because
of the different artistic tastes of the new pope,
Innocent X (1574-1655), who favoured Ber-
nini’s rival, * Algardi. During Innocent’s papacy
Bernini worked mainly for private patrons. The
Cornaro Chapel, with the celebrated marble
group of the Ecstasy of St Theresa, in Sta Maria
della Vittoria dates from this period (1645—52).
It is a comparatively small work, but an excellent
example of Bernini’s aims and achievement in
the fusion of sculpture, architecture, and paint-
ing into a magnificent decorative whole. Bernini
did, however, do some work for Innocent X.
He sculpted his portrait (of the several busts of
the pope in the Palazzo Doria-Pamphili, Rome,
two—in marble—are probably from Bernini’s
own hand), and designed for him the Fountain
of the Four Rivers (1648—s1) in the Piazza
Navona. This is the most celebrated and spec-
tacular of Bernini’s fountains, and with these,
his buildings and his outdoor statuary he has
had a greater effect on the face of Rome than
any other artist.

After Innocent’s death in 1655 and the ac-
cession of Alexander VII (1599—-1667) Bernini
was restored to full favour. At Alexander’s
order he decorated the apse of St Peter’s
with the group of the Fathers of the Church
supporting the Cathedra Petri against an illu-
sionistic background which, when viewed as
the artist intended through the columns of the
baldacchino, is intensely dramatic. Both this and
the vast colonnade round the piazza in front of
the church were begun by Bernini in 1656.

In 1665 Louis XIV invited Bernini to Paris
to build the east front of the *Louvre, but his
plans were abandoned in favour of a French
design, and the trip—which he had made
unwillingly—was not a success. He returned to
Rome in 1666 and continued to be extremely
active into his old age. His late religious works
were intensely spiritual, reflecting his own
devout way of life (The Blessed Lodovica Alber-
toni, S. Francesco a Ripa, Rome, 1671—4). As
an architect his late work included important



secular as well as religious buildings, notably
the Palazzo Chigi-Odescalchi (begun 1664),
which had great influence on Baroque palace
design throughout Europe, and S. Andrea al
Quirinale (1658—70), a fairly small church but
one of his most sophisticated creations in its use
of rich architectural and sculptural decoration
to create an appropriate setting for the mysteries
of the Catholic faith.

In addition to large works of sculpture and
architecture, Bernini executed many portrait
busts, among the finest of which are those of
his mistress Costanza Buonarelli (¢c.1645), in the
Bargello, Florence, and Louis XIV (1665) at
Versailles. Besides being the official entrepreneur
of the papacy in a period of its political
ascendancy, Bernini was also a brilliant wit, a
writer of comedies, a *caricaturist, and—for his
private pleasure—a painter of such high quality
that his rare surviving works (which include
several self-portraits) have sometimes been at-
tributed to *Velazquez. Examples of his paint-
ings are in the National Gallery, London, and
the Ashmolean Museum, Oxford. Although
almost all his major works are in Rome, his
drawings are widely distributed among the
great collections of the world, particularly fine
representations being at Windsor Castle and the
Kunstmuseum, Diisseldorf.

Bernini accurately predicted that his repu-
tation would decline after his death. To the
*Neoclassical taste of the 18th cent. his approach
to sculpture was anathema, to *Ruskin in the
19th cent. it seemed ‘impossible for false taste
and base feeling to sink lower’, and to the
devotees of the idea of ‘truth to materials’ in
the 20th cent. he appeared, in the words of his
most distinguished apologist, Rudolf *Witt-
kower, as ‘Antichrist personified’. It is only
fairly recently that he has come to enjoy a
reputation, comparable with his status in his
lifetime, as the greatest sculptor since *Michel-
angelo and one of the giants of Baroque
architecture.

Bernward of Hildesheim (c.960-1022). Ger-
man ecclesiastic and art patron. He was abbot
of the Benedictine monastery at Hildesheim in
Saxony from 993 until his death, and for the
church of St Michael there (begun 1001) he
commissioned the famous bronze doors (¢. 1008—
15) and a great bronze column (c.1018-20)
probably intended to support the paschal candle.
They are important not only for being among
the outstanding European works of their period,
but also for marking the revival of the *cire-
perdue technique of casting, which had virtually
disappeared since the time of Charlemagne
(?742—814). A contemporary biographer records
that Bernward himself practised metalwork and
manuscript *illumination, but no work can be
attributed to him. He was canonized in 1192
and is the patron saint of goldsmiths.
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Berruguete. The name of two Castilian artists,
father and son, who are respectively associated
with the beginnings of the *Renaissance and
*Mannerist styles in Spain.

Pedro (d. 1504) was court painter to Fer-
dinand (1452-1516) and Isabella (1451-1504).
He may have been the ‘Pietro Spagnuolo’
employed in 1477 with *Melozzo da Forli and
*Joos van Wassenhove on the decoration of the
palace library at Urbino. He was working
at Toledo from 1483. Ten panels from the
Dominican convent at Avila, now in the Prado,
demonstrate that his Renaissance style was modi-
fied by the Flemish influences then prevailing
in Spain.

Alonso (c.1488—1561), sculptor and painter,
was the son and probably pupil of Pedro. For
some years, between 1504 and 1517, he was in
Italy, where he completed Filippino *Lippi’s
Coronation of the Virgin (Louvre, Paris). Ber-
ruguete was back in Spain by 1518; in that year
he was appointed court painter to Charles V
(1500—58), but his career flourished mainly as a
sculptor. He worked in Valladolid and Toledo,
his finest works including the *reredos of the
monastery church of S. Benito, Valladolid,
dating from 1526 (Valladolid Mus.) and a set
of *choir stalls with *alabaster figures above
for the choir of Toledo Cathedral (1539—
43). The emotional intensity and expressive
*contrapposto characteristic of his style reflected
the influence of *Michelangelo (who refers to
Berruguete in his letters) and of the *Laocodn,
which he had studied in Rome. He is generally
considered the greatest Spanish sculptor of the
16th cent., his work having something of the
spirit of El *Greco, who succeeded him as the
outstanding artist in Toledo.

Bertoldo di Giovanni (c.1420—91). Florentine
sculptor. He was a fairly minor talent, but he
is remembered for three things. First, he was
the pupil and assistant of *Donatello and teacher
of *Michelangelo, thus forming the link be-
tween the greatest Florentine sculptors of the
15th and 16th cents. Secondly, he was described
by *Vasari as the first head of the *academy of
art which Lorenzo the Magnificent is said to
have founded in the *Medici gardens by the
Piazza di S. Marco. Thirdly, he developed a
new type of sculpture—the small-scale bronze,
intended, like the *cabinet picture, for the
private collector. Bertoldo was responsible for
the completion of the two pulpits in S. Lorenzo
left unfinished by Donatello at his death. His
own most noteworthy work is a bronze *relief
of a battle scene in the Bargello, Florence, which
inspired Michelangelo’s Battle of the Lapiths and
Centaurs (Casa Buonarroti, Florence).

bestiary. A type of medieval manuscript that
used illustrations of animals or fabulous beasts
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to point moral lessons. It was based on the
Greek Physiologus, a pseudo-scientific natural
history that was translated into Latin around
the gth cent. In the late 12th and 13th cents.
the bestiary was one of the leading picture
books, particularly popular in England, and its
images exerted a great influence in medieval
art, as one can see, for example, in the decoration
of initials and later in *misericords and roof
*bosses.

Beuys, Joseph (1921-86). German sculptor,
draughtsman, and *Performance artist, regarded
as one of the most influential leaders of avant-
garde art in Europe in the 1970s and 1980s. He
was appointed Professor of Sculpture at the
Kunstakademie in Disseldorf in 1961, but was
dismissed in 1972 after his teaching methods
had aroused conflict with authority. The protests
that followed included a strike by his students
(a settlement was eventually reached whereby
he kept his title and studio but his teaching
contract was ended) and by this time Beuys had
become something of a cult figure. Like Yves
*Klein, he was one of the leading lights in
shifting emphasis from what an artist makes to
his personality, actions, and opinions, and he
succeeded in creating a kind of personal mytho-
logy. (As a Luftwaffe pilot he was shot down
in the Crimea in 1943 and was looked after by
nomadic Tartars who kept him warm with
fat and felt—materials that came to figure
prominently in his work.) Little of his work
fits into conventional categories, but he is best
known for his performances, of which the most
famous was probably How to Explain Pictures to
a Dead Hare (1965). In this he walked around
an exhibition in the Schmela Gallery in Diis-
seldorf, his face covered in honey and gold leaf,
carrying in his arms a dead hare, to which he
gave an explanation of various pictures. He
described the performance as ‘A complex tableau
about the problems of language, and about the
problems of thought, of human consciousness
and of the consciousness of animals.” Beuys was
a prominent figure in Fluxus (an international
group of artists, set up in Germany in 1962,
which was opposed to tradition and pro-
fessionalism in the arts), and he was also active
in politics, aligning himself with the West
German ecology party, the Greens. He devoted
a good deal of his later career to public speaking
and debate, and in 1982 he had a meeting with
the Dalai Lama in Paris. By the end of his life
he was an international celebrity and was
regarded by his admirers as a kind of art guru.

Bevan, Robert (1865—1925). English painter.
In the 1890s he studied in Paris and knew
*Gauguin at Pont-Aven. Back in London he
became a member of *Sickert’s circle and he
was a founding member of the *Camden Town
Group (1911) and the *London Group (1913).

Bevan painted in the *divisionist manner of
Lucien *Pissarro, whom he admired, but modi-
fied it in the direction of the pure colour and
flat patterning of Gauguin. He is best known
for paintings featuring horses (The Cab Horse,
Tate, London, c.1910).

Bewick, Thomas (1753-1828). English wood
engraver, active for most of his life in Newcastle
upon Tyne. Bewick was a bird-watcher and a
countryman and his finest works are natural
history illustrations, particularly those to his
celebrated books, A General History of Quad-
rupeds (1790) and A History of British Birds (2
vols., 1797 and 1804). The animals and birds
are characterized with great skill, but Bewick
is as much admired for his tailpieces, which are
miniature scenes of rural *genre, showing with
a rare felicity the countryside in its varying
moods in all weathers and seasons and shrewdly
observed pictorial comment on incidents of
rustic life.

Bewick arrested the decline of engraving into
a primarily reproductive technique and brought
to it new expressive possibilities. He has been
called the father of modern wood engraving
and he established a school of engraving in
Newcastle, his pupils and followers including
his younger brother John (1760—9s) and his
son Robert (1788-1849). Bewick wrote an
autobiography, which was published in an
incomplete edition in 1862 and fully in 1975.

Beyeren, Abraham van (1620/1—90). Dutch
painter, little regarded in his day but now
considered one of the greatest of still-life
painters. He initially specialized in fish subjects,
but around the middle of the 17th cent. he
began to devote himself to sumptuous banquet
tables laden with silver and gold vessels, Vene-
tian glassware, fine fruit, and expensive table
coverings of damask, satin, and velvet. Works
of this kind, in which he was rivalled only by
*Kalf, gave him even greater opportunity than
his fish pieces to demonstrate his ability to show
the play of light on surfaces and organize
forms and colours into an opulently blended
composition. Still life with a Lobster and Turkey
(Ashmolean, Oxford) shows all his splendour
of composition and richness of colour and
texture. Van Beyeren worked in various towns
before settling in Overschie in 1678.

Bibiena (or Galli-Bibiena). Family of Italian
architects, *quadraturisti, and stage-designers
based in Bologna, members of which practised
from the 1680s until the 1780s in practically
every country of Europe. The founder of the
dynasty was Giovanni Maria Galli (1625—
65), who adopted the name of his birthplace,
Bibbiena, a small town in Tuscany. Other
members of the family included Alessandro
(1687-1769), Antonio (1700—74), Carlo (1728—




87), Ferdinando (1657-1743), Francesco
(1659—1739), and Giuseppe (1696—1757). They
provided fantastically elaborate stage-settings
for operas, balls, state occasions, and religious
ceremonies, mainly in the service of the Austrian
Imperial family in Vienna and various German
princelings. They also built several theatres in
Italy and Germany, one of which survives:
the Opera House at Bayreuth, decorated by
Giuseppe in 1748. The most illustrious and
prolific member of the family was Ferdinando,
who produced several books on architecture
and scenography.

Biblia Pauperum. The first medieval textbook
of Christian *typology (‘the Poor Man’s Bible’),
showing in pictures how the principal events
from the life of Christ were prefigured in the
Old Testament. Unlike the Speculum Humanae
Salvationis, the Biblia Pauperum is strictly scrip-
tural, admitting no historical or secular subjects
among its types. It was devised in south Ger-
many in the late 13th cent. and the earliest
existing manuscript dates from c.1300. Issued as
one of the first *block books to be printed, the
Biblia Pauperum was particularly popular in
Germany, but had little vogue in Italy or Spain.
It was copied and adapted in late medieval
sculpture, tapestries, stained glass, and in easel
pictures.

Biederman, Charles Joseph (1906- ). Am-
erican artist and theorist. From the 1930s he
produced completely abstract paintings and
coloured geometric reliefs in the style of *Mon-
drian. His promotion of such works in his book
Art as the Evolution of Visual Knowledge (1948)
had an important influence on British *Con-
structivism, notably on *Pasmore.

Biedermeier. Term used to describe German
and Austrian art and architecture between the
Congress of Vienna (1815) and the Revolution
of 1848. Gottlieb Biedermeier was a somewhat
ludicrous fictional character from the journal
Fliegende Blatter (Flying Leaves), who per-
sonified the solid yet philistine qualities of the
bourgeois middle classes. The art to which he
has lent his name shares these qualities: the
magic poetry of *Romantic landscape painting
is replaced by sober realism; heroic themes give
place to the illustration of fairy-tales or legends,
and portraits concern themselves with the mi-
nutiae of appearance and costume rather than
the imaginative projection of personality. In
architecture, instead of the grandiloquent *Neo-
classical forms, we find sound utilitarian struc-
tures of good proportions. There were, as is to
be expected, no major masters of Biedermeier
but many excellent practitioners, such as * Wald-
miiller. The term is sometimes extended to
cover the work of artists in other countries, for
example, *Keobke in Denmark.

BILL

Biennale (or Bienale). An international art ex-
hibition held every two years and adjudicated
by an international committee. The first and
most famous was the Venice Biennale, instituted
in 1895 as the ‘International Exhibition of Art
of the City of Venice’, and claiming to represent
‘the most noble activities of the modern spirit
without distinction of country’. At this first
Biennale artists from 16 different nations were
represented, and the committee included such
celebrated  personalities as  *Burne-Jones,
*Israéls, *Liebermann, Gustave *Moreau, and
*Puvis de Chavannes. The exhibition soon
acquired world-wide prestige, and after it re-
sumed in 1948 following the Second World
War it became the leading show-place for
the established international avant-garde. Henry
*Moore, for example, set the seal on his
reputation when he won the International Sculp-
ture Prize in 1948. Other biennales have been
inaugurated on the Venice model, the most
prestuigious being the Sio Paulo Bienale, founded
in 1951, and the Paris Biennale, founded in
1959.

Bierstadt, Albert (1830-1902). German-born
American painter, active mainly in New York.
He made several trips to the Far West and
was one of the last of those painters (known
collectively as the *Hudson River and *Rocky
Mountain Schools) who specialized in grandiose
pictures of awesome mountain scenery. His
paintings—often huge in size—were immensely
popular in his lifetime, but his on-the-spot
sketches are now generally found much more
appealing than the finished studio works.

Bigot, Trophime (1579-1650). French
*Caravaggesque painter, active in Rome
(c.1600-34) and then in the Aix-en-Provence
area. His career is obscure, but he has been
identified as the author of a number of paintings,
mainly intimate candlelit scenes, that were
previously grouped under the name of ‘the
Candlelight Master’. A Doctor Weighing Urine
(Ashmolean, Oxford) is an example of the
unusual subjects he sometimes favoured.

Biguerny, Philippe. See VIGARNY.

Bill, Max (1908— ). Swiss painter, sculptor,
architect, designer, and writer. He studied at the
Zurich School of Arts and Crafts in 1924—7,
then at the *Bauhaus in 19279, and in 1932-6
belonged to the *Abstraction-Création group
in Paris. In 1936 he took up the term *Concrete
Art (Konkrete Kunst), proposed by van *Does-
burg in 1930, and popularized it in Switzerland
in place of ‘abstract’. In 1941 he visited Brazil
and Argentina, and introduced the concept of
Concrete Art there. His work has been based
upon the use of mathematical formulae to
engender the relations between the parts from
which a work is constructed, and his ultimate
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aim is to establish a unity among the individual
branches of the visual arts—he once defined art
as the ‘sum of all functions in harmonious
unity’. He has had an active career as a publicist
of his ideas, but in the exhibitions he has
organized he has covered a broad spectrum of
non-figurative art. His sculptures have been
considered precursors of the *primary structures
of *Minimal art, although they are in fact
derived from quite complicated mathematical
formulae, and his influence has been repudiated
by Minimalists such as *Judd and Robert *Mor-
ris. His influence has been acknowledged not
only in Switzerland, however, but also in
Argentina and Italy, where he has been the
inspiration of a number of associations of
Concrete Art. Bill has lived and worked mainly
in Zurich, where he designed his own house
(1932—3). His other work as an architect includes
the much praised Hochschule fiir Gestaltung in
Ulm (1951—5) where, working on a narrow
budget, he created an austerely elegant complex
of buildings delicately placed in a romantic
setting.

Bingham, George Caleb (1811—79). American
painter. He worked mainly in Missouri (where
he held several political posts), painting the life
of the frontier people. Except for a short period
studying at the Pennsylvania Academy of Fine
Arts, he was self-taught. His finest canvases,
particularly the celebrated Fur Traders Descending
the Missouri (Met. Mus., New York, 1845),
distil visual poetry from the commonplace, but
after a trip to study in Diisseldorf in 1856-8 his
work lost much of its racy freshness and charm,
becoming overlaid with sentimentality. In 1877
he became Professor of Art in the University
of Missouri.

biomorphic. A term applied to forms in
abstract art that derive from organic rather
than geometric shapes, as, for example, in the
sculpture of Henry *Moore.

Bird, Francis (1667-1731). English sculptor.
He trained in Brussels and later visited Rome
and could work in a *Baroque idiom more
convincingly than most of his English con-
temporaries, as is seen in his best-known work,
The Conversion of St Paul (1706), in the west
pediment of St Paul’s Cathedral, London. His
work is uneven, but he ranks as the most
significant figure in English sculpture between
*Gibbons (for whom he worked for a time)
and *Rysbrack. Several of his monuments are
in Westminster Abbey.

Birolli, Renato (1906—59). Italian painter who,
because of his outspoken political views and
his advanced and energetic artistic outlook,
exercised an important influence on the Italian
avant-garde. In 1938 he took a prominent
part in founding the anti-Fascist *Corrente

association, and was persecuted and imprisoned
for his political activities. In 1947 he joined the
*Fronte Nuovo delle Arti association. His work
was varied in style, ranging from *Expressionist
pictures influenced by *Ensor and van *Gogh to
abstracts reflecting his interest in the *Orphists.

Bisschop, Jan (1628-71). Dutch lawyer and
dilettante draughtsman (see AMATEUR) who trav-
elled extensively and made accurate *wash
drawings of the paintings and sculpture he
examined. These are valued today because many
of them are records of lost works of art. He
also made exquisite small drawings of the
scenery which he saw on his travels and a few
of these rank among the finest 17th-cent. Dutch
landscape drawings.

Bissiére, Roger (1888-1964). French painter,
born in the province of Lot-et-Garonne. His
early paintings were landscapes which imbued
his native countryside with a monumental
dignity. He came to Paris in 1910 and earned
a living as a journalist while continuing to
paint. After a period of experimentation with
*Cubism, he was for a time associated with
*QOzenfant and *Le Corbusier, contributing to
their journal Esprit Nouveau. From 1925 to 1938
he taught at the Académie Ranson, where his
influence on many of the younger abstract
artists, such as *Manessier, was great, but his
own work during the 1920s and 1930s remained
almost unknown. In 1938 he retired to Lot and
during the war contracted an eye ailment that
left him unable to paint. Instead, he produced
compositions pieced together from tapestry and
other materials. A successful operation in 1948
enabled him to resume painting and during the
1950s he achieved the resounding recognition
which had so long escaped him. His large,
tapestry-like compositions in rich and glowing
colours were exhibited internationally and com-
manded among the highest prices of any living
artist. Abstract in appearance, they resulted from
the careful and sensitive reduction of natural
scenes to scintillating patterns of interacting
colours, and Bissiére himself always refused to
accept the term ‘abstract’ for his own work.
The recognition accorded to the work of his
later years caused a reassessment of the work of
his early and middle periods, which Bissiére
himself was accustomed to say might in course
of time be valued even above that which had
brought him popularity.

bistre. A transparent brown *pigment prepared
by boiling the soot of burned wood. It is often
used as a *wash for pen-and-ink drawings,
water-colours, and *miniatures. *Rembrandt
and *Claude were among the artists who
exploited its potentialities. See also SEPIA.

bitumen (asphaltum). A transparent brown
*pigment which at the time of use gives a rich



glowing quality, but later becomes almost black
and increasingly opaque. It never completely
hardens and eventually develops a pronounced
and often disfiguring *craquelure. It was most
popular in the 18th cent., and its damaging
effects can be seen in works by *Reynolds and
other British painters of the period

black-figure vase painting. Technique of
vase-painting, originating in Corinth in the
7th cent. BC, in which figures were painted in
black silhouette. Details were added by incising
through the black pigment to the light red clay
background or sometimes by overpainting in
red or white. The technique had its finest
flowering around the mid 6th cent. Bc, notably
in the work of *Execias, but then began to
give way to *red-figure painting, although
black-figure vases continued to be produced for
another two centuries.

Blair, Hugh (1718-1800). Scottish divine and
writer, Professor of Rhetoric and Belles-Lettres
in Edinburgh University from 1762 to 1783.
Although not a profound or original thinker,
Blair is noteworthy for his Lectures on Rhetoric
and Belles Lettres (1783), which were of immense
importance in his day for popularizing aesthetic
and critical speculation. There are more than
sixty editions in English and nearly fifty ab-
breviated editions and translations into German,
French, Spanish, Italian, and Russian. He was a
friend of Robert Burns (1759—96), David Hume
(1711—76), and many other leading Scottish
literary and intellectual figures.

Blake, Peter (1932— ). British painter. With
Richard *Hamilton he was the leading pioneer
of *Pop art in Britain. His use of imagery from
comics, pin-up magazines, consumer goods, and
advertisements captures the flavour of the times
in a manner that now evokes nostalgia for the
‘swinging sixties’ as was made clear during his
enormously successful retrospective exhibition
at the Tate Gallery in 1983 (his most famous
work is the cover design for the Beatles LP
Sergeant Pepper’s Lonely Hearts Club Band, 1967).
In The Century of Change: British Painting Since
1900 (1977) Richard Shone wrote: ‘Blake is an
exuberant, highly skilled magpie, gathering
images from a wide spectrum—Alice in Won-
derland to soft porn—and matching them to,
in his own words, ‘“the technical forms that
will best recapture the authentic feel of folk
art”.’ Something of the same engaging com-
bination of sophistication and naivety can be
seen also in Blake’s work as a member of The
Brotherhood of Ruralists, a small group of
painters based in the West Country, of which
Blake (then living near Bath) was a founder
member in 1975. They took as their inspiration
‘the spirit of the countryside’. A series of
winsome fairy paintings are characteristic of this
facet of his work. With other members of the
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Brotherhood (which includes David Inshaw,
b. 1943, and Graham Ovenden, b. 1943), Blake
has designed covers for the New Arden edition
of Shakespeare’s work.

Blake, William (1757-1827). English artist,
philosopher, and poet, one of the most re-
markable figures of the *Romantic period.
From childhood he possessed visionary powers,
and the engraving of Joseph of Arimathea (char-
acteristically based on a figure by *Michel-
angelo), done at the age of 16, shows him
already using a personal symbolism to express
his mystical philosophy. His apprenticeship
(1772—9) to the engraver James Basire (1730—
1802), for whom he made drawings of the
monuments in Westminster Abbey and other
London churches, led him to a close study of
*Gothic art and intensified his love of linear
design and formal pattern. In 1779 he entered
the *Royal Academy Schools, but his relations
with *Reynolds were painful; later he was to
find more sympathetic spirits in *Stothard,
*Flaxman, *Fuseli, and *Barry.

During the 1780s Blake worked as a com-
mercial engraver, but from about 1787 he
became engrossed in a new method of printing
his own illustrated poems in colour, which he
characteristically claimed to have been revealed
to him in a vision by his brother Robert, then
recently deceased. The first of these major works
of ‘illuminated printing’, in which handwritten
text and illustration were engraved together to
form a decorative unit, was Songs of Innocence
(1789). In 1793 with his wife, Catherine Bout-
cher, he settled in Lambeth, where he engraved
his principal prose work, The Marriage of Heaven
and Hell. He had little material success and in
1800, at the suggestion of William Hayley
(1745—1820), poet and man of letters, he left
London to settle for three years at Felpham on
the Sussex coast. Here he continued a series of
water-colours illustrating biblical subjects for
his first and most generous patron, Thomas
Butts, and also began to engrave Jerusalem,
the last and longest of his surviving mystical
writings. On his return to London Blake made
a series of drawings for Robert Blair’s poem
The Grave, and in 1809 held a small one-man
exhibition for which he issued A Descriptive
Catalogue, eloquently summarizing his aims and
convictions about art. This earned him but littie
recognition, however, and there followed a
period of eclipse, during which he appears to
have been unproductive, until 1818, when
the sympathetic patronage of the painter John
*Linnell ensured him a livelihood for the
remainder of his life. For Linnell he carried out
his engravings for The Book of Job and his
magnificent designs for The Divine Comedy, on
which he was working up to the time of his
death. Linnell introduced to him a group of
younger artists, including *Varley, *Calvert,
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and Samuel *Palmer, who were inspired and
stimulated by Blake’s imaginative power. He
thus passed his last years surrounded by a group
of admiring disciples, who formed themselves
into a kind of brotherhood under the name the
* Ancients.

In art as in life Blake was an individualist
who made a principle of nonconformity. He
had a prejudice against painting in oils on canvas
and experimented with a variety of techniques
in colour printing, illustration, and *tempera.
Blake might be called a mystical realist and his
work as an artist is almost impossible to divorce
from the complex philosophy expressed also
through his poetry. He believed that the visible
world of the senses is an unreal envelope behind
which the spiritual reality is concealed and set
himself the impossible task of creating a visual
symbolism for the expression of his spiritual
visions that would owe nothing to ordinary
visual experience. He refused the easy path
of vagueness and misty suggestion, remaining
content with nothing less than the maximum
of clarity and precision. To most of his con-
temporaries Blake seemed merely an eccentric,
and his genius was not generally recognized until
the second half of the 19th cent. (*Rossetti—
another painter-poet with mystical leanings—
was an early champion.) His output was enor-
mous; there are important collections in the
British Museum, the Tate Gallery, the Fitz-
william Museum, Cambridge, and several Am-
erican museums.

Blanchard, Jacques (1600—38). French painter,
active mainly in his native Paris. He studied in
Italy (1624-8) and his style reflects both *Ba-
roque developments in Rome and the sensuous
richness of the Venetian school. Back in France
he gained a reputation for decorative work, but
is now known chiefly as a painter of small
religious and mythological subjects in a sensitive
but sentimental manner (Charity, Courtauld
Inst., London, 1637).

Blast. See VORTICISM.

Blaue Reiter, Der (The Blue Rider). A loosely
organized group of *Expressionist artists with
revolutionary aims formed in Germany in 1911.
The name, deriving from the title of a picture
by *Kandinsky, was also used as the title of an
‘Almanac’ (a collection of essays and illus-
trations) published by Kandinsky and Franz
*Marc in 1912 and of the exhibition they
organized at the Gallery Thannhauser in Munich
in 1911. Other prominent members of the
group were Paul *Klee and August *Macke.
The aims of the association were never closely
defined and it is obvious that the individual
artists associated differed widely in their work
and outlook. Their bond was a general desire to
embody symbolically in their painting spiritual

realities which, it was thought, had been neg-
lected by the *Impressionists. Two touring
exhibitions brought the work of Der Blaue
Reiter to several major cities of Germany, and
the association had international affiliations;
*Braque, *Derain, *Goncharova, *Larionov,
and *Picasso were among those whose works
were shown in the exhibitions. With the out-
break of the First World War, however, the
group disintegrated. Its short life is considered to
mark the high point of German, Expressionism.

Blaue Vier, Die (The Blue Four). A group of
four painters formed in 1924 by *Kandinsky,
*Jawlensky, *Klee, and *Feininger in succession
to the *Blaue Reiter, with which they had all
been associated. The members were united by
a desire to publicize their work and ideas
through exhibiting together rather than by
stylistic similarity. Exhibitions were held in
Germany, the USA, and Mexico between 1925
and 1934. Their patroness, Galka Scheyer, who
suggested the formation of the group, formed
a large collection of their work, which is now
in the Norton Simon Museum in Pasadena.

Blechen, Karl (1798-1840). German painter,
primarily of landscapes. For a time he was under
the influence of such *Romantics as *Friedrich,
but following a visit to Italy in 1828 he
developed a more painterly style, producing
rather unconventional open-air landscapes
which foreshadowed *Impressionism.

bleed. Painters’ term for the action of an
under layer of paint when it seeps through
superimposed layers and comes to the surface,
mixing with the upper layers of paint and
changing their colour. This happens when the
*pigment is soluble in the *medium. It is in
order to prevent bleeding that pigments used
in *oil painting must be insoluble in oil or
‘oil-proof’, colours used in *fresco must be
‘lime-proof’, and so on. The term ‘bleed’ is
also used in book production to refer to an
illustration printed without margins on one or
more sides so as to run up to the edge of the
paper.

Bles, Herri met de (c.1500/10-after 1550).
Netherlandish painter of landscapes with figures.
He is an enigmatic figure presumed to be one
and the same as the Herri Patenier who entered
the Antwerp Guild in 1535. Herri met de Bles,
as van *Mander informs us, is simply a nickname
meaning ‘Herri with the white forelock’, and
it is generally assumed that he was a relation of
Joachim *Patenier, who certainly had a decisive
influence on his work. No signed or documented
work by Herri exists, but a Mountain Landscape
with the Holy Family and St John (Offentliche
Kunstsammlung, Basle) was described as the
work of Heinrich Blesii in 1568. A small group
of works has been ascribed to him, characterized



by panoramic landscapes dominating the figure
groups in the manner of Patenier. Yet his style
1s distinctive. His work was popular with Italian
collectors, who called him ‘Civetta’ (little owl)
because he often included owls in his pictures.

Bleyl, Fritz. See BRUCKE.

block book. A book printed from *woodcut
blocks on which text and illustrations are
combined, rather than by means of movable
type. Block books were made in China probably
as early as the 6th cent. AD, but in Europe the
earliest known examples seem to date from
around 1450, that is, at very much the same
time that Gutenburg (c.1400-68?) introduced
printing from movable metal type. As the entire
text had to be cut letter by letter on wood
blocks, the process was extremely laborious and
suitable only for short books in continuous
popular demand, such as the *Ars Moriendi or
the *Biblia Pauperum. Block books were at the
height of their popularity in the 1470s. Very
few were executed after 1480 and their place in
the history of printing is as sterile descendants
of the woodcut rather than as ancestors of
printing from movable type.

Bloemaert, Abraham (1564—1651). Dutch his-
torical and landscape painter and engraver, the
son of a sculptor and architect, Cornelis I
Bloemaert (c.1525—¢.1595). Most of his life was
spent in Utrecht, where for many years he was
the leading painter and an outstanding teacher.
*Both, *Honthorst, *Terbrugghen, and vir-
tually all the Utrecht painters of the period who
attained any kind of distinction trained with
him. Bloemaert was a good learner as well as
a good teacher and rapidly assimilated the new
ideas his pupils brought back from Italy. For a
time he became a *Caravaggesque painter and
late in his career adopted some aspects of the
*Classicism of the *Carracci. Although his
landscape paintings are firmly in the *Mannerist
tradition, his landscape drawings are naturalistic
and his most original works. All facets of his
work can best be studied in the museum in
Utrecht. Many of his drawings were etched and
published by his son Frederick (c.1610—69) in
a well-known drawing book for the use of art
students. Bloemaert had three other painter sons,
who like Frederick were his pupils: Hendrick
(c.1601—72), Cornelis II (c.1603—.1684), and
Adriaen (1609-66).

Blok. A *Constructivist group formed in £6dz,
Poland, in 1922 by Wladystaw Strzeminski
(1893—1952), who had worked with *Malevich
during the war. It was also the title of a
Constructivist magazine founded at Warsaw in
1924 and fairly close to the outlook of Soviet
Constructivism.

Blondeel, Lancelot (1496-1561). Nether-
landish artist. He entered the Guild of Painters
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in Bruges in 1519, and also worked as an
architect and designed sculpture, tapestries, and
pageant decorations. In 1550 he and Jan van
*Scorel were commissioned to restore the van
*Eycks’ celebrated Ghent Altarpiece. The *trip-
tych of The Martyrdom of SS. Cosmas and
Damian (S. Jacques, Bruges, dated 1523) is
typical of his work as a painter in its profusion
of Italianate ornament. Bruges had begun to
decline in importance as its port silted up, and
Blondeel was one of the last sparks of its great
artistic tradition. He devised a plan to link
Bruges with the sea to open up trade again, but
this was not accomplished until a canal was
opened in 1907.

Bloomsbury Group. A loosely knit association
of writers, artists, and critics which had an
important influence on cultural and intellectual
life in Britain during the early decades of the
20th cent. Among the leading members of the
group were the writers E. M. Forster (1879—
1970) and Virginia Woolf (1882—-1941) and the
economist John Maynard Keynes (1883—1946);
the artists and critics included Clive *Bell,
Vanessa *Bell, Roger *Fry, and Duncan *Grant.
They frequently met at the houses of Clive and
Vanessa Bell or of Vanessa’s sister, Virginia
Woolf, in the Bloomsbury district of London.

The association stemmed from student friend-
ships formed at Cambridge, where many of
the group had been ‘Apostles—members of
a semi-secret intellectual club. However, the
Bloomsbury Group had no formal membership
and was unified by no common social or
aesthetic ideology; its adherents were linked
rather by attitudes and interests which have
caused them to be represented as an intellectual
élite in revolt against the artistic, social, and
sexual restrictions of Victorian society. A key
book for them was Principia Ethica (1903) by
the Cambridge philosopher G. E. Moore, in
which it is argued that.‘By far the most valuable
things . . . are . . . the pleasures of human
intercourse and the enjoyment of beautiful
objects . . . it is they that form the rational
ultimate end of social progress.’

It was during the 1920s and early 1930s that
the influence of Bloomsbury was most effective.
The persistent propaganda of Roger Fry for
*Cézanne and the *Post-Impressionists con-
verted ridicule and outraged rejection into
interest, if not full understanding. Successive
exhibitions of the *London Group were flooded
with pastiches in the manner of Duncan Grant.
The writings of Fry and Bell tended in the
direction of a Formalist aesthetic which played
down the importance of content and paved the
way for a new method of criticism in the visual
arts. If with incomplete consistency, they heralded
the reaction from the anecdotal sentimentalism of
19th-cent. criticism and laid the foundation for
a more just appreciation of the aims of contempor-
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ary art. After a period when the aims and
achievements of the Bloomsbury Group fell out
of favour and its members were attacked as
dilettante and elitist, the late 1960s witnessed a
great revival of interest.

blot drawing. A technique evolved by Alex-
ander *Cozens and described in A New Method
of Assisting the Invention in Drawing Original
Compositions of Landscape (1785 or 1786). He
prescribed the use of an accidental stain or ‘blot’
on the paper as a basis for an imaginative
landscape composition. A similar suggestion had
much earlier been made by *Leonardo da Vinci,
who proposed that marks on wall surfaces
might be used in this way. Somewhat similar
techniques were used in the 20th cent. by
the *Surrealists for stimulating subconscious
imagery.

Blunt, Anthony (1907-83). English art his-
torian. He was Director of the *Courtauld
Institute of Art from 1947 to 1974, Surveyor
of the King’s (later Queen’s) Pictures from 1945
to 1972, and one of the leading figures in
establishing art history as an academic discipline
in Britain. In 1979, however, his career was
blighted when—amid clamorous publicity—it
was revealed that he had spied for the Soviet
Union during his service at the War Office in
the Second World War. He wrote on a wide
variety of subjects, but is best known for his
contributions to the study of French and Italian
art and architecture in the 16th cent. and 17th
cent., above all for his numerous books and
articles on *Poussin. His books include Artistic
Theory in Italy 1450-1600 (1940), Art and Archi-
tecture in France 1500—1700 (1953 and subsequent
editions), The Art of William Blake (1959), and
Guide to Baroque Rome (1982).

Boccioni, Umberto (1882—1916). Italian *Fu-
turist painter and theorist, and the only sculptor
in the movement. In Rome together with
*Severini he learnt from *Balla the principles
of *Divisionism, which was then the vogue.
He joined the Futurists in 1909, helped to draw
up their manifestos of painting (1910) and
sculpture (1912), and became the most energetic
member of the group. Advocating a complete
break with the art of the past, Boccioni was
centrally concerned with the two main pre-
occupations of the Futurists—the production of
emotionally expressive works and the rep-
resentation of time and movement. In his book
Futurist Painting and Non-Culture (1914) he
proposed that whereas the *Impressionists
painted to perpetuate a single moment of vision,
Futurism synthesizes in a picture all possible
moments. And in contrast to the objective
outlook of *Cubism, he claimed that Futurist
painting aspires also to express ‘states of the
soul’. In common with the other Futurists
(following the ideas of the philosopher Henri

Bergson, 1859-1941), Boccioni believed that
physical objects have a kind of personality and
emotional life of their own, revealed by ‘force
lines’ with which the object reacts to its en-
vironment. These ideas are perhaps best shown
in Boccioni’s most famous piece of sculpture,
Unique Forms of Continuity in Space (casts in Tate,
London, MOMA, New York, and elsewhere,
1913), which vividly expresses bodily move-
ment. His theories on sculpture were very
forward-looking. He advocated the use of ma-
terials such as glass and electric lights and
the introduction of electric motors to create
movement. However, he died in an accident
whilst serving in the Italian army before most
of his ideas could be put into practice.

Bocklin, Arnold (1827-1901). Swiss painter.
With *Hodler he ranks as the most important
Swiss painter of the 19th cent., and in the 1880s
and 1890s he was the most influential artist of
the German-speaking world, even though from
1850 he had spent most of his time in Italy. He
established his reputation with Pan in the Reeds
(Neue Pinakothek, Munich, 1857), the be-
ginning of his preoccupation with the world of
nymphs and satyrs, naiads, and tritons, the
results of which are sometimes slightly absurd.
Later his style became more sombre and charged
with mystical feeling, as in his best-known
work, The Island of the Dead (Met. Mus., New
York, 1880, and four other versions). Such
works are considered among the most dis-
tinguished *Symbolist paintings produced out-
side France, and their morbid imagery appealed
to the *Surrealists. The best collection of Bock-
lin’s work is in the Kunstmuseum of his native
Basle. A curious aspect of his career is that like
*Leonardo—whom he disliked—Bocklin spent
much of his time experimenting with flying
machines.

Bode, Wilhelm von (1845—1929). German art
historian. His career was centred on the Berlin
Museum; in 1872 he was appointed assistant in
the department of sculpture, of which he became
director in 1883, in 1903 he became director
of the Gemildegalerie (picture gallery), and in
1905 director general of all the royal museums
of Prussia, a post he held until he retired in
1920. Under Bode’s administration the Berlin
Museum became one of the world’s outstanding
collections. Apart from being a noted scholar,
Bode was one of the pioneers of modern
museum organization and display, combining
pictures, sculptures, and frames in harmonious
arrangements and achieving a balance between
creating an up-to-date setting for works of art
and reconstructing their historical milieu. “We
had no desire’, Bode wrote, ‘to model ourselves
on some arts-and-crafts museums, but our aim

. was to give the works of art a modern
setting which would heighten their effect. . . .




Had we merely reproduced old rooms, we
would have lessened the monumental effect of
the works of art and impaired the character
and significance of the museums.” His main
publications were in the field of Dutch and
Flemish art (particularly *Rembrandt and his
contemporaries), but he also wrote on Italian
art and assisted *Burckhardt with his Cicerone.
Bode also wrote a book of memoirs—AMein
Leben (1930). The Kaiser Friedrich Museum in
Berlin, opened in 1904, has been renamed the
Bode Museum in his honour.

bodegdn. Spanish term, literally meaning ‘tav-
ern’ or ‘chophouse’, applied strictly to domestic
(particularly kitchen) scenes that have a prom-
inent still-life element. *Veldzquez painted sev-
eral bodegones early in his career. More loosely,
the term is used as a synonym for still life.

Body art. Type of art, related to both *hap-
penings and *Conceptual art, in which the
artist’s body is used as the medium. Sometimes
works of Body art are executed in private and
communicated by means of photographs or
films; sometimes the execution of the ‘piece’ is
public. Sometimes the demonstration is pre-
choreographed (as with *Gilbert and George);
sometimes it is extemporaneous. Spectator par-
ticipation is generally discounted rather than
invited. A well-known piece of Body art was
Rubbing Piece, performed in New York in
1970, in which the Italian artist Vito Acconci
(1940— ) rubbed his arm until he produced a
sore.

body colour. Paint that is opaque rather than
transparent, more specifically *water-colour
mixed with a white *pigment. *Gouache is an
alternative name for body colour used in the
more restricted sense.

Boethus. Greek sculptor who worked in the
2nd cent. Bc. *Pliny (Nat. Hist. xxxiv. 84)
mentions a bronze by him representing a Child
Strangling a Goose by hugging it, though he
adds that Boethus was better in silver. The
group, known through several copies, appealed
to *Renaissance sculptors and echoes of it can
be seen in sculpture from *Verrocchio to
*Bernini.

Bogart, Martin van den. See DESJARDINS.

Bohemian School. Term applied to art pro-
duced in Bohemia in the second half of the 14th
cent. during a period of cultural efflorescence
associated with Charles IV (1316-78), who was
King of Bohemia from 1346 and Holy Roman
Emperor from 135s. His favourite residence
was Prague, where he founded a university and
drew to his court scholars and artists from all
over Europe. Manuscripts were imported from
France and ltaly and inspired a local school of
book *illumination, but the main achievements
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of the Bohemian School were in *panel painting
and *fresco.

The masters for the greater part are anony-
mous and we know nothing about their na-
tionality. Yet they all bear witness to a style in
which were fused many influences and which
contributed to the formation of *International
Gothic. During the 1350s, in the work of the
*Master of VyS3i Brod, the flavour was strongly
Italian; Sienese models in particular seem to
have been used. Later, with the *Master of the
Tiebon Altarpiece, who must have worked
during the last two decades of the century,
French elements became stronger. Under
Charles’s son Wenceslas painting, and in par-
ticular illumination, still flourished but the
importance of Prague as an artistic centre
declined early in the 1s5th cent., when many
works perished during the Hussite wars.

Boilly, Louis-Léopold (1761-1845). French
painter and engraver. He painted portraits,
domestic and *genre scenes, and scénes galantes,
which brought him into disrepute at the time
of the Revolution. Under the *Directoire he
reverted to genre and boudoir scenes and his
success lasted under the Empire. In 1823 he
took up *lithography and used this technique
to popularize his scenes from contemporary
life. He was extremely prolific (claiming to
have executed 5,000 portraits), and smooth and
meticulous in his technique.

Boizot, Simon-Louis (1743-1809). French
sculptor. He succeeded *Falconet as Director of
Mme de Pompadour’s porcelain factory at
Sévres and was at his best working on a small
scale (Cupid, Louvre, Paris, 1772).

Bol, Ferdinand (1616-80). Dutch painter and
etcher. He entered *Rembrandt’s studio in the
mid 1630s and in his early work imitated his
master’s style so well as to create occasional
difficulty in distinguishing between them. The
portrait of Elizabeth Bas in the Rijksmuseum,
Amsterdam, is the best-known instance; it was
acknowledged as a Rembrandt until 1911, when
it was attributed to Bol by *Bredius, and
although this opinion is still generally accepted,
there has been renewed support for Rembrandt
as the author (as well as some for Jacob *Backer).
As Bol’s career prospered, both as a portraitist
and a painter of historical subjects, his style
moved away from that of Rembrandt, be-
coming blander and more elegant in the manner
of van der *Helst. In 1669 he married a wealthy
widow and seems to have stopped painting.
*Kneller was Bol’s most distinguished pupil.

Boldini, Giovanni (1842-1931). Italian
painter, one of the most renowned society
portraitists of his day. His vivacious brushwork
and gift for making his sitters look graceful and
poised recalled the work of his even more
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successful contemporary, John Singer *Sargent,
and like Sargent he had an international career,
working mainly in Paris, but also in London
(1869—72). Apart from portraits, his work in-
cludes some excellent street scenes of Paris.
There is a Boldini museum in his native Ferrara.
See also MACCHIAIOLL

bole (bolus). A natural clay sometimes used
for *grounds, chiefly in *oil painting. Red bole
is the commonest, and has served as a ground
for gilding since the Middle Ages. It is fairly
common, especially in 17th-cent. paintings for
the dark ground to ‘come through’—particu-
larly in the thinly painted shadows—thus
darkening the picture considerably. In general
clay grounds are considered unsatisfactory
owing to their capacity for retaining moisture.

Bolognese, Il. See GRIMALDI.

Bolotowsky, Ilya (1907-81). Russian-born
painter who went to New York in 1923 and
became an American citizen in 1929. From 1933
he painted in a manner of *Constructivist
abstraction and during the 1940s he was one of
the group of American artists who came most
deeply under the influence of *Mondrian. He
was a founding member of * American Abstract
Artists in 1936 and his mural for the Wil-
liamsburgh Housing Project, New York, of
that year was one of the first abstract murals
to be commissioned. Bolotowsky was also
a playwright, experimental film maker, and
teacher.

Boltraffio, Giovanni Antonio (1466/7—
1516). Italian painter, the pupil and assistant of
*Leonardo and one of the most talented of
his followers in Milan. He painted religious
paintings and portraits; the beautiful female
portrait in the Louvre known as La Belle
Ferronniére is attributed to him by some au-
thorities and to Leonardo by others.

Bombois, Camille (1883—1970). French *naive
painter. He passed his childhood on barges along
the canals of France and was afterwards a
farmhand and a wrestler in a travelling circus.
From 1907 he worked as a porter on the Paris
Meétro, as a navvy and a docker, and then took
a night job in a printing establishment in order
to have more time for painting. He served in
the First World War and was awarded a Military
Medal. In 1922 a pavement exhibition of his
pictures attracted the attention of Wilhelm
*Uhde and other critics, and thereafter he was
able to devote all his time to painting. His
pictures have exceptional strength and vitality,
particularly his scenes of circus life (Country Fair
Athlete, Mus. d’Art Moderne, Paris, ¢.1930).

Bonaiuti, Andrea. See ANDREA DA FIRENZE.

Bondol (or Bondolf or Bandol) Jean de (also
known as Jean de Bruges and Jan Hennequin)

(active ¢.1368-81). Netherlandish painter and
*miniaturist who worked in France and became
Court Painter to Charles V (1337-80) of France
in 1368. Only two works can certainly be
ascribed to him: an illustrated Bible presented
to the King (now at the Meermanno-
Westreenianum Mus., The Hague); and the
design of a celebrated series of tapestries on the
Apocalypse (Mus. of Tapestries, Angers, ¢.1375).
His style combined French courtly sophistication
with Netherlandish realism, looking forward to
the *International Gothic style.

Bone, Sir Muirhead (1876-1953). British
draughtsman and etcher, mainly of architectural
subjects. He studied architecture and painting
in his native Glasgow, then settled in London
in 1901 and became a member of the *New
English Art Club. In 1916 he became the first
official war artist to be appointed and he was
also an official war artist in the Second World
War. His son Stephen (1904—58) was a painter
and art critic.

Bonheur, Rosa (1822—99). French animal
painter. Trained by her father, Raymond
Bonheur (d. 1849), she exhibited regularly at
the Paris *Salon from 1841, where her pictures
of lions, tigers, wolves, etc., were soon very
popular. The Horse Fair (1853; Met. Mus., New
York, reduced replica in NG, London) gave
her an international reputation. She was a
colourful and formidable character, outspoken
in her feminine independence (she smoked
cigarettes and wore trousers), and in 1894 was
the first woman to become an officer of the
Legion of Honour. There is a small museum of
her work at Fontainebleau.

Bonifazio Veronese (Bonifazio de’ Pitati)
(1487—1553). Italian painter. He was born in
Verona, but all his recorded activity was in
Venice, where he based his style on *Giorgione,
*Titian, and *Palma Vecchio. There are few
signed, dated, or documented works by him,
but he appears to have runa prolific studio.
Consequently he has become one of those artists
whose names are used as dustbins for dumping
difficult attributions.

Bonington, Richard Parkes (1802—28). Eng-
lish painter, active mainly in France, where his
family moved when he was 15. In 1819 he
went to Paris, where he entered the Ecole des
*Beaux-Arts. He then became a pupil of *Gros,
a pioneer of the new *Romantic movement,
and formed a friendship with *Delacroix. He
was influenced by the medievalism and ori-
entalism of the French Romantics and produced
paintings in their manner. However, he estab-
lished his reputation as a landscapist, particu-
larly with his works exhibited at the *Salon of
1822 and the so-called ‘English’ Salon of 1824,
at which his own paintings (which won him a



gold medal) and those of *Constable were
the star attractions. In 1825 he accompanied
Delacroix to England and sought out pictures
by Constable, whose influence is apparent in
his subsequent work, and in 1826 he visited
Italy, producing some of his finest work in
Venice. Bonington was overloaded with work
and his delicate health suffered; he died of
consumption in London a month before his
26th birthday. Although his career was so brief,
Bonington was highly influential, the freshness
and spontaneity of his fluid style in both oil
and water-colours attracting many imitators.
Delacroix wrote of him: ‘As a lad he developed
an astonishing dexterity in the use of water-
colours, which were in 1817 an English novelty.
Other artists were perhaps more powerful or
more accurate than Bonington, but no one in
the modern school, perhaps no earlier artist,
possessed the lightness of execution which makes
his works, in a certain sense, diamonds, by which
the eye is enticed and charmed independently of
the subject or of imitative appeal.” These qual-
ities are particularly apparent in the pochades (oil
sketches done rapidly on the spot as records of
transitory effects in nature), a fashion which he
together with *Turner and Constable was
instrumental in establishing. The best collection
of Bonington’s work is in the Wallace Collec-
tion, London, and he is also well represented in
the City Museum and Art Gallery at Notting-
ham, his home town.

Bonnard, Pierre (1867-1947). French painter
and graphic artist. Coming to Paris in 1888 he
studied first at the Académie Julian, where he
met *Sérusier, Maurice *Denis, and others who
formed the *Nabis group in their enthusiasm
for the new aesthetic of *Gauguin. Later at the
Ecole des *Beaux-Arts he came into contact
with *Vuillard, who was to be his lifelong
friend and with whom he developed the type
of intimate domestic interior scene to which
the term *Intimiste is applied. From 1891 he
exhibited fairly regularly at the *Salon des
Indépendants and in 1903 he was one of the
founder members of the *Salon d’Automne,
organized by the *Fauves, exhibiting there
regularly from that date. Bonnard’s life was as
serene and uneventful as those of Gauguin and
van *Gogh were tempestuous; his exuberance
was reserved for his art. Even in this he
was never blatant, learning from every new
experiment around him yet adapting all he
learnt to the refinement of his personal style.
In effect he became the most distinguished
upholder of the *Impressionist tradition, adding
his own lusciousness of colour without ever
stepping over the boundaries of conventional
taste into the world of the avant-garde. His
finest works radiate a sense of well-being that
won him great popularity with both collectors
and the general public. On the death of his wife
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in 1940, Bonnard faked a will in her name to
deceive the authorities and this caused grave
legal complications as a result of which the
substantial part of his output remaining in his
possession at his own death was sequestered
from public view for many years owing to
long-drawn-out lawsuits concerning inherit-
ance. Bonnard was one of the very few foreign
painters to be elected a member of the *Royal
Academy (1940) and in 1966 the Academy
organized the largest and most representative
exhibition of his works hitherto seen. The
appreciation printed in the catalogue to this
exhibition described him as the most important
‘pure painter’ of his generation.

Bonnat, Léon (1833-1922). French painter and
collector. Bonnat’s early works were mainly
religious paintings in a *tenebrist style in-
fluenced by 17th-cent. Spanish painting, but
from about 1870 he turned increasingly to
portraiture. His portraits are usually as glum
as his religious paintings, but their almost
photographic realism won them an appreciative
audience. Most of the notables of the Third
Republic sat for him and the fortune he earned
painting them enabled him to form a superb
art collection, particularly of Old Master draw-
ings. He donated it to Bayonne, his native city,
where it forms the nucleus of the Musée Bonnat.
His studio and personal effects can be seen
in the nearby Musée Basque. Bonnat was a
renowned teacher, his many pupils including
*Toulouse-Lautrec and *Braque.

Bontemps, Pierre (c.1505/10-68). French
sculptor, first documented in 1536 as an assistant
to *Primaticcio at *Fontainebleau. By 1550
he was in Paris, working on two important
monuments for the royal burial church at
S. Denis—the reclining effigies and bas-*reliefs
for the tomb of Francis I, designed by the
architect Philibert Delorme (c.1510—70), and the
monument for the heart of Francis I. Only one
other work is documented as being by him—
the tomb of Charles de Maigny (1557) in the
Louvre—but other works of the period are
confidently attributed to him on stylistic evid-
ence, and he seems to have been the foremost
French tomb sculptor of the mid 16th cent. His
style was elegant and decorative.

Book of Hours. A prayer book used by laymen
for private devotion, containing prayers or
meditations appropriate to certain hours of the
day, days of the week, months, or seasons. They
originated from prayers gradually added by
monks and priests to the Service proper, and
became so popular in the 1sth cent. that the
Book of Hours outnumbers all other categories
of *illuminated manuscripts. The most famous
Book of Hours and one of the most beautiful
of all illuminated manuscripts is the Trés Riches



BOOK OF THE DEAD

Heures du duc de Berry (Musée Condé, Chantilly),
illuminated by the *Limburg Brothers for Jean
de Berry. From the later 15th cent. there are
various  printed versions illustrated by
*woodcuts.

Book of the Dead. Term used with reference
to Egyptian funerary literature to describe a
miscellaneous collection of formulae and in-
cantations of wvarious dates, selections from
which were inscribed inside coffins and later on
*papyri buried with the dead. The best examples
are finely written, with headings in red, and
beautifully illustrated with vignettes, often in
colour. They are thus among the earliest ex-
amples of *rubrication, *illumination, and the
art of book illustration. The name ‘Book of the
Dead’ was invented by the German Egyptologist
Richard Lepsius, who was the first to publish a
collection of the texts in 1842.

Borch, Gerard the Younger. See TERBORCH.

Bordone, Paris (1500—71). Italian painter. Bor-
done was from Treviso, but by 1518 he had
settled in Venice, where he was a pupil of
*Titian. He found his master disagreeable (*Va-
sari says Titian stole his first commission) and
soon left him. However, his work was strongly
influenced by Titian and also by *Giorgione,
‘for that master’s style pleased him exceedingly’
(Vasari). He painted Giorgionesque pastoral
scenes and mythologies that now seem rather
hard and conventional compared with their
inspiration, but they won him great popularity.
Commissions came from patrons all over
Europe, including the King of Poland, and he
also visited France and Germany. His most
impressive work is generally agreed to be The
Presentation of the Ring of St Mark to the
Doge (Accademia, Venice), a large ceremonial
composition in Titian’s grand manner.

Borduas, Paul-Emile (1905—60). Canadian
painter, active mainly in Montreal but also in
Paris and New York. He trained as a church
decorator under Ozias *Leduc, then studied in
Paris. In the early 1940s, under *Surrealist
influence, he started to produce ‘automatic’
paintings (see AUTOMATISM), and with *Riopelle
founded the radical *abstract group Les Auto-
matistes. His later paintings have an *all-over
surface animation recalling the work of *Pol-
lock, although the only American influence
Borduas acknowledged was that of Franz
*Kline. He ranks with Riopelle as one of the
most important Canadian abstract painters of
the post-war years and like Riopelle he was
widely influential in his country.

Borghese Gallery, Rome. Italian state museum
housed in the Villa Borghese. The villa was
built (1613—15) for Cardinal Scipione Borghese
(1576-1633), nephew of Pope Paul V (Camillo

Borghese, 1552—1621), and their collections of
paintings and sculpture form the nucleus of the
museum. Scipione was *Bernini’s first im-
portant patron, and the sculptor’s early work
has an unrivalled representation, including two
*busts of Scipione. The collection of paintings
includes outstanding works by *Caravaggio,
*Raphael, and *Titian. The Borghese collection
was one of the few Roman patrician collections
not dispersed in the 18th cent. Marcantonio
Borghese added important antiquities to the
collection then, as did Francesco Borghese in
the 19th cent., and the villa and its contents
were acquired by the Italian government from
the Borghese family in 1902.

Borghese Warrior (Borghese Gladiator). Marble
statue (Louvre, Paris) of a nude warrior in a
vigorous attitude of combat (his sword and
shield are missing, but he is apparently fighting
an opponent on horseback). It was discovered
in 1611 at Nettuno (near Anzio), had entered
the *Borghese collection by 1613, and was
bought by Napoleon (brother-in-law of Prince
Camillo Borghese) in 1807. The statue is signed
by ‘Agasias, son of Dositheos, Ephesian’ and is
generally considered to be a copy of a *Hel-
lenistic work done under the influence of
*Lysippus. It became famous soon after its
discovery and for two centuries it was one of
the most admired and copied of antique statues,
praised particularly for its anatomical mastery
(a curious instance of a derivation from it is
*Copley’s Brook Watson and the Shark, in which
the figure of Watson—horizontal in the water—
is based, in reverse, on the Warrior). The exact
subject of the statue was, particularly in the
18th cent., a matter of considerable scholarly
debate; Richard Payne *Knight thought that
rather than a gladiator or some specific but
unknown hero it might represent a dancer.

Borglum, Gutzon (1867-1941). American
sculptor of Scandinavian descent. He carried to
an extreme the American cult for the colossal
(what his wife called ‘the emotional value of
volume’) and gained notoriety with gigantic
reliefs on mountain-sides executed with pneu-
matic drills and dynamite. The first of these,
on Stone Mountain in Georgia, com-
memorating the Confederate Army, was never
finished, although he worked on it for 10 years
from 1915. He next undertook (1930) the
carving of a huge cliff at Mount Rushmore in
the Black Hills of South Dakota with colossal
portrait busts of Washington, Jefferson, Lincoln,
and Theodore Roosevelt. Washington’s head
was completed in 1930, Jefferson’s in 1936,
Lincoln’s in 1937, and Theodore Roosevelt’s in
1939; the final details were added in 1941 after
Borglum’s death by his son Lincoln. The project
was sponsored by the US Government and cost
over $1,000,000.
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Solon Hannibal Borglum (1868-1922),
Gutzon’s brother, was also a sculptor, mainly
of Wild West subjects.

Borgognone, Ambrogio. See BERGOGNONE.

Borgognone, Il. See COURTOIS, JACQUES AND
GUILLAUME.

Borgond, Juan de (active c.1494—d. 1554).
Spanish painter who worked mainly at Toledo.
Borgona and Pedro *Berruguete were both
representatives of the transition from *Gothic
to *Renaissance in Castile and in 1508 he took
over work on the main altarpiece of Avila
Cathedral which Berruguete had left unfinished
at his death. He also executed important works
in the Chapter House of Toledo Cathedral. His
style recalls late 15th-cent. Florentine painting,
more particularly that of *Ghirlandaio. He had
several followers, such as Antonio de Comontes
(active ¢.1500-19) and Pedro Cisneros (active
¢.1530), and this makes many attributions to
Borgofia uncertain.

Borman (or Borreman), Jan I (active c.1479—
¢.1520). Netherlandish sculptor in wood. He
was head of the busiest workshop in Brussels,
famous for sculptured altars, which were much
exported, particularly to Scandinavia. The Altar
of St George (Musée du Cinquantenaire, Brussels,
1493) was his masterpiece. His two sons, Jan II
and Pasquier, continued his tradition.

Borrassa, Luis (d. c.1425). Spanish painter, a
disciple of Pedro *Serra, recorded as active in
Barcelona and its neighbourhood from 1388
to 1424. His style shows French and Sienese
influences and is representative of the *In-
ternational Gothic style. Several of his docu-
mented works survive, for example, the great
composite altarpiece of Sta Clara, executed
141215, now in Vich Museum, Barcelona.

Bosboom, Johannes (1817—91). Dutch painter
and lithographer, a member of The *Hague
School. He specialized in paintings of church
interiors and was much inspired by the works
of Emanuel de *Witte—figures in many of his
church interiors even wear 17th-cent. costumes.
He is represented in the Municipal Museums of
Amsterdam and The Hague.

Bosch, Hieronymus (c.1450-1516). Nether-
landish painter, named after his native town
of ’s Hertogenbosch (Bois-le-Duc) in northern
Brabant, where he seems to have lived through-
out his life. His real name was Jerome van
Aken. Bosch married well and was successful
in his career (although his town was fairly
isolated, it was prosperous and culturally stim-
ulating). He was an orthodox Catholic and a
prominent member of a local religious brother-
hood, but his most characteristic paintings are
so bizarre that in the 17th cent. he was reputed
to have been a heretic.

BOSS

About forty genuine examples of Bosch’s
work survive, but none is dated and no accurate
chronology can be made. It seems likely, how-
ever, that the conventional compositions, such
as The Crucifixion (Musées Royaux, Brussels),
are early works. The majority of his paintings
are completely unconventional and immediately
recognized by the elements of fantasy, such as
half-human half-animal creatures, demons, etc.,
interspersed with human figures in a setting of
imaginary architecture and landscape. The basic
themes are sometimes quite simple, but heavily
embroidered with subsidiary narratives and
symbols. Scenes from the life of Christ or a
saint show the innocent central figure besieged
by horrific representations of evil and temp-
tation—The Temptation of St Anthony (Museu
Nacional de Arte Antiga, Lisbon) is the most
spectacular instance. Other subjects were al-
legorical representations of biblical texts or
proverbs, stressing in morbid vein the greed
and folly of human beings and the fearful
consequences of their sins. Of these, The Hay-
wain and The Garden of Earthly Delights, both in
the Prado, are perhaps his best-known paintings.

Although his father was a painter, the origins
of Bosch’s style and technique are far from
clear. His manner had little in common with
Jan van *Eyck or Rogier van der *Weyden,
the two painters who most influenced the
development of style in the Low Countries until
c.1500. There is, indeed, something strangely
modern about Bosch’s turbulent and grotesque
fantasy and it is no surprise that his appeal to
contemporary taste has been strong. But at-
tempts to discover the psychological key to his
motivation or to trace the origin of his imagery
or find a coherent interpretation of the sym-
bolism remain inconclusive. In his own time
his fame stood high and a generation or so after
his death his paintings were avidly collected
by Philip II (1556-98) of Spain, whose fine
collection of his works is now mainly in the
Prado. Through the medium of prints his works
reached a wider public and imitators appeared
even in his lifetime. But it was not until Pieter
*Bruegel the Elder that another Netherlandish
artist appeared with a genius strong enough to
extend Bosch’s vision rather than simply pastiche
it. Apart from the riot of fantasy and that
element of the grotesque which caused the
*Surrealists to claim Bosch as a forerunner of
their school, the haunting beauty of his genuine
works derives largely from his glowing colour
and superb technique, which was much more
fluid and painterly than that of most of his
contemporaries. Bosch was also an outstanding
draughtsman, one of the first to make drawings
as independent works.

boss (or roof boss). Architectural term for a
block of wood or projecting keystone to mask
the junction of vaulting ribs. French *Gothic
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vaules were usually high so their bosses were
seldom elaborately decorated, but in England
from the 13th to the 16th cent. there is a wealth
of sculptural decoration on bosses.

Bosschaert, Ambrosius (1573—1621). Flemish
flower and still-life painter, active mainly in the
Netherlands, where he is recorded in Mid-
delburg from 1593 to 1613 and later in the
Utrecht Guild in 1616. Although he spent the
major part of his life in Holland, Bosschaert’s
style was basically Flemish—similar to that of
Jan *Brueghel, with whom he ranks in quality
and as one of the pioneers of flower painting
as an independent genre. His bouquets have a
rich variety of flowers from different seasons
arranged in a formal way. He often painted on
copper and the surface of his paintings has a
mysterious sheen in which individual brush-
strokes are not apparent. The degree of finish
and exactitude, and the subtlety of the colour,
are exceptional. His Vase of Flowers (Mauritshuis,
The Hague, ¢.1620) is one of the most re-
produced of all flower pieces. Bosschaert may
fairly be said to have initiated flower painting
in Holland and his style was continued by his
three sons, Ambrosius the Younger (1609—
45), Abraham (1613—43), and Johannes
(c.1610—¢.1650), and his brother-in-law, Bal-
thasar van der *Ast.

Bosse, Abraham (1602—76). French engraver.
His large output (more than 1,500 prints)
provides a rich source of documentation on
17th-cent. French life and manners. Many of
his engravings (such as Les Meétiers, a series on
tradespeople) are *genre scenes, and even his
religious works are in modern dress. Bosse
taught perspective at the Académie Royale from
its foundation in 1648 until 1661, when he was
expelled for quarrelling with his colleagues over
his opposition to *Lebrun’s dogmatic theories.
He also wrote treatises on engraving, painting,
and architecture and occasionally painted.

Botero, Fernando (1932— ). Colombian
painter. He has evolved a highly distinctive
style in which figures look like grossly inflated
dolls; sometimes his paintings are sardonic com-
ments on modern life, but he has also made
something of a speciality of parodies on the
work of Old Masters. Botero has worked in
New York and Paris as well as Colombia
and has acquired an international reputation
accompanied by extravagant prices for his paint-
ings in the saleroom.

Both, Jan (c.1618-52). Dutch painter, with
Nicolaes *Berchem the most celebrated of the
Italianate landscape painters. He came from
Utrecht, where he studied with *Bloemaert
before moving to Italy for a period of about
four years, ¢.1637—41. Although he died young,
his output was large, but none of the more

than 300 paintings attributed to him can be
convincingly dated to his Italian sojourn. His
landscapes are typically peopled by peasants
driving cattle or travellers gazing on Roman
ruins in the light of the evening sun. Such
contemporary scenes were an innovation, for
*Claude Lorraine and the earlier Dutch painters
of the Italian countryside had populated it with
biblical or mythological figures. They express
the yearning of northerners for the light and
idyllic life of the south, and proved immensely
popular with collectors, not least in England,
helping to shape ideas about Italy for two
centuries. Jan’s brother Andries (c.1612—41)
lived with him in Rome from 1639 to 1641 and
they are said to have collaborated; but Andries
is best known for paintings and drawings of
lively peasant scenes which have little in com-
mon with Jan’s idyllic tone. He was drowned
in an accident in Venice.

Botticelli, Sandro (Alessandro di Mariano
Filipepi) (1444/s—1510). Florentine painter, long
neglected but now probably the best-loved
painter of the *quattrocento. His nickname,
meaning ‘little barrel’, was originally given to
an older brother, presumably because he was
portly, but it became adopted as the family
surname. He trained with Filippo *Lippi, who
was the most important influence on his style.
By temperament he belonged to the current of
late 15th-cent. art which reacted against the
scientific naturalism of *Masaccio and his fol-
lowers and revived certain elements of the
*Gothic style—a delicate sentiment, sometimes
bordering on sentimentality, a feminine grace,
and an emphasis on the ornamental and evoc-
ative capabilities of line.

Almost all Botticelli’s life was spent in Flor-
ence, his only significant journey from the city
being in 1481-2, when he worked on the
decoration of the Sistine Chapel in the Vatican,
where he painted side by side with *Perugino,
*Rosselli, and *Ghirlandaio. The fact that he
was called to Rome for such a prestigious
commission shows that he must have had a
considerable reputation, and by this time the
most characteristic idiosyncrasies of his style had
already gained shape in the celebrated poetic
allegory known since *Vasari as the Primavera
(Ufhzi, Florence, ¢.1478). There is evidence that
the patron who commissioned this and two of
his other famous mythological paintings (The
Birth of Venus and Pallas and the Centaur, both
in the Uffizi) was Lorenzo di Pierfrancesco
de’ *Medici (second cousin of Lorenzo the
Magnificent), a wealthy Florentine with strong
interests in Platonic philosophy. It has been
suggested that it was this philosophy that
prompted the new idea of large-scale pictures
with a secular content; the classical deities
represented are not the carefree Olympians of
Ovid’s tales but the symbolic embodiment of



some deep moral or metaphysical truth. Given
that the Neo-Platonists regarded Beauty as the
visible token of the Divine, there would be no
blasphemy in using the same facial type and
expression for Venus and for the Holy Virgin.

According to Vasari, Botticelli later fell under
the sway of Savonarola’s sermons, repented of
his ‘pagan’ pictures, and gave up painting.
The second half of this statement is definitely
incorrect and the first is doubtful, but it is
certainly true that Botticelli’s later paintings
are more obviously ‘serious’—solemn, intense,
sometimes ecstatic—than his early work. The
most telling monument of this phase is the
Mystic Nativity (NG, London, 1500), which
bears a cryptic inscription seeming to imply
that Botticelli expected the end of the world
and the dawn of the millennium.

Botticelli ran a busy studio (his most im-
portant pupil was Filippino *Lippi) and his
surviving output is large for a painter of his
period. Apart from religious and mythological
pictures, he produced some memorable portraits
and also some marvellously delicate drawings—
mainly in pen outline—for a lavish manuscript
of Dante’s Divine Comedy (now divided between
the Staatsbibliothek, Berlin, and the Vatican
Library). Although little is known of his life, it
seems clear that at the peak of his career he was
the most popular painter in Florence. After
*Leonardo’s return to the city in 1500, however,
Botticelli’s linear style must have looked archaic
and he died in obscurity. His fame was not
resurrected until the second half of the 19th
cent., when the *Pre-Raphaelites imitated his
wan, elongated types, *Ruskin sang his praises,
and Walter *Pater dedicated to his art one of
the most eloquent essays in his Studies in the
History of the Renaissance (1873). At the end of
the century his work was a major influence on
*Art Nouveau.

Botticini, Francesco (Francesco di Giovanni)
(c.1446-97). Florentine painter. His style consists
almost entirely of elements drawn from his
more illustrious contemporaries—*Botticelli,
Domenico *Ghirlandaio, Filippino *Lippi,
*Verrocchio. He painted one remarkable work,
however, the Assumption (NG, London, c.1474),
which has the distinction of being the only
picture from the *quattrocento known to have
been painted to illustrate a heresy. The *donor,
Matteo Palmieri, believed that human souls are
the angels who stayed neutral when Satan
rebelled against God.

boucharde (or bush hammer). A sculptor’s
mallet or hammer studded with V-shaped in-
dentations, used for wearing down the surface
of hard stones. It is inclined to stun or bruise
the stone, leaving marks that show through the
final polish and for this reason is rarely used
when the work approaches the final surface.

BOUCHER

Bouchardon, Edmé (1698-1762). French
sculptor, medallist, and draughtsman, whose
work marks the beginning of the *Classical
reaction against the *Rococo style. From 1723
to 1732 he worked in Rome, where the influence
of the *antique inspired the severe Classicism
of his bust of Philippe Stosch (Staatliche Museen,
West Berlin, 1727). Although his style later
softened somewhat, notably in the faimous Cupid
Making a Bow from Hercules’ Club (Louvre, Paris,
¢.1750), it remained too severe for court taste.
Bouchardon had many supporters, however (in-
cluding the Comte de *Caylus, who published
an account of his life in 1762), and his contem-
porary reputation stood high. His most im-
portant work, an equestrian statue of Louis XV,
was left unfinished at his death, and was
destroyed in the Revolution.

Boucher, Frangois (1703—70). French *Rococo
painter, engraver, and designer, who best em-
bodies the frivolity and elegant superficiality of
French court life at the middle of the 18th cent.
He was for a short time a pupil of Frangois
*Lemoyne and in his early years was closely
connected with *Watteau, 125 of whose pictures
he engraved for Jullienne’s (Euvre de Watteau.
In 1727-31 he was in Italy, and on his return
was soon busy as a versatile fashionable artist.
His career was hugely successful and he re-
ceived many honours, becoming Director of
the *Gobelins factory in 1755 and Director of
the Academy and King’s Painter in 1765. He
was also the favourite artist of Louis XV’s most
famous mistress, Mme de Pompadour (1721-
64), to whom he gave lessons and whose portrait
he painted several times (Wallace Coll., London;
NG, Edinburgh). Boucher mastered every
branch of decorative and illustrative painting,
from colossal schemes of decoration for the
royal chateaux of Versailles, Fontainebleau,
Marly, and Bellevue, to stage settings for the
opera and designs for fans and slippers. In
his typical paintings he turned the traditional
mythological themes into wittily indecorous
scénes galantes, and he painted female flesh with
a delightfully healthy sensuality, notably in
the celebrated Reclining Girl (Alte Pinako-
thek, Munich, 1751), which probably represents
Louis X V’s mistress Louisa O’Murphy.

Towards the end of his career, as French taste
changed in the direction of *Neoclassicism,
Boucher was attacked, notably by *Diderot,
for his stereotyped colouring and artificiality;
he relied on his own repertory of motifs instead
of painting from the life and objected to nature
on the grounds that it was ‘too green and badly
lit". Certainly his work often shows the effects
of superficiality and overproduction, but at its
best it has irresistible charm and great brilliance
of execution, qualities he passed on to his most
important pupil, *Fragonard.
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Boucicaut (or Boucicault) Master (active
early 1sth cent.). Franco-Flemish manuscript
*illuminator, named after a *Book of Hours
done for Jean II le Meingre Boucicaut (1365—
1421), (Musée Jacquemart-André, Paris). This
manuscript, which was presumably com-
missioned before 1415, when Boucicaut was
captured at the Battle of Agincourt, is a mag-
nificent example of the *International Gothic
style, but in its accomplished handling of space
and *aerial perspective and its delightful *genre
detail it heralds the achievements of the 1sth-
cent. Netherlandish School. Many other manu-
scripts are attributed to the workshop of the
Boucicaut Master, who is sometimes identified
with Jacques Coene, an artist with a high
contemporary reputation but by whom no
works are known.

Boudin, Eugéne (1824—98). French painter.
Son of a sailor, he ran a stationery and picture-
framing business at Le Havre (1844—9), where
his clients included Jean-Frangois *Millet, who
encouraged him to paint. *Courbet, *Jongkind,
and *Corot were among his friends. He was a
strong advocate of direct painting from nature,
and had a great influence on the young *Monet,
whom he introduced to *plein-air painting.
Boudin’s own paintings consisted mainly of
beach scenes and seascapes from the coast of
northern France and were distinguished by the
prominence given to luminous skies. He is
regarded as a link between the painters of the
generation of Corot and the *Impressionists,
and he exhibited in the first Impressionist
exhibition of 1874. There is 2 Boudin Museum
in Honfleur, his native town, and examples
from his prolific output can be found in many
other galleries.

Bouguereau, Adolphe-William (1825-1905).
French painter. In 1850 he won the *Prix de
Rome, and after his return to France in 1854 he
became an immensely successful and influential
exponent of academic art, upholding traditional
values and contriving to exclude avant-garde
work from the *Salon—*Cézanne once ex-
pressed regret at being excluded from the ‘Salon
de Monsieur Bouguereau’. He painted portraits
of photographic verisimilitude, slick and sen-
timental religious works, and coyly erotic nudes.
For many years damned unequivocally as a
‘master in the hierarchy of mediocrity’ (J.-K.
Huysmans) and an opponent of all progressive
ideas, Bouguereau has recently achieved some-
thing of a rehabilitation, his work becoming
the subject of serious study and fetching huge
prices in the saleroom.

Boullongne, Louis de the Elder (1609—74).
French painter, chiefly of religious works, the
father of two painter sons and two painter
daughters. Bon (1649-1717) and Louis the
Younger (1654—1733) had considerable success

as decorative painters (both worked at Versailles)
and are considered among the pioneers of the
*Rococo style. Geneviéve (1645-1709) and
Madeleine (1646—1710) were still-life painters.

Bourdelle, Emile-Antoine (1861-1929).
French sculptor, born at Montauban. As a boy
he obtained practical experience of carving in
the workshop of his father, a cabinet maker. In
1876 he began to study at the Ecole des
Beaux-Arts, Toulouse, from where he won a
scholarship to the Ecole des *Beaux-Arts, Paris,
in 1884. However, he shortly left the school
and worked for a while with Jules *Dalou before
becoming *Rodin’s chief assistant. Bourdelle’s
work has been somewhat overshadowed by his
association with Rodin, but he was already an
accomplished artist when he started working
for him and developed an independent style.
His energetic, rippling surfaces owe much to
Rodin, but his flat rhythmic simplifications of
form, recalling *Romanesque art, are more
personal. He was particularly interested in the
relationship of sculpture to architecture, and his
reliefs for the Théitre des Champs-Elysées
(1912), inspired by the dancing of Isadora
Duncan (1878-1928), are among his finest
works. Bourdelle had many other prestigious
public commissions and also achieved great
distinction as a teacher, his studio becoming
a school called La Grande Chaumiére. He was
a talented painter and draughtsman as well as a
sculptor. The most representative collection of
his work is in the Musée Bourdelle, Paris.

Bourdichon, Jean (c.1457-1521). French
painter, the most important pupil of *Fouquet.
He was active in Tours, where he worked for
several royal patrons, including Charles VIII
(1470—98), Louis XII (1462—1515), and Anne of
Brittany, who married each of them in turn.
For this queen consort Bourdichon produced
his most celebrated work—the Hours of Anne
of Brittany (completed 1508), now in the Bib-
liothéque Nationale, Paris (see BOOK OF HOURS).
It contains numerous exquisite borders of plants
and insects, together with fifty-one large
scenes—mainly from the New Testament and
lives of the saints, but also including a portrait
of Anne at prayer. Some of the religious scenes
show such strong Italianate influence that it
seems almost certain Bourdichon had visited
Italy. Bourdichon is recorded as having painted
works on a larger scale, but apart from a
*triptych of The Madonna and Child with Saints
in the Museo di Capodimonte, Naples, all his
other known works are manuscript *illu-
minations. He effectively ends the great French
tradition of illumination.

Bourdon, Sébastien (1616—71). French
painter. In 1634—7 he worked in Rome, where
he developed a talent for imitating the work




of other painters—*Claude, *Dughet, van
*Laer—sometimes probably with intent to de-
ceive. He continued in this vein when he
returned to France and his euvre is still ill-
defined. From 1652 to 1654 he was court painter
to Queen Christina of Sweden, of whom he
did two portraits (Prado, Madrid, and National-
museum, Stockholm), and after his return to
France he worked mainly as a portraitist, de-
veloping a more personal style in which soft
tonalities and skilful play with cascading draper-
ies create a languorous, romantic effect (Self-
portrait, Louvre, Paris). He was one of the
founder members of the Académie Royale in
1648 (sece ACADEMY).

Bourgeois, Louise (1911~ ). French-
American sculptor, born in Paris, where part
of her training was with *Léger. Bourgeois,
started as a painter and engraver and turned to
sculpture only in the late 1940s. She first
achieved recognition in the 1950s for her wood
constructions painted uniformly black or white,
which preceded the similar works of Louise
*Nevelson. Since then Bourgeois has worked
in various materials, including stone, metal, and
latex, and has built up a reputation as one of
the leading contemporary American sculptors.
Although her work is abstract, it is often
suggestive of the human figure, and sexual
significance is sometimes ascribed to it.

Bourgeois, Sir Peter Francis, Bt (1756
1811). English painter and collector of Swiss
parentage. His work as a painter is now forgot-
ten, and he is remembered for his bequest of
371 paintings to Dulwich College; they formed
the nucleus of the Dulwich College Picture
Gallery, which opened to the public in 1814.
This was the first public art gallery to be opened
in England, predating the National Gallery in
London by a decade.

Boursse, Esaias (1631—72). Dutch painter, act-
ive mainly in his native Amsterdam. He joined
the Dutch East India Company in 1661 and
made two voyages to the Indies, on the second
of which he died at sea. His few surviving
paintings include some exquisite interior scenes
that invite comparison with *Vermeer because
of their tranquil beauty and subtle colour
harmonies (Interior: Woman Cooking, Wallace
Coll., London, 1656).

Bouts, Dirk (or Dieric) (d. 1475). Neth-
erlandish painter, born probably in Haarlem
and active mainly in Louvain, where he was
city painter from 1468. His major commissions
there were the Last Supper altarpiece for the
church of S. Pierre (still in situ, 1464—7) and
two panels (out of a projected set of four) on
the Justice of Emperor Otto for the Hotel de Ville
(Musées Royaux, Brussels, 1470—5). Apart from
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these, there are no documented works, but his
style is highly distinctive and a convincing @uvre
has been built up for him. His static figures are
exaggeratedly slender and graceful, and often
set in landscapes of exquisite beauty. There is
lictle action, but deep poetry of feeling. Sources
for his work have been sought in the mysterious
Albert van *Quwater (who likewise seems to
have had Haarlem connections), Rogier van
der *Weyden, and Petrus *Christus, but the
individuality of Bouts’s work transcends any
models. His style was highly influential
and was continued by his two sons, Dieric
the Younger (c.1448—90/1) and Aelbrecht
(c.1450/60—1549). Particularly popular were
small devotional images of the Mater Dolorosa
and Christ Crowned with Thorns; there are three
examples in the National Gallery, London, one
described as ‘style of Aelbrecht Bouts’, the other
two as ‘studio of Dieric Bouts'.

Bowes, John (1811-85). English collector. The
illegitimate son of the 1oth Earl of Strathmore,
he married Josephine Benoite Coffin Chevallier
(1825—1874), a French actress and amateur
painter, in 1852, and they devoted much of
their wealth and energy to collecting. In 1869
(the year after Josephine was created Countess
of Montalbo), they began to build an enormous
museum at Barnard Castle in County Durham
(near to the Strathmores’ home at Streatlam)
and it was opened to the public in 1892 (by
which time the founders were dead). The
building was designed by a French architect,
Jules Pellechet (1829-1903), and *Pevsner de-
scribes it as ‘big, bold, and incongruous, looking
exactly like the town hall of a major provincial
town in France ... gloriously inappropriate for
the town to which it belongs’. The Bowes
Museum is particularly rich in French paintings
and applied art of the 18th cent. (it has been
called ‘the *Wallace Collection of the North’),
but the most remarkable area of the collection
is the fine representation of Spanish painting—
the best in Britain outside London.

Boyd, Arthur (1920— ). Australian painter,
potter, etcher, lithographer, and ceramic artist,
a member of a family who have made a name
in many of the arts. His father was a sculptor
and potter, his mother a painter, but he was
largely self-taught as an artist. After holding his
first one-man show at the age of 17, his artistic
career was interrupted by the Second World
War. Subsequently he became well known in
Australia particularly for his large ceramic totem
pole at the entrance to the Olympic Pool,
Melbourne, and for his series (twenty pictures)
Love, Marriage and Death of a Half-Caste. The
latter was made the subject of the film The
Black Man and His Bride, which won a Silver
Medallion in the experimental section of the
1960 Australian Film Festival. He moved to
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England in 1959 and soon established a re-
putation with a one-man show, followed in
1962 by a successful retrospective exhibition at
the Whitechapel Gallery. With *Nolan he has
become probably the best-known Australian
artist of his generation.

Boydell, John (1719-1804). English engraver
and print publisher. He made a fortune in the
17405 by publishing views of England and
Wales, which he engraved from his own draw-
ings. Later he published the work of other
engravers and by developing a large foreign
trade spread the fame of English artists and
engravers on the Continent. In 1790 he was
Lord Mayor of London. His most ambitious
undertaking was the celebrated Shakespeare
Gallery: from 1786 he commissioned from
major artists (including *Fuseli, *Reynolds,
and *Romney) 162 oil paintings illustrating
Shakespeare’s plays, exhibiting them in a
purpose-built gallery in Pall Mall, opened in
1789. The engravings after them were published
as illustrations to a nine-volume edition of
Shakespeare in 1802 and separately in 1803.
Boydell hoped by this venture to encourage the
rise of a ‘great national school of *history
painting’, and he intended to leave the collection
to the nation, but he had heavy losses during
the French wars and it was sold by lottery in
1805 shortly after his death (William *Tassie
won the main prize). Few of the paintings
survive. Boydell’s nephew, Josiah Boydell
(1752—1817), was a painter and engraver, John’s
partner and successor in his engraving business.

Boys, Thomas Shotter (1803—74). English
water-colour painter and lithographer. For some
time he lived in France, where he was a friend
of *Bonington, but he settled in England in
1837. He specialized in continental urban scenes
and in 1839 he published Picturesque Architecture
in Paris, Ghent, Antwerp, Rouen, etc., a work
which marked the transition from hand-tinted
*lithography to chromolithography. In 1842 he
published Original Views of London as it is, the
plates of which, drawn and lithographed by
himself, constitute a fine topographical record
of Regency London.

bozzetto. Italian term for a sculptor’s small-
scale model, usually in wax or clay, for a larger
work in more durable material. The term is
sometimes also applied to a painted sketch.

Bracquemond, Félix (1833-1914). French
engraver, painter, and designer. He was an
accomplished painter, particularly of *Im-
pressionist landscapes, but his main importance
was as an engraver. He helped to found the
Société des Aquafortistes (Society of Etchers) in
1862 and played a major role in reviving
engraving as a creative rather than merely a
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reproductive technique. His specialities were
portraits and scenes involving birds.

Brailes, W. de. (active c.1230—c.1260). English
manuscript *illuminator. His signature on his
work gives his name only as ‘“W. de Braile’,
but he is almost certainly to be identified with
a William de Brailes, who is recorded in various
civic records in Oxford, living or working in
the illuminators’ quarter in Catte Street. In an
illustration of the Last Judgement from a Bible
or Psalter in the Fitzwilliam Museum, Cam-
bridge, he depicts himself with a tonsure, from
which it may be concluded that he was an
ecclesiastic, but whether monastic or secular
cannot be certain. The character of his work,
however, has led to the assumption that he was
secular. Several manuscripts and a number of
loose leaves have been attributed to him, and
differences in quality of execution suggest that
he was head of a workshop with various
assistants. His style was lively and inventive,
and with Matthew *Paris he ranks as one of
the few distinctive personalities in the field of
medieval English illumination.

Bramante, Donato (Donato di Angelo) (1444~
1514). Italian architect and painter. Bramante
was the creator and greatest exponent of the
High *Renaissance style in architecture, but
most of his early career, which is ill-
documented, seems to have been devoted to
painting. He probably trained in Urbino and is
first documented in 1477 working on fresco
decorations at the Palazzo del Podesta in
Bergamo. In about 1480 he settled in Milan,
and in 1481 produced his earliest surviving
dated work, the design of an engraving of
an elaborate architectural fantasy (the British
Museum, London, possesses one of only two
known impressions). At about the same time
he began his first building, Sta Maria presso S.
Satiro, Milan, in which his knowledge of
*perspective was used to create an illusion of
recession in the choir, which is in reality only
a few inches deep. His only certain surviving
paintings are poorly preserved frescos of armed
men (c.1480—5) in the Brera, Milan, which also
houses the finest painting attributed to him (on
the testimony of *Lomazzo), a sombre and
poignant Christ at the Column, which shows
some influence from his friend *Leonardo. In
1499 Bramante left Milan for Rome, where in
1506 he began the rebuilding of St Peter’s.
There is no evidence of any activity as a painter
in Rome, but *Vasari says that Bramante
designed the majestic architectural setting of
*Raphael’s fresco The School of Athens in the
Vatican Stanze. Certainly Raphael paid tribute
to Bramante by introducing his portrait into this
painting as the mathematician Euclid. Bramante
had an enormous influence as an architect, and
his interest in perspective and *trompe-Ieil left




a mark on Milanese painting, notably in the
work of his follower *Bramantino.

Bramantino (Bartolomeo Suardi) (c.1460—
1530). Milanese painter and architect, a follower
of *Bramante, from whom he takes his nick-
name. He was appointed court painter and
architect to Duke Francesco *Sforza in 1525.
His style as a painter is complex and eclectic,
drawing on *Piero della Francesca and *Leon-
ardo as well as Bramante; at its best is has a
certain stolid dignity. Perhaps his most in-
dividual characteristic is his use of sombre
Classical architectural backgrounds, as in The
Adoration of the Magi (NG, London). His only
surviving work as an architect is a burial chapel
for the Trivulzio family in S. Nazaro Maggiore,
Milan.

Bramer, Leonaert (1596-1674). Dutch *genre
and history painter, active mainly in his native
Delft. He travelled widely in Italy and France,
161428, and drew on a variety of influences
for his most characteristic paintings—small noc-
turnal scenes with vivid effects of light. Works
such as the Scene of Sorcery (Musée des Beaux-
Arts, Bordeaux) have earned him the reputation
of ‘an interesting independent who cannot easily
be pigeonholed’ (J. Rosenberg, S. Slive, and
E. H. ter Kuile, Dutch Art and Architecture, 1600—
1800). Bramer was also one of the few Dutch
artists to paint frescos in Holland, but none of
his work in the medium has survived. He
evidently knew well the greatest of his Delft
contemporaries, *Vermeer, for he came to the
latter’s defence when his future mother-in-law
was trying to prevent him from marrying her
daughter. In fact, 1t is likely that Bramer, rather
than Carel *Fabritius, was Vermeer's teacher.

Brancusi, Constantin (1876-1957). Romanian
sculptor, active mainly in Paris, one of the most
revered and influential of 20th-cent. artists.
After studying at Bucharest and afterwards at
Vienna and Munich, in 1904 he settled in Paris,
where he spent many years of poverty and
hardship. In 1906 he was introduced to *Rodin,
whose offer to take him on as assistant Brancusi
refused, with the famous comment: ‘No other
trees can grow in the shadow of an oak.’
In 1909-10 he worked with *Modigliani in
Montparnasse and about the same time aban-
doned modelling for direct carving. His crafts-
manship was masterly and he would often let
the nature of the stone dictate stylizations. He
had a one-man show in 1926 at the Brummer
Gallery, New York, which gained notoriety
owing to a law case against the Customs
authorities who proposed to assess his bronze
Bird in Space for duty as raw metal (sculpture
was exempt from duty). In 1937 he made
sculpture (including the enormous Endless Col-
umn, nearly 30 m. high) for the public park at
Tirgu Jiu near his birthplace and in the same

it
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year he visited India to design a Temple of
Meditation for the Maharajah of Indore. In
1955—6 he had retrospective exhibitions at the
Guggenheim Museum, New York, and at the
Museum of Art, Philadelphia.

Brancusi’s originality in reducing natural
forms to their ultimate—almost abstract—sim-
plicity had profound effects on the course of
20th-cent. sculpture. *Epstein and * Archipenko
owed much to him and *Gaudier-Brzeska
was his professed admirer. Later, Carl *Andre
claimed to have been inspired by Endless Column,
converting its repeated modules into his hori-
zontal arrangements of identical units. More
generally, Henry *Moore wrote of Brancusi:
‘Since the Gothic, European sculpture had be-
come overgrown with moss, weeds—all sorts
of surface excrescences which completely con-
cealed shape. It has been Brancusi's special
mission to get rid of this undergrowth and to
make us once more shape-conscious.” On his
death Brancusi bequeathed to the French Gov-
ernment his studio and its contents, which
included versions of most of his best works.
The studio has now been reconstructed in the
Pompidou Centre in Paris. There is another
outstanding Brancusi collection in the Phil-
adelphia Museum of Art.

Brangwyn, Sir Frank (1867-1956). British
painter, etcher, and designer, born at Bruges of
Welsh parentage. Brangwyn was apprenticed
to William *Morris (1882—4), and like his
master was active in a variety of fields. He was
an official war artist in the First World War
and was a skilful etcher and lithographer, but
he became best known for his murals, the most
famous of which, on the theme of the British
Empire (1924—30) and originally commissioned
for the House of Lords, is now in the Guildhall
in Swansea. During his lifetime Brangwyn had
a great reputation on the Continent, and there
are museums devoted to him in Bruges and
Orange. He was one of the finest draughtsmen
of his time, though his painting tended to the
decoratively sentimental.

Braque, Georges (1882-1963). French painter,
with *Picasso the joint creator of *Cubism.
Initially he followed his father’s trade of house
painter, but in 1900 he began to study at the
Ecole des *Beaux-Arts in Paris. In about 1906
he formed a friendship with Othon *Friesz and
like him painted in the manner of the *Fauves,
with pure pigments and bright colours. Braque,
however, was not by temperament in harmony
with the subjective and impulsive aspects of
Fauvism and after being immensely impressed
by the *Cézanne Memorial Exhibition at the
*Salon d’Automne in 1907, he began painting
in a geometrically analytical manner. Thus,
when the dealer *Kahnweiler introduced him
to Picasso in the same year he was ripe to join



BRASS 72

the latter in the researches that led to Cubism.
Until Braque’s mobilization in 1914 he and
Picasso worked in close association. The Por-
tuguese (Kunstmuseum, Basle, 1911) is one of
the best-known paintings of this phase of his
career, and the first picture to incorporate
*stencilled lettering. Braque also took the lead
with the *papier collé technique of introducing
pieces of imitation wood engraving, marbled
surfaces, etc., stuck on to the canvas.

After the First World War, in which he was
seriously wounded, Braque’s work diverged
sharply from that of Picasso. His style became
much less angular, tending towards graceful
curves. He concentrated mainly on still life,
using subtle muted colours and sometimes
mixing sand with his paint to produce a textured
effect. A mature expression of his late work is
The Studio series of the 1950s. Braque also did
much book illustration, designed stage sets and
costumes, and did some decorative work. By
the end of his career he enjoyed immense
prestige. He was made a Commander of the
Legion of Honour in 1951, and ten years later
he had the honour of being the first living artist
to have his work exhibited in the Louvre.

brass, monumental. A funerary monument
consisting of an engraved brass sheet mounted
on a stone slab. Brasses, which were cheaper
than sculptured tombs, were probably first
introduced during the early 13th cent. in western
Europe, and had their greatest popularity in
England; the earliest surviving English examples
date from the late 13th cent., and more than
7,000 are extant from the period before 1600.
The material used was not pure brass, but an
alloy called at the time ‘latten’, composed of
approximately 60 per cent copper, 30 per cent
zinc, 10 per cent lead and tin. Latten was
produced in the Low Countries and Germany
and imported into England, where it was
engraved; large-scale English production of brass
began only in the 16th cent., probably made
by immigrant German and Flemish craftsmen.
The main centre of production seems to have
been London, and the majority of medieval
brasses are in the home counties. They have
been of great importance as a source of detailed
information on the evolution of armour and
costume in medieval England.

Bratby, John (1928—92). British painter and
writer. Bratby was a versatile artist: he
painted portraits, still lifes, figure compositions,
landscapes, and flower pieces, and also designed
film sets. In the years after the Second World
War he was one of the group of harsh and
austere painters of domestic life who were
known as the *Kitchen Sink School. Later his
work became lighter and more exuberant. There
are numerous examples of his work in the Tate
Gallery. Among his publications are the novel

Breakdown (1960) and a book on Stanley *Spen-
cer (1970).

Bray, Jan de (c.1627—97). Dutch painter, prin-
cipally of portraits. He worked in Haarlem and
his vigorously characterized work shows the
lasting influence of *Hals in the city, although
de Bray’s handling is much smoother, in the
manner of van der *Helst. Jan’s father, Salo-
mon (1597-1664), was an architect and painter
of biblical and allegorical scenes. He wrote a
book, Architectura Moderna (1631), describing
the buildings of Hendrick de *Keyser.

Bredius, Abraham (1855-1946). Dutch art
historian and collector. Bredius was particularly
noted for his archival research and published a
large amount of new documentation relating to
Dutch artists of the 17th cent., his special field
of study. His best-known work is his complete
illustrated catalogue of *Rembrandt’s paintings,
originally published in German in 1935 and
then in an English edition in 1937; a second
English edition, revised by Horst Gerson, Bre-
dius’s collaborator on the original edition, ap-
peared in 1969. It is still a standard work
(although the illustrations are of notably poor
quality) and the Bredius numbering system is
widely used in Rembrandt scholarship. Bredius
made a choice collection of Dutch paintings;
many were presented or bequeathed by him
to the *Rijksmuseum in Amsterdam and the
*Mauritshuis in The Hague (of which he was
director from 1889 to 1909) and others are
in the Bredius Museum in The Hague. His
reputation as a connoisseur was somewhat
blighted because he was deceived by the work
of the Vermeer forger Han van Meegeren
(1880~1947); in 1937 Bredius published an article
on van Meegeren’s now infamous Christ at
Emmaus (Boymans Museum, Rotterdam), in
which he announced it to the world as a newly
discovered masterpiece by Vermeer. However,
Bredius was very old at the time and almost all
his contemporaries were similarly deceived.

Breenbergh, Bartolomeus (1598/1600-1657).
Dutch painter, with *Poelenburgh the leading
pioneer of the taste for Italianate landscapes in
the Netherlands. Breenbergh was in Italy for
about a decade in the 1620s and thereafter
worked in Amsterdam. His style as a painter is
very similar to Poelenburgh’s, his biblical and
mythological characters set in well-balanced
views of the Roman Campagna, often complete
with Classical ruins. His drawings are much
fresher and bolder, and have often passed under
the name of *Claude, as is the case with two
examples in Christ Church, Oxford. Late in his
career Breenbergh turned from landscape to
figure painting.

Bregno, Andrea (1418-1506). Italian sculptor,
born near Lugano and trained in the Lombard




tradition, who became the leading monumental
sculptor in Rome during the second half of the
1sth cent. With the assistance of a flourishing
workshop he produced numerous altars and
tombs, showing a command of fashionable
antique motifs that no doubt accounted for
much of his success. Sir John *Pope-Hennessy
described him as ‘a sculptor of great taste and
technical proficiency, but of limited inven-
tiveness’.

Breitner, George Hendrik (1857-1923). The
leading Dutch *Impressionist painter. His most
characteristic early works, influenced by the
*Hague School, notably by *Mesdag and Wil-
lem *Maris, were pictures of horsemen, but a
visit to Paris in 1884 brought him under the
spell of Impressionism. In 1886 he settled in
Amsterdam and became particularly associated
with scenes of its busy harbour, its architecture,
and its bustling street life. The unposed ‘snap-
shot’ compositions of many of these paintings
reflects his interest in photography (Paleisstraat,
Amsterdam, Rijksmuseum, Amsterdam, ¢.1896).
After 1910, owing to ill health, he practically
ceased to paint.

Brera, Milan. Picture gallery, originally the
collection of the Accademia di Belle Arti. When
Milan became the capital of a French province
the Brera was made the centre for paintings
from northern Italy displaced by the closing of
religious houses after the treaties of Tolentino
(1797) and Pressburg (180s). In this way the
Brera came into possession of some of the finest
works of the *Renaissance, such as *Raphael’s
Marriage of the Virgin (1806) and *Piero della
Francesca’s Madonna and Child with Duke Fed-
erico of Urbino (1811), as well as many excellent
works of the Venetian School, among them
*Tintoretto’s Finding of the Body of S. Mark.
Later some of its treasures were returned to the
other Italian states. But the collection has also
been continuously enlarged by purchase and
bequest. The Brera Palace, in which the col-
lection is housed, is a splendid 17th-cent. build-
ing, originally a Jesuit College.

Breton, André (1896-1966). French poet, essay-
ist, and critic, the founder and chief theorist of
*Surrealism. He broke with the Paris *Dada
movement in 1921 and was instrumental in
setting up Surrealism as a separate movement
from Dada. He published the first Manifesto of
Surrealism in 1924 and helped with the first
number of the periodical The Surrealist Revolu-
tion, which he afterwards edited. His Second
Manifesto of Surrealism was published in the final
number of this journal, December 1929, and he
wrote numerous other books and articles on
Surrealism, including an essay ‘Limits not Fron-
tiers of Surrealism’ in the English volume
Surrealism edited by Herbert *Read in 1936.
Breton also made *assemblages of surrealistically
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juxtaposed objects, which he called ‘Poem-
objects’.

Brett, John (1830-1902). English painter,
mainly of coastal scenes and landscapes. He was
influenced by the *Pre-Raphaelites and *Ruskin,
and a handful of his early paintings such as The
Stonebreaker (Walker Art Gal., Liverpool, 1857—
8) are remarkable tours de force of minute
and brilliant detail. His later work, however,
degenerated into a prosaic catalogue of objects.

Breu, Jorg the Elder (1475/6-1537). German
painter and designer of woodcuts, probably a
pupil of Ulrich *Apt. Breu was one of the
leading painters of his time in his native Augs-
burg, but his most important works there—
a series of frescoes in the town hall—are no
longer extant. He was patronized by the em-
peror Maximilian (1459-1519) and by Duke
William IV (duke 1508—50) of Bavaria, for
whom he painted The Battle of Zama (Alte
Pinakothek, Munich) in the same series as
*Altdorfer’s celebrated Battle of Issus. His style
was complex, sharing something of Altdorfer’s
passion and love of landscape, and showing
strong influence from *Diirer and from a
journey he made to Italy in about 1514. His
son Jorg the Younger (c.1510—47), was a
prolific book illustrator and worked as court
painter at Neuburg.

Breuer, Marcel (1902-81). Hungarian-born
American architect and designer. In 1920 he
joined the *Bauhaus as a student and by 1924
had become head of the furniture department
there. He left the Bauhaus in 1928 to set up in
private practice and travelled extensively before
settling in the USA in 1937. Breuer worked
with Walter *Gropius as an architectural partner
and like him taught at Harvard University,
where he was instrumental in spreading Bauhaus
ideals. He is particularly highly regarded as a
furniture designer, his tubular steel and moulded
plywood designs being immensely influential.

Breughel. See BRUEGEL.

breviary. A liturgical book containing the
hymns, lessons, prayers, etc., to be recited at
appointed times in the divine office of the
Roman Catholic Church. Originally these vari-
ous observances were distributed in different
books, but from the 11th cent. they began to
be collected in one book; breviarum, from which
the word derives, is Latin for ‘abridgement’.
Usually neither the small, portable breviary nor
the larger choir breviary was much illustrated;
sumptuous *illumination was reserved for the
breviaries destined for the use of kings, nobles,
or Church dignitaries. The most lavish of all is
probably the Grimani Breviary (Bib. Marciana,
Venice), a Flemish work of about 1500, which
contains 110 large pictures including calendar
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illustrations, scenes from the New Testament,
Old Testament, and the lives of saints.

Bril, Paul (1554—1626). Flemish landscape
painter, active mainly in Rome, where he settled
in about 1575. Bril painted frescos, but his fame
rests on his small easel paintings. He lived long
enough to assimilate some of the qualities of
*Elsheimer’s and Annibale *Carracci’s land-
scapes and his work bridges the gap between
the fantastic 16th-cent. Flemish *Mannerist style
and the more plausible, idealized Italian land-
scapes of the 17th cent. He also made views of
Rome for the tourist trade, and marine pictures.
His conception of both of these subjects had
considerable influence upon Agostino *Tassi,
the teacher of *Claude Lorraine, and upon
Claude himself. Paul’s brother, Matthew or
Mattheus (1550-83), also worked in Rome,
and their work is hard to distinguish.

Brisley, Stuart (1933— ). British *Per-
formance artist and (more recently) sculptor.
He has won much publicity for his performances
concerned with self-inflicted pain and humi-
liation. In one, he lay in a bath of water for
several days in a room in which the floor was
scattered with pieces of rotting meat.

Bristol board. Stiff cardboard consisting of
sheets of stout drawing-paper pressed together.
Its smooth firm surface is attractive to black-
and-white illustrators, for it allows a pen line
and *hatchings to be drawn with great clarity
and clearness, an important factor when a
drawing has to be reduced in size for
reproduction.

British Museum, London. The national mu-
seum of archaeology and antiquities, which also
houses the national library of manuscripts and
printed books. It was established by Act of
Parliament in 1753 when the government pur-
chased the private collection of the physician
and naturalist Sir Hans Sloane (1660-1753),
consisting of ‘books, manuscripts, prints, draw-
ings, pictures, medals, coins, seals, *cameos
and natural curiosities’. It was first housed in
Montagu House, Bloomsbury, and for nearly
$0 years it was necessary to make formal
application for admission, only five parties of
15 being admitted on Mondays, Wednesdays,
and Fridays. With the acquisition of Sir William
Hamilton’s collection of Classical vases and
antiquities (1772), a plethora of Egyptian an-
tiquities (including the Rosetta Stone donated
by George III) on the defeat of Napoleon at
the turn of the century, the magnificent library
of George III (1823) and the Grenville bequest
of rare books and manuscripts (1847), the
marbles of Charles Townley (1805), the Phrygian
marbles (1815), and the *Elgin Marbles (1816),
the collections became among the most ex-
tensive and valuable in Europe. The present

structure was built by Sir Robert Smirke (1823—
47) and the great circular Reading Room was
completed in 1857. Until 1881 the building also
housed the collections now in the Natural
History Museum, and one of its greatest at-
tractions was a stuffed giraffe in the entrance
hall.

The Department of Prints and Drawings led
a separate existence from 1808 onwards. It began
with over 2,000 drawings from the Sloane
collections, which included an album of
*Diirer’s drawings” Among the most important
acquisitions since was the Richard Payne
*Knight bequest (1824) of over 1,000 drawings,
including works by *Claude (273 drawings),
*Rembrandt, and *Rubens. It is now one of
the largest and most comprehensive collections
in the world containing more than two million
items. The British Museum Library (as it was
formerly known) was reconstituted by Act of
Parliament as part of the British Library in
1973, and will eventually be housed in a new
and separate building.

Briulov, Karl. See BrRYULOV.

Broederlam, Melchior (active 1381-1409).
Netherlandish painter, court painter to Philip
the Bold (1342-1404), Duke of Burgundy, from
1387. In 1391 he was commissioned to paint
the backs of the wings for Jacques de *Baerze’s
*retable at the Chartreuse de Champmol, now
in the Musée des Beaux-Arts, Dijon. The two
paintings, representing The Annunciation and
Visitation and The Presentation and Flight into
Egypt, are Broederlam’s only known surviving
works, although documents show that he was
kept very busy in the Duke’s employment,
supervising, for example, the construction of
pavilions for tournaments and the decoration of
ships. In his native Ypres he also designed
stained glass and worked as a goldsmith. The
Dijon panels are among the first and finest
examples of *International Gothic, combining
lavish decorative display with realistic touches
that look forward to the later development of
the Netherlandish School. The figure of St
Joseph in The Flight into Egypt, for example, is
represented as an authentic peasant.

Broeucq, Jacques. See DUBROEUCQ.

bronze. An alloy of copper (usually about go
per cent) and tin, often also containing small
amounts of other metals such as lead or zinc.
Since antiquity it has been the metal most
commonly used in cast sculpture because of its
strength, durability, and the fact that it is easily
workable—both hot and cold—by a variety of
processes. It is easier to cast than copper because
it has a lower melting-point, and its great
tensile strength makes possible protrusion of
unsupported parts—an advantage over *marble




sculpture. Nevertheless, casting a large bronze
figure is an extremely complex and time-
consuming business, and *Cellini has left a
classic account of the difficulties encountered
with his figure of Perseus. The colour of bronze
is affected by the proportion of tin or other
metals present, varying from silverish to a rich,
coppery red, and its surface beauty can be
enhanced when it acquires a *patina. See also
CIRE-PERDUE.

Bronzino, Agnolo (Agnolo di Cosimo) (1503—
72). Florentine *Mannerist painter, the pupil
and adopted son of *Pontormo, who introduced
his portrait as a child into his painting Joseph in
Egypt (NG, London). The origin of his nickname
is uncertain, but possibly derived from his
having a dark complexion. Bronzino was deeply
attached to Pontormo and his style was heavily
indebted to his master. However, Bronzino
lacked the emotional intensity that was such a
characteristic of Pontormo’s work and excelled
as a portraitist rather than a religious painter.
He was court painter to Duke Cosimo I de
*Medici for most of his career, and his work
influenced the course of European court por-
traiture for a century. Cold, cultured, and
unemotionally analytical, with superb draughts-
manship and completely controlled effects of
complicated pattern, his portraits convey a sense
of almost insolent assurance. Bronzino was also
a poet, and his most personal portraits are
perhaps those of other literary figures (Laura
Battiferri, Palazzo Vecchio, Florence, c.1560). He
was less successful as a religious painter, his
lack of real feeling leading to empty, elegant
posturing, as in The Martyrdom of S. Lorenzo
(S. Lorenzo, Florence, 1569), in which almost
every one of the extraordinarily contorted
poses can be traced back to *Raphael or to
*Michelangelo, whom Bronzino idolized. It is
the type of work that got Mannerism a bad
name. Bronzino’s skill with the nude was better
deployed in the celebrated Venus, Cupid, Folly,
and Time (NG, London), which breathes the
refinement of decadence and with superb tech-
nical dexterity conveys suggestions of eroticism
under the pretext of a moralizing allegory.

His other major works include the design of
a series of tapestries on The Story of Joseph for
the Palazzo Vecchio. He was a much respected
figure who took a prominent part in the
activities of the Accademia del Disegno (see
ACADEMY), of which he was a founder member
in 1563. His pupils included Alessandro * Allori,
who—in a curious mirroring of his own early
career—was also his adopted son.

Brooking, Charles (17237—59). English marine
painter. Very little is known of his short career,
but he was the finest British marine painter of
his day, equally adept at calm or rough seas.
He is said to have been employed at Deptford
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dockyard and had an intimate knowledge of
the ships he painted.

Brotherhood of Ruralists. See BLAKE, PETER.

Brouwer, Adriaen (1605/6—38). Flemish
painter who spent a great part of his short
working life at Haarlem in Holland. He went
to Haarlem in about 1623 and was probably a
pupil of Frans *Hals. In 1631 he left Holland
for Antwerp (where he was for a while detained
by the Spaniards as a suspected spy) and ap-
parently spent the rest of his career there. He
perhaps died from the plague that swept the
city in 1638. Brouwer was an important link
between the Dutch and Flemish schools and
played a major role in popularizing low life
*genre scenes in both countries in which he
worked. Early sources depict him as a colourful
bohemian character and his most typical works
represent peasants brawling and drinking. Al-
though the subject-matter is humorously coarse,
his technique was delicate and sparkling. The
virtuosity of brushwork and economy of ex-
pression are perhaps surpassed in his landscapes,
which are among the greatest of his age.
*Rembrandt and *Rubens were among the
admirers and collectors of Brouwer’s paintings
(Rubens at one time owned seventeen), and
Adriaen van *Ostade and David *Teniers the
Younger were among his many followers.

Brown, Ford Madox (1821—93). English
painter. He was born at Calais and trained at
Antwerp (under Baron *Wappers), in Paris,
and at Rome, where he came into contact with
the German *Nazarenes. Settling in England in
1846, he became a friend of the *Pre-Raphaelites
and—with his taste for literary subjects and
meticulous handling—an influence on their
work, though he was never a member of the
Brotherhood. *Rossetti studied briefly with him
in 1848 and Brown’s Chaucer at the Court of
Edward I1I (Art Gallery of New South Wales,
Sydney, 1851) contains portraits of several of
the Brotherhood. His best-known picture, The
Last of England (City Art Gallery, Birmingham,
1855), was inspired by the departure of
*W oolner, the Pre-Raphaelite sculptor, for Aus-
tralia. The other famous anthology piece that
Brown painted, Work (Manchester City Art
Gallery, 1852-63), shows his dedicated crafts-
manship and brilliant colouring, but is some-
what swamped by its social idealism. In 1861
Brown was a founder member of William
*Morris’s company, for which he designed
*stained glass and furniture. The major work
of the later part of his career is a cycle of
paintings (1878-93) in Manchester Town Hall
on the history of the city. Brown was an
individualist and a man of prickly temperament;
he opposed the *Royal Academy and was a
pioneer of the one-man show.
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Brown, Lancelot (17:16-83). The most cel-
ebrated of English landscape gardeners, known
as ‘Capability Brown’ from his habit of telling
his patrons their estates had ‘great capabilities’.
A leading figure of the *picturesque movement,
Brown replaced formal gardens with parks and
lawns broken by serpentine waters and clumps
of trees. Temples and *Gothic ‘ruins’ were often
included, the primary intention being to make
a garden resemble a landscape painting by
*Claude; he succeeded so well that his work
is sometimes mistaken for natural landscape.
His masterpiece was the creation of the lake at
Blenheim Palace, though the park at Chatsworth
is perhaps a more complete example of his
pastoral style. Other major landscapes created
by him are Ashridge Park, Moor Park, Audley
End, Bowood, Longleat, and Wardour. He also
practised as an architect. He was attacked by
Richard Payne *Knight (who favoured a more
rugged type of scenery than Brown’s artfully
informal parks) in The Landscape, and defended
by Humphry *Repton.

Browne, Hablot Knight (‘Phiz’) (1815—82).
English book illustrator and painter. His name
is chiefly remembered for his illustrations for
the novels of Charles Dickens (1812—70) under
the pseudonym ‘Phiz’, and he created a visual
imagery that is enduringly associated with these.
He also illustrated the works of several other
novelists and he painted a great number of
water-colours and some oils.

Bruce, Edward. See FEDERAL ART PROJECT.

Briicke, Die (The Bridge). Group of German
*Expressionist artists founded in 1905 by *Kir-
chner, *Schmidt-Rottluff, *Heckel, and Fritz
Bleyl (1880-1966), who at the time were all
architectural students at the Dresden Technical
School. The name was chosen by Schmidt-
Rottluff and indicated their faith in the art of
the future, towards which their own work was
to serve as a bridge. Yet they never succeeded
in defining this art and their aims remained
vague; no clear programme emerged from any
of their publications. They were moved by an
impulse of revolt and wanted, as others have
wanted, to achieve ‘freedom of life and action
against established and older forces’. In practice
they turned against *Realism and *Impres-
sionism and under the influence of *Munch
and *Hodler created an intense and sometimes
angst-ridden version of the Expressionism which
stemmed from van *Gogh, *Gauguin, the
*Nabis, and the *Fauves. Other artists associated
with Die Brucke included *Nolde, *Pechstein,
and van *Dongen.

Most of the members of the group were
without proper training and their handling of
paint can have an almost crude vigour. Like the
Fauves they were interested in *primitive art,
which they saw in the Dresden Ethnological
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Museum; but the inspiration which they derived
from it was different. They were interested in
figure painting, landscape, and portraiture, but
while the subject always remained recognizable,
forms were often harshly distorted and colours
used symbolically in a violently clashing
manner. The achievement which seems to have
most lasting value was their revival of *graphic
arts, in particular the woodcut, for emotional
expressive purposes. Strong contrasts of black
and white, bold cutting, and simplified forms
were used to great effect. In 1910 Die Briicke
shifted its activities to Berlin where Otto Miiller
(1874—1930) joined the group. The members
had for a time lived together as a community,
but the personal rifts that had been present from
the beginning became more intense and led to
the dissolution of the group in 1913.

Bruegel (or Breughel), Pieter (c.1525-69).
The greatest Netherlandish painter and
draughtsman of the 16th cent. There is very
little documentary evidence concerning his
career, but van *Mander’s laudatory biography,
published in 1604, is a useful source of inform-
ation, even though it misleadingly projects an
image of Bruegel as above all else a comic
painter. Far from being the yokel of popular
tradition—‘Peasant Bruegel'—he seems to have
been a man of some culture, as is indicated
by his friendship with the great geographer
Abraham Ortelius (1527-98). He joined the
Antwerp Guild in 1551, having been the pupil
of Pieter *Coecke van Aelst, who died in 1550
and whose daughter Bruegel later married.
Between 1551/2 and 1554/5 he made a long
journey via France to Italy, where he travelled
as far south as Naples and Sicily. In Rome
he collaborated with the *miniaturist Giulio
*Clovio, who owned a number of Bruegel
works that are now lost. On his return jour-
ney through the Alps he made accurate and
extremely sensitive landscape drawings; the
experience of the Alps affected him much more
than the example of any art he had seen in
Italy. Back in Antwerp he designed a series of
landscapes which were engraved and published
by Hieronymous *Cock, for whom Bruegel
produced many drawings of various subjects,
including parables like ‘the Big Fish eat Little
Fish’. The engraving after Bruegel’s drawing
of this subject (published in 1557), is inscribed
‘Hieronymus Bos Inventor’, an attempt by
Cock to cash in on the continued popularity of
*Bosch, who influenced Bruegel considerably.

A drawing of Amsterdam dated 1562 prob-
ably indicates a visit there before his move to
Brussels in 1563, where he married in that year.
From this time until his death he concentrated
on painting and produced his best-known
works. His patrons included Cardinal Granvella,
chief counsellor to Margaret of Parma (1522—
86), Philip II’s regent in the Netherlands, and




the wealthy banker Niclaes Jonghelinck, who
in 1565 commissioned the series of The Months,
of which five survive today. Three of these
(including the celebrated Hunters in the Snow)
are in the remarkable collection of fourteen
paintings by Bruegel in the Kunsthistorisches
Museum, Vienna, which comprises nearly one-
third of his surviving paintings; the other two
are in the Metropolitan Museum, New York,
and the National Gallery, Prague. His style
changed during the last six years of his life in
Brussels; he abandoned the crowded panoramas
of his earlier years, making his figures bigger
and bolder, as is seen most notably in his
novel treatment of proverbs, a genre that had
previously been of minor account (The Blind
Leading the Blind, Museo di Capodimonte,
Naples, 1568). Bruegel enjoyed a considerable
reputation in his lifetime, and his pictorial and
spiritual influence, through his original works
and the many prints after them, in later Flemish
painting, whether landscape or *genre, is in-
calculable. It is only in the 20th cent., however,
that he has come to be recognized also as a
profound religious painter and an artist whose
human sympathy and understanding has hardly
been excelled. His brilliance as a craftsman is
also universally acknowledged; his technique
was precise yet always fluent, with the paint
often thinly applied giving transparency to a
superb variety of colour. Bruegel's two painter
sons were infants when he died and so had no
training from him (they were reputedly taught
by their grandmother—the widow of Pieter
Coecke—Mayken Verhulst). Both sons spelled
their surname ‘Brueghel’, retaining the ‘h’ that
their father had dropped in 1559.

Brueghel, Jan (1568-1625). Flemish painter
and draughtsman, second son of Pieter *Bruegel
the Elder. Early in his career he visited Cologne
and Italy, where he was patronized by Cardinal
Federico Borromeo, before settling in Antwerp
in 1597. He enjoyed a highly successful and
honourable career there, becoming Dean of the
Guild, working for the Archduke Albert and
the Infanta Isabella, and making frequent visits
to the Brussels court. His specialities were still
lifes, especially flower paintings, and landscapes,
but he worked in an entirely different spirit
from his father, depicting brilliantly coloured,
lush woodland scenes, often with mythological
figures, in the manner of *Coninxloo and *Bril.
His exquisite flower paintings were rated the
finest of the day, and his virtuoso skill at
depicting delicate textures earned him the nick-
name ‘Velvet' Brueghel. He often collaborated
with other artists, painting backgrounds, anim-
als, or flowers for them. In The Garden of Eden
(Mauritshuis, The Hague), for example, the
background is by Brueghel and the figures are
by *Rubens, who was his close friend. He had
considerable influence, notably on his pupil
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Daniel *Seghers, his sons Jan II (1601—78) and
Ambrosius (1617-75), and his grandson Jan
van *Kessel. Further descendants and imitators
carried his style into the 18th cent.

Brueghel, Pieter the Younger (1564-1638).
Flemish painter, the elder son of Pieter *Bruegel.
He was born in Brussels but made his career in
Antwerp, where he became a guild master in
1585. He 1s best known for his copies and
variants of his father’s peasant scenes, which
sold well and are often of high quality, in
contrast to the work of lesser copyists such as
his son Pieter Brueghel III (1589—.1640). His
other speciality was scenes of fires, which
earned him the nickname ‘Hell’ Bruegel. Frans
*Snyders was his most notable pupil.

Briiggemann, Hans (c.1485/90—-after 1523).
North German *Gothic sculptor. He is re-
membered primarily for one work, the huge
*reredos in Schleswig Cathedral (c.1514-21),
often known as the Bordesholmer Altar because
it was originally carved for a church in Bor-
desholm. Reputedly containing more than 400
figures (many showing influence from *Diirer’s
engravings), it carries to the furthest extreme
the virtuoso German tradition in wood-carving.
Briiggemann is said to have died in poverty,
possibly because the Reformation killed the
market for altar carvings.

Briilloff, Karl. See BrRYULOV.

Brunelleschi, Filippo (1377-1446). Florentine
architect and sculptor. Brunelleschi was one of
the most famous of all architects—a Florentine
hero on account of the celebrated dome (1420—
36) he built for the city’s cathedral—and one
of the group of artists, including *Alberti,
*Donatello, and *Masaccio, who created the
Renaissance style. He trained as a goldsmith and
was one of the artists defeated by another
goldsmith/sculptor, Lorenzo *Ghiberti, in the
competition (1401—2) for the new baptistery
doors for Florence Cathedral; their competition
panels are in the Bargello. The disappointment
of losing is said to have caused Brunelleschi to
give up sculpture and turn to architecture,
but one important sculptural work of later date
is attributed to him—a painted wooden Cruci-
fix in Sta Maria Novella (c.1412). Although he
was not a painter, Brunelleschi was a pioneer of
*perspective; in his treatise on painting Alberti
describes how Brunelleschi devised a method
for representing objects in depth on a flat surface
by means of using a single vanishing point.

Brygos Painter. Greek red-figure vase-painter,
active in Athens (c.500—c.475 BC), named after
a potter called Brygos, several of whose signed
works he decorated. He is best known for a
cup in the Louvre depicting the Sack of Troy.
Showing consummate mastery of composition
and movement, it is regarded as one of the
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masterpieces of Greek painting and is some-
times referred to simply as ‘the Brygos cup’.
More than a hundred other pieces have work
attributed to the artist.

Bryulov (or Briilloff or Briulov), Karl (1799
1852). Russian painter. He spent part of his life
in Italy (1822-34 and 1849—52), where he
painted his chief work, The Last Day of Pompeii
(Russian Mus., Leningrad, 1830—3), which was
inspired by a performance of the opera of that
name by Giovanni Pacini. An enormous (6 m.
wide) melodramatic composition, it brought
him European fame and inspired Edward
Bulwer-Lytton’s novel, The Last Days of Pompeit

(1834)-

Bucchero ware. A type of black Etruscan
pottery, common in Italy from the 7th to the
early sth cent. Bc. The term is also applied to
the black ware of Pre-Columbian America,
characteristic of Chimu.

bucranium (Greek boukranion: ‘ox-head’). A
decorative motif based on the horned head or
skull of an ox. It is of immense antiquity,
representing the ox that was killed in religious
sacrifices, and often appears carved on Classical
altars, replacing the actual heads which were
hung there in more primitive times. Later it
was taken over as a decoration for friezes, etc.,
on buildings.

Bueckelaer, Joachim (c.1535—74). Nether-
landish painter of large still lifes—market and
kitchen pieces—active at Antwerp. Bueckelaer
was the nephew and pupil of Pieter *Aertsen,
and he followed his uncle’s preference for scenes
in which a religious subject is relegated to the
background by the still life or *genre content
(Christ in the House of Mary and Martha, Musées
Royaux, Brussels, 1565). He seems to have been
the first painter to depict fish stalls.

Buffalmacco (Buonamico Cristofani) (active
first half of 14th cent.). Italian painter, a tan-
talizingly enigmatic figure. Various early
sources, not only *Ghiberti and *Vasari, but also
the writers Boccaccio (1313—75) and Sacchetti
(c.1332—c.1400), attest to his celebrity as an
artist—evidently one of the leading painters of
the post-*Giotto generation—and as a burlesque
character. Their cumulative testimony is im-
pressive, but as no works can be securely
attributed to him, many critics have regarded
him as a legendary rather than a historical
figure. Recently, however, there have been
attempts to give Buffalmacco a stature com-
mensurate with his literary reputation by at-
tributing to him the famous frescos of The
Triumph of Death in the Campo Santo, Pisa,
which are usually considered the work of
Francesco *Traini. A rival school of thought
has it that Buffalmacco may be identified with

another obscure personality, the *Master of St
Cecilia.

Buffet, Bernard (1928— ). French painter. A
precocious artist, he had developed a distinctive
style and won considerable critical acclaim by
the age of 20. His work is instantly recognizable,
characterized by elongated, spiky forms with
dark outlines, sombre colours, and an overall
mood of loneliness and despair. It seemed to
express the existential alienation and spiritual
solitude of the post-war generation, and Buffet
enjoyed enormous success in the 1950s. Later, as
he found himself overwhelmed by commissions,
his work became more stylized and decorative,
losing much of its original impact.

Buon, Bartolommeo (c.1374—.1465). Vene-
tian sculptor and architect. With his father
Giovanni (active 1382—d. ¢.1443), he ran the
most successful Venetian sculpture workshop of
the period. The most important works of the
shop include the decoration of the Ci d’Oro
(1422—34) and the Porta della Carta (1438—42)
of the Doges’ Palace. They epitomize the
survival of the *Gothic style in Venice into the
mid-*quattrocento.

Burchfield, Charles (1893—1967). American
painter. During the 19205 and 19305 he was
one of the leading *American Scene painters,
portraying the bleakness of small-town life and
the grandeur and power of nature. In the 1940s
his style changed, as he turned to a more per-
sonal interpretation of the beauty and mystery
of nature (The Sphinx and the Milky Way,
Munson—Williams—Proctor Inst., Utica, 1946).

Burckhardt, Jacob (1818—97). Swiss historian,
professor at the universities of Zurich (1855—8)
and Basle (1858-93). He was a pioneer of the
cultural approach to history and is best known
for his Die Kultur der Renaissance in Italien
(The Civilization of the Renaissance in Italy),
published in 1860. In this survey of the arts,
philosophy, politics, etc., of the period he
propounds the view that it was at this time that
man, previously conscious of himself ‘only as a
member of a race, people, party, family or
corporation’, became aware of himself as ‘a
spiritual individual’. This romanticized view has
been highly influential but also much attacked.
Burckhardt was pessimistic in outlook, seeing
the modern world as undergoing a retrogression
in cultural and spiritual values. His other books
included Cicerone (1855), a guidebook to Italian
art that was a popular handbook for German
tourists for many years, and Erinnerungen aus
Rubens (Recollections of Rubens), published
posthumously in 1898, but begun many years
earlier, in which he championed an artist then
much criticized.

Biirger, W. See THORE.
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Burgkmair, Hans the Elder (1473-1531).
German painter and designer of woodcuts.
After learning his trade under *Schongauer in
Colmar, he had settled in his native Augsburg
by 1498. Before then he is presumed to have
been to Italy, for his paintings, with their warm
glow of colour, their decorative Classical mortifs,
and their intricate spatial composition, show
how decisively he transformed his late *Gothic
heritage with *Renaissance influence. Indeed,
he occupied a place in Augsburg comparable to
that of *Diirer in Nuremberg in introducing
the new style. Like Diirer he contributed to the
famous series of woodcuts for the Emperor, the
Triumph of Maximilian. He was also employed
to illustrate the Emperor’s own writings, the
Teuerdank and Weisskunig, moralizing knightly
romances. A certain clarity of characterization,
which is typical of all his works, not least his
incisive portraits, seems to have influenced
Hans *Holbein the Younger. His son, Hans
Burgkmair the Younger (c.1500-59), was a
painter and engraver.

burin (or graver). The engraver’s principal
tool. It is a short steel rod, usually lozenge-
shaped in section, cut obliquely at the end to
provide a point. Its short, rounded handle is
pushed by the palm of the hand while the
fingers guide the point. The same names are
applied to the chipped flints used by palaeolithic
man for engraving cave-walls, bones, etc.

Burke, Edmund (1729—97). British statesman
and writer. In the history of *aesthetics he is
noteworthy for his A Philosophical Enquiry into
the Origin of our Ideas of the Sublime and
Beautiful, first published in 1757. It went through
seventeen editions in his lifetime, and after
*Addison’s essays it was the most influential
single work on the course of English aesthetics
in the 18th cent. Its influence was also felt in
Germany, notably by *Kant. The book marked
a move away from the *Classical rationalist
ideas of the early 18th cent. in the direction of
what would later be called *Romanticism.
Burke argued that we are most powerfully
affected in art not by what is most clearly stated
but by what is suggested: ‘It is our ignorance
of things that causes all our admiration and
chiefly excites our passions.’” In particular, he
thought that fear was an important ingredient
in our enjoyment of the *sublime: ‘Whatever
is fitted in any sort to excite the ideas of pain,
and danger . . . or is conversant about terrible
objects, or operates in a manner analogous to
terror, is a source of the sublime; that is, it is
productive of the strongest emotion which the
mind is capable of fecling.’

Burle Marx, Roberto (19o9— ). Brazilian
artist noted particularly as a landscape architect
and garden designer. His designs have made an
important contribution to modern architectural
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development in Brazil. They are particularly
effective for their pictorial sense and the success
with which they integrate tropical colours
to emphasize by harmonious contrasts or by
picturesque settings the most striking features
of the new architecture. Burle Marx has also
worked as a painter and designer of fabrics,
jewellery, and stage sets.

Burlington, Richard Boyle, third Earl of
(1694-1753). English architect and patron. Bur-
lington was the leading figure of the *Palladian
movement in English architecture, promoting
it through his own buildings, notably his villa
at Chiswick, his publication of the drawings of
Palladio and Inigo *Jones, and his patronage of
artists such as his friend William *Kent. He was
generally regarded as an arbiter of taste, thereby
provoking the enmity of William *Hogarth,
who attacked him in satirical engravings.

Burliuk, David (1882-1967) and Vladimir
(1886—1916). Russian artists, brothers. They
studied at Munich from 1902 and were later
friends of *Kandinsky there, associating them-
selves with him in the first *Blaue Reiter
exhibition of 1911. In Russia they at first worked
in close association with *Goncharova and
*Larionov, adopting a style of deliberate and
even exaggerated primitivism akin to theirs,
and they exhibited at the first *Knave of
Diamonds exhibition in 1910. Together with
the poet Mayakovsky (1893—1930) and with a
third brother, Nikolai (1890-1920), David and
Vladimir, but above all David, were in-
strumental in creating a Russian variant of
*Futurism c.1911. Vladimir, who was con-
sidered by Kandinsky to be the more talented
of the two, was killed in the First World War.
David settled in the USA in 1922 and became
an American citizen in 1930. He ran both an
art magazine, Color Rhyme, and an art gallery.

Burman, Thomas. See BUSHNELL.

Burne-Jones, Sir Edward Coley (1833—98).
English painter, illustrator, and designer. He
was destined for the Church, but his interest
was turned to art first by William *Morris, his
fellow divinity student at Oxford, and then by
*Rossetti, to whom Burne-Jones apprenticed
himself in 1856 and who remained the decisive
influence on him. Like Rossetti, Burne-Jones
painted in a consciously aesthetic style (see
AESTHETICISM), but his taste was more Classical
and his elongated forms owed much to the
example of *Botticelli. He favoured medieval
and mythical subjects and hated such modernists
as the *Impressionists, describing their subjects
as ‘landscape and whores’. His own ideas on
painting are summed up as follows: ‘I mean
by a picture a beautiful romantic dream, of
something that never was, never will be—in a
light better than any that ever shone—in a land
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no-one can define or remember, only desire—
and the forms divinely beautiful.” He exhibited
little before 1877, but then became quickly
famous, with a remarkably wide following
abroad. His work had considerable influence
on the French *Symbolists and the ethereally
beautiful women who people his paintings, like
the more sensuous types of Rossetti, had a
considerable progeny at the end of the century.
Some of Burne-Jones’s finest work was done in
association with William Morris (he was a
founder member of Morris and Co. in 1861),
notably as a designer of stained glass and
tapestries, and as an illustrator of some of the
*Kelmscott Press books. The best collection of
his work is in the City Art Gallery at Birming-
ham, his birthplace.

burr. In metal engraving, the rough, upturned
edge of the furrow made in the plate by the
burin or needle. In *line engraving it is removed
to obtain sharpness, but in *drypoint it is
allowed to remain because the soft, rich quality
it gives to the printed line is considered one of
the attractions of the medium. Only a limited
number of impressions can be taken before the
burr wears down.

Burra, Edward (1905—76). English painter,
draughtsman, and stage designer, one of the
most delightfully eccentric figures in British art.
He suffered chronic ill health continuously from
childhood and lived almost all his life in the
genteel Sussex seaside town of Rye (he called
it an ‘overblown gifte shoppe’), but he travelled
indomitably and had a tremendous zest for life
that comes out in his chaotically misspelt letters
as well as his paintings. His life and work, in
fact, represent a revolt against his respectable
middle-class background, for he was fascinated
by low-life and seedy subjects, which he ex-
perienced at first hand in places such as the
streets of Harlem in New York and the dockside
cafés of Marseilles. From 1921 to 1925 Burra
trained in various art schools, including the
*Royal College in London. He early formed a
distinctive style, depicting squalid subjects with
a keen sense of the grotesque and a delight in
colourful detail. Usually he worked in water-
colour, but on a larger scale than is generally
associated with this medium and using layer
upon layer of pigment so that—in reproduction
at any rate—his pictures appear to have the
physical substance of oil paintings.

Burra’s work has been compared to that of
George *Grosz, whom he admired, but whereas
the satirical spirit of Grosz is linked with
bitter castigation of evil and ugliness, Burra
concentrated on the picturesque aspects of his
subjects, which he depicted with warmth and
humour. Particularly well known are his Har-
lem scenes of 1933—4, with their flamboyant
streetwise dudes and other shady characters

(examples are in the Tate, London, and the
Cecil Higgins Art Gal., Bedford). Burra’s style
changed little, but about the mid 1930s his
imagery underwent a radical change and he
became fascinated with the bizarre and fantastic
(Dancing Skeletons, Tate, 1934). Many of his
recurrent images—such as the bird-man—and
his manner of juxtaposing incongruous objects
acquired overtones of *Surrealism, and although
he generally kept aloof from groups he exhibited
with the English Surrealists (he was also a
member of *Unit One, organized by his friend
Paul *Nash). The sense of tragedy evoked in
him by the Spanish Civil War and the Second
World War found expression in occasional
religious pictures and during the 1950s and 1960s
his interest turned from people to landscape. By
this time he had achieved critical and financial
success, but he reacted with sardonic humour
towards his growing fame.

Burrell, Sir William (1861-1958). Scottish art
collector. He made an immense fortune from
the family shipping business, which he sold in
1917, and devoted most of his life to collecting.
His interests were extremely diverse, but his
collection became particularly strong in 19th-
cent. French painting, some of his greatest
treasures being bought from the Glasgow dealer
Alexander Reid (1854—1928), who helped to
pioneer interest in this field in Scotland. Burrell
eventually amassed 8,000 objects, which he
presented to the City of Glasgow in 1944,
followed by the sum of (450,000 to build a
new museum to house them. This was not
opened until 1983 in Pollok Country Park, to
the south of the city, and in the intervening
years the Burrell Collection acquired something
of a legendary reputation as a hidden treasure
trove; it soon became one of the most popular
museums in Britain. Apart from 19th-cent.
French painting, it is particularly strong in
medieval art, with superb collections of tap-
estries and stained glass. Burrell also gave
paintings to the Museum and Art Gallery at
Berwick-upon-Tweed; in his later years he lived
near by at Hutton Castle.

Burri, Alberto (1915— ). Italian painter and
*collagist. He was originally a doctor, but began
to paint in 1944 as a prisoner of war in Texas.
He used whatever materials were to hand,
including sacking, and after his return to Italy
in 1945 he frequently used the device of splash-
ing red paint on cloth in a manner that suggested
blood-soaked bandages (Sacking with Red, Tate,
London, 1954). His later works including mater-
ials such as charred wood and rusty metal also
reflect the direct experience of the carnage of
war he had as an army doctor, even though
they are elegantly constructed. Burri won in-
ternational fame for these works, which were
among the first to exploit the evocative force




of waste and trash, and looked forward to *Junk
art in America and *Arte Povera in Italy.

Bury, Pol (1922— ). Belgian artist, best
known as one of the leading exponents of
*Kinetic sculpture. From 1947 he exhibited
with the *Jeune Peinture Belge group and was
also active in the *Cobra group. In 1953,
however, he abandoned painting for Kinetic
sculpture and took part in the ‘Mouvement’
exhibition at the Gallerie Denise René, Paris, in
1955. His early works could be rotated at will,
inviting spectator participation, but he later
incorporated electric motors. The movement
was usually very slow and the impression made
was humorous and poetic, in contrast to the
violent effects of * Tinguely. Bury has also made
films.

Bush, Jack Hamilton (1909—77). One of Can-
ada’s leading abstract painters. His early work
was in the tradition of the *Group of Seven
(Village Procession, Art Gal. of Ontario, Toronto,
1946), but in the early 1950s, inspired by Jock
*Macdonald and by *Borduas’s work, he began
to experiment with automatic composition (see
AUTOMATISM). In 1952 he made the first of
what became regular visits to New York. The
influence of these, together with that of the
Toronto abstract group *Painters Eleven, with
whom he began to exhibit in 1954, brought
him, by the mid-1950s, to a type of *Abstract
Expressionism. His later works, however, ex-
plore the unaffectedly direct use of colour in a
more personal way, as in his most famous
painting, Dazzle Red (Art Gal. of Ontario,
1965), in which the colour is placed in joyous,
broadly brushed bands. Bush worked as a
commercial designer for most of his career and
did not devote his whole time to painting until
1968, but by the end of his career he had an
international reputation.

bush hammer. See BOUCHARDE.

Bushnell, John (c.1630—-1701). English sculptor.
He fled to the Continent when he was an
apprentice, after his master, Thomas Burman
(1618—74), forced him to marry a servant he
had himself seduced. In Italy Bushnell as-
similated much of the *Baroque style (he
probably saw *Bernini’s work in Rome) and
executed a2 monument to Alvise Mocenigo
(1663) in S. Lazzaro del Mendicanti, Venice.
On his return to England, ¢.1670, he received
important commissions including a Sir Thomas
Gresham for the Royal Exchange (now in the
OIld Bailey), and would have received more
but for his difficult and unstable temperament
(he died insane). Bushnell’s work is extremely
uneven, but he is an important figure, for he
showed untravelled Englishmen for the first
time something of the possibilities of Baroque
sculpture.
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bust. A representation of the head and upper
portion of the body, usually referring to a
sculptured portrait, but also by extension to a
painting, drawing, or engraving. The word is
of uncertain origin, but it is sometimes explained
as derived from the Latin bustum, ‘sepulchral
monument’. The forms of busts have varied a
good deal; the term covers many types ranging
from those which show only the head, the neck,
and part of the collar-bone to those which
include shoulders, arms, and even hands. Such
parts of the body as are shown may serve simply
as a base for the portrait head and be so shaped
as to give a straight line downward (see HERM),
or they may be draped to serve a decorative
purpose, or dressed in garments which indicate
the sitter’s status. The form is particularly
associated with the Romans, who from Re-
publican times onwards varied and elaborated
the bust form so inventively and so often that
archaeologists are able to date a Roman bust
from its shape.

Bustelli, Franz Anton (1723-63). Swiss
sculptor, the outstanding modeller of porcelain
figures at the Nymphenburg porcelain factory
housed in the Nymphenburg Palace, outside
Munich. After J. J. *Kindler at Meissen he was
the most gifted of all the porcelain modellers
in the German *Rococo style.

Butler, Elizabeth (Lady Butler, née Thomp-
son) (1846-1933). British painter who con-
centrated almost exclusively on military scenes.
During her heyday in the 1870s she was one of
the most popular and talked-about artists in
Britain. Her work appealed to popular patriotic
sentiment, but she was also praised by critics
such as *Ruskin, who in 1875 called her ‘this
Pallas of Pall Mall’ and admitted he had been
wrong in believing that ‘no woman could paint’
and that ‘what the public made such a fuss
about must be good for nothing’. Lady Butler
said ‘I never painted for the glory of war, but
to portray its pathos and heroism’ and, although
her pictures often have a glossy, Hollywood
quality, they are sincerely felt, and she has been
praised for trying to show the experience of the
common soldier rather than concentrating—as
was then traditional—on the heroic deeds of
officers. Her best-known painting is probably
Scotland for Ever!, showing the charge of the
Royal Scots Greys at the Battle of Waterloo
(Leeds City Art Gall., 1881). She painted scenes
from many of the wars of the 19th cent. and
also from the Boer War and the First World
War.

Butler, Reg (1913-81). British sculptor. He
was an architect by training (his work included
the clocktower of Slough Town Hall, 1936),
and architecture remained his main pre-
occupation until 1950, when he gave up his
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practice and became the first Gregory Fellow
in Sculpture at Leeds University. He stayed at
Leeds until 1953, when he suddenly came to
prominence on being awarded first prize in the
International Competition for a monument
to The Unknown Political Prisoner (defeating
*Calder, *Gabo, and *Hepworth among other
established artists). His design was characterized
by harsh, spindly forms, suggesting in his own
words ‘an iron cage, a transmuted gallows or
guillotine on an outcrop of rock’. The monu-
ment was never built (one of the models is in
the Tate Gallery), but the competition estab-
lished Butler’s name and he won a high
reputation among the generation of metal
sculptors which followed Henry *Moore. He
had learned iron-forging when he had worked
as a blacksmith during the Second World War
(he was a conscientious objector) and his early
sculpture is remarkable for the way in which
he used his feeling for the material to create
sensuous textures. His later work, which was
more traditional (and to many critics much less
memorable), included some bronze figures of
nude girls, realistically painted and with real
hair, looking as if they had strayed from the
pages of ‘girlie’ magazines. Butler was an
articulate writer and radio broadcaster and he
vigorously argued the case for modern sculpture.
Five lectures he delivered to students at the
*Slade School in 1961 were published in book
form the following year as Creative Development.
He was a widely read man, who numbered
leading intellectuals among his friends, and his
liberal sympathies were shown by his donation
of works to such causes as the campaign against
capital punishment.

Buys, Cornelis. See MASTER OF ALKMAAR.

Buytewech, Willem (1591/2—1624). Dutch
painter and engraver, nicknamed ‘Geestige Wil-
lem’ (Witty Willem). He was active in his
native Rotterdam and in Haarlem, where he
was closely associated with Frans *Hals, to the
extent that they are known to have once worked
on the same picture. Although his surviving
output as a painter is tiny, he is one of the most
interesting artists during the first years of the
great period of Dutch painting. His pictures of
dandies, fashionable ladies, topers, and lusty
wenches are among the most spirited Dutch
*genre scenes, and instituted the category
known as the ‘Merry Company’ (Merry Com-
pany, Boymans Mus., Rotterdam). His en-
gravings are more numerous, and include genre
scenes, fashion plates, and etchings of the Dutch
countryside that are among the first realistic
17th-cent. landscapes. He had an important
influence on painting in Haarlem. His son
Willem the Younger (1625—70) was also a
painter. An example of his very rare work—a
landscape—is in the National Gallery, London.

Byrne, William. See HEARNE.

Byzantine art. Art associated with the Eastern
Roman Empire, founded in AD 330 by the
emperor Constantine and ending in 1453 when
his capital Constantinople (formerly named
Byzantium) was captured by the Turks and
under the name of Istanbul became the capital
of the Ottoman Empire. During these eleven
centuries the Byzantine territories varied greatly
in extent: at one time they embraced almost
the whole Mediterranean basin, but from the
7th cent. onwards many provinces were lost,
first to the Arabs and later to the Turks.

Byzantine art, however, cannot be defined
adequately in political or geographical terms. It
did not come suddenly into being, and for a
long time it might as properly have been called
Roman as Byzantine. Nor did it cease in 1453,
for during the second half of the 15th cent. and
a good part of the 16th the art of those regions
where Greek Orthodoxy still flourished—such
as Mount Athos—remained in the Byzantine
tradition. And Byzantine art passed far beyond
the territorial limits of the empire, to penetrate,
for instance, into the Slav countries.

Byzantine art is, above all, a religious art.
Not that it treated religious subjects only. There
was a fine efflorescence of the ‘minor arts’ of
metal-work, textiles, carved ivories, enamels,
jewellery, etc. Secular paintings and *mosaics
also adorned the imperial palaces. But these,
which have largely disappeared, were few in
comparison with the subjects taken from the
Old and New Testaments, from the apocryphal
books (Gospels of the childhood of Christ or
of the Virgin, of Joseph the Carpenter, etc.)
and the lives of the saints. It is also a theo-
logical art, in the sense that the Byzantine artist
did not aspire to freedom of individual
interpretation but was the voice of orthodox
dogma and subject to the Church which es-
tablished the dogma. His function was to
translate into the language of art, for the
instruction and edification of the faithful, the
thought of the theologians and the decisions of
Councils. Consequently this art was impersonal
and traditional. The artist’s personality was
suppressed, and indeed very few Byzantine
masters are known to us by name. The ar-
rangement of mosaics or paintings in a church,
the choice of subjects, even the attitudes and
expressions of the characters, were all de-
termined according to a traditional scheme
charged with theological meaning. If the artist
attempted innovation, he risked incurring the
guilt of heresy or sacrilege. His role was akin
to that of the priesthood and the exercise of his
talent a kind of liturgy—liturgy in a sense almost
sacramental—rather than a didactic function.
It is this which differentiates the essentially
theological art of Byzantium from the more
didactic art of the West in the medieval period.




Even when it was imperial, Byzantine art
hardly diverged from this theocratic and re-
ligious character. There was indeed a form of
art responsible for glorifying the emperor; but
at Byzantium the emperor was an oriental
sovereign, an earthly image of the Deity. His
court with its carefully contrived hierarchy
reflected the hierarchy of heaven. The cere-
monies of the Great Palace, meticulously regu-
lated, were a kind of liturgy.

It is not surprising, therefore, that Byzantine
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art was an art of stylization. It was funda-
mentally opposed to the spirit of ancient Greek
art, whose theme was man and his natural like-
ness. Byzantium shuns earthly man, the indivi-
dual, and aspires to the superhuman, the divine,
the absolute. By stylization it destroys humanity
in art and transfuses forms with the numinous
quality of symbols. It is not naturalistic but
ritualistic. The conventions of Byzantine art were
eventually challenged by the more naturalistic
ideals of artists such as *Giotto and *Duccio.
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Cabanel, Alexandre (1823-89). French
painter. The winner of the *Prix de Rome in
1845, he ranked with *Bouguereau as one of
the most successful and influential academic
painters of the period and one of the sternest
opponents of the *Impressionists. The Birth of
Venus (Musée d’Orsay, Paris) is his best-known
work and typical of the slick and titillating (but
supposedly chaste) nudes at which he excelled.
It was the hit of the official *Salon of 1863, the
year of the *Salon des Refusés, and was bought
by the emperor Napoleon III (1808—73), who
gave Cabanel several prestigious commissions.

Cabel. See ARENTSZ.

cabinet painting. Term applied to small *easel
paintings intended to be viewed at close range.
It has no precise limits—Rudolf *Wittkower
(Art and Architecture in Italy 1600—1750) uses the
term of *Caravaggio’s 2-m.-wide Supper at
Emmaus (NG, London)—but is often applied, for
example, to 17th-cent. Dutch *genre paintings,
which were usually painted to fit into un-
pretentious bourgeois interiors.

Cadmus, Paul (1904— ). American painter.
Both his father and his mother were commercial
artists. After working for an advertising agency
he did murals during the 1930s for the *Federal
Art Project, but is best known for smaller-scale
work in which he comments satirically on
American life. He favours *tempera painting in
a highly polished and precise style that has been
called *Magic Realism.

Caffieri. Family of sculptors, bronze-workers,
and decorators, of Italian origin, who worked
in Paris under Louis XIV, XV, and XVI. The
best known are Philippe I (1634-1716), who
worked on the decoration of the *Louvre
under *Lebrun, his son Jacques (1678-1735),
Philippe II (1714-74), son of Jacques, and
Jean-Jacques (1725—92), another son of Jacques.
Jacques and his son Philippe II were considered
the outstanding bronze-founders of Louis XV’s
reign (1715—74) and in turn held the title of
Sculptor, Founder, and Chaser to the King.
They worked mainly on small ornamental
pieces, whereas Jean-Jacques was best known
for lively portrait busts, which in his day were
second in popularity only to those of *Houdon.

Cahill, Holger. See FEDERAL ART PROJECT.

Caillebotte, Gustave (1848-94). French
painter and collector. A naval architect by

profession, he was also a prolific painter of
contemporary subjects, town and country
views, still lifes, and boating scenes. He exhibited
at five of the *Impressionist exhibitions, but is
better known as a patron than as a painter,
although his Paris, A Rainy Day (Art Institute of
Chicago, 1877) has become a much reproduced
favourite. He bought pictures from the other
Impressionist painters and on his death be-
queathed his collection of sixty-five pictures to
the State. Against the opposition of various
academic artists representing the taste of the
Ecole des *Beaux-Arts and the official *Salon
(*Gérome called the works offered ‘filth’),
thirty-eight of the pictures were accepted after
much wrangling and formed the nucleus of the
Impressionist collection of the Luxembourg
Museum. They were transferred to the *Louvre
in 1928 and are now in the Musée d’Orsay.

Calabrese, Il Cavaliere. See PRETI, MATTIA.
Calcar, Jan Joest van. See JOEST.

Caldecott, Randolph (1846-86). English
graphic artist and water-colour painter, best
known for his illustrations to children’s books,
beginning with William Cowper’s John Gilpin
(1878). He died in Florida and from 1938 the
Caldecott Medal has been awarded to ‘the artist
of the most distinguished American picture
book for children’.

Calder, Alexander (1898-1976). American
sculptor and painter, famous as the inventor
of the *mobile. His grandfather, Alexander
Milne Calder (1846-1923), and his father,
Alexander Stirling Calder (1870—1945) were
sculptors and his mother was a painter, but he
began to take an interest in art only in 1922,
after studying mechanical engineering. In 1923
he enrolled at the School of the Art Students’
League, New York, where George *Luks and
John *Sloan were among the teachers. Calder
and his fellow students made a game of rapidly
sketching people on the streets and in the
subway and Calder was noted for his skill in
conveying a sense of movement by a single
unbroken line. From this it was but a step to
his wire sculptures, the first of which—a sundial
in the form of a cockerel—was done in 1925.
In 1927 he made moving toys for the Gould
Manufacturing Company and small figures of
animals and clowns with which he gave circus
performances in his studio.




During the 1930s Calder became known both
in Paris and in America for his wire sculpture
and portraits, his abstract constructions, and his
drawings. In 1931 he joined the *Abstraction-
Création association and in the same vyear
produced his first non-figurative moving con-
struction. The constructions, which were moved
by hand or by motor-power, were baptized
‘mobiles’ in 1932 by Marcel *Duchamp, and
*Arp suggested ‘stabiles’ for the non-moving
constructions in the same year. It was in 1934
that Calder began to make the unpowered
mobiles for which he is most widely known.
Constructed usually from pieces of shaped and
painted tin suspended on thin wires or cords,
these responded by their own weight to the
faintest air currents and were designed to take
advantage of effects of changing light created
by the movements. They were described by
Calder as ‘four-dimensional drawings’, and in
a letter to Duchamp written in 1932 he spoke
of his desire to make ‘moving Mondrians’.
Calder was in fact greatly impressed by a visit
to *Mondrian in 1930, and no doubt envisaged
himself as bringing movement to Mondrian-
type geometrical abstracts. Yet the personality
and outlook of the two men were very different.
Calder’s pawky delight in the comic and fant-
astic, which obtrudes even in his large works,
was at the opposite pole from the messianic
seriousness of Mondrian.

Calder continued to do both mobiles and
stabiles until the 1970s, sometimes combining
the two into one structure. Some of these works
are of very large dimensions: the motorized
hanging mobile Red, Black, and Blue (1967) at
Dallas airport is 14 m. wide. Calder’s mobiles
were among the forerunners of *Kinetic art
and his great reputation depended in part on
the fact that he was among the first to in-
corporate real movement into sculptural art. He
concentrated chiefly, however, on free and
uncontrolled movement rather than the care-
fully planned and controlled movements—
planned even when they incorporated an ele-
ment of chance—with which later Kinetic artists
have been mainly concerned. He also worked
in a variety of other fields, painting *gouaches
and designing, for example, rugs and tapestries.

Callcott, Sir Augustus Wall (1779-1844).
English painter, a pupil of *Hoppner. He
became the most fashionable English landscape
painter of his day, and was knighted in 1837.
His early work had some freshness, which later
subsided into a conventional Italianate manner
with a carefuliy modulated reflection of
*Turner, for the satisfaction of the larger public
who could not yet stomach either Turner
himself or *Constable. In 1827 he married
Maria Graham (née Dundas, 1785-1842), au-
thor of Little Arthur’s History of England (1835)
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and numerous books on topography and paint-
ing, and the two formed a society salon for
artistic London.

Callimachus. Greek sculptor of the late sth
cent. BC. His work is not known in the original
or in any certain copies, but his fame in ancient
writings has led to a number of works being
associated with his name. He is said to have
pioneered the use of the drill in sculpture and
his style was graceful and fastidious, but some
critics considered that his labours were excess-
ive and he was known as catatexitechnus (the
one who spoils his art by overelaboration).
According to a well-known story, he invented
the Corinthian *capital after seeing some acan-
thus leaves growing around a basket on a girl’s
grave; as the earliest known Corinthian capital
dates from about 425 BC, at the time Callimachus
flourished, there may be some truth in the
legend.

Callistratus. Greek writer, the author of a
book of Descriptions of ancient statues in the
manner of the Imagines of *Philostratus. Cal-
listratus, who is known only through this book,
is believed to have written in the latter part of
the 3rd cent. Ap. His descriptions are exercises
in rhetonical skill rather than sources for the
history of art.

Callot, Jacques (1592/3-1635). French en-
graver and draughtsman. He went to Italy when
he was in his teens and, working in Rome and
then in Florence at the court of the Grand Duke
Cosimo Il (1590—-1621), he learnt to combine
the sophisticated techniques and exaggerations
of late *Mannerism with witty and acute obser-
vation into a brillantly expressive idiom.
Returning to France in 1621 he became one
of the chief exponents of the bizarre and *grot-
esque which came into vogue in the reign of
Louis XIII (1601—43). Most of the remainder of
his career was spent in his native Nancy, but
he also worked in Paris and the Low Countries.
He made a speciality of beggars and deformities,
characters from the picaresque novel and the
Italian commedia dell’ arte. In this respect he comes
close to *Bellange, also active in Nancy, but
Callot’s style was more realistic. His last great
work, the series of etchings entitled the Grandes
Miséres de la Guerre, followed the invasion of
Lorraine by Cardinal Richelieu in 1633, and is
a harrowing depiction of the atrocities of war;
its themes and imagery were used as a source
by *Goya. Callot’s output was prodigious; more
than a thousand etchings and more than a
thousand drawings by him are extant, and some
of his plates are large, featuring scores of
brilliantly arranged figures. He was one of the
greatest of all etchers and one of the first
major creative artists to work exclusively in the
*graphic arts.
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calotype. The first photographic process for
producing multiple prints from a single negative
image. It was invented by the English scientist
William Henry Fox Talbot (1800—77) in 1839
and was sometimes known as Talbotype (see
also DAGUERREOTYPE).

Calraet, Abraham. See cuyp.

Calvaert, Denys (called Dionisio Flammingo)
(c.1540-1619). Flemish painter from Antwerp
who emigrated to Italy in about 1562 and
remained there for the rest of his life. Calvaert
settled in Bologna, and although his work is
in an undistinguished *Mannerist style, he
played an important role as a teacher. He
established an *academy in 1572 and had more
than 100 pupils, among whom were some of
the most distinguished artists of the Bolognese
School—*Albani, *Domenichino, and *Reni.
The more celebrated academy of the *Carracci
was probably inspired by Calvaert’s.

calvary. A sculptural representation of the scene
of Christ’s crucifixion on the hill of Calvary,
or Golgotha, outside Jerusalem. The term is
sometimes applied to any wayside crucifix or
to chapels with a series of carvings of the Passion
of Christ, but is more appropriate to groups of
figures which represent or symbolize the whole
scene, such as those found in the open air in
Brittany, dating from the late 15th cent. to the
early 17th cent. Some are extremely simple,
others include great numbers of figures variously
arranged, usually on one or more stone bases.
The remarkable concentration of calvaries in
Brittany is unexplained, but it is clear that only
in a remote and isolated region could the
creation of works which are essentially medieval
have persisted so late. According to one theory
the Breton calvaries are translations into stone
of the medieval mystery plays in which scenes
from the life of Christ were re-enacted in front
of the churches.

Calvert, Edward (1799-1883). English painter
and engraver. After five years in the navy, he
began to study art in 1820 at Plymouth and
then in London, coming into contact with
*Fuseli, Samuel *Palmer, who became his
lifelong friend, and *Linnell, who introduced
him to *Blake. He became one of the * Ancients,
and under the influence of Blake his imagination
was fired, like that of others in the group, to
a poetic fervour which was unable to survive
the death of the master. The tiny water-colour
The Visionary City (BM, London) is perhaps
the finest of the visionary works he produced
during this period. In his later career he painted
mostly in oils on paper and after visiting Greece
in 1844 developed a sentimental pseudo-Hellenic
arcadianism.

camaieu. A painting executed in several shades
of a single colour; it is distinct from *grisaille,
which is grey or greyish.

Camaino, Tino di. See TINO DI CAMAINO.

Cambiaso, Luca (1527-85). Genoese painter.
He was a precocious artist (his highly ac-
complished frescos in the Doria Palace, now
the Prefettura, in Genoa were done in 1544,
when he was only 17) and he became the
dominating figure in 16th-cent. Genoese paint-
ing. His style derives from *Michelangelo in
the massiveness of his figures and *Correggio
in the softness of his modelling, but the use of
dry paint and the simplification of forms are
his own. The latter is particularly noticeable in
his drawings, which often utilize geometrical
forms that give them a superficially *Cubist
look. Another curious instance of antecedence
is apparent in his night scenes, which have been
claimed as sources for Georges de *La Tour,
even though it is not clear by what route they
could have become known to him. In 1583
Luca accepted an invitation from Philip II of
Spain to decorate the *Escorial. He died there
in 1585 and was succeeded by Federico *Zuccaro
and then Pellegrino *Tibaldi.

Camden Town Group. Group of British
painters formed in 1911 who took their name
from the drab working-class area of London (as
it was then) made popular as a subject by
*Sickert. In addition to being the prime in-
spiration of the group, Sickert suggested the
name. The leading members were Robert
*Bevan, Harold *Gilman, Charles *Ginner, and
Spencer *Gore; others included Duncan *Grant,
Augustus *John, and Lucien *Pissarro. These
artists were very different in their aims and
styles. What they had in common was dislike
for the romantic idealizations of the *Royal
Academy and an inclination towards descriptive
*realism in the depiction of ordinary things.
Their subjects included not only street scenes in
Camden Town, but also landscapes, portraits,
interiors, and still lifes; their use of bold, flat
colour was one of the earliest responses by
British artists to the influence of *Post-
Impressionism.

The Camden Town Group held two ex-
hibitions at the Carfax Gallery in 1911 and a
third in 1912. As the gallery then declined to
put on more group exhibitions, they merged
with a number of smaller groups to form the
*London Group in November 1913. The new
body organized a collective exhibition in
Brighton at the end of 1913, but although the
exhibition was advertised under the name of
the Camden Town Group, it may be regarded
rather as the first exhibition of the London
Group (see also CUMBERLAND MARKET GROUP).
The chief collector of the works of the group
was Robert Alexander Polhill Bevan, son of the



painter. Part of his collection was bequeathed
to the *Ashmolean Museum, Oxford, which
organized an exhibition of the bequest in 1975.

cameo. Engraved work on gemstones, glass,
paste, ceramics, or similar materials in which
the surrounding ground is cut away so that the
design stands up in *relief above the surface. It
is the opposite of *intaglio. More specifically,
the term is often applied to a small relief carving
cut in a banded or multicoloured gemstone,
such as an agate, in such a way as to exploit
the effect of the different layers of colour.

camera lucida (Latin: ‘light chamber’). An
apparatus for drawing and copying, patented in
1807 by William Hyde Wollaston (1766-1828),
a well-known man of science. It received this
misleading name—for it is not a ‘chamber’ at
all—because it performed the same function as
the *camera obscura, but in full daylight. It
consists essentially of a prism on an adjustable
stand. The draughtsman sets the prism between
his eye and the paper in such a way that he can
see an image of the object apparently lying on
the paper and can trace its outline. Various
refinements were added to the basic format,
including a lens to aid focusing and a system
of mirrors to enable it to be used with a
microscope.

camera obscura (Latin: ‘dark chamber’). An
apparatus which projects the image of an object
or scene on to a sheet of paper or ground glass
so that the outlines can be traced. It consists of
a shuttered box or room with a small hole or
lens in one side through which light from a
brightly lit scene enters and forms an inverted
image on a screen placed opposite the opening.
The optical principle is essentially that of the
photographic camera. For greater convenience
a mirror is usually installed, which reflects the
image the right way up on to a suitably placed
drawing surface. The principle was known as
early as Aristotle and medieval astronomers
found the device helpful in observing solar
eclipses. *Vasari refers to an invention of *Al-
berti’s which sounds like the earliest camera
obscura as an instrument for drawing, but the
first written account of its use for drawing
must be ascribed to Giambattista della Porta, a
physician of Naples. His description in his work
on popular science, Magiae Naturalis (1558), did
much to make the device widely known. In
1679 the architect and scientist Robert Hooke
(1635—1703) built a transportable apparatus for
landscape painters and by the 18th cent. the
camera obscura had become a craze. Both
amateurs and professionals—such as *Cana-
letto—were using it for topographical painting,
and we hear of an apparatus, somewhat like a
sedan chair, inside which the artist could sit and
draw, at the same time actuating bellows with
his feet to improve the ventilation. More modest
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versions were casily portable and even pocket-

able.

Campagnola, Giulio (c.1482—.1518). Italian
artist, active mainly as an engraver. Born in
Padua, he trained under *Mantegna in Mantua,
and by 1499 was attached to the ducal court at
Ferrara. In 1509 he was in Venice and it is
with this city that he is chiefly associated, his
engravings of idyllic landscape subjects playing
a major role in spreading the style of *Giorgione
and *Titan. His many copies after *Diirer
likewise disseminated knowledge of this artist
in Italy.

Giulio’s pupil and adopted son, Domenico
(1500—after 1552), made some engravings in the
manner of his master but became better known
as a painter and draughtsman. He sold his
drawings (mainly landscapes) as finished com-
positions, sometimes passing them off as the
work of Titian. In the 15205 he moved to Padua
and became the city’s busiest painter.

Campania, Pedro de (1503—80). Netherlandish
painter, active mainly in Seville and known by
the Spanish form of his name rather than the
Flemish one, Pieter de Kempeneer. Before
settling in Seville he had worked in Italy and
he exercised a strong influence in Andalusia as
a pioneer of *Mannerism and the style of
*Raphael. The Descent from the Cross (1547) is
typical of his style and one of several examples
of his work in Seville Cathedral. In 1562 he left
Spain to direct a tapestry factory at Brussels,
his native city.

Campen, Jacob van (1595—1657). Dutch archi-
tect and painter. He was the greatest Dutch
architect of the 17th cent. and occupied a
role in his country" similar to that of his
contemporary Inigo *Jones in England by in-
troducing a fully mature Classical style; the
diplomat Constantin Huygens (1596-1687) de-
scribed him as the man ‘who vanquished Gothic
folly with Roman stateliness and drove old
heresy forth before an older truth’. His most
important building is Amsterdam Town Hall
(begun 1648), a triumphant symbol of the city
during its greatest period. The building was
richly decorated; Artus *Quellin I led a team
of sculptors, and *Rembrandt was among those
who provided paintings, although his Conspiracy
of Julius Civilis (Nationalmuseum, Stockholm,
1661—2) was removed soon after installation and
replaced with a picture by his pupil Juriaen
Ovens (1623—78). Van Campen’s other buildings
include the beautiful *Mauritshuis in The Hague
(1633—s), designed as a royal palace and now
a celebrated picture gallery. As a painter he
concentrated on historical and decorative work
and was one of the team, including *Jordaens
and *Lievens, who worked on the decoration
of the Huis ten Bosch, the royal villa on the
outskirts of The Hague.
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Camphuysen, Govert (1623/4—72). Dutch
painter of bucolic landscape and *genre scenes,
cows, and rustic lovers in a style influenced by
Paulus *Potter. In 1652—63 he was in Sweden
and in 1655 was made court painter at Stock-
holm. Most of the rest of his career was spent
in Amsterdam. He is represented at Dulwich
College Picture Gallery and in the Wallace
Collection, London. His brother Raphael
(1598—1657) painted moonlight and winter
scenes in the style of Aert van der *Neer.

Campin, Robert. See MASTER OF FLEMALLE.

Canadian Group of Painters. A group of
20th-cent. Canadian artists formed in Toronto
as a successor to the *Group of Seven. Its policy
was ‘to encourage and foster the growth of art
in Canada which has a national character’. Its
first exhibition was held in Atlantic City, New
Jersey, in the summer of 1933 and its second at
the Art Gallery of Toronto in the following
November. The group expanded and many of
the best-known Canadian artists exhibited with
it from the 1930s to the 1960s. It was disbanded
in 1969.

Canaletto (Giovanni Antonio Canal) (1697—
1768). Venetian painter, the most famous view-
painter of the 18th cent. He began work painting
theatrical scenery (his father’s profession), but
he turned to topography (see VEDUTA) during a
visit to Rome in 1719—20, when he was in-
fluenced by the work of Giovanni Paoclo *Pan-
ini. By 1723 he was painting dramatic and
picturesque views of Venice, marked by strong
contrasts of light and shade and free handling,
this phase of his work culminating in the
splendid Stone Mason’s Yard (NG, London,
€.1730). Meanwhile, partly under the influence
of Luca *Carlevaris, and largely in rivalry with
him, Canaletto began to turn out views which
were more topographically accurate, set in a
higher key, and with smoother, more precise
handling—characteristics that mark most of his
later work. At the same time he became more
prolific as a draughtsman, mainly in pen and
ink, and began painting the ceremonial and
festival subjects which ultimately formed an
important part of his work. His patrons were
chiefly English collectors, for whom he some-
times produced series of views in uniform size.
Conspicuous among them was Joseph Smith
(1682—1770), an English merchant in Venice,
appointed British Consul there in 1744. It was
perhaps at his instance that Canaletto enlarged
his repertory in the 1740s to include subjects
from the Venetian mainland and from Rome
(probably based on drawings made during his
visit as a young man), and by producing
numerous *capricci. He also gave increased
attention to the graphic arts, making a re-
markable series of etchings, and many drawings
in pen, and pen and wash, as independent works

of art and not as preparation for paintings. This
led to changes in his style of painting, increasing
an already well-established tendency to become
stylized and mechanical in handling. He often
used the *camera obscura as an aid to
composition.

In 1746 he went to England, apparently at
the suggestion of Jacopo *Amigoni. For a time
he was very successful, painting views of London
and of various country houses. Subsequently,
with declining demand, his work became in-
creasingly lifeless .and mannered, so much so
that rumours were put about, probably by
rivals, that he was not in fact the famous
Canaletto but an impostor. In 1755 he returned
to Venice and continued active for the remainder
of his life. Legends of his having amassed a
fortune in Venice are disproved by the official
inventory of his estate on his death. Before this,
Joseph Smith had sold the major part of
his paintings to George III (1738-1820), thus
bringing into the royal collection an unrivalled
group of Canaletto’s paintings and drawings.
Added to examples in English public and private
collections this makes England incomparably
richer in his work than any other country.

Canaletto was highly influential in Italy and
elsewhere. His nephew Bernardo *Bellotto took
his style to Central Europe and his followers
in England included William *Marlow and
Samuel *Scott. Even in its mechanical phases
his work is much more than a mere factual
record; and by his unobtrusive skill in design,
and his power of suffusing his work with light
and air, he may justly be regarded as one of
the precursors of 19th-cent. landscape painting.

Candlelight Master. See BIGOT.

Cano, Alonso (1601—67). Spanish sculptor,
painter, architect, and draughtsman, sometimes
called ‘the Spanish *Michelangelo’ because of
the diversity of his talents. He was born and
died in Granada, and worked there and in
Seville and Madrid. His movements were partly
dictated by his tempestuous character, for more
than once he fled or was expelled from the city
he was working in (once for the suspected
murder of his wife). In spite of his violent
temperament, his work tends to be serene and
often sweet. He studied painting in Seville with
*Pacheco (*Velazquez was his fellow-student)
and sculpture with *Montaniés, and stayed in
the city from 1614 to 1638, when he moved to
Madrid to become painter to the Count-Duke
Olivares (1587-1645) and was employed by
Philip IV (1605—65) to restore pictures in the
royal collection. Thus he became acquainted
with the work of the 16th-cent. Venetian
masters, whose influence is apparent in his later
paintings; they are much softer in technique
than his earlier pictures, which are strongly lit
in the manner of *Zurbarin. From 1652 he



worked mainly in Granada, where he designed
the fagade of the cathedral (1667), one of the
boldest and most original works of Spanish
*Baroque architecture. He was ordained a priest
in 1658, as this was necessary for him to further
his career at Granada Cathedral. The cathedral
has several of his works in painting and sculp-
ture, including a *polychrome wooden statue
of the Immaculate Conception (1655) that is
sometimes considered his masterpiece; he is also
well represented in Granada Museum.

Canova, Antonio (1757—-1822). Italian
sculptor. He was the most successful and the
most influential sculptor of the *Neoclassical
movement, outdoing even *Thorvaldsen and
*Flaxman in international fame and prestige.
Born in Possagno, near Treviso, he began his
career as a stonemason and took up sculpture
after he moved to Venice in 1768. His carly
work is lively and naturalistic (Daedalus and
Icarus, Museo Correr, Venice, 1779), but after
he settled in Rome in 1781 his style became
graver and thoroughly imbued with *antique
influence. Theseus and the Minotaur (V& A, Lon-
don, 1781-3) was his first major work in Rome,
and he soon followed this with the prestigious
commission for the tomb of Pope Clement XIV
in SS. Apostoli (1783—7). After this Canova
never looked back. He ran a large studio and
worked for a galaxy of European notables,
including Napoleon (who tried unsuccessfully
to bring him to Paris), the Duke of Wellington,
and Catherine the Great of Russia; his portrait
of Napoleon’s sister (Pauline Borghese as Venus,
Borghese Gal,, Rome, 1805—7) is one of his
most celebrated works, a marble equivalent to
*David’s Madame Récamier. Canova worked
much for the papal court and in 1815 he became
the Pope’s representative in recovering works
of art looted by Napoleon; on his visits to Paris
and London he was féted. In 1816 he was
created Marchese d'Ischia by the Pope and he
retired to Possagno, where he built a studio that
is now a museum devoted to him. Canova was
immensely influential and was renowned for his
generosity to young sculptors. He went out of
favour during the *Romantic period, when his
work seemed cold and static, but his reputation
has greatly revived in the 20th cent. His work,
in fact, was always much more individual than
that of many of his Neoclassical contemporaries
and he placed great importance on the personal
handling of his material, whether it was marble
or clay.

canvas. A woven cloth used as a *support for
painting. The best-quality canvas is made of
linen; other materials used are cotton, hemp,
and jute. It is now so familiar a material that
the word ‘canvas’ has become almost a synonym
for an *oil painting, but it was not until around
1500 that it began to rival the wooden *panel
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(which was more expensive and took longer to
prepare) as the standard support for movable
paintings. Canvas is not suitable for painting on
until it has been coated with a *ground, which
isolates the fabric from the paint; otherwise it
will absorb too much paint, only very rough
effects will be obtainable, and parts of the fabric
may be rotted by the *pigments. It must also
be made taut on a *stretcher or by some other
means. Nowadays both grounding and stretch-
ing are done in the factory, and in that order;
but until the 19th cent. the stretching was done
first, with the result that on an old canvas the
ground ends where the canvas turns over the
edge of the stretcher.

canvas board. Sheet of cardboard or pasteboard
covered with sized and primed cloth, usually
cotton. It was first made commercially in the
second half of the 19th cent. and is chiefly used
by amateurs as a cheap substitute for canvas or
for outdoor sketching. Owing to the doubtful
quality of the materials used in some com-
mercially prepared canvas boards, professional
artists have usually preferred to prepare their
own boards.

Capek, Josef (1887-1945). Czech painter,
graphic artist, designer, and writer. He was a
member of the group of avant-garde artists
formed in Prague in 1911 by Otto *Gutfreund
and Emil *Filla with the object of combining
*Cubism and German *Expressionism into a
new national artistic style. The Expressionist
current in his work prevailed. Like his brother,
the celebrated writer Karel Capek (several of
whose books he illustrated), he was deeply
concerned with fundamental moral and social
questions. They both fervently opposed the
threat from Nazi Germany in the 1930s; Karel
died the year before the Second World War
began, but Josef lived to see its full horrors and
died in a concentration camp.

capital. In architecture, the crowning feature
of a column, forming a transition between the
shaft of the column and the member it supports.
Capitals are often more or less elaborately
carved with figurative or decorative elements
(and sometimes painted) and in Classical archi-
tecture the various types of capitals mark the
most obvious distinctions between the different
‘Orders’.

Cappelle, Jan van de (c.1624—79). Dutch
marine and landscape painter. He was a
wealthy Amsterdam dyer who taught himself
to paint during his spare time, but there is
nothing of the Sunday painter in his work.
Typically his paintings show handsome vessels
on calm rivers or seas; they have a grandeur of
composition, a limpid quality of light, and an
exquisite silver-grey tonality that places them
among the finest marine paintings of any time
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or place. Cappelle also painted winter landscapes
and beach scenes. His work 1is rare; the best
collection is in the National Gallery in London.
He was affluent enough to make a distinguished
art collection: he owned works by *Rubens,
*Brouwer, van *Dyck, *Jordaens, Hercules
*Seghers, Simon de *Vlieger (who influenced
his own work), and about 500 of *Rembrandt’s
drawings. Rembrandt and *Hals are said to
have painted his portrait.

capriccio. Italian term meaning ‘caprice’ that
can be applied to any fantasy subject, but is
most commonly used of a type of townscape
popular in the 18th cent. in which real buildings
are combined with imaginary ones or are shown
with their locations rearranged. *Canaletto and
*Guardi often painted pictures of this type, and
there is a painting by William *Marlow in the
Tate Gallery showing St Paul’s Cathedral above
a Venetian canal. *Goya's Los Caprichos are
etchings of fantastic subjects of a completely
different kind.

Caracciolo, Giovanni Battista (called Bat-
tistello) (1578-1635). Neapolitan painter. He
was one of the greatest of *Caravaggio’s fol-
lowers, and his powerful work was an important
factor in making Naples a stronghold of the
Caravaggesque style. The decisive impact that
Caravaggio made on his style can be seen from
his Liberation of St Peter (1608—9) painted for
the same church (the Chiesa del Monte della
Misericordia, still in situ) as the master’s Seven
Acts of Mercy. It shows how Caracciolo, unlike
so many of the *Caravaggisti, looked beyond
the obvious trademarks of Caravaggio’s style,
emulating it in depth of feeling as well as in
mastery of dramatic light and shade. He visited
Rome and Florence in the second decade of the
century and his later work shows a more
Classical strain, influenced perhaps by the *Car-
racci. Unusually for a Caravaggesque artist he
was an accomplished fresco painter, and his
finest late works are decorations in the Certosa
di S. Martino in Naples, finished in 1631.

Caravaggio, Michelangelo Merisi da (1571—
1610). The most original and influential Italian
painter of the 17th cent., named after his native
town near Bergamo. His early experience of
the works of *Lotto, *Savoldo, and the Vene-
tians was more significant than his actual train-
ing under Simone Peterzano, a weak pupil of
*Titian. By 1592 he was in Rome, where,
apart from the frequent scandals caused by his
tempestuous character, he was criticized for his
Venetian method of working in oils directly
from the natural model on to the canvas,
without the careful preparations traditional in
central Italy.

Two phases in the Roman phase of Cara-
vaggio’s career can be distinguished: an early
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experimental period (c.1592—9) and a mature
period (1599—1606) in which he carried out
several large commissions. The early works are
usually small pictures of non-dramatic subjects
with half-length figures, a preponderance of
still life, and a frankly homo-erotic character,
e.g. the Young Bacchus (Ufhizi, Florence, ¢.1595)
and Boy with a Fruit Basket (Borghese Gal,
Rome, c.1595). Subsequently his figures gain
greater plasticity, becoming clearly articulated
and painted in rich deep colours with strongly
accentuated shadows (The Supper at Emmaus,
NG, London, ¢.1598—1600).

The second Roman period began with a
commission (probably gained through his first
noteworthy patron, the hedonistic Cardinal
Francesco Del Monte) for the Contarelli Chapel
in S. Luigi dei Francesi (Calling of St Matthew
and Martyrdom of St Matthew, 1599—-1600), in
which Caravaggio’s extraordinary advance in
mastery of construction and ability to handle
dramatic action was achieved only after great
effort, as X-rays of the paintings make clear.
The altarpiece of St Matthew and the Angel was
rejected because it was thought to lack decorum,
but it was bought by the Marchese Vincenzo
*Giustiniani, one of the most important patrons
in Rome, who also paid for the replacement.
(The first altarpiece was formerly in Berlin, but
was destroyed in the Second World War; the
replacement is still in situ. Both were painted
in 1602.) Meanwhile Caravaggio had embarked
on his second great public commission—two
paintings for the Cerasi Chapel in Sta Maria
del Popolo (Crucifixion of St Peter and Conversion
of St Paul, 1600-1), which are astounding in
the economy of their elements, the force of the
pictorial vision, and the new way of seeing old
subjects. The Contarelli Chapel and Cerasi
Chapel paintings changed the direction of Cara-
vaggio’s work, for thenceforth he devoted
himself almost exclusively to large-scale re-
ligious pictures, among them the Entombment
(Vatican, 1602—4), Madonna di Loreto (S. Ago-
stino, Rome, 1603—5), Madonna de’ Palafrenieri
(Borghese Gal., Rome, 1605), and The Death of
the Virgin (Louvre, Paris, 1605—6). The last two
were again refused on grounds of decorum or
theological incorrectness. Despite this mis-
understanding of his work, Caravaggio was not
without powerful supporters and his rejected
paintings found ready secular buyers.

Caravaggio fled from Rome in 1606 after
killing a man in a brawl over a wager on a
tennis match, and spent the last four years of
his life wandering from Naples to Malta and
Sicily, and back to Naples again. He continued
to paint large religious compositions in a new
style shorn of all inessentials: little colour,
thinly applied paint, the crowded drama and
movement of the late Roman works replaced
by a moving silence and contemplativeness.




Remarkable among these is The Beheading of St
John the Baptist (Valetta Cathedral, Malta, 1608),
a work of the utmost tragic power. Caravaggio
was not yet 40 when he died from malarial
fever while returning to Rome in hope of a
pardon, but his last works have all the ineffable
qualities of the late works of an aged genius.
His short but intense activity is remarkable for
its rapid development, and for its impact on
painting throughout Europe. He had no pupils,
but a legion of followers (the *Caravaggisti),
and his work, together with that of the *Car-
racci, revived Italian painting from the nebulous
unreality of late 16th-cent. *Mannerist art.

Caravaggio continued to be a famous name
throughout the 17th cent., but he was regarded
by many as an ‘evil genius’ (in the words of
Vincenzo *Carducho, writing in 1633), whose
influence on other artists was pernicious. *Ba-
glione (1642) wrote that ‘Some people consider
him to have been the very ruination of painting,
because many young artists, following his ex-
ample, simply copy heads from life without
studying the fundamentals of drawing and the
profundity of art . . . and are . . . incapable of
putting two figures together or of composing
a story because they do not understand the high
value of the noble art of painting.’ In a similar
vein, *Bellori (1672) wrote that “There is no
question that Caravaggio advanced the art of
painting because he came upon the scene at a
time when realism was not much in fashion
and when figures were made according to
convention and manner and satisfied more the
taste for gracefulness than for truth’, but he
thought that he ‘debased the majesty of art’,
and because of him ‘everyone did as he pleased,
and soon the value of the beautiful was dis-
counted. The *antique lost all authority, as did
*Raphael ... some artists began to revel in filth
and deformity.” Interest in Caravaggio declined
in the 18th cent. (he is not mentioned in
*Reynolds’s Discourses), but revived in the mid
19th cent. By this time his rejection of ideal
beauty could be seen to have the advantage of
truth, although there were still those, like
*Ruskin, who saw in him ‘perpetual seeking
for and feeding upon horror and ugliness,
and filthiness of sin’ (Modern Painters, vol. 1,
1846). Serious historical research on him began
in the early years of the 20th cent., since when
he has attracted an enormous amount of critical
commentary and speculation, so much so that
Ellis *Waterhouse has written that ‘the innocent
reader of art-historical literature could be for-
given for supposing that his place in the history
of civilization lies somewhere in importance
between Aristotle and Lenin.’

Caravaggisti. Term applied to painters who
imitated the style of *Caravaggio in the early
17th cent. Caravaggio’s methods, particularly
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his emphatic use of *chiaroscuro in the interests
of dramatic *realism, had extraordinary in-
fluence in Rome in the first decade of the 17th
cent., on both Italian painters and artists from
other countries, who flocked to what was then
the artistic capital of Europe. His fame was
already widespread by 1604, when Karel van
*Mander, in Haarlem, wrote of ‘Michelangelo
da Caravaggio, who is doing extraordinary
things in Rome’. The most prominent of the
Italian Caravaggisti included Orazio *Gen-
tileschi, one of the few followers to have close
personal contact with the master, and Bartol-
ommeo *Manfredi, who popularized tavern and
guard room scenes, subjects that Caravaggio
himself had not painted. In Naples, where Cara-
vaggio moved to in 1606, *Caracciolo,
Artemisia *Gentileschi, and *Ribera, a Spaniard
by birth, ensured that the style took firm root.
In Rome, Caravaggism went out of favour in
the 1620s, but it persisted elsewhere in Italy,
and in other parts of Europe, particularly
in Sicily (which Caravaggio visited), Utrecht,
and Lorraine, lingering into the 1650s in all
three places. *Baburen, *Honthorst, and *Ter-
brugghen were the three most important artists
in making Utrecht the Dutch centre of Cara-
vaggism, and in Lorraine George de *La Tour
perfected perhaps the most personal and poetic
interpretation of the style. Few major painters
worked in a Caravaggesque style throughout
their careers; some, such as Guido *Reni, had
a brief flirtation with it, while others, such as
Honthorst (who became a court portraitist) had
a complete change of direction. Caravaggism
was, however, a phenomenon of great import-
ance, and echoes of it can be found in the
work of some of the giants of 17th-cent. art:
*Rembrandt, *Rubens, and *Velizquez.

cardboard. A thin but stiff board made from
paper pulp or sheets of paper, sometimes used
as a *support for paintings. Some of *Etty’s
finest nudes were painted on the type called
millboard. A large number of the best works
of *Toulouse-Lautrec are on cardboard as, also,
are many paintings by *Bonnard and *Vuillard.
Twentieth-century painters have used cardboard
which was *sized but not *primed.

Carducho, Vincente (c.1576-1638). Spanish
painter and writer on art. He was a Florentine
by birth (his name was originally Vincenzo
Carducci), but he settled in Spain when he was
9, when his brother, Bartolomé Carducho
(born Bartolommeo Carducci, c.1569—1608),
went to the *Escorial in 1585 as assistant to
Eederico *Zuccaro. Vincente was appointed a
court painter in Madrid in 1609, and had a
successful and prolific career, but he is now
remembered mainly for his book Didlogos de la
Pintura (1633). In this he defended the heroic
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Italian tradition (championing *Michelangelo
in particular), and excoriated the naturalism of
*Caravaggio. In a sense this was an attack
on *Velazquez, who had completely eclipsed
Carducho at court. Bartolomé Carducho also
had a successful career in Spain, becoming a
court painter in 1598 and working on royal
commissions in Madrid, Segovia, and Valla-
dolid. He painted in oils and fresco, and was
influential in introducing Italian ideas to Spain.

caricature. A form of art, usually portraiture,
in which characteristic features of the subject
represented are distorted or exaggerated for
comic effect. The term is sometimes used more
broadly to denote other forms of pictorial bur-
lesque, *grotesque or ludicrous representation,
such as the grotesque heads of *Leonardo. The
invention of caricature in the more limited sense
is usually credited to Annibale *Carracci, who
defended it as a counterpart to idealization (see
IDEAL): just as the serious artist penetrates to the
idea behind appearances, so the caricaturist also
brings out the essence of his victim, the way
he should look if Nature wholly had her way.
Many other painters of the Bolognese School,
such as *Guercino and *Domenichino, were
brilliant caricaturists, but the greatest master
of economy and expression was *Bernini,
who demonstrated his skill before Louis XIV.
A generation or so later Pier Leone Ghezzi
(1674—1755) became probably the first artist to
earn a substantial part of his living as a carica-
turist, specializing in portrayals of the many art
lovers who congregated in Rome. Political
caricature as we know it today emerged in the
last three decades of the 18th cent. and was
perfected as a distinct genre by the verve and
skill of such masters as *Gillray and *Rowland-
son, in whose coarse, licentious, and unbridled
satires on the personalities of the day the comic
likeness of a Pitt, a Fox, or even of George III
was distilled into a recognizable stereotype.
These masters had imitators but no equals in
other European countries, and English caricature
remained in the lead until the gentler atmo-
sphere of early Victorian culture diverted the
energies of masters such as George *Cruikshank
into humorous illustrations, while the weekly
cartoon of Punch, sometimes humorous, some-
times rhetorical, institutionalized political
caricature for the middle-class home. At the
same time Ghezzi’s genre of genteel portrait
caricature was revived in the pages of the
periodical Vanity Fair.

It was in France that the political tensions of
the 19th cent. produced the greatest master of
the genre, *Daumier, who worked for La
Caricature and Le Charivari, a weekly and a
daily which remorselessly campaigned against
Louis Philippe (1773-1850), transforming his fat
face into the famous image of a pear.

Many great artists of the 18th and 19th cents.

produced caricatures either as pot-boilers or as
a side-line; among the first were *Monet (who
began his career as a caricaturist) and *Doré;
among the second *Tiepolo, *Puvis de Chav-
annes, and *Picasso, who made caricatures in
his early Barcelona days. Many of the most
popular graphic artists of the 20th cent. have
combined some gift for caricature with social
or political satire.

Carlevaris, Luca (1663-1730). Italian painter,
born in Udine and active mainly in Venice. He
is regarded as the father of 18th-cent. Venetian
view-painting (see VEDUTA), for although he
was not (as is sometimes asserted) the first to
specialize in the genre, he approached it with a
new seriousness, his training as a mathematician
being reflected in his rigorous perspective set-
tings. His paintings, and his set of over 100
engraved views of the city published in 1703,
are the foundation on which *Canaletto and
*Guardi built. A number of oil sketches from
nature in the Victoria and Albert Museum
reveal his powers of lively observation.

Carlstedt, John Birger Jarl (1907-75). Finnish
painter and designer, a pioneer of modernism
and abstract art in his country. He worked in
Paris, where he was influenced by De *Stijl and
*Constructivism, and after the Second World
War he began painting in a completely abstract
style. His best-known work is probably the
interior decoration for the restaurant Le Chat
Doré in Helsinki (1928).

Carmichael, Franklin. See GROUP OF SEVEN.

carnations. A term, popular in the 18th cent.,
for the flesh colours in a painting.

Caro, Sir Anthony (1924— ). British sculptor.
After training as an engineer and serving in the
Navy during the Second World War he studied
sculpture in London, then was assistant to Henry
*Moore (1951-3). In his earlier work Caro pre-
ferred modelling and he never developed the
technique of carving. From 1960, following
his meeting with David *Smith in the USA
in the previous year, he made metal sculpture
using prefabricated elements such as I-beams,
aluminium tubing, boiler tank tops, propeller
blades, Z-shaped steel plates, etc. These ele-
ments, while retaining their individual identity,
were linked together in a system of shapes
which conveyed a distinctive mood, sometimes
suggested by the title, e.g. Early One Morning
(Tate, London), Slow Movement (Arts Council
Coll.), Away (MOMA, New York), Wending
Back (Cleveland Mus. of Art). He would paint
the finished work in smooth, resonant, and
saturated colours suggestive of the mood to
be conveyed. Later work, however, has been
rougher in texture. Among contemporary




sculptors Caro has been prominent in chal-
lenging the ‘pedestal’ tradition, using the ground
as his base in order to involve the spectators
more intimately in the space occupied by the
sculpture instead of segregating it artificially on
a pedestal or plinth. He is considered by many
critics to have originated and developed a new
sculptural aesthetic, and his work has had an
important influence on younger artists. The
American critic Clement Greenberg said of him:
‘He is the only sculptor whose sustained quality
can bear comparison with Smith’s. With him
it has become possible at long last to talk of a
generation in sculpture that really comes after
Smith’s.’

Carolingian art. Term in art history used for
the art produced in the reigns of the emperor
Charlemagne (800—14) and his successors until
¢.900. The outstanding feature of this period
was a revival of interest in Roman antiquity.
Inspiration was sought in the art of the emperors
Constantine (?288-337) and Theodosius (346—
95), and works of the 6th and 7th cents. from
*Byzantium served as models.

Carolus-Duran (pscudonym of Charles Du-
rand) (1838-1917). French painter. His early
works were influenced by *Courbet, but from
about 1870 he concentrated on portraiture,
becoming a great fashionable success with his
slick style. In 1905 he was appointed Director
of the French School in Rome. *Sargent was
the most important of his many pupils.

Caron, Antoine (c.1520—.1600). French
*Mannerist painter. He is one of the few French
painters of his time with a distinctive artistic
personality, and his work reflects the refined
but unstable atmosphere of the Valois court
during the Wars of Religion (1560—98). He
worked at *Fontainebleau under *Primaticcio
in the 1540s and later became court painter to
Catherine de Médicis, wife of Henry II of
France. His few surviving works include his-
torical and allegorical subjects in the manner of
court ceremonies, scenes of magic and predic-
tion, and massacres, as in Massacres under the
Triumvirate (1566) in the Louvre, his only signed
and dated painting. His style is characterized
most obviously by extremely elongated,
precious-looking figures set in open spaces that
seem too large for them. He had a penchant
for gaudy colours and bizarre architectural
forms. Some of the works attributed to him
may be by other hands, however, for French
painting of his period is such an obscure area
that Caron’s name is liable to be attached to
anything similar to his known euvre.

Carpaccio, Vittore (c.1450/60-1525/6). Vene-
tian painter. His life is poorly documented, and
it is not known with whom he trained, but it
is generally agreed that the chief influence on
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his work was Gentile *Bellini. This is especially
apparent in the first of the two great cycles of
paintings that are his chief claim to fame—the
Scenes from the Life of St Ursula, executed in the
14905 and now in the Accademia, Venice.
Carpaccio’s distinguishing characteristics—his
taste for anecdote, and his eye for the crowded
detail of the Venetian scene—found their hap-
piest expression in these paintings; indeed one
of them, the Miracle of the Cross, looks forward
to the 18th-cent. compositions of *Canaletto
and *Guardi. His other cycle, Scenes from the
Lives of St George and St Jerome, painted for
the Scuola (or ‘Society’) of S. Giorgio degli
Schiavone, Venice, in 1502—7 (still in situ),
combines fantasy with detail minutely observed.
Carpaccio’s altarpieces are generally less mem-
orable, but another deservedly famous work is
the delightful Two Courtesans (Correr Mus.,
Venice), probably a fragment of a larger work.
It was a favourite work of *Ruskin, who
contributed to the great popularity Carpaccio
enjoyed in the 19th cent. His reputation has
perhaps declined somewhat since, but he is still
rated as second only to Giovanni Bellini as the
outstanding Venetian painter of his generation.

Carpeaux, Jean-Baptiste (1827—75). French
sculptor and painter. The son of a mason, he
worked for some months in the studio of *Rude
and also studied at the Ecole des *Beaux-Arts,
where he won the *Prix de Rome in 1854. His
Ugolino (Musée d’Orsay, Paris, 1860—2) earned
him the acclaim of the French colony in Rome,
and upon his return to Paris in 1862 he
won favour with the court, receiving many
commissions for portrait busts. He also made
several large sculpture groups, of which the
most famous is La Danse (1869) for the fagade
of the Paris Opéra (the original is now in the
Musée d’Orsay). This uninhibitedly dynamic
work caused a sensation, was denounced as
immoral, and had ink thrown over it. Partially
because of such attacks on his work he suffered
from a persecution complex in his final years
before his early death from cancer. Carpeaux
was the outstanding French sculptor of his
period and an influential figure. His exuberance
of feeling and vivacious modelling made a
decisive break with the *Neoclassical tradition
and presaged the work of *Rodin. His paintings
are well represented in the Petit Palais in Paris,
and there are also good examples of his work
in the Musée des Beaux-Arts in Valenciennes,
his home town.

Carr, Emily (1871-1945). Canadian painter of
*Expressionist landscapes. In 1910-11 she was
in Paris, where she experienced the impact of
the *Fauves and was probably also influenced
by Frances *Hodgkins. After her return she
painted the landscape of her native British
Columbia with passionate feeling for the power
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of nature, executing much of her work out of
doors. Discouraged by years of neglect, she had
almost ceased to paint when in 1927 she first
saw the work of the *Group of Seven in
Toronto and thereafter worked with renewed
energy and deepened spirituality, her ardent
spirit given free rein. She was the author of
several autobiographical works and overcame
her earlier neglect to attain the status of a
national heroine. Her work is well represented
in the National Gallery of Canada in Ottawa.

Carra, Carlo (1881—1966). Italian painter, a
prominent figure in both *Futurism and *Meta-
physical painting. After training on Classical
lines in Milan, he joined the Futurists in 1909,
and visits to Paris in 1911 and 1912 introduced
a *Cubist influence into his work. In his
best-known painting The Funeral of the Anarchist
Galli MOMA, New York, 1911), for example,
he combined the dynamism typical of Futurism
with a sense of Cubist structural severity. In
1915 he met Giorgio de *Chirico and turned to
Metaphysical painting, producing about twenty
works with de Chirico’s paraphernalia of postur-
ing mannequins, half-open doors, mysteriously
significant interiors, etc., though generally with-
out his typically sinister feeling. Carra broke
with de Chirico in 1918 and abandoned Meta-
physical painting, devoting himself to trying
to recapture the monumental grandeur of early
Italian painters such as *Giotto and *Masaccio
and becoming an influential teacher.

Carracci. Family of Bolognese painters, the
brothers Agostino (1557-1602) and Annibale
(1560—1609) and their cousin Ludovico (1555—
1619), who were prominent figures at the end
of the 16th cent. in the movement against the
prevailing *Mannerist artificiality of Italian
painting. They worked together early in their
careers, and it is not easy to distinguish their
shares in, for example, the cycle of frescos in
the Palazzo Fava in Bologna (c.1583—4). In the
early 1580s they opened a private teaching
*academy, which soon became a centre for
progressive art. It was originally called the
Accademia dei Desiderosi (‘Desiderosi’ meaning
‘desirous of fame and learning’), but later
changed its name to Accademia degli In-
camminati (Academy of the Progressives). In
their teaching they laid special emphasis on
drawing from the life (all three were outstand-
ing graphic artists) and clear draughtsmanship
became a quality particularly associated with
artists of the Bolognese School, notably
*Domenichino and *Reni, two of the leading
members of the following generation who
trained with the Carracci.

They continued working in close relationship
until 1595, when Annibale, who was by far the
greatest artist of the family, was called to Rome

by Cardinal Odoardo *Farnese to carry out
his masterpiece, the decoration of the Farnese
Gallery in the cardinal’s family palace. He first
decorated a small room called the Camerino
with stories of Hercules, and in 1597 undertook
the ceiling of the larger gallery, where the
theme was The Loves of the Gods, or, as *Bellori
described it, ‘human love governed by Celestial
love’. Although the ceiling is rich in the
interplay of various illusionistic elements, it
retains fundamentally the self-contained and
unambiguous character of High *Renaissance
decoration, drawing inspiration from *Michel-
angelo’s Sistine Ceiling and *Raphael’s frescos
in the Vatican Loggie and the Farnesina. The
full untrammelled stream of *Baroque illu-
sionism was still to come in the work of
*Cortona and *Lanfranco, but Annibale’s dec-
oration was one of the foundations of their
style. Throughout the 17th and 18th cents. the
Farnese Ceiling was ranked alongside the Sistine
Ceiling and Raphael’s frescos in the Vatican
Stanze as one of the supreme masterpieces of
painting. It was enormously influential, not only
as a pattern book of heroic figure design, but
also as a model of technical procedure; Annibale
made hundreds of drawings for the ceiling, and
until the age of *Romanticism such elaborate
preparatory work became accepted as a fun-
damental part of composing any ambitious
history painting. In this sense, Annibale exer-
cised a more profound influence than his great
contemporary *Caravaggio, for the latter never
worked in fresco, which was still regarded as
the greatest test of a painter’s ability and the
most suitable vehicle for painting in the *Grand
Manner.

Annibale’s other works in Rome also had
great significance in the history of painting.
Pictures such as Domine, Quo Vadis? (NG,
London, c.1602) reveal a striking economy in
figure composition and a force and precision of
gesture that had a profound influence on *Pous-
sin and through him on the whole language of
gesture in painting. He developed landscape
painting along similar lines, and is regarded as
the father of *ideal landscape, in which he was
followed by Domenichino (his favourite pupil),
*Claude, and Poussin. The Flight into Egypt
(Doria Gal., Rome, ¢.1604) is Annibale’s mas-
terpiece in this genre. In his last years Annibale
was overcome by melancholia and gave up
painting almost entirely after 1606. When he
died he was buried according to his wishes near
Raphael in the Pantheon. It is a measure of his
achievement that artists as great and diverse as
*Bernini, Poussin, and *Rubens found so much
to admire and praise in his work. Annibale’s
art also had a less formal side that comes out
in his *caricatures (he is generally credited with
inventing the form) and in his early *genre
paintings, which are remarkable for their lively



observation and free handling (The Butcher’s
Shop, Christ Church, Oxford).

Agostino assisted Annibale in the Farnese
Gallery from 1597 to 1600, but he was important
mainly as a teacher and engraver. His systematic
anatomical studies were engraved after his death
and were used for nearly two centuries as
teaching aids. He spent the last two years in
Parma, where he did his own ‘Farnese Ceiling’,
decorating a ceiling in the Palazzo del Giardino
with mythological scenes for Duke Ranuccio
Farnese. It shows a meticulous but somewhat
spiritless  version of his brother’s lively
*Classicism.

Ludovico left Bologna only for brief periods
and directed the Carracci academy by himself
after his cousins had gone to Rome. His work
is uneven and highly personal. Painterly and
expressive considerations always outweigh those
of stability and calm Classicism in his work,
and at its best there is a passionate and poetic
quality indicative of his preference for *Tin-
toretto and Jacopo *Bassano. His most fruitful
period was 1585—9s, but near the end of his
career he still produced remarkable paintings of
an almost *Expressionist force, such as the Christ
Crucified above Figures in Limbo (Sta Francesca
Romana, Ferrara, 1614).

The Carracci fell from grace in the 19th cent.
along with all the other Bolognese painters,
who were one of *Ruskin’s pet hates and whom
he considered (1847) had ‘no single virtue, no
colour, no drawing, no character, no history,
no thought'. They were saddled with the label
*‘eclectic’ and thought to be ponderous and
lacking in originality. Their full rehabilitation
had to wait until the second half of the 20th
cent. (the great Carracci exhibition held in
Bologna in 1956 was a notable event), but
Annibale has now regained his place as one of
the giants of Italian painting.

Agostino's illegitimate son Antonio (15897~
1618) was the only offspring of the three
Carracci. He had a considerable reputation as
an artist in his day, but after his early death was
virtually forgotten, and it is only recently that
his work has been reconsidered.

Carrara marble. Seec MARBLE.

Carrefio de Miranda, Juan (1614-85). Spanish
painter, active mainly in Madrid. Until he was
appointed one of the royal painters in 1669 he
concentrated on religious works, but thereafter
he worked mainly as a portraitst. Except
for his friend *Velizquez, he was the most
important court painter of 17th-cent. Spain; he
was of noble birth and his paintings have an
aristocratic dignity and something of Velaz-
quez’s sensitivity and taste. His religious paint-
ings (which include several frescos, notably in
Toledo Cathedral) are, however, more ex-
travagantly *Baroque.
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Carriera, Rosalba (1675—1757). Venetian
*pastel portraitist and *miniaturist, the sister-
in-law of *Pellegrini. She made pastel portraits
fashionable and achieved spectacular success
throughout the capital cities of Europe, her
visits to Paris (1721-2) and to Vienna (1730)
being in the nature of royal progresses. She had
considerable influence in France and converted
Maurice Quentin de *La Tour to the pastel
medium. It is now hard to appreciate why
her work, which is highly accomplished but
generally rather insipid, should have aroused
such enthusiasm. After becoming blind in 1745,
she had her sight temporarily restored by an
operation, but lost it permanently in 1749 and
retired into a state of melancholy dejection. Her
large output is particularly well represented in
the Accademia and the Ca’ Rezzonico in Venice,
and the Gemildegalerie in Dresden.

Carriére, Eugéne (1849—-1906). French painter
of portraits and religious pictures. As a young
man he was an admirer of *Rubens and *Velaz-
quez; he based his fluid handling on theirs, but
often worked in an almost monochromatic
manner, close to *grisaille. He painted intimate
scenes of middle-class family life and had a
special interest in the theme of motherhood,
which he treated with an almost mystical
reverence. *Rodin called him ‘one of the greatest
of painters’, and a typical example of his work—
Motherhood—is in the Musée Rodin in Paris.

Carstens, Asmus Jacob (1754—98). Danish-
born German draughtsman and painter. Apart
from some initial training at the Copenhagen
Academy he was largely self-educated. He
moved to Berlin in 1787 and taught at the
Academy. After 1792 he lived in Rome with
the help of a grant from the Prussian State.
Carstens was totally committed to *Neo-
classicism and concentrated on heroic figure
compositions. He was uninterested in colour
and was much more prolific as a draughtsman
than as a painter. His work has a pompous
seriousness in tune with his own inflated idea of
his genius, but he is a significant figure because
of the strictness of his ideals and the influence
he had on the next generation of artists,
notably *Thorvaldsen and the *Nazarenes.

cartoon. A fullsize drawing made for the
purpose of transferring a design to a painting
or tapestry or other large work. The earlier
painters of *fresco simply drew freehand on the
wall or copied from a small sketch, but a
cartoon was indispensable in the process of
making *stained glass, and it was perhaps from
this art that the painters borrowed it. Some
frescos of the early 1sth cent. show clearly that
their designs have been traced from cartoons,
for their outlines are either indented or punc-
tuated with pin-pricks. The method is described
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by *Vasari. The drawing was made on stout
paper, usually with *charcoal or *chalk, and
sometimes heightened with white or coloured
with *water-colours. It was then cut into
sections. The section which was wanted for the
day’s painting was laid against the soft fresh
plaster of the wall and a *stylus was pressed
heavily along the lines, or else pricks were made
at intervals and powdered charcoal was rubbed
through the holes—a process called *‘pouncing’.

Cartoons were used for *easel paintings as
well as frescos. A well-known example is
*Leonardo’s Virgin and Child with St Anne and
the Infant St John (NG, London). Another,
unusually small, is *Raphael’s pen-and-ink
drawing The Vision of a Knight, which hangs
in the National Gallery, London, beside the
little *panel painting which was made from it.
For tapestries, cartoons were made in full colour;
famous examples are the series on the Acts
of the Apostles lent from the Royal Collection
to the Victoria and Albert Museum, London,
painted in *distemper by Raphael and his pupils
in 1515—16 as designs for tapestries woven for
the Sistine Chapel.

In the 19th cent. designs submitted in a
competition for frescos in the British Houses of
Parliament were parodied in Punch. From this
the word ‘cartoon’ acquired its present popular
meaning of a humorous drawing or parody.

cartouche. An ornamental panel, typically con-
sisting of a central field with an inscription or
coat of arms enclosed by a framework simu-
lating a scroll of cut *parchment. They are
found, for example, in architectural and tomb
sculpture, and in book illustration. The term is
also applied to the oval or oblong figures
in Egyptian hieroglyphics, enclosing characters
expressing royal or divine names or titles.

caryatid. A carved female figure clad in long
robes serving as a column, first used in Greek
architecture. The name means ‘woman of
Caryae’, a town in Sparta, and the device may
derive from the postures assumed in the local
folk dances at the annual festival of Artemis
Caryatis. The most famous caryatids are on the
Erechtheum at Athens. They were not much
used by the Romans and were uncommon in
*Renaissance architecture. There are some by
*Goujon in the *Louvre, and they were often
illustrated in editions of *Vitruvius; they re-
turned to favour with the Greek Revival of the
19th cent. St Pancras Church, London (1819—
22), by William Inwood and Henry William
Inwood, has some famous ones copied from
those of the Erechtheum. The male equivalent of
the caryatid is the *atlas; the term ‘canephorae’ is
applied to caryatids with baskets on their heads.

casein. A substance with strong adhesive powers
made from the curd of milk, used in art as a
binding material for paints and *grounds and

as a glue for joining parts of a wooden *panel
together.

Caslon, William (1692—1766). The most fam-
ous of English typefounders. Caslon was the
first of the British typefounders who could offer
type of his own cut and approximately uniform
design to supply the needs of the printing trade.
His roman and italic were modelled on the best
Dutch work of the 17th cent., and they soon
superseded the miscellaneous collection, largely
of foreign origin, previously in use in Britain.
Large quantities of his types were exported to
America and some to European countries. They
went out of fashion ¢.1800, but a taste for them
revived 5o years later. The Caslon typefoundry
continued in business until 1936.

Cassatt, Mary (1844-1926). American painter
and printmaker who worked mostly in Paris in
the circle of the *Impressionists. Persuaded to
exhibit with the Impressionists by *Degas,
for whom she had a great admiration, she
nevertheless retained the extremely personal
character of her art and her affinities with them
lay less in technique and theory than in a
common attitude towards the rehabilitation of
the everyday scene and gesture. Paintings such
as La Loge (NG, Washington, ¢.1882) and Lady
at the Tea Table (Met. Mus., New York, 1885)
evoke with a fragile and delicate beauty the
elaborate refinement of the society described by
the novelist Henry James (1843—1916). She had
a distinguished gift for draughtsmanship and
was as skilful with pastel and the tools of
printmaking as she was with oils. Her prints,
in which she often combined etching and
*drypoint, show the influence of Japanese art
(see UKIYO-E). Cassatt’s eyesight began to fail
when she was in her fifties and she had virtually
stopped working by 1914. She came from a
wealthy family and exercised an important
influence on American taste by urging her rich
friends to buy Impressionist works.

cassone. Italian term for a large chest which
frequently contained the bride’s dowry or was
given as a wedding present. Decorated cassoni
became the fashion in *Renaissance Italy, and
*quattrocento Florence saw the development of
the painted cassone front. These paintings usually
represented episodes from the Bible or Classical
history or mythology which pointed a lesson or
contained a happy augury for the newly-weds.
Often the cassoni were made as pairs, bearing
the coats of arms respectively of the bride and
groom, as with a pair, dated 1472, in the
Courtauld Institute Galleries, London (this pair
is particularly noteworthy in retaining the ori-
ginal backboards—spallieri). Though rarely of
very high quality, cassone paintings reflect the
taste of the Florentines for lively narrative and
gay display and were therefore eagerly collected
(and repainted) in the 19th cent. Some major



artists such as * Domenico Veneziano, *Uccello,
and *Botticelli also seem to have decorated
cassoni once in a while (Uccello’s Night Hunt in
the Ashmolean Museum, Oxford, was very
probably once a cassone panel). *Vasari at-
tributed much of the production to Delio
Delli (c.1404—71?), but in this he was certainly
mistaken; the chief documented exponent was
Apollonio di Giovanni (1415-65). Painted cas-
soni went out of fashion towards the end of the
1s5th cent. when carved oaken chests came in,
and the form was displaced altogether by the
chest of drawers in the 17th cent.

Castagno, Andrea del. See ANDREA DEL

CASTAGNO.

Castiglione, Giovanni Benedetto (called Il
Grechetto) (¢c.1610-65). Genoese painter, etcher,
and draughtsman. His style of painting owed
something to *Rubens, van *Dyck, and Ber-
nardo *Strozzi, all of whom worked in Genoa,
whilst his etchings depend particularly on
*Rembrandt. This openness to foreign influence
was unusual for an Italian artist of this period.
He was extremely versatile as well as eclectic,
being equally at home with *Grand Manner
history paintings and rustic genre scenes (he was
a superb animal painter). Some of his best works
have a sense of fantasy recalling Salvator *Rosa,
notably the etching The Genius of Castiglione
(1648). He was highly prolific as a graphic artist
as well as a painter and is credited with inventing
the *monotype. From 1648 he was court painter
at Mantua, a post in which he was succeeded
by his son Francesco (d. 1716). His work had
wide influence, for example, on *Fragonard
and Giambattista *Tiepolo.

Castiglione, Giuseppe (Chinese name Lang
Shih-Ning) (1688-1766). Italian Jesuit mis-
sionary and amateur painter who settled in
China c.1715. It is said that he studied Chinese
painting by imperial command, and his land-
scapes and animal and *genre paintings, in
which Chinese brushwork and Western *real-
ism were combined for the first time, enjoyed
great success at the court. He was the first
Western painter to be appreciated by the
Chinese, and was commissioned by the Emperor
to paint portraits, scenes of court life, and
imperial military expeditions. His work is well
represented in the Musée Guimet, Paris.

Catena, Vincenzo (c.1480—1531). Venetian
painter. Catena was a man of good birth and
independent means who moved in humanist
circles and may have been the link between these
circles and *Giorgione. He is first mentioned in
1506 in an inscription on the back of Giorgione’s
portrait Laura (Kunsthistorisches Mus., Vienna),
according to which they had entered into some
kind of partnership. Nothing else is known of
this arrangement. His early works are awkward
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and stiff variants of compositions probably
evolved in Giovanni *Bellini’s studio in the
1490s. From c.1510 his work matured under
the influence of the late Bellini, *Cima, and
*Titian into a style that was derivative but
handsome, with pleasing handling of diffused
light and warm colours. He painted religious
pictures and portraits, good examples of which
are Holy Family with an Adoring Warrior (NG,
London) and the signed portrait of a man
(Kunsthistorisches Mus.).

Catlin, George (1796-1872). American painter
and writer, renowned for his portrayal of Red
Indian life. He practised law before becoming
an artist in the early 1820s (initially as a
portraitist in Philadelphia) and was completely
self-taught. In 1830 he began a series of visits
to various Indian tribes (he had been fascinated
with the subject since childhood) and from 1837
to 1845 he exhibited the resulting paintings as
the ‘Gallery of Indians’ in the USA and Europe.
He was better received in England and France
than in his native country (*Baudelaire wrote
about him enthusiastically) and he lived in
Europe from 1858 to 1870. In addition to his
paintings, he published various illustrated books
on Indian life. The major part of his output is
now housed in the Smithsonian Institution in
Washington.

Cattermole, George (1800—68). English
water-colour painter and book illustrator,
mainly of architectural and antiquarian subjects.
He worked in a detailed, accurate style, but
with *picturesque rather than archaeological
aims. Some of the best of his many book illus-
trations were for Dickens.

Caulfield, Patrick (1936— ). British painter.
Influenced by Roy *Lichtenstein and by popular
illustration, he has sometimes been classed as a
*Pop artist, but his style is personal and distinct.
His typical subjects are banal interiors and stiil
lifes, treated in a deadpan style of flat colours
and black outlines.

Cavalcanti, Emiliano di (1897—-1976). Brazil-
ian painter, draughtsman, and writer, a pioneer
of modern art in his country. In 1922 he helped
to organize the Semana de Arte Moderna (Modern
Art Week), which included a series of dance
spectacles, poetry readings, and an art exhibition
and is regarded as a turning-point in Brazilian
culture. He was in Paris 1923—5 as a newspaper
correspondent (he had begun his career as a
*caricaturist) and again in 1935—40, and met
numerous leading artists, including *Braque,
*Matisse, and *Picasso. His work shows the
combined influence of Diego *Rivera, the
*Fauves and Picasso’s monumental nudes of
the 1920s, all of which Cavalcanti applied to
high-keyed Brazilian themes. Subjects included
sensuous mulatto women, carnival and festival
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scenes, poor fishermen, and prostitutes (a dom-
inant theme) in extravagantly coloured com-
positions. He published two volumes of
memoirs (1955 and 1964).

Cavalcaselle, Giovanni Battista. See CROWE.
Cavaliere d’Arpino. See CESARI, GIUSEPPE.

Cavallini, Pietro (active 1273-1308). Italian
painter and mosaic designer, active mainly in
Rome, where he must have been the leading
artist of his day. His two major surviving works
are mosaics of the Life of the Virgin (Sta Maria
in Trastevere, signed and dated 1291) and a
fragmentary fresco cycle, the most important
part of which is a Last Judgement (Sta Cecilia in
Trastevere, Rome). In 1308 Cavallini was in
Naples serving the Angevin kings, and was
probably responsible for the design and possibly
some of the execution of a fresco cycle in Sta
Maria Donnaregina. Although he is such an
obscure figure, Cavallini occupies an important
place in the history of Italian painting. He was
the first artist to make a significant break with
the stylizations of *Byzantine art, and his
majestic figures have a real sense of weight and
three-dimensionality. His work undoubtedly
influenced his great contemporary *Giotto,
whose Last Judgement in the Arena Chapel at
Padua features Apostles enthroned exactly as in
Cavallini’s fresco of the subject.

Cavallino, Bernardo (1616—56?). Neapolitan
painter. He was the most individual and sensitive
Neapolitan painter of his time, but his career is
somewhat obscure. About eighty paintings by
him are extant, but only one 1s dated, St Cecilia
in Ecstasy (Palazzo Vecchio, Florence, 1645; a
*modello is in the Museo di Capodimonte,
Naples). Usually small-scale religious works,
they are peopled by exquisitely elegant and
refined figures who evoke a feeling of tender
melancholy. Their fragile sensitivity is in com-
plete contrast to the earthy vigour of much of
Neapolitan painting of his period. Cavallino
trained with Massimo *Stanzione, but his style
has more in common with that of van *Dyck,
whose work was fairly well known in Naples.
He 1s presumed to have died in the plague that
devastated Naples in 1656.

Caylus, Anne-Claude-Philippe de Tubiéres,
Comte de (1692—1765). French antiquarian
and collector. A member of a prominent mili-
tary family, he abandoned a promising career
in order to indulge a life-long passion for
the arts and antiquity. Caylus was an active
champion of the younger artists working in a
*Classical style, notably *Bouchardon, of
whom he published a Life in 1762, and he
supported the ideals of Classical purity and
simplicity in contrast to the decorative arti-
ficiality of *Rococo. He is credited with being

the first to conceive archacology as a scientific
discipline and in this respect *Winckel-
mann acknowledged indebtedness to him. His
own collection of antiques, which he began in
1729, formed the basis of his Recueil d antiquités
égyptiennes, étrusques, grecques, romaines et gaul-
oises (7 vols., 1752—67), the most serious work
of antiquarian research in the 18th cent. and
one of the most influential in spreading know-
ledge and enthusiasm for the works of Classical
antiquity.

Cellini, Benvenuto (1500-71). Florentine
sculptor, goldsmith, and metal-worker. His
autobiography, written in a racy vernacular,
has been famous since the 18th cent. (it was
first published in 1728) for its vivid picture of
a *Renaissance craftsman proud of his skill and
independence, boastful of his feats in art, love,
and war, quarrelsome, superstitious, and de-
voted to the great tradition embodied in *Mich-
elangelo. It has given him a wider reputation
than could have come from his artistic work
alone; but to modern eyes he also appears as
one of the most important *Mannerist sculptors,
and his statue Perseus is one of the glories of
Florentine art.

His life can be roughly divided into three
periods. From the first, spent mainly in Rome,
nothing survives but some coins and medals
and the impressions of two large seals. During
the second (1540—s), which he spent in the
service of Francis I of France (see FONTAINEBLEAU,
SCHOOL OF), he created the famous salt-cellar of
gold enriched with enamel, exquisitely worked
with two principal and many subsidiary figures.
This (now in the Kunsthistorisches Mus.,
Vienna) is the most important piece of gold-
smith’s work that has survived from the Italian
Renaissance. He also made for the king a
large bronze *relief, the Nymph of Fontainebleau
(Louvre, Paris). The remainder of Cellini’s life
was passed in Florence in the service of Cosimo
I de’ *Medici, and it was only in this period
that he took up large-scale sculpture in the
round. The bronze Perseus (Loggia dei Lanzi,
Florence, 1545—54) is reckoned his masterpiece.
His other sculptures include the Apollo and
Hpyacinth and Narcissus (both in the Bargello,
Florence) and the Crucifix (Escorial, near
Madrid), all in marble. His two portrait busts,
Bindo Altoviti (Gardner Mus., Boston), and
Cosimo I (Bargello), are in bronze. Their some-
what dry, niggly quality shows that the exquisite
precision of handling of his goldsmith’s work
did not always transfer easily to a larger scale.
Because of his fame, many pieces of metalwork
have been attributed to him, but rarely on
secure grounds.

Cennini, Cennino (c.1370-¢.1440). Florentine
painter and writer. None of his paintings has
survived, but he is remembered as the author




of Il Libro dell’ Arte (translated by Daniel V.
Thompson as The Craftsman’s Handbook, 1933),
the most important source concerning artistic
practice in the late Middle Ages. Cennini states
in the book that he was a pupil of Agnolo
*Gaddi, who learnt from his father Taddeo
Gaddi, who in turn was a pupil of *Giotto, so
his detailed descriptions of *tempera and *fresco
painting no doubt reflect, even if at several
removes, the technical procedures of the founder
of the great tradition of Florentine painting.
The earliest extant manuscript is dated 1437 ‘in
the debtors’ prison in Florence’, but most
authorities put the date of composition at around
1400.

Cephisodotus. Athenian sculptor of the early
4th cent. Bc, perhaps the father of *Praxiteles.
A group of Eirene [Peace] Holding the Infant
Ploutos [Wealth], known through Roman copies,
is attributed to him; the heavy draperies and
intimate expressions are features that were to
characterize 4th-cent. sculpture in general and
that of Praxiteles in particular. Another sculptor
called Cephisodotus was the son of Praxiteles.
He was active around 300 BC and noted for his
portraits; a head of Menander in the Museum
of Fine Arts in Boston is possibly a copy of a
statue he made with his brother Timarchos for
the theatre at Athens.

Cerano, Il. See CRESPI, GIOVANNI BATTISTA.

Cercle et Carré (Circle and Square). A dis-
cussion and exhibition society for *Con-
structivist artists formed in Paris by the critic
Michel *Seuphor and the painter Joaquin
*Torres-Garcia in 1929. A journal of the same
name was founded, of which three numbers
appeared in 1929—30. *Mondrian contributed
an article. In Paris Cercle et Carré was
superseded in 1931 by the more important
*Abstraction-Création group, but some years
later Torres-Garcia formed an Asociacion de
Arte Constructivo in Montevideo and edited a
journal Circulo y Cuadrado, of which seven
numbers appeared between 1936 and 1938.

cerography. See ENCAUSTIC PAINTING.

Cerquozzi, Michelangelo (1602—60). Italian
painter, known as ‘Michelangelo of the Battles’
because of his predilection for battle scenes. He
spent all his career in Rome, but had considerable
contact with Northern painters; it was in the
studio of the Fleming Jacob de Haase (1575—
1634) that he learnt to paint battle scenes, and
his friendship with the Dutchman Pieter van
*Laer led to his becoming the leading Italian
exponent of bambocciate (small pictures of low-
life and peasant scenes).

César (César Baldaccini) (1921— ). French

sculptor. His work is highly varied, but he has
become best known for his ingenious use of
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scrap material. In the mid 1950s he began to
make sculptures from material that he found in
refuse dumps—scrap iron, springs, tin cans,
etc.—building these up with wire into strange
winged or insect-like creatures. These had closer
affinities, however, with the insect-creatures of
Germaine *Richier than with the expressionistic
industrial forms of the California *Junk school.
During the 1960s he became internationally
known mainly for sculptures made by crushing
car bodies. There are several examples of his
work in the Tate Gallery.

Cesare da Sesto (c.1477-1523). Milanese
painter, active in Rome and Naples as well as his
native city. His style was heavily indebted to
*Leonardo and his Leda and the Swan (Wilton
House, Wiltshire) is an important copy of a
painting by Leonardo of which the original has
not survived.

Cesari, Giuseppe (also called Cavaliere
d’Arpino) (1568-1640). Italian *Mannerist
painter, active mainly in Rome. He had an
enormous reputation in the first two decades of
the 17th cent., when he gained some of the
most prestigious commissions of the day, most
notably the designing of the *mosaics for the
dome of St Peter’s (1603—12). Although some
of his early work is vigorous and colourful, his
output is generally repetitious and vacuous,
untouched by the innovations of *Caravaggio
(who was briefly his assistant) or the *Carracci.
He was primarily a fresco painter, but he also
did numerous *cabinet pictures of religious or
mythological scenes in a finicky Flemish manner
(The Expulsion from Paradise, Louvre, Paris, with
smaller versions in Christ Church, Oxford, and
Wellington Mus., London).

Cézanne, Paul (1839-1906). French painter,
with *Gauguin and van *Gogh the greatest of
the *Post-Impressionists and a key figure in the
development of 20th-cent. art. He was born at
Aix-en-Provence, son of a hat dealer who
became a prosperous banker, and his financial
security enabled him to survive the indifference
to his work that lasted until the final decade of
his life. His schoolfellow Emile Zola (1840—
1902) introduced him to *Manet and *Courbet,
and persuaded him to take up the study of art
in Paris. There at the Académie Suisse in 1861
he met Camille *Pissarro, and the following
year he got to know *Monet, *Bazille, *Sisley,
and *Renoir. His painting at this time was in
a vein of unreserved *Romanticism, reflecting
his admiration for *Delacroix, with a pre-
dilection for themes of violence or eroticism
(The Murder, Walker Art Gallery, Liverpool).
In 1869 he met Hortense Fiquet, a model and
seamstress, who became his mistress and bore
him a son, Paul, in 1872. Cézanne kept them a
secret from his family—he was terrified of his
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domineering father—but eventually married
Hortense in 1886, shortly before his father’s
death. From about 1870 Cézanne started paint-
ing directly from nature and began to impose
a more disciplined restraint on his natural
impetuosity. In 1872 he settled in Auvers-
sur-Oise, near Pontoise, the home of Camille
Pissarro, and entered upon a long and fruitful
association with him (in the last year of his life
he even described himself as a ‘pupil of Pissarro’).
He exhibited with the *Impressionists in 1874
and again in 1877, but never identified himself
with the Impressionist group or wholly adopted
their aims and techniques (he was a touchy
character and hid his insecurities by posing as a
provincial boor, once refusing to shake hands
with the elegant *Manet because he claimed he
had not washed for days and did not wish to
dirty the great man). Cézanne was less interested
in the realistic representation of casual and
fleeting impressions and the fugitive effects of
light, devoting himself rather to the structural
analysis of nature, looking forward in this
respect to the *Neo-Impressionists. His own
aims are summarized in two of his sayings: that
it was his ambition ‘to do *Poussin again,
from Nature’ and that he wanted to make of
Impressionism ‘something solid and enduring,
like the art of the museums’. He trod a solitary
and difficult path towards his goal of an art
which would combine the best of the French
*Classical tradition of structure with the best
in contemporary *Realism, an art which ap-
pealed not superficially to the eye but to the
mind.

After the death of his father in 1886 and his
inheritance of the family estate (the Jas de
Bouffan, which features in many of his paint-
ings), Cézanne lived mainly in Aix. He devoted
himself principally to certain favourite themes—
portraits of his wife Hortense, sull lifes, and
above all the landscape of Provence particularly
the Monte Ste-Victoire. His painstaking analysis
of nature differed fundamentally from Monet’s
exercises in painting repeated views of subjects
such as Haystacks or Poplars. Cézanne was
interested in underlying structure, and his paint-
ings rarely give any obvious indication of the
time of day or even the season represented.
His later paintings are generally more sparsely
composed and open, permeated with a sense of
air and light. The third dimension is created
not through perspective or foreshortening but
by extraordinarily subtle variations of tonality.
He worked in comparative obscurity until he
was given a one-man show by the dealer
*Vollard in 1895. From that time his painting
began to excite the younger artists and he
attempted to explain his theories and aims in
letters written to Emile *Bernard and others.
By the end of the century he was revered as
the ‘Sage’ by many of the avant-garde and in
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1904 the *Salon d’Automne gave him a special
exhibition. Since his death his reputation has
increased among critics and art historians and
he has exercised a profound influence among
20th-cent. artists, most notably the *Cubists.
His work was introduced to England with
the Post-Impressionist exhibitions organized by
Roger *Fry in 1910 and 1912, and in 1914 Clive
*Bell wrote that: ‘He was the Christopher
Columbus of a new continent of form.’
Although Cézanne was a laboriously slow
worker—he is said to have had over 100 sittings
for a portrait of Ambroise Vollard (Petit Palais,
Paris, 1899) before abandoning it with the
comment that he was not displeased with the
shirt front—he left a substantial body of work
(drawings and water-colours as well as oils).
There are works in many major museums, with
particularly fine collections in, for example,
the Courtauld Institute Galleries, London, the
Musée d’Orsay, Paris, and the Barnes Founda-
tion, Merion, Pennsylvania. His studio in Aix
is now a Cézanne museum, reconstructed as it
was at the time of his death and displaying
personal mementoes such as his hat and clay

pipe.

Chadwick, Lynn (1914— ). One of the lead-
ing English sculptors of his generation. He
trained as an architect and took up sculpture
after serving as a pilot in the Second World
War. At first he experimented with *mobiles
and these were followed by what he called
‘balanced sculptures’, ponderous metal structures
supported on thin legs, bristling and rough-
finished. His work has been shown in a number
of international exhibitions and in 1956 he was
awarded the International Sculpture Prize at the
28th Venice *Biennale. During the 1960s and
1970s his work became more block-like and
monumental, and in his more recent sculpture
he has exploited highly polished surfaces and
facetings.

Chagall, Marc (1887-1985). Russian-born
painter and designer, active mainly in Paris. He
studied at St Petersburg under *Bakst, then
came to Paris in 1910 and there became an
intimate of the avant-garde circle which in-
cluded *Apollinaire, *Soutine, *Léger, *De-
launay, and *Modigliani. In 1914 he was
exhibited at the gallery of Der *Sturm in Berlin
and returned to Russia. He founded an art
school in Vitebsk and in 1917 was made director
and Commissar of Fine Art for Vitebsk by the
Soviet minister Lunacharsky. But the element
of fantasy in his work caused difficulties with the
authorities, whose conception of art demanded
traditional *realism with a social message, and
he went to Moscow, where he designed for the
newly founded jewish Theatre. He returned to
Paris in 1923, and among much other work
illustrated Gogol’s Dead Souls and La Fontaine’s
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Fables for the dealer *Vollard. In 1941 he moved
from occupied France to the USA, designed
décors and costumes for Igor Stravinsky’s Fire-
bird in 1945 and had a retrospective exhibition
at the Museum of Modern Art, New York, in
1946. He returned to Paris in 1947 and from
1950 made his home at St-Paul-de-Vence near
Nice.

Chagall was prolific as a painter and also as
a book illustrator and designer of stained glass
and of sets and costumes for the theatre and
ballet. His work was dominated by two rich
sources of imagery: memories of the Jewish life
and folklore of his early years in Russia, and
the Bible. He derived some of his spatial
dislocations and prismatic colour effects from
*Cubism and *Orphism, but he created a highly
distinctive style, remarkable for its sense of
fairy-tale fantasy. This caused André *Breton
to claim him as one of the precursors of
*Surrealism, but Chagall himself stated in his
autobiography Ma wvie (1931) that however
fantastic and 1maginative his pictures appeared,
he painted only direct reminiscences of his early
years. There is 2 museum devoted to Chagall’s
religious art in Nice. The work there does not
always show him at his best, for he could
be sentimental and overblown, but his finest
paintings reveal him as one of the greatest
masters of the School of *Paris.

chalk. Drawing material made from various
soft stones or earths. There are three main
types; black chalk (made from stones such
as carbonaceous shale); red chalk, also called
sanguine (made from red ochre or other red
earths); and white chalk (made from various
limestones). Chalk drawings are known from
prehistoric times, but the medium really came
into its own in the late 15th cent., notably in
the hands of *Leonardo, who made many
drawings in red and black chalk. The terms
‘chalk’, ‘crayon’, and *‘pastel’ are not always
distinguished from one another, and there 1s
much ambiguity in the historical literature of
the subject. Crayons, as the term i1s now
generally understood, are sticks of colour made
with an oily or waxy binding substance, and
pastels are sticks of powdered pigment bound
with gum. In other words, they are both
manufactured products, whereas chalk needs
only to be cut to a suitable shape and size to
be usable.

Champaigne, Philippe de (1602-74)
Flemish-born painter who came to Paris with
his master Jacques Fouquiéres (c.1580/90—1659)
in 1621 and took French citizenship in 1629.
He became the outstanding French portraitist
of the 17th cent. and was patronized by
Louis XIII (1601—43), the Queen Mother (Marie
de *Médicis), and Cardinal Richelieu (1585—
1642). Two of his finest portraits of Richelieu
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(late 1630s) are in the National Gallery, London;
they bring the personality of the cardinal vividly
to life and show how Champaigne moderated
the *Baroque idiom of *Rubens towards a
Classical simplicity in line with French artistic
trends of the middle of the 17th cent. He was
a friend of *Poussin, and Anthony *Blunt has
written that ‘His portraits and his later religious
works are as true a reflection of the rationalism
of French thought as the classical compositions
of Poussin in the 1640s.” His style became even
more severe after he was influenced by the
Jansenists—a Catholic sect of great austerity—
in the early 1640s. Some of his finest work was
done for the Jansenist convent at Port-Royal,
where his daughter became a nun: he com-
memorated her miraculous recovery from para-
lysis in his most celebrated work, the *Ex-Voto
de 166z (Louvre, Paris). His masterpiece in
portraiture might well have been his self-portrait
of 1668, which is lost, but survives in a copy
by his nephew Jean-Baptiste de Champaigne
(1631-81) in the Louvre and in a superb
engraving by Gerard *Edelinck.

Champfleury (pseudonym of Jules Husson)
(1821-89). French writer, one of the first novel-
ists to call himself a *Realist and the leading
spokesman for the painting of *Courbet.
Champfleury opposed traditional, religious, and
Classical themes, declaring that art should depict
the social scene as it is without moralizing or
idealizing it. He defended the ‘ugliness’ of
figures in Courbet’s Burial at Ornans (Musée
d’Orsay, Paris, 1850) on the ground that they
were true to life. Later he turned his hand to
art history, publishing studies of *caricature
(1865—80) and the *Le Nain brothers (1862).
An avid art collector, he was also director of
the Sévres porcelain factory.

Chantrey, Sir Francis (1781—1841). English
sculptor. The son of a carpenter, he was ap-
prenticed to a wood carver in Shefhield but left
to come to London, ¢.1802, to work in the
*Royal Academy Schools. Until about 1804 his
work included painted portraits, but after that
date he confined himself to sculpture. His
portrait bust of the Revd J. Horne-Took,
exhibited at the Royal Academy in 1811 (Fitz-
william, Cambridge), brought him to fame, and
he succeeded *Nollekens as the most successful
sculptor of portrait busts in England. Once he
was famous, Chantrey, like Nollekens, did little
of the cutting of the marble himself, for by this
date it had become customary for the sculptor
to model the bust in clay, leaving the trans-
ference to marble to assistants (see POINTING).
His enormous practice included statues and
church monuments as well as busts; his
monument to the Robinson children (1817) in
Lichfield Cathedral and his bronze equestrian
statue of George 1V (1828) in Trafalgar Square
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are his best-known works in these fields. He
became extremely wealthy, and besides being
very generous during his life he left the bulk
of his fortune of £ 150,000 to the Royal Acad-
emy, the interest to be used for the purchase of
‘works of Fine Art of the highest merit executed
within the shores of Great Britain’. These are
now housed in the *Tate Gallery.

charcoal. Charred twigs or sticks used for
drawing. Its use dates back to Roman times and
possibly much earlier. An essential characteristic
of charcoal is that it is easily rubbed off the
drawing surface unless a *fixative is used, so it
has been much favoured for preparatory work,
either for sketches or *cartoons or for outlining
on wall or panel a design that could be gone
over with a more permanent medium. The
soft-edged effect it produces has been notably
exploited by the Venetian painters of the later
16th cent., the *Baroque artists, and the *Im-
pressionists. *Pencils and *chalks have now
taken its place to some extent, but it remains
well suited to large-scale work and broad,
energetic draughtsmanship, and in the 2oth cent.
has been memorably used by *Barlach and
*Kollwitz.

Chardin, Jean-Baptiste-Siméon  (1699—
1779). French painter of still life and *genre, in
which fields he was one of the greatest masters
of all tuime. He was the contemporary of
*Boucher and he taught *Fragonard, but his
work is a contrast to theirs in every way,
representing the naturalistic tendency which
persisted through the 18th cent. alongside the
more fashionable *Rococo. He was received
into the Académie in 1728 on the strength of a
still life (The Rayfish, Louvre, Paris), which
drew forth the extravagant praises of *Diderot
for its realism, and he was Treasurer of the
Académie for twenty years. His small canvases
depicting modest scenes and objects from the
everyday life of the middle classes to which he
belonged were in the tradition of the Dutch
*cabinet pictures, which were having a great
commercial success in France at the time.
Chardin, however, developed a technique of
his own, achieving great depth of tone by
successive applications of the loaded brush and
a subtle use of *scumbled colour. He was praised
for his verisimilitude of detail, but his work
goes far beyond matter-of-fact realism and
through its simplicity and directness of vision
achieves a sense of deep seriousness, in spite of
the humble objects he portrayed (Pipe and Jug,
Louvre). His genre paintings, which usually
contain only one or two figures, are likewise
completely without sentimentality or affectation
(The Young Governess, versions in the National
Galleries of London and Washington). In his
last years, when his sight was failing, he turned
his hand to pastel portraits and in the 1775
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Salon exhibited two self-portraits and a portrait
of his wife (Louvre).

He was well known during his lifetime
through engravings of his works, which the
historian Mariette remarked were selling better
than high-flown allegories in the manner of
*Lebrun, noting this as a significant shift in
public taste. In the present century admiration
for his work has increased on account of
the abstract strength of his compositions, and
contemporary painters of many schools, from
*Cubist to *Abstract Expressionist, have drawn
inspiration from him.

Chares of Lindos. See COLOSSUS OF RHODES.

Charonton (or Quarton), Enguerrand
(c.1410—-66). French painter, born in Laon. His
career is unusually well documented for a
provincial artist of his date (he was active in
Aix, Arles, and Avignon), but there are only
two extant works that are certainly by him.
These are the Virgin of Mercy (1452) in the
Musée Condé at Chantilly, painted in col-
laboration with an obscure artist called Pierre
Villatte, and the Coronation of the Virgin (1454)
in the Musée de I'Hospice at Villeneuve-
les-Avignon. They are both highly impressive
works, uniting Flemish and Italian influence and
having something of the monumental character
of the sculpture of Charonton’s region. Indeed,
they show Charonton to have been a painter
of such commanding stature that there is an
increasing tendency to attribute to him the
celebrated Avignon Pieta (Louvre, Paris), the
greatest French painting of the period (see
AVIGNON, SCHOOL OF).

Chase, William Merritt (1849—-1916). Amer-
ican painter. He settled in New York in 1878
after five years studying in Munich and became
the most important American teacher of his
generation. He taught at the Art Students’
League of New York and then at his own Chase
School of Art, founded in 1896. The vigorous
handling and fresh colour characteristic of much
of the best American painting of the early 20th
cent. owes a good deal to his example. His
pupils (whom he encouraged to paint in the
open air) included *Demuth, *O’Keefe, and
*Sheeler. Chase was himself a highly prolific
artist (his output of more than 2,000 paintings
included still lifes, portraits, interiors, and land-
scapes), and his work is represented in many
American museums. See also TEN, THE.

Chassériau, Théodore (1819—56). French
painter. He was the most gifted pupil of *Ingres,
whose studio in Rome he entered when he was
11, but in the 1840s he conceived an admiration
for *Delacroix and attempted, with considerable
success, to combine Ingres’s *Classical linear
grace with Delacroix’s ¥*Romantic colour. His
chief work was the decoration of the Cour des
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Comptes in the Palais d’Orsay, Paris, with
allegorical scenes of Peace and War (1844-8),
but these were almost completely destroyed by
fire. There are other examples of his decorative
work, however, in various churches in Paris.
Chassériau was also an outstanding portraitist
and painted nudes and North African scenes (he
made a visit there in 1846).

Chavannes, Pierre Puvis de. See puvis DE
CHAVANNES.

Cheere, Sir Henry (1703-81). English sculptor,
possibly of French descent. He went into part-
nership with Henry *Scheemakers and after
Scheemakers left England about 1733 Cheere
extended his practice. His output included much
work for Oxford University, notably a statue
of Christopher Codrington (1732) in the library
named after him at All Souls College. Cheere
was also prominent in public affairs; he was
knighted in 1760 when he presented an address
to George III on behalf of the County of
Middlesex, and he was created a baronet in
1766. He also had the distinction of being the
first sculptor to become a Fellow of the Society
of Antiquaries (1750), and devoted efforts to an
abortive scheme to found an academy of arts a
decade before the *Royal Academy came into
being. His art is markedly *Rococo in feeling,
with an interest in small rhythms, and in his
charming smaller monuments (Dean Wilcocks,
Westminster Abbey, 1756) he often used col-
oured marbles. He was well thought of by his
fellow artists (in 1748 he accompanied *Hogarth
on the continental trip on which the latter was
arrested as a spy) and furthered the career of
*Roubiliac by gaining him his first important
commission in England—the statue of Handel
for Vauxhall Gardens (now V&A, London,
1738). His brother John (1709-87) had a yard
near Hyde Park Corner which turned out a
great number of garden figures (examples are
at Stourhead and Longford Castle, Wilts.), some
in the *antique manner and some Rococo, many
of the latter being originally painted in natural
colours.

Chéron, Louis. See VANDERBANK.

chiaroscuro (Italian: bright-dark). Term de-
scribing the effects of light and shade in a work
of art, particularly when they are strongly
contrasting. *Leonardo was a pioneer of bold
chiaroscuro, but the term is most usually as-
sociated with 17th-cent. artists, particularly the
*Caravaggisti and *Rembrandt, whose hand-
ling of light and shade, not only in his paintings,
but also in his etchings and drawings, is
unsurpassed.

chiaroscuro woodcut. A type of *woodcut
in which tonal effects are created by printing
successively on to the same sheet from different
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blocks of varying tone. Two or more tones of
a single colour are used, or of two nearly related
colours, one of which is darker than the other.
It is usual to make a key block with the design
in outline, and to cut this first so that the main
lines can be transferred to the other blocks to
ensure correct registration.

The method dates from the early 16th cent.,
when it was chiefly used for the reproduction
of drawings in light and shade. It developed
more or less simultaneously in Germany and
Italy, though there is an interesting difference
of approach in the work of the two schools. In
Germany great importance was given to the
key block, which was to all intents and purposes
a complete design in itself, the resulting print
being a richly worked woodcut with the ad-
dition of background tints. In Italy the medium
was handled with much greater breadth, the
design being visualized in large areas of tone
punctuated by dark accents.

The earliest dated chiaroscuro woodcut is
The Emperor Maximilian on Horseback of 1508,
designed by Hans *Burgkmair: other notable
German exponents were *Cranach, *Baldung
Grien, and *Altdorfer. In Italy, where the
medium was used more extensively, *Ugo da
Carpi (who is sometimes credited with in-
venting the technique) made many prints after
designs by *Raphael and *Parmigianino, the
latter artist being a prolific designer for the
process. Although in some cases an accurate
facsimile was intended, in others the cutter
interpreted his original with some freedom. The
technique was little used after the 17th cent.
and its later history tends to overlap with that
of colour woodcut and colour *wood
engraving, but even today any *relief print cut
on several blocks with the intention of rendering
light and shade as opposed to colour may be
claimed as a descendant of the chiaroscuro
woodcut.

Chinese ink. See INK.
Chinese taste. See CHINOISERIE.

Chinnery, George (1774-1852). English
painter, active for almost all his career in the
Far East. His movements after sailing for India
in 1802 were: 1802—7 in Madras, 180727 in
Calcutta, 1827—¢.1830 in Canton, ¢.1830—52 in
Macao. Chinnery painted a number of portraits
while abroad and from time to time sent to
Royal Academy exhibitions, but his reputation
rests today on the large number of landscapes
and decorative studies he made of oriental
scenes. He developed a calligraphic style and
his rapid and often fragmentary sketches show
him to have been among the most visually
perceptive of all European artists who travelled
and worked in the East.
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chinoiserie. Term sometimes used to embrace
any aspect of Chinese influence on the arts and
crafts of Europe, but more usefully confined to
a style reflecting fanciful and poetic notions of
China that was particularly popular in the
*Rococo period. From the time of Marco Polo
(1254-1324) onwards the idealized concepts of
‘Cathay’ varied from age to age and often bore
so little resemblance to the real thing that
oriental crafts were sometimes designed spe-
cifically for the European taste. Indeed, in the
17th cent. textiles designed by Indian craftsmen
for the English ‘China fashion” were exported
from India to China as a novelty and Chinese
weavers then began to produce for the European
market basing their designs on these Indian
models.

The expansion of trade through the East India
Companies in the 16th and 17th cents. produced
a lively vogue for Chinese fashions. The Delft
blue-and-white pottery was closely imitated
from Chinese porcelain, while at Nevers a
less closely imitated decorative style may be
regarded as the true origin of chinoiserie in
European ceramics. The Trianon de porcelaine
built for Louis XIV in the park at Versailles
(1670—1) became the prototype of innumerable
Chinese pagodas, kiosks, etc., throughout Eur-
ope. Towards the end of the century Jean
*Bérain introduced Chinese motifs into his
*arabesques and originated that peculiar offshoot
of chinoiserie, the *singerie.

The style was not confined to architecture
and the decorative arts. *Watteau painted a
series of Figures chinoises et tartares (c.1709) for
the Cabinet du Roi in the Chiteau de la Muette,
which are still known from prints, and the spirit
of delicate fantasy which enlivened his works
was further developed by the chinoiseries and
singeries of Christophe *Huet. A more original
concept of the voluptuous Orient imbued the
chinoiserie of *Boucher in his tapestry designs
(the tentures chinoises woven at Beauvais about
the middle of the century), his décor for
Noverre’s ballet Les Fétes chinoises, drawings
which were engraved and published as Livre des
chinois, and also easel pictures such as Chinese
Fishing Party (Musée des Beaux-Arts, Besangon,
1742). The taste for chinoiserie faded during
the dominance of the *Neoclassical style in the
second half of the century, but there was
something of a revival in the early 19th cent.

Chirico, Giorgio de (1888-1978). Italian
painter, the originator of *Metaphysical paint-
ing. He studied in Munich, where he was
influenced by the works of *Bdcklin and
*Klinger, with their juxtaposition of the com-
monplace and the fantastic. In 190910, in Italy
he painted his first ‘enigmatic’ pictures, which
convey an atmosphere of strangeness and un-
easiness through their empty spaces, illogical
shadows, and unexpected perspectives. Soon he
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developed a more deliberate theory of ‘meta-
physical insight’” into a reality behind ordinary
things by neutralizing the things themselves of
all their usual associations and setting them in
new and mysterious relationships. In order to
empty the objects of his compositions of their
natural emotional significance he painted tailors’
dummies as human beings (from 1914).

In 1915 de Chirico was conscripted into the
armed forces and sent to Ferrara. There he
suffered a nervous breakdown, and in 1917 met
*Carra in the military hospital and converted
him to his views, founding Metaphysical paint-
ing. The movement was short-lived, however,
and although de Chirico found himself hailed
as a precursor by the *Surrealists, he eventually
repudiated his earlier work and set himself
against modern art. In the 1920s he painted
some of his most powerful and distinctive
works, notably a series featuring horses on
unreal sea-shores with broken Classical columns,
but his later work became repetitive and ob-
sessed with technical refinement.

Chodowiecki, Daniel Nikolaus (1726—1801).
Polish-German painter and illustrator, born in
Danzig (now Gdansk), and active mainly in
Berlin. He began his career by painting *en-
amels. His early oil paintings were imitations
of the French manner, and his fame rests on the
more individual book illustrations and graphic
work of all kinds which he produced prolifically
from ¢.1770 onwards. Most attractive are the
little intimate sketches he made of the bourgeois
life around him, not least of his own family. In
1797 he became Director of the Berlin Academy.

choir stalls. Term in Christian church archi-
tecture for seats arranged in one or several rows
on either side of the choir for the use of clergy,
from the Middle Ages a major feature of church
furnishing. By the 12th cent. a form of stalls
had evolved which remained basically constant
throughout the Middle Ages. The back was
continuous and the long bench, with ends, was
divided into separate seats by low partitions.
Hinged seats, which could be raised to a vertical
position when the occupant was standing, were
in use by this period. In the later Middle Ages
they often had gabled canopies rising to great
height, and these and the *misericords on the
seats became vehicles for virtuoso feats of
woodcarving. Among later choir stalls those
carved by Grinling *Gibbons in St Paul’s
Cathedral in London are probably the most
celebrated.

Christie’s. The popular name for the firm of
Christie, Manson & Woods, the oldest fine
art auctioneers in the world (*Sotheby’s was
founded earlier, but originally sold only books).
It was founded by James Christie (1730-1803),
who gave up a commission in the Navy to
become an auctioneer and held his first sale on
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5 December 1766 in rooms in Pall Mall, in the
same premises in which the exhibitions of the
*Royal Academy were held until 1779. He was
a friend of *Reynolds and *Gainsborough, and
Christie’s developed a tradition of holding the
studio sales of prominent artists, among them
(as well as the two just mentioned) *Romney,
*Raeburn, and Augustus *John. The firm ac-
quired its present name in 1859, when James
Christie’s grandsons took new partners. Its
headquarters are still in London and there are
branches in New York, Amsterdam and Geneva.

Christmas, Gerard (or Garrett) (d. 1633).
English sculptor. He made an equestrian figure
of James I on the city gate at Aldersgate
and carved and perhaps designed an elaborate
three-tiered frontispiece on Northumberland
House at Charing Cross, but these are both
destroyed. About 1614 he was appointed Carver
to the Navy, and was also much employed in
devising pageantry for the Lord Mayor’s Shows.
His sons John and Matthias worked with him,
the latter (d. 1654) succeeding him as Master
Carver to the shipyard at Chatham. The family
were responsible for a number of monuments,
the most important being the tomb of Arch-
bishop Abbot (d. 1633) in Holy Trinity, Guild-
ford, which was commissioned from Gerard
but finished by his sons after his death. There
are several other monuments by the sons dating
from the second half of the 1630s. They are
competent but uninspired, giving a good idea
of the average level of production of the day.

Christo (Christo Javacheff) (1935— ). Bul-
garian-born sculptor and designer who settled
in New York in 1964. He is chiefly known as
the originator of ‘packaging’ art, which consists
of wrapping familiar objects in canvas or semi-
transparent plastic and dubbing them works of
art. He made his first packaged objects in 1958.
At first these were small in scale but they
gradually increased in size and pretentiousness
through trees and motor cars to architectural
monuments, including the Pont Neuf in Paris
(1985). His theory was that packaging is a
temporary transformative act, which by par-
tially concealing the object calls attention more
acutely to the fundamental forms beneath the
packaging.

Christus, Petrus (d. 1472/73). Netherlandish
painter. He is first documented at Bruges in
1444, and he is thought by some authorities to
have been the pupil of Jan van *Eyck and to have
completed some of the works left unfinished by
the master at his death in 1441 (e.g. St Jerome,
Detroit Inst. of Arts). It is certainly true that
he was overwhelmingly influenced by van Eyck,
and his copies and variations of his work helped
to spread the Eyckian style. Christus’s work is
more summary than van Eyck’s, however, his
figures sometimes rather doll-like and without
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van Eyck’s feeling of inner life. The influence
of Rogier van der *Weyden is also evident
in Christus’s work; the Lamentation (Musées
Royaux, Brussels) is clearly based on van der
Weyden’s great Prado Deposition, but the figures
have completely lost their dramatic impact.
Christus’s most personal works are his portraits,
notably Edward Grimston (Earl of Verulam
Coll.,, 1446) in which he abandons the dark
backgrounds of van Eyck and van der Weyden
and places his sitter in a clearly defined interior.
His interest in representing space comes out also
in his Virgin and Child with Sts Jerome and Francis
(Stidelsches Kunstinstitut, Frankfurt, 1457), the
carliest dated example in the north of the use
of geometric *perspective with a single vanish-
ing point.

chromolithography. The process of making
coloured prints by *lithography, using a separate
stone or plate for each colour.

chryselephantine. Term describing statues in
which the drapery is made of gold (Greek
chrysos) and the flesh of ivory (Greek ele-
phantinos). The technique was used on a small
scale in ancient Egypt, Mesopotamia, and Crete,
and in colossal statues by the Greeks from the
6th cent. BC. Most famous of chryselephantine
statues were the enormous cult images of Athena
and Zeus that *Phidias made respectively for
the Parthenon at Athens and the Temple of
Zeus at Olympia.

Church, Frederick Edwin (1826-1900).
American landscape painter. He was a pupil
and close friend of *Cole and continued the
preoccupations of the *Hudson River School
with the most spectacular aspects of natural
scenery. Church looked and travelled beyond
his native country, however, painting not only
the Niagara Falls, for example, but also the
tropical forests of South America, icebergs, and
exploding volcanoes, often on a huge scale. He
was immensely popular in his day, and after a
period of neglect is returning to favour again.
His house, Olana, on the Hudson River, is now
a museum.

Churrigueresque. Term applied to an ex-
travagant style of architecture and ornament
popular in Spain in the late 17th cent. and early
18th cent. and sometimes used more loosely to
refer to the *Rococo period as a whole in
Spanish architecture. It is named after the
Churriguera family of architects and sculptors,
who were active mainly in Seville. The most
important member of the family was José Benito
(1665—1725), whose work is well represented by
the *reredos (1693—1700) of the church of
San Esteban in Salamanca, an important early
example of the style, full of lavishly decorated
barley-sugar columns. It still retains a sense of
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architectural solidity, however, and is restrained
compared with later manifestations of the style,
in which surface ornament runs riot to such a
degree that the underlying structure is hidden.
To *Neoclassical taste the Churrigueresque style
represented the last word in decadence and it
died out completely in the last quarter of the
18th cent., in South America, where it had also
flourished, as well as in Spain.

Cibber, Caius Gabriel (1630-1700). English
sculptor of Danish birth. Cibber was the son of
the cabinet-maker to the King of Denmark,
who is said to have sent him to study in Irtaly.
He arrived in England before the Restoration
in 1660, probably via Amsterdam, and worked
for John Stone, son of Nicholas *Stone. His
first important work was the large *relief (1674)
on the base of the Monument erected in memory
of the Great Fire of London (1666). Other
works in London included the dramatic figures
of Raving and Melancholy Madness (c.1675) for
the gate of old Bedlam Hospital (now in the
Bethlem Royal Hospital Museum, Beckenham)
and a fountain in Soho Square, which originally
showed Charles II and the four major rivers of
England (only the rather battered figure of the
king remains in the square). Much of his later
career was taken up with decorative sculpture,
notably for Hampton Court and St Paul’s
Cathedral, where he was working at the time of
his death. With the exception of the figures of
Raving and Melancholy Madness, which are pow-
erful and original pieces, and the dignified and
moving tomb of Thomas Sackville at Withy-
ham, Sussex (1677), Cibber’s work is usually
competent but uninspired; it is of interest,
however, in reflecting *Baroque influence from
Italy (still unusual in England at this time) and
also from the Netherlands. He was the father of
Colley Cibber (1671-1757), the actor-manager
and dramatist.

ciborium. Term applied to both a liturgical
vessel used for holding the consecrated Host
and an altar canopy supported on columns,
popular particularly in Italy in the *Romanesque
and *Gothic periods. In the latter sense the word
is not easily distinguished from *baldacchino.

Cignani, Carlo (1628-1719). Bolognese
painter. He was a pupil of * Albani, but his style
is closer to that of Guido *Reni and he became
the main force in upholding the tradition of
Bolognese Classicism into the 18th cent. In 1711
he became the first president of the Accademia
Clementina in Bologna.

Cignaroli, Giambettino (1706—70). Italian his-
torical, religious, and decorative painter, active
mainly in and around Verona. He was the
leading artist of his period there, working in an
elegantly academic style.
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Cigoli, Il1 (Ludovico Cardi) (1559—1613).
Florentine painter, architect, and poet. A pupil
of Alessandro *Allori, he was the outstanding
Florentine painter of his generation and his work
represents the complex stylistic crosscurrents in
the period of transition from *Mannerism to
*Baroque. His sensuous colour and handling
shows the influence of *Barocci, *Correggio,
and the art of Venice, and his dramatic handling
of light and shade that of *Caravaggio, es-
pecially after he moved to Rome in 1604 (Ecce
Homo, Pitti, Florence, 1606). As an architect,
his work includes the courtyard of the Palazzo
Nonfinito in Florence.

Cimabue (properly Cenni di Peppi) (c.1240—
1302). Florentine painter. His nickname means
‘Ox-head’. He was a contemporary of Dante
(1265-1321), who refers to him in The Divine
Comedy (Purg. xi. 94—6) as an artist who was
‘believed to hold the field in painting’ only to
be eclipsed by *Giotto’s fame. Ironically enough
this passage, meant to illustrate the vanity of
short-lived earthly glory, has become the basis
for Cimabue’s fame; for, embroidering on this
reference, Dante commentators and later writers
on art from *Ghiberti to *Vasari made him
into the discoverer and teacher of Giotto and
regarded him as the first in the long line of
great Italian painters. He was said to have
worked in the ‘Greek’ (i.e. *Byzantine) manner,
but to have begun the movement towards
greater realism which culminated in the
*Renaissance.

Documentary evidence is insufficient to con-
firm or deny this estimate of Cimabue’s art.
The only work that can be proved to be by his
hand is a St John forming part of a larger mosaic
in Pisa Cathedral (1301), but tradition has
tended to attribute to Cimabue many works of
outstanding quality from the end of the 13th
cent., such as the Madonna of Sta Trinita (Ufhzi,
Florence), a cycle of frescos in the Upper
Church of S. Francesco in Assisi, and a majestic
Crucifix in Sta Croce (badly damaged in the
Florence flood of 1966). If these highly plausible
attributions are correct, Cimabue was indeed
the outstanding master of the generation before
Giotto; but the more extreme claims sometimes
made for him may still be in need of qualifica-
tion. The movement towards greater naturalism
may owe more to the school of Roman painters
and mosaicists (*Cavallini, *Torriti) than to
him; he is documented in Rome in 1272 and
could have known their work.

Cima da Conegliano, Giovanni Battista
(1459/60—1517/18). Italian painter, named after
the town of his birth, and active mainly in
nearby Venice. His paintings are mostly quiet
devotional scenes, often in landscape settings, in
the manner of Giovanni *Bellini. He has been
called ‘the poor man’s Bellini’, but because of
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his calm and weighty figures he was also known
in the 18th cent. (rather incongruously) as ‘the
Venetian Masaccio’. Nine of his works are in
the National Gallery, London.

Cimon of Cleonae. Greek painter, a native of
Cleonae, a city which lies between Corinth
and Argos. According to *Pliny he invented
foreshortened or ‘three-quarter’ views, rep-
resented human beings looking backwards or
upwards or downwards, and was the first to
introduce wrinkles and folds in the drapery.
Pliny dates him in the 8th cent. Bc, but since
foreshortening first appears in Greek art at the
very end of the 6th cent. Bc, those who consider
Cimon its inventor date him about that time.

cinquecento. See QUATTROCENTO.

Cione, Andrea Nardo and Jacopo di. See
ORCAGNA.

Cipriani, Giovanni Battista (1727-85). Flor-
entine decorative painter and designer, active
mainly in England. In 1756 he was brought to
London by the architect Sir William Chambers
(1723—96) and the sculptor *Wilton whom he
had met in Rome. He was employed in the
decoration of many public buildings and private
houses and in some cases designed such archi-
tectural details as plasterwork, woodwork, and
stone carving. Good examples of his paintings
are at Somerset House (where he worked for
Chambers) and in the Philadelphia Museum of
Art (a series originally executed for Lansdowne
House, London). He was also active as a teacher
at the *Royal Academy (he was a foundation
member in 1768 and designed its diploma)
and his numerous decorative designs (many
engraved by *Bartolozzi, his friend since student
days) had wide influence. Cipriani’s work is
accomplished rather than inspired, but he was,
in the words of Sir Ellis *Waterhouse, ‘one of
the great backroom figures of the *Neoclassic
style in England’.

Circle. A collective manifesto of *Con-
structivism edited by the architect Sir Leslie
Martin (1908— ), the painter Ben *Nicholson,
and the sculptor Naum *Gabo, published in
London in 1937. Sub-titled ‘International Sur-
vey of Constructive Art’, it is nearly 300
pages long with numerous illustrations and was
originally intended as an annual. The volume
contains an editorial by Gabo entitled ‘The
Constructive Idea in Art’, Piet *Mondrian’s
seminal essay ‘Plastic Art and Pure Plastic Art’,
and a short statement by *Moholy-Nagy on
‘Light Painting’. There are also essays or state-
ments by, among others, *Hepworth (who took
much of the responsibility for the layout and
production), *Le Corbusier, *Moore, and
*Read. The artists illustrated included (in ad-
dition to those already mentioned) *Malevich,
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*Lissitzky, Antoine *Pevsner, and many others,
such as *Picasso, *Braque, *Brancusi, and
*Giacometti, whose work did not conform
with the theoretical concept of Constructivism.

cire-perdue (French ‘lost wax’). Term used to
describe a method of hollow metal casting in
which a thin layer of wax corresponding to the
shape of the final sculpture is encased within
two layers of heat-resistant clay or plaster,
melted and drained off and then replaced with
molten metal poured into the cavity that the
‘lost wax’ has created. The technique, found in
every continent except Australasia, was used by
the Egyptians, Greeks, and Romans and is still
the main means of casting used for traditional
bronze sculpture. Casting sculptures of any size
1s an industrial process requiring great expertise,
and there is a celebrated account in *Cellini’s
autobiography of the difficulties he encountered
(and heroically overcame) with his figure of
Perseus.

Cisneros, Pedro. See BORGONA.

Civetta. See BLES, HERRI MET DE.

Claesz., Pieter (c.1597—-1660). Dutch still-life
painter, born in Germany and active in Haarlem,
where he settled in 1617. He and Willem Claesz.
*Heda, who also worked in Haarlem, were the
most important exponents of the ontbijt or
breakfast piece. They both painted with
subdued, virtually monochromatic palettes, the
subtle handling of light and texture being the
prime means of expression. Claesz. generally
chose objects of a more homely kind than Heda,
although his later work became more colourful
and decorative. The two men founded a dis-
tinguished tradition of still-life painting in Haar-
lem, but Claesz.’s son, Nicolaes *Berchem,
became a distinguished landscape painter.

Clark, Kenneth (Baron Clark) (1903-83).
British art historian, administrator, patron, and
collector. After working with *Berenson in
Florence, he was Keeper of Fine Art at the
* Ashmolean Museum in Oxford (1931-3), then
Director of the *National Gallery, London
(1934—45), and at the same time Surveyor of
the King’s Pictures (1934—44). Subsequently he
held many other public posts, including that
of Chairman of the Independent Television
Authority, 1954—7. He published more than
twenty books, his forte being appreciation and
interpretation rather than exact scholarship,
although his monographs on *Leonardo
da Vinci (1939) and *Piero della Francesca
(1951), both of which have been issued in rev-
ised editions, still remain standard works many
years after they were originally published. Clark
himself wrote that his ‘only claim to be con-
sidered a scholar’ was his catalogue of Leonardo
drawings at Windsor Castle, which was first



CLARK

published in 1935. His other books include The
Gothic Revival (1928), Landscape into Art (1949),
and The Nude (1956). He regarded The Nude
as ‘without question my best book, full of ideas
and information, simplifying its complex subject
without deformation, and in places eloquent’.
A polished television performer as well as an
elegant and stimulating writer, he did a great
deal to popularize art history, most notably
with his television series Civilisation (1969, also
published then as a book), which was shown in
over sixty countries. The part he played as a
patron and collector (he inherited substantial
wealth from his parents) is less well known, but
was of considerable importance. He bought
the work of *Moore, *Pasmore, *Piper, and
*Sutherland in the 1920s and 1930s when they
were little known and helped to establish their
reputations (he also made a regular allowance—
in strict secrecy—to several artists), and he had
a major influence as chairman of the War
Artists’ Advisory Committee in 1939: ‘We
employed every artist whom we thought had
any merit, not because we supposed that we
would get records of the war more truthful or
striking than those supplied by photography,
but because it seemed a good way of preventing
artists being killed.” His two volumes of auto-
biography—Another Part of the Wood (1974) and
The Other Half (1977)—are highly entertaining,
if not always accurate in detail, but some of the
pot-boilers that appeared in his old age would
have been better left unpublished.

Clark, Lygia (1920-88). Brazilian sculptor,
painter, and experimental artist. After studying
painting under Roberto *Burle Marx in Rio de
Janeiro she went to Paris in 1950 and studied
under *Léger. Returning to Brazil in 1952, she
became a leading member of the Brazilian
movement of *Concrete art. In 1959 she turned
to sculpture, making hinged pieces that could
be manipulated by the spectator. These set the
course for much of her later work. In 1964
she initiated ‘vestiary’ sculpture made of soft
materials and designed to be worn by the
spectator, and by the mid 1970s she had be-
come one of the most widely known of the
experimental artists concerned with creating
‘situations’ and ‘environments’ and with stim-
ulating spectator participation.

Clarke, Geoffrey (1924— ). British sculptor.
He is best known for his church furnishings
(for example the pulpit in Chichester Cathedral),
successfully showing the potentialities of abstract
art in religious settings. Most of his output has
been in metal, but he has also worked in enamel,
stained glass, and other media. His secular work
has included commissions for numerous public
buildings.

Classicism. Term that, with the related words
‘classic’ and ‘Classical’, is used in various (and

often confusing) ways in the history and criti-
cism of the arts. In its broadest sense, Classicism
is used as the opposite of *Romanticism, char-
acterizing art in which adherence to recognized
aesthetic ideals is accorded greater importance
than individuality of expression. In this sense,
*Alberti defined beauty in architecture as ‘the
harmony and concord of all the parts achieved
by following well-founded rules and resulting
in a unity such that nothing could be added or
taken away or altered except for the worse’.
The rules that Alberti referred to were those
embodied in Greek and Roman architecture,
and the use of the word ‘Classicism’ often
implies direct inspiration from *antique art, but
this is not a necessary part of the concept,
and according to context the word might be
intended to convey little more than the idea
of clarity of expression, or alternatively of
conservatism.

In the western tradition, the term ‘Classical’
usually does suggest a line of descent from the
art of Greece and Rome, however indirect or
impure, and ‘Classical beauty’ is sometimes used
to indicate a facial and bodily type reduced to
mathematical symmetry about a median axis
and freed from the irregularities which are
normally present in living people. ‘Classical
architecture’ is that which uses the repertoire of
forms developed in Greece and Rome, as op-
posed to, say, the pointed arches of the *Gothic
period, and the term thus covers most of
European architecture from about 1500 to about
1900. In the context of Greek art, the term
‘Classical’ has a more precise meaning, referring
to the period between the *Archaic and *Hel-
lenistic periods, when Greek culture is thought
to have attained its greatest splendour.

The term ‘classic’ is used to refer to the best
or most representative example of its kind in
any field or period. This is what *Wolfflin
meant when he gave the title Classic Art to his
book on the Itahan High *Renaissance. Thus,
in this sense, it would be legitimate, if wilfully
confusing, to refer to *Delacroix as the classic
Romantic artist. The three terms ‘classic’, ‘Clas-
sical’, and ‘Classicism’ are, then, often not used
with discrimination or exactness, the conflation
of historical term and value judgement reflecting
the idea (dominant for centuries) that the art of
the Greeks and Romans set a standard for all
future achievement. To clear up (or perhaps
add to) the confusion, the rather ungainly word
‘classicistic’ has also entered the lists—it con-
veys the idea of dependence on ancient models
but without any sense of qualitative judge-
ment.

Claude Gellée (1600-82). French painter, often
called Le Lorrain (in France), or Claude Lor-
rain(e) (in the English-speaking world), after his
place of birth, but usually referred to simply as
Claude, a familiarity reflecting his enormous
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fame as the most celebrated of all exponents of
*ideal landscape. When about 12 years of age
he entered the household of the Roman painter
Agostino *Tassi as a pastry-cook (a favourite
trade of Lorrainers), but became Tassi’s studio
assistant. In his early twenties he made a
two-year visit to Naples, where he worked for
the Flemish artist Gottfried or ‘Goffredo’ Wals.
Claude was deeply impressed by the beauty of
the Gulf of Naples and used the coastline in his
paintings to the end of his life. In 1625 he
returned to Lorraine, and worked at Nancy
with Claude *Deruet, but in 1627 he was back
in Rome, where except for local journeys he
remained for the rest of his life.

In Tassi’s decorative paintings he came into
contact with the conventionalized late *Man-
nerist style of landscape painting. The influence
of the two leading exponents of the
style, *Bril and *Elsheimer, comes out in the
lively paraphernalia of architectural fragments,
figures, and animals that often animates the
foreground of his early paintings (The Mill,
Mus. of Fine Arts, Boston, 1631). But his
profound sensitivity to the tonal values of light
and atmosphere lent an unpremeditated Classical
harmony to his pictures which matured with
the years. During the 16305 he became well
known and successful, working for illustrious
patrons, and as early as 1634 *Bourdon had
thought it worthwhile to pass off a painting of
his own as a work by Claude. To combat such
forgeries Claude began to compile his Liber
Veritatis (Book of Truth) in 1635—6; it contains
drawings of virtually all his paintings made
from that date, making his euvre exceptionally
well documented. It is now in the British
Museum, which also has the greatest collection
of Claude’s drawings from nature, done on his
frequent excursions into the countryside around
Rome and often showing a freedom of brush-
work that has led them to be compared to
Chinese art. Claude was also an accomplished
etcher, but not nearly as prolific as he was as a
painter and draughtsman.

From 1640 to 1660 Claude developed steadily
towards the mature style of the poetic landscapes
on which his enormous reputation was built.
His painting shed the affectations of Mannerism
and became an expression of his deep feeling
for the beauty of the Roman countryside with
its richness of Classical associations of *antique
grandeur. He used this landscape not to create
a heroic vision of ancient Rome, as did his
friend *Poussin, but to evoke a sense of the
pastoral serenity of a Golden Age. The ostensible
subjects of his pictures, taken frequently from
the Bible, Virgil, Ovid, or medieval epics, are
subordinate to the real theme, which was the
mood of the landscape presented poetically in
terms of light and colour. In his earlier paintings
Claude, like Elsheimer, used light for the sake

CLERCK

of dramatic effects; as his style matured he began
to use it for its own sake, letting it play on
forms and explore their texture, and opposing
to it trees, ruins, or the porticoes of temples so
that the light enhanced their outlines. In the
landscapes of the last two decades of his life
everything was depicted in terms of light: the
cye-level was raised and the view kept as open
as possible so that the eye can roam at will over
a spacious panorama to the distant horizon and
beyond it into infinity. Forms melt and lose
their material solidity and the figures become
unnaturally elongated and insubstantial, as in
Ascanius and the Stag (Ashmolean, Oxford),
painted in the last year of Claude’s life.

Claude has nowhere been more admired and
more influential than in England. Not only
were his works keenly sought after by late 17th-
and 18th-cent. collectors, but they had great
influence on such artists as *Wilson and
*Turner. His name became virtually syn-
onymous with the ideals of the *picturesque,
he inspired a revolution in English landscape
gardening about the middle of the 18th cent.,
and much descriptive verse paid conventional
tribute to the ideal of beautiful natural scenery
which derived from him.

Claude glass. A small black convex glass used
for reflecting landscapes in miniature so as
to show their broad tonal values, without
distracting detail or colour. It was popular in
the 17th and 18th cents.,, and not only with
artists, for the poet Gray carried one with him
in his travels round Britain in search of the
*picturesque. *Claude Lorraine was said to have
used such a glass, and in the 19th cent. the
device was used by *Corot, who regarded tonal
unity in painting as supremely important.

Clausen, Sir George (1852-1944). English
painter of Danish parentage. In the late 18705
he visited Holland and Paris, where he came
under the influence of *Bastien-Lepage and was
converted to the methods of the *plein air school
(The Girl at the Gate, Tate, London, 1889).
Later he reverted to the habit of composing in
the studio from open-air studies and developed
a modified *Impressionist technique. He spe-
cialized in agricultural scenes, which have been
likened to those of *Millet. A founder member
of the *New English Art Club in 1886, he was
made Professor of Painting to the *Royal
Academy Schools in 1904. Various collections
of his lectures delivered to the students of the
Royal Academy were published from 1904
onwards.

Clerck, Hendrik de (c.1570-1630). Flemish
painter, born in Brussels, where he spent
the greater part of his successful career. He was
the pupil of Martin de *Vos and carried the
*Mannerist tradition far into the 17th cent.
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In 1606 he was appointed Court Painter to
Archduke Albert. He was primarily a painter
of altarpieces and a characteristic example of his
style is the Family of the Virgin (Musées Royaux,
Brussels, 1590), with its Italianate figures clad
in restless draperies and placed in a coldly
Classical building.

Clichés-verre. See GLASS PRINTS.

Clodion (1738-1814). French sculptor, whose
real name was Claude Michel. He was the
son-in-law of *Pajou and the nephew of L.-S.
*Adam, and had his training with the latter
and with *Pigalle. His best work is found in
his small statuettes and *terracotta figures and
groups. They are often of lighthearted Classical
subjects—nymphs and satyrs and so on—and
have the wit and verve of the best *Rococo
art. After the Revolution he changed his style
completely to suit the sterner *Neoclassical taste
and worked on the Arc de Triomphe du
Carrousel (1806—9) in Paris, which was built to
commemorate Napoleon’s victories.

Cloisonnism. Style of painting associated with
the *Pont-Aven School, characterized by dark
outlines enclosing areas of bright, flat colour,
in the manner of stained glass or cloisonné
enamels (cloison is French for ‘partition’). *An-
quetin and *Bernard first developed the style,
and *Gauguin also worked in it. The term was
coined by the critic Edouard Dujardin (1861—
1949) in 1888 and has remained in use for work
done in a similar style during the 20th cent.

Close, Chuck (1940— ). American painter.
He is one of the best-known *Superrealists,
specializing in huge portrait heads done from
photographs projected on to the canvas—his
self-portrait (1968) in the Walker Art Center,
Minneapolis, is almost 3 m. high.

Clouet. A family of painters descended from
Jean Clouet (or Jan Cloet) the Elder (b.
€.1420), a Fleming who came to France ¢.1460.
Almost nothing is known for certain of his life
and works. The more famous Jean Clouet (d.
1540/1) is thought to have been his son. He
was celebrated in his lifetime (in 1539 he was
praised by the poet Clément Marot (1496—1544)
as the equal of *Michelangelo), but no
documented works survive. A handful of por-
traits, however, including the Dauphin Frangois
(Musées Royaux, Antwerp) and Man holding
Petrarch’s Works (Royal Coll., Windsor), and
a number of drawings (mainly in the Musée
Condé, Chantilly) are attributed to him on fairly
strong circumstantial evidence. The paintings
belong to the school of Flemish *naturalism
that dominated French portraiture at this time,
but the drawings are more personal and often
of very high quality. They have often been
compared to those of Clouet’s contemporary
Hans *Holbein the Younger, with which they
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share a keenness of observation; whereas
Holbein’s drawings are overwhelmingly linear,
however, Clouet’s are subtly modelled in light
and shade with a delicate system of *hatching
that recalls *Leonardo, whose work he could
well have known.

Jean’s son, Frangois (c.1510—72), succeeded
him as court painter in 1541. His work is
somewhat better documented than his father’s,
but his career is still very obscure (they used
the same nickname, ‘Janet’, which has caused
much confusion, and one of the finest works
attributed to him, the celebrated portrait of
Francis I in the Louvre, showing the king in a
lavish gold doublet, has also been given to Jean).
Frangois, too, was mainly a portraitist, his signed
works including Pierre Quthe (Louvre, Paris,
1562), much more Italianate than any of his
father’s paintings, and Lady in Her Bath (NG,
Washington, ¢.1570). This mysterious and cap-
tivating work has been traditionally identified
as representing Diane de Poitiers (1499-1566),
but it is more probably a likeness of Marie
Touchet, mistress of Charles IX (1550—74).
A number of drawings, mostly in the Musée
Condé, are also attributed to Francois.

Clovio, Giulio (1498—1578). Italian painter and
*illuminator, born in Croatia, now part of
Yugoslavia. He went to Rome in 1516 and
spent most of the rest of his career there, though
with frequent breaks when he worked in other
cities. In his illuminations he made frequent use
of motifs from the work of *Michelangelo and
*Raphael, adapting the fashionable *Mannerist
style to a miniature scale. Amongst them are
the Towneley Lectionary (New York, Public
Library) and St Paul’s Epistle to the Romans (Sir
John Soane’s Mus., London). He also did some
work in oils (Pieta, Ufhizi, Florence, 1553).
Clovio enjoyed a very high reputation in his
lifetime. *Bruegel worked with him when he
visited Rome and El *Greco painted his portrait
(Museo di Capodimonte, Naples).

clunch. A generic name for harder grades of
chalkstone, or soft *limestone above beds of
chalk, more particularly those occurring in
the chalk marl of Cambridgeshire. It varies in
colour from white to greenish-grey, is easy to
work, and takes a good surface. It has oc-
casionally been used as a building stone, but is
more suitable for interior carved work and
sculpture, for which purposes it was much
favoured by the late medieval sculptors of the
west of England.

Coade stone. An artificial stone manufactured
in London in the late 18th and early 19th
cents., used for figure sculpture, monuments,
architectural dressings, and decorative work.
Essentially a type of clay, fired in a kiln at high
temperature, it was named after Mrs Eleanor
Coade (d. 1821), who set up in business in
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Lambeth in 1769. She claimed that it resisted
frost and therefore retained sharpness of outline
better than natural stone, and time has proved
her right. It was mixed into a kind of paste and
formed into the required shape with moulds,
so popular designs could be more or less
mass produced. The business was an immediate
success; Robert *Adam was one of the notable
architects who used the material and several
good sculptors, particularly John *Bacon the
Elder, worked for the firm. Monuments made
of Coade stone exist in many English churches,
and some garden sculpture remains. The most
remarkable work in the material is perhaps the
organ gallery in St George’s Chapel, Windsor,
designed by Henry Emlyn in 1787, built in
1790—2, and described by Horace *Walpole as
‘airy and harmonious’. Mrs Coade’s successor
in the business, her distant relation William
Croggon, went bankrupt in 1833 and Coade
stone abruptly vanished from the market.

Cobra. A group of *Expressionist painters
formed in Paris in 1948 by a number of
Netherlandish and Scandinavian artists. The
name derived from the first letters of the
capital cities of the three countries of the artists
involved—Copenhagen, Brussels, and Amster-
dam. The Dane Asgar *Jorn, the Dutchman
Karel *Appel, and the Belgian *Corneille were
the leading members, and were joined by Jean
*Atlan and Pierre *Alechinsky. Their aims were
to exploit free expression of the unconscious,
unimpeded and undirected by the intellect. In
their emphasis upon unconscious gesture the
group had affinities with American *Action
painting, but they tended to put more emphasis
upon the development of strange and fantastic
imagery, related in some cases to Nordic mytho-
logy and folklore, in others to various magical
or mystical symbols of the unconscious. Their
approach was similar to the *Art Informel of
*Fautrier and *Wols, but its savage and vigorous
expressiveness exceeded theirs. The group pub-
lished Cobra Revue, which ran to eight issues,
and some fifteen monographs. It arranged Cobra
exhibitions at Copenhagen (1948), Amsterdam
(1949), and Liége (1951), but the members soon
went their own ways and the group disbanded
in 1951.

Cochin, Charles-Nicolas the Younger
(1715—90). French engraver, trained by his
father, Charles-Nicolas the Elder (1688—
1754). His huge output forms an invaluable
record of contemporary society, particularly life
at Louis XV’s court. He was also a prolific
book illustrator. In 1751 he was appointed
keeper of the king’s drawings and thereafter
exercised considerable influence in artistic circles,
even *Diderot consulting him before reviewing
the *Salons. In Cochin’s work are seen the
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beginnings of the *Classicism that was to
overwhelm French art at the Revolution.

Cock, Jan Wellens de (d. c.1526). Nether-
landish painter, active in Antwerp, where he
was dean of the painters’ guild in 1520.
Although he is a fairly shadowy figure and the
reconstruction of his euvre is controversial, he
is noteworthy as one of the earliest followers
of *Bosch, his penchant seemingly being small
pictures of hermits and saints in weird land-
scapes. He had two artist sons, Matthys
(¢.1509-48) and Hieronymus or Jerome
(¢c.1510-70), both of whom worked in Antwerp.
Matthys was renowned in his day as a landscapist
and is mentioned by *Vasari as well as van
*Mander, but little is known for certain of his
work. Jerome was an engraver, printer, and
editor who ran a printselling business, ‘Aux
Quatre Vents’ (At the Sign of the Four Winds),
that became internationally renowned. Pieter
*Bruegel was much employed by Cock in the
earlier part of his career, when he excelled at
prints in the tradition of Bosch.

Cockerell,
MUSEUM.

Sir Sydney. See FHTZWILLIAM

Cocteau, Jean (1889—1963). French writer, film
director, designer, painter, and draughtsman.
One of the most dazzling figures of his time in
the intellectual avant-garde, he was the friend
of leading artists such as *Modigliani and
*Picasso, and in his work for the theatre
collaborated with, for example, *Diaghilev and
the composers Eric Satie (1866—1925) and Igor
Stravinsky (1882—1971). His work included
poetry, novels, plays, films, and a large amount
of paintings, drawings, theatrical designs, and
pottery articles. In his painting and drawing he
was much influenced by Picasso, and his fa-
vourite themes included the figures of Harle-
quin, embodying the theatre, and Orpheus, the
personification of the poet. His most lasting
achievement was in the cinema, his reputation
resting mainly on his beautiful adaptation of
the famous story of Beauty and the Beast (La
Belle et la Béte, 1946), and on three films dealing
with the role of the artist and the nature of his
inspiration—Cocteau’s recurrent preoccupa-
tion—Le Sang d’un poéte (1930), Orphée (1950),
and Testament d’Orphée (1960).

Codde, Pieter (1599-1678). Dutch *genre and
portrait painter of the fashionable world and
barrack-room life, active in Amsterdam. His
best works are usually on a small scale, marked
by subtle silvery-grey tonalities, but he achieved
one memorable feat on a larger scale. In 1637
he was called upon to finish the group portrait
of the Amsterdam Civic guards known as the
Meagre Company (Rijksmuseum, Amsterdam)
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that Frans *Hals began in 1633 and refused to
finish because he would not come to Amsterdam
for sittings, and Codde succeeded so well in
capturing Hals’s spirit and the touch of his brush
that experts still disagree where the work of the
one ends and the other begins. Codde also
wrote poetry.

Coecke van Aelst, Pieter (1502—50). Nether-
landish painter, architect, sculptor, designer of
tapestries and stained glass, writer, and publisher.
A pupil of Bernard van *Orley, he entered the
Antwerp Guild in 1527. Some time before then
he had been to Rome and in 1533 he visited
Constantinople. His mission to gain business
there for the Brussels tapestry works was un-
successful, but the drawings he made on his
journey were later published by his widow
Mayken Verhulst as woodcut illustrations in Les
Meaurs et Fachons de Faire des Turcz (The
Manners and Customs of the Turks, 1553). He
ran a large workshop and was regarded as one
of the leading Antwerp painters of his day, but
his work 1is fairly run-of-the-mill and he is
generally more important for his publishing
activities. Like his paintings, his books are
saturated in Italian influence, and the translation
of the architectural treatise of Sebastiano *Serlio
that he issued from 1539 played a large part in
spreading *Renaissance architecture in the
Netherlands (it was from the Dutch, too,
rather than from the Italian original, that the
English translation of 1611 was made). Pieter
*Bruegel the Elder was his son-in-law, and,
according to van *Mander, his pupil, but there
is no trace of Coecke’s influence in his work.

Coello, Claudio (1642—93). Spanish painter,
the last important master of the Madrid school
of the 17th cent. In 1686 he succeeded *Carrefio
as court painter, and worked in Madrid and at
the *Escorial. His masterpiece, Charles 11 Adoring
the Host (Escorial, near Madrid, 1685—90), com-
bines a mystical religious subject with realistic
portraiture and is an outstanding example of
*Baroque *illusionism, mirroring the archi-
tecture of the sacristy in which it hangs. He
had other noteworthy successes, particularly in
work he carried out for Toledo Cathedral, but
he died a disappointed man because he was
passed over in favour of the Italian Luca
*Giordano for the commission to carry out a
huge programme of decoration at the Escorial.
Coello had travelled to Italy as a young man
and also studied the work of *Titian in the
royal collection, and his skill as a colourist and
painterly brushwork reflect the influence of the
great Venetian masters.

Coene, Jacques. See BOUCICAUT MASTER.

Colbert, Jean-Baptiste (1619—83). French
statesman who, after the death of Cardinal
Mazarin in 1661, became Louis XIV’s chief
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instrument in organizing the machine of state
control through which, among other things, he
exercised a dictatorship over the arts. It was the
object of Colbert and the King to present to
the world a visible image of the magnificence
and power of the French crown and in carrying
out this purpose the grandiose reconstruction of
Versailles and its splendidly flamboyant dec-
oration became a symbol of central importance.
Colbert’s right-hand man in exercising control
was Charles *Lebrun, who in 1663 was ap-
pointed director of the *Gobelins tapestry fact-
ory, which, reorganized as the Manufacture royale
des meubles de la Couronne, employed the cream
of craftsmen in the royal service. In addition to
direct patronage, an official body of artistic
dogma and official standards of taste were
enforced by the re-establishment in 1663 of the
Royal *Academy of Painting and Sculpture
with Lebrun as President and Colbert as Vice-
Protector in 1661 and Protector in 1672. In
1666 a French Academy was founded in Rome
under Charles *Errard to provide approved
training for young artists from France. Colbert
was himself a man of taste and a collector of
some importance and it was largely owing to
his able support for the King’s ambitions that
France replaced Italy as the artistic capital of
Europe.

Coldstream, Sir William (1908—87). English
painter. He was one of the founders of the
*Euston Road School in 1937 and one of the
perpetuators of the Euston Road style. In 1943 he
was appointed an official war artist. Coldstream
stood somewhat aloof from the aesthetic and
stylistic concerns which moved his con-
temporaries and his own rather austere work
developed in close contact with nature. In an
article ‘How I Paint’ contributed to The Listener,
15 Sept. 1937, he wrote: ‘I find I lose interest
unless I let myself be ruled by what I see.” He
was Professor of Fine Art at the *Slade School
(where he himself had been a student) from 1949
to 1975 and exercised an important influence as
a teacher. His work is well represented in the
*Tate Gallery.

Cole, Sir Henry. See EXHIBITION, GREAT.

Cole, Thomas (1801—48). American *Ro-
mantic landscape painter, a founder of the
*Hudson River School. His family migrated to
America from England in 1819 and he became
passionately devoted to the natural scenery of
his new country. He spent two years at the
Academy of Fine Arts in Pennsylvania and
made his living as a portrait painter and engraver
there and in New York until some of his
landscapes attracted the attention of *Dunlap,
*Durand, and *Trumbull, in 1825, assuring his
success. In the following year he moved to
Catskill on the Hudson River, journeying into
the mountains, often on foot, to make sketches
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of the scenery and working his studies up into
finished paintings in the studio. He had two
stays in Europe, 1829—32 and 1841—2, living
mainly in Florence with *Greenough. These
European visits, during which he came under
the influence of *Turner and John *Martin,
turned him increasingly from the depiction of
natural scenery towards grandiose historical and
allegorical themes, notably the two great series
The Course of Empire (New-York Hist. Society,
1836) and The Voyage of Life (Munson-
Williams-Proctor Inst., Utica, 1840).

Colla, Ettore (1899—1968). Italian sculptor and
printmaker. He settled in Rome in 1926 after
working in Paris with *Laurens and *Brancusi.
During the 1950s he was an outstanding figure
in Italan sculpture, making his works from
machine parts and rusted scrap iron, or broken
relics of war objects. From these he constructed
symbolic machines which had the evocative
effect of new life arising from the ruin and
rubble, sometimes incorporating a fetishistic
suggestion.

collage. A pictorial technique in which photo-
graphs, news cuttings, and other suitable objects
are pasted on to a flat surface, often in com-
bination with painted passages (coller is French
for ‘to gum’). Long popular as a leisure-time
occupation for children and amateurs, it first
became an accredited artistic technique in the
20th cent., when it drew its main material from
the proliferation of mass-produced images such
as newspapers, advertisements, cheap popular
illustrations, etc. The *Cubists were the first
to incorporate real objects such as pieces of
newspaper into their pictures, often deliberately
giving them a dual function both as the real
things they were and as contributing to the
picture image (see PAPIER COLLE). Collage was
given a social and ideological direction by the
*Futurists and was used by the *Dadaists for
their own anarchical purposes. It was adopted
by the *Surrealists, who emphasized the juxta-
position of disparate and incongruous imagery.
See also MONTAGE.

Collins, William (1788-1847). English painter.
He was initially taught by *Morland (of whom
his father wrote a biography) and specialized in
sentimental rustic landscapes and *genre scenes
that won him great popularity. As with
Morland, his work became very repetitive. He
was a lifelong friend of *Wilkie, after whom
he named his elder son, the novelist Wilkie
Collins (1824-89), who published a biography
of his father, Memoirs of the Life of William
Collins, in 1848. His second son was Charles
Allston Collins (1828-73), a friend of *Millais
and painter of the well-known Convent Thoughts
(Ashmolean, Oxford, 18s51), which *Ruskin
rated highly because of its botanical detail, done
in a fastidious *Pre-Raphaclite manner. He
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married one of the daughters of Charles Dickens
and abandoned painting for writing.

Collinson, James (1825-81). English painter.
He was one of the original members of the
*Pre-Raphaelite Brotherhood in 1848, but left
1t in 1850 and trained to be a Roman Catholic
priest. Another change of heart followed, and
in 1854 he returned to painting, specializing in
pretty and sentimental *genre scenes, the best
known of which is The Empty Purse of 1857
(versions in the Tate, London, and Graves Art
Gallery, Sheffield). He is probably the least
known of the PRB and the most remarkable
talent he showed at their meetings was his
ability to fall asleep at any time.

Cologne School. Term applied to painting
produced in Cologne from the late 14th cent.
to the early 16th cent. There was not, as the
term misleadingly suggests, a definite local style
at this time, but early in the 19th cent., when
romantically inclined collectors began to look
for old German pictures, it so happened that
many of their panels came from the Cologne
region, and the town, with its unfinished
*Gothic cathedral, became a symbol for the
spirit of the Middle Ages.

The alleged founder of the ‘School’, Master
Wilhelm, is a semi-legendary figure and no
pictures can be attributed to him with certainty.
During the first quarter of the 1sth cent
painting in Cologne had all the characteristics
of the lyrical ‘soft style’, that is of *International
Gothic. This style may have been perpetuated
by guild rules and guild supervision; in any case
it was still employed by *Lochner in the middle
of the 15th cent. A little later Netherlandish
*naturalism was taken up by artists in Cologne.
The great Flemish centres are not far away, and
one of Rogier van der *Weyden’s principal
works (the so-called Columba Altar, now in the
Alte Pinakothek, Munich) was in a Cologne
church at the time. Of many anonymous masters
the *Master of the Life of the Virgin is perhaps
the most attractive.

Colombe, Jean. See LIMBURG BROTHERS.

Colombe, Michel (c.1430-after 1512). French
sculptor. He had a great name in his day, but
only two works that are certainly by him
survive, both from very late in his life. They
are: the tomb of Francis Il of Brittany and
Marguerite de Foix (Nantes Cathedral, 1502—
7), done in collaboration with Jean *Perréal and
Girolamo da Fiesole, an Italian sculptor working
in France; and a relief of St George and the
Dragon (Louvre, Paris, 1508-9), done for an
altarpiece for the Chiteau de Chaillon. The
latter also was a work of collaboration, for the
frame was carved by Jéréme Pacherot, another
Italian expatriate. Colombe’s fame rests mainly
on the St George, for it is a captivating work,
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blending the fantasy of the French *Gothic style
with elements of the Italianate *Renaissance
taste that was coming into vogue in southern
France at this time, yet without copying par-
ticular Italian models.

Colonna, Gerolamo Mengozzi. See QUAD-
RATURA and TIEPOLO.

Colossus of Rhodes. Celebrated bronze statue
of Helios the Sun-god, regarded as one of the
Seven Wonders of the World. Over 30 m. high
it stood beside (not astride as it is shown in
some reconstructions) the harbour at Rhodes
and commemorated the raising of a siege in
304 BC. The sculptor was Chares of Lindos, a
pupil of *Lysippus, and the statue was finished
in about 280 BC after 12 years’ work. In about
22§ BC it was overthrown in an earthquake, but
the fallen figure remained until AD 653, when it
was broken up by Arab raiders and sold as scrap.

Colour Field painting. Term applied to cer-
tain abstract paintings that feature large expanses
of unmodulated colour. This type of painting
developed in the USA in the late 1940s and
early 1950s, leading exponents including *New-
man and *Rothko. From 1952 Helen *Fran-
kenthaler developed colour field painting by
soaking or staining very thin paint into raw
unprimed canvas, so that the paint is integral
with it rather than superimposed. The term
colour stain painting is applied to paintings of
this type.

Colquhoun, Robert (1914—62). British painter,
graphic artist, and designer. On being invalided
out of the army he settled in London with
Robert MacBryde (1913-66), his friend since
their student days at Glasgow School of Art,
driving an ambulance in the Civil Defence
Corps by day and painting by night. Within a
few years their studio at Bedford Gardens,
Campden Hill, had become a centre for a group
of young artists and writers which included
Keith *Vaughan and Rodrigo *Moynihan. In
the 1940s Colquhoun won a reputation as one
of the finest British painters of his generation,
his characteristic angular figure compositions
owing something to *Cubism, but having an
expressive power of their own. After he and
MacBryde were evicted from their studio in
1947, however, his fortunes declined and he
died in relative obscurity, even though there
had been a major exhibition of his work at
the Whitechapel Gallery four years earlier. A
Colquhoun Memorial Gallery was opened in
1972 in Kilmarnock, his home town.

Colt (or Coulte), Maximilian (d. after 1645).
French-born sculptor and mason, who came to
England from Arras ¢.1595 and Anglicized his
surname from Poultrain. In 160§ he made the
large tomb of Queen Elizabeth I in Westminster
Abbey, a splendid example of a conventional
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type. Much more original is his tomb of Robert
Cecil, first Earl of Salisbury, at Hatfield, in
which the effigy lies on a black marble bier
carried on the shoulders of four solemn and
beautifully-cut kneeling Virtues. Before this
Colt had carried out much work at Hatfield
House for Cecil, including two magnificent
fireplaces. In 1608 he became Master Sculptor
to the Crown, an office he held until his death,
though his art, excellent as it was by *Jacobean
standards, was too conservative for Charles I
(1600—49), from whom he received only minor
commissions. Sculptors such as Nicholas *Stone
were more to Charles’s taste, and in 1641 Colt
was imprisoned for debt.

Colville, Alexander (1920~ ). Canadian
painter, regarded as one of the leading exponents
of *Magic Realism in his country. Most of his
paintings show figures in juxtaposition with
inanimate objects, animals, or other human
beings, carefully placed at the most concentrated
point in that space, drawing substance from the
charged atmosphere (e.g. Nude and Dummy,
New Brunswick Mus., Saint John, 1950). He
was an official war artist and his work is well
represented in the Canadian War Museum,
Ottawa. His other work has included a mural,
History of Mount Allison (1948), for Mount
Allison University, Sackville, where he both
studied and taught, and the designs for the
special issues of Canadian coinage com-
memorating the centenary of Confederation

(1967).

Combine painting. A name given to a type
of work devised by *Rauschenberg in the early
1950s in which a painted surface is ‘combined’
with various real objects, or sometimes photo-
graphic images, attached to it. It may be
regarded as a very radical development of the
technique of *collage used by *Schwitters. See
also JUNK ART.

Conca, Sebastiano (1680-1764). Italian
painter. A pupil of *Solimena at Naples, he
moved to Rome in 1706, and with *Trevisani
he was one of the most important decorative
painters there during the first half of the 18th
cent. Out of the High *Baroque tradition he
developed a distinctively Roman *Rococo style,
which through its polished elegance gives an
impression of superficiality despite the grandeur
of its conception. Good examples of his work are
the decorations in the churches of S. Clemente
(1714) and Sta Cecilia (1725), Rome. *Batoni
became the most renowned of his many
students.

Conceptual art. Term embracing various
forms of art in which the idea for a work is
considered more important than the finished
product, if any. The notion goes back to



11§

*Duchamp, but it was not until the 1960s that
Conceptual art became a major international
phenomenon. Its manifestations have been very
diverse. Their common characteristic is the
claim that the ‘true’ work of art is not a physical
object produced by the artist but consists of
‘concepts’ or ‘ideas’. When a material thing is
hung in a gallery or otherwise presented to
spectators, this is regarded as no more than a
vehicle for the communication of ideas or a
means of reference to events or situations
removed in space and time from the presenta-
tion. Photographs, texts, maps, diagrams, sound
cassettes, video, etc., have been used as com-
munication media. Most artists in the field
of Conceptual art deliberately render their
productions uninteresting, commonplace, or
trivial from a visual point of view in order to
divert attention to the ‘idea’ they express. This
may be accepted. The notion that aesthetic
qualities may belong to concepts is not new.
Aesthetic delight in the elegance or economy
or consistency of mathematical theorems or
scientific and philosophical theories has long
been recognized. Beauty (or ‘brilliancy’) prizes
are even awarded in chess tournaments. But
artists have not usually been notable for either
profundity or beauty and elegance in the con-
ceptual field, and the ideas to which works of
Conceptual art lead the spectator scem in most
cases to be themselves shallow, commonplace,
or trivial. A well-known example is Joseph
*Kosuth’s One and Three Chairs MOMA, New
York, 1965), which combines a real chair, a
photograph of a chair, and a dictionary defini-
tion of ‘chair’. This work certainly makes no
attempt to be a visually interesting composition
in the traditional sense. Yet the idea which
it presents—real, tangible chair; photograph;
definition of concept—is trivial in the extreme
to anyone accustomed to operate in the realm
of ideas. There are no readily apparent means
for discriminating successful from unsuccessful,
professional from amateurish, good from bad,
examples of Conceptual art, and to many people
the abbreviation ‘Con art’ that is sometimes
used must seem remarkably apposite.

Concrete art. Term applied to abstract art that
repudiates all figurative reference and uses only
simple geometric forms. The term was coined
by van *Doesburg, who in 1930 issued a
manifesto entitled Art Concret, disguised as the
first number of a review (no other numbers
were issued), in answer to the formation of the
*Cercle et Carré association, to which he had
been vigorously opposed. Max *Bill gave the
following definition: ‘Concrete painting elim-
inates all naturalistic representation; it avails
itself exclusively of the fundamental elements
of painting, the colour and form of the surface.
Its essence is, then, the complete emancipation
of every natural model; pure creation.’

CONINXLOO

Conder, Charles (1868—19009). English painter,
a descendant of the sculptor *Roubiliac. After
living in Australia for some time, he moved to
France and studied with *Cormon. He was a
friend of *Toulouse-Lautrec and his work was
admired by *Degas and *Pissarro. From 1897
he lived mainly in England. His paintings, well
represented in the Tate Gallery, were mostly of
arcadian fantasies and landscapes, and included
water-colours on silk and designs for painted
fans. They are often tinged with a fin de siécle
decadence reminiscent of that of *Beardsley.

Condivi, Ascanio (d. 1574). Italian painter,
sculptor, and writer, a pupil and friend of
*Michelangelo. He was an insignificant artist
and his only claim to fame is his Life of
Michelangelo, published in 1553. Three years
earlier the first edition of *Vasari’s Lives had
appeared, and Michelangelo seems to have taken
exception to some of the statements made there.
Condivi's Life was meant as a corrective, and
he writes not only from intimate personal
knowledge, but obviously at times almost at
dictation from the master. Unlike *Holanda he
has no aesthetic theories of his own and his
account is the most trustworthy we have today.
Johannes *Wilde (Michelangelo, 1978, pp. 9—12)
considers that Condivi was a ‘simpleton’ who
could not have composed ‘such an eminently
readable book’ unaided, and thinks that An-
nibale Caro (1507-66), a humanist man of
letters, was probably the ghost writer. One of
Condivi’s few extant works is a painting of the
Holy Family (also called ‘Epifania’) in the Casa
Buonarroti, Florence, done from a cartoon by
Michelangelo in the British Museum, London;
Wilde says it ‘shows an appalling degree of
incompetence’.

Coninxloo, Giilis van (1544—1607). The most
important member of a large and prolific family
of Flemish painters, many of whom are not
clearly distinguishable personalities. He was
born at Antwerp and in 1587 emigrated to
Frankenthal, where he became a leader of a
group of landscape painters established there. In
1595 he settled permanently in Amsterdam.
Coninxloo’s early landscapes are panoramic
views of vast valleys and great mountain ranges
populated by biblical or mythological per-
sonages. In later works, such as the majestic
Forest (Kunsthistorisches Mus., Vienna), he nar-
rows his field of vision and takes as his subject
the mood evoked by luxuriant nature. His
younger countrymen, Roelant *Savery and
David *Vinckboons, who had also come to
Holland at about the same time, were influenced
by Gillis’s late works. Among his many pupils
there were two major Dutch artists, Esaias van
de *Velde and Hercules *Seghers. His paintings
are rarely signed and lesser artists are often
confused with him.
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Constable, John (1776-1837). English painter,
who is ranked with *Turner as one of the
greatest British landscape artists. Although he
showed an early talent for art and began painting
his native Suffolk scenery before he left school,
his great originality matured slowly. He com-
mitted himself to a career as an artist only in
1799, when he joined the *Royal Academy
Schools and it was not until 1829 that he was
grudgingly made a full Academician, elected
by a majority of only one vote. In 1816 he
became financially secure on the death of his
father and married Maria Bicknell after a
seven-year courtship and in the face of strong
opposition from her family. During the 1820s
he began to win recognition: The Hay Wain
(NG, London, 1821) won a gold medal at the
Paris *Salon of 1824 and Constable was admired
by *Delacroix and *Bonington among others.
From this time also his pictures began modestly
to sell. His wife died in 1828, however, and the
remaining years of his life were clouded by
despondency.

After spending some years working in the
*picturesque tradition of landscape and the
manner of *Gainsborough, Constable de-
veloped his own original treatment from the
attempt to render scenery more directly and
realistically, carrying on but modifying in an
individual way the tradition inherited from
*Ruisdael and the Dutch 17th-cent. landscape
painters. Just as his contemporary William
Wordsworth rejected what he called the ‘poetic
diction’ of his predecessors, so Constable turned
away from the pictorial conventions of 18th-
cent. landscape painters, who, he said, were
always ‘running after pictures and seeking the
truth at second hand’. Constable thought that
‘No two days are alike, nor even two hours;
neither were there ever two leaves of a tree
alike since the creation of the world’, and in a
then new way he represented in paint
the atmospheric effects of changing light in the
open air, the movement of clouds across the
sky, and his excited delight at these phenomena
stemming from a profound love of the country:
‘The sound of water escaping from mill dams,
willows, old rotten planks, slimy posts and
brickwork, I love such things. These scenes
made me a painter.” He never went abroad, and
his finest works are of the places he knew and
loved best, particularly Suffolk and Hampstead,
where he lived from 1821. To render the shifting
flicker of light and weather he abandoned fine
traditional finish, catching the sunlight in blobs
of pure white or yellow, and the drama of storms
with a rapid brush that disdained worn-out
symbols. Henry *Fuseli was among the con-
temporaries who applauded the freshness of
Constable’s aproach, for C. R. *Leslie records
him as saying: ‘I like de landscapes of Constable;
he is always picturesque, of a fine colour, and
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de lights always in de right places; but he makes
me call for my great coat and umbrella.’

Constable worked extensively in the open
air, drawing and sketching in oils, but his
finished pictures were produced in the studio.
For his most ambitious works—"*six-footers’
as he called them—he followed the unusual
technical procedure of making a full-size oil
sketch, and in the 20th cent. there has been a
tendency to praise these even more highly than
the finished works because of their freedom and
freshness of brushwork. (The full-size sketch for
The Hay Wain is in the V&A, London, which
has the finest collection of Constable’s work.)
In England Constable had no real successor and
the many imitators (who included his son
Lionel, 1825-87) turned rather to the formal
compositions than to the more direct sketches.
In France, however, he was a major influence on
*Romantics such as Delacroix, on the painters of
the *Barbizon School, and ultimately on the
*Impressionists.

Constructivism. Russian geometric abstract
art movement, founded in about 1913 by
Vladimir *Tatlin. He was joined by the brothers
Antoine *Pevsner and Naum *Gabo, who in
1920 published their Realist Manifesto, in which
one of the directives was ‘to construct’ art; it is
from this that the name derives. Pevsner and
Gabo rejected the idea that art must serve a
socially useful purpose and conceived a purely
abstract art that reflected modern machinery
and technology and used industrial materials
such as plastic and glass. Tatlin and Alexander
*Rodchenko, on the other hand, were among
those who applied Constructivist principles to
architecture and design. Gabo and Pevsner left
Russia in 1922 after Constructivism had been
condemned by the Soviet regime, and they and
other exiles helped to spread the ideals of
the movement throughout Europe. They were
influential, for example, on the *Bauhaus in
Germany, De *Stijl in the Netherlands, and the
* Abstraction-Création group in France, and
Gabo was one of the editors of the English
Constructivist manifesto, *Circle, in 1937.

conté crayon. A very hard, grease-free type
of crayon, named after Nicolas-Jacques Conté
(1755—1805), the French scientist who invented
it. Conté, who worked as a portrait painter in
his youth, was also the inventor of the modern
graphite *pencil.

continuous representation or continuous
narrative. A pictorial convention whereby two
or more incidents from a narrative are combined
in the same image. It is most common in
medieval art, but occasionally occurs later. In
*Pontormo’s Joseph in Egypt (NG, London,
c.1515), for example, four episodes from Genesis
are shown in the same panel and the figure of
Joseph appears separately in each scene.
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contrapposto. Term (Italian for ‘set against’)
applied to poses in which one part of a figure
twists or turns away from another part. It was
originally applied, during the *Renaissance, to
a relaxed asymmetrical pose characteristic of
much Greek and Roman sculpture in which the
body’s weight is borne mainly on one leg, so
that the hip of that leg rises relative to the
other (the Doryphoros of *Polyclitus is a classic
example). The term is now, however, used in
a much broader sense and applied equally to
painting as to sculpture. The acknowledged
master of contrapposto was *Michelangelo, and
his *Mannerist followers (for example *Bron-
zino) often went to absurd lengths to devise
poses of wilful complexity to demonstrate their
skill in the field.

conversation piece. A portrait group in a
domestic or landscape setting in which two or
more sitters are engaged in conversation or
other polite social activity. Conversation pieces
are usually, though not always, small in scale.
They were especially popular in Britain during
the 18th cent., but the use of the term is not
confined to British painting or to this period.
Arthur *Devis and the young *Gainsborough
were notable practitioners.

Cooper, Samuel (1609—72). English *mini-
aturist, the nephew and probably the pupil of
John *Hoskins. Cooper was the greatest English
miniaturist of the 17th cent. and he enjoyed a
European reputation and the patronage of both
Oliver Cromwell (1599—1658) and Charles II
(1630-85). His portraits are almost always of
the *bust only, but within this limitation his
range is remarkable: he presents each sitter with
a force and individuality besides which the
life-size portraits by contemporaries such as
*Lely appear doll-like, and his ambitious com-
position and *Baroque sense of design mark a
complete breach with the tradition of *Hilliard
and Hoskins. He is well represented at the
Victoria and Albert Museum, the Royal Col-
lection at Windsor Castle, and in the Fitzwilliam
Museum, Cambridge. His brother Alexander
(before 1609—60) was also a miniaturist. He
worked mainly on the Continent, in the Nether-
lands and at the Swedish court.

Coornhert, Dirck. See cortzius.

Coorte, Adriaen (active 1683—1708). Dutch
still-life painter, active around Middelburgh.
Nothing is known of his life, and his work
was completely forgotten for more than two
centuries after his death. Only a handful of
paintings by him survive, but they show him
to have been one of the most individual still-life
painters of his time. They are the complete
opposite of the lavish pieces by such celebrated
contemporaries as Jan van *Huysum and Rachel
*Ruysch, for they are small in scale and depict
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a few humble objects, characteristically placed
on a bare ledge. The intensity of his scrutiny is
such, however, that they take on something of
the mystical quality of the still lifes of *Sanchez
Cotin or *Zurbaran, and the hovering butterfly
that Coorte sometimes incorporates in his work
may have allegorical significance. One of his
favourite subjects was a bundle of asparagus
(examples in the Rijksmuseum, Amsterdam, the
Fitzwilliam, Cambridge, and the Ashmolean,
Oxford).

Copley, John Singleton (1738—1815). The
greatest American painter of the 18th cent. He
was the stepson of the engraver Peter Pelham
(c.1695—1751), from whose large collection of
engravings he gained a considerable knowledge
of European art, but he was virtually self-taught
as a painter. While still in his teens he had set
up as a painter in his native Boston and by his
early twenties he was painting portraits that, in
their sense of life and character, completely
outstripped anything previously produced by
Colonial portraitists (Col. Epes Sargent, NG,
Washington, ¢.1760). Though he became ex-
tremely successful, Copley was diffident and
self-doubtful by nature and came to see himself
as an artist affiicted with provincialism, cut off
from the great European tradition of painting.
For a long while he hesitated to leave the
security of Boston (where he earned ‘as much
as if I were a *Raphael or a *Correggio’) even
after his portrait of his step-brother Henry
Pelham (The Boy with a Squirrel, Mus. of Fine
Arts, Boston, 1765) had been highly praised
by both *Reynolds and *West when it was
exhibited in London in 1766. He finally left in
1774, when revolutionary activity was be-
ginning to threaten his practice, and settled in
London in 1775 after a study trip to Italy.

In England his style changed radically, sac-
rificing the forthright vigour of his Colonial
work for a more fashionable and ornate manner.
He continued to paint fine portraits that were
more than a match for the work of most of his
contemporaries, but it is generally agreed that
those he painted in America have much greater
originality and conviction than their English
counterparts. In compensation for this decline
as a portraitist, he was able to turn his hand to
history painting, in which he had long been
eager to make a success but for which the
opportunities in America were severely limited.
The first was Brook Watson and the Shark (NG,
Washington, 1778; a copy Copley made for
himself is in the Mus. of Fine Arts, Boston, and
a smaller variant, 1782, is in the Detroit Institute
of Arts). In this he followed the innovation of
his countryman West in using modern dress,
and went beyond him in choosing a subject not
because it was of historical importance or moral
significance, but merely because it was exciting
(see also BORGHESE WARRIOR). It was not until a
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generation later that the French *Romantics
took up this revolutionary idea. His other
history paintings took more conventional
themes, mainly patriotic and military, such as
The Death of Major Peirson (Tate, London,
1783). Copley revealed a magnificent gift for
depicting heroic action in multi-figure com-
positions that none of his British contemporaries
could approach, and his history paintings won
him considerable acclaim. They also brought
on him the wrath of the *Royal Academy (of
which Copley had become a full member in
1779) when they were shown privately with
great success, for this constituted a rival at-
traction to the Academy’s own exhibitions.
Copley’s success in England, however, was
fairly short-lived and his work gradually went
out of favour. He spent his final years lonely
and in ill-health, and he died leaving debts that
had to be paid off by his son and namesake,
who became Lord Chancellor.

copper point. See METAL POINT.

Coppo di Marcovaldo (b. c.1225). Iwalian
painter, one of the earliest about whom there
is 2 body of documented knowledge. He served
in the army of Florence and settled in Siena
after his capture at the Battle of Montaperti
(1260). In 1261 he painted the signed and dated
Madonna and Child Enthroned (called the Madonna
del Bordone) for the Servite church at Siena, and
in 1274 he and his son Salerno painted a
Crucifix for Pistoia Cathedral; both paintings
still remain in their original locations. On the
basis of these documented works two other
outstanding paintings are attributed to Coppo:
a Madonna and Child Enthroned in Sta Maria dei
Servi in Orvieto, and a Crucifix in the Pina-
coteca at San Gimignano. He introduced new
solidity and humanity to the *Byzantine tradi-
tion, in the way, for example, that he rep-
resents the Virgin with her head inclined
towards the Child, and with *Guido da Siena
he ranks as the founder of the Sienese School
and one of the most important forerunners of
*Cimabue and *Duccio.

Coques, Gonzales (1618 or less likely 1614—
84). Flemish *genre and portrait painter, known
as the ‘little van *Dyck’, although his style is
much closer to *Terborch. He was born in
Antwerp and was mainly active there, but he
also travelled to Holland and England. His best
works, charming and daintily executed, are
small-scale fashionable group portraits such as
A Family Group (NG, London).

corbel. A bracket or other projection on the
surface of a wall intended to support a weight.
Corbels often provided the opportunity for
elaborate carving.

Corinth, Lovis (1858—1925). German painter
and graphic artist. Part of his training was with
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*Bouguereau in Paris (1884—7), but he was
more strongly influenced by the painterly work
of French artists such as *Courbet and *Manet,
as well as by *Hals, *Rembrandt, and *Rubens.
On his return to Germany he lived mainly in
Munich before settling in Berlin in 1901. With
*Liebermann he became recognized as the
leading representative of the German *Im-
pressionist school. An apoplectic stroke in-
capacitated him in 1911, however, and when
he began to paint again (with great difficulty)
it was in a much-looser and more powerful
*Expressionist manner, to which he had pre-
viously been strongly opposed. Corinth was
varied and prolific as a painter and graphic
artist, his prints being mainly *drypoints or
*lithographs. Apart from landscapes, portraits,
and still lifes, he had a fondness for voluptuous
allegorical and religious subjects.

Cormon, Fernand (pseudonym of Fernand-
Anne Piestre) (1845-1924). French painter. He
had a successful career both as a painter and a
popular teacher (his pupils included *Matisse,
*Toulouse-Lautrec, and van *Gogh), but his
reputation has not lasted well. His work included
decorations at the Museum of Natural History
and the Petit Palais in Paris and some excellent
portraits, and he also had a penchant for
paintings of prehistoric history (The Age of
Stone, Musée du Prieuré, Saint-Germain-
en-Laye, 1884).

Corneille (Cornelis van Beverloo) (1922— ).
Belgian painter, active mainly in Paris. He was
a founder member of *Cobra in 1948 and his
paintings are marked by brilliant colour and
vigorous brushwork.

Corneille de Lyon (active 1533—74).
Netherlandish-born painter, active mainly at
Lyons in France. He was a native of The Hague
(in France he is still often known as ‘Corneille
de La Haye’), but he settled in Lyons in 1534
and in 1540 he became court painter to the
Dauphin, later Henry II (1519—59). Con-
temporary references to him indicate that he
had a considerable reputation as a portrait
painter, but only one work survives that is
unquestionably from his hand, a portrait of
Pierre Aymeric (Louvre, Paris, 1553), au-
thenticated by an inscription in the sitter’s
handwriting on the back of the picture. Many
other works in a similar style go under his
name. They are mostly small in scale and sharply
naturalistic in manner, with the sitter usually
set against a plain green or blue background. The
National Gallery, London, has four examples of
the type, catalogued as ‘Style of Corneille de
Lyon’.

Cornelis van Haarlem (1562-1638). Dutch
painter who ranks with Hendrik *Goltzius and
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Carel van *Mander as one of the leading
representatives of *Mannerism in the Nether-
lands. He is best known for his large biblical
and historical pictures packed with athletic,
life-size Italianate nudes in wrenched and sharply
foreshortened positions. But he also did a few
forceful portraits of individuals and groups
which show that he was an important forerunner
of Frans *Hals. Both facets of his work can best
be seen in the Frans Hals Museum in Haarlem.

Cornelisz. van Oostsanen, Jacob (also called
Jacob van Amsterdam) (c.1470-1533). Nether-
landish painter and designer. He was bom in
Qostsanen and worked mainly in nearby Ams-
terdam, where he was a leading designer of
*woodcuts, liberating the Dutch woodcut from
the *miniature tradition and giving it a new
power and breadth. Comparatively few of his
works have been preserved: among the wood-
cuts is a series illustrating the Passion (1512—17)
and among the paintings are a Self-portrait
(Rijksmuseum, Amsterdam, 1533) and an Adora-
tion of the Shepherds (Museo di Capodimonte,
Naples, 1512) which contains pudgy angels
playing toy-like instruments, singing, and deco-
rating with garlands an improbable *Renaissance
manger. Although his work is somewhat
provincial, he marks the beginning of the great
artistic tradition of Amsterdam, and his keenness
of observation was to be one of the trademarks
of later Dutch art. Jan van *Scorel was his most
important pupil.

Cornelius, Peter von (1783-1867). German
painter, best known for the major part he played
in the revival of *fresco in the 19th cent. After
training at the Diisseldorf Academy, Cornelius
went to Italy in 1811 and joined the *Nazarenes.
In 1819 he was called to Munich by Crown
Prince Ludwig of Bavaria (later Ludwig I,
1786-1868), for whom he worked extensively,
notably on a series of frescos in the Lud-
wigskirche (1836-9), including a Last Judgement
that is larger than *Michelangelo’s in the Sistine
Chapel. When this work was not well received
Cornelius left Munich to work for Frederick
William IV (1795—-1861) of Prussia in Berlin.
His major undertaking there was a commission
for frescos in a mausoleum for the royal family
modelled on the Campo Santo in Pisa. The
project was officially cancelled after the re-
volution in 1848, but Cornelius continued to
work on his drawings for it for the rest of his life.
Cornelius’s work is undoubtedly impressive, but
rather self-conscious in its desire to revive the
heroic language of *Raphael and Michelangelo,
and combine it with the didactic philosophy of
German *Romanticism. He was director of the
academies at Disseldorf and Munich and his
influence was considerable; it may well be
claimed that his works in Munich sparked off
the revival of large-scale fresco decoration in
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Germany and perhaps elsewhere. His advice
was sought when frescos were painted in the
Houses of Parliament, London, in the 1840s.

Cornell, Joseph (1903—73). American sculptor,
one of the pioncers and most celebrated ex-
ponents of *assemblage. He had no formal
training in art and his most characteristic works
are his highly distinctive ‘boxes’. These are
simple boxes, usually glass-fronted, in which he
arranged surprising collections of photographs
or Victorian bric-a-brac in a way that has
been said to combine the formal austerity of
*Constructivism with the lively fantasy of
*Surrealism. Like Kurt *Schwitters he could
create poetry from the commonplace. Unlike
Schwitters, however, he was fascinated not by
refuse, garbage, and the discarded, but by
fragments of once beautiful and precious objects,
relying on the Surrealist technique of irrational
Jjuxtaposition and on the evocation of nostalgia
for his appeal. His work was exhibited from
1932 at the Julian Levy Gallery in New York,
a major venue for the showing of European
Surrealism, and he befriended several members
of the movement who settled in the USA
during the Second World War. Cornell also
painted and made Surrealist films. His work is
well represented in the Art Institute of Chicago.

Corot, Jean-Baptiste-Camille (1796-1875).
French painter. At the age of 26 he abandoned
a commercial career for the practice of art and
from the first showed a strong vocation for
landscape painting. He lived in Paris, but trav-
elled about France making sketches from nature
and from these he composed in his studio. In
addition to his journeys in France, he visited
England, the Low Countries, Switzerland, and
Italy three times (18258, 1834, and 1843).
Throughout his life Corot found congenial the
advice given to him by his teacher Achille-
Etna *Michallon ‘to reproduce as scrupu-
lously as possible what I saw in front of me’.
On the other hand he never felt entirely at
home with the ideals of the *Barbizon School,
the members of which saw *Romantic ideal-
ization of the countryside as a form of escapism
from urban banality, and he remained more
faithful to the French *Classical tradition than
to the English or Dutch schools. Yet although
he continued to make studied compositions after
his sketches done direct from nature, he brought
a new and personal poetry into the Classical
tradition of composed landscape and an un-
affected naturalness which had hitherto been
foreign to it. Though he represented nature
realistically, he did not idealize the peasant or
the labours of agriculture in the manner of
*Millet and *Courbet, and he was uninvolved
in ideological controversy.

From 1827 Corot exhibited regularly at the
*Salon, but his greatest success there came
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with a rather different type of picture—more
traditionally Romantic in its evocation of an
Arcadian past, and painted in a misty soft-edged
style that contrasts sharply with the luminous
clarity of his more topographical work. Late in
his career Corot also turned to figure painting
and it is only fairly recently that this aspect of
his work has emerged from neglect—his female
nudes are often of high quality. It was, however,
his directness of vision that was generally
admired by the major landscape painters of the
latter half of the century and influenced nearly
all of them at some stage in their careers. His
popularity was (and is) such that he is said to
be the most forged of all painters (this in
addition to an already prolific output). In his
lifetime he was held in great esteem as a man
as well as an artist, for he had a noble and
generous nature; he supported Millet’s widow,
for example, and gave a cottage to the blind
and impoverished *Daumier.

Correggio (Antonio Allegri) (c.1480-1534).
Italian painter, named after the small town in
Emilia where he was born. Little is known of
his life, but his paintings suggest under whom
he may have formed his style. Echoes of
*Mantegna’s manner in many of his early
paintings indicate that he may have studied that
master’s work in Mantua, and he was influenced
in these works also by Lorenzo *Costa and
*Leonardo, adopting Costa’s pearly Ferrarese
colouring and, in the St John of the St Francis
altarpiece (Gemildegalerie, Dresden, 1514), his
first documented work, Leonardo’s char-
acteristic gesture of the pointing finger. Later
he initiated a style of sentimental elegance and
conscious allure with soft *sfumato and gestures
of captivating charm. Correggio may well have
visited Rome early in his career, although
*Vasari maintains that he never went there and
the obvious inspiration of the paintings of
*Raphael and *Michelangelo could be ac-
counted for by drawings and prints which were
known all over Italy.

He was probably in Parma, the scene of his
greatest activity, by rs18. His first large-scale
commission there was for the decoration of the
abbess’s room in ‘the convent of S. Paolo. The
theme of the decorations is Diana, goddess of
chastity and the chase, and the vaulted ceiling
uses Mantegna’s idea of a leafy trellis framing
*putti and symbols of the hunt. The S. Paolo
ceiling was followed by two dome paintings in
which Correggio developed the *illusionist
conception—already used by Mantegna—of de-
picting a scene as though it were actually taking
place in the sky above (see soTTo IN su). The
first of these domes was commissioned for the
church of S. Giovanni Evangelista in 1520. The
twelve Apostles sit on clouds round the base,
while Christ is shown in sharp foreshortening
ascending to heaven. In the commission six
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years later for an Assumption of the Virgin in the
dome of Parma Cathedral he used the same
principle, but on a much larger scale and with
still more daring foreshortening. These works
reveal Correggio as one of the boldest and most
inventive artists of the High *Renaissance and
they were highly influential on the development
of *Baroque dome painting (one of his most
important successors, *Lanfranco, was a native
of Parma). Other aspects of Correggio’s work
were even more forward-looking. His ex-
traordinarily sensuous mythologies, such as the
Loves of Jupiter (Io and Ganymede in the Kunst-
historisches Mus., Vienna; Leda in the Staatliche
Museen, Berlin; Danae in the Borghese Gallery,
Rome; all ¢.1530), foreshadow *Rococo artists
such as *Boucher, and it was at this time that
Correggio’s reputation was at its height.

Corrente. An anti-Fascist association of young
Italian artists formed by Renato *Birolli in
Milan in 1938 with *Guttuso, Mirko Basaldella,
and *Afro among its members. The association
had no fixed artistic programme beyond a
desire to oppose what they regarded as the
provincialism of the *Novecento and the official
art. They stood for the defence of ‘modern’ art
at a time when the Nazi campaign against
*‘degenerate’ art (entartete Kunst) was spreading
to Italy. The association arranged an exhibition
in March 1939 in which older Milanese artists
were included, and a second exhibition in
December of the same year in which only the
younger set participated. Its activities, which
included the publication of a review of literature,
politics, and the arts, were dissipated by the
Second World War.

Cortese. See COURTOIS.

Cortona, Pietro da (Pietro Berrettini) (1596—
1669). Italian painter, architect, decorator, and
designer, second only to *Bernini as the most
versatile genius of the full Roman *Baroque
style. He was named after his birthplace in
Tuscany and probably had some training with
his father, a stonemason, before being ap-
prenticed as a painter in Florence. In 1612 or
1613 he moved to Rome. His first major works
were frescos in Sta Bibiana, Rome (1624-6),
commissioned by Urban VIII (Maffeo *Bar-
berini), and the patronage of the Barberini
family played a major part in his career. For
their palace he painted his most famous work,
the huge ceiling fresco, Allegory of Divine
Providence and Barberini Power. This was begun
in 1633, but he interrupted the work in 1637
to go to Florence and paint two of four frescos
commissioned by the Grand Duke of Tuscany
for the *Pitti Palace. He returned to finish the
Barberini ceiling in 1639. This, one of the key
works in the development of Baroque painting,
is a triumph of *illusionism, for the centre of
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the ceiling appears open to the sky and the
figures seen from below (di *sotto in su) appear
to come down into the room as well as soar
out of it. It demonstrates Pietro’s belief, which
came out in a celebrated controversy with
Andrea *Sacchi in the Accademia di S. Luca,
that a history painting could be compared with
an epic and was entitled to use many figures;
Sacchi, intent on *Classical simplicity and unity,
argued for using as few figures as possible. In
1640—7 Pietro was back in Florence to finish
his decorations in the Pitti Palace, where he
received a new commission for seven ceilings
(completed by his pupil Ciro Ferri, 1634-89).
These Allegories of Virtues and Planets have
elaborate *stucco accompaniments uniting the
painted ceilings with the framework of the
rooms, and this form of decoration was widely
influential, not only in Italy, but also in France.
(Pietro turned down an invitation to visit Paris
from Cardinal Mazarin (1602—61), but his style
was taken there by his pupil *Romanelli.) From
1647 until his death Pietro again worked in
Rome, his major paintings from this period
being an extensive series of frescos in Sta Maria
in Vallicella (the Chiesa Nuova, 1647—65) in
which, as in his Pitti decorations, paint and
stucco are magnificently combined. Throughout
his career he also painted easel pictures of
religious and mythological subjects.

Pietro once wrote that architecture was
merely a pastime for him, but he ranks among
the greatest architects of his period. His master-
piece is the church of SS. Martina e Luca in
Rome (1635—50), which was the first Baroque
church designed and built as a complete unity.
Although his architecture has all the vigour of
his painting, there is less correspondence be-
tween the two fields than might be imagined.
He never decorated any of his own churches,
and indeed they were not designed with fresco
decoration in mind.

Pietro’s great contemporary reputation sank
in the next century with that of many other
Baroque artists. In a famous passage in his
Dizionario delle belle arti (1797), Francesco Mi-
lizia wrote: ‘Borromini in architecture, Bernini
in sculpture, Pietro da Cortona in painting,
and the Cavalier Marini in poetry represent a
diseased taste—one that has infected a great
number of artists.’

Corvus, Joannes (probably identical with Jehan
Raf and John Raven) (active c.1512-¢.1544). A
painter, perhaps from Bruges, who worked in
England c.1520—30, later in France and then
perhaps again in England. Two works by him
are known: Bishop Foxe (Corpus Christi College,
Oxford) and Princess Mary Tudor (Sudeley
Castle, Glos.). They are unexceptional portraits,
but the very fact of the survival of the artist’s
name from this obscure period in English
painting has given him a certain interest.

COSWAY

Cosmati work. A type of coloured decorative
inlay work of stone and glass that flourished
mainly in Rome between ¢.1100 and 1300. It is
characterized by the use of small pieces of
coloured stone and glass in combination with
strips of white marble to produce geometrical
designs. The term derives from two craftsmen
called Cosmas, whose names are inscribed on
several works (e.g. the cloister of Sta Scolastica
at Subiaco), but there were several families of
‘Cosmati’ workers (e.g. those of Vassallettus
and Laurentius) and many individual craftsmen.
Cosmati work was applied to church furnishings
such as tombs and pulpits and was also used for
architectural decoration. The style spread as far
as England, for example in the tomb of Henry
IIT in Westminster Abbey (c.1280), executed by
imported Italian craftsmen.

Cossa, Francesco del (c.1435—c.1477). ltalian
painter, active mainly in Ferrara, where with
Cosimo *Tura and Ercole de’ *Roberti he was
the leading artist of the period. His style has
many affinities with that of Tura and the same
background of development from *Mantegna
and *Piero della Francesca, but Cossa’s work
reveals a more genial temperament and relaxed
urbanity. This found expression in the delightful
frescos of the Months in the Palazzo Schifanoia
at Ferrara; Cossa, Roberti, and Tura are all
thought to have contributed to the scheme, but
Cossa seems to have been the leading master.
In the early 1470s he moved to Bologna, where
he painted an altarpiece for the Griffini Chapel
in the church of S. Petronio (1473); the central
panel is in the National Gallery, London.

Costa, Lorenzo (c.1460—1535). [talian painter.
He probably trained in Ferrara and his early
work was much influenced by *Tura and
Ercole de’ *Roberti. In about 1483 he settled in
Bologna, where he entered into partnership
with *Francia and worked for the ruling Ben-
tivoglio family. In 1504—5 he painted two Alle-
gories for Isabella d” *Este (Louvre, Paris) and in
1506 he succeeded *Mantegna as court painter
at Mantua. His mature style is often rather
sweetly *Peruginesque, with a delicate feeling
for landscape, and has been suggested as one of
the sources of *Giorgione’s work. There are
good examples of Costa’s work in the National
Gallery, London, including The Concert, one of
the first examples of a type of picture (a close-up
of a group of musicians) that was later to have
a considerable vogue.

Cosway, Richard (1742-1821). English *mini-
aturist, a pupil of *Hudson. A friend of the
Prince of Wales (later Prince Regent, 1762—
1830), Cosway was by far the most fashionable
miniature painter of his day, imparting to sitters
an air of great elegance. The larger portraits in
oils that he occasionally attempted have been
judged less successful. In 1781 he married
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Maria Hadfield (1759—1838), who was also a
miniaturist.

Cotéan, Juan Sinchez. See SANCHEZ COTAN.

Cotes, Francis (1726—70). English portrait
painter, a pupil of *Knapton. He began as a
specialist in *pastel and never altogether gave
up the medium, but in the 1760s he returned
mainly to oils and became a great fashionable
success, the only serious rival to *Gainsborough
and *Reynolds. Like them, he was a founder
member of the *Royal Academy. His work is
charming and vivacious and totally un-
intellectual; in the words of Sir Ellis *Water-
house, ‘He went all out for health and youth
and fine clothes, a strong likeness and no
nonsense.” His studio in Cavendish Square in
London (and something of his position in the
market) was later taken over by *Romney.

Cotman, John Sell (1782—1842). English land-
scape painter (mainly in water-colour) and
etcher. Son of a well-to-do Norwich merchant,
he went to London in 1798 and was employed
by Dr *Monro. In 1800 he was in Wales and
became a member of the circle of artists around
the collector Sir George *Beaumont, where he
met *Girtin. From 1803 to 1805 he made tours
in Yorkshire, where he painted some of his
finest work. In 1806 he settled in Norwich,
where, together with *Crome, he became the
most important representative of the *Norwich
School. He made several trips to France, and in
1834 he was appointed Professor of Drawing
at King’s College, London. Throughout his life
Cotman was subject to periods of melancholia
and despondency.

Cotman’s early water-colours, such as the
celebrated Greta Bridge (BM, London, ¢.1805; a
later version, 1810, is in the Castle Museum,
Norwich), include some of the greatest examples
of the classic English water-colour technique,
showing remarkable boldness and sureness of
hand. He used large flat *washes to build up
form in clearly defined planes and shapes of
almost geometrical simplicity. In his later years,
however, he tried to catch the public fancy by
large and gaudily melodramatic water-colours,
in which he used an *impasto obtained with
rice-paste. Cotman also illustrated various books
with his etchings, mainly works on architectural
antiquities.

Coulte, Maximilian. See coLT.
counterproof. See PRINTS.

Courbet, Gustave (1819—77). French painter,
born at Ornans, the son of a prosperous farmer.
He was a man of independent character and
obstinate self-assurance, and claimed to be self-
taught. In fact he studied with various minor
masters in Ornans, Besangon and in Paris, where
he moved in 1839, but he avoided the official
schools and learnt much from copying the work
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of 17th-cent. *naturalists such as *Caravaggio
and *Velazquez. His earliest pictures (includ-
ing several narcissistic self-portraits) were in
the *Romantic tradition, but with three large
canvases exhibited at the *Salon of 1850 he
established himself as the leader of the *Realist
school of painting: these are The Burial at Ornans
(Musée d’Orsay, Paris), The Peasants at Flagey
(Musée des Beaux-Arts, Besangon), and The
Stone Breakers (formerly in Dresden, but des-
troyed in the Second World War). The huge
burial scene in particular made an enormous
impact; it was attacked in some quarters for its
alleged crudity and deliberate ugliness, but also
hailed for its powerful naturalism. Never before
had a scene from everyday life been presented
in such an epic manner and Courbet was cast
in the role of a revolutionary socialist. He gladly
accepted this role (although it is unlikely that
he painted the picture with political intention)
and he became a friend and follower of the
anarchist philosopher Pierre-Joseph Proudhon
(1809—65) and collaborated on his book On
Art and its Social Significance (1863). Courbet’s
boldness and self-confidence are as evident in
his technique as in his choice of subjects. He
often used a palette knife to apply paint and his
work shows an unprecedented relish for the
physical substance of his materials.

His unconventionality and hatred of authority
was expressed most forcefully in 1855, when,
dissatisfied with the representation allotted to
him at the Paris Universal Exhibition, he or-
ganized a pavilion for his own work, calling it
‘Le Réalisme’. Included in the works he showed
here was his most celebrated work, The Painter’s
Studio (Musée d’Orsay, Paris, 1854—5). This
huge (6-m. wide) canvas was subtitled by
Courbet ‘a real allegory [a seeming contradiction
in terms] summing up seven years in my artistic
life’. He wrote a long (but not very clear)
account of it, describing it as ‘the moral and
physical history of my studio’ and saying it
showed ‘all the people who serve my cause,
sustain me in my ideal and support my activity’.
In it he presents himself as the artist-hero, and
in taking as his subject the activity of creating
art he sounded a note that reverberated into the
20th cent. Interpretations of the picture have
been many and varied, and it has recently been
shown that it has covert but carefully thought
out political content, attacking Napoleon III
(1808—73). After 1855 his work became less
doctrinaire. His colours were less sombre and he
often chose more obviously attractive subjects—
landscapes from the Forest of Fontainebleau, the
Jura, or the Mediterranean, seascapes with
distant vistas, or comely and sensual nudes.

After the deposition of Napoleon III, Courbet
was active in the Paris Commune of 1871 and
was appointed head of the arts commission.
When the Commune fell he was imprisoned
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for his role in the destruction of the Vendome
Column, and he fled to Switzerland in 1873,
being unable to pay the fine imposed on him
(see MEISSONIER). He stayed there for the
remaining four years of his life, painting mainly
landscapes and portraits.

Courbet did not form a school, but he had
an enormous influence on 19th-cent. art because
of his resounding rejection of the doctrine of
idealization. ‘Painting’, he said, ‘is an art of
sight and should therefore concern itself with
things seen; it should, therefore, abandon both
the historical scenes of the *Classical school and
poetic subjects from *Goethe and Shakespeare
favoured by the Romantic school.” When asked
to include angels in a painting for a church he
replied: ‘I have never seen angels. Show me an
angel and I will paint one.” His concentration
on the tangible reality of things influenced not
only Realist painters, but also, for example, the
*Cubists. *Gleizes and *Metzinger began their
book Du Cubisme (1912) by saying, ‘To evaluate
the significance of Cubism we must go back to
Gustave Courbet’, and *Apollinaire stated in
Les peintres cubistes (1913), ‘*Cézanne’s last
paintings and his water-colours appertain to
Cubism, but Courbet is the father of the new
painters.’

Courtauld, Samuel (1876-1947). British in-
dustrialist and art collector. A wealthy director
of the family silk firm, he was a pioneer in
Britain in the appreciation of French *Im-
pressionist and *Post-Impressionist painters. In
1923 he gave to the *Tate Gallery the sum of
£50,000 for the purchase of works by French
1gth-cent. painters, who were hardly rep-
resented in the gallery. Most of his own superb
collection was presented to the University of
London in 1932, a year after he had endowed
the Courtauld Institute of Art, the first specialist
centre in Britain for the study of art history.
The co-founders of the Institute were Lord Lee
of Fareham (1868-1947), a soldier and politician,
who in 1921 had presented his country house—
Chequers—to the nation to be the prime minis-
ter’s country residence, and Sir Robert Witt
(1872-1952), a lawyer who formed a library of
reproductions of paintings and drawings that is
now one of the cornerstones of the Institute’s
pre-eminence in art-historical studies. Both men
left collections to the Courtauld Institute—Lee
mainly of paintings, Witt of drawings and
water-colours—and there have been several
other important bequests, including that of the
painier and critic Roger *Fry. The most recent
of the major bequests, that of the Anglo-
Austrian art historian Count Antoine Seilern
(1901—78) in 1978, has raised an already out-
standing collection to the level where only the
great national collections outshine it. Seilern’s
bequest is varicd, reflecting his own scholarly
interests, but its chief glory is its superlative

group of works by *Rubens. Previously, the
Courtauld Institute Galleries were physically
separate from the rest of the Institute’s activities,
which were housed in Samuel Courtauld’s
former house at 20 Portman Square, designed
by Robert *Adam and possessing one of the
best-preserved 18th-cent. domestic interiors in
London. In 198990, however, all the Institute’s
activities and collections were brought together
under one roof at Somerset House, fulfilling
Samuel Courtauld’s intention that students
should work in intimate contact with original
works of art.

Courtois, Jacques (1621—76) and Guillaume
(1628-79). French painters, brothers, active in
Italy and often known by the Italian forms of
the names, Giacomo and Guglielmo Cortese.
They came from Burgundy and both had the
nickname ‘Il Borgognone’ or ‘Le Bourguignon’.
Jacques was a prolific painter of battle scenes,
fairly close in style to those of Salvator *Rosa,
but more colourful. Guillaume was a pupil of
Pietro da *Cortona and mainly painted altar-
pieces. He was also an engraver. Both brothers
worked in Rome for much of their careers and
they sometimes collaborated. Another brother,
a Capuchin priest, Padre Antonio, and a sister,
Anna, were also painters.

Courtois, Marie. See NATTIER.

Cousin, Jean the Elder (c.1490-1560/61).
French painter, engraver, and designer, active
in his native Sens and from about 1538 in Paris.
He had a successful career as a painter and a
designer of stained glass and tapestries, but very
little surviving work can be securely attributed
to him. The only certain documented works
are three tapestries from a series on the life of
St Mammés, which he contracted to design in
1543 (two are in Langres Cathedral, for which
they were woven, the other in a private col-
lection). The painting Eva Prima Pandora
(Louvre, Paris), however, can also be con-
fidently given to him as the attribution goes
back almost to his lifetime, and two windows
in Sens Cathedral are also traditionally attributed
to him. In 1560 he published a treatise on
*perspective. The career of his son Jean the
Younger (c.1522—c.1594), a painter and en-
graver, follows a similar pattern. He too worked
in Sens and Paris and had a great contem-
porary reputation, but little documented work
survives. His most important painting is a Last
Judgement (Louvre), but he is best known as
a book illustrator; his Livre de Fortune, a book
of *emblem drawings, was published in 1568,
and he also illustrated editions of the Meta-
morphoses of Ovid (1570) and the Fables of
Aesop (1582). The work of both father and son
shows strong Italian influence and is remarkable
for its independence from the prevailing style
of the Ecole de *Fontainebleau.
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Coustou, Guillaume I (1677-1746). The best-
known member of a dynasty of French sculp-
tors. He was trained by *Coysevox (his mother’s
brother), and like him worked a good deal for
the court. His vigorous style was formed partly
on the example of *Bernini, whose work he
saw in Rome, where he studied 169s5-1703.
Guillaume’s masterpieces are the celebrated pair
of Horse Tamers (The Marly Horses), originally
made for the royal Chateau at Marly and set
up there in 1745, but now in the Place de
la Concorde in Paris. Nicolas (1658-1733),
Guillaume’s brother, was also employed in court
circles, and his work can be seen at Versailles
and in the Tuileries Gardens in Paris. He was
probably the teacher of *Roubiliac. Guillaume
II (1716-77), the son of Guillaume I, inherited
his father’s technical skill but little of his
originality. Nevertheless, he enjoyed a successful
career, his most important work being the
monument to the Dauphin in Sens Cathedral
(c.1767). Frangois (d. 1690), the father of
Guillaume I and Nicolas and the founder of the
dynasty, was a minor wood-sculptor working
in Lyons.

Couture, Thomas (1815—79). French historical
and portrait painter, a pupil of *Gros and
*Delaroche. He is chiefly remembered for his
vast ‘orgy’ picture The Romans of the Decadence
(Musée d’Orsay, Paris), which was the sensation
of the *Salon of 1847. As with other ‘one-
picture painters’, his reputation has sunk with
that of his big work, which now is often cited as
the classic example of the worst type of bom-
bastic academic painting, impeccable in every
detail and totally false in overall effect. His more
informal works, however, are often much live-
lier in conception and technique, and as a teacher
he encouraged direct study from landscape.
*Manet was his best-known pupil, and others
included *Puvis de Chavannes and *Fantin-
Latour.

Cox, David (1783-1859). English landscape
painter, mainly in water-colour. In his youth
he worked as a scene painter in Birmingham
and London, where he received lessons from
John *Varley. He lived in Hereford, 181427,
and in London, 1829—41, before retiring to
Harborne, near Birmingham, from where he
made annual sketching tours to the Welsh
mountains. In spite of a certain anecdotal home-
liness, his style was broad and vigorous, and in
1836 he began to paint on a rough Scottish
wrapping paper that was particularly suited to
it. A similar paper was made commercially and
marketed as ‘Cox Paper’. He wrote several
treatises on landscape painting in water-colour,
and in the last two decades of his life also
worked quite frequently in oils.

Coypel. Family of French painters of which
Noel (1628-1707) was the head. He created a
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successful academic style on the example of
*Poussin and *Lebrun, was much employed on
the large decorative schemes of Louis XIV,
notably at Versailles, and was director of the
French *Academy in Rome (1672—6) and then
director of the Académie Royale in Paris (1695).
His son Antoine (1661-1722) went to Rome
as a child with his father and there is a strong
Italian element in his style. This comes out
particularly in his most famous work, the ceiling
of the Chapel at Versailles (1708), which derived
from *Baciccio’s ceiling in the Gesu in Rome.
This and Coypel's decorations at the Palais
Royal in Paris (1702, destroyed) rank as the two
most completely *Baroque schemes found in
French art of this period. The Versailles ceiling
is more successful than much of Coypel’s work,
which often combines, in the words of Anthony
*Blunt, ‘the bombast of the Baroque and the
pedantry of the *Classical style without the
virtues of either’. His half-brother Noel-
Nicolas (1690-1734) painted with much more
charm, mainly mythological subjects, but he
seems to have had a rather timid personality
and did not achieve the worldly success of the
other members of the family. Indeed, he was
the best painter of the family, but is the least
famous. *Chardin was briefly his assistant.
Antoine’s son Charles-Antoine (1694—1752)
was a much more forceful character than Noel-
Nicolas and had a resoundingly successful career,
largely due to his administrative capacity in the
various official positions that he held. In 1747
he became director of the Académie Royale and
chief painter to the king. He also was an
accomplished writer of verse and plays as well
as art criticism. As a painter he was versatile
and prolific, but the weakest member of the
family; his Supper at Emmaus (1746) in Saint-
Merry, Paris, has been described by Sir Michael
Levey as ‘pathetically inept’.

Coysevox, Antoine (1640-1720). French
sculptor, with *Girardon the most successful of
Louis XIV’s reign. His style was more *Baroque
than Girardon’s and Coysevox overtook his
rival in popularity towards the end of the 17th
cent. as the king’s taste turned away from the
*Classical. By 1679 Coysevox was working at
Versailles, where he made numerous statues for
the gardens and did much interior decoration,
including a striking *relief of Louis XIV in the
Salon de la Guerre. His originality, however, is
seen mostly in his portrait busts, which show a
naturalism of conception and an animation of
expression that look forward to the *Rococo.
This is particularly so with his portraits of
friends, but even his formal commissions can
be remarkably lively. The Wallace Collection,
London, has an outstanding example of both
his formal and informal portraits: the bronze
Louis XIV (c.1686) and the *terracotta Charles
Lebrun (1676).
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Cozens, Alexander (1717-86). English land-
scape draughtsman. He was born in Russia, the
son of a shipbuilder employed by Peter the
Great (1672—1725) (it was rumoured that Peter
was his real father) and did not settle in England
until 1746. In 1785 or 1786 he published his
famous treatise A New Method of Assisting the
Invention in Drawing Original Compositions of
Landscape, in which he explains his method of
using accidental blots on the drawing paper
to stimulate the imagination by suggesting
landscape forms that could be developed into a
finished work. Cozens mentions that ‘something
of the same kind had been mentioned by
*Leonardo da Vinci, in his Treatise on Painting’
and that reading the passage in question ‘tended
to confirm my own opinion’. He quotes Leon-
ardo as saying ‘If you look upon an old wall
covered with dirt, or the odd appearance of
some streaked stones, you may discover several
things like landscapes, battles, clouds, un-
common atittudes, humorous faces, draperies
&c. Out of this confused mass of objects, the
mind will be furnished with abundance of
designs and subjects perfectly new.” He worked
almost exclusively in monochrome, 2nd both his
*‘blot drawings’ and his more formal composi-
tions use intense lights and darks with masterly
effect to suggest the power and mystery of
nature. Cozens was the first major English artist
to devote himself entirely to landscape, and he
spent much of his career as a fashionable teacher.
He was drawing master at Eton College and to
two of George III's sons, and he accompanied
his pupil William *Beckford on a visit to
Italy in 1762.

His son, John Robert Cozens (1752—97),
was also a landscape painter. Most of his work
derived from two continental journeys in 1776—
9 and 1782-3, during which he visited Italy and
Switzerland. On the first he was probably
draughtsman to Richard Payne *Knight, and
on the second he was part of the entourage of
William Beckford. In 1793 he became insane
and was cared for by Dr *Monro. Although
his water-colours were based on sketches made
on the spot, he by no means restricted himself
to topographical exactitude and he often trans-
posed landscape features in the interests of a
more poetical composition. But he does not
seem ever to have composed wholly from
imagination, as his father did. His narrow but
subtly gradated range of subdued colour is
intensely evocative of the serene natural effects
which appealed so strongly to his poetic mel-
ancholy. He was the most talented of the English
landscape artists in the *picturesque tradition
and his work was admired and copied by
*Turner, *Constable, and *Girtin.

Crabeth, Dirk (d. 1577) and Wouter (d.
¢.1590). Netherlandish makers of stained-glass
windows, brothers, the most important mem-

CRANACH

bers of a family of artists active mainly in
Gouda. On 1 January 1552 a fire destroyed
forty-six of the stained-glass windows in St Jans
Church in that city. Dirk was called upon to
make nine new windows and Wouter made
four. The latter had travelled in France and,
Italy as well as working in Antwerp and Brus-
sels and his work shows extensive *Re-
naissance influence. Some of their full-scale

drawings for the windows are still extant in
Gouda.

Craig, Gordon (Edward Henry Craig) (1872—
1966). British theatrical designer and graphic
artist, the son of the actress Ellen Terry (1847-
1928). Chiefly known as a theatrical designer
and producer, Craig was also an artist in
water-colour and engraving. He is also re-
membered as a pioneer of *Luminism and
*Kinetic art in view of experiments made at
his centre, the Arena Goldoni, Florence, with
moving geometrical blocks and light.

Cranach, Lucas the Elder (1472—-1553). Ger-
man painter. He takes his name from the small
town of Kronach in South Germany, where he
was born, and very little is known of his life
before about 1500—1, when he settled in Vienna
and started working in the humanist circles
associated with the newly founded university.
His stay in Vienna was short (he left in 1504),
but in his brief period there he painted some
of his finest and most original works. They
include portraits, notably those of Johannes
Cuspinian, a lecturer at the university, and his
wife Anna (Reinhart Coll., Winterhur), and
several religious works in which he shows a
remarkable feeling for the beauty of landscape
characteristic of the *Danube School. The finest
example of this manner is perhaps the Rest on
the Flight into Egypt (Staatliche Museen, Berlin),
which shows the Holy Family resting in the
glade of a German pine forest. It was painted
n 1504, just before Cranach went to Wittenberg
as court painter to Frederick III (the Wise,
1463—1525), Elector of Saxony.

Cranach remained in Wittenberg until 1550,
when he followed John Frederick (the Un-
fortunate, 1503—s4), the last Saxon Elector of
the Ernestine branch, into exile, in Augsburg.
During his time in Wittenberg he became
extremely wealthy and one of the city’s most
respected citizens, serving as burgomaster for
several years. His paintings were eagerly sought
by collectors, and his busy studio often produced
numerous replicas of popular designs, par-
ticularly those in which he showed his skill at
depicting female beauty—more than ten ver-
sions are known of his Reclining Nymph. He
excelled at erotic nudes, which sometimes draw
on Italian *Renaissance models but are totally
different in spirit, and he also had a penchant
for pictures of coquettish women wearing large
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hats, sometimes shown as Judith or the goddesses
in the Judgement of Paris. The most innovative
works of his Wittenberg period, however, are
probably his full-length portraits ( The Duke and
Duchess of Saxony, Gemildegalerie, Dresden,
1514). Cranach continued with his religious
work, but his woodcut designs (notably those
for the first German edition of the New
Testament in 1522) are generally more in-
teresting than his paintings in this sphere. He
also painted several portraits of Martin Luther
(1483—1546). Despite his allegiance to the Prot-
estant cause, he continued to work for Catholic
patrons and was a very astute businessman.
During the last years of his life Cranach was
assisted by his son, Lucas the Younger (1515—
86), who carried on the tradition of the work-
shop and imitated his father’s style so successfully
that it is often difficult to distinguish between
their hands.

Cranach Press. A private printing press set up
by Count Harry Kessler at Weimar, Germany,
in 1913. He had the help of Edward Johnston
and Emery Walker of the *Doves Press in
designing the type and the assistance of that
Press’s compositors. Production was interrupted
by the First World War but was resumed in
the 1920s. The outstanding works of the Cran-
ach Press were the Eclogues of Virgil (German
edition in 1926, English edition in 1927), for
which *Maillol made the woodcuts; and Hamlet,
printed in a black letter typeface (i.e. one
based on medieval ‘Gothic’ script), designed by
Johnston and with woodcuts by Gordon *Craig.
In 1931 the Press produced an edition of
Canticum canticorum with wood engravings by
Eric *Gill.

Crane, Walter (1845—1915). English illustrator
and designer. Best remembered today as an
illustrator of children’s books, he was also a
painter and designer; he was associated with
*Burne-Jones and William *Morris in their
work for the reform of decorative and *applied
art, designing wallpapers, printed fabrics, and
stained glass, and also making illustrations for
Morris’s *Kelmscott Press. His work was ex-
hibited in the USA as well as in Europe and
he achieved some prestige as a writer and
educationalist. He was influential in the *Arts
and Crafts Movement, being a founder-member
of the Art Workers’ Guild as well as of
the Arts and Crafts Exhibition Society, and
influential also in the spread of *Art Nouveau.
He held several teaching posts and was Principal
of the *Royal College of Art for one year in
1898, when he introduced Art Workers’ Guild
members and methods to the College.

craquelure. The network of small cracks which
appears on a painting when in the course of
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time the *pigment or *varnish has become
brittle.

Crawford, Thomas (1813—57). American
sculptor. He settled in Rome in 1835, studied
with *Thorvaldsen and became the most thor-
oughgoing *Neoclassicist among American
sculptors of his generation. Although he stayed
in Rome, he attained an extraordinary repu-
tation in America and received numerous pres-
tigious public commissions, among them the
equestrian George Washington (1857) in Rich-
mond, Virginia, and the Armed Liberty on top
of the Capitol dome at Washington, which was
set in place in 1863 after his early death.

crayon. See CHALK.

crayon manner. An 18th-cent. engraving tech-
nique used in conjunction with *stipple en-
graving for the reproduction of crayon (or
*pastel) drawings. It was a variant of *etching
and it is sometimes difficult to distinguish from
*soft-ground etching. Invented ¢.1750 in France,
where a number of engravers made prints after
*Boucher, *Fragonard, and others, the crayon
manner was also widely used in England. It was
rendered obsolete carly in the 19th cent. by the
invention of *lithography. See also PASTEL
MANNER.

Credi, Lorenzo di (c.1458-1537). Florentine
painter. He was a fellow pupil of *Leonardo in
*Verrocchio’s workshop and he seems to have
stayed there until Verrocchio’s death in 1488,
managing the painting side of his master’s varied
business. He was a very fine craftsman, but his
style was lacking in individuality. His early
work is in an extremely prosaic version of
Leonardo’s youthful style. He later absorbed
some of the ideas of the High *Renaissance, his
Madonna and Saints in Sta Maria delle Grazie in
Pistoia (1510) recalling Fra *Bartolommeo. He
had several pupils and seems to have had a fairly
successful career with his solid, unspectacular
skills. It is said that influenced by the teachings
of Savonarola in 1497 he destroyed all his
pictures with profane subjects.

Crespi, Daniele (c.1598-1630). Milanese
painter. Although he died young of the plague,
his output was large and his work is con-
sidered to be one of the most typical expressions
of the zealous spirit of the Counter-Reformation
that affected Milan at this time. St Charles
Borromeo at Supper in Sta Maria della Passione
is his best-known work and in its simple
composition and emotional directness reflects
the ideals of painting advocated by the Council
of Trent. Many other examples of his work are
in the church. He was probably a relative
of Giovanni Battista *Crespi, whose work
influenced him.
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Crespi, Giovanni Battista (Il Cerano) (c.1575—
1632). Italian painter, sculptor, engraver, archi-
tect, and writer. His nickname derived from his
birthplace near Novaro, but he was active
mainly in Milan, where he was one of the
leading artists of his time. During the 1590s
he was in Rome, where he was befriended by
Cardinal Federico Borromeo (nephew of St
Charles Borromeo), who became his major
patron after they returned to Milan together.
Borromeo appointed him head of the painting
section of the Accademia *Ambrosiana, which
he founded in 1620, and in 1629 put him in
charge of the sculptural decoration of Milan
Cathedral. Crespi’s paintings, often mystical in
feeling, are complex stylistically; there is a
strong *Mannerist current in his colouring and
in the elegant posturing of his figures, but his
work also shows a solidity and a feeling for
realistic details that give it a place in the
vanguard of the *Baroque.

Crespi, Giuseppe Maria (called Lo Spagnuolo)
(1665—1747), Bolognese painter. He reacted
against the academic tradition in which he was
trained (*Cignani was one of his teachers) and
specialized in *genre subjects, with violent
*chiaroscuro effects of brilliant colour against
dark backgrounds. They are in the tradition of
the everyday-life paintings of the *Carracci,
but go far beyond them in their sense of
unvarnished reality (The Hamlet, Pinacoteca,
Bologna). He was an outstanding teacher, num-
bering *Piazzetta and Pietro *Longhi among
his pupils, and he exercised a great influence
on Venetian 18th-cent. painting. Rudolf
*Wittkower called him ‘the only real genius of
the late Bolognese school’.

Critius. Greek sculptor, active at Athens in the
early sth cent. Bc. With another sculptor called
Nesiotes he was commissioned to make the
bronze Tyrannicides, erected in 477 BC, to replace
the group by *Antenor, which had been taken
as booty after the Persian sack of Athens in 480.
The group by Critius and Nesiotes is lost, but
a copy survives in the Archaeological Museum,
Naples. Other works have been associated with
Critius on the basis of this copy, including a
marble *kouros known as ‘The Critius boy’ in
the Acropolis Museum, Athens.

Critz, John de (before 1552-1642). British
painter, the son of an Antwerp goldsmith who
settled in London to escape religious persecution.
He held the post of Serjeant-Painter from 1603
until his death. No works certainly by him
survive, but a number of portraits have been
given to him on circumstantial evidence, in-
cluding one of James I (1610) in the National
Maritime Museum at Greenwich. A group of
portraits mainly of the Tradescant family in the
Ashmolean Museum, Oxford (c.1640—50) are
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associated with Emmanuel de Critz (before
1609—55), son of the foregoing. They have a
weighty gravity combined with a certain ec-
centric melancholy that puts them among the
most remarkable English paintings of this date.
Nothing is known of the work of another
painter son, John de Critz the Younger.

Crivelli, Carlo (active 1457-93). Italian
painter. He was born in Venice and always
signed himself as a Venetian, but he spent
most of his career working in the Marches,
particularly at Ascoli Piceno, and he also lived
for some time at Zara (now in Yugoslavia). In
1490 he was knighted by Ferdinand II (1452~
1516) of Naples. His paintings are all of religious
subjects, done in an elaborate, old-fashioned
style that owes much to the wiry Paduan
tradition of *Squarcione and *Mantegna and
yet is highly distinctive. Their dense orna-
mentation is often increased by the use of *gesso
decoration combined with the paint. The finest
collection of his works is in the National
Gallery in London and includes the delightful
and much reproduced Annunciation (1486). Vit~
tore Crivelli (d. 1501/2), probably Carlo’s
brother, was a faithful but pedestrian follower.

Croce, Benedetto (1866—1952). Italian philo-
sopher, historian, and critic. Croce was regarded
as the foremost Italian philosopher of his time,
and his views about the nature of art are set
out most fully in his Aesthetic (1902, English
translation, 1909). In this work he regards all
art as a form of imaging—a conjuring into
being of images of particulars—a process which
he calls ‘intuition’ and identifies with ‘expres-
sion’. He considers that good art is successful
expression of emotion. But Croce uses ‘ex-
pression’ in a special sense, as a synonym for
‘intuition’, and not in the usual sense which
involves some form of external manifestation.
His theories have been criticized partly on the
ground of inherent confusion of concepts, more
generally on the ground that his identification
of the work of art with the mental process of
intuition/expression does less than justice to the
concrete work of art (as understood in ordinary
language), the importance of embodiment in a
material medium, and the problems, theoretical
and practical, which derive from the expression
of an idea or intuition in a physical, and there-
fore communicable, form.

Croce founded and edited the successful
journal La Critica (1903—44), which in_ 1944
became Quaderni della Critica. He was Minister
of Education before Benito Mussolini came to
power in 1922 and again after the Second World
War, and his staunch opposition to Fascism
gave him the status of a moral teacher.

Crome, John (1768-1821). English landscape
painter and etcher, with *Cotman the major
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artist of the *Norwich School. He was born,
worked, and died in Norwich and his only
journey abroad was to Paris in 1814 to see the
exhibition of the pictures which had been seized
by Napoleon. Of humble origin, he was first
apprenticed to a coach-and-sign painter and
taught himself principally by copying works in
the collection of Thomas Harvey of Catton, a
collector and amateur painter who befriended
him. The Dutch masters *Ruisdael and *Hob-
bema were particularly influential on his work
and he also admired *Gainsborough and *Wil-
son. He exhibited intermittently at the *Royal
Academy and the British Institution as well as
with the Norwich Society of Artists, of which
he was a founder member in 1803, but he
earned a major part of his living as a drawing
master. Together with Wilson, Crome rep-
resents the transition from the 18th-cent. *pic-
turesque tradition to the *Romantic conception
of landscape. His larger compositions lack the
architectural quality of *Classical construction
and have been accused of woolliness in real-
ization; but they are often saved by a unity of
mood which anticipates the Romantics. His
finest paintings, such as The Poringland Oak
(Tate, London), are marked by a broad handling
of the paint, a bold realization of space, and
keen appreciation of local characteristics.

As an etcher Crome’s accomplishment was
modest, and during his life he never published
his plates: they were published by his widow
and his eldest son John Bernay Crome (1794—
1842), 13 years after his death. The elder Crome
is sometimes referred to as ‘Old Crome’ to
distinguish him from his son, who painted in
his manner but with inferior talent.

Croquis, Alfred. See MACLISE, D.

Crowe, Sir Joseph Archer (1825—96). English
journalist, diplomat, and art historian. He had
a distinguished career as a commercial attaché
in Berlin, Paris, and Vienna and was also a war
correspondent in the Crimea and elsewhere, but
he is best known for his writings on art history
done in collaboration with the Italian painter
Giovanni Battista Cavalcaselle (1819—97). They
met by chance in 1847 and became firm friends
when Cavalcaselle was later a political refugee
in London; for a time they lived in the same
house. Every detail of their books was discussed
between them, but Crowe did all the actual
writing because Cavalcaselle’s English was in-
adequate. Their prodigious output included The
Early Flemish Painters (1857), A New History of
Painting in Italy (3 vols., 1864—8), A History of
Painting in North Italy (2 vols., 1871), Titian:
His Life and Times (2 vols., 1877) and Raphael:
His Life and Works (2 vols., 1882). These
works, all of which have appeared in subsequent
editions, either in English or translation, set new
standards of methodical research, bringing to

128

light masses of new information, and they are
still considered valuable.

Cruikshank, George (1792-1878). English
painter, illustrator, and *caricaturist. The son
of a caricaturist, Isaac Cruikshank (17567—18117),
he was highly precocious and quickly established
himself in succession to *Gillray as the most
eminent political cartoonist of his day. The pri-
vate life of the Prince Regent (later George IV)
was one of his first targets. He began to turn
to book illustration in the 1820s and his output
was immense. The drawings for Grimm’s Ger-
man Popular Stories (1823), and later for the
works of Harrison Ainsworth (1805—82) and
Charles Dickens (1812—70) are amongst his
best-known work in this field. In later life he
took up the cause of temperance, producing
moral narratives in *woodcut (The Bottle, 1847;
The Drunkard’s Children, 1848) and a wvast
painting The Worship of Bacchus (Tate, London,
1860—2). His brother, Isaac Robert Cruik-
shank (1789-1856), was a *miniaturist and
caricaturist.

Cruz-Diez, Carlos (1923— ). Venezuelan
painter and *Kinetic artist, active mainly in
Paris since 1960. He became interested in optical
phenomena in the 19505, and in the course of
experimenting with the *primary colours in
arrangements of thin intersecting bands he found
that he could create the illusion of a third or
fourth non-existent colour. This led him to
further experiments in series entitled Chromatic
Inductions, Chromointerference, Additive and Phy-
sichromy. In the last, which he began in 1959, he
created shifting geometric images that emerge,
intensify, change, and dematerialize as the
viewer moves from one side of the work to the
other. He achieved this effect by means of
narrow vertical strips of metal, or plastic bands
appended to the flat surface, and vertical painted
colour lines.

Cubism. Movement in painting and sculpture,
recognized as one of the great turning points
in western art. It was originated by *Picasso
and *Braque, who worked so closely together
that it is sometimes not easy to distinguish their
work, broadened by Juan *Gris, and later joined
by many other artists, including *Léger, *La
Fresnaye, *Delaunay, *Metzinger, *Gleizes, and
*Kupka. Its main formative period was from
€.1907 to 1914, though some of the methods
and discoveries of the Cubists have remained a
lasting accession to the repertory of many
different schools of 20th-cent. art. According to
Daniel-Henry *Kahnweiler (the Paris dealer
who supported the beginnings of Cubism) in
his book Juan Gris (Eng. trans. by Douglas
Cooper, 1947, p- 69, n. 2), the name originated
with the critic Louis Vauxcelles (following a
mot by *Matisse), who, in a review of the
Braque exhibition in the paper Gil Blas, 14
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November 1908, spoke of ‘cubes’ and later of
‘bizarreries cubiques’. As with *Impressionism
and *Fauvism the name originated in a jibe.

Cubism made a radical departure from the
idea of art as the imitation of nature that had
dominated European painting and sculpture
since the *Renaissance. Picasso and Braque
abandoned traditional notions of perspective,
foreshortening, and modelling, and aimed to
represent solidity and volume in a two-
dimensional plane without converting the two-
dimensional canvas illusionistically into a
three-dimensional picture-space. In so far as
they represented real objects, their aim was to
depict them as they are known and not as they
partially appear at a particular moment and
place. For this purpose many different aspects
of the object might be depicted simultaneously;
the forms of the object were analysed into
geometrical planes and these were recomposed
from various simultaneous points of view into
a combination of forms. To this extent Cubism
was and claimed to be realistic, but it was a
conceptual realism rather than an optical and
*Impressionistic realism. Cubism is the outcome
of intellectualized rather than spontaneous
vision.

The two most important positive influences
on the emergence of Cubism were African
sculpture and the later paintings of *Cézanne,
and the harbinger of the new style was Picasso’s
celebrated picture Les Demoiselles d’Avignon
(MOMA, New York, 1907), with its angular
and fractured forms. It is customary to divide
the Cubism of Picasso and Braque into two
phases—*‘Analytical’ and ‘Synthetic’. In the first
and more austere phase, which lasted until
1912, forms were analysed into predominantly
geometrical structures and colour was extremely
subdued—usually virtually monochromatic—
so as not to be a distraction. In the second phase
colour became much stronger and shapes more
decorative, and elements such as stencilled let-
tering and pieces of newspaper were intro-
duced into paintings (see COLLAGE; PAPIER COLLE).
Gris was as important as Braque or Picasso in
this phase, and brought a systematic and logical
approach in place of their more intuitive meth-
ods. This incorporation of collage further em-
phasized the flatness of tlie picture surface.
The First World War brought an end to the
collaboration of Braque and Picasso, but their
work had a rich progeny. Cubism, as well as
being one of the principal sources for abstract
art, was infinitely adaptable, giving birth to
numerous other movements, among them *Fu-
turism, *Orphism, *Purism, and *Vorticism,
and because it was concerned with depicting
ideas rather than observed reality it has been
one of the foundations of 20th-cent. aesthetic
attitudes. Most of the prominent Cubist painters
were also distinguished as graphic artists and
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book illustrators, and major sculptors who
worked in a Cubist idiom included *Archi-
penko, *Lipchitz, and *Zadkine (as well as
Picasso himself).

Cullen, Maurice (1866-1934). Canadian
painter, whose work was influendal in in-
troducing *Impressionism to his country. From
1889 to 1895 he worked in Paris and elsewhere
in France, with trips to Venice and North
Africa. After his return to Canada he spent the
rest of his life painting city scenes (Old Houses,
Montreal, Montreal Mus. of Fine Arts, ¢.1900)
and landscapes on the St Lawrence, in the
Laurentian hills, at St John’s, and in the Rocky
Mountains. He was a war artist in the First
World War.

Cumberland Market Group. Group of paint-
ers formed when the *Camden Town Group
merged with the *London Group in 1913; it
was named after 49 Cumberland Market, where
Robert *Bevan had his studio, and where he,
*Gilman, and *Ginner used to meet. In 1915
they were joined by John *Nash and later by
McKnight *Kauffer and C. R. W. *Nevinson.

Cure, Cornelius (d. 1607). English stonemason
and sculptor, the best-known member of a
family from the Low Countries who set up a
yard in Southwark. His father William I (d.
1579) had settled in England in about 1540.
Cornelius was Master Mason to Elizabeth 1
(1533—1603) and James I (1566—1625) and is best
known for his tomb of Mary Queen of Scots
in Westminster Abbey (1607-12), although
most of the work, including the very fine effigy,
was presumably done after his death by his son
William (d. 1632). He succeeded his father as
Master Mason and held the post until his death,
but he was described as ‘careless and negligent’
of his duties and in 1619 was replaced as mason
to Inigo *Jones’s Banqueting House by Nicholas
*Stone, who eventually succeeded him as Master
Mason in 1632.

Currier and Ives prints. Popular *lithographs
published in New York by Nathaniel Currier
(1813—88) and James M. Ives (1824—95), who
went into partnership in 1857. These litho-
graphs, advertised by their publishers as ‘Col-
oured Engravings for the People’, represented
almost every aspect of contemporary America,
including sporting, sentimental, patriotic, and
political subjects, together with portraits, land-
scapes, disasters, scenes of city life, of railroads,
of Mississippi steamboats, and so forth. A
number of artists, most of whom specialized in
particular subjects, were retained by the firm
to draw the lithographs in black and white;
afterwards the prints were coloured by hand on
a production-line system (one assistant to each
colour) and sold cheaply to the public by agents,
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print-sellers, and pedlars. The business was
carried on until 1907 by the sons of the founders.
Currier and Ives prints vary a good deal in
artistic quality, but by and large they have
all the virtues of good popular art, being
unpretentious, vigorously descriptive, colourful,
and romantic in feeling. Like Japanese prints
(see UkiYO-E) they were considered of little
value in their time, but many of them, after
becoming rare, are now collectors’ pieces.

Curry, John Steuart (1897-1946). American
painter. He came to public notice with realistic
scenes of American life such as Baptism in Kansas
(Whitney Mus., New York, 1928) and Hog
Killing a Rattlesnake (Art Inst. of Chicago,
1930) and he became a leading artist of the
*Regionalist group, dramatizing and roman-
ticizing the life of the Middle West and the
sagas of the American pioneers. Notable among
his works are the murals he did for the De-
partment of Justice in Washington, DC, and
for the state capitol in Topeka, Kansas. From
1936 he was Professor of Art at the University
of Wisconsin.

Cuvilliés, Frangois (1695—1768). French archi-
tect and engraver of ornaments. He was Flemish
by birth and worked mainly in Germany
(initially as court dwarf to the Elector Max
Emanuel of Bavaria), but he maintained close
links with Paris throughout his career. His
buildings, notably the Amalienburg hunting
lodge at Nymphenburg Park near Munich
(1734—9), rank among the finest works of
Central European *Rococo, and from 1738 he
published numerous engravings of his designs
that helped to popularize the *Louis XV style
of furniture and decoration in Germany.

Cuyp. The name of a family of Dutch painters
of Dordrecht, of which three members gained
distinction. Jacob Gerritsz. Cuyp (1594—
1651/2) was the son of a glass painter and a
pupil of Abraham *Bloemaert at Utrecht. He
1s thought of today mainly as a portrait painter—
his portraits of children are particularly fine—
but in old biographies is lauded principally for
his views of the countryside around Dordrecht.
Benjamin Gerritsz. Cuyp (1612—52) was the
half-brother of Jacob. He is noted principally
for paintings of biblical and *genre scenes which
use *Rembrandtesque light and shadow effects.
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Aelbert Cuyp (1620—91) is the most famous
member of the family and now one of the most
celebrated of all landscape painters, although he
also painted many other subjects. He was the
son and probably the pupil of Jacob Gerritsz.
Cuyp. His early works also show the influence
of Jan van *Goyen. Aelbert was born and died
at Dordrecht, but he seems to have travelled
along Holland’s great rivers to the eastern part
of the Netherlands, and he also painted views
of Westphalia. A prodigious number of pictures
are ascribed to him, but his euvre poses many
problems. He often signed his paintings but
rarely dated them, and a satisfactory chronology
has never been established. Although he had
little influence outside Dordrecht, Cuyp had
several imitators there, and some of the paintings
formerly attributed to him are now given
to Abraham Calraet (1642-1722), who signed
himself ‘AC’ (the same initials as Cuyp). In
1658 Cuyp married a rich widow, and in the
1660s he seems to have virtually abandoned
painting. He was almost forgotten for two
generations after his death. Late 18th-cent.
English collectors are credited with re-
discovering his merits, and he is still much
better represented in English collections, public
and private, than in Dutch museums. His finest
works—typically river scenes and landscapes
with placid, dignified-looking cows—show
great serenity and masterly handling of glowing
light (usually Cuyp favoured the effects of the
early morning or evening sun). He approaches
*Claude more closely in spirit than any of his
countrymen who travelled to Italy.

Cycladic. Name applied to the Bronze Age art
and civilization of the Cyclades (the Greek
islands of the central Aegean), flourishing from
about 2500 BC to about 1400 BC, when the
islands were overrun by invaders from the
mainland and became assimilated into *My-
cenaean culture. Surviving Cycladic art consists
mainly of various types of decorated pottery
and of white marble figures. The latter are often
female fertility figures of a distinctive type, in
which the forms of body and facial features are
pared down to a radically elegant simplicity
that has greatly appealed to 20th-cent. taste.
Because of the extensive maritime activities of
the natives of the islands, Cycladic art was
widely disseminated throughout the Mediter-
ranean.
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Dada. A movement of violent revolt against
smugness by European and American artists and
writers, in which the forces of artistic creation
were diverted to the service of anti-art. It arose
from a mood of disillusionment engendered by
the First World War, to which some artists
reacted with irony, cynicism, and anarchical
nihilism. Emphasis was given to the illogical or
absurd, and the importance of chance in artistic
creation was exaggerated. According to the
most popular of several accounts of how the
name (French for ‘hobby-horse’) originated, it
was chosen by inserting a penknife at random
in the pages of a dictionary, thus symbolizing
the anti-rational stance of the movement. Dada
artists went to extremes in the use of buffoonery
and provocative behaviour in order to shock
and disrupt the complacency of a public which
lived by traditional values.

Dada was founded in 1915 at Zurich by a
group of artists and writers which included the
Romanian poet Tristan Tzara (1896-1963) and
the French artist Hans *Arp. Before the end of
the First World War the movement had spread
to Barcelona, Berlin, Cologne, Hanover, New
York, and Paris. Marcel *Duchamp, Francis
*Picabia, and *Man Ray were the leading
figures in New York, and Picabia became a
link between European and American Dada,
which at first had developed independently. His
Dada periodical, 291, was published from 1917
to 1921 in Barcelona, New York, Paris, and
Zurich. Affiliated groups appeared in Austria,
Belgium, the Netherlands, and elsewhere and
an international Dadaist exhibition was held in
Paris in 1922.

Dada did not at its inception involve a specific
artistic style or aesthetic. The methods and
manifestos—particularly the techniques of out-
rage and provocation—owed much to *Futur-
ism, but the movement lacked the militant
optimism and the commitment to the principles
of mechanization which were the motive forces
of Futurism. In painting, attempts were made,
particularly by Arp, to develop the *Cubist
techniques of *montage and *collage, but the
archetypal Dada forms of expression were per-
haps the nonsense poem and the *ready-made.

In Germany, after the end of the war, Dada
became more socially and politically committed
in the work of artists such as *Grosz and
*Heartfield and eventually gave way to *Neue
Sachlichkeit. In Paris the movement took on a
more literary emphasis and its tendency towards

absurdity and whimsicality formed the basis
for *Surrealism. The Dada creative techniques
involving accident and chance that appealed to
the Surrealists were also later exploited by the
*Abstract Expressionists, and *Conceptual art
has its roots in Dada. The spirit of the Dadaists,
in fact, has never completely disappeared, and
its tradition has been sustained in, for example,
*Junk sculpture and *Pop art, which in America
was sometimes known as Neo-Dada.

Dadd, Richard (1817-86). English painter who
murdered his father in 1843 and spent the rest
of his life in Bedlam and Broadmoor asylums.
Before his mental breakdown he was considered
a promising young artist (his friend *Frith called
him ‘a man of genius that would assuredly have
placed him high in the first rank of painters’)
and he continued painting after his incarceration.
Although most of his work before the murder
had been fairly conventional, he had begun to
paint fairy and fantasy subjects and in the
asylums he developed these along highly ima-
ginative lines; The Fairy Feller's Master-Stroke
(Tate, London, 1855—64) is probably the best
known. Dadd was long forgotten, but became
popular in the 1970s, when a major exhibition
was devoted to him at the Tate (1974) and
several books on him appeared.

Daddi, Bernardo (d. 1348). Florentine painter.
Daddi was the younger contemporary of *Gi-
otto and the outstanding painter in Florence
after the latter’s death. He ran a busy workshop
specializing in small devotional panels and port-
able altarpieces. His signed and dated works
include a *polyptych of The Crucifixion with
Eight Saints (Courtauld Inst., London, 1348) and
the works attributed to him include frescos of
the Martyrdoms of SS. Lawrence and Stephen in
Sta Croce.

Daddi’s style is a sweetened version of
Giotto’s, tempering the latter’s gravity with
Sienese grace and lightness. He favours smiling
Madonnas, teasing children, and an abundance
of flowers and trailing draperies. His lyrical
manner was extremely popular and his influence
endured into the second half of the century.

daguerreotype. The first practicable photo-
graphic process, in which the image was pro-
duced on a silvered copper plate sensitized by
iodine. Each image was unique, as it was made
directly on to the plate without an intervening
‘negative’. The process was invented by a French
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artist, Louis-Jacques-Mandé Daguerre (1789—
1851) and made public in 1839 only a few weeks
before Fox Talbot announced the invention of
the *calotype. Daguerre was also the inventor
of the *diorama.

Dahl, Johan Christian (1788-1857). Nor-
wegian painter, often called the discoverer of
the Norwegian landscape. From 1824 until his
death he was a professor at the Academy of
Dresden, where he was a friend of C. D.
*Friedrich. The landscapes of *Ruisdael were
another influence on his *Romantic outlook.
Through his deep feeling for the grandeur of
the landscape of his native country he was a
pioneer of the new spirit of nationalism which
entered into Norwegian art.

Dahl, Michael (1659?—1743). Swedish portrait
painter, active mainly in England. He first came
to England in 1682 and settled permanently in
London in 1689, becoming *Kneller’s principal
rival. His work has not the brilliance and dash
of Kneller’s, but at his best he surpasses him in
sincerity and humanity beneath a somewhat
*Rococo artificiality. There are several works
by him or from his busy studio in the National
Portrait Gallery in London, including a Self-
portrait (1691), in which the personal colour and
carefully constructed head contrast with the
affected artificiality of the pose.

Dali, Salvador (1904-89). Spanish painter,
sculptor, graphic artist, and designer. After
passing through phases of *Cubism, *Futurism,
and *Metaphysical painting, he joined the *Sur-
realists in 1929 and his talent for self-publicity
rapidly made him the most famous rep-
resentative of the movement. Throughout his
life he cultivated eccentricity and exaggerated
his disposition towards megalomaniac ex-
hibitionism (one of his most famous acts was
appearing in a diving suit at the opening of the
London Surrealist exhibition in 1936), claiming
that this was the source of his creative energy.
He took over the Surrealist theory of *auto-
matism but transformed it into a more positive
method which he named ‘critical paranoia’.
According to this theory one should cultivate
genuine delusion asin clinical paranoia while
remaining residually aware at the back of one’s
mind that the control of the reason and will
has been deliberately suspended. He claimed
that this method should be used not only in
artistic and poetical creation but also in the
affairs of daily life. His paintings employed a
meticulous academic technique that was con-
tradicted by the unreal ‘dream’ space he depicted
and by the strangely hallucinatory character
of his imagery. He described his pictures as
‘hand-painted dream photographs’ and had cer-
tain favourite and recurring images, such as the
human figure with half-open drawers pro-
truding from it, burning giraffes and watches
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bent and flowing as if made of melting wax (The
Persistence of Memory, MOMA, New York, 1931).
In 1937 Dali visited Italy and adopted a more
traditional style; this together with his political
views (he was a supporter of General Franco)
led *Breton to expel him from the Surrealist
ranks. He moved to the USA in 1940 and
remained there until 1955. During this time he
devoted himself largely to self-publicity; his
paintings were often on religious themes (The
Crucifixion of St John of the Cross, Glasgow Art
Gallery, 1951), although sexual subjects and
pictures centring on his wife Gala were also
continuing preoccupations. In 1955 he returned
to Spain and in old age became a recluse.
Apart from painting, Dali’s output included
sculpture, book illustration, jewellery design,
and work for the theatre. In collaboration with
the director Luis Bunuel (1900—83) he also made
the first Surrealist films—Un chien andalou (1929)
and L’Age d'or (1930)—and he contributed a
dream sequence to Alfred Hitchcock’s Spell-
bound (1945) . He also wrote a novel, Hidden
Faces (1944), and several volumes of flamboyant
autobiography. Although he is undoubtedly one
of the most famous artists of the 2oth cent., his
status is controversial; many critics consider that
he did little if anything of consequence after his
classic Surrealist works of the 1930s. There is a
museum devoted to Dali’s work in Figueras,
his birthplace in Spain, and two in the USA, at
Cleveland, Ohio, and St. Petersburg, Florida.

Dalmau, Luis (active 1428—60). Spanish
painter, active mainly in Valencia. He was court
painter to Alfonso V (1396-1458) of Aragon,
under whose patronage he went to Bruges in
1431 to study tapestry weaving. Dalmau’s visit
to Flanders is the first recorded contact of a
Spanish painter with the Netherlandish School,
and the only surviving painting certainly by
him, the Virgin of the Councillors (Barcelona
Mus., 1445), is clearly inspired by Jan van *Eyck
and is the earliest documented work in the
Hispano-Flemish style that eventually came to
dominate 16th-cent. Spanish painting.

Dalou, Aimeé-Jules (1838-1902). French
sculptor, the most important pupil of *Car-
peaux. Although his name is particularly as-
sociated with the *naturalistic movement in
French sculpture, he produced many works
of *Baroque inspiration, notably his largest
completed monument, the allegorical Triumph
of the Republic (Place de la Nation, Paris, 1879~
99). His most ambitious work, a vast Monument
to Labour, was left uncompleted at his death. It
was to have included figures representing all
the labours of the fields and factories. Clay
models for many of these figures, reminiscent
of *Millet’s peasants in their rather sentimental
view of human toil, are preserved in the Petit
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Palais, Paris. Dalou’s other work included the
memorial to *Delacroix in the Luxembourg
Gardens (1890). He spent the years 18719 as a
political exile in England after taking part in
the Paris Commune (1871).

Dalwood, Hubert (1924-76). British sculptor.
In the mid 1950s Dalwood was doing massive
female figures with striated bodies on tapering
legs, figures with an austere but powerful
beauty. From these he passed to sensitively
modelled abstract images and *reliefs. At the
end of the 1960s he was making constructed
abstracts which give the impression of archi-
tectural elements in a landscape setting. Dal-
wood was one of the most refined of the
younger artists who, in the 1960s, were aban-
doning the exclusivity implied in the phrase
‘the autonomy of art’ and endeavouring to
bring art back into direct contact with life and
experience.

Dalziel Brothers. Firm of English illustrators
and wood engravers founded in London in 1839
by George Dalziel (1815~1902) and Edward
Dalziel (1817-1905). Two other brothers, John
and Thomas, worked for the firm, which was
the most prolific source of book illustrations in
Victorian England, producing more than 50,000
plates. George and Edward collaborated on the
book The Brothers Dalziel. A Record of Work,
1840—90 (1901).

dammar. A generic name given to various
resins obtained from certain species of trees
growing mainly in South-East Asia. It is used
for varnishes, lacquers, and as a base for painting
media. As a varnish it becomes transparent and
does not turn yellow, but it is very soft and
friable, and for this reason is sometimes mixed
with amber varnish.

Damophon. Greek sculptor from Messene,
active in the carly 2nd cent. BC. A fair amount
is known of his work from literary descriptions
(he repaired *Phidias’ celebrated statue of Zeus
at Olympia), but the only known surviving
works by him are three colossal marble heads
from a monumental group at Lycosura, now
in the National Museum, Athens.

Danby, Francis (1793—1861). Irish painter. He
worked mainly in Bristol and London, but
between 1829 and 1841, owing to domestic
troubles, he settled in Switzerland. He is re-
membered mainly for his bombastic apocalyptic
paintings, such as The Delivery of Israel out of
Egypt (Harris Mus. and Art Gal., Preston, 1825),
which were a direct challenge to John *Martin.
However, his best works are now usually
considered to be the romantic sunset landscapes
of his later years, with their mood of melancholy
and solemn screnity (Temple of Flora, Tate,
London, 1840).

DANTI

Dance, Nathaniel (1735-1811), English
painter, primarily of portraits. He studied under
*Hayman and spent the years 175564 in
Rome, where he was much influenced by the
sophisticated portrait style of Pompeo *Batoni.
In 1768 he became a foundation member of the
*Royal Academy, but on inheriting a fortune
in 1776 he retired from professional practice.
He later became an MP and was created a
baronet with the surname Dance-Holland. One
of his best-known portraits is Captain Cook
(Nat. Maritime Mus., Greenwich, 1766). He
was the son and brother of architects, both
called George Dance. His father designed the
Mansion House in London, and his brother’s
work included Newgate Prison and the fagade
of the Guildhall.

Dandridge, Bartholomew (1691—.1754).
English portrait painter who had a considerable
practice in London in the 1730s and 1740s (he
took over *Kneller’s studio in 1731). His best
work is free, stylish, and lively, and in such
groups as The Price Family (Met. Mus., New
York) he contributed to the development of
the *conversation piece.

Daniele da Volterra (Daniele Ricciarelli)
(c.1509—66). Italian *Mannerist painter and
sculptor, born in Volterra, where he was a pupil
of *Sodoma. In about 1536 he moved to Rome,
where he became a friend of *Michelangelo
and one of his most gifted and individual
followers. Michelangelo helped to gain him
commissions and (as with *Sebastiano del Pi-
ombo) supplied him with drawings to work
from, but Daniele’s finest picture owes little to
the direct influence of the master. This is his
fresco of the Deposition (commissioned 1§41) in
the Cappella Orsini in SS. Trinita dei Monti, a
powerful and moving work, based com-
positionally on *Rosso Fiorentino’s famous
painting of the same subject in Volterra, but
with an eloquent richness of its own. It was
one of the most admired works of its generation
in Rome and continued to be influential into the
next century: *Domenichino (Hatton Gallery,
Newcastle upon Tyne) was among the artists
who copied it, and *Rubens was clearly inspired
by it in his painting of the subject in Antwerp
Cathedral. Daniele was present at Michel-
angelo’s deathbed and his most famous work
of sculpture is a bronze bust of him based on
the death mask (casts are in the Casa Buonarroti,
Florence, the Louvre, and elsewhere). Ironically,
in view of his devotion to the master, Daniele 1s
perhaps best remembered for painting draperies
over the nude figures in Michelangelo’s Last
Judgement, a concession to Counter-Reformation
ideals that carned him the nickname ‘Il Brag-
ghettone’ (the breeches-maker).

Danti (or Dante), Vincenzo (1530-76). Italian
sculptor, architect, theoretician, and poet, born
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in Perugia and active mainly in Florence.
His work bears witness to his admiration for
*Michelangelo, for whose funeral ceremonies
in 1564 he supplied sculpture and paintings.
Danti’s style, however, is more elegant and
much less powerful than the master’s. His
best-known works are (in Florence) the bronze
group of The Execution of the Baptist over the
south door of the Baptistry (finished 1571), and
(in Perugia) the bronze figure of Pope Julius I
outside the Cathedral (1555). From 1573 he
resided in Perugia, where he was one of the
first professors at the newly founded Accademia
del Disegno and city architect. He was the
author of a treatise on proportion, dedicated to
the Grand Duke Cosimo de’ *Medici (1567).

Danube School. Term applied to a number
of German painters working in the Danube
valley in the early 16th cent. who were among
the pioneers in depicting landscape for its own
sake. *Altdorfer, *Cranach the Elder (in his
earlier work), and *Huber are the most im-
portant artists covered by the term. They
worked completely independently of one
another, so ‘Danube School’ (German Donau-
schule) is a term of convenience rather than an
indication of any group afhiliation.

Daret, Jacques (1403/6—68 or later). Nether-
landish painter from Tournai. From 1427 to
1432 he was apprenticed along with Rogelet de
la Pature (assumed to be identical with Rogier
van der *Weyden) to Robert Campin, and the
similarity of Daret’s style to that of the *Master
of Flémalle is one of the main reasons for
thinking that Campin and this master are one
and the same. Four panels survive from Daret’s
main work, an altarpiece for the Abbey of St
Vaast in Arras (1433—5), and one of these—the
Nativity (Thyssen Coll., Lugano)—is obviously
based on the Master of Flémalle’s painting of
the subject in Dijon (Musée des Beaux-Arts).
Two of the other three panels from the St
Vaast Altarpiece are in West Berlin (Staatliche
Museen), and the fourth is in Paris (Petit Palais).
Daret also designed tapestry *cartoons, was an
*illuminator, and contributed to the festival
decorations in Bruges for the marriage of
Charles the Bold (1433—77) and Margaret of
York in 1468.

Daubigny, Charles-Frangois (1817-78).
French landscape painter of the *Barbizon
School and one of the earliest exponents of
*plein air painting in France. He recetved
his introduction to painting from his father
Edmé-Frangois (1789—1843), also a landscape
painter, and in 1838 joined the class of Paul
*Delaroche at the Ecole des *Beaux-Arts. Al-
though closely associated with the Barbizon
painters, he did not himself live at Barbizon.
His landscapes reflect his love of rivers, beaches,
and canals (he often painted from a specially
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fitted boat), and are notable for the uncrowded
quality of the composition and an almost Dutch
clarity of atmospheric effect. He seems to belong
more to the generation of *Monet and *Boudin,
who were in fact admirers of his work.

Daumier, Honoré (1808—79). French *cari-
caturist, painter, and sculptor. In his lifetime he
was known chiefly as a political and social
satirist, but since his death recognition of his
qualities as a painter has grown. In 1830,
after learning the-still fairly new process of
*lithography, he began to contribute political
cartoons to the anti-government weekly Cari-
cature. He was an ardent Republican and was
sentenced to six months’ imprisonment in 1832
for his attacks on Louis-Philippe (1773-1850),
whom he represented as ‘Gargantua swallowing
bags of gold extorted from the people’. On the
suppression of political satire in 1835 he began
to work for Charivari and turned to satire of
social life, but at the time of the 1848 revolution
he returned to political subjects. He is said to
have made more than 4,000 lithographs, wishing
each time that the one he had just made could
be his last. In the last years of his life he was
almost blind and was saved from destitution by
*Corot, who gave him a house at Valmondois-
sur-Seine-et-Oise.

Daumier’s paintings were probably done for
the most part after 1860 when lithographs
became temporarily difficult to market. Al-
though he was accepted four times by the
*Salon, he never exhibited his paintings other-
wise and they remained practically unknown
up to the time of a collective exhibition held
at *Durand-Ruel’s gallery in 1878, the year
before his death. The paintings are in the main
a documentation of contemporary life and
manners with satirical overtones, although he
also did a number featuring Don Quixote as a
larger-than-life hero. His technique was re-
markably broad and free. As a sculptor he
specialized in caricature heads and figures, and
these too are in a very spontaneous style. In
particular he created the memorable figure of
‘Ratapoil’ (meaning ‘skinned rat’), who em-
bodied the sinister agents of the government of
Louis-Philippe. (A similar political type in his
graphic art was ‘Robert Macaire’, who personi-
fied the unscrupulous profiteer and swindler.)

In the directness of his vision and the lack of
sentimentality with which he depicts current
social life Daumier belongs to the *Realist
school of which *Courbet was the chief rep-
resentative. His water-colours and drawings are
vivid calligraphic impressions, with effective use
of light and shadow. As a caricaturist he stands
head and shoulders above all others of the 19th
cent. He had the gift of expressing the whole
character of a man through physiognomy, and
the essence of his satire lay in his power to
interpret mental folly in terms of physical
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absurdity, to rise beyond the individual idiosyn-
crasy and create the image which illuminates a
concept. Although he never made a commercial
success of his art, he was appreciated by the
discriminating and numbered among his friends
and admirers *Delacroix and Corot, *Forain,
*Baudelaire, the historian Michelet (1798—1874),
and Balzac (1799-1850). *Degas was among the
artists who collected his works.

David, Gerard (d. 1523). Netherlandish
painter. He was born at Oudewater, now in
southern Holland, but he worked mainly in
Bruges, where he entered the painters’ guild in
1484 and became the city’s leading painter after
the death of *Memlinc in 1494. At this time
the economic importance of Bruges was declin-
ing, but it still maintained its prestige as a centre
of art and David played an important role in
the flourishing export trade in paintings that
it developed in the first quarter of the 16th
cent. His work—extremely accomplished, but
conservative and usually rather bland—was very
popular and his stately compositions were copied
again and again. Among his followers were
*Ysenbrandt and *Benson, who carried on his
tradition until the middle of the 16th cent. Most
of his work was of traditional religious themes,
but his best-known paintings are probably the
pair representing The Judgement of Cambyses
(Groeningemuseum, Bruges, 1498), a gory sub-
ject to which his reflective style was not ideally
suited.

David, Jacques-Louis (1748-1825). French
painter, one of the central figures of *Neo-
classicism. He had his first training with *Bou-
cher, a distant relative, but Boucher realized
that their temperaments were opposed and sent
David to *Vien. David went to Italy with the
latter in 1776, Vien having been appointed
director of the French Academy at Rome, David
having won the *Prix de Rome with Antiochus
and Stratonice (Ecole des Beaux-Arts, Paris,
1774). In Italy he was able to indulge his bent
for the *antique and came into contact with the
initiators of the new Classical revival, including
Gavin *Hamilton.

In 1780 David returned to Paris, and in the
1780s his position was firmly established as the
embodiment of the social and moral reaction
from the frivolity of the *Rococo. His un-
compromising subordination of colour to draw-
ing and his economy of statement in the
rejection of the irrelevant were in keeping with
the new severity of taste. His themes gave
expression to the new cult of the sterner civic
virtues of stoical self-sacrifice, devotion to duty,
honesty, and austerity. Seldom have paintings
so completely typified the sentiment of an age
as David’s The Oath of the Horatii (Louvre,
Paris, 1784), Brutus und his Dead Sons (Louvre,
1789), and The Death of Socrates (Met. Mus.,
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New York, 1787). With these pictures he
became the recognized symbol of the new
France and head of a powerful school whose
influence spread far beyond the borders of
France. They were received with acclamation
by critics and public alike. *Reynolds compared
the Socrates with *Michelangelo’s Sistine Ceiling
and *Raphael’s Stanze, and after ten visits to
the *Salon described it as ‘in every sense perfect’.

David was in active sympathy with the
Revolution, becoming a Deputy and voting for
the execution of Louis XVI. His position was
unchallenged as the painter of the Revolution.
In 1789 he was commissioned to eternalize in
painting the ‘Tennis Court Oath’, though the
project did not go beyond preliminary sketches
and had to be modified as various participants
fell from power. His three paintings of ‘martyrs
of the Revolution’, though conceived as por-
traits, raised portraiture into the domain of
universal tragedy. They were: The Death of
Lepeletier (now known only from an engraving),
The Death of Marat (Musées Royaux, Brussels,
1793), and The Death of Bara (Musée Calvet,
Avignon, unfinished).

David was active in founding the new Institut
which took the place of the *Academy. After
the fall of Robespierre (1794) he was imprisoned,
but was released on the plea of his wife, who
had previously divorced him because of his
Revolutionary sympathies (she was a royalist).
They were remarried in 1796, and David’s
Intervention of the Sabine Women (Louvre, 1794—
9), begun while he was in prison, is said to have
been painted to honour her, its theme being
one of love prevailing over conflict. It was also
interpreted at the time, however, as a plea for
conciliation in the civil strife that France suffered
after the Revolution and it was the work that
re-established David’s fortunes and brought him
to the attention of Napoleon (1769—1821), who
appointed him his official painter.

David became an ardent supporter of Na-
poleon and retained under him the dominant
social and artistic position which he had pre-
viously held. Between 1802 and 1807 he painted
a series of pictures glorifying the exploits of the
Emperor, among them the enormous Coronation
of Napoleon (Louvre, 1805—7). These works
show a change both in technique and in feeling
from the earlier Republican works. The cold
colours and severe composition of the heroic
paintings gave place to a new feeling for
pageantry which had something in common
with *Romantic painting, although he always
remained opposed to the Romantic school. With
the fall of Napoleon, David went into exile in
Brussels, and his work weakened as the pos-
sibility of exerting a moral and social influence
receded. (Until recently his late history paintings
were generally scorned by critics, but their
sensuous qualities are now winning them a
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more appreciative audience. Indeed, one such
painting, The Farewell of Telemachus and Eucharis,
1818, was bought by the Getty Museum,
Malibu, in 1987 for more than /£2,500,000.) He
continued to be an outstanding portraitist, but
he never surpassed such earlier achievements as
the great Napoleon Crossing the Alps (Kunst-
historisches Mus., Vienna, 1800, one of four
versions) or the coolly erotic Madame Récamier
(Louvre, 1800). His work had a resounding
influence on the development of French—and
indeed European—painting, and his many pupils
included *Gérard, *Gros, and *Ingres.

David, Pierre-Jean (1788-1856). French
sculptor, known after his birthplace as David
d’Angers. In 1811 he won the *Prix de Rome,
and spent s years in Italy, where he met and
admired *Ingres and was also influenced by
*Canova and *Thorvaldsen. However, *Neo-
classical influence was tempered by a strong
inclination towards naturalism, and his con-
temporaries considered him a *Romantic. His
most prestigious commission was the high-relief
on the pediment of the Pantheon in Paris, which
shows an allegorical figure of France distributing
wreaths to great Frenchmen (1837), but his best
works are to be found among his busts and
medallions of famous men. He left a large
collection of them to his native city to found
the Musée des Beaux-Arts there.

Davie, Alan (1920— ). Scottish painter, also
a goldsmith and jazz musician. After early
influences of *Klee and *Picasso, he was greatly
impressed by post-war American painting, par-
ticularly Jackson *Pollock. His strongly or-
namental style, which marks his preoccupations
with Zen Buddhism, myths, and magic, has
made him one of the most potent image-makers
in post-war British painting. He is well rep-
resented in the Tate Gallery.

Davies, Arthur Bowen (1862-1928), Amer-
ican painter, printmaker, and tapestry designer.
Davies was a member of the circle of Robert
*Henri, a member of the *Eight group and pres-
ident of the Association of American Painters
and Sculptors which was launched to organize
the *Armory Show. He was a man of wide and
liberal culture, and his enthusiasm for the project
of presenting contemporary European art to the
narrow provincialism which prevailed in the
USA during the first decade of the 20th cent.
was largely responsible for the scope of the
show and the force of its impact. His own work
was varied and embraced remarkably diverse
influences. In his early career he showed an
enthusiasm for the *Pre-Raphaelites, *Whistler,
and *Puvis de Chavannes, and specialized in
idyllic landscapes inhabited by dreamlike,
visionary figures of nude women or mythical
animals (Unicorns, Met. Mus. of Art, New
York, 1906). After the Armory Show his work
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showed superficial *Cubist influence, but in the
1920s he returned to a more traditional style,
devoting much of his time to graphic work
and also designing for the *Gobelins tapestry
factory.

Davis, Stuart (1894—1964). American painter.
He grew up in an artistic environment, for
his father was art director of a Philadelphia
newspaper who had employed *Luks, *Glack-
ens, and other members of the *Eight. He
studied with Robert *Henri 1910-13, made
covers and drawings for the social realist peri-
odical The Masses, which was associated with
the *Ash-can School, and exhibited water-
colours in the *Armory Show, which made
an overwhelming impact on him: ‘All my
immediately subsequent efforts went toward
incorporating Armory Show ideas into my
work.” After a visit to Paris in 19289 he
introduced a new note into US *Cubism, basing
himself on its Synthetic rather than its Analytical
phase. Using natural forms, particularly forms
suggesting the characteristic environment of
American life, he rearranged them into flat
poster-like patterns with precise outlines and
sharply contrasting colours (House and Street,
Whitney Mus., New York, 1931). He later
went over to pure abstract patterns, into which
he often introduced lettering, suggestions of
advertisements, posters, etc. (Owh! in San Pao,
Whitney Mus., 1951). The zest and dynamism
of such works reflect his interest in jazz, and in
1960 he said: ‘For a number of years jazz had
a tremendous influence on my thoughts about
art and life.” Davis is generally considered to be
the outstanding American artist to work in a
Cubist idiom. He made witty and original use
of it and created a distinctive American style,
for however abstract his work became he always
claimed that every image he used had its source
in observed reality: ‘I paint what I see in
America, in other words I paint the American
Scene.’

Dayes, Edward (1763-1804). English water-
colour painter and *mezzotint engraver. His
treatise on landscape painting (Instructions for
Drawing and Colouring Landscapes) appeared in
his posthumously published Works in 1805,
which also included an attack on the ‘wild
effusions of the perturbed imaginations’ of
*Fuseli. The treatise was already beginning to
be out of date when it was published, especially
in assuming that drawing and colouring were
necessarily distinct processes, and that water-
colour landscapes were therefore ‘tinted draw-
ings’. *Girtin was his pupil.

De Andrea, John (1941— ). American
*Superrealist sculptor. As with Duane *Hanson,
his figures are made of fibreglass and are realistic
to the last detail, but De Andrea specializes in
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nude figures and his models are usually young
and attractive.

decalcomania. A technique for producing pic-
tures by transferring an image from one surface
to another. Its invention ¢.1936 is credited to
the Spanish *Surrealist artist Oscar Dominguez
(1906—58) although a similar idea had earlier
been used in ceramic design. Splashes of colour
were laid with a broad brush on moderately
thin white paper. This was then covered with
another sheet of paper and was rubbed gently
so that the wet pigment flowed haphazardly,
typically producing effects resembling fantastic
grottoes or jungles or underwater growths. The
point of the process, which had the blessing of
*Breton and was used most memorably by
*Ernst, who applied it to oil painting, was that
the picture was made without any preconceived
idea of its subject or form (sans objet précongu).

de Camp, Joseph R. See TEN, THE.

decorative arts. Term embracing *applied art
and also including objects that are made purely
for decoration.

de Critz, John. See critz.

Degas, Edgar (1834-1917). French painter,
graphic artist, and sculptor. He was the son of
a wealthy art-loving banker (the family name
was originally de Gas, but Degas adopted the
less pretentious form) and was initially trained
for the law. In 1855, however, he entered the
Ecole des *Beaux-Arts and studied under Louis
Lamothe (1822—69), a pupil and admirer of
*Ingres, who laid the foundation of Degas’s
superb draughtsmanship. His real artistic edu-
cation, however, was gained through assiduous
study of the Old Masters, and between 1854
and 1859 he spent much of his time in Italy.
Most of his early works were portraits or history
paintings on Classical themes (Young Spartans,
NG, London). In 1861 Degas met *Manet while
copying a *Velizquez in the Louvre and was
introduced by him to the circle of the young
*Impressionists. During the next few years he
abandoned historical pictures and turned to
contemporary subjects, with a special pre-
dilection for racing scenes, ballet, theatre, circus,
rehearsals, café scenes, and laundresses. It seems
that he was influenced towards this change of
direction largely by Manet and the writer
Edmond *Duranty.

Degas exhibited in seven out of the eight
Impressionist exhibitions and is regarded as one
of the prominent members of the Impressionist
School. He was, however, Impressionist only
in certain restricted aspects of his work and like
Manet (who also came from an upper-
middle-class background) stood somewhat aloof
from the rest of the group. He had little interest
in landscape and therefore did not share the
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Impressionist concern for rendering the effects
of changing light and atmosphere. He was more
interested in draughtsmanship than most of the
others and—apart from Manet—he alone had
a thoroughly academic background. As with
the other Impressionists he liked to give the
suggestion of accidental, spontaneous, and un-
planned scenes, and Degas’s pictures often cut
off figures in the manner of a badly executed
snapshot or used unfamiliar viewpoints. Like
them he was influenced by the new techniques
of photography and by Japanese colour prints
(see UKTYO-E) and he was interested in conveying
the impression of movement. But he did not
paint out of doors or directly from nature. The
appearance of spontaneity and accidental effects
was an appearance only; in reality his pictures
were carefully composed. ‘Even when working
from nature, one has to compose,” he said, and
‘No art was ever less spontaneous than mine.’

Degas always worked much in *pastel and
when his sight began to fail in the 1880s
his preference for this medium increased. His
colours grew stronger and his compositions
more simplified. He was a restless experimenter,
mixing tempera and pastel, for example, and
using a technique called peinture a Iessence, in
which pigment from which the oil has been
removed is thinned with turpentine to promote
rapid drying. From 1880 Degas also modelled
in wax, but he exhibited only one sculpture in
his lifetime, the famous Little Fourteen-year-old
Dancer (1881) dressed in a real tutu (various
casts exist, including one in the Tate, London).
During the 1890s, as his fears of failing sight
increased, he devoted more time to modelling,
doing mostly horses in action, women at their
toilet, or nude dancers in characteristic postures.
These were cast after his death.

For the last twenty years of his life Degas
was virtually blind and lived a reclusive life. He
was a formidable personality and his complete
devotion to his art made him seem cold and
aloof. His genius compelled universal respect
among other artists, however; *Renoir ranked
him above *Rodin as a sculptor, and in 1883
Camille *Pissarro wrote that he was ‘certainly
the greatest artist of our epoch’. He was the
first of the Impressionist group to achieve
recognition and his reputation as one of the
giants of 19th-cent. art has endured un-
diminished.

degenerate art (entartete Kunst). Term applied
by the Nazis to all modern art that did not
correspond with their ideology. Adolf Hitler
made his first speech against ‘degenerate art’ at
Nuremberg in 1934 and the first of a number
of exhibitions designed to bring modern art
into disrepute and ridicule was held the year
before at Karlsruhe. The systematic suppression
of modern ideas in art (which included the
closing of the *Bauhaus—*‘a breeding ground
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of cultural Bolshevism’—in 1933) culminated in
1937 with the notorious exhibition of ‘Entartete
Kunst’ in the arcades of the Hofgarten, Munich,
alongside the exhibition of the academic, po-
litically indoctrinated ‘German Art’ at the House
of German Art nearby. The artists whose
work was exhibited as ‘degenerate’ included
*Beckmann, *Dix, *Grosz, *Kandinsky, *Mon-
drian, and *Picasso, and their paintings were
mocked by being shown alongside those by
inmates of lunatic asylums. As a propaganda
exercise the exhibition was a huge success, more
than two million people going to see it in
Munich before it went on tour round Germany.
Twenty-five of the leading German museums
were required to surrender works for the
exhibition and from 1937 works of modern art,
both German and foreign, were expropriated
from collections throughout the country. It is
estimated that more than 16,500 works were
expropriated in all under the guise of ‘degenerate
art’. Some of them were sold by auction at
Lucerne, some were sold abroad through dealers
for the enrichment of Nazi politicians, and the
rest were burned in Berlin in 1939.

The attack was directed not only against
innovative art but also against artists and others
who were in sympathy with it. Such persons
were dismissed from their posts in museums
and teaching institutions, and deprived of their
honours and degrees. In 1935 a decree brought
all exhibitions, public and private, under the
control of the Reichskulturkammer. Artists who
refused to conform were forbidden to exhibit
and in some cases were forbidden to work.
The writings of Alfred Rosenberg, the chief
theoretical spokesman of Nazism, as well as
the speeches of Hitler, served to link artistic
production with political doctrines and racial
theories, but it is significant that the artist who
had the ‘distinction’ of having the most works
declared degenerate was Emil *Nolde, who was
racially ‘pure’ and had even been a member of
the Nazi party. The suppression of ‘degenerate
art’ was not, therefore, simply a matter of
political expediency, but also a symptom of the
general antipathy to new forms of artistic
expression that has been such a feature of the
history of 2oth-cent. art. In the normal course
of events such hostility rarely goes beyond
verbal abuse, but in Nazi Germany aesthetic
revulsion was armed with political power.

Dekkers, Adrian (1938-74). Dutch sculptor
and experimental artist. In the 1960s he worked
in a Neo-*Constructivist manner, making reliefs
and space constructions of polyester. He made
great use of the resources of light and specialized
in the technique of presenting different views
of the same geometrical design in one work.

de Kooning, Willem (1904— ). American
*Abstract Expressionist painter. He was born

in Rotterdam and emigrated to the USA in
1926. His early work was conservative, but his
friendship with Arshile *Gorky drew him into
the circle of artists who would later become
prominent in the Abstract Expressionist move-
ment, and in the 1930s he painted in several
manners simultaneously, as he experimented
vigorously. After his first one-man show in
1948 he was generally recognized as sharing
with Jackson *Pollock the unofficial leadership
of the Abstract Expressionist group. Unlike
Pollock, de Kooning usually retained figurative
elements in his painting, and he achieved no-
toriety with his Women series (Women, nos. I-
VI were exhibited together at his third one-man
show in 1953). Woman I (MOMA, New York,
1950—2), with its grotesque leer and frenzied
brushwork, shocked the public and dismayed
critics who believed in a rigorously abstract art.
During the 1970s he began to make sculpture.
His wife, Elaine de Kooning (1920- ),
whom he married in 1943, is also a painter,
notably of *Expressionist portraits. She also
writes on art.

Delacroix, Eugéne (1798—1863). The greatest
French painter of the *Romantic movement.
He was the son of a politician, Charles Dela-
croix, but there is some evidence to indicate
that his real father was the diplomat Talleyrand
(1754—1838), a friend of the family. His mother,
Victoire Oeben, came of a family of notable
craftsmen and designers. In 1816 he entered the
studio of Pierre *Guérin, and was a fellow pupil
of *Géricault. His basic artistic education was
obtained, however, by copying Old Masters at
the *Louvre, where he delighted in *Rubens
and the Venetian School. He met *Bonington
in the Louvre and was introduced by him to
English *water-colour painting. *Constable’s
Hay Wain, exhibited in the 1824 *Salon, also
made a great impression on him and in 1825
he spent some months in England. Here he
conceived an enthusiasm for English painting,
in particular *Gainsborough, *Lawrence, *Etty,
and *Wilkie. Among contemporary French
painters he felt affinity with Géricault and Baron
*Gros rather than with the school of *David
and *Ingres. In the Salon of 1822 he had his
first public success with The Barque of Dante
(Louvre, Paris). It was bought by the State
(with Talleyrand perhaps pulling strings in the
background), as was The Massacre at Chios
(Louvre) two years later, ensuring the success
of his career. Gros called this painting ‘the
massacre of painting’, but *Baudelaire wrote
that it was ‘a terrifying hymn in honour of
doom and irremediable suffering’.

In 1832 Delacroix visited Morocco in the
entourage of the Comte de Mornay and there
acquired a fund of rich and exotic visual imagery
which he exploited to the full in his later
painting (Sultan of Morocco, Musée, Toulouse,
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1845). From the late 1830s his style and tech-
nique underwent a change. In place of luminous
glazes and contrasted values he began to use a
personal technique of vibrating adjacent tones
and *divisionist colour effects in a manner of
which *Watteau had been a master, making
colour enter into the structure of the picture
to an extent which had not previously been
attempted. In spite of being hailed as the leader
of the Romantic movement, his predilection for
exotic and emotionally charged subject-matter,
and his open enmity with Ingres, Delacroix
always claimed allegiance to the *Classical
tradition, and for his large works followed the
traditional course of making numerous prepara-
tory drawings. In his later career he became
one of the most distinguished monumental
mural painters in the history of French art. His
commissions included decorations in several
major public buildings in Paris: Palais Bourbon
(Salon du roi, 1833—7; Library, 1838—47); the
Library of the Luxembourg Palace (1841-6);
and three paintings in the Chapelle des Anges of
S. Sulpice (1853—61). In the last of these, his
Jacob and the Angel and Heliodorus Expelled from
the Temple are among the maturest expressions
of his decorative richness of colour and
grandiose structural integration. Baudelaire said
of him that he was the only artist who ‘in our
faithless generation conceived religious pictures’
and van *Gogh wrote, ‘only *Rembrandt and
Delacroix could paint the face of Christ’.

Delacroix’s output was enormous. After his
death his executors found more than 9,000
paintings, pastels, and drawings in his studio
and he prided himself on the speed at which he
worked, declaring ‘If you are not skilful enough
to sketch a man falling out of a window during
the time it takes him to get from the fifth storey
to the ground, then you will never be able
to produce monumental work.” Among great
painters he was also one of the finest writers on
art. He was a voluminous letter writer and kept
a journal from 1822 to 1824 and again from
1847 until his death—a marvellously rich source
of information and opinion on his life and
times. His influence, particularly through his use
of colour, was prodigious, inspiring *Renoir,
*Seurat, and van Gogh among others. Dela-
croix’s studio in Paris is now a museum devoted
to his life and work, but the Louvre has the
finest collection of his paintings.

Delaroche, Paul (1797-1856). French painter,
one of the leading pupils of *Gros. He achieved
great popularity with his melodramatic history
scenes, engravings of his work hanging in
thousands of homes. Often he chose subjects
from English history, as with two of his most
famous works, The Little Princes in the Tower
(Louvre, Paris, 1831) and The Execution of
Lady Jane Grey (NG, London, 1833). They
are *Romantic in flavour, but academically
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impeccable in their draughtsmanship and detail-
ing. After a period when such pictures were
totally out of favour, his work is once again
being treated seriously.

Delaunay, Robert (1885-1941). French
painter, who through most of his career ex-
perimented with the abstract qualities of colour.
He began his researches ¢.1906 from the *Neo-
Impressionist theories of *Seurat, but instead of
using the *pointillist technique he investigated
the interaction of large areas of juxtaposed
and contrasting colour. He was particularly
interested in the interconnections between col-
our and movement. By 1910 he was making
an individual contribution to *Cubism, notably
with his series of paintings of the Eiffel Tower,
which combine fragmented forms with vibrant
colour. *Apollinaire gave the name *Orphism
to Delaunay’s work, which by 1912 had moved
on to become completely abstract, as in his
lyrically beautiful Circular Forms series (an ex-
ample 1s in the Kunsthaus in Zurich). In 1913
Delaunay exhibited at the galleries of Der
*Sturm in Berlin, and his work was a major
influence on German *Expressionists such as
*Klee, *Macke, and *Marc. It also powerfully
affected the *Futurists in Italy and the American
*Synchromists. The period of Delaunay’s great-
est achievements was, however, fairly short-
lived; he was in Spain and Portugal for much
of the First World War and after his return to
Paris his work lost its inspirational quality and
became rather repetitive. His home became a
meeting place for *Dada artists, but he con-
tinued with work related to colour theories.

Delaunay-Terk, Sonia (1885—1979). Russian
painter and textile designer, the wife of Robert
*Delaunay. She came to Paris in 1905, married
Delaunay in 1910 (after a short-lived marriage
to Wilhelm *Uhde) and became associated with
him in the development of *Orphism. During
the 19205 she worked mostly on hand-printed
fabrics and tapestries; as a designer she made a
strong impact on the international world of
fashion, designing creations for such famous
women as Nancy Cunard and Gloria Swanson.
In 1930 she turned primarily to painting and
became a member of the * Abstraction-Création
association. After the death of her husband in
1941 she continued to work as painter and
designer. In 1964 a gift of 49 works by Robert
and 58 by Sonia Delaunay to the Musée National
d’Art Moderne, Paris, was exhibited at the
*Louvre and she thus became the first woman
to be exhibited at the Louvre in her lifetime.

Delli, Dello. See CASSONE.

de Loutherbourg, Philippe-Jacques (1740—
1812). French painter who settled in England
in 1771. He became a designer of stage sets
for David Garrick (1717—79) at Drury Lane
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(maquettes in the V&A, London) and is best
known for his invention of the *Eidophusikon,
a theatrical presentation of scenic pictures. Al-
though a foreigner, de Loutherbourg is said to
have declared that ‘no English landscape painter
needed foreign travel to collect grand prototypes
for his study’ and in his landscapes, which are
indeed very varied in character, he exalted the
English scenery as material for the *picturesque
and the *sublime. He also painted battle scenes,
and literary and biblical subjects in a lively style.

Delphi Charioteer. Greek bronze statue of a
standing charioteer, excavated at Delphi in 1896
and now in the museum there. Fragments of
the chariot, horses, and the figure of a groom
also survive, and an inscription indicates that
the group commemorated a victory of Polyzalus
(viceroy of Gela and brother of the tyrant of
Syracuse) in the games at Delphi in 478 or 474
BC. The charioteer is one of the finest surviving
pieces of Greek sculpture; it has an austere
simplicity, but the head is of great beauty and
refinement, the eyes inlaid and the eyelashes
made separately.

Delvaux, Paul (1897— ). Belgian painter.
After working in *Neo-Impressionist and *Ex-
pressionist manners, he began painting in a
*Surrealist style in about 1935 under the influ-
ence of de *Chirico and *Magritte. Although
Delvaux was not formally a member of the
Surrealist movement, and was not in sympathy
with its political aims, he has become regarded
as one of the foremost upholders of the tradition.
In the mid 1940s, following *Ensor, he became
interested in the skeleton as a theme, but more.
typically his works show an obsession with an
ideal of abstracted female beauty, represented
nude or semi-nude in incongruous settings. His
work combines the unreal space of the dream
with a hallucinatory precision of detail and an
eerie sense of eroticism.

De Maria, Walter (1935— ). American
sculptor and experimental artist. He was one
of the earliest exponents of *Minimal Art,
producing examples of the type c.1960, before
the term was current, and was also a pioneer
in the art of *earthworks. Some of his work
belongs to the category of *Conceptual art, as
for example Mile Long Drawing of 1968, two
parallel chalk lines 12 ft. (3.6 m.) apart in the
Mojave Desert. In 1968 he had a one-man show
at the Heiner Friedrich Gallery, Munich, at
which he exhibited a room filled wall to wall
with earth, 1,600 cubic ft. (45 cubic m.) in all.
This Earthroom was re-created for permanent
exhibition in the Lone Star Foundation, New
York, in 1980.

Demeter of Cnidus. A marble statue of ¢.330
BC found at Cnidus in Asia Minor and now in
the British Museum. It represents Demeter
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seated; originally, perhaps, a figure of her
daughter Persephone stood beside her. It is
considered one of the finest Greek sculptures to
survive from the fourth century and has been
attributed to *Leochares.

Demuth, Charles (1883—1935). American
painter. In the first two decades of the century
he spent several years in Paris (he also visited
Berlin and London) and became an important
channel for the transmission of modern Euro-
pean ideas into American art (he was a friend
of *Duchamp). Demuth’s work was varied,
but he is best known as one of the leading
*Precisionists. His most personal paintings,
however, are what he called ‘poster portraits’
(pictures composed of words and objects as-
sociated with the person ‘represented’). The
most famous example is I saw the Figure Five
in Gold (Met. Mus., New York, 1928), a tribute
to the poet William Carlos Williams (1883—
1963).

Denis, Maurice (1870-1943). French painter,
designer, and writer on art theory. He was a
member of the *Nabis and one of the chief
exponents of the theories of *Symbolism as-
sociated with the reaction from *Impressionism.
In his article Definition of Neo-Traditionalism
(1890), he made his most famous pro-
nouncement on art, which has often been
regarded as the key to contemporary aesthetics
of painting: ‘Remember that a picture—before
being a war horse or a nude woman or an
anecdote—is essentially a flat surface covered
with colours assembled in a certain order.” His
own work, however, was very much concerned
with subject-matter, for he was a devout Cath-
olic and set himself to revive religious painting.
In 1917 he did frescos for the church of St Paul
in Geneva, and in 1919 together with Georges
Desvalliéres (1861—1950) he founded the Ateliers
d’Art sacré. He also designed stained glass. His
writings on art are for the most part collected
in Théories (1912) and Nouvelles Théories (1922).
In 1939 he published a history of religious art.

Denny, Robyn (1930— ). British painter,
prominent among the artists who came to the
fore at the *Situation exhibition of 1960. One
of the works shown there, Baby is Three (Tate,
London), a large (2 m. X 3.5 m.) tripartite
picture composed of interlocking rectangles,
shows his characteristically subtle exploration
of colour harmonies.

Denon, Dominique-Vivant, Baron (1747—
1825). French engraver, draughtsman, archae-
ologist, diplomat, museum official, and writer.
He was a much-travelled and much-liked man
who had a highly varied career. In 1798 he
accompanied Napoleon on his expedition to
Egypt, recording his travels in Voyage dans la
Basse et la Haute Egypte (1802), illustrated from
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his own drawings (it was published in English
in the same year as Travels in Upper and Lower
Egypt). From 1804 to 1815 he was director of
the national museums, and he had an important
role in developing the collections of the
*Louvre, advising Napoleon on his choice of
works of art to be looted from conquered
territories. Denon was one of the first French
artists to make *lithographs, his earliest example
dating from 1809. At his death he left unfinished
a history of ancient and modern art, which was
posthumously published in four volumes in
1829.

de Piles, Roger (1635-1709). French art his-
torian and amateur painter. De Piles was em-
ployed by Louis XIV (1638-1715) on various
diplomatic missions and was thus enabled to
study the arts at first hand in many European
countries. He was an admirer of *Rubens and
in the famous controversy of the ‘Rubénsistes’
against the ‘Poussinistes’ (see POUSSIN) that split
the French *Academy in the second half of the
17th cent. he took the side of those who held
that colour and *chiaroscuro are of prime
importance in painting against the upholders of
the academic emphasis on drawing. He also
recognized the value of genius, imagination, and
‘enthusiasm’ against the excessive domination of
formalized rule. His best-known book is Cours
de peinture par principes avec une balance des
peintres (1708), which has become notorious for
the section (the ‘balance des peintres’) in which
he awarded marks to great artists of the past
for their skill at composition, drawing, colour,
etc., then added up the scores to form a sort of
league table of genius. His criticism, however,
1s usually much less crude than this.

Derain, André (1880-19s54). French painter,
sculptor, and graphic artist. In the first two
decades of the 20th cent. he was near the
centre of avant-garde developments in Paris, but
thereafter he based his work increasingly on
that of the Old Masters and it became rather
dry and academic. He was one of the creators
of *Fauvism, an early adherent of *Cubism,
and one of the first to ‘discover’ *primitive
art, but although he is undoubtedly a figure
of historical importance, his work does not
approach in quality that of his great con-
temporaries such as *Matisse and *Picasso. His
later works were mainly landscapes, portraits,
still lifes, and nudes. He produced numerous
book illustrations, and also designed for the
stage, notably for *Diaghilev’s Ballets Russes.

der Kinderen, Antonius Johannes (Anton)
(1859-1925). Dutch painter, designer of stained
glass windows and printmaker. He studied with
*Toorop and was one of the leading figures of
the *Symbolist movement in the Netherlands.
His aim was the revival of monumental wall-
paintings which would become an integral part
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of the design of a building. A series of his large
murals is in the City Hall at ’s-Hertogensbosch
(1889—96).

Deruet, Claude (1588-1660). French painter
who, like *Bellange and *Callot, worked
mainly for the court of the Duke of Lorraine
at Nancy. He was more successful than either
of these great engravers (he was also employed
by Cardinal Richelieu (1585-1642)), but his few
surviving works are in a pedestrian *Mannerist
style that was a generation out of date at the
time of his death. The best known are the alle-
gorical series The Four Elements (Musée des
Beaux-Arts, Orléans).

Desiderio da Settignano (1428/31-64). Flor-
entine sculptor. He came to matunty while
*Donatello was in Padua, but like most of
his contemporaries he formed his style on
Donatello’s Florentine work of the 1430s. He
learnt from Donatello the practice of carving
in very low *relief, and the lively, thick-set
figures of children on the Singing Gallery made
by Donatello for Florence Cathedral (1433—9)
provided models for Desiderio’s own reliefs
of the Madonna and Child. Desiderio’s artistic
personality, however, was more delicate than
Donatello’s, and for refinement of handling he
is unsurpassed by any Italian sculptor of his
period. His only important public work was the
tomb of the Florentine humanist and statesman
Gregorio Marsuppini in Sta Croce (after 1453).
This is architecturally dependent on the tomb
of Leonardo Bruni by Bernardino *Rossellino
(probably Desiderio’s teacher), executed for the
same church about ten years earlier, but is
sculpturally richer and more animated. His
sensitive modelling is best exemplified by busts
in Florence (Bargello) and Washington (NG).

Desjardins, Martin (1637—94). Flemish
sculptor originally called Martin van den
Bogaert, who settled in Paris in about 1670.
His most important work was a bronze statue
of Louis XIV for the Place des Victoires (1686),
fragments of which survive in the Louvre. He
also did much decorative work in Paris and for
Louis XIV (1638-1715) at Versailles.

Despiau, Charles  (1874-1946). French
sculptor, *Rodin’s assistant from 1907 to 1914.
He reacted from the *Romanticism of Rodin
and developed a sensitive, Classical style which
has certain affinities with that of *Maillol. His
best-known works are his portrait busts with
their intimate delineation of character (Head of
Madame Derain, Phillips Coll., Washington,
1922).

Desportes, Alexandre-Frangois (1661-1743).
French painter of dogs, game, and emblems of
the chase. In his early career he worked much
as a portraitist, notably in 1695—6 at the court
of Jan Sobieski (John III, 1624—96) in Poland,
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but on his return to France he took up hunting
subjects and won the patronage of Louis XIV
(1638—1715) and Louis XV (1710-74). He
achieved considerable celebrity (he was well
received on a visit to England in 1712) and in
his field was rivalled only by *Oudry. Although
he continued the lavish Flemish tradition ex-
emplified by *Snyders, Desportes was among
the first artists of the 18th cent. to make
landscape studies from nature for his back-
grounds, and because of this he was considered
eccentric. His work is well represented in the
Louvre (which has his Self-portrait as a Huntsman,
1699) and in the Wallace Collection, London.

De Stijl. See sTijL, DE.
Desvalliéres, Georges. See DENIs.
Detroy. See TROY.

Deutsch, Niklaus Manuel (c.1484-1530).
Swiss painter, designer, and poet, active mainly
in his native Berne. Deutsch was one of the
outstanding Swiss artists of his period, but much
of his energy was expended in other activities.
He fought as a mercenary in Italy and took an
active part in the political and religious affairs
of Berne as a passionate supporter of the
Reformation, writing satires against the Pope,
whom he equated with Antichrist. His paintings
are related to *Baldung Grien and *Griinewald
in their love of the grotesque (The Temptation
of St Anthony, Kunstmuseum, Berne, 1520).
Deutsch also designed woodcuts and stained
glass and a set of *choir stalls for Berne
Cathedral.

Deutscher Werkbund (German Association
of Craftsmen). An organization of German
manufacturers, architects, and designers for the
improvement of design and craftsmanship in
machine-made products founded in Munich
in October 1907, by the architect Hermann
Muthesius (1861-1927). Muthesius had been
German cultural attaché in London (1896—1903)
and was impressed by the ideas of the William
*Morris circle and the domestic architecture of
Richard Shaw (1831-1912) and *Voysey. On his
return to Germany he became Superintendent of
the Prussian School of Arts and Crafts, and
became the proponent of a new style in machine
industry which adopted as its principles func-
tional design and the abolition of ornament.
The Werkbund was racked by controversy
from the time of its foundation, and soon
divided into two factions: those who advocated
maximum industrialization and standardization
of design (Muthesius and Peter *Behrens were
of this persuasion); and those who set a higher
value on individuality (Henri van de *Velde
was the champion of this cause). Behrens’s
programme was adopted at the Werkbund’s
annual meeting at Cologne in 1914, when
a special exhibition of members’ work was
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arranged. This display brought to prominence
some of Behrens’s younger associates, in par-
ticular Walter *Gropius, whose model factory
building was the most discussed exhibit. The
Werkbund had immediate influence, providing
the inspiration for similar organizations in Aus-
tria (gsterreichischer Werkbund, 1912) and
Switzerland (Schweizerischer Werkbund, 1913);
also modelled along similar lines were Sweden’s
Slojdsforening (1913) and the Design and In-
dustries Association in England (1915). The
activities of the Deutscher Werkbund were
interrupted by the First World War, but it
revived afterwards and held an important ex-
hibition of model housing projects in Stuttgart
in 1927, organized by the architect *Mies van
der Rohe. Gropius and *Le Corbusier were
among the exhibitors. The Werkbund dis-
banded in 1933 after the Nazis came to power,
but it was revived after the Second World War.

Deutsche Werkstitten (German Workshops).
An organization for the machine production of
well-designed furniture and other goods. The
workshops were established in Dresden in 1898
by Karl Schmidt (1873-1948), a German fol-
lower of William *Morris, and were originally
called the Dresdener Werkstitten fiir Hand-
werkkunst. They pioneered the production of
furniture made from standardized parts.

Deverell, Walter Howell (1827-54). British
painter. He was a friend of *Rossetti, and
was proposed for membership of the *Pre-
Raphaelite Brotherhood (to replace *Collinson)
but was never actually elected. In 1849 he
‘discovered’ Elizabeth Siddal, the archetypal
Pre-Raphaelite model and Rossetti’s future wife.
Deverell was noted for his good looks and
charm and Elizabeth was probably in love with
him before he died aged 26 from Bright’s
disease. In his brief career he gave promise of
becoming perhaps the most painterly of the
Pre-Raphaelite followers (A Pet, Tate, London,
1852/3).

Devis, Arthur (1711-87). English painter, the
best-known member of a family of artists. He
was one of the first specialists in the small
*conversation piece and also painted single
portraits of similar scale. The sitters are usually
in repose, often somewhat artificially posed, and
the Devis type of portrait group was animated
in the next generation by *Zoffany. Devis was
a minor figure in his day and virtually forgotten
until the 1930s, but since then his work has
attained considerable popularity because of the
doll-like charm of his figures and the delicate
detail of his settings. It has also become of
interest to social historians, as most of his clients
were from the newly prosperous middle class—
merchants and country squires, who are usually
shown singly or with their families, in their
own homes or grounds. A small representative
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collection of his work is in the Art Gallery at
Preston, his native town. He worked both in
London and in Lancashire. Anthony (1729—
1816), his half-brother, was a landscape painter.
Arthur’s son, Arthur William (1762—1822),
spent the years 1785—9s in India, where he
painted portraits and a series of pictures rep-
resenting the arts, manufactures, and agriculture
of Bengal (two examples are in the Ashmolean,
Oxford), which were engraved. He lived in
London from 1795, working mainly as a por-
traitist, but also painting The Death of Nelson
(Nat. Maritime Mus., Greenwich, ¢.1806). An-
other son, Thomas Anthony (1757-1810),
painted undistinguished portraits and *fancy
pictures. Little of his work survives.

Dewing, T. W. See TEN, THE.

De Wint, Peter (1784—1849). English landscape
painter of Dutch extraction. He served his
apprenticeship with John Raphael *Smith, then
studied at the *Royal Academy Schools and
frequented the house of Dr *Monro. Although
he was an admirable painter in oils, he is
best known as one of the finest exponents of
water-colour of his generation. He is particularly
associated with views of the countryside around
Lincoln (where his wife’s parents lived), in
which he often uses broad *washes of colour
somewhat in the manner of *Cotman. De Wint
was a popular figure and enjoyed considerable
success as a teacher.

Diaghilev, Sergei Pavlovich (1872-1929).
Russian ballet impresario, who exerted great
influence on the visual arts as well as on dancing
and music, and employed some of the finest
painters of his time as designers of costumes
and décor. He brought the Ballets Russes to
Paris in 1909, and the many Russian artists
whom he employed, most notably *Bakst,
caused a revolution in European theatrical
design.

Diaghilev toured Europe and America with
his ballet company until his death, and among
the artists who designed for him were *Braque,
*Picasso, and *Rouault. Before his involvement
with the ballet, Diaghilev had been active in
the *Mir Iskusstva group and had organized
exhibitions in Russia and western Europe, in-
cluding a representative exhibition of Russian
painting at the *Salon d’Automne in Paris,
which was the most comprehensive to have
been seen in the West. Bakst designed the décor
of the twelve rooms occupied by this exhibition
in the Grand Palais.

diaper. An all-over pattern based on small
repeated units capable of indefinite extension in
any direction. It is found carved in low relief
on flat wall surfaces of *Romanesque and
*Gothic architecture, in *stained glass, and on
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the backgrounds of manuscript *illuminations,
especially of the late 13th and 14th cents.

Diaz de la Peiia, Narcisse-Virgile (1807—76).
French painter, born at Bordeaux of Spanish
parents. He began his career as a porcelain
painter, and then painted *Romantic historical
subjects, but after meeting Théodore *Rousseau
in 1837 he became a member of the *Barbizon
group of landscape painters. His style is distinct
from that of his Barbizon colleagues, however,
for his work lacks the sense of quiet communion
with nature that was a characteristic feature of
the school and his brushwork is heavy and
restless (his detractors call it turgid). He never
lost the Romantic leanings of his youth, and
continued to paint mythological pictures (typ-
ically featuring nympbhs) throughout his career.
He was helpful to the *Impressionists; *Renoir
stated that his meeting with Diaz led him to
lighten his palette and his flickering touch had
a great influence on Adolphe *Monticelli, who
in turn anticipated the *divisionist technique of
the Impressionists.

Dickinson, Edwin (1891-1978). American
painter. His work, which often treats disquieting
or enigmatic subject-matter in an academic
technique, has been called *Surrealist, but is
best regarded as a sophisticated culmination of
the 19th-cent. *Romantic tradition. Paintings
such as The Fossil Hunters (Whitney Mus.,
New York, 1926-8) contain superimposed and
suggestive imagery but lack the special impact
of material from the subconscious. He often
worked on such large compositions for a num-
ber of years and said that they were never
‘really finished’, but he also excelled at small
landscapes done on the spot.

Dickinson, Preston (1891-1930). American
painter. As a student in Paris he was influenced
particularly by the structural features of *Cé-
zanne’s work and the high-keyed colour of the
*Fauves, but in the 1920s his work became less
experimental as he became associated with the
*Precisionists. Like others of the school, he
favoured subjects which were adapted to rep-
resentation in terms of semi-geometrical abstract
design, in particular the machine (Industry,
Whitney Mus., New York, ¢.1924).

Diderot, Denis (1713—84). French philosopher
and critic, mainly remembered in England as
the chief editor of the Encyclopédie (1751—72), a
work of fundamental importance in shaping the
rationalist and humanitarian ideals of the Age
of Enlightenment. His views on art appear in
articles in the Encyclopédie and elsewhere, not-
ably his reviews of the *Salons between 1759
and 1781, which are written in a lively con-
versational style and formed the model for
the later criticism of *Baudelaire. Against the
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intellectualist bias of *Neoclassicism he main-
tained that our ideas of beauty arise from
practical everyday experience of beautiful
things, based on a sentiment for the ‘conformity
of the imagination with the object’. He regarded
taste as a faculty acquired through repeated
experience of apprehending the true or the good
through immediate impression which renders it
beautiful. He opposed the constraints imposed
by a priori rules or the tyranny of the ancients,
and defended the right of genius to create
beauty by the idealization of nature. His views
on the relation between poetry and painting
provided a basis for the Laokoon of *Lessing.

Diebenkorn, Richard (1922-—93). American
painter. He taught at the California School of
Fine Arts, San Francisco, from 1947 to 1950,
and there, under the influence of members of
the *New York School, particularly Mark
*Rothko and Clyfford *Still, he abandoned the
still lifes and interiors which he was painting
and adopted a non-figurative style. Passing
rapidly from a more geometrical mode of
*Abstract Expressionism he evolved a modified
form of *Action painting, with the freer ex-
pressive brushwork and vigorous calligraphic
line of *de Kooning, which inaugurated a
distinctive West Coast movement. After 1955
he revolted from the subjective emotionalism
of this way of painting and reverted to a mode
in which he tried to apply the techniques of
Abstract Expressionist brushwork to studies
of figures in an environment, organizing his
compositions into large rectangular areas of
colour which owed much to the example of
*Matisse.

Dietrich, Christian Wilhelm Ernst (1712—
74). German painter and etcher, most of whose
extremely varied output was done in the styles
of 17th-cent. masters. He worked mainly in
Dresden, and was Director of the art gallery
there and of the art school attached to the
famous porcelain factory at nearby Meissen. He
is represented in the National Gallery and the
Wallace Collection, London.

Dietterlin, Wendel (1550/1—99). German
architect, painter,” and designer. He worked
mainly in Strasburg, where he specialized in
painting fagade, ceiling, and wall decorations,
but none of these has survived. His claim to
fame is his book Architectura (1593—4, 2nd edn.,
1598), an extraordinary collection of engravings
in which the Orders of architecture are used as
the starting-point for weird and extravagant
decorative fantasies, full of bizarre animal and
plant forms. It was a popular pattern book.

dilettante. See AMATEUR.

Dilettanti, Society of. Society of young no-
blemen and gentlemen that was originally a
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purely social club but came to play a prominent
role in matters of taste, and particularly in the
study of *antique art. From December 1732 the
members met on the first Sunday in the month
in a tavern (drinking a toast to ‘Grecian taste
and Roman spirit’), so provoking the sneer of
Horace *Walpole, never one of them, that ‘the
nominal qualification for membership is having
been in Italy and the real one being drunk’.
One of them at least, Sir Francis Dashwood
(1708-81), was a member of the notorious Hell
Fire Club. The serious interests of the group
soon prevailed and after unsuccessfully sup-
porting Italian opera, the Dilettanti turned to
the architectural and archaeological remains of
Greece, the Near East, and Italy, which had
stirred their interest and imagination on their
travels.

Independently of *Winckelmann, and before
his posthumous fame, they financed a succession
of expeditions and published the results in
various works that laid the foundations of
the serious and systematic study of Classical
antiquities. They stimulated *Lessing and
*Goethe, and contributed powerfully to the
Classic revival of the late 18th cent. The
Department of Classical Antiquities of the
*British Museum owes many of its finest and
nearly all its earliest treasures to the enthusiasm,
discernment, and public spirit of members of
the Society—the collections of Sir William
Hamilton (1730-1803), Charles Townley (1737—
1805), Richard Payne *Knight, Sir Richard Colt
Hoare (1758-1838), the fourth Earl of Aberdeen
(1784—1860), W. M. Leake (1777—1860), and
others. One serious mistake, however, was
the failure of the Dilettanti through the mis-
judgement of Payne Knight to give support to
Lord Elgin when he brought the sculptures of
the Parthenon to England (see ELGIN MARBLES).

From their earliest meetings the Society
appointed a painter, one of whose duties was
to provide a portrait of each member on election
at his own expense. The first holder of the title
was George *Knapton, and his successors have
included Sir Joshua *Reynolds, Sir Thomas
*Lawrence, Sir Martin Archer *Shee, Sir
Charles *Eastlake, Sir Frederic *Leighton, Sir
Edward *Poynter, John Singer *Sargent, and
Sir William *Coldstream. Many portraits so
commissioned are still among the Society’s
treasured possessions.

Diller, Burgoyne (1906—65). American painter
and sculptor. After passing through phases
of *Impressionism and *Cubism, he became
interested in *Neo-Plasticism and by the mid
1930s had become one of the earliest and most
committed American followers of *Mondrian.
He was a member of * American Abstract Artists
and from 1935 to 1940 Head of the Mural
Division of the *Federal Art Project. His sculp-
ture, restricted to rectangular elements and
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*primary colours, was like his painting deeply
influenced by Mondrian.

diluent. The liquid used to dilute a paint and
give it the fluidity that the painter desires; e.g.
*turpentine in *oil painting, and water in
*water-colour painting.

Dine, Jim (1935— ). American painter,
printmaker, and creator of *environments and
*happenings. Dine was a prominent figure in
American *Pop art and became well known
for his combination of real objects—ties, lawn-
mowers, household appliances, wash basins,
etc.—set against backgrounds of painterly tex-
tures. In 195960 he came to the fore as one of
the pioneers of happenings, sometimes col-
laborating with Claes *Oldenburg, and he
also collaborated with the British Pop artist
*Paolozzi in a series of *collages. He is con-
sidered to have been a pioneer of the Process
or *Performance art of the late 1960s and
early 1970s. Later he turned to representational
painting of a traditional kind, as in an exhibition
‘New Works on Paper’ at the Waddington and
Tooth Galleries, London, in 1977.

diorama. A large, partially translucent scenic
painting, which by means of varied illumination
simulates such effects as sunrise, changing
weather, etc. The term is applied by extension
to the building in which the display is housed.
The diorama was invented by L.-J.-M. Daguerre
(see DAGUERREOTYPE) in 1822 and was exhibited
in Regent’s Park, London, in the following
year, when *Constable wrote to a friend: ‘I was
at the private view of the “Diorama”; it is in
part a transparency; the spectator is in a dark
chamber, and it is very pleasing, and has great
illusion. It is without the pale of art, because its
object is deception. The art pleases by reminding,
not deceiving. The place was filled with for-
eigners, and I seemed to be in a cage of
magpies.’

Nowadays the term diorama is more usually
applied to a certain type of museum display. It
consists of a miniature scene, viewed through a
window in a screen or cabinet, in which the
foreground details, modelled in the round, join
imperceptibly with the more distant parts which
are painted in perspective on a vertical panel.

diorite. Igneous stone of the *granite type but
lacking quartz in its composition. It is usually
black or grey and is sometimes known as ‘black
granite’. Like granite it is hard, compact, and
resistant. It was favoured for sculpture by the
ancient Egyptians and in the ancient Middle
East.

dipper. A small metal container that clips on
to the oil painter’s *palette and holds *medium
or *diluent. They are often made in pairs—a
‘double dipper’.

DIVISIONISM

diptych. A picture or other work of art
consisting of two parts facing one another like
the pages of a book and usually hinged together.
See also POLYPTYCH, TRIPTYCH.

Directoire style. Style of decoration and design
prevailing in France between the *Louis X VI
and *Empire styles. It takes its name from the
Directoire (1795—9), the period when France was
governed by an executive of five directeurs and
covered roughly the decade 1793—1804. As a
stylistic term Directoire is applied to the useful
arts of furniture, textiles, costume, etc., rather
than the field of the fine arts. No interiors have
survived from the Directoire period, but there
is a model of one based on contemporary designs
in the Art Institute of Chicago. Decoration
was simpler than in the Louis XVI style and
embodied Revolutionary emblems and civic
symbols such as the Phrygian bonnet or cap of
Liberty, the pike of Freedom, the fasces which
symbolized strength through union, clasped
hands as an emblem of Fraternity, the oak as a
symbol of social virtues, and so on. *Antique
ornamental motifs were also in vogue and the
‘Grecian’ vogue in costume and furniture is
well illustrated in *David’s famous portrait of
Madame Récamier (Louvre, Paris, 1800). As
a result of Napoleon’s campaigns in 1798—9
*Egyptian taste in ornament also prevailed in
this period, its main protagonist being Baron
Dominique-Vivant *Denon. The latter part of
the Directoire period, i.e. 1799—.1804, is some-
times distinguished as the ‘Consulat’ style.

Discobolus. Statue of a discus-thrower by the
Greek sculptor *Myron. The original bronze
of ¢.450 BC is lost, but several Roman copies in
marble are known, of which the best is in the
Museo delle Terme in Rome.

distemper. Type of paint in which the pigment
is mixed with water and glue or *size. Its
principal use is in scene-painting, as it is cheap
but impermanent. Whitewash is a form of
distemper.

divisionism. A method and technique of paint-
ing by which colour effects are obtained not
by mixing pigments on the *palette but by
applying small areas or dots of unmixed pigment
on the canvas in such a way that to a spectator
standing at an appropriate distance they appear
to react together. This method, which produces
greater luminosity and brilliance of colour than
if the colours are physically mixed, has been
employed to some extent by many artists in
*alla prima painting, although it is contrary
to the traditional principles of painting by
superimposed *glazes and *scumbles. Notable
precursors of divisionism were *Watteau and
*Delacroix. It was also employed empirically
by the *Impressionists and in particular by those
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who adopted the ‘rainbow palette’ of *Renoir.
It was not developed systematically and sci-
entifically, however, until *Seurat and the
*Neo-Impressionists. Seurat (in common with
other contemporaries) spoke of an ‘optical
mixture’, but (contrary to what is usually stated)
the dots do not really fuse in the viewer’s eye
to make different colours, for they remain
visible as dots. Rather, they seem to vibrate,
creating something of the shimmering effect
experienced in strong sunlight. The effect is
noted in Ogden Rood’s Modern Chromatics
(1879), a treatise on colour theory well known
to Seurat. Camille *Pissarro, who was closely
associated with Seurat at this time, said that the
optimum viewing distance for a picture painted
by the divisionist method was three times the
diagonal measurement. The terms divisionism
and *pointillism are not always clearly differ-
entiated, but whereas divisionism refers mainly
to the underlying theory, pointillism describes
the actual painting technique associated with
Seurat and his followers. ‘Divisionism’ (usually
with a capital ‘D’) was also the name of an
Italian movement, a version of *Neo-Impres-
sionism, that flourished in the last decade of the
19th cent. and the first decade of the 20th cent.
It was one of the sources of *Futurism.

Dix, Otto (1891-1969). German painter and
printmaker. After serving in the First World
War he studied at the academies of Dresden
and Diisseldorf. In the 1920s he was, with
George *Grosz, the outstanding artist of the
*Neue Sachlichkeit movement, his work con-
veying his disillusionment and disgust at the
horrors of war and the depravities of a decadent
society with complete psychological truth and
devastating emotional effect. The Match Seller
(Staatsgalerie, Stuttgart, 1920), for example, is
a pitiless depiction of indifference to suffering,
showing passers-by ignoring a blind and limbless
ex-soldier begging in the street, and Dix’s fifty
etchings entitled The War (1924) have been
described by G. H. Hamilton (Painting and
Sculpture in Europe, 1880—1940) as ‘perhaps the
most powerful as well as the most unpleasant
anti-war statements in modern art’. Another
favourite theme was prostitution and he was a
brilliantly incisive portraitist. In 1927 he was
appointed a teacher at the Dresden Academy
and in 1931 he was elected to the Prussian
Academy. His anti-military stoance drew the
wrath of the Nazi regime and he was dismissed
from his academic posts in 1933 and his work
declared *degenerate. In 1939 he was jailed on
a charge of complicity in a plot on Hitler’s life,
but was soon released. He was conscripted into
the Volkssturm (Home Guard) in 1945 and was
a prisoner in France 1945—6. His work after the
war lost much of the strength of his great Neue
Sachlichkeit period and much of it was inspired
by religious mysticism.
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Dobell, Sir William (1899—-1970). Australian
painter. In 1929 he won a travelling scholarship
that enabled him to study at the *Slade School
under Henry *Tonks and did not return to
Australia until 1938. His work reveals the broad
artistic education he gained on his travels in
Europe, and his rich textures and colours, and
exaggerated emphasis on characteristic forms
show, in particular, a debt to the *Expressionism
of Chaim *Soutine. In 1943/4 he won the
Archibald Prize for portraiture, awarded an-
nual'y by the Art Gallery of New South Wales,
with a portrait of his fellow-artist, Joshua Smith.
The award, which was contested in the courts
by two of the unsuccessful competitors on the
grounds that it was not a portrait but a
caricature, created a cause célébre for modernism
in Australia and Dobell’s name became a house-
hold word. During the next decade he was
much sought after as a painter of portraits,
among the finest being that of the poet Dame
Mary Gilmore (Art Gal. of New South Wales,
1957). In 1949 and again in 1950 he visited the
highlands of New Guinea, and as a result of
this experience his work became broader in
execution and more decorative. Dobell was
unique among Australian artists in combining
successfully a mastery of *Renaissance tradition
(particularly in portraiture) with a profound
insight into the character and values of 20th-
cent. Australians.

Dobson, Frank (1886—1963). British sculptor.
His early work consisted mainly of paintings,
which show how impressed he was by the
*Post-Impressionist exhibitions organized by
Roger *Fry. After the First World War (when
he was on active service with the Artists’ Rifles),
he turned increasingly to sculpture, and in
the 1920s and 1930s gained an outstanding
reputation: in 1925 Roger Fry described his
work as ‘true sculpture and pure sculpture . . .
almost the first time that such a thing has been
even attempted in England’. He worked in both
bronze and stone (he was one of the earliest to
revive direct carving) and his sophisticated
stylizations made him one of the pioneers of
modern British sculpture. The monumental
dignity of his work was in the Classical tradition
of *Maillol, and like him Dobson found the
female nude the most satisfactory subject for
three-dimensional composition, as in Cornucopia
(University of Hull, 1925-7), described by Clive
*Bell as ‘the finest piece of sculpture by an
Englishman since—I don’t know when’. He
was also outstanding as a portrait sculptor, as
witness his head of Sir Osbert Sitwell in polished
brass (Tate, London, 1923), and besides stone
carving produced many exquisitely beautiful
*terracottas. His craftsmanship was superb and
he played an important role as a teacher as
Professor of Sculpture at the *Royal College of
Art, 1946—53. With the rise of a younger
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generation led by Henry *Moore, however,
Dobson’s prestige as an artist dropped and he
was regarded as ‘dated’; the memorial exhibition
of his work organized by the Arts Council in
1966 was not well received. Since then he has
again been recognized as one of the outstanding
figures in 20th-cent. British sculpture.

Dobson, William (1611-46). English portrait
painter. He is regarded as the most accomplished
English painter before *Hogarth, and was de-
scribed by John Aubrey in his Brief Lives (c.1690)
as ‘the most excellent painter that England hath
yet bred’. Some sixty paintings by him are
known, all from the years 1642—6, when he was
painter to the wartime court at Oxford. He is
thought to have returned to London after the
surrender of that city in 1646. Said to have been
‘somewhat loose and irregular in his way of
living’, he was thrown into prison for debt, and
his early death followed shortly after his release.

His style is superficially similar to van
*Dyck’s, but his colouring is richer and his paint
texture rougher, very much in the Venetian
tradition. He also had an uncompromisingly
direct way of presenting character (as in his
most celebrated work—Endymion Porter, Tate,
London) that is considered quintessentially Eng-
lish. Various paintings by Dobson other than
portraits are mentioned by early writers, but
only two survive: The Executioner with the
Baptist's Head (Walker Art Gallery, Liverpool),
a copy after the Dutch painter Matthias Stomer
(c.1600-after 1650); and an allegory The Civil
Wars of France (Rousham House, Oxfordshire).

Doesburg, Theo van (Christian Emil Maries
Kiipper) (1883—1931). Dutch painter, architect,
and writer on art. His early work was influenced
variously by *Impressionism, *Fauvism, and
*Expressionism, but in 191§ he met *Mondrian
and rapidly underwent a transition to complete
abstraction. In 1917 he founded the association
of artists called De *Stijl and the periodical of
the same name, and for the remainder of his
life the propagation of the ideas of the group
was his dominant interest. He went on an
extended lecture tour outside the Netherlands
in 1921 and his ideas made a considerable
impression at the *Bauhaus, where he taught
irregularly from 1922 to 1924. In 1930 he
moved to Paris and built himself a studio at
Meudon that became a new focus of the De
Stijl movement. The movement collapsed with
his death in 1931, but its influence survived in
many fields, notably architecture, where his
ideal was the use of geometrically simple ele-
ments and *primary colours. See also
ELEMENTARISM.

Dolci, Carlo (1616-86). Florentine painter,
active in his native city for virtually his whole
career. He was intensely devout and most of

DOMENICHINO

his paintings are of religious subjects, done in a
cloyingly sweet and meticulously smooth style.
They were enormously popular in his lifetime
(his reputation spread to England and else-
where), but have been totally out of favour in
the 2oth cent. His portraits, on the other
hand, are now much admired for their sober
objectivity (Sir Thomas Baines, Fitzwilliam,
Cambridge, ¢.1665—70). It was as a portraitist
that he made his one significant journey from
Florence, when in 1675 he went to Innsbruck
to paint Claudia Felice de’ *Medici when she
married the emperor Leopold I (1640-1705).

Domenichino (properly Domenico Zampieri)
(1581-1641). Bolognese painter. He was An-
nibale *Carracci’s favourite pupil and one of
the most important upholders of the tradition
of Bolognese *Classicism. After studying with
*Calvaert and Ludovico Carracci he went to
Rome (1602) and joined the colony of artists
working under Annibale Carracci at the Palazzo
*Farnese. His only undisputed work there is the
Maiden with the Unicorn, a charming, gentle
fresco over the entrance of the Gallery. By the
second decade of the century he was established
as Rome’s leading painter and had a succession
of major decorative commissions, among them
scenes from the life of St Cecilia in S. Luigi dei
Francesi (1613—14). The dignified frieze-like
composition of the figures reflects a renewed
study of *Raphael’s tapestries, and in turn
influenced *Poussin. The frescos in the *pen-
dentives and apse of S. Andrea della Valle
(1624-8), his chief work of the 1620s, show a
move away from this strict Classicism towards
an ampler *Baroque style; but compared with
his rival *Lanfranco (who at this time was
overtaking him in popularity) Domenichino
never abandoned the principles of clear firm
drawing for the sake of more painterly effects.
In 1631 Domenichino moved to Naples, and in
his ceiling frescos of the S. Gennaro chapel in
the cathedral he made even greater concessions
to the fashionable Baroque. He met with con-
siderable hostility in Naples from jealous local
artists and was forced to flee precipitately
in 1634. He later returned, but died before
completing his work in the cathedral.
Domenichino was important in fields other
than monumental fresco decoration, particularly
as an exponent of *ideal landscape, in which he
formed the link between Annibale Carracci and
*Claude (four of his landscapes are in the
Louvre). He was one of the finest draughtsmen
of his generation (the Royal Library at Windsor
Castle has a superb collection of his drawings)
and also an excellent portraitist (Monsignor
Agucchi, City Art Gall, York, ¢.1610). In thg
18th cent. his reputation was enormous—his
Last Communion of St Jerome (Vatican, 161'4) was
generally regarded as one of the greatest pictures
ever painted—but he fell from grace in the 19th



DOMENICO VENEZIANO

cent. along with other Bolognese painters under
the scathing attacks of *Ruskin.

Domenico Veneziano (d. 1461). Italian
painter. His name indicates that he came from
Venice, but he was active mainly in Florence.
*Vasari credits him with introducing *oil paint-
ing into Tuscany. Although this is incorrect, it
seems to be true that he was responsible for
initiating the interest in colour and texture and
the style of painting which used colour rather
than line as the basis of *perspective and
composition. His fresco cycle Scenes from the Life
of the Virgin (1439—45) in S. Egidio, Florence, on
which *Piero della Francesca was one of his
assistants, has disappeared, and only two fully
authenticated works have survived. These are
three much-damaged and repainted fragments
from a frescoed street tabernacle (NG, London,
¢.1440) and the celebrated St Lucy Altarpiece of
¢.1445 (the central panel is in the Uthzi, Florence,
and the *predellas dispersed in Cambridge
(Fitzwilliam), Washington (NG), and Berlin
(Staatliche Mus.)). The delicate beauty of its
colouring, mastery of light, and airy lucidity of
spatial construction are reflected in the work of
his assistant Piero, and also, for example, in that
of *Baldovinetti.

Dominguez, Oscar. See DECALCOMANIA.

Donatello (Donato di Niccolo) (1386?—1466).
Florentine sculptor. He was the greatest Euro-
pean sculptor of the 15th cent. and one of a
remarkable group of artists—including his
friends *Alberti, *Brunelleschi, and *Ma-
saccio—who created the *Renaissance style in
Florence. Between 1404 and 1407 he was work-
ing as an assistant to *Ghiberti, but he developed
a style that was radically different to his master’s
*Gothic elegance. He was unconcerned with
the surface polish or linear grace so typical of
Ghiberti, and excelled rather in emotional force.
*Vasari expressed his admiration in the language
of the day by asserting that Donatello had
equalled the sculptors of antiquity. Refining
upon this we may say that he possessed an
imaginative understanding of certain aspects of
Classical sculpture, probably acquired from a
very few examples and conditioned by a Chris-
tian approach. He was thus the counterpart of
the early Florentine humanists such as Poggio
Bracciolini  (1380-1459), with whom he is
known to have been in touch. His revolutionary
conception of sculpture is exemplified in the
great series of standing figures in niches which
he made for Or San Michele and Florence
Cathedral. The series began with the St Mark
of 1411-13 (Or San Michele), included the
celebrated St George (c.1415-17), now in the
Bargello, Florence, and culminated in the
so-called Zuccone (‘bald-pate’) in the Cathedral
Museum (probably completed in 1436, although
because various figures of prophets, of which
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this is one, are not identified unambiguously in
the documents, some authorities think it was
carved in 1423—5). Vasari conveys the brilliance
of Donatello’s characterization in his description
of the St George: ‘The head exhibits the beauty
of youth, its spirit and valour in arms, a proud
and terrifying lifelikeness, and a marvellous
sense of movement within the stone.” With this
acute psychological insight went a technique of
daring originality that shows how concerned
Donatello was with the optical effects of his
works. He carefully took into consideration the
position from which they would be viewed,
adjusting the proportions of a figure when it
would be seen from below, for example, and
carving with almost brutal power and boldness
when it was positioned to be seen at a distance.
On the other hand, his relief of St George and
the Dragon (Or San Michele, 1417), done for
the base of his St George statue, is executed
with great delicacy in the technique Donatello
invented called rilievo schiacciato (*relief so low
it is like ‘drawing in stone’); situated on the
north side of the building, the relief is seen in
a soft, diffused light, so the subtlety of the
carving can be appreciated.

In 1430—2 Donatello visited Rome, probably
with Brunelleschi, and the impact of *antique
art can be seen most clearly in his famous
Cantoria (singing gallery) for Florence Cathedral
(now Cathedral Mus., 1433—9), which makes a
lavish show of freely interpreted Classical
motifs. The bronze statue of David (Bargello),
which is credited with being the first free-
standing nude statue since antiquity, is also
sometimes seen as a response to Donatello’s visit
to Rome and assigned to the 1430s, but some
scholars date it much later. The subject as well
as the date is controversial, for it has been
proposed that it represents Mercury with the
Head of Argus rather than David.

From 1443 to 1453 Donatello was based in
Padua, his reason for moving there presumably
being the commission to execute the Gat-
tamelata monument in the Piazza del Santo—
the first life-size equestrian statue since antiquity.
His other major work in Padua was the High
Altar of the church of S. Antonio (the Santo),
which features free-standing figures and reliefs
that are not now in their original positions.

From 1454 until his death Donatello was
based mainly in Florence, although he also
worked in Siena on an abortive project for a
set of bronze doors for the Cathedral. In his
late work he gave more prominence to the
element of emotional intensity that was already
such a feature of his style. The most important
works from his final years are Judith and Ho-
lofernes in the Piazza della Signoria, a harrowing
and emaciated Mary Magdalene in wood (Bap-
tistry), and two pulpits with bronze reliefs in
S. Lorenzo, which were unfinished at his death.
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These sublime late works show how freely
Donatello exploited the expressive possibilities
of distortion, and in them he created what has
been called ‘the first style of old age in the history
of art’. His work had enormous influence, on
painters as well as sculptors, and his true spiritual
heir was *Michelangelo.

Dongen, Kees van (1877-1968). Dutch-born
painter who settled in Paris in 1897 and took
French nationality in 1929. His early work was
*Impressionistic, but he became a member of
the *Fauvist group in 1906 and in 1908 exhibited
with the German *Expressionist group Die
*Briicke. Nudes and female portraits were his
favourite themes. After the First World War
he became well known for his fashionable
female portraits and pictures of café society. He
kept the brilliant colouring of his Fauve days,
but his great facility led to repetition and
banality, and it is generally agreed that his best
work was done before 1920.

Donkey’s Tail (in Russian: Oslinyi Khvost).
Title of an exhibition organized in Moscow in
1912 by *Larionov and *Goncharova after they
had dissociated themselves from the *Knave of
Diamonds group in 1911. They accused that
group of being too much under foreign influ-
ence, and advocated a nationalist Russian art.
At this time Larionov and Goncharova were
painting in their ‘primitivist’ manner based
upon Russian peasant art and *icon painting.
*Malevich and *Tatlin also showed at the
exhibition, which took its name from Larionov’s
having heard that a group of artists in Paris had
exhibited a picture that a donkey had ‘painted’
by means of a brush tied to its tail. The
exhibition caused an outcry because some of
the pictures shown were regarded as sacrilegious.
It was followed by the *Target exhibition in

1913.

Donner, Georg Raphael (1693-1741). The
outstanding Austrian *Baroque sculptor, active
mainly in Salzburg, Bratislava, and Vienna. His
masterpieces are acknowledged to be the figures
from the fountain in the Mehlmarkt, Vienna
(Ostcrrcichisches Barockmuseum, Vienna,
1737-9), and the group of St Martin and the
Beggar (Bratislava Cathedral, ¢.1735), in which
the saint is dressed in hussar’s uniform rather
than the traditional armour. These works are
in lead, which Donner preferred to the Austrian
speciality of wood, and his smooth surfaces have
led some critics to see his work as presaging
*Neoclassicism, although his elongated figures
seem to place him closer to Italian *Mannerism.

donor. The commissioner of a work of religious
art, a term used particularly when a portrait of
this person is incorporated in the work. By
having themselves included in the picture donors
sought to associate themselves in a special way

DOSSI

with the sacred figures portrayed there, either
in thanks for favours received, or in the hope
of future protection and salvation. Famous
examples of donor portraits include that of
Enrico Scrovegni (d. 1336), who had the Arena
Chapel in Padua built in expiation of his
father’s sin of usury, and is shown kneeling in
supplication in *Giotto’s fresco of the Last
Judgement there; and those of Jodocus Vijd and
his wife, who are shown in prayer on van
*Eyck’s Ghent Altarpiece.

Doré, Gustave (1832-83). The most popular
and successful French book illustrator of the
middle 19th cent. Doré became widely known
for his illustrations to such books as Dante’s
Inferno (1861), Don Quixote (1862), and the
Bible (1866), and he helped to give European
currency to the illustrated book of large format.
He was so prolific that at one time he employed
more than forty blockcutters. His work is
characterized by a rather naive but highly
spirited love of the *grotesque and represents a
commercialization of the *Romantic taste for
the bizarre. Drawings of London done in 1869~
71 were more sober studies of the poorer
quarters of the city and captured the attention
of van *Gogh. In the 1870s he also took up
painting and sculpture (the monument to the
dramatist and novelist Alexandre Dumas in the
Place Malesherbes in Paris, erected in 1883, is
his work), but was much less successful in
these fields, as his style looked overblown and
pretentious when transferred to a large scale.

Doryphorus. See POLYCLITUS OF ARGOS.

Dossi, Dosso (Giovanni Luteri) (c.14907—1542).
The outstanding painter of the Ferrarese School
in the 16th cent. His early life and training are
obscure, but *Vasari’s assertion that he was
born around 1474 is now thought unlikely. He
is first recorded in 1512 at Mantua (the name
‘Dosso’ probably comes from a place near
Mantua—he is not called ‘Dosso Dossi’ until
the 18th cent.). By 1514 he was in Ferrara,
where he spent most of the rest of his career,
combining with the poet Ariosto (1474—1533)
in devising court entertainments, triumphs, tap-
estries, etc. Dosso painted various kinds of
pictures—mythological and religious works,
portraits, and decorative frescos—and he is
perhaps most important for the part played in
his work by landscape, in which he continues
the romantic pastoral vein of *Giorgione and
*Titian. The influence from these two artists is
indeed so strong that it is thought he must have
been in Venice early in his career. Dosso’s work,
however, has a personal quality of fantasy and
an opulent sense of colour and texture that gives
it an individual stamp (Melissa, Borghese Gal.,
Rome, ¢.1523). In his Orlando Furioso, Ariosto
described Dosso as one of the nine greatest
living painters. His brother Battista Dossi
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(c.1497—1548) often collaborated with him, but
there is insufficient evidence to know whether
he made an individual contribution.

dotted manner. See MANIERE CRIBLEE.

Dou, Gerrit (1613—75). Dutch painter. He was
born and active in Leiden and in 1628 became
the first pupil of the young *Rembrandt. His
early work is closely based on Rembrandt’s,
and Anna and the Blind Tobit (NG, London) is
thought to have been painted by Dou from
Rembrandt’s design and with his assistance.
After Rembrandt moved to Amsterdam, Dou
developed a style of his own, painting usually
on a small scale, with a surface of almost
enamelled smoothness, and attending to every
detail of his carefully arranged subject. He was
astonishingly fastidious about his tools and
working conditions, with a particular horror of
dust. Some of his pictures were painted with
the aid of a magnifying glass. He painted
numerous subjects, but is best known for do-
mestic interiors. They usually contain only a
few figures framed by a window or by the
drapery of a curtain, and surrounded by books,
musical instruments, or household para-
phernalia, all minutely depicted. He is at his
best in scenes lit by artificial light.

With Jan *Steen, Dou was among the found-
ers of the Guild of St Luke at Leiden in 1648.
Unlike Steen he was prosperous and respected
throughout his life, and his pictures continued
to fetch big prices (consistently higher than
those paid for Rembrandt’s work) until the
advent of *Impressionism influenced taste
against the neatness and precision of his style.
Dou had a workshop with many pupils who
perpetuated his style (notably *Schalken)—and
Leiden continued the fijnschilder (fine painter)
tradition until the 19th cent.

Doughty, Thomas (1793-1856). American
painter and lithographer, one of the first Am-
erican artists to specialize exclusively in land-
scapes. He was born in Philadelphia and mainly
lived there, but also in Boston and New York.
In 1837 and again in 1845 he travelled to
Europe, visiting England on both occasions.
Originally he had a successful business as a
leather dealer, and he was self-taught as a
painter, but he took up his hobby as a profession
when his works began to sell. As one of the
first to recognize the American landscape as a
viable subject for painting, he is regarded as a
forerunner of the *Hudson River School. His
best-known painting is probably In Nature’s
Wonderland (Detroit Inst. of Arts, 1835).

Douris. Athenian *red-figure vase painter,
active ¢.500 BC. A large number of pots dec-
orated by him have survived and the themes are
very varied (cup representing Eos and Memnon,
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Louvre, Paris; cup showing young women
undressing, Met. Mus., New York). His work is
noted for its fine draughtsmanship and rhythmic
composition.

Dove, Arthur (1880-1946). American painter.
For most of his career he earned his living as a
commercial illustrator and did not paint full-
time until 1930. He visited Europe in 1907—9,
coming into contact with *Fauvism and other
avant-garde movements, and in 1910 began to
paint abstract pictures. They were the first
abstracts in American art and are somewhat
similar to *Kandinsky’s work of the same date.
In 1910 he had his first one-man show at
*Stieglitz’s 291 Gallery and in 1913 he exhibited
at the *Armory Show. His abstractions are
based on natural forms, suggesting the rhythms
of nature with their pulsating shapes (Sand
Barge, Phillips coll.,, Washington, 1930), and he
wrote: ‘I should like to take wind and water
and sand as a motif and work with them, but
it has to be simplified in most cases to color
and force lines and substances just as music has
done with sound.’ In the 1940s he experimented
with a2 more geometric type of abstraction
(That Red One, William H. Lane Foundation,
Leominster, Mass., 1944).

Doves Press. A private printing press founded
in 1900 at Hammersmith by the bookbinder
T. J. Cobden-Sanderson (1840-1922) and the
printer Sir Emery Walker (1851-1933), both
of whom had previously worked for the
*Kelmscott Press. Cobden-Sanderson carried on
alone after disagreement with Walker in 1909.
Doves Press books had no illustrations and were
noted for the austere beauty of their typography.
Of the fifty-one titles produced the most im-
portant was the Bible (1903—5) in five volumes.
The Press was closed down in 1916.

Downman, John (c.1750-1824). English por-
trait painter. Most of his paintings are small
society portraits, many of them being in a
technique he perfected using pencil or charcoal
lightly tinted with water-colour (four examples
of the type are in the Wallace Collection,
London). He practised in Cambridge, Chester,
Exeter, London, Plymouth, and Wrexham and
travelled widely about the country, staying in
great houses and often painting a series of
portraits of members of the family.

Doyle, Richard (1824-83). English humorous
draughtsman, the son of the portraitist and
*caricaturist John Doyle (1797-1868). From
1843 to 1850 he was on the staff of Punch, for
which among other things he made the cover
design used for over 100 years. He left because
of Punch’s attacks on the papacy (he was a
devout Catholic) and devoted himself thereafter
to book illustration, mainly children’s stories
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and fairy tales, which allowed him to give full
expression to his love of the grotesque.

drawing frame. A rectangular frame which
the artist sets up between himself and his subject,
at such a distance that his view through it
corresponds to the drawing he intends to make.
Sometimes the frame has a grille of wires or
threads, and if the paper is correspondingly
squared the subject can very easily be transferred
to it. *Alberti and *Leonardo describe drawing
frames and *Direr made illustrations of the
device. Following Diirer’s example, van *Gogh
constructed one and in a letter to his brother
made a sketch of himself using it. A very small
frame or viewfinder, which could be held in
the hand, was used in the 18th cent. by
topographical painters and travellers in search
of the *picturesque. Later it was made adjust-
able, so that the ratio of upright to horizontal
could correspond to that of the drawing.

Dreier, Katherine S. (1877-1952). American
painter, remembered more for her role in
organizing exhibitions of modern art than for
her own work. She became an ardent supporter
of avant-garde art as a result of the *Armory
Show, where she met Marcel *Duchamp, and
in 1920 together with him and *Man Ray she
founded the *Société Anonyme. The travelling
exhibitions which she organized through the
Société Anonyme, most of the catalogue entries
for which were written by Duchamp, were a
potent factor in bringing a knowledge of
European abstract painters to the American
artists and public. Her portrait of Duchamp
(1918) is in The Museum of Modern Art, New
York.

Droeshout, Martin (b. 1601). English engraver
of Flemish origin, one of a family of artists who
settled in London in the 16th cent. He was a
mediocre and obscure craftsman, but his name
lives by his engraved portrait of Shakespeare
published in the First Folio of his works in
1623.

drollery. A comic picture or ‘clownish re-
presentation’, as the diarist John Evelyn (1620—
1706) expressed it when he saw ‘Landscips,
and Drolleries’ in the annual fair at Rotterdam
(13 Aug. 1641). This term is also used for the
*grotesques or comic figures to be found in the
borders of medieval manuscripts.

Drost, Willem (active mid 17th cent.). Dutch
painter. Almost nothing is known of his life,
and only about half a dozen paintings (and an
even smaller number of etchings) are recognized
as being by him. All the works that are dated
are of the 1650s, and it would seem that at this
time Drost was one of *Rembrandt’s closest
and most talented followers. His Portrait of a
Young Woman in the Wallace Collection, Lon-
don, bears a false Rembrandt signature.

DRYPOINT

Drouais, Frangois-Hubert (1727-75). French
portrait painter. He trained under *Boucher
(among others) and became a rival to *Nattier
as a fashionable portraitist. His portraits have a
gracious and artificial charm and at their best
bear comparison with those of Boucher. He
was particularly successful with children, but
his best-known painting is probably the very
grand portrait of Mme de Pompadour in the
National Gallery, London (1763—4), completed
after the sitter’s death.

His father and his son were painters. Hubert
Drouais (1699-1767) had a successful career as
a *miniaturist and *pastel portraitist. Germain
Drouais (1763-88) was a favourite pupil of
*David’s and won the *Prix de Rome, but his
promising career was cut short when he died
of malaria aged 25.

Drury, Alfred (1856-1944). British sculptor.
As an assistant to *Dalou he worked on the
Triumph of the Republic (Place de la Nation,
Paris, 1879—99), and much of his own sculpture
was for public places. Among his works are
decorative figures for the fagade of the *Victoria
and Albert Museum (1908), and the full-length
bronze Sir Joshua Reynolds in the courtyard of
Burlington House outside the *Royal Academy
(1931). He also made portrait busts and small
bronze figures in a similar traditional style.

drying oils. Fatty oils of vegetable origin
which harden into a solid transparent substance
on exposure to air and are much used as
*vehicles in paints and varnishes. They do not
dry in the sense of losing moisture but by
oxidation together with certain molecular
changes. It is this chemical character which has
made them suitable as *media for *oil painting,
so that when *pigments are ground into them
to form paints, which are then applied to a
*ground, the oil sets hard and binds the particles
of pigment firmly in position, fixing them to
the ground.

The vegetable oils which have been in com-
monest use since the Middle Ages are *linseed,
*walnut, and *poppy. Almond and olive oil
are not suitable as they do not harden. Sunflower
oil has been used in Russia but has never become
popular. Small amounts of castor oil have
sometimes been used to give elasticity to *varn-
ishes. ‘Stand oil’, or linseed oil polymerized by
boiling with air excluded, has been used since
medieval times both as a medium and as a
varnish or *glaze.

drypoint. A method of engraving on copper
in which the design is scratched into the plate
with a sharply pointed tool. This is either a
thick steel needle or a diamond point, and it is
held like a pen or an *etching needle, though
considerable force is needed to scratch the metal
to any depth. Where the plate is deeply scored
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a *burr is thrown up alongside the furrow; this
burr retains the ink when the plate is wiped,
giving to the drypoint line its characteristic rich
and furry appearance, as when a pen is drawn
across damp paper. Drypoint is therefore a
sensitive medium, for the degree of blackness
of the burred line changes with the variation in
pressure of the artist’s hand. It is not, however,
quite so fluent as etching, for the point is
continuously up against the resistance of the
metal, so that the lines take on a slightly angular
quality as they change direction.

A drypoint plate is easily damaged and will
yield only a handful of first-class impressions
because the burr is flattened as the plate passes
between the rollers of the press. A considerably
larger edition may be obtained, however, by
having the plate steel-faced—an operation
which involves depositing, by electrolysis, a
thin coating of steel over the surface of the
copper, thus strengthening the drypoint work.

Drypoint, which seems to have originated in
the last quarter of the 15th cent., has often been
used in combination with other processes; more
often, probably, than by itself. Since it can be
worked quickly and directly, it is frequently
used for accenting and touching up plates
which are already nearly completed in another
medium. *Rembrandt, for example, often
touched up his etchings in drypoint.

Drysdale, Sir Russell (1912—81). Australian
painter. He was born in England of a family
that had long associations with Australia and he
spent several years of his childhood there.
The family settled in Melbourne in 1923 and
Drysdale moved to Sydney in 1940. From then
he devoted himself full-time to painting and his
work became well known throughout Australia
during the 1940s. It revived in a new fashion the
tradition of hardship, tragedy, and melancholy
associated with the Australian bush that had
been obscured by the much more optimistic
interpretation developed by the city-based paint-
ers of the *Heidelberg School during the 1890s.
In 1949 Kenneth *Clark, on a visit to Sydney,
encouraged Drysdale to exhibit in London and
late in 1950 he held an exhibition at the
Leicester Galleries. It is to this exhibition that the
beginning of a new interest in Australian art in
London, which reached a peak in the early
1960s, may be traced.

In 1954 Drysdale, with *Dobell and *Nolan,
was chosen to represent Australia at the Venice
*Biennale. During the 1950s he travelled widely
throughout Australia, drawing and painting the
life of the interior. The plight of the Australian
Aborigines in contact with white settlement
became an important and continuing theme in
such paintings as Mullaloonah Tank (Art Gal. of
South Australia, Adelaide, 1953). During the
early 1960s he experienced periods of depression
accentuated by the death of his son and his wife.

From that time he continued to broaden and
develop the themes and methods with which
he began in the 1940s.

Dubois, Ambroise (1542/3-1614). Flemish-
born painter who moved to France when he
was a young man and eventually became a
naturalized French citizen in 1601. With *Du-
breuil and *Froment he ranks as one of the
leading artists of the Second School of *Fon-
tainebleau. Much of his decorative work still
survives at the Chiteau de Fontainebleau, show-
ing him to have been an accomplished prac-
titioner of an elegant, conventional *Mannerist
style.

Dubreuil, Toussaint (1561-1602). French
painter, one of the leading artists of the second
School of *Fontainebleau. His most important
works, such as the frescos of the story of Hercules
for the Gallery of Diana at Fontainebleau, and
the decorations in the Galerie d’Apollon of the
*Louvre, have been destroyed; but a reasonable
idea of his style can be formed from copies and
works done from his designs as well as the few
original surviving paintings. His style was much
less obviously *Mannerist than that of his closest
contemporaries (his figures, for example, are
much less elongated) and looks forward to the
academic *Classicism of the following century.

Dubroeucq (or Broeucq), Jacques (1500/10—
1584). Netherlandish sculptor and architect. He
was imn Italy c.1530—5 and his work shows
how assiduously he studied the great Italian
*Renaissance sculptors. A commission to do
carvings, particularly a huge *rood-screen, for
the cathedral of St Waltrudis at Mons, brought
him back to the Netherlands. These were his
principal works (1535—48); most of them were
destroyed during the French Revolution, but
enough remains to show that he ranks with
*Mone and Cornelis *Floris as a leading *Re-
naissance sculptor of the Low Countries. He
was the teacher of *Giambologna, c.1545—50.

Dubuffet, Jean (1901-85). French artist. He
studied painting as a young man but was
engaged mainly in the wine trade until 1942
when he took up art seriously again, his first
exhibition coming in 1946. He made a cult of
*Art Brut (‘raw art’), the products of psychotics
or wholly untrained persons, and of *graffiti,
preferring untrained spontaneity to professional
skill. His own work was aggressively re-
miniscent of such ‘popular’ art. Often he in-
corporated materials such as sand and plaster
into his paintings, and he also produced large
sculptural works made from junk materials. His
work initially provoked outrage, and he stands
out as the pioneer and chief representative of
the tendencies in modern art to depreciate
traditional artistic materials and methods and,
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as he himself said in 1957, to ‘bring all disparaged
values into the limelight’. There are several
examples of his work in the Tate Gallery.

Duca, Giacomo del (c.1520-after 1601). Sicil-
ian architect and sculptor, active mainly in
Rome, where he worked for *Michelangelo on
the proposed tomb of Pope Julius II (1542) and
the Porta Pia (1562). His tomb of Elena Savelli
in S. Giovanni in Laterano shows Michelangelo’s
influence, but he is more distinguished as an
architect than a sculptor. After 1588 he worked
in Messina, where earthquakes have destroyed
most of his buildings, but the dome he added
to Sta Maria di Loreto in Rome shows him
to have been the boldest of Michelangelo’s
architectural disciples.

Duccio di Buoninsegna (active 1278—
1318/19). The most famous painter of the Sienese
School. Little is known of his life: records of
several commissions survive and he is known
to have been fined on several occasions for
various minor offences (one perhaps involving
sorcery), but only one fully documented work
by him survives. This is the famous *Maesta
commissioned by Siena Cathedral in 1308 and
completed in 1311. Today most of this elaborate
double-sided altarpiece is in the cathedral
museum, but several of the *predella panels
are scattered outside Italy—in London (NG),
Washington (NG), and elsewhere. The whole
of the front of the main panel is occupied by a
scene of the Virgin and Child in majesty
surrounded by angels and saints, and cor-
responding to this on the back are twenty-six
scenes from Christ’s Passion. Originally there
were subsidiary scenes from Christ’s life above
and below the main panel. The whole work is
of a superb standard of craftsmanship, and the
exquisite colouring and supple draughtsmanship
create effects of great beauty. Although Duccio
drew much on *Byzantine tradition, he in-
troduced a new warmth of human feeling that
gives him a role in Sienese painting comparable
to that of *Giotto in Florentine painting. He
re-creates the biblical stories with great vivid-
ness, and as no one else before him he succeeds
in making the setting of a scene—a room or a
hillside—a dramatic constituent of the action,
so that figures and surroundings are intimately
bound up together.

The other main work attributed to Duccio
is the large Rucellai Madonna (Uffizi, Florence),
which is probably the picture documented as
having been painted by him for Sta Maria
Novella, Florence, in 1285. Several other smaller
panels can be attributed to him with a fair
degree of confidence, but there is no evidence
that he ever worked in fresco. His influence in
Siena was enormous (*Simone Martini was his
greatest disciple) and reached as far as France,
notably in the work of *Pucelle.

DUCHAMP

Duchamp, Marcel (1887-1968). French artist
and art theorist, the brother of Raymond
*Duchamp-Villon and Jacques *Villon. Al-
though Duchamp produced few works (most
of them are now in the Philadelphia Museum
of Art), he is regarded as one of the most
influential figures in 20th-cent. art because of
the originality and fertility of his ideas. He
sprang into notoriety with his Nude descending
a Staircase (Philadelphia), combining the prin-
ciples of *Cubism and *Futurism, which had a
succeés de scandale at the *Armory Show in 1913.
From this time he abandoned conventional
media and became with *Picabia the leader of
the New York *Dada movement. In 1913 he
invented the *ready-made with a bicycle wheel
mounted on a kitchen stool, and went on to
show a bottle rack bought in a Paris store, and
a urinal—the last was entitled Fountain and
signed R. Mutt. Another of his celebrated
provocative gestures was adding a moustache
and beard and an obscene inscription to a
reproduction of the Mona Lisa. So far as it is
possible to derive a theoretical basis from the
incoherences of Dadaism, the concept of the
ready-made seems to derive from Duchamp’s
conviction that life is meaningless absurdity and
from his repudiation of all the values of art.
He sometimes said that any object becomes a
work of art if he selects it from the limbo of
unregarded objects and declares it to be so. At
other times he said that these ready-mades were
not art but anti-art, affirming that all art is junk.
From 1915 to 1923 he was engaged on his
major work, a painting and construct on glass
with esoteric or obscure symbolism which he
called The Bride Stripped Bare by Her Bachelors,
Even, also known as The Large Glass (Phil-
adelphia: a facsimile by Richard *Hamilton is
in the Tate, London). During the 1920s he
combined the idea of the machine with that
of futility, constructing elaborate mechanical
gadgets which have been seen as forerunners of
*Kinetic art. However, after leaving The Large
Glass ‘definitively unfinished” he virtually aban-
doned art for chess. He was a good enough
player to represent France in four chess Olym-
piads and his obsession for the game intensified
as he grew older. Of his marriage in 1927 his
friend *Man Ray wrote: ‘Duchamp spent most
of the one week they lived together studying
chess problems, and his bride, in desperate
retaliation, got up one night when he was asleep
and glued the chess pieces to the board. They
were divorced three months later.” After his
death it was discovered that Duchamp had
worked in secret for twenty years on Efant
Donnés (Given that . . .), a large mixed-media
construction; it is now in Philadelphia.
Duchamp became a legend in his own life-
time. By his life as much as his artistic achieve-
ments he did more than any other one man to
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change the concept of art in the 20th cent. He
tried, unsuccessfully as he himself recognized,
to destroy the mystique of taste and collapse
the concept of aesthetic beauty, and in 1962
said: “When I discovered ready-mades I thought
to discourage aesthetics . . . I threw the bottle
rack and the urinal in their faces and now
they admire them for their aesthetic beauty.’
Nevertheless, he was among the few who
revolutionized the notions of art and beauty in
their generation.

Duchamp-Villon, Raymond (1876-1918).
French sculptor, the brother of Jacques *Villon
and Marcel *Duchamp. After studying medicine
he took up sculpture in 1898. From 1905 to
1913 he exhibited at the *Salon d’Automne
with works of expressive naturalism which at
first differed little from those of others who
were seeking a way to escape from the influence
of *Rodin. From about 1910, however, he came
under the influence of the *Cubist group and
by 1914 he was recognized as pre-eminent
among the small number of Cubist sculptors.
His most celebrated work is The Horse (casts in
Tate, London, Mus. National d’Art Moderne,
Paris, MOMA, New York, and elsewhere,
1914), which completed his move towards
abstraction. This has been called by G. H.
Hamilton (Painting and Sculpture in Europe 1880—
1940) ‘the most powerful piece of sculpture
produced by any strictly Cubist artist’, and has
been compared to the work of the *Futurists,
particularly that of *Boccioni, who had met
Duchamp-Villon in 1913. In the success with
which it expresses the taut energy of muscular
movement in static forms it certainly achieves
at least one of the things at which the Futurists
were aiming in their attempts to represent
‘the dynamics of movement’. Duchamp-Villon
served with the French army in the First World
War and died from blood-poisoning after con-
tracting typhoid fever.

Dufresnoy, Charles-Alphonse (1611-68).
French painter and writer. His paintings (few
of which survive) are pastiches of *Poussin, and
he is chiefly remembered for his Latin poem,
De arte graphica, which sets out the doctrines of
French academic *Classicism in epigrammatic
form. It was translated into French and published
in 1688 by his friend Roger *de Piles, who in
his notes emphasized the importance of colour
that Dufresnoy had rather tentatively asserted.
The poet John Dryden translated it into English
(1695) and it was later annotated by *Reynolds,
remaining influential for more than a century
as an expression of academic theory.

Dufy, Raoul (1877-1953). French painter,
graphic artist, and textile designer. His early
work was in an *Impressionist manner, but he
became a convert to *Fauvism in 1905 under
the influence of *Matisse. In 1908 he worked

with *Braque at L’Estaque in a more sober style
influenced by *Cézanne, but thereafter he soon
developed the highly personal manner for which
he became famous. It is characterized by rapid
calligraphic drawing on backgrounds of bright
colours thinly washed on a white ground, and
was well suited to the glittering scenes of
luxury and pleasure he favoured. He was a
well-established figure by the mid 1920s and
the accessibility and joie de vivre of his work
helped to popularize modern art. In 1910 he
made friends with the fashion designer Paul
Poiret (1879-1943), who interested him in
textile design, and he worked as a designer for
Bianchini-Férier, a silk manufacturer of Lyons.
Through his designs Dufy exerted a considerable
influence on the world of fashion at this time.
He also made numerous book illustrations,
notably for *Apollinaire’s Bestiaire in 1910.

dugento. See QUATTROCENTO.

Dughet, Gaspard (called Gaspard Poussin)
(1615—75). French landscape painter, draughts-
man, and etcher, born and active in Rome. He
was a pupil (c.1631—5) of Nicolas *Poussin, who
married his sister in 1630 and whose surname
he adopted. His work combines something of
the romanticism of *Claude with the solidity
of Poussin, although he preferred a more rugged
type of scenery to that favoured by either
of his great contemporaries. The combination
brought him considerable success in his lifetime,
and in the 18th cent. his reputation stood very
high, particularly in England. His work was
avidly sought by English collectors and he
influenced painters such as Richard *Wilson and
the supporters of the *picturesque. The only
works by Dughet that are securely dated are
his frescos (begun 1647) on the History of the
Carmelite Order in S. Martino ai Monti, Rome
(these too are landscapes), and it has proved
difficult to establish a chronology for him. His
work is exceptionally well represented in British
collections.

Dujardin, Karel (c.1622~78). Dutch painter
and etcher of landscapes, cattle, *genre scenes,
portraits, and religious subjects, active mainly
in Amsterdam. He is best known for his small
paintings of humble bucolic scenes set in an
Italianate or a Dutch landscape and diffused
with a clear, warm light. These works reveal
the impact of *Berchem (who was probably
his teacher) and his admiration for Paulus
*Potter and Adriaen van de *Velde. He was
an excellent portraitist and his large religious
pictures show that his long visit to Italy in
the 1640s had made him au fait with the
picture-making techniques of Italian *Baroque.
In 1674 he made a second visit to Italy and died
in Venice four years later. Like so many of the
17th-cent. Dutch artists who made the journey
to Italy, Dujardin was a Catholic. His work is
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well represented in the National Gallery, Lon-
don, and the Rijksmuseum, Amsterdam.

Dulwich College
BOURGEOIS.

Picture Gallery. See

Dumonstier. Family of French portrait paint-
ers, who carried on the tradition of the *Clouets
into the middle of the 17th cent. About a dozen
members of the family are recorded and several
of them held court appointments. The earliest
of any significance was Geoffroy (c.1510-60),
who was court painter to Francis [ (1494-1547)
and Henry II (1519—59), and the last and
best-known member of the dynasty was Daniel
(1574-1646).

Dunlap, William (1766-1839). American artist
and writer. He had a varied career, much of it
being spent as a successful dramatist and the-
atrical manager, but in the context of art history
he is remembered mainly for his History of the
Rise and Progress of the Arts of Design in the
United States (1834). This is the most valuable
sourcebook on the subject, rich in information
and anecdote, and has earned him the nickname
‘the American *Vasari’. Dunlap also wrote a
History of American Theater (1832). His varied
work as a painter and engraver is now virtually
forgotten.

Dunoyer de Segonzac, André (1884-1974).
French painter, designer, and graphic artist.
Although he went through a period of *Cubist
influence early in his career, he became an
upholder of the *naturalistic tradition in a period
dominated by anti-naturalistic tendencies. His
oil paintings (landscape, still life, and figures)
were usually executed in thick paint with little
or no *medium and emphasize the weight and
earthiness of the forms. His water-colours and
etchings, however, were more elegant and
spontaneous, and had a wider range of subject-
matter, including dancers and boxers. He was
a prolific book illustrator, did theatre and ballet
designs, and was in charge of a camouflage unit
in the First World War. His work is well
represented in the Musée de I'lle de France at
Sceaux.

Dupont, Gainsborough (1754—97). English
painter and engraver, the nephew and only
assistant of Thomas *Gainsborough. He made
copies and *mezzotints of his uncle’s pictures,
completed others left unfinished at his death,
and painted some original works in his manner,
notably several portraits of actors, examples of
which are in the Garrick Club, London.

Dupré, Jules. See BARBIZON SCHOOL.

Dugque Cornejo, Pedro (1678-1757). Spanish
*Rococo sculptor, the last important sculptor
of the School of Seville. He carved statues
and altarpieces for cathedrals and churches at
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Granada, Seville, and El Paular, and his *choir
stalls for Cordoba Cathedral (1748-57) are
generally regarded as the finest to be produced
in Spain in the 18th cent.

Duquesnoy, Frangois (1594—1643). Flemish
sculptor, active mainly in Rome, where he
settled in 1618. He was a friend of *Poussin,
sharing a house with him for a time, and became
a leading figure in circles devoted to Classical art.
Alongside * Algardi he came to be recognized as
the outstanding sculptor in Rome after the great
*Bernini (who employed him on the decoration
of the *baldacchino in St Peter’s in 1627-8),
and as with Algardi, his style was much more
restrained and less *Baroque than Bernini’s.
Dugquesnoy’s two major works are the statues
of Sta Susanna (Sta Maria di Loreto, 1629—33)
and St Andrew (St Peter’s, 1629—40). He also
produced many small bronzes that spread his
fame (in J. T. Smith’s book on *Nollekens we
read how highly the latter valued his works
by Duquesnoy). Duquesnoy was particularly
renowned for his handling of *putti, and it
is curious that someone who so unaffectedly
depicted the beauty and charm of children seems
to have been mentally unstable; he was a chronic
procrastinator and the diarist John Evelyn (1620~
1706), visiting Rome in 1644, said that he ‘died
mad’ because his St Andrew ‘was placed in a
bad light’.

Duquesnoy’s father and brother were sculp-
tors; Jerome I (before 1570-1641) and Jerome
II (1602—54). His father is remembered mainly
for the famous Manneken-pis fountain (1619)
behind the town hall in Brussels. His brother
worked with Frangois in Rome and took a
somewhat diluted Baroque style back to Flan-
ders with him. The tomb of Bishop Anton Trest
in Ghent Cathedral (c.1640—54) is considered his
finest work. He is perhaps best remembered,
however, for his sticky end; he was executed
by strangulation in Ghent for committing sod-
omy in a church.

Durand, Asher B. (1796-1886). American
painter and engraver. His early work was
mainly as an engraver and he established his
reputation with his print after John *Trumbull’s
Signing of the Declaration of Independence and
with portraits of eminent contemporaries. In
the 1830s he turned increasingly to painting. At
first he worked mainly as a portraitist, but
then devoted himself to landscape, becoming a
leading figure of the *Hudson River School.
Thomas *Cole was a major source of inspir-
ation, and Durand’s most famous painting,
Kindred Spirits (New York Public Library,
1849), was painted as a memorial to him; it
shows Cole and the poet William Cullen Bryant
admiring spectacular scenery in the Catskill
Mountains, New York State. Durand was a
founder member of the National Academy of
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Design in 1826 and its President from 1845 to
1861.

Durand-Ruel, Paul (1831-1922). The best-
known member of a family of French picture
dealers, renowned as the first dealer to give
consistent support to the *Impressionists. He
took over the family firm in 1865 and established
himself as the main dealer of the *Barbizon
School painters. It was one of these—Charles
*Daubigny—who introduced him to *Monet
and *Pissarro when all four had taken refuge
in England from the Franco-Prussian War of
1870—1. For years Durand-Ruel was such a
solitary champion of the Impressionists that he
often came near to bankruptcy, but in 1886 he
achieved a breakthrough with an exhibition of
their work in New York, the success of which
encouraged him to open a branch of his firm
there. This played a major role in building
up some of the great American collections of
Impressionists. After Durand-Ruel’s death,
Monet wrote to the dealer’s son: ‘I shall never
forget all that my friends and I owe to your
father, in a very special way.” Durand-Ruel was
also noteworthy in being one of the first dealers
to handle the work of El *Greco.

Duranty, Edmond (1833—80). French novelist
and art critic, chiefly known now as an early
champion of the *Impressionists and a friend
of *Degas. Inspired by *Courbet and *Champ-
fleury, he came within the ambit of 19th-cent.
social *Realism and advocated the view that
artists should depict modern city life, ‘removing
the partition which separates the studio from
everyday life’. In his novel Le Peintre Louis
Martin (1881), *Manet, Courbet, Degas, and
other painters figured. Duranty was himself
painted by Degas (Burrell Coll., Glasgow,
1879), and was one of the figures in *Fantin-
Latour’s Hommage a Delacroix (Musée d’Orsay,
Paris, 1864).

Diirer, Albrecht (1471-1528). German graphic
artist and painter, the greatest figure of *Re-
naissance art in northern Europe. Son of a
goldsmith and godson of Anthony Koberger
(c.1445—-1513), one of Germany’s foremost print-
ers and publishers,” he attended a Latin school
where he met the humanist and poet Willibald
Pirckheimer (1470-1530), who was to become
his lifelong friend and correspondent, and then
was apprenticed when 15 years old to the
leading painter and book illustrator in his native
Nuremberg, Michael *Wolgemut. These four
men exercised a powerful influence on Diirer’s
genius and determined to some degree his
artistic career. The father must not only have
taught him the rudiments of drawing, par-
ticularly with silver point (see METAL POINT), as
is borne out by the young boy’s self-portrait
(Albertina, Vienna, 1484), but also instilled into
him that devotion to exact and meticulous detail
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which is the mark of a goldsmith’s work.
From Wolgemut, whose influence was mainly
technical, he learned the painter’s trade and the
craft of *woodcut. Through Koberger he had
access to the world of books and learning, and
Pirckheimer directed these interests towards
Italy and the new humanism. From the be-
ginning Diirer’s world reached well beyond the
normal medieval workshop.

After completing his apprenticeship Diirer set
out in 1490 on the usual bachelor’s journey. He
went to the Upper Rhine in search of Germany’s
leading painter and engraver Martin *Schon-
gauer, who, however, had just died when Diirer
reached Colmar in 1493, and he worked for a
while as a book illustrator in Basle and Stras-
burg, making woodcuts for Sebastian Brant’s
Ship of Fools.

After his return to Nuremberg and his mar-
riage (1494) he went on a short visit to north
Italy and then set up a workshop in his native
town. Though also active as a painter—the
self-portrait of 1500 and the Paumgirtner Altar
of 1504 (both Alte Pinakothek, Munich) being
the most important early works—he was for
years preoccupied with woodcuts and engrav-
ings, among which the large series of the
Apocalypse (1498), the Great Passion (1510), and
the Life of the Virgin (1510) take first place. In
spite of the traditional subject-matter, they are
revolutionary in approach, size, and subtlety of
technique. They are alive with dramatic tension
and a pathos which is not only the result of his
close study of *Mantegna’s engravings but also
an expression of his participation in the spiritual
life of his day.

At the same time he began to be occupied
by the Renaissance problems of *perspective, of
*ideal beauty, of proportion and harmony. He
sought instruction from Jacopo de’ *Barbari,
a travelling Italian artist visiting Nuremberg,
and he read *Vitruvius. In 1505—7 he made
another visit to Venice in pursuit of his new
search. Diirer returned with a system of human
proportions which he must have met with in
circles close to *Leonardo. His great admiration
for Giovanni *Bellini enhanced his sense of
colour and the Feast of the Rose-garlands (NG,
Prague, 1506), done in Venice, was meant to
compete with the best Venetian painting.

Most of his landscape water-colours also
belong to this period. They are unique in several
ways: as personal records, in their choice of
medium and subject, but most of all since they
seem to have been made for sheer pleasure and
not—as was usual with sketches in those days—
with larger works in view.

By now Diirer was a well-established painter,
engraver, and woodcutter. Commissions for
large altar-paintings came not only from his
home town of Nuremberg (Adoration of the
Trinity, Kunsthistorisches Mus., Vienna, 1511),
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but from further afield, and after c.1512 his most
important patron was the emperor Maximilian
(1459—1519). For him Diirer designed an enorm-
ous triumphal arch laden with history and
allegory, and a triumphal procession, all on
paper and executed in woodcut by members of
Diirer’s workshop and others.

At the same time his creative spirit found
outlets entirely of his own choosing in such
celebrated engravings as The Knight, Death, and
the Devil (1513), St Jerome in his Study (1514),
and the brooding and enigmatic allegory of the
Melencolia I (1514). In these works he achieved
a mastery of *line engraving that has never been
surpassed, rivalling the richness and textures of
painting. During these years he also ex-
perimented with a new technique, *etching,
and found in it the means to convey, in an
Agony in the Garden (1515), his troubled religious
feelings. There is other evidence to tell us how
deeply Diirer felt during the years of the
Reformation and we know from one of his
own letters that liberation and consolation came
to him finally through Luther’s writings.

In 15201 a journey to the court of the
emperor Charles V to ask for a renewal of his
pension took him to the Netherlands, where he
was féted as the acknowledged leader of his
profession. The day-to-day diary that Diirer
kept on this tour, together with his drawings
showing the people and places he saw, is the
first record of its kind in the history of art.
After his return to Nuremberg Diirer was busy
with portraits and with the designs for yet
another Passion series, but his main task was
the two panels with the Four Apostles (Alte
Pinakothek, Munich) which he presented to
his native town in 1§26, an action without
precedent. Here Diirer summed up his life’s
work: the study of the ideal human figure and
the expression of a deeply felt religious message.

It was only natural that a man of Diirer’s
cast of mind should pursue theoretical studies
throughout his life, and that among them—
according to his own testimony—proportion
should take first place, other things being
attempted only ‘if God should give me time’.
The Underweyssung der Messung (Treatise on
Measurement) (1525) was published by Diirer
himself, but the Vier Biicher von menschlicher
Proportion (Four Books on Human Proportion)
(1528) was published posthumously.

When Diirer died in 1528, though he was
widely known as a painter, his real fame rested
on his graphic work, which was used in the
north and south very much as pattern-books
had been. Erasmus (1466—1536) called him ‘the
*Apelles of black lines’, the highest praise that
a student of the ancients could give to any artist.

Dusart, Cornelis (1660—1704). Dutch painter
of peasant scenes. He was the pupil and assistant
of Adriaen van *Ostade and completed several
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works left unfinished at his master’s death.
There is thus sometimes confusion between
their hands, although Dusart’s work is in general
coarser, with a tendency towards *caricature.

Dutch mordant. An acid used for biting the
plate in *etching. A solution of dilute hydro-
chloric acid with potassium chlorate, it has a
milder action than nitric acid and is preferred
to it for *aquatint, *soft-ground etching, and
other fine, close work.

Duveen, Joseph (Baron Duveen) (1869—
1939). English art dealer, patron, and phil-
anthropist. In 1886 he entered the firm of his
father, Sir Joseph Duveen (1843-1908), and
with his enormous energy and great gift for
salesmanship expanded it into the largest firm
of art dealers in the world, operating on an
unprecedented scale. He employed Bernard
*Berenson to give his seal of authenticity to the
*Renaissance paintings he sold and he was the
main agent in forming the collections of such
fabulously wealthy Americans as *Frick, *Kress,
and Andrew *Mellon. Duveen’s benefactions
to the arts were also on a princely scale. In
addition to giving many pictures to national
collections, he paid for extensions or new
galleries at the *National Gallery, the *National
Portrait Gallery, the *Tate Gallery, and the
*British Museum (to house the *Elgin Marbles).
He also bore the cost of decorations at the
*Wallace Collection and of Rex *Whistler’s
murals at the Tate Gallery and endowed a chair
for the history of art at London University.

Duvet, Jean (1485—1561/70). French engraver
and goldsmith, sometimes called the Master of
the Unicorn from his series of engravings
(probably from the 1540s) on the medieval
theme of the hunting of the unicorn. Little is
known of his life (he lived mainly in his native
Langres and in Dijon), but the *Renaissance
influence in his early work strongly suggests
that he spent some time in Italy. His most
famous work, a set of twenty-four engravings
illustrating the Apocalypse, published at Lyons
in 1561, is, however, completely different in
style. They borrow many features from
*Diirer’s series on the Apocalypse, but are a
world apart in spirit, for Duvet treats the
subject with a visionary intensity and expressive
freedom that seems to anticipate *Blake (who
may well have known Duvet’s work). His work
reflects the disturbed religious conditions which
prevailed in Langres and is in complete contrast
to the mannered elegance of the School of
*Fontainebleau, then the dominant force in
French art.

Duyster, Willem Cornelisz. (1599—1635).
Dutch painter of *genre scenes and portraits,
active mainly in his native Amsterdam. Most
of his paintings depict soldiers, sometimes 1n
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action, but more usually drinking, gaming, or
wooing. His delicate skill at painting textiles,
and even more important his ability to char-
acterize individuals and his power to express
subtle psychological relationships between them,
suggest that if he had not been carried off by
the plague in his mid 30s he might well have
rivalled *Terborch. There are two examples of
his fairly rare work in the National Gallery,
London.

Dyce, William (1806—64). Scottish painter,
designer, and art educationalist. He made several
visits to Italy and was profoundly impressed by
14th- and 1§th-cent. Italian painting, especially
that of *Raphael, and by the problem of fresco
in relation to its architectural setting. He also
came into contact with the German *Nazarenes,
whose Christian primitivism he tried to ac-
climatize in Scotland. Dyce was widely talented;
he was an accomplished musician and wrote a
prize-winning paper on electromagnetism, but
for some time he was successful mainly as a
rather conventional portraitist and it was not
until after 1840 that he was able to devote
himself to more ambitious work, producing
decorative schemes for the Houses of Parliament,
several churches, and the royal residences Buck-
ingham Palace and Osborne on the Isle of
Wight (he was a favourite of Prince *Albert).
He was commissioned by the Council of the
newly founded Government School of Design,
which included *Eastlake, *Chantrey, and
*Callcott, to investigate state schools in France,
Prussia, and Bavaria, and was appointed Dir-
ector in 1840 on his return. His ideas on design
were much respected, and although he had little
influence on manufacturers, his training of
teachers was important. As a painter he was
versatile, for as well as portraits and history
pictures he painted works as varied as the
delightfully sentimental Titian’s First Essay in
Colour (Aberdeen Art Gallery, 1856—7) and
Pegwell Bay, Kent (Tate, London, 1859—60),
one of the most remarkable of all Victorian
landscapes. His bright colours and naturalistic
detail formed a bridge between the Nazarenes
and the *Pre-Raphaelites, but his design is
usually stronger and his high-mindedness more
convincing than in the works of either.

Dyck, Sir Anthony van (1599-1641). Apart
from *Rubens, the greatest Flemish painte: of
the 17th cent. In 1609 he began his ap-
prenticeship with Hendrick van *Balen in his
native Antwerp and he was exceptionally pre-
cocious. Although he did not become a master
in the painters’ guild until 1618, there is evidence
that he was working independently for some
years before this, even though this was forbidden
by guild regulations. Probably soon after grad-
uating he entered Rubens’s workshop. Strictly
speaking he should not be called Rubens’s pupil,

as he was an accomplished painter when he
went to work for him. Nevertheless the two
years he spent with Rubens were decisive
and Rubens’s influence upon his painting is
unmistakable, although van Dyck’s style was
always less energetic.

In 1620 van Dyck went to London, where
he spent a few months in the service of James I
(1566—1625), then in 1621 to Italy, where he
travelled a great deal. A sketch-book of his
drawings at Chatsworth contains a record of
his Italian impressions. In Italy he toned down
the Flemish robustness of his early pictures and
created the refined and elegant style which
remained characteristic of his work through the
rest of his life. It was there, while painting the
great series of *Baroque portraits of the Genoese
aristocracy, that he created the ‘immortal’ type
of nobleman, with proud mien and slender
figure enhanced by the famous ‘van Dyck’
hands. The years 1628—32 were spent mainly at
Antwerp. From 1632 until his death he was in
England—except for visits to the Continent—
as painter to Charles I (1600—49), from whom
he received a knighthood. During these years
he was occupied almost entirely with portraits.
Perhaps the strongest evidence of his power as
a portraitist is the fact that today we see Charles
I and his court through van Dyck’s eyes. The
Royal Collection still has one of the finest
representations of his work. It is customary to
accuse van Dyck of invariably flattering his
sitters, but not all his patrons would have
agreed. When the Countess of Sussex saw the
portrait (now lost) van Dyck painted of her she
felt ‘very ill-favourede’ and ‘quite out of love
with myself, the face is so bige and so fate that
it pleases me not at all. It lokes lyke on of the
windes puffinge—but truly I think tis lyke the
originale.’

Van Dyck’s fame derives chiefly from his
portraits and his influence on English portraiture
has been profound and lasting: *Gainsborough,
in particular, revered him, but he was an
inspiration to many others until the early 20th
cent., when society portraiture ceased to be a
major form of artstic expression. He also
painted religious and mythological subjects,
however, and a surprising facet of his activity
is revealed by his landscapes in water-colour
(BM, London). His Iconography (1645) is a
series of etchings or engravings of his famous
contemporaries. Van Dyck etched some of the
plates himself, and many more were engraved
after his drawings and oil sketches.

Dying Gaul. Celebrated marble statue in
the Capitoline Museum, Rome, showing a
wounded warrior supporting himself wearily
on one arm. It is 2 Roman copy of a Greek
work in the *Pergamene style of the late 3rd
cent. BC. The statue is sometimes called the
‘Dying Gladiator’, but this is a misnomer as the
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Eakins, Thomas (1844-1916). American
painter. Eakins is regarded by most critics as
the outstanding American painter of the 1g9th
cent. and by many as the greatest his country
has yet produced. Born in Philadelphia, he
passed almost all his life in the city with the
exception of a period of training in Europe,
1866—70. He studied in Paris with *Gérome,
but learnt most from the Spanish painters
*Velizquez and *Ribera, absorbing a precise
and uncompromising sense for actuality which
he applied to portraiture and *genre pictures of
the life of his native city (boating and bathing
were favourite themes). He began teaching at
the Pennsylvania Academy of Fine Arts in
1876 and was attacked for his radical ideas,
particularly his insistence on working from nude
models. In 1886 he was forced to resign after
allowing a mixed class to draw from a com-
pletely nude male model.

Eakins’s quest for realism led him to study
anatomy and make full use of *Muybridge’s
photographic researches, but the scientific bent
in his work is of less importance than his honesty
and depth of characterization. His portraits are
often compared to Rembrandt’s because of their
dramatic play of sombre lighting and sense of
inner truth. The most famous of his paintings
is The Gross Clinic (Jefferson Medical Coll,,
Philadelphia, 1875), which aroused controversy
because of its unsparing depiction of surgery,
an experience that was repeated with The Agnew
Clinic (Univ. of Pennsylvania, 1889). Because
of financial support from his father Eakins could
continue on his chosen course despite public
abuse, but much of his later career was spent
working in bitter isolation. It was only near the
end of his life that he achieved recognition as
a great master, and in the first two decades of
the 20th cent. his desire to ‘peer deeper into the
heart of American life’ was reflected in the
work of the *Ash-can School and other Realist
painters. As well as being a painter and pho-
tographer, Eakins also made a few sculptures.
Little of his work can be seen outside the
USA; the best collection is in the Philadelphia
Museum. His wife, Susan Hannah Macdowell
Eakins (1851-1938), whom he married in 1884,
was also a painter and photographer, as well as
an accomplished pianist.

Earl, Ralph (1751-1801). American painter,
active in Connecticut, Massachusetts, New
York, and Vermont, and also in England (1778—

85), when his loyalty to the British put his life
in danger in his homeland. He painted landscapes
and battle scenes of the Revolution, but was
primarily a portraitist. Although his style be-
came softer and sophisticated after studying
with *West in London, his work generally has
a sincerity and freshness of vision that makes
him one of the finest American artists of the
18th cent. His presentation of character is
extremely forthright and his portraits convey
the immense pride his New England sitters took
in their possessions. For instance in the portrait
Oliver Ellsworth and his Wife (Wadsworth
Atheneum, Hartford, Connecticut, 1792) a win-
dow shows a view of the very house in which
the proud owners are sitting. Earl’s personal life
was a disaster. He was imprisoned for debt and
died an alcoholic after deserting both of his
wives in turn. Other members of his family
were artists, notably his brother James (1761—
96) and his son Ralph E. W. Earl (c.1785—
1838), who is remembered mainly for his
portraits of President Andrew Jackson (1767—
1845), whose niece he had married.

Earlom, Richard (1743-1822). British
engraver, a pupil of *Cipriani. He was the first
to combine the processes of *etching and
*mezzotint by his use of the etched line on a
mezzotint ground. His most celebrated work,
the 200 plates after *Claude’s Liber Veritatis,
was published by *Boydell in two volumes in

1777-

Early Christian art. Term generally applied
to Christian art from the 3rd cent. AD until
about 750, particularly in Italy and the Western
Mediterranean. The art of the eastern Empire
during this time is termed *Byzantine art
and the art of the barbarian German tribes
*Migration Period art. There are, however,
no hard-and-fast demarcations between these
divisions.

Earthwork. Type of art in which instead of
using the land as a site providing the en-
vironment for a work of art, the land itself is
fashioned into the art work. Earthworks or
Land Art emerged in the late 1960s partly in
consequence of growing dissatisfaction with the
deliberate boredom cultivated by the simple,
undetailed forms of *Minimal art and partly
as an expression of disenchantment with the
sophisticated technology of an industrial culture.
The concept of Land Art was established by an
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exhibition at the Dwan Gallery, New York, in
1968 and an exhibition ‘Earth Art’ at Cornell
University in 1969. The Dwan exhibition in-
cluded the photographic records of Sol *Lewitt’s
Box in a Hole (the burial of a steel cube in the
ground at Visser House, Bergeyk, Netherlands)
and Walter *de Maria’s Mile Long Drawing
(two parallel white lines traced in the Nevada
desert). These and similar stunts have also been
classified as *Conceptual art. Earthworks art
proper is obviously unsuitable for exhibition in
a gallery except by photographs, and owing to
the difficulty of putting Earthworks schemes
into practice they often exist only as projects.
Hence the affinity with Conceptual art is close.
Among those works of Land Art that have been
carried out the best known is probably Robert
*Smithson’s Spiral Jetty (1970) in the Great Salt
Lake, Utah.

easel. Stand on which a painting is supported
while the artist works on it. The oldest rep-
resentation of an easel is on an Egyptian relief
of the Old Kingdom (c.2600-2150 BC). *Pliny
mentions a tmachina in an anecdote about *Ap-
elles. *Renaissance illustrations of the artist
at work show all kinds of contrivances, the
commonest being the three-legged easel with
pegs such as we still use today. Light folding
easels were not made until the 18th and 19th
cents., when painters took to working out of
doors and sketching became a pastime for
the *amateur. The studio easel, a 19th-cent.
invention, is a heavy piece of furniture which
runs on castors or wheels, and served to impress
the clients of portrait painters. The oil painter
needs an easel which will support his canvas
almost vertically or tip it slightly forward to
prevent reflection from the wet paint, whereas
the water-colourist must be able to lay his paper
nearly flat so that the wet paint will not run
down. The term ‘easel-painting’ is applied to
any picture small enough to have been painted
on a standard easel.

Easter sepulchre. A representation of the tomb
of Christ that figured in Easter celebrations in
English churches until 1560. On Good Friday
the Host was ceremonially placed in the breast
of a figure of Christ; this was placed in the
sepulchre and a vigil was kept over it until
Easter Sunday, when the Host was carried in
triumphant procession. Usually such sepulchres
were of wood, temporarily erected, but almost
no trace of this type remains (a wooden chest,
¢.1500, at Coity, Mid Glamorgan, carved with
the instruments of the Passion, has been plausibly
identified as an example). Around 1300 per-
manent stone structures began to be made for
the purpose, usually in the form of a recess in
the north wall of the choir. These were often
richly sculptured, an outstanding example being
at Hawton, Notts. (c.1330). Such monuments
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are found only in England. Elsewhere in Europe
a sculptured group of the Entombment served
a similar purpose.

Eastlake, Sir Charles Lock (1793-1865). Eng-
lish painter, art historian, and administrator.
He studied under *Haydon and early became
famous with his Napoleon on board the Bellerophon
(Earl of Roseberry Coll.,, 1815), made from
sketches when he witnessed Napoleon on board
ship (in Eastlake’s native Plymouth) en route to
exile in St Helena. Using the proceeds from the
sale of this work he lived in Rome 1816—30,
and there painted picturesque scenes of the
Roman Campagna, often peopled by banditti,
that became very popular in England. After
his return to England, however, he turned
increasingly to administration and achieved a
remarkable record as a public servant. He was
Librarian of the *Royal Academy (1842—4),
Secretary to the Fine Arts Commission (1842),
Keeper of the *National Gallery (1843—7),
Commissioner for the 1851 *Great Exhibition,
President of the Royal Academy (1850), and
Director of the National Gallery (the first holder
of this post) from 1855 until his death. Among
his writings, Materials for a History of Oil Painting
(1847) was a pioneer work. His informed
purchases of early Italian paintings for the
National Gallery were largely responsible for
its outstanding representation in this area. His
wife, Elizabeth, née Rigby (1809—93), was in
her own right a figure in the literary-artistic
world of the day. She wrote several books on
art and translated *Waagen’s Treasures of Art in
Great Britain. Her Memoir (1870) of her husband
was published along with his own Contributions
to the Literature of the Fine Arts. Eastlake’s
nephew, Charles Locke Eastlake (1836-1906),
was Keeper of the National Gallery, 1878—
98, and published several works on art and
decoration, the best known of which was Hints
on Household Taste (1868), in which he advocated
quality of materials and workmanship. It was
highly influential in England and even more
so in America, although so-called ‘Eastlake
furniture’ often has little to do with his ideas.
In 1878 he stated ‘I find American tradesmen
continually  advertising what they call
“Eastlake” furniture, with the production of
which I have had nothing whatever to do, and
for the taste of which I should be very sorry
to be considered responsible.” Eastlake also wrote
A History of the Gothic Revival (1871), the
pioneering work on the subject and the standard
work until Kenneth *Clark’s The Gothic Revival
appeared in 1928.

Eckersberg, Christoffer Wilhelm (1783—
1853). Danish painter. After being trained in
Copenhagen and studying in Paris (1810-13)
under J.-L. *David, he continued his studies in
Rome (1814), where he executed a masterly
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portrait of his friend *Thorvaldsen (Royal
Academy, Copenhagen, 1815). Returning to
Copenhagen in 1816, he occupied himself
mainly with portraits, minutely rendering the
features of his models with a *Neoclassic feeling
for clarity and purity of line. He also painted
many landscapes, however (as he had done in
Rome), and as an influential teacher at the
Copenhagen Academy (from 1818) he in-
troduced painting from nature into the cur-
riculum. His pupils included J. C. *Dahl and
Christen *Kobke.

eclectic, eclecticism. Terms in criticism for a
person or style which conflates features bor-
rowed from various sources. Such a style often
arises from the overt or tacit doctrine that the
excellences of great masters can be selected and
combined in one work of art. After *Vasari
had praised *Raphael for his skill in selecting
the best from the art of his predecessors, it
became commonplace to use the same formula
in eulogies of other artists. Thus it was said that
*Tintoretto had set himself to combine the
drawing of *Michelangelo with the colour of
*Titian.

In the 18th cent. ‘eclectics’ became a label
for the *Carracci family and their Bolognese
followers, and gradually the term came to be
used mainly pejoratively, implying lack of
originality. Such usage has been abandoned in
serious criticism, and it is clear that the Carracci
never adopted eclecticism as the fundamental
principle of their school. As Denis *Mahon has
said: ‘Annibale Carracci, the greatest member
of the family and one of the founders of
17th-cent. painting, was . . . contemptuous of
art theory, and (far from being a dispenser
of learned recipes and synthetic systems) was
in practice one of the most insatiable ex-
perimentalists known to the history of art.’

Ecole de Paris. See PARIS, SCHOOL OF.

écorché figure (French: ‘flayed’). A rep-
resentation of a figure without the skin, dis-
playing the muscles. Drawings, prints, and
statues of such figures, both human and animal
(horses were particularly popular), were much
used in art teaching from the 16th cent.
*Stubbs’s écorché figures of animals are well
known and *Houdon made a celebrated human
écorché statue (Schlossmuseum, Gotha, 1767).

Edelfelt, Albert (1854—1905). Finnish painter,
who with *Gallen-Kallela ranks as his country’s
leading artist in the 19th cent. He trained in
Antwerp and then in Paris, where under the
influence of his friend *Bastien-Lepage he took
up *plein air naturalism. His paintings gave a
fresh interpretation of Finnish country life and
he sometimes set biblical scenes in the Finnish
landscape  (Christ and Mary  Magdalene,
Atheneum, Helsinki, 1890). Much of his later
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work was on themes from Finnish history, a
type of patriotic work that was relevant to
Russia’s growing oppression of his country.
Edelfelt was also an outstanding book illustrator
and portraitist.

Edelinck, Gerard (1640-1707). Flemish en-
graver, active mainly in Paris. He was the
son-in-law of *Nanteuil and like him was
celebrated as a portrait engraver. His prints after
the Old Masters are also highly distinguished,
the best known being that of *Rubens’s copy
of *Leonardo’s Battle of Anghiari.

Edwards, Edward (1738-1806). English land-
scape and history painter, Professor of Per-
spective at the *Royal Academy from 1788.
His pictures are now forgotten, but he is
remembered for his Anecdotes of Painters, pub-
lished in 1808 as a continuation to the Anecdotes
of Horace *Walpole.

Eeckhout, Gerbrandt van den (1621-74).
Dutch painter, born and active in Amsterdam.
He was a pupil of *Rembrandt and, according
to *Houbraken, his ‘great friend’. His religious
paintings were deeply influenced by Rembrandt;
St Peter Healing the Lame (M. H. De Young
Memorial Mus., San Francisco, 1667), for ex-
ample, shows how well he understood the broad
touch and warm colours of the master’s mature
works. Eeckhout’s *genre scenes, on the other
hand, are close to *Terborch in style (The Music
Lesson, Statens Museum for Kunst, Copenhagen,
1655). He also practised successfully as a por-
traitist (Four Officers of the Amsterdam Coopers’
and Wine-Rackers’ Guild, NG, London, 1657).

Egg, Augustus (1816-63). English painter. He
painted historical, anecdotal, and literary themes
(he was a friend of Dickens and a talented
actor), and under the influence of the *Pre-
Raphaelites he also turned to overtly moralizing
subjects. The most famous of these is the series
of three pictures Past and Present (Tate, London,
1858), which melodramatically illustrates the
dire consequences of adultery.

egg tempera. Sec TEMPERA.
Egremont, third Earl of. See TURNER.

Egyptian taste. Style of interior decoration
and design popular in the early 19th cent.
Scholars and connoisseurs had begun to interest
themselves in ancient Egypt in the middle of
the 18th cent., and in 1769 *Piranesi published
a number of designs of Egyptian ornament in
his Diverse Maniere di Adornare i Cammini. But
the fashion did not become widespread until
Napoleon’s Egyptian campaign in 1798 made
it topical and D.-V. *Denon’s lavishly illustrated
Voyage dans la Haute et dans la Basse Egypte
(1802) provided artists and designers with a large
repertory of ready-made ornament—Egyptian
mummy-cases and idols, cats, hawks, sphinxes,
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winged globes, *obelisks, hieroglyphs, etc. In
England Thomas Chippendale the Younger
made furniture in the style for Stourhead in
Wiltshire, and Thomas *Hope designed a special
Egyptian room in his house, Deepdene, to
contain his collection of Egyptian antiquities.

Eidophusikon. An ingenious system of moving
pictures within a proscenium arch which, by a
clever disposition of lights, coloured gauzes, and
the like imitated views in and about London
with varying atmospheric effects at different
times of day, to the accompaniment of ap-
propriate musical effects. The inventor was
J. P. *de Loutherbourg, who exhibited the
Eidophusikon (meaning ‘image of nature’) in
London in 1782 with immediate popular success,
appealing to lovers of romantic and *picturesque
scenery and deeply impressing both *Gainsbor-
ough and *Reynolds. His masterpiece was the
realistic representation of a storm at sea with
sound effects which were hailed as a new art:
‘the picturesque of sound’. There is an interesting
eyewitness account of the Eidophusikon and its
effects in Wine and Walnuts (1823) by Ephraim
Hardcastle.

Eight, The. A group of American painters
who exhibited together in 1908, united by
opposition to the National Academy of Design
and a determination to bring painting back into
direct touch with life. The original group
consisted of: Arthur B. *Davies, Maurice *Pren-
dergast, Ernest *Lawson, Robert *Henri,
George *Luks, William J. *Glackens, John
*Sloan, and Everett *Shinn. They were later
joined by George Wesley *Bellows. The group
came into being when the National Academy
of Design rejected the work of Luks, Sloan,
and Glackens, and Henri, the dominant per-
sonality in the group, in protest withdrew his
own pictures from the exhibition of 1907.
Arthur B. Davies was then asked to organize
an independent exhibition at the Macbeth Gal-
lery in New York. This exhibition, which took
place in February 1908 and was the only
occasion on which The Eight exhibited together,
was subsequently shown by the Pennsylvania
Academy and circulated to eight other museums
over a period of a year. The members of the
group were not unified stylistically, but they
mainly painted contemporary urban life. The
exhibition is regarded as an important step in
the development of a vigorous native school of
American painting in the 20th cent. Glackens,
Henri, Luks, Shinn, and Sloan went on to
become part of the *Ash-can School.

Elementarism. A modified form of *Neo-
Plasticism propounded by van *Doesburg in
the mid 1920s. While continuing *Mondrian’s
restriction to the right angle, Elementarism
abandoned his insistence on the use of strict

ELSHEIMER

horizontals and verticals. By introducing in-
clined lines and forms van Doesburg sought to
achieve a more dynamic quality by an element
of deliberate instability. Mondrian was so
offended by this ‘heresy’ that he left De *Stijl.

Elgin Marbles. Those sculptures of the Par-
thenon in Athens (most of what had survived)
and some other pieces (including a *caryatid
from the Erechtheum) which the British dip-
lomat Thomas Bruce, 7th Earl of Elgin (1766—
1841), procured from the Turks in 1801—3 and
sold to the nation in 1816. The price was
£35,000, which was much less than his costs.
They are now in the *British Museum. By their
exhibition in London original Greek sculpture
of the *Classical age first became generally
accessible in modern times; until then people
had been familiar only with Roman and late
*Hellenistic copies. Their first impact was
enormous: *Flaxman was bowled over, de-
claring that compared to the figure of Theseus
from the Parthenon the *Apollo Belvedere was
‘a dancing master’, and *Haydon wrote ‘I
consider it truly the greatest blessing that ever
happened to this country their being brought
here.” Many other artists voiced similar opinions,
although certain connoisseurs associated with
the Society of *Dilettanti, led by Richard
Payne *Knight, were unenthusiastic or even
disparaging. ‘You have lost your labour, my
Lord Elgin’, said Payne Knight. “Your marbles
are overrated: they are not Greek: they are
Roman of the time of Hadrian.’

Although the supporters of the marbles won
the day and the sculptures have come to be
universally recognized as one of the summits of
ancient art, they have continued to be the
subject of controversy on another count—that
of the morality or legality of their removal
when Greece was under the dominion of a
foreign power. Byron wrote of them as ‘poor
plunder from a bleeding land’ (Childe Harold’s
Pilgrimage, Canto ii, 1812), and a campaign to
have them restored to Greece is strongly active
today. See also PHIDIAS.

El Greco. See GRECO, EL.

Eliasz., Nicolaes (called Pickenoy) (1590/1—
1654/6). Dutch painter who, with Thomas
de *Keyser, was the leading portraitist in
Amsterdam until the arrival of *Rembrandt in
1631/2. His work is well represented in the
Rijksmuseum, Amsterdam, and in the Louvre.

Elsheimer, Adam (1578-1610). German
painter, etcher, and draughtsman, active mainly
in Italy. Although he died young and his
output was small he played a key role in the
development of 17th-cent. landscape painting.
He was bom in Frankfurt, where he absorbed
the *Coninxloo tradition, and moved to Italy in
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1598. In Venice he worked with his countryman
*Rottenhammer, then settled in Rome in 1600.
His early *Mannerist style gave way to a
more direct manner in which he showed great
sensitivity to effects of light; his nocturnal scenes
are particularly original, bringing out the best
in his lyrical temperament, and he is credited
with being the first artist to represent the
constellations of the night sky accurately (The
Flight into Egypt, Alte Pinakothek, Munich,
1609). He painted a few pictures in which
figures predominate, but generally they are
fused into a harmonious unity with their land-
scape settings. They are invariably on a small
scale and on copper (the only exception is a
self-portrait in the Uffizi, Florence, of doubtful
attribution), but although exquisitely executed
they have a grandeur out of all proportion to
their size.

Elsheimer achieved fame during his lifetime
and there are numerous contemporary copies
of his works. His paintings were engraved by
his pupil and patron, the Dutch amateur artist
Count Hendrick Goudt (1573-1648), and
Elsheimer himself made a number of etchings.
In spite of his popularity he was personally
unsuccessful and died in poverty. *Sandrart says
he suffered from melancholia and was often
unable to work; apparently he was imprisoned
for debt. *Rubens was a friend of Elsheimer
and after his death lamented his ‘sin of sloth,
by which he has deprived the world of the
most beautiful things’; he also wrote ‘I have
never seen his equal in the realm of small
figures, of landscapes, and of so many other
subjects.” Both Rubens (Staatliche Kunst-
sammlungen, Kassel) and *Rembrandt (NG,
Dublin) made paintings of The Flight into Egypt
inspired by Elsheimer’s masterpiece, and his
influence is apparent in the work of many other
17th-cent. artists.

emblem. A visual image carrying a symbolic
meaning and often accompanied by texts to
explain this meaning. Printed collections of
emblems (‘emblem books’) enjoyed a great
vogue in the 16th and 17th cents. and were
often used by artists as sources of imagery. In
its most typical form the emblem consisted of
a picture, a motto, and an explanatory verse
called an epigram. For example, one of the
most famous emblems depicted a dolphin and
an anchor with the motto Festina Lente (‘Make
haste slowly’), to symbolize the idea that ma-
turity is achieved by a combination of the speed
and energy of the dolphin and the steadiness
and gravity of the anchor. The aim of the
emblem therefore was to give symbolic ex-
pression to a moral adage. Collections of em-
blems which were borne as personal devices by
particular people (e.g. the emperor Charles V’s
device of the Pillars of Hercules with the
motto Plus Ultra), known as imprese, were also
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published in great numbers. The sources drawn
upon by the emblematists were diverse and
included the Bible (e.g. the rainbow as an
emblem of peace); medieval lapidaries (treatises
on precious stones) and *bestiaries (e.g. the
ermine as an emblem of purity); fables (es-
pecially Aesop); anecdotes from Classical myth
and legend (e.g. Xenophon's story of Hercules’
choice between Virtue and Pleasure). The em-
blem book was part of that vast codification of
symbolism which led to Cesare Ripa’s Iconologia
(1593, first illustrated edition, 1603), which
became the standard handbook on *icono-
graphy for artists.

Empire style. Style of furniture and interior
decoration which started in Paris after the
French Revolution and spread through Europe.
The name is derived from the first Empire
(1804—14), but the style continued to be fash-
ionable until a form of *Gothic Revival came
into vogue ¢.1830. It corresponds to the *Re-
gency style in England. Its origin was largely
due to the architects Charles *Percier, and
Pierre-Frangois Fontaine, who decorated the
state apartments of Napoleon. Interiors designed
by them survive at Fontainebleau, Compiégne,
and Malmaison. Basically the style is *Neo-
classical, with an attempt to copy what was
known of ancient furniture and decorative
motifs. There was also an affectation of Egyptian
motifs owing no doubt to interest inspired by
Napoleon’s Egyptian campaigns (see EGYPTIAN
TASTE). In women’s dress the Empire style
coincided with a distinctive high-waisted fashion
embellished with dazzling embroidery.

emulsion. A liquid in which water is combined
with an oily or resinous substance in such
a way that they will not separate out. Oil
proverbially will not mix with water, but if an
emulsifying agent—such as albumen—is added,
it will surround the drops of oil and prevent
them from coming together. The *medium of
*tempera painting is always an emulsion. The
natural emulsions used most commonly in
painting are egg-yolk and *casein. Both have
the advantage that once they have set they are
not soluble in water.

enamel. A smooth, glossy material made by
fusing glass to a prepared surface, usually of
metal. The term is also applied to any object
made with, or decorated by, this material. The
study of enamelling belongs mainly to the
history of jewellery and the decorative arts, but
in the Middle Ages enamel was sometimes used
for major works, notably *Nicolas of Verdun’s
Klosterneuburg Altar. Today the word ‘enamel’
is loosely used of any glossy protective covering
such as durable paint or varnish applied to the
surface of objects made from metal, wood, etc.,
as for example the lining of cooking vessels.



encarnado (Spanish: ‘flesh-coloured’). Term
applied in Spanish art to the painting of the
flesh parts of wooden sculptures in more or less
naturalistic colours. The term ‘estofado’ (literally
‘quilted’) is applied to the painting of draperies.
In the 16th cent. the paint of both flesh and
draperies was given a glossy finish, but in the
17th cent. a matt finish was adopted for greater
realism. Such work was sometimes done by
distinguished painters as well as specialist crafts-
men—encarnadores and estofadores—and  *Pa-
checo was one of the first artists to make this
change. See also POLYCHROME.

encaustic painting. Technique of painting
with *pigments mixed with hot wax. Its name
derives from a Greek word meaning ‘burnt in’
and it was one of the principal painting tech-
niques of the ancient world. The technique was
said to have been perfected in the 4th cent. BcC
by *Pausias, who painted with it small figures on
ceiling panels. The most remarkable surviving
examples are the mummy portraits from
*Faiyum, dating from the 1st cent. BC to c.3rd
cent. AD. *Pliny describes two methods which
were already ‘ancient’ in his day (one of them
on ivory), and a third newer method which
had been devised since it became the practice to
paint ships, and he records that it stood up to
sun, salt, and winds. Plutarch also pays tribute
to its durability: ‘A beautiful woman leaves in
the heart of an indifferent man an image as
fleeting as a reflection on water. But, in the
heart of one who loves, the image is fixed with
fire like an encaustic painting which time can
never obliterate.” The older methods described
by Pliny were done with a spatula; the newer
technique with a brush. Signs of the brush can
be seen in some of the Faiyum portraits.

Encaustic painting was the commonest tech-
nique in the early centuries of the Christian era
but fell into disuse in the 8th or gth cent. Since
then various attempts have been made to revive
it (e.g. by Julius *Schnorr von Carolsfeld,
who painted several scenes in encaustic in the
Residenz at Munich in 1831). Jasper *Johns has
used encaustic in his Flag and Target paintings,
but the technique finds few exponents today,
probably because it is too troublesome. It may
be added that in the past many artists working
in oils have added wax to their colours, notably
van *Gogh and, it is believed, Sir Joshua
*Reynolds.

Endoios. Athenian sculptor of the latter part
of the 6th cent. Bc. A much damaged marble
seated Athena in the Acropolis Museum, Athens,
has been identified with a statue of his dedicated
on the Acropolis in §64 BC. In pose and
modelling it is one of the most naturalistic
works of its time.

Engelbrechtsz., Cornelis  (14687-1527).
Netherlandish painter born at Leiden, where he
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was the leading artist of his day. He is thought
to have trained in Brussels and seems to have
returned home through Antwerp. Although his
style shows the influence of the Italianate
tendencies prevalent at Antwerp, Engel-
brechtsz.’s work has a deeper intensity of
emotional feeling that is *Gothic rather than
*Mannerist in spirit. Contorted linear rhythms
and resonant colouring characterize his highly
personal art, which is closer to the *Master of
the Virgo inter Virgines than to any Antwerp
artist. The altarpieces of The Crucifixion and
The Lamentation in the Municipal Museum,
Leiden, are typical of his work. *Lucas van
Leyden was his greatest pupil and tends to
overshadow his achievements. The other pupils
in his large studio included his three sons,
Pieter, Cornelis, and Lucas, as well as Lucas
van Leyden’s brother, Aertgen.

engraving. Term applied to various processes
of cutting a design into a plate or block of
metal or wood, and to the prints taken from
these plates or blocks. The different processes of
engraving are described under separate headings:
*line engraving, *wood engraving, *etching,
and so on.

Ensor, James (1860-1949). Belgian painter and
printmaker. One of the most original artists of
his time, Ensor was one of the formative
influences on *Expressionism and was claimed
by the *Surrealists as a forerunner, but his work
defies classification within any school or group.
He was born at Ostend, where his parents (his
father was English) kept a souvenir shop, and
apart from his training in Brussels rarely left
his home town. His early works were mainly
bourgeois interiors painted in a thick and
vigorous technique. When several were rejected
by the Salon in Brussels in 1883, Ensor joined
the progressive group Les *Vingt. During the
1880s his subject-matter changed and he began
to introduce the fantastic and macabre elements
which are chiefly associated with his name. He
made much use of carnival masks, grotesque
figures, skeletons, and bizarre and monstrous
imaginings with a gruesome and ironic humour
reminiscent of *Bosch and *Bruegel. The in-
terest in masks probably originated in his
parents’ shop, but he was also one of the first
European artists who appreciated African masks.
His paintings, and even more his graphic work,
took on a didactic or satirical flavour involving
social or religious criticism and his most famous
work, the huge Entry of Christ into Brussels
(Getty Museum, Malibu, 1888), provoked such
an outburst of criticism among his associates
that he was expelled from Les Vingt. After this
Ensor became a recluse and his outlook became
even more misanthropic. His work changed
little after about 1900, when he was content to
repeat his favourite themes. In 1929 he was
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created a baron when his Entry of Christ into
Brussels was first exhibited in public. There is
an Ensor museum in Ostend.

entartete Kunst. See DEGENERATE ART.

Environment art. Type of art in which the
artist creates a three-dimensional space pre-
programmed or mechanically energized in order
to enclose the spectator and involve him in
a multiplicity of sensory stimulations—visual,
auditory, kinetic, tactile, and sometimes olfac-
tory. Environment art, which began to establish
itself in the 1960s, was closely linked with
spectator involvement, and environments were
deliberately planned with a view to forcing the
spectator to participate in the *happenings or
the ‘game’. Allen *Kaprow, who also pioneered
the happening, is sometimes credited with ori-
ginating Environment art, and other leading
exponents include *Kienholz and *Oldenburg.

The word has been loosely used and some-
times it has been, wrongly, applied to *Earth-
works art or its analogues—that is, to a category
of art which consists in manipulating the natural
environment on a large scale, instead of to the
art which creates an environment to enfold and
absorb the spectator.

Epstein, Sir Jacob (1880-1959). American-
born sculptor who settled in England in 1905
and became a British citizen in 1911. Before
then, in 1902—$, he had studied in Paris and
visits to the *Louvre aroused an interest in
ancient and *primitive sculpture that lasted all
his life and powerfully affected his work. His
first important commission was executed in
1907-8: eighteen figures for the fagade of the
British Medical Association’s headquarters in
the Strand. The nude figures aroused a furore
of abuse on the grounds of alleged obscenity
and such attacks were to become a feature of
his career. His tomb of Oscar Wilde (Pére
Lachaise Cemetery, Paris, 1912), for example,
a magnificently bold and original piece featuring
a hovering angel inspired by Assyrian sculpture,
was banned as indecent until a bronze plaque
had been fixed over the angel’s sexual organs.
(It was removed in a night raid by a band of
artists and poets.) In Paris he met *Picasso,
*Modigliani, and *Brancusi and was influenced
by their formal simplifications. Back in England
he associated with Wyndham *Lewis and the
*Vorticists, and in The Rock Drill (Tate,
London, 1913-14), a robot-like figure that was
originally shown aggressively mounted on an
enormous drill, he created his most radical work;
he said it symbolized ‘the terrible Frankenstein’s
monster we have made ourselves into’.
Epstein’s later work was generally much less
audacious than this, but his public sculptures
were still attacked with monotonous regularity,
their expressive use of distortion being offensive
to conservative critics even when they were
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immune to charges of indecency. Rima, a
memorial to the naturalist W. H. Hudson in
Hyde Park (1922), and the enormous bronze
group of St Michael and the Devil (1958) at
Coventry Cathedral are two of his most famous
later works. From the 1920s Epstein devoted
himself more and more to bronze portrait busts,
and these—unlike his monumental works—
have always had an appreciative audience. Many
of the great figures of the time sat for him and
he portrayed them with psychological insight
and great mastery of expressive surfaces, carry-
ing on the tradition of *Rodin. Epstein was
knighted in 1954.

Eragny Press. A private printing-press es-
tablished by Lucien *Pissarro in 1894 at Bedford
Park, London, and transferred to Hammersmith
in 1903. It was named after the Normandy
village where Pissarro lived before coming to
England. From 1894 to 1903 the Eragny books
were printed in the ‘Vale’ type designed by
Charles *Ricketts. After 1903 the ‘Brook’ type,
designed by Pissarro himself, was used. Char-
acteristic of Eragny books, many of which
were in French, were coloured frontispieces,
woodcuts, initials, and decoration designed by
Pissarro and engraved on wood by himself and
his wife Esther. The press closed down in 1914
with the outbreak of the First World War.

Ercole de’ Roberti. See ROBERTI.

Ernst, Max (1891-1976). German-born artist
who became a French citizen in 1958, one of
the major figures of *Surrealism. He studied
philosophy and psychology at Bonn University,
but he became fascinated by the art of psychotics
(he visited the insane as part of his studies) and
neglected academic work for painting. After
serving in the First World War he made himself
the leader of the Cologne *Dada group in 1919,
working under the name of ‘Dadamax’, and
was responsible for adapting the techniques of
*collage and *photomontage to Surrealist uses.
In 1922 he settled in Paris, bringing these
techniques with him, and he joined the Surrealist
movement on its formation in 1924. Even
before then, however, he had painted works
such as The Elephant Celebes (Tate, London,
1921) that are regarded as Surrealist master-
pieces. The irrational and whimsical imagery
seen here, in part inspired by childhood mem-
ories, occurs also in his highly individual
collages. In them he manipulated banal en-
gravings so that the contrast between the archaic
appearance of the engraving and the startling
novelty he created from it made an impact
of strangeness and unreality. In this vein he
produced ‘collage novels’, the best-known of
which is Une Semaine de Bonté (1934). His work
was always imaginative and experimental and
he was a pioneering exponent of *frottage and
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*decalcomania. In the 1930s sculpture also began
to occupy a prominent place in his work.

In 1938 he broke with the Surrealist move-
ment, but without any stylistic consequences.
He was interned for a short while after the
German invasion of France and in 1941 went
to New York, remaining in America until 1948.
While in the USA he collaborated with *Breton
and *Duchamp in the periodical VVV and
continued to paint. He was also briefly married
(his third of four wives) to the American patron
and art dealer Peggy Guggenheim (1898-1979).
After his return to France in 1949 his painting
became more lyrical and abstract.

Errard, Charles (c.1606-89). French painter,
architect, and designer, the son of a painter of
the same name (1570—.1629). He spent many
of his early years in Rome drawing from the
*antique and working in *Poussin’s studio, and
later returned to be first Director of the French
*Academy in Rome (1666). As a painter most
of his work was decorative; it has almost
all disappeared, but examples remain in the
Luxembourg in Paris and the Palais de Justice
in Rennes. As an architect he designed the
‘clumsy and pedantic’ (Anthony *Blunt) church
of the Assumption in the rue St Honoré in Paris
(1670-6).

Escher, M. C. (Maurits Cornelis) (1898—
1972). Dutch graphic artist. He became well
known for his prints that make sophisticated
uses of visual illusion, exploiting ambiguity
between figure and ground, and between flat
pattern and apparent three-dimensional reces-
sion. From ¢.1944 his work took on a *Surrealist
flavour as he made brilliant play with optical
illusion to represent, for example, staircases that
appear to lead both up and down in the same
direction. Mathematical concepts played a key
role in many of these prints and they have been
of considerable interest to mathematicians. An
exhibition of them was given at the International
Mathematical Congress, Amsterdam, in 1964.

Escorial. A small village about 50 km. north-
west of Madrid that gives its name to the palace
and monastery built there by Philip II (1527—
98), containing one of the great treasure houses
of Spanish art. Begun in 1563 by Juan Bautista
de Toledo and finished in 1584 by Juan de
Herrera (1530—97), the huge complex of build-
ings is constructed entirely of granite and is
overpoweringly austere. It comprises a royal
palace and mausoleum combined with a Hie-
ronymite monastery, college, and church. The
plan is a large rectangle, roughly 160 m. x
200 m., and the layout has been compared to
a gridiron, the attribute of St Lawrence, to
whom the monastery was dedicated in ac-
knowledgement of Philip II’s victory over the
French at St Quentin on St Lawrence’s day,

1557.

ESTE

Philip Il tried unsuccessfully to persuade
*Titian to come to Spain to paint altarpieces
for the Escorial; and El *Greco was rejected
after his St Maurice had failed to obtain royal
approval (1580). The Italian *Mannerists Pel-
legrino *Tibaldi and Luca *Cambiaso painted
a number of altarpieces and large fresco dec-
orations in the church, cloister, and library.
Other altar paintings were executed by Federico
*Zuccaro, *Navarrete, and *Sinchez Coello.
A school of painting was thus established at
the Escorial, in which younger artists such as
*Ribalta were trained. The principal sculptors
employed by Philip II included Leone and
Pompeo *Leoni.

In 1688 Claudio *Coello completed the
sacristy altarpiece and a few years later Luca
*Giordano painted the vaults of the church and
the cloister staircase. Charles 111 (1716-88) used
the Escorial as a hunting seat and furnished the
hitherto unoccupied state rooms of the palace.
The ceilings were painted by Mariano de Maella
(1739-1819) and the walls hung with tapestries,
many of which were designed by *Goya. Other
outstanding works of art in the Escorial include
a crucifix carved by Benvenuto *Cellini and
paintings by *Diirer, *Bosch, Titian, El Greco,
*Ribera, and *Velizquez.

Esquivel, Antonio Maria (1806—57). Spanish
painter, born in Seville and active in Madrid
from 1831. He painted religious, historical, and
*genre subjects (his early works imitated the
style of *Murillo) and most notably portraits.
His best-known work is Zorilla Reciting his
Poems (Modern Art Mus., Madrid, 1846), show-
ing the poet and dramatist in Esquivel’s studio,
surrounded by the leading figures of the literary
and artistic society of mid-19th-cent. Madrid.

Essex House Press. A private printing-press
founded in 1898 by C. R. *Ashbee and the
Guild of Handicrafts to continue the traditions
of William *Morris’s *Kelmscott Press. The
ink, paper, and vellum (sec PARCHMENT) were
the same as those used in the Kelmscott books,
though a special watermark was employed and
experiments made in printing on grey paper
with various colours. Ashbee employed Walter
*Crane and other artists of note to illustrate his
publications. In 1902 the press was transferred
from Essex House, Mile End Road, to Chipping
Campden, Gloucestershire. Eighty-four titles
were issued before the press closed down in
1909; the first of them (1898) was *Cellini’s
Treatises on Goldsmithing and Sculpture, translated
by Ashbee himself.

Este. Italian family, Lords of Ferrara, Modena,
and Reggio from the late 13th cent. until 1598
and thereafter of Modena and Reggio until the
end of the 18th cent. They were notable patrons
of the arts and letters. Leonello (1407—50) made
Ferrara into an important cultural centre; he
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was the friend of *Alberti, and a patron of
Jacopo *Bellini and *Pisanello; Rogier van der
*Weyden painted his illegitimate son Francesco
(Metropolitan Mus., New York). His brother
Borso (1413—71) was in touch with the young
*Mantegna and *Piero della Francesca, made
Cosimo *Tura his chief court painter in 1458,
and employed him, Francesco del *Cossa, and
Ercole de *Roberti on the frescos in the Palazzo
Schifanoia. Isabella (1474—1539), daughter of
Ercole I (1431-1505), the half-brother of
Leonello and Borso, was the greatest of the Este
patrons and one of the most brilliant women of
her time. She secured paintings from Mantegna,
*Perugino, *Costa, and later *Correggio to
decorate her famous Studiolo in Mantua (she
was married to Francesco *Gonzaga) and is said
to have implored art dealers not to show her
their wares so she would not spend herself even
further into debt. A portrait drawing of her
by *Leonardo is in the Louvre. Her brother
Alfonso (1476-1539) commissioned mytho-
logical paintings by Bellini and *Titian for his
Studiolo. Dosso and Battista *Dossi, *Garofalo,
*Girolamo da Carpi, and *Scarsellino were the
painters principally employed by the Estes
during the 16th cent. In the next century they
continued their collections in Modena, and
Francesco I (1610—-58) commissioned portraits
from *Bernini and *Velizquez. But in 1744
Francesco III sold 100 of the most splendid
pictures in his collection to Augustus III (1735—
63) of Poland at Dresden.

estofado. See ENCARNADO.

Etchells, Frederick (1886-1973). British
painter, architect, and designer. In the second
decade of the 20th cent. he was active in some
of the most avant-garde developments in British
art. He contributed to the ‘Second *Post-
Impressionist Exhibition’ of Roger *Fry in 1912,
for example, joined Fry’s *Omega Workshops
group in 1913, and participated in the London
*Vorticist Exhibition in 1915 and in the New
York Vorticist Exhibition in 1917. From about
1920, however, he abandoned painting for
architecture. He translated *Le Corbusier’s To-
wards a New Architecture (1927) and The City
of Tomorrow (1929), and his most important
building—the office block for W. S. Crawford
Lid. in High Holborn (1930)—has been de-
scribed by Nikolaus *Pevsner as ‘a pioneer
work in the history of modern archi-
tecture in England’. Later Etchells specialized in
church architecture and restoration, and with
G. W. O. Addleshaw wrote The Architectural
Setting of Anglican Worship (1948).

etching. Term applied to a method of *en-
graving in which the design is bitten into the
plate with acid, and also to the print so
produced. A plate of polished metal—usually
copper—is first coated with a substance that

will resist the action of acid. This acid resist or
‘etching *ground’ is usually compounded of
beeswax, *bitumen, and *resin and is applied
by melting a solid lump on to the heated plate,
rolling the mixture flat with a leather roller,
and blackening it with the soot of burning
tapers. The etcher then draws his design upon
the grounded plate with a steel etching needle,
which he holds lightly in his hand like a pen,
allowing the point to cut through the dark
ground and expose-the bright metal beneath.
After covering the back and edges of the
plate with an acid-resisting *varnish called
‘stopping-out varnish’, he immerses it in a bath
of dilute acid, commonly nitric, which bites
into the metal wherever the ground has been
pierced by the needle. If any parts of the design
are to remain lighter than the rest they may be
‘stopped out’, i.e. painted over with varnish,
after which the plate is again immersed in the
acid and the remainder of the design bitten to
a greater depth. This process of graduated biting
by means of ‘stopping out’ may be repeated
any number of times if the etcher wishes to
introduce several tones into his design. Finally,
when all is bitten as required, the ground is
cleaned off and the plate is inked and printed.
Etching is frequently combined with other
processes, particularly *drypoint, both because
by this means additional work may be done on
the plate after proofing and without re-laying
the ground, and because the drypoint lines
provide a convenient method of adding strong
black accents to the design.

The foregoing account is necessarily sim-
plified, for there are alternative ways of per-
forming some of the actions and different recipes
for making up the various substances and
chemicals (see e.g. SOFT-GROUND ETCHING). The
ground, for example, may be applied in a
number of ways or even in liquid form; zinc
plates are often used instead of copper; and
other acids, such as *Dutch mordant, can take
the place of nitric. The principle, however,
remains the same in every case.

A characteristic of etching is a spontaneity of
line which comes from drawing in the same
direct way as with pen or pencil on paper. It
thus differs from *line engraving, where the
deliberate and indirect nature of the technique
tends to produce an air of precision, contrivance,
and formality. It is even possible to put a
grounded etching plate in one’s pocket to be
used as the occasion demands like a sketch-book;
it seems that *Rembrandt may sometimes have
worked in such a way, for the picture dealer
Gersaint (*Watteau’s friend), recorded that he
made his famous etching Six’s Bridge (1645)
‘against time for a wager at the country house
of a friend, Jan Six, while the servant was
fetching the mustard, that had been forgotten
for a meal, from the neighbouring village’.
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Similarly, a quick portrait sketch can be made
direct from the sitter, ready for biting and
printing when convenient. This would be un-
thinkable with line engraving, where the action
of pushing the *burin through the metal is
clearly incompatible with drawing from life.
Close examination of the lines themselves will
sometimes reveal further differences. For
whereas the engraved line, pointed at its ex-
tremities, swells and tapers according to the
pressure of the engraver’s hand, the etched line
remains of constant width because it is produced
chemically, by the action of the acid, and not
manually. Etched lines, especially if bitten with
nitric acid, sometimes have slightly irregular
edges; engraved lines are hard and true.

An understanding of these differences often
makes it possible to decide whether a print is
an etching or a line engraving, but the oldest
etchings are not identified so easily. For etching
was invented as a labour-saving method of line
engraving and consequently in its early days it
had to resemble engraving as closely as possible.
Moreover, the practice arose, again in order to
ease the engraver’s labours, of beginning a plate
with etching and finishing it by engraving. Thus
etching was closely linked to line engraving
and was not at the beginning the free and
spontaneous art that it became in the hands of
Rembrandt. The first etchings date from the
early years of the 16th cent., though the basic
principle, that of corroding a design into a
metal plate, had been utilized earlier for the
decoration of armour. *Diirer made a few
etchings, of which the best known is the Cannon
of 1518. He used iron plates, the biting is strong
and rather coarse, and there is no stopping out
to vary the tone of the lines. Other northern
pioneers were Urs *Graf, *Altdorfer, and
*Lucas van Leyden. In Italy *Parmigianino was
etching soon after 1520. Parmigianino’s prints
are attractively luminous and free in drawing,
indicating the direction etching was to take in
later years. The greatest of all etchers was
Rembrandt, who made a complete break from
the long domination of line engraving, drawing
freely on the plate with great vigour and power,
correcting and often radically transforming his
designs as he went along. His early plates are
in the medium of etching alone. Later he added
drypoint to the etched lines, and finally he came
to rely still more on drypoint in plates that
are astonishing for their boldness of handling,
breadth, and intensity of feeling. The medium
continues to be popular today and has been
much used in the 20th cent. for book illustration.
See also AQUATINT.

Etruscan taste. A fashion in interior decoration
and furnishing which formed part of the 18th
cent. Classical revival (see NEOCLASSICISM), stim-
ulated by excavations at Pompeii, Herculaneum,
and Paestum. The main feature of the style was

EUPHRONIOS

the use of contrasting colours of black, white,
and terracotta, based on murals and vase paint-
ings found at Pompeii, Herculaneum, and
Rome. These were believed to date from around
the gth cent. Bc and to belong to the Etruscans,
who were thought of as forerunners of the
Romans: they are now known to be provincial
Greek or Roman.

In France the Etruscan taste was fashionable
in the late *Louis XVI and *Directoire periods.
In England the style is particularly associated
with Robert *Adam, who designed, for
example, an Etruscan Room for Osterley Park,
Greater London, one of his greatest houses.
Later, the Etruscan taste was one of the elements
which was taken up into the eclectic fashion of
19th-cent. *Regency.

Etty, William (1787-1849). English painter,
one of the few British artists to specialize almost
exclusively in the nude. He was born and died
in York, but was active mainly in London,
where he trained at the *Royal Academy
Schools and then with *Lawrence, whose great
influence on him was modified by subsequent
visits to Italy. His paintings are often of mytho-
logical or historical subjects, sometimes on an
ambitious scale, but he also made life studies in
the RA Schools throughout his career, and these
are now probably his most admired works. Etty
was poor for much of his life and his pictures
were often attacked for their alleged indecency,
The Times considering them ‘entirely too lus-
cious for the public eye’. However, by the time
of his death he was a celebrated figure and his
works had begun to fetch high prices. He
summed up his attitude to his favourite subject
thus: ‘Finding God’s most glorious work to be
Woman, that all human beauty had been
concentrated in her, I dedicated myself to
painting—not the Draper’s or Milliner’s work—
but God’s most glorious work, more finely than
ever had been done.’” His draughtmanship is
often criticized, but it is generally agreed that
he attained a glowing voluptuousness in the
painting of flesh that few British artists have
approached. The best collection of Etty’s work
is in the City Art Gallery, York.

Euphranor of Corinth. Greek painter and
sculptor of the mid 4th cent. BC, active in
Athens. Literary accounts show that he was one
of the most celebrated artists of his day, but the
only surviving work that can be associated with
him is a headless and armless marble statue of
Apollo (Agora Mus., Athens, ¢.370 BC). His lost
works included bronzes of Philip of Macedon
(382—336 BC) and his son Alexander the Great
(356-323 BC), and he is also said to have written
treatises on proportion and colour.

Euphronios. Greek vase painter and potter,
active in Athens ¢.520—¢.500 BC. He signed w.ork
as both a potter and a painter and is recognized
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as one of the outstanding early exponents of
the *red-figure style. His best-known work is
probably the krater (wine bowl) in the Louvre
showing Herakles and Antaios. His rival was
*Euthymides.

Euston Road School. Group of painters
centred round the ‘School of Drawing and
Painting’ that opened in the Euston Road,
London, in 1937. Its founding teachers were
William *Coldstream, Victor *Pasmore, and
Claude *Rogers, and Lawrence *Gowing was
also an important member of the circle. These
artists were united by a desire to return from
abstract and esoteric styles of modernism to a
more straightforward *naturalism. The onset of
the Second World War caused the closure of
the school, but the term ‘Euston Road’ was
used for a decade or so afterwards as a generic
description of work in a style similar to that in
which the original exponents painted.

Euthymides Greek *red-figure vase painter,
active ¢.520—.500 BC in Athens. He was the
great contemporary of *Euphronios, and was
exceptional in his mastery of movement and
above all in foreshortening. On an amphora
(wine jar) showing revellers (Antikensamm-
lungen, Munich) he inscribed the proud
boast ‘As Euphronios never could’ next to a
particularly skilful piece of draughtsmanship.

Evans, Myfanwy. See PIPER.

Evenepoel, Henri (1872—99). Belgian painter.
He settled in Paris in 1892 and became a
pupil of Gustave *Moreau, with *Matisse and
*Rouault among his fellow students. His sombre
early work became much more colourful under
the influence of *Impressionism, and after a
journey to Algeria in 1887-8 he adopted a
brilliant palette which brought him to the verge
of *Fauvism. Scenes from the street life of Paris
formed his main subject-matter and he was a
sensitive portraitist with a special gift for de-
picting children and adolescents. His premature
death at the age of 27 deprived Belgium of
what might have been one of her greatest
talents.

Everdingen, Allart van (1621—75). Dutch
landscape and marine painter. He was born in
Alkmaar and worked with *Savery in Utrecht
and *Molyn in Haarlem. In the 1640s he visited
Scandinavia, where he developed a taste for
subjects inspired by the scenery there—above
all mountain torrents—and helped to popularize
such themes in the Netherlands. *Ruisdael, in
his pictures of majestic waterfalls, was one of
the artists influenced by him. Allart was also a
fine etcher. His elder brother Caesar (1617—
87), who painted portraits and historical
pictures, was attracted by the south not the
north. Although he never went to Italy but

learned his *Classicism in Utrecht, he captured
the spirit of Italian art better than many of his
countrymen who crossed the Alps: witness his
beautiful Four Muses with Pegasus (c.1650), part
of the decoration of the royal villa—the Huis
ten Bosch—at The Hague.

Evergood, Philip (1901-73). American
painter. He was educated in England, at Eton
and Cambridge, and much of his early life was
spent travelling and studying in Europe. His
carly works were mainly of biblical and ima-
ginative subjects, but returning to settle in New
York in 1931 at the height of the Depression,
he was drawn into the ambit of the Social
*Realists, who looked upon their art as an
instrument of social protest and propaganda.
He was active in several organizations concerned
with the civil rights of artists, and under the
banner of the *Federal Art Project he produced
militant paintings of social criticism, his best-
known work in this genre being American
Tragedy (Whitney Mus., New York, 1937),
which commemorates a police attack on striking
steel workers in Chicago. Even his allegorical
rehigious painting The New Lazarus (Whitney
Mus., 1954) has sociological overtones, with its
strange Crucifixion and its figures of starving
children. His inclination for the bizarre and
grotesque brings his work close to *Surrealism,
as is seen particularly in what is perhaps his
most famous painting, Lily and the Sparrows
(Whitney Mus., 1939).

Evesham, Epiphanius (1570-after 1633).
English sculptor. He was the first distinctive
personality in English sculpture since the Re-
formation, but details of his career are scanty.
From 1601 to c.1614 he was working as a
master-sculptor and master-painter in Paris, but
though he had a studio of some size and several
works in both arts are recorded, none has
survived. After his return to England he made
a number of tombs that stand out for their
humanity, freshness of invention, and re-
finement of handling at a period when most
English tomb sculpture was mass-produced. His
signed tomb of Lord Teynham (Lynsted, Kent
¢.1622), for example, has, in addition to the
recumbent effigy, a distinguished kneeling figure
of the widow and a series of touching *reliefs
of mourning children. *Vertue called him ‘that
most exquisite artist’.

Eworth (or Ewouts), Hans (c.1520-after
1573). Netherlandish painter, active mainly in
England, where he settled in the 1540s. About
thirty of his paintings survive, almost all por-
traits (there are also a few allegorics), dating
from 1549 to 1570. He is known also to have
painted for pageants and masques. Although his
work is uneven, he was the outstanding figure
in the history of English painting in the mid
16th cent.—a sensitive talent responding to
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changing taste. He painted Queen Mary (1516~
58) and Queen Elizabeth I (1533-1603), but his
masterpiece is perhaps the striking allegorical
portrait of Sir John Luttrell (Courtauld Inst.,
London, 1550).

Execias. The most famous of Greek *black-
figure vase painters, active in the second half of
the 6th cent. Bc. Among the best-known works
with his signature are an amphora (wine jar)
showing Achilles and Ajax gaming (versions
BM, London, and Vatican Mus.); and a splendid
cup showing Dionysus in his boat (Antiken-
sammlungen, Munich). Many of the works
signed by Execias contain battle scenes, but he
was able to impart an air of dignity and
grandeur even to the most ordinary activities,
and his greatest gift was perhaps for conveying
pathos and psychological insight rather than
overt action.

Exhibition, Great. The first international in-
dustrial exhibition ever held, open to the public
from 1 May to 11 October 1851 in Hyde Park,
London. Its full official title was ‘The Great
Exhibition of the Works of Industry of all
Nations, 1851’ and the prime movers in its
creation were Prince *Albert and the ad-
ministrator Sir Henry Cole (1808-82). The
Exhibition was held at a site on the south side
of Hyde Park in a vast building of glass designed
by Sir Joseph Paxton (1801—65); it was popularly
known as the ‘Crystal Palace’, a term first
applied to it by Punch in its issue of 2 November
1850. There were nearly 14,000 exhibitors (7,381
British and 6,556 foreign), with over 100,000
exhibits. The total number of visitors was over
six million. During the summer of 1852 the
building was taken down and erected in a
modified form at Sydenham, where it was
opened by Queen Victoria in 1854. It burnt
down in 1936. The Royal Commission set up
for the organization of the Exhibition was
appointed as a permanent body in 1851 to apply
the surplus funds, amounting to /186,000, in
promoting the knowledge of science and art
and their applications in productive industry.
This they did by the acquisition of ¢.87 acres
(35 ha.) in South Kensington as a site for the
group of museums and colleges which included
the *Victoria and Albert Museum, the Science
Museum, the Natural History Museum, the
Imperial College of Science and Technology,
the *Royal College of Art, and the Royal
College of Music. From the turn of the century
the Commission also financed scholarships for
the promotion of science and art. In the Com-
memorative Album of the Exhibition issued by
the Victoria and Albert Museum in 1950, the
Great Exhibition of 1851 is described as ‘one of
the most outstanding success stories of the
nineteenth century’. The intangible benefits
were widespread and permanent.

Expressionism. Term in art history and criti-
cism applied to art in which traditional ideas
of *naturalism are abandoned in favour of
distortions and exaggerations of shape or colour
that urgently express the artist’s emotion. In its
loosest sense, the term can be applied to art of
any period or place that elevates intense sub-
Jjective reactions above the observation of the
external world (the work of *Griinewald is an
example). When used in this way, the word
is usually spelled with a small ‘c’. More com-
monly, the term is applied to a trend in modern
European art and more specifically to one
aspect of that trend—a movement that was the
dominant force in German art from about
1905 until about 1930. In this second sense
Expressionism traces its beginnings to the 1880s,
but it did not crystallize into a distinct pro-
gramme until about 1905, and the term itself
was not used until 1911, to describe works in
an exhibition of *Fauvist and *Cubist paintings
in Berlin.

The most important forerunner of Ex-
pressionism was van *Gogh, who consciously
exaggerated nature ‘to express . . . man’s terrible
passions’. Van Gogh and the Expressionists after
him relied on impulse and feeling for their
emotional use of colour and line, and in this
they are distinguished from *Seurat’s attempts
to work out a scientific system of formal
expression.

*Gauguin broke more consciously and defin-
itely with *Impressionism. Strictly speaking
Gauguin was not an Expressionist, but he was
the first to accept explicitly the principles
of *Symbolism, which in turn became of
importance for Expressionism proper as a
vehicle of communication. He simplified and
flattened all forms, and used colour in a way
which gave up all semblance of realism. The
fierceness of Jacob Wrestling with the Angel (NG,
Edinburgh) is made explicit through the red
field on which the combat takes place. To the
same end Gauguin also abolished the rep-
resentation of shadow and in this the Ex-
pressionists followed his lead. As a counterpart
of his new style he sought for simplicity of
subject-matter and found it first in the peasant
communities of Brittany, and later in the islands
of the South Pacific. In turning away from
European urban civilization Gauguin discovered
*primitive art and *folk art, both of which
became of absorbing interest for the later
Expressionists.

At the same time the Norwegian Edvard
*Munch, who knew the work of van Gogh
and Gauguin, began to explore the possibilities
of violent colour and linear distortions with
which to express the most elemental emotions
of anxiety, fear, love, and hatred. His search
for pictorial equivalents for his hysterical ob-
sessions led him to realize the potentialities of
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the simple directness of *graphic techniques such
as the woodcut—its revival as an independent art
form was one of the distinctive features of
Expressionism. Munch had a wide influence,
particularly in Germany (he exhibited at the
Kiinstlerverein, Berlin, in 1892), which extended
even to sculpture in the work of Ernst *Barlach,
who used Munch’s idiom to great effect for
religious and social subjects. Among the early
Expressionists must also be counted the Belgian
painter, James *Ensor. He depicted the baseness
of human nature by the use of grotesque and
horrifying carnival masks, and his weird and
uncanny art became widely known, particularly
through his etchings.

In 1905 Expressionist groups appeared almost
simultaneously in Germany and France. The
Fauves combined in their art the theories of van
Gogh and Gauguin; in 1908 *Matisse, the leader
of the group, summed up their aims: “What I
am after above all is expression. . . . The chief
aim of colour should be to serve expression as
well as possible. . . . To paint an autumn
landscape I will try to remember what colour
suits the season; I will be inspired only by the
sensation the season gives me.” Matisse applied
these ideals to large figure compositions, *De-
rain to landscape, and *Rouault to a new
religious art of great power and simplicity.

In 1905 Die *Briicke (The Bridge) was
founded in Dresden and held its first exhibition
in 1906. Whereas the painting of the Fauves,
even at their most violent, always retained
harmony of design, and colour never lost a
certain decorativeness and lyricism, in Germany
restraint was thrown to the winds. In spite
of undeniable French influence, violence was
exploited for its own sake; forms and colours
were tortured in the attempt to give psy-
chological and symbolic vent to a vaguely
conceived creative urge and a sense of revolt
against the established order. In 1913 *Kirchner
wrote: ‘“We accept all the colours which, directly
or indirectly, reproduce the pure creative
impulse.’

Shortly before the First World War German
painters also grafted the schematic forms of
*Cubism on to the ideals of earlier Expres-
sionists, and under the influence of theosophy
and Indian mysticism attempted to evolve a
pictorial system of universal implication. In
1911 Franz *Marc, the Russian *Kandinsky,
and others founded the short-lived *Blaue
Reiter Group, which is regarded as the high
point of German Expressionism. After the First
World War Expressionism became the fashion
in Germany and even arusts such as George
*Grosz and Otto *Dix, who sought a new and
hard realism—*Neue Sachlichkeit—kept much
of the distortion and exaggeration which had
been one of the chief devices of earlier Ex-
pressionism. Expressionism was suppressed by
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the Nazis in 1933 along with other *degener-
ate art, but revived after the Second World
War, and has well-known exponents today in
artists such as Georg *Baselitz. Outside
Germany, leading exponents of Expressionism
have included *Chagall and *Soutine, and its
descendants include *Tachisme and *Abstract
Expressionism.

Exter, Aleksandra (1882—-1949). Russian
painter and theatre designer. From 1908 she was
a regular visitor to Paris and other western
European cities, forming a link between the
Western avant-garde and that in Russia. In 1918
she founded her own studio in Kiev, from
which emerged many artists who were to
achieve fame in later years, notably Pavel
*Tchelitchew. It was here that Exter and her
pupils created huge *Suprematist designs for
several agit-steamers (propaganda boats) on
the Dnieper River. Her stage designs were
technically innovative and often highly col-
ourful (examples in the V&A, London).

ex-voto (Latin: ‘from a vow’). A painting or
other work of art made as an offering to God
in gratitude for a personal favour or blessing or
in the hope of receiving some miraculous
benefit. There is a famous example by Philippe
de *Champaigne in the Louvre.

Eyck, Charles Hubert (1897-1962). Dutch
painter, sculptor, and designer. He had a pref-
erence for working on a large scale and he made
impressive decorations for Catholic churches in
Limburg. His large bronze sculpture group in
Maastricht commemorates the liberation of
that city, the first Dutch city freed from the
Germans, in 1944.

Eyck, Jan van (d. 1441). The most celebrated
painter of the Early Netherlandish School.
Within a short time of his death he had a
reputation on both sides of the Alps as a painter
of great stature and importance, and although
he is no longer credited with being the ‘inventor’
of *oil painting, as was long maintained, his
fame has continued undimmed to the present
day. Nothing is known of his training and he
is first recorded in 1422, entering the service of
the Count of Holland, John of Bavaria, in The
Hague. In 1425 John died and later in the same
year van Eyck moved to Lille when he was
appointed court painter and ‘varlet de chambre’
(equerry) to Philip the Good (1396~1467), Duke
of Burgundy, a post he held until his death.
Apparently he was highly esteemed by the
Duke and he travelled on secret diplomatic
missions to Spain and Portugal for him. About
1430 Jan moved from Lille to Bruges, where
he lived until his death.

In spite of the documentation on his life,
which for a painter of his period is fairly rich,
his euvre presents many problems, especially
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in the reconstruction of his early career, for all
his dated paintings come from the last 10 years
of his life. The central problem of his career—
and one of the most discussed in the history of
art—concerns the work that has always been
the basis of his resounding fame, the great
altarpiece of the Adoration of the Lamb (completed
1432) in Ghent Cathedral. An inscription on
the frame states that it was begun by ‘the painter
Hubert van Eyck, than whom none was greater’,
and completed by ‘Jan, second in art’. Jan’s
brother Hubert (died 1426?) is such an obscure
figure that some scholars have even denied his
existence, and there is certainly no obvious
division into the work of two hands in the
altarpiece. Thus, Jan’s contribution to the central
masterpiece of Early Netherlandish painting is
uncertain. *Diirer called the Ghent altarpiece
‘a stupendous painting’ and the comment is
appropriate both to the majesty and *icono-
graphical richness of the huge *polyptych, and
also to its breathtaking technical mastery. Jan
brought the new technique of oil painting to a
sudden peak and his ability to depict minute
detail with unfaltering sureness of hand and to
create glowing effects of colour has never been
surpassed.

About two dozen other paintings are reason-
ably attributed to Jan. They are all either
religious works or portraits, although he is
known to have painted pictures of other subjects
(including a nude woman at her bath), which
are now lost. Outstanding among the surviving
works are the famous double portrait Giovanni
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Armolfini and his Wife (NG, London, 1434) and
two paintings of the Virgin and Child with
*donors—The Madonna of Chancellor Rolin
(Louvre, Paris, c.1435) and The Madonna with
Canon van der Paele (Groeningemuseum, Bruges,
1436). The Louvre painting, with large figures
in the foreground set against a distant panoramic
landscape, shows Jan’s all-embracing vision of
the natural world and his mastery of light and
space, as well as detail and texture—in Erwin
*Panofsky’s words, ‘his eye was at one and the
same time a microscope and a telescope’. The
Man in a Red Turban (NG, London, 1433) is
generally considered to be a self-portrait. As a
portrait painter Jan is preoccupied with the
realities and textures of the human face, and in
this as in his inanimate interiors he records the
subtleties of appearances rather than com-
menting on them as did his great contemporary
Rogier van der *Weyden. His portraits do,
however, convey a sense of inner life and are
not simply coldly objective records.

Jan stands with the *Master of Flémalle as
the founder of the Early Netherlandish School
and his technique became the accepted model
for his successors. His main follower was Petrus
*Christus, but his influence was wide (it is seen,
for example, in the work of Luis *Dalmau in
Spain) and profound. In the Netherlands itself,
however, the more emotional work of Rogier
van der Weyden came to have even more
influence and the very perfection of Jan’s work
must have made him the most daunting of
models.
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Fabritius, Carel (1622—54). Dutch painter. He
was *Rembrandt’s most gifted pupil and a
painter of outstanding originality and distinc-
tion, but he died tragically young in the
explosion of the Delft gunpowder magazine,
leaving only a tiny body of work (much may
have perished in the disaster). In his youth he
worked as a carpenter (the name Fabritius
was once thought to have derived from this
profession, but it is now known that his father
had used it) and he was probably in Rembrandt’s
studio in the early 1640s. He settled in Delft in
about 16s50. Although only about a dozen
paintings by him survive, they show great
variety. His earliest works (The Raising of
Lazarus, National Mus., Warsaw, ¢.1645) are
strongly influenced by Rembrandt, but he broke
free from his master and developed a personal
style marked by an exquisite feeling for cool
colour harmonies and (even though he often
worked on a small scale) unerring handling of
a loaded brush (The Goldfinch, Mauritshuis, The
Hague, 1654). These qualities, together with an
interest in *perspective, occur in the work of
*Vermeer, the greatest of Delft painters, and
Fabritius certainly influenced him, although it
is not likely (as is sometimes maintained) that
he was his master, this distinction perhaps
belonging to *Bramer. Carel’s brother Barent
(1624—73) was also a painter, but of much
lesser quality. He also may have studied with
Rembrandt; he mainly painted portraits and
religious works.

Faithorne, William (1616—91). English en-
graver. He fought as a Royalist and later spent
some time in exile in France, where he worked
with *Nanteuil; but by 1650 he was established
in London and became the most distinguished
of English 17th-cent. engravers, especially of
portrait heads. He engraved the work of other
painters (van *Dyck, *Dobson, *Soest, *Lely)
and also made engravings of his own drawings
from the life, many published as frontispieces
to books. He also drew very sensitive portrait
heads as independent works (John Aubrey, Ash-
molean, Oxford, 1666). In 1662 he published
The Art of Graving and Etching. His son William
(1656—1710) was also an engraver.

Faiyum (or Faiyumic) portraits. Type of
funerary portrait found throughout Egypt but
particularly associated with the Faiyum (Al
Fayyum) area, about 95 km. south of Cairo.
They date from about the 1st to the 4th cent.

AD and represent the head and shoulders of the
deceased. The portraits are painted in *tempera
or *encaustic on canvas or wood and they were
enclosed in the wrapping around the corpse’s
face. Although the quality of the numerous
surviving examples varies considerably, the
finest are among the most vivid and *naturalistic
portraits from the ancient world, suggesting
that they were done while the sitter was
still alive. The British Museum has excellent
examples.

Falca, Pietro. See LONGHI, PIETRO.

Falcone, Aniello (1607-56). Neapolitan
painter. He is remembered mainly as the first
specialist in battle pieces, a genre that won him
an international reputation and in which he
inspired his pupil Salvator *Rosa. Falcone also
did religious paintings, some in fresco, for
churches in Naples.

Falconet, Etienne-Maurice (1716-91). French
sculptor and writer on art, a pupil of J. B.
*Lemoyne. Falconet was perhaps the most
quintessentially ¥*Rococo of all French sculptors,
his forté being gently erotic figures such as the
celebrated Bather (1757) in the Louvre. Like
many other of his works, this was reproduced
in porcelain by the Sévres factory, of which he
was Director from 1757 to 1766, a post he
gained through the influence of his patron
Mme de Pompadour (1721—64). Falconet had
other sides to his talent, however, and his
masterpiece—the equestrian statue of Peter the
Great in Leningrad—is in a completely different
vein. He went to Russia in 1766, recommended
to Catherine II by *Diderot, and left in 1778,
the statue being unveiled in 1782. The huge
horse is represented with its forelegs raised and
unsupported—a daring technical feat—and the
heroic vigour of the statue gives it a place
among the greatest representatives of the genre.
Falconet suffered a stroke in 1783 and thereafter
produced no more sculpture, devoting himself
to writing. A six-volume edition of his writings
had already appeared in 1781 and in 1761 he
had published his best-known literary work,
Réflexions sur la sculpture. In this he was one of
the first to argue that the modern artists were
superior to those of the ancient world (it is
significant that unlike most of his distinguished
contemporaries he never saw the need to visit
Italy), and the young *Goethe was among its
admirers.
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Falk, Robert (1888—1958). Russian painter and
designer, a founding member of the *Knave of
Diamonds. From 1928 to 1938 he lived in
France, and from 1938 to 1944 he worked in
Soviet Central Asia. On his return to Moscow
in 1944 he continued to work mainly on land-
scapes and portraits. In 1966 a comprehensive
retrospective exhibition in Moscow completely
rehabilitated him from the censure of the Stalin
years.

Fancelli, Domenico di Alessandro (1469—
1519). Florentine sculptor, a pupil of *Mino da
Fiesole. He made several visits to Spain and was
important in introducing the *Renaissance style
to that country. His work there included the
tomb of Cardinal Hurtado de Mendoza (Seville
Cathedral, 1509); that of Prince John, son of
Ferdinand and Isabella (St Thomas, Avila, 1513);
and that of Ferdinand and Isabella (Chapel
Royal, Granada, 1517).

fancy picture. A term applied in the 18th cent.
to a type of sentimental rural *genre picture.
Scenes in which idealized peasants behave rather
more as if they were in the studio than the
countryside are ‘fancy pictures’, and *Gainsbor-
ough’s paintings of this type were so called in
his own day. The term is elusive and cannot be
defined with precision.

Fantastic Realism. A school of painting which
arose in Vienna ¢.1945 and came to be regarded
as typical of post-war Austrian painting. The
artists involved combined minute realism with
a fairy-tale world of fantasy and imagination.
Though very different in their ways of painting
and in the quality of their work, they had in
common an interest in the art of the past,
notably that of Pieter *Bruegel (supremely well
represented in the Kunsthistorisches Museum
in Vienna) and in the literary and anecdotal
character of painting.

Fantin-Latour, Henri (1836-1904). French
painter and lithographer. He is best known for
his luxurious flower pieces, but he also painted
several group portraits that are important his-
torical documents and show his friendship with
leading avant-garde artists. Homage to Delacroix
(Musée d’Orsay, Paris, 1864) shows Fantin-
Latour himself, with *Baudelaire, *Manet,
*Whistler, and others grouped round a portrait
of *Delacroix; and A Studio at Batignolles (some-
times called Homage to Manet) (Musée d’Orsay,
Paris, 1870) shows *Monet, *Renoir, Emile
Zola (1840—-1902), and others in Manet’s studio.
In spite of his associations with such progressive
artists, Fantin-Latour was a traditionalist, and
his portraits particularly are in a precise, detailed
style. Much of his later career was devoted
to *lithography; he greatly admired Richard
Wagner (1813—83) and did imaginative litho-

FARNESE BULL

graphs illustrating his music and that of other
*Romantic composers.

Farington, Joseph (1747-1821). English land-
scape painter and topographical draughtsman,
best known today for his copious diary (1793—
1821), which contains valuable information
about the London art world of the time. Most
of the original manuscript is in the Royal
Library at Windsor Castle. Publication of the
full text began in 1978; previous editions had
been heavily abridged. His views of the English
Lakes were engraved and published in book
form in 1789 and 1816, but his work as an artist
is virtually forgotten.

Farnese. Italian family of humanists and patrons
of the arts who rose to importance with
the election of Cardinal Alessandro Farnese
(1468—1549) to become Pope Paul III in 1534.
He was the most important patron of *Michel-
angelo’s later years, commissioning from him
The Last Judgement in the Sistine Chapel and
the Conversion of St Paul and the Crucifixion of
St Peter in the Cappella Paolina, and also
appointing him architect to St Peter’s. Michel-
angelo also had a hand in the design of the
Palazzo Farnese, the finest palace built in Rome
in the 16th cent.

Pope Paul’s grandson (or ‘nephew’ as he was
known), another Alessandro (1520-89), was
made a Cardinal in 1534 and was acknowledged
to be the greatest patron of his day, surrounding
himself with artists and men of letters. He built
up the largest collection of antiquities in Rome
(now mainly in the Archaeological Museum in
Naples; see FARNESE BULL; FARNESE HERCULES),
was instrumental in bringing *Titian to Rome
(1545—6), encouraged *Vasari to write his Lives,
engaged Giacoma da Vignola (1507-73) to
complete the Palazzo Farnese at Caprarola, and
commissioned some of the most important
*Mannerist frescos. Alessandro also purchased
the villa across the Tiber from the Palace which
was henceforth known as the Villa Farnesina.
He gave special support to the Jesuits and built
for them the church of Il Gest, one of the
most influential buildings in the history of
architecture. Alessandro’s great-nephew, Car-
dinal Odoardo Farnese (1573—1626), great-
great-grandson of Paul III, was responsible for
employing Annibale and Agostino *Carracci to
decorate the Farnese Gallery in the Palace in
Rome.

Elisabetta, second wife of the Bourbon King
Philip V (1683-1746), was a Farnese and through
this connection their son Charles III of Spain
(1716-88) brought the majority of the Farnese
collections to Naples, where they still are.

Farnese Bull. Ancient marble sculpture group
(probably a Roman copy of a Greek original
of c.150 BC), once part of the *Farnese collection
and now in the Archaeological Museum in



FARNESE HERCULES

Naples. The subject, taken from Greek legend,
shows the punishment of Dirce, who for her
cruelty to Antiope was tied to the horns of a
bull by Antiope’s sons (Dirce’s stepsons) and
trampled to death. The figures are life-size, and
the group, which was found in the Baths of
Caracalla in Rome in 1545, is one of the most
spectacular examples of the virtuosity and love
of dramatic movement typical of *Hellenistic
art.

Farnese Hercules. Gigantic marble statue of
Hercules leaning sideways on his club and
resting after his labours, once part of the
*Farnese collection and now in the Archae-
ological Museum in Naples. It is signed by an
Athenian sculptor named Glycon and is a copy
of an original of the 4th cent. Bc, probably by
*Lysippus. The figure was discovered in the
Baths of Caracalla in Rome in ¢.1546 and
became highly influential and much copied. Its
powerful musculature and realistic surface treat-
ment were particularly admired by *Baroque
artists.

Fattori, Giovanni. See MACCHIAIOLI.
Fauteaux, Roger. See AUTOMATISTES, LES.

Fautrier, Jean (1898—1964). French painter and
graphic artist. He came to England as a child
in 1909 and studied at the *Royal Academy
Schools and at the *Slade School, returning to
Paris in 1917. Throughout his life he remained
isolated from groups and movements, and his
work is difficult to classify, although he is often
seen as a forerunner of *Art Informel. His
best-known works are the series of Hostages
(1943), inspired by his horror of war. In these
he developed his characteristic technique, build-
ing up by layer upon layer of paint, thickened
with white, a heavy *impasto into which he
worked the representation of his subject. The
effect produced is both powerful and mysterious.
Fautrier’s other works included lithographs illus-
trating Dante’s Inferno (1928), and from 1950
he was one of the first to develop the idea of
*multiples.

Fauvism. Style of painting based on the use of
intensely vivid non-naturalistic colours, the first
of the major avant-garde developments in Euro-
pean art between the turn of the century and
the First World War. The dominant figure of
the Fauvist group was Henri *Matisse, who
used vividly contrasting colours as early as 1899,
but first realized the potential of colour freed
from its traditional descriptive role when he
painted with *Signac in the bright light of St
Tropez in the summer of 1904 and with *Derain
at Collioure in the summer of 1905. The Fauves
exhibited together at the *Salon d’Automne of
1905 and their name was given to them by
the critic Louis Vauxcelles, who pointed to a
*quattrocento-like sculpture in the middle of
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the same gallery and exclaimed: ‘Donatello au
milieu des fauves!” (*Donatello among the wild
beasts). Among the other major figures of the
group were *Marquet, *Rouault, *Vlaminck,
*Braque, and *Dufy. The Dutchman van
*Dongen was also associated with them. These
artists were influenced in varying degrees by van
*Gogh, *Gauguin, the *Neo-Impressionists,
and *Cézanne, and the outstanding character-
istic of their work was the extreme intensity
of its colour: pure colours, which they used
arbitrarily for emotional and decorative effect,
but sometimes also, as Cézanne had done, to
mould space. Apart from this, they had little
or no programme in common.

The movement reached its peak in the Salon
d’Automne of 1905 and the *Salon des In-
dépendants of 1906. With most of the group
Fauvism was a temporary phase through which
they passed in the development of widely
different styles, and at no later period did their
work display again such a degree of similarity.
Although short-lived, however, Fauvism was a
major influence on the development of German
*Expressionism.

Federal Art Project. A project instituted by
the US Government in 1935, and lasting until
1943, with the dual purpose of assisting artists
who had been hard hit by the Depression, and
of deploying the artistic potential of the country
in the decoration of public buildings and places.
There were also a Federal Writers Project, a
Federal Theatre Project, and a Federal Music
Project, and collectively they are known as the
Federal Arts Projects. They were part of the
Works Progress Administration (WPA), a work
programme for the unemployed executed as
part of President F. D. Roosevelt’s New Deal.
The Federal Art Project grew out of three
previous schemes of a similar nature. In 1933
the Public Works of Art Project was set up to
assist artists over the winter of 1933/4, artists
being employed on public works at a weekly
salary. The following year the Treasury Relief
Art Project (July 1935—June 1943) was set up
under the painter Edward Bruce (1879-1943)
for a similar purpose, while a new section
of Painting and Sculpture established in the
Treasury Department commissioned artists for
specific tasks in connection with the em-
bellishment of Federal buildings. The Federal
Art Project was directed by Holger Cahill, a
collector of American *folk art, and employed
artists on a monthly salary. At its peak the
Project employed more than 5,000 people,
not only decorating public buildings but also
producing prints, posters, various works of
craft, and setting up community art centres and
galleries in parts of the country where art was
virtually unknown. The project also involved
an Index of American Design, a gigantic docu-
mentation of the decorative arts in America.
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Virtually all the major American artists of the
period were involved, either as teachers or
practitioners. A huge amount of work was
produced, but most of it was unremarkable in
quality. This, however, was in line with Cahill’s
philosophy: ‘The organization of the Project
has proceeded on the principle that it is not the
solitary genius but a sound general movement
which maintains art as a vital, functioning part
of any cultural scheme. Art is not a matter of
rare, occasional masterpieces.” Few of the murals
created under the Project survive.

Feininger, Lyonel (1871-1956). American
painter of German origin. Feininger left Amer-
ica for Europe in 1887 with the intention of
studying music, but he turned to art and worked
as a cartoonist for German newspapers. In 1907
he turned seriously to painting and after 1912
was linked with the *Section d’Or branch of
*Cubism. He evolved a personal Cubistic style
in which natural forms were treated in terms
of a rhythmic pattern of prismatically coloured
interpenetrating planes bounded by straight
lines—a manner which he applied particularly
to architectural and marine subjects. Feininger
exhibited with Der *Blaue Reiter in 1913,
taught at the *Bauhaus 1919—33 and formed
Die *Blaue Vier with *Jawlensky, *Kandinsky,
and *Klee in 1924. He returned to the USA in
1937.

Feke, Robert (active 1740s). American Co-
lonial portrait painter. Nothing is known of his
life until 1741 when he executed a large portrait
group in Boston, Isaac Royall and his Family
(Harvard Univ.). He was active from that time
in Newport and Philadelphia until 1750, when
his life 1s once more veiled in obscurity. There
are about fifteen signed portraits from his hand
and about fifty more are reasonably attributed
to him. His works are somewhat lacking in
characterization, but their strength and clarity
of design and delicacy of touch give them a
high place among Colonial portraits.

Félibien des Avaux, André (1619—95). French
architect and writer, a friend of Nicholas *Pous-
sin in Rome. His Entretiens sur les vies et sur les
ouvrages des plus excellens peintres anciens et
modernes, first published in 1666-88 and often
reprinted, is 2 major source book and contains
the best contemporary biography of Poussin.
In 1676 he published a textbook on artists’
techniques with a dictionary of art terms: Des
principes de [architecture, de la sculpture, de la
peinture, et des autres arts qui en dépendent. Avec
un dictionnaire des termes propres a chacun de ces
arts.

Feodotov, Pavel (1815—52). Russian painter.
He began his brief artistic career as a self-taught
amateur, but recognition of his talent enabled
him to retire from the army and devote himself
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to painting. His gently satirical and sentimental
scenes from daily life became favourites with
the Russian public. He is known as the ‘Russian
Hogarth’ and may have known the work of
*Hogarth through engravings, but his works
lack Hogarth’s moralistic purpose and are
smoother in technique. In his last years his work
expressed disenchantment with the dreariness of
life. He died in a lunatic asylum.

Feofan Grek. See THEOPHANES THE GREEK.

Fergusson, John Duncan (1874-1961). Scot-
tish painter and, to a lesser degree, sculptor.
He abandoned medicine to study painting and
in 1905 settled in Paris. His early work was
*Whistlerian, and he then came under the in-
fluence of *Manet, but by 1907 he had adopted
the bold palette and firm outlines of *Fauvism
and became the most uncompromising adher-
ent to the style among British artists (Blue Beads,
Tate, London, 1910). In 1914 the war brought
him back to Britain and the rest of his life was
spent between London, Paris, and, after 1940,
Glasgow.

Fernandez, Alejo (c.1470-1543). Spanish
painter, probably of German extraction, as
he is referred to as ‘Maestro Alexos—pintor
Aléman’. He married the daughter of a painter
called Pedro Fernandez at Cordova and took
her name, but he worked mainly at Seville,
where he was the leading painter of the first
third of the 16th cent. His work, which is
represented in Seville Cathedral, was essentially
Flemish *Mannerist in style, but it has a personal
lyrical quality, and his treatment of architecture
and *perspective suggests that he may have
visited Italy. He had a busy studio and several
followers, among them his son Sebastian.

Fernandez (or Hernandez), Gregorio
(c.1576-1636). Spanish sculptor, active at Val-
ladolid from c.1605. Continuing the tradition
of painted religious sculpture, he worked in the
manner of *Juan de Juni but with greater
realism of expressive gesture. He was one of
the first and greatest masters of *Baroque
naturalism in Spain, abandoning the earlier
practice of using gold and brilliant colours
and insisting upon realistic colouring from
the *polychromists who painted his sculptures.
Among the numerous altarpieces emanating
from his workshop are those of S. Miguel,
Valladolid (1606) and Plasencia Cathedral
(1624-34). He is represented in Valladolid
Museum by a Pieta (1617), a Baptism of Christ
(1630), and other works.

Ferrari, Gaudenzio (c.1471/81—1546). Italian
painter, active in his native Piedmont and
in Lombardy. His early work was strongly
influenced by *Leonardo and his Milanese fol-
lowers, and throughout his life he remained
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*eclectic, absorbing into his highly-charged,
emotional style elements from *Pordenone and
*Lotto and also, for example, from the en-
gravings of *Diirer. He was an artist of con-
siderable power and individuality, but his work
has remained comparatively little known be-
cause much of it is in fairly remote situations.
His most remarkable works are The Stations of
the Cross in a series of chapels at the Sanctuary
of Sacro Monte, Varallo, in which life-size
foreground figures are carved in the round
and the rest of the scene painted behind them.
A more sophisticated use of illusion deriving
from *Correggio is found in his Assumption
for the dome of Sta Maria dei Miracoli, Saronno

(1534).
Ferri, Ciro. See CORTONA.

féte champétre (French: ‘outdoor feast’). Type
of *genre scene in which romantic figures are
shown in an idealized outdoor setting, usually
eating, dancing, flirting, or listening to music.
Since the Gardens of Love represented in me-
dieval manuscripts, the theme has had great
popularity in European art, undergoing several
transformations. It was particularly favoured in
16th-cent. Venetian painting and the Concert
Champétre in the Louvre (traditionally by *Gior-
gione, but now usually given to *Titian) is the
most celebrated of all examples of the type.
The term ‘féte galante’ (‘courtship party’) was
invented by the French *Academy in 1717 to
describe *Watteau’s variants on the theme, in
which figures in ball dress or masquerade
costume disport themselves amorously in a
parkland setting.

Feti (or Fetti), Domenico (c.1589—1623). It-
alian painter. He was born at Rome, where he
studied under Ludovico *Cigoli, was court
painter to Vincenzo *Gonzaga at Mantua from
1613 to 1622, and then settled in Venice. His
most characteristic works are of religious themes
turned into *genre scenes of contemporary life.
They are broadly painted, with characteristic
‘windswept’ brushstrokes, though small in scale.
Their great popularity is shown by the fact that
they often exist in numerous very similar
versions. Feti, who was also an excellent por-
traitist, was one of a group of non-Venetian
artists (including the German *Liss and the
Genoan *Strozzi) who revivified painting in
the city when there was a scarcity of native
talent. Consequently, he is often classed as a
member of the Venetian School, even though
he spent only the last two years of his life there.

Feuchtmayer, Joseph Anton (1696—1770).
German *Rococo *stuccoist and sculptor, the
most famous member of a family of artists from
Wessobrunn in Bavaria. A virtuoso carver and
stuccoist, he did a great deal of decorative work
for buildings in the Lake Constance area. The
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greatest ensemble of his work is in the pil-
grimage church of Neu-Birnau (1746-53): it
includes his most famous single figure, the
Honey-licking Putto.

Feuerbach, Anselm (1829-80). German
painter. He studied in Diisseldorf, Antwerp,
and Paris (with *Couture), then lived in Italy
from 1855 to 1873. His father was a professor
of Classical archaeology (he had written a book
on the *Apollo Belvedere) and the son grew up in
an atmosphere saturated with the high-minded
ideals of humanistic philosophy. Violently ant-
agonistic both to purely decorative painting and
to an art based on the study of nature, he wished
to become the founder of a new school which
was to combine noble, didactic, and idealistic
subjects with a style derived from the *Grand
Manner of Venetian 16th-cent. painting. His
subjects are usually taken from Greek an-
tigquity—in the case of his most celebrated
painting, from one of Plato’s Dialogues (The
Bangquet, Karlsruhe, 1869, later version in Berlin).
Feuerbach’s desire to preach a philosophy
through pictorial means was generally a source
of weakness rather than strength, and his best
works are now generally considered to be his
portraits of his model and mistress Nanna Risi,
which have a statuesque beauty lacking in his
more elaborate paintings; she also posed for
subject pictures such as Iphigenia (Hessisches
Landesmuseum, Darmstadt, 1862), one of sev-
eral depictions by Feuerbach of this theme.
Feuerbach went to Vienna in 1873 to become
Professor of History Painting at the Academy,
but he returned to Italy in 1876 after criticism
of his ceiling of The Fall of the Titans for
the Academy. Throughout his life Feuerbach
complained that he was being misunderstood
and not receiving the recognition due to a very
great artist. It is this element of self-pity which
makes his book Ein Vermachtnis (A Testament)—
an account of the genesis of some of his works,
interspersed with aphorisms about life and
art—one of the most pathetic and repellent
autobiographies ever written. It was post-
humously published in 1882.

Fiammingo (Italian: ‘Fleming’). The name
given to, or adopted by, a number of Flemish
artists working in Italy, especially in the 17th
cent., when the Flemish colony in Rome was
considerable. Among the important artists who
were so known were Denys *Calvaert, who
founded an *academy in Bologna, and the
sculptor Frangois *Duquesnoy, who frequently
signed himself ‘Fiammingo’.

Fielding, Anthony Vandyke Copley (1787—
1855). English water-colour painter, a pupil of
*Varley. He was a popular and prolific artist
and much of his work is repetitive. Early in his
career he specialized in scenes of Wales and the
Lake District, but after 1814 he spent much of
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his time near the coast because of his wife’s
health, and turned increasingly to seascapes.

Field painting. A type of painting inaugurated
in America by Barnett *Newman c.1950 in
which the picture is no longer regarded as a
structure of interrelated elements but as a total
field. Field painting has affinities with *Systemic
painting and with the *All-over style initiated
by Jackson *Pollock. It has been known as
*Colour Field painting when empbhasis is placed
upon brilliance and saturation of colour in
monochromatic canvases. Rather than a specific
style it may be regarded as an aspect of a very
general tendency during the 1950s and 1960s to
eschew traditional composition in favour of
non-relational presentation of a single ‘total’
theme.

Figari, Pedro (1861-1938). Uruguayan
painter. He had a distinguished career as a
lawyer and politician, but from 1920 he devoted
himself entirely to painting and spent the years
1925—33 in Paris. Among his favourite subjects
were landscapes of the pampas and scenes
of Uruguayan life including provincial social
events such as Negro and Creole dances. His
work, which is notable for its strong colour and
simple drawing, is represented in the National
Museum at Montevideo.

figurative art. Art in which recognizable fig-
ures or objects are portrayed. The term ‘rep-
resentational art’ is used synonymously; the
opposite is non-figurative or *abstract art.

Filarete (properly Antonio Averlino) (c.1400—
¢.1469). Florentine sculptor, architect, and writer
on art. His nickname is derived from the Greek
for ‘lover of virtue’. He probably trained with
*Ghiberti and his most important work in
sculpture—the bronze doors of St Peter’s
in Rome (1433—45)—are heavily indebted to
Ghiberti’s doors for the Baptistery in Florence,
although much less accomplished. After being
expelled from Rome for allegedly stealing a
relic, Filarete went to Florence and Venice, then
in 1450 settled in Milan. There he worked
mainly as an architect, his principal work being
the Ospedale Maggiore (begun 1457, completed
in the 18th cent.), which helped to introduce
the *Renaissance style to Lombardy and created
new standards of comfort and sanitation in
hospital design. His novel ideas came out also
in his Treatise on Architecture, written in 1461—4.
This devotes twenty-one books to architecture
and three to painting and drawing. It includes
a vision of a new city, Sforzinda (named after
his patron, Francesco *Sforza), which is the first
symmetrical town-planning scheme of modern
times. Among his ingenious proposals for his
ideal city was a Tower of Virtue and Vice, a
ten-storey structure accommodating a brothel
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on the ground floor and an astronomical ob-
servatory at the top.

Filla, Emil (1882-1953). Czech painter,
sculptor, graphic artist, and writer on art.
Between 1907 and 1914 he spent much of his
time in France, Germany, and Italy, and during
this period he turned from his early *Ex-
pressionist manner to *Cubism, becoming the
pioneer and one of the most distinguished
exponents of the style in Czechoslovakia. He
passed the First World War in the Netherlands
and during the Second World War he was
imprisoned in the concentration camp at
Buchenwald. In his later work he moved to a
more naturalistic style.

Filonov, Pavel (1883-1941). Russian painter
and designer. He was one of the most individual
Russian artists of his time, developing a style
that has been described as proto-*Surrealist and
remaining untouched by the general trend
towards *Constructivism. In 1925 he founded
his school named ‘The Collective of Masters of
Analytical Art’ in Leningrad which lasted until
1932, when the state disbanded all art groupings.
His work, which has been likened to that of
Paul *Klee and the German *Expressionists,
was of great delicacy and elaborately meticulous
finish. Filonov died in the siege of Leningrad
during the Second World War.

Finch, Alfred William (1854-1930). Finnish
painter, graphic artist, and designer, born in
Brussels of Belgian-British extraction. A friend
of *Seurat and *Signac, he won recognition as
a *Neo-Impressionist painter and was one of
the founders of the Belgian Groupe les *Vingt
(XX). In 1897 he moved to Finland and was
put in charge of the Iris pottery factory at
Porvoo, where he had a notable influence on
the modernization of Finnish design. As a
teacher of graphic art at the Drawing School
of the Finnish Arts’ Association, 1902—5§, and at
the Finnish Central School of Applied Art,
1905—30, he was a powerful force for bringing
both the fine and the practical arts of Finland into
contact with contemporary European trends.

fine arts. Term applied to the ‘higher’ non-
utilitarian arts, as opposed to *applied or *dec-
orative arts. In its most common usage the
term is taken to cover painting, sculpture,
and architecture (even though architecture is
obviously a ‘useful” art), but it is often extended
to cover poetry and music too. The term did
not come into use until the 18th cent., a key
work being Les Beaux Arts réduits a un méme
principe (1746), by Charles Batteaux (1713-80).
Batteaux divided the arts into the useful arts,
the beautiful arts (sculpture, painting, music,
poetry), and those which combined beauty and
utility (architecture, eloquence). Soon  after,
in *Diderot’s Encyclopédie, the philosopher
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D’Alembert (1717-83) listed the fine arts as:
painting, sculpture, architecture, poetry, and
music. This list established itself and in England
the term ‘five arts’ was sometimes used in its
place with similar meaning. See also LIBERAL
ARTS.

Finiguerra, Maso (1426—64). Florentine gold-
smith, engraver, designer, and craftsman in
*niello (a type of decorative metal inlay). *Vasari
asserts that he was the inventor of copper
engraving and although this claim has been
discredited, Finiguerra was certainly one of the
earliest to use that medium, which was first
developed in Italy as an extension of niello
work, in which he was the most famous
practitioner of his day. He was a pupil of
*Ghiberti and seems to have collaborated with
Antonio del *Pollaiuolo.

Fitzwilliam Museum. The museum and art
gallery of the University of Cambridge. It was
founded in 1816 and is one of the oldest public
museums in Great Britain. Like the *Ashmolean
Museum in Oxford it has been built up almost
entirely from private benefactions. The founder,
the 7th Viscount Fitzwilliam (1745—1816), be-
queathed to the University a typical gentleman’s
collection of the 18th cent., which included
Italian High *Renaissance paintings, and the
best collection of *Rembrandt etchings then in
England. He also left £100,000 for a building,
which was begun in 1837 by George Basevi
(1794—1845), continued by C. R. Cockerell
(1788-1863), and finished by E. M. Barry (1830—
80) in 1875. There have been several extensions.
Among the bequests to the museum the most
noteworthy after the founder’s was that of
Charles Brinsley Marlay (1831-1912), which
enriched all departments. Sir Sydney Cockerell
(1867—1962) has been the most remarkable
director of the museum (1908—37). According
to The Dictionary of National Biography, he
‘transformed a dreary and ill-hung provincial
gallery into one which set a new standard of
excellence which was to influence museums all
over the world. This he achieved by the
skilful and uncrowded display of pictures against
suitable backgrounds, and by the introduction
of fine pieces of furniture, Persian rugs, and
flowers provided and arranged by lady admirers,
fired by his enthusiasm.” In Cockerell’s own
words, ‘I found it a pig stye, I turned it into a
palace.” The museum’s collections are now
extremely wide-ranging, embracing archae-
ology and the *applied arts. Its areas of greatest
richness include Italian painting and Greek
coins, its holdings in the latter field being second
only to the *British Museum.

fixative. A liquid applied to drawings in *chalk,
*charcoal, or *pastel (usually by means of
spraying) to prevent the *pigments from rub-
bing off, by binding them together and securing
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them to the *ground. It is usually a transparent
*resin, such as shellac, dissolved in alcohol. It
is most needed for pastels, but it tends to reduce
their brilliance by making the particles of
pigment more transparent.

fixed oils. See DRYING OILS.

Flandrin, Hippolyte (1809-64). French
painter. He was one of the favourite pupils of
*Ingres and won the *Prix de Rome in 1830.
In Italy he was influenced by the monumental
decorative tradition and after his return to
Paris in 1838 he became the leading muralist
of his day, painting vast compositions in such
churches as St Vincent-de-Paul (1849—53) and
St Germain-des-Prés (1856—61) in Paris. He was
a zealous but rather frigid upholder of Ingres’s
theories. Flandrin was an excellent portraitist
and also painted historical and mythological
works. He came from a family of artists. His
brothers Auguste (1804—43) and Paul (1811—
1902) were both pupils of Ingres, and con-
centrated mainly on portraiture and landscape
respectively; his son Paul-Hippolyte (1856—
1921) painted religious, historical, and *genre
scenes.

Flavin, Dan (1933~ ). American sculptor
and experimental artist. He specializes in works
involving light fixtures, and in general he
eschews complicated effects of pulsating or
flashing lights, preferring the bare and simple
presentation favoured by *Minimal art.

Flaxman, John (1755—1826). English sculptor,
draughtsman, and designer, an outstanding fig-
ure of the *Neoclassical movement. He was the
son of a moulder of plaster figures, and after
studying at the *Royal Academy School (where
he met his life-long friend *Blake) he worked
for the potter Josiah *Wedgwood from 1775
to 1787. The designs he produced for Wedg-
wood not only strengthened his interest in
*antique art but also developed the innate
sensitivity to line that was his greatest gift. At
the same time he gradually built up a practice
as a sculptor. In 1787 he went to Rome to direct
the Wedgwood studio and stayed for seven
years. While there he drew his illustrations,
much influenced by Greek vase painting, to the
Iliad and the Odyssey, engraved and published
in Rome in 1793, followed by illustrations
to Aeschylus (179s) and Dante (1802). These
engravings, of exceptional purity of outline,
were republished in several editions, and won
him international fame almost immediately.
His later illustrations to Hesiod (1817) were
engraved by Blake. He returned to England in
1794 with a well-established reputation and
immediately became a busy sculptor. His monu-
ment to the poet William Collins (Chichester
Cathedral, 1795) and the more important one
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to Lord Mansfield (Westminster Abbey, 1795—
1801) were commissioned while he was in
Rome. His enormous practice as a maker of
monuments included large groups with free-
standing figures (Lord Nelson, St Paul’s Cath-
edral, 1809), but his most characteristic work
appears in simpler and smaller monuments,
sometimes cut in low *relief, which, though
not Christian in imagery, are strongly Christian
in sentiment. In these his great gift for linear
design was given full play. Flaxman was ap-
pointed the first Professor of Sculpture at the
Royal Academy in 1810 and his reputation
among Neoclassical sculptors was exceeded only
by those of *Canova and possibly *Thor-
valdsen. He was one of the first English artists
to be famous outside his own country, although
his reputation and influence were based prin-
cipally on engravings after his drawings rather
than his sculpture. University College London
has a large collection of Flaxman’s drawings
and models, and examples of his monuments
can be seen in churches throughout England.

Flicke, Gerlach (d. 1558). German portrait
painter from Osnabriicke, who worked in
England from c.1547 till his death. With
*Eworth he was the most distinguished painter
working in England in the generation after
*Holbein, but few of his works survive. The
most important are the signed and dated (1547)
portrait of an unknown man (sometimes iden-
tified with the 13th Lord Grey de Wilton) in
the National Gallery of Scotland, Edinburgh,
and the signed portrait of Archbishop Cranmer
in the National Portrait Gallery, London.

Flinck, Govert (1615—60). Dutch painter, act-
ive mainly in Amsterdam. He studied with
*Rembrandt in the early 1630s, and his early
work was overwhelmingly influenced by his
master. From the mid 1640s, however, he
adopted the elegant style of van der *Helst, and
this new way of painting brought him great
success. In 1659 he was awarded the most
important commission a Dutch painter of his
time could receive: he was asked to paint twelve
pictures for van *Campen’s new Town Hall of
Amsterdam, eight of which (each about 5 m.
high) were to represent the story of The Revolt
of the Batavians. But Flinck died three months
after signing the contract and the commission
was divided among Rembrandt, *Lievens, and
*Jordaens.

Flint, Sir William Russell (1880-1969). Brit-
ish painter and graphic artist. He was trained
as a lithographer and was a prolific book
illustrator, but is now best remembered for his
water-colours (particularly his mildly erotic
nudes), painted in a distinctive and rather flashy
style. He was President of the Royal Society of
Painters in Water-Colour from 1936 to 1956.

FOCILLON

flock prints. Prints which imitate patterned
velvet. They were apparently made by coating
an ordinary carved wood block (see wooncur)
with glue or paste, impressing it on paper, and
then sprinkling the paper with cloth shavings
which adhered to the paste. Very few such
prints exist, all made probably in south Germany
in the third quarter of the 15th cent.; an example
is the Christ on the Cross with the Virgin and
St John in the Ashmolean Museum, Oxford.
A similar process was used in the 17th and 18th
cents. for wallpapers.

Floris (de Vriendt). Netherlandish family of
artists active in Antwerp. The most important
members were the brothers Cornelis (1514-75)
and Frans (c.1516—70). They both worked in
Italy in the early 1540s and returned to Antwerp
with a desire to emulate the Italian *Renaissance
manner. Both ran flourishing workshops and
became principal representatives of ‘Romanism’
in Flanders.

Cornelis was an architect and sculptor and
also published engravings of Italianate motifs,
which were used by many northern artists. He
is famous principally as the architect of Antwerp
Town Hall (1561—5), the finest and mest in-
fluential building of the 16th cent. in Flanders.

Frans Floris was a painter and studied with
Lambert *Lombard before going to Italy, where
in 1541 he witnessed the unveiling of *Michel-
angelo’s Last Judgement in the Sistine Chapel.
This made an indelible impression on him and
he concentrated on making large religious and
mythological pictures crowded with athletic
*Mannerist nudes (Fall of the Rebel Angels,
Musée Royal, Antwerp, 1554). In his portraits,
however, he combined powerful brush-work
with forthright characterization in a way that
anticipates *Hals (Portrait of an Old Lady, Musée
des Beaux-Arts, Caen, 1558). According to van
*Mander every Flemish youth with artistic
leanings studied with him, but in spite of his
success he died in debt because of his extravagant
lifestyle.

Flotner, Peter (c.1495—1546). German sculptor
and engraver, active mainly in Nuremberg. He
was in Italy in 1530 (perhaps following an
earlier visit) and his work was important in
spreading the *Renaissance style in Northern
Europe. His best-known work is the Apollo
Fountain (Germanisches Nationalmuseum, Nur-
emberg, 1532), Classical in inspiration, but with
a flowing elegance that is Flotner’s own.

Fluxus. See BEUYS.

Focillon, Henri (1881-1943). French art his-
torian. He was a celebrated teacher and held
various university appointments, notably at the
Sorbonne in Paris, where in 1924 he succeeded
Emile *Maile in the chair of art history. In 1937
he became professor of art history at the College
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de France. He also taught in the USA. Focillon’s
work ranged from studies of medieval sculpture
to 20th-cent. painting; he also wrote much on
engraving (his father was an engraver), notably
a book on *Piranesi (1918). His best-known
work is Art d’Occident (The Art of the West,
1938), a study of *Romanesque and *Gothic
art in which he placed great emphasis on the
technical aspects of artistic creation, stressing
how the artist responds to his raw materials,
their potentialities, and limitations. This outlook
also finds expression in his Vie des formes (1934),
translated as The Life of Forms in Art.

folk art. Term describing objects and dec-
orations made in a traditional fashion by crafts-
men without formal training, either for daily
use and ornament or for special occasions such
as weddings and funerals. Decorative wood-
carving, embroidery, lace, basketwork, and
earthenware are among the typical products of
folk art. The term is not properly extended to
include articles which are mass-produced to
appeal to popular taste, such as Christmas cards
or Coronation mugs.

Folk art is little subject to fashion and
changing taste. Its methods are handed down
in the home from generation to generation, and
traditional patterns and designs persist with little
alteration. The perpetuation of a folk art seems
to depend upon the continuation of a peasant
population or other relatively settled social
structure. Attempts to revive or artificially
reproduce folk art in the context of *Arts and
Crafts movements among the urban in-
telligentsia are frequent but rarely successful.

Fontaine, Pierre-Frangois. See PERCIER.

Fontainebleau, School of. Term applied to
artists working in a style associated with the
French court at Fontainebleau in the 16th cent.
The palace at Fontainebleau was the most
brilliant expression of the ambition harboured
by Francis I (1494-1547) to emulate the great
humanist princes of Italy and to glorify the
prestige of the French crown by bringing about
a national revival of the arts under the aegis of
lavish court patronage. As France lacked an
indigenous tradition of mural painting adequate
to his grandiose conceptions, he brought in
Italian masters to lead the work, which was
carried out between 1528 and 1558. The two
most distinguished Italians to work at Fon-
tainebleau were *Rosso, who came to France
in 1531, and *Primaticcio, who followed in
1532. Rosso was engaged until his death in 1540
on the decoration of the Great Gallery of the
king and Primaticcio’s work can be best seen
in the Ballroom and the Chamber of the
Duchesse d’Etampes. The Italian masters suc-
ceeded in adapting their own styles to the
courtly ideals of the French taste and were
assisted by French and Flemish artists. From the
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combination was born a distinctive style of
*Mannerism, a composite of sensuality and
decorative flair, of boudoir voluptuousness and
etiolated elegance. Many engravings were made
of the work at Fontainebleau and the union of
*stucco ornament with mural painting in-
troduced an original feature which had wide
influence. Much of the stucco-work was in high
*relief, but Rosso also developed a distinctive
motif known as *strapwork in which the stucco
is formed into shapes resembling leather or
parchment that has been rolled and cut into
decorative patterns; this became a particularly
popular form of ornament in England and the
Low Countries. Primaticcio’s distinctive figure
style—characterized by long limbs, small heads,
and sharp, elegant profiles—became virtually
canonical in French art until the end of the
16th cent. Other Italian artists who worked at
Fontainebleau included Niccolo dell” *Abbate
and *Cellini, but much of the work associated
with the school is by unknown hands, although
often of high quality, such as the celebrated
painting of Diana the Huntress (c.1550) in the
Louvre. The mythological subject-matter,
elongated elegance, idyllic landscape setting,
and air of sophisticated artificiality in this work
are wholly typical of the School, the influence
of which left few French artists of the time
untouched.

After the hiatus caused by the Wars of
Religion (1562—98) the decorative painting of
royal palaces was revived under the patronage
of Henry IV (1553—1610). The name Second
School of Fontainebleau is usually given
to the artists who carried out this work for
Henry IV, notably Ambroise *Dubois, Tous-
saint *Dubreuil, and Martin *Fréminet. Their
work was accomplished, but without the in-
ventive brilliance of the best work of the First
School.

Fontana, Lucio (1899—1968). Italian painter
and sculptor, born in Argentina. His family
moved to Milan in 1905 and he passed his youth
there, studying sculpture first in the studio of
his father, who was a sculptor, and then from
1928 to 1930 at the Accademia di Brera. His
exhibition at the Galleria del Milione, Milan, in
1930 was the first appearance of non-figurative
sculpture in Italy. In 1934 he joined the
* Abstraction-Création group in Paris. During
the Second World War he lived in Argentina,
where he issued his White Manifesto (1946),
which introduced a new concept of art called
Spatialism. This called for co-operation with
scientists in synthesizing new ideas and materials.
In 1947 he returned to Milan, and in the
same year founded the Spatialist movement
(*Spazialismo) and issued the Technical Manifesto
of Spatialism. His most characteristic works are
paintings in which completely plain surfaces are
penetrated by gashes in the canvas, but he also
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made environments, for example using neon
lights in blackened rooms.

Fontana, Prospero (1512—97). Italian painter,
active mainly in his native Bologna, but also in
other cities of Italy, notably Florence, Genoa,
and Rome, assisting 16th-cent. decorative mas-
ters such as *Pierino del Vaga, *Vasari, and
*Zuccaro. He also worked at *Fontainebleau
(c.1560) under *Primaticcio. Fontana was a
favourite artist of Gabriele Paleotti, Archbishop
of Bologna, and was the leading painter in
the city in the 1570s. Paleotti was one of the
churchmen who, in line with the ideals of the
Counter-Reformation, called for greater clarity
in painting as an aid to devotion, but Fontana’s
work—elegant but rather spineless—is generally
seen as exemplifying everything that the *Car-
racci opposed in their move towards naturalism.
Most of Fontana’s work is still in and around
Bologna. His daughter and pupil Lavinia Fon-
tana (1552—1614) was much esteemed in her
day as a portraitist.

Foppa, Vincenzo (c.1427-1515). Italian
painter, the leading figure in Lombard painting
until the arrival of *Leonardo da Vinci in Milan
in 1481/2. He was born and died in Brescia,
but was active mainly in Milan. According to
*Vasari he obtained his training in Padua, and
his robust style owed much to *Mantegna, not
least in his interest in *perspective. Foppa’s
importance to the development of art in north-
ern Italy has been compared to that of *Tura
in Ferrara. His major works include frescos in
S. Eustorgio, Milan, and Sta Maria del Carmine,
Brescia.

Forain, Jean-Louis (1852-1931). French
painter, lithographer, and *caricaturist, born at
Reims. He studied under Jean-Léon *Gérome
at the Ecole des *Beaux-Arts, where he was
particularly interested in *Rembrandt and
*Goya. In his work, much of it done for Paris
journals, he combined the *Realist eye of
*Manet with the mordant satire of *Daumier,
and he had the gift of expressing disposition in
a few lines by a characteristic attitude or gesture.
Forain was on good terms with Manet and
*Degas and also numbered among his many
friends the poets Paul Verlaine (1844—96) and
Arthur Rimbaud (1854—91), and *Toulouse-
Lautrec. He exhibited in four of the *Impres-
sionist exhibitions between 1879 and 1886. As
a painter he was uneven, sometimes influenced
by Manet and Degas, sometimes adopting the
restricted palette of Daumier, as in the court-
room scenes Le Tribunal (c.1902—3) and Counsel
and Accused (1908), both in the Tate Gallery.

Forbes, Stanhope. See NEWLYN SCHOOL.

Forment, Damiin (c.1475-1540). Spanish
sculptor. He probably trained in Florence and
is an important figure in the transition between

FOUJITA

*Gothic and *Renaissance in Spanish art. Early
works, such as the altarpiece at the church of the
Pilar, Saragossa (completed 1512), incorporate
Renaissance-style figure sculpture within Gothic
architectural settings, but by 1527, when he
contracted for the reredos of the monastery
church at Poblet (Tarragona), he had finally
abandoned Gothic for Renaissance-*Plateresque.
He worked mainly in *alabaster but in 1537—40
he made a large wooden reredos (subsequently
gilded and *polychromed) for the church at
S. Domingo de la Calzada, in which Alonso
*Berruguete’s influence may be discerned.

Fortuny y Carbo (or Fortuny y Marsal),
Mariano (1838-74). Spanish painter, son-in-law
of Federico de *Madrazo. He worked mainly
in Rome, where he was extremely successful
with anecdotal costume pieces, often set in the
18th cent. They show great brilliance of colour
and brushwork, but their superficiality aroused
the condemnation of many artists, who were
no doubt jealous of the huge prices they
commanded. His son, Mariano Fortuny y
Madrazo (1871-1949), was a painter, sculptor,
designer, photographer, and inventor.

Forum exhibition. An exhibition arranged in
New York in 1916 by the critic Willard
Huntington Wright (1888-1939) with the sup-
port of the magazine Forum, to which he was
a regular contributor. The purpose of the
exhibition was to pinpoint the best of American
avant-garde painting in order to convince the
public that it could stand up to the European
avant-garde, which had captured public interest
at the *Armory Show. Both Robert *Henri
and Alfred *Steglitz were on the selection
committee. The exhibition consisted of ¢.200
pictures by seventeen artists, including *Benton,
*Dove, ¥*Marin, *Sheeler, and *Zorach.

Foster, Myles Birket (1825—99). English
painter and engraver. He was trained as a wood
engraver and designed many book illustrations
after completing his apprenticeship in 1846.
After c.1858 he devoted himself primanly to
water-colour painting of rustic subjects in a
sweetly sentimental style that has made him a
favourite artist for manufacturers of greetings
cards.

Foucquet, Jean. See FOUQUET.

Foujita, Tsuguharu (or Léonard) (1886—
1968). Japanese-French painter and graphic
artist. He settled in Paris in 1913 and, except
for a world tour in 1929 and residence in Tokyo
during the Second World War, he lived in Paris
for the rest of his life. In 1959 he became a
convert to Roman Catholicism and changed
his personal name to Léonard in memory of
Leonardo da Vinci. He was a member of the
circle of émigré *Expressionists in the School of
*Paris—*Soutine, *Chagall, *Modigliani—and
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he developed from c.1925 a personal style
of delicately mannered Expressionism which
combined Western and Japanese traits. He began
by doing Parisian landscapes and then became
known for his nudes and for his compositions
in which still life and figures were combined.
A characteristic example of his work is the
self-portrait in the Musée National d’Art Mo-
derne, Paris (1928).

Fouquet (or Foucquet), Jean (c.1420—.1481).
The outstanding French painter of the 1sth
cent. He was born at Tours and is known to
have been in Rome between 1443 and 1447,
when he painted a portrait, now lost, of Pope
Eugenius IV. Much has been made of this Italian
journey, the influence of which can be detected
in the *perspective essays and Classical archi-
tecture of his subsequent works, but the strongly
sculptural character of his painting, which was
deeply rooted in his native tradition, did not
succumb to Italian influence. On his return from
Italy Fouquet entered the seryvice of the French
court. His first patron was Etienne Chevalier,
the royal secretary and lord treasurer, for whom
he produced a *Book of Hours (1450—60), now
dismembered but mainly in the Musée Condé
at Chantilly, and who appears in the Diptych of
Melun (c.1450), now divided between Antwerp
(Musée Royal) and Berlin (Staatliche Museen).
The Virgin in this work, at Antwerp, is ru-
moured to be a portrait of Agnes Sorel (1422—
50), Charles VII's mistress, whom Chevalier
had also loved. It was not until 1475 that
Fouquet became Royal Painter (to Louis XI),
but in the previous year he was asked to prepare
designs for the king’s tomb, and he must have
been the leading court artist for many years.
The main works from the latter part of his
career are illustrations in the Antiquités Judaiques,
a Josephus manuscript (Bib. nat., Pars, 1470—
6), and a Descent from the Cross in the parish
church at Nouans (Indre-et-Loire). Whether he
worked on *miniatures or on a larger scale in
panel paintings Fouquet’s art had the same
monumental character. His figures are modelled
in broad planes defined by lines of magnificent
purity. He was essentially a draughtsman, and
it was his drawing that imparted to his com-
positions their balance and clarity. He used
perspective in order to define his forms more
precisely rather than from an interest in space
for its own sake. This sculptural sense of form
went with a cool and detached temperament,
and in his finest works the combination creates
a deeply impressive gravity.

Fouquiéres, Jacques. See CHAMPAIGNE.

Fragonard, Jean-Honoré (1732-1806). French
painter whose scenes of frivolity and gallantry
are among the most complete embodiments of
the *Rococo spirit. He was a pupil of *Chardin
for a short while and also of *Boucher, before
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winning the *Prix de Rome in 1752. From
1756 to 1761 he was in Italy, where he eschewed
the work of the approved masters of the
High *Renaissance, but formed a particular
admiration for *Tiepolo. He travelled and drew
landscapes with Hubert *Robert and responded
with especial sensitivity to the gardens of the
Villa d’Este at Tivoli, memories of which occur
in paintings throughout his career. In 1765 he
became a member of the *Academy with
his historical picture in the *Grand Manner,
Coroesus Sacrificing himself to Save Callirhoe
(Louvre, Paris). He soon abandoned this style,
however, for the erotic canvases by which he
is chiefly known (The Swing, Wallace Coll,,
London, ¢.1766). After his marriage in 1769 he
also painted children and family scenes. He
stopped exhibiting at the *Salon in 1767 and
almost all his work was done for private patrons.
Among them was Mme du Barry (1743—93),
Louis XV’s most beautiful mistress, for whom
he painted the works that are often regarded as
his masterpieces—the four canvases representing
The Progress of Love (Frick Coll., New York,
1771-3). These, however, were returned by
Mme du Barry and it seems that taste was
already turning against Fragonard’s lighthearted
style. He tried unsuccessfully to adapt himself
to the new *Neoclassical vogue, but in spite of
the admiration and support of *David he was
ruined by the Revolution and died in poverty.

Fragonard was a prolific painter, but he rarely
dated his works and it is not easy to chart
his stylistic development. Alongside those of
Boucher, his paintings seem to sum up an era.
His delicate colouring, witty characterization,
and spontaneous brushwork ensured that even
his most erotic subjects are never vulgar, and
his finest work has an irresistible verve and
joyfulness.

Frampton, Sir George (1860-1928). British
sculptor. Early in his career he was one of the
leading avant-garde British sculptors of his
day, experimenting with unusual materials and
*polychrome and working in a style imbued
with elements of Art Nouveau and *Symbolism
(Mysteriarch, Walker Art Gallery, Liverpool,
1892). Later his work became more traditional
and he had a successful career with accomplished
but uninspired monuments, the best known of
which are Peter Pan, erected in Kensington
Gardens in 1911, and the Edith Cavell memorial
(1920) in St Martin’s Place, London. His son
Meredith (1894—1984) was a painter, primarily
of portraits. He gave up painting in 1945 because
his sight was failing and was almost entirely
forgotten until an exhibition of his work was
held at the Tate Gallery in 1982, revealing him
as an artist of great distinction. His work is
beautifully finished, with an almost hypnotic
clarity, and he excelled in conveying the in-
tellectual qualities of his sitters.
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Francavilla, Pierre. See FRANQUEVILLE.

Franceso da Faenza. See

CASTAGNO.

ANDREA DEL

Francesco del Cossa. See COSSA.

Francesco di Giorgio (1439—1501/2). Sienese
painter, sculptor, architect, military engineer,
and writer. He painted mainly during the early
part of his career and few works certainly by
him survive; the most important are a signed
Nativity (147s) and a documented Coronation of
the Virgin (1471), both in the Pinacoteca at
Siena. As a sculptor, his major works are four
bronze angels (1489—97) on the high altar of
Siena Cathedral. Francesco was widely travelled,
and the latter part of his career was spent mainly
as an architect and engineer, particularly a
specialist in fortifications. He is also said to have
exploded the first mine. Among his patrons was
Federico da *Montefeltro, and Francesco may
have had a hand in the designing of his celebrated
palace in Urbino. In 1490 he travelled to Pavia
with *Leonardo da Vinci to advise on the
building of the cathedral there, but his only
certain non-military building is Sta Maria del
Calcinaio, near Cortona, begun 1484. Francesco
wrote a treatise on architecture in the last years
of his life and also translated *Vitruvius.

Francheville, Pierre. See FRANQUEVILLE.

Francia (Francesco Raibolini) (c.1450-1517/18).
The outstanding Bolognese painter of his period,
originally a goldsmith. He entered into a part-
nership with *Costa after the latter came to
Bologna ¢.1483 and modified the harshness of
the Ferrarese manner by a delicate and poetic if
somewhat monotonous elegance. The strongest
influence on his style, however, came from
the Umbrians *Perugino and *Raphael, and
his most characteristic works are sweet, softly
rounded Madonnas, which his large workshop
produced in some numbers. He was also an
accomplished portraitist.

Franciabigio  (Francisco di  Cristofano)
(c.1482-1525). Florentine painter, a minor
master of the High *Renaissance style. He was a
pupil of Mariotto *Albertinelli and collaborated
with *Andrea del Sarto. His best works are gen-
erally considered to be his portraits, particularly
those of young men.

Francis, Sam (1923— ). American painter,
one of the leading second-generation *Abstract
Expressionists. After studying medicine he took
up painting in 1945. He went to Paris in 1950,
attended the Atelier Fernand *Léger and was
friendly with *Riopelle and other *Art Informel
painters, by whom his style was influenced as
well as by the American artists such as Jackson
*Pollock. In 1957 he made a world tour,
including a long stay in Japan, and afterwards
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the thin texture of his paint, his drip and splash
technique, and his asymmetrical balance of
colour against powerful voids, caused critics to
speak of influences from Japanese traditions of
contemplative art. In the mid 1960s his sensitive
feeling for oriental simplicity was enhanced to
bring his work into closer affinity with certain
*Minimalist trends.

Francisque. See MILLET.

Francken. Family of Flemish painters active in
the 16th and 17th cents., mainly in Antwerp.
The individual contributions of the many artists
in the family are often difficult to assess, but
the two most distinguished members were
Frans I (1542—-1616) and his son Frans II (1581—
1642). The father mainly painted religious and
historical compositions. His early works were
frequently life-size; the late ones were small,
usually done on copper, and crowded with
exotic figures and accessories. Frans II frequently
adopted his father’s subjects and style, but his
range was wider. He painted landscapes and
*genre scenes as well as historical pictures, and
was also one of the first artists to use the interior
of a picture gallery as a subject, giving faithful
miniature reproductions of the works in the
collection. His paintings were even smaller and
more crowded than his father’s; they were
also more colourful. Frans II was frequently
employed by his fellow artists in Antwerp to
paint the figures in their landscapes and interiors.
There are numerous examples of the work of
various members of the family in the Musée
Royal in Antwerp.

Frankenthaler, Helen (1928— ). American
painter. Under the influence of Arshile *Gorky
and then Jackson *Pollock she evolved her own
manner of *Abstract Expressionism. She was
particularly interested in exploring new methods
of colour combination and her style c.1950 was
notable for small areas of abstract colour within
a large expanse of naked canvas. Early in the
1950s she began to use thinned paint applied to
unprimed canvas and her work is seen as
transitional between Abstract Expressionism and
*Colour Field painting. Although abstract, her
work often evokes suggestions of landscape and
is noted for its lyrical qualities. She was married
to Robert *Motherwell from 1958 to 1971.

Franqueville (or Francheville, or Fran-
cavilla), Pierre (1548-1615). French sculptor
who went to Italy in 1574 and became the pupil
and then assistant of *Giambologna. Henry IV
(1553—1610) recalled him to France (1601),
where he executed the slave figures (Louvre,
Paris) at the base of Bologna’s equestrian statue
of Henry IV (now destroyed) set up by Marie
de *Médicis on the Pont Neuf, Paris. His style
was a somewhat cold and dry version of his
master’s.
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freestone. Any good-quality, fine-grained
sandstone or *limestone suitable for carving or
masonry.

Fréminet, Martin (1567-1619). French painter,
one of the leaders of the Second School of
*Fontainebleau. On the death of *Dubreuil in
1602 he was recalled by Henry IV (1553—1610)
to Paris from Italy, where he had been working
since the late 1580s, mainly in Rome. The
ceiling for the chapel of the Trinité at Fon-
tainebleau (begun 1608) is the most important
of his few surviving works. Italian *Mannerist
influence, particularly that of Giuseppe *Cesari,
is apparent in the rather strained poses of
the figures, which nevertheless are effectively
integrated with the *stucco decoration.

French, Daniel Chester (1850-1931). Amer-
ican sculptor. He made his name with the
famous statue of The Minute Man (1875) in
Concord, Mass., a monument to commemorate
the rising of the citizens of the town during the
early years of the Revolution (the figure was
ready to fight for his country in a minute).
After this success, French went on to become the
most illustrious sculptor of public monuments of
his day, his best-known work being the seated
marble figure of Abraham Lincoln (dedicated in
1922) on the Lincoln Memorial in Washington.

fresco (Italian: ‘fresh’). A method of wall-
painting in which pure powdered *pigments,
mixed only in water, are applied to a wet,
freshly laid lime-plaster *ground. The colours
penetrate into the surface and become an integral
part of the wall. This technique is also called
buon fresco or fresco buono (true fresco) to
distinguish it from painting on dry plaster,
which is called by analogy fresco *secco or simply
secco. Buon fresco is exceptionally permanent in
dry climates, but if damp penetrates the wall,
the plaster may crumble and the paint with it.
Consequently the art has been practised chiefly
in dry countries, particularly in Italy (though
not in Venice), and seldom in northern Europe.

The technique is of great antiquity. *Minoan
and Greek wall-paintings were probably in
fresco; those at Pompeii certainly are and the
Roman writer *Vitruvius describes a method
much like that in use during the *Renaissance.
Fresco painting is also found outside Europe,
for example in China and India. The Italian
practice was described in detail by *Cennini in
the early 15th cent. The wall was first given a
coating of plaster, prepared from lime and sand
in water. On this rough surface (the *arricciato)
the design was drawn in charcoal; next the
assisting lines and some of the main contours
were incised, and the outlines and shading
indicated with pigment mixed in water; thirdly
the lines of the design were painted in a red
ochre called sinopia, which was the chief red
used in fresco (the other important red, cinabrese,

was a mixture of sinopia and lime white). Until
the introduction of the *cartoon c.1500 the
design was worked out directly on this first
plaster ground or copied from a small sketch.
A layer of finer plaster, called the *intonaco,
was now applied over one section of the rougher
arricciato. This was the actual painting ground
and was made very smooth. Each day just so
much of the design was covered with the
intonaco as could be painted on that day; no
more, because the plaster had to remain wet
during the painting. On this small area of fresh
plaster the design—perhaps a head or a draped
figure—was first drawn with the brush in
verdaccio, a mixture of black, lime white, and
cinabrese. Flesh parts received an undercoating
of terra verde, a green earth pigment. The actual
flesh tint was prepared in three tones by mixing
cinabrese with varying quantities of lime white.
For the drapery, or other parts where modelling
had to be indicated, similar sets of three tones
were prepared, as in the *tempera painting of
the time. Since blending was difficult, the final
effects were produced by *hatching. Finishing
touches were sometimes added after the plaster
was dry (al secco), but this of course had to be
done with egg tempera or *size paint instead
of pure pigment and water. *Vasari called it a
‘vile practice’ and the parts done al secco were
liable to flake off, but many of the greatest
practitioners of the art resorted to it.

The fresco painter thus had to work rapidly,
before his plaster could dry; corrections were
almost impossible, and he needed a sure hand
and purpose. Further he had to work directly
because his preliminary design was covered by
intonaco. The colours available to him were
few—in the 15th and 16th cents. painters be-
lieved that only natural pigments were suitable
for fresco—and apt to become lighter in drying;
depth of tone was unattainable. But these
difficulties and limitations themselves en-
couraged him to design his subject broadly and
treat it boldly, and did much to foster the
purity, strength, and monumentality of Italian
Renaissance painting.

*Giotto was the first really great master of
fresco, and thereafter many of the leading
Italian masters produced works in the medium;
*Masaccio, in the Brancacci Chapel, Florence;
*Piero della Francesca in S. Francesco, Arezzo;
*Raphael in the Stanze at the Vatican; *Michel-
angelo in the Sistine Chapel; *Correggio in his
work at Parma; Annibale *Carracci in the
Farnese Gallery. It became less common in
the 18th cent. and Giambattista *Tiepolo was
the last in the line of great Italian painters who
used it. It was revived in the 19th cent., notably
by German painters such as the *Nazarenes and
*Cornelius, but some notable decorators, such
as *Delacroix and *Puvis de Chavannes, pre-
ferred to use the method of *marouflage. In
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the 20th cent. the greatest exponents of fresco
have been the Mexican muralists *Orozco,
*Rivera, and *Siqueiros.

Freud, Lucian (1922— ). German-born Brit-
ish painter. He was born in Berlin, a grandson
of Sigmund Freud, came to England with his
parents in 1932), and acquired British nationality
in 1939. His earliest love was drawing, and he
began to work full time as an artist after being
invalided out of the Merchant Navy in 1942.
In 1951 his Interior at Paddington (Walker Art
Gal., Liverpool) won a prize at the Festival of
Britain, and since then he has built up a
formidable reputation as one of the most power-
ful contemporary figurative painters. Portraits
and nudes are his specialities, often observed in
arresting close-up. His early work was me-
ticulously painted, so he has sometimes been
described as a *‘Realist’ (or rather absurdly as
a *Superrealist), but the subjectivity and in-
tensity of his work has always set him apart
from the sober tradition characteristic of most
British figurative art since the Second World
War. In his later work (from the late 1950s) his
handling became much broader, bringing to
his flesh painting an extraordinary quality of
palpability.

Freundlich, Otto (1878-1943). German
painter and sculptor. After working as a shop
assistant he studied history of art at Munich and
Florence and began painting in 1905. He went
to Paris in 1909 and became a member of
*Picasso’s circle. After exhibiting with the
*Cubists in Paris, Cologne, and Amsterdam, he
began to do purely abstract painting c.1919,
composing with interlocking swathes of pure
colour. He was a member of *Cercle et Carré
and of the *Abstraction-Création association.
During the 1930s he was classed as a *degenerate
artist in Germany (before it was destroyed by
the Nazis, his sculpture The New Man was
reproduced on the cover of the catalogue of the
infamous exhibition of ‘Degenerate Art’ held
in 1937) and he died in a concentration camp
at Lublin.

Frick, Henry Clay (1849-1919). American
industrialist, art collector, and philanthropist.
He made his fortune in coke and steel operations
and assembled a collection of paintings, sculp-
ture, and decorative art under the guidance of
Roger *Fry and the dealer Joseph *Duveen.
On his death he left his New York mansion
and a large fund to form the Frick Collection,
which was opened to the public in 1935. It is
generally regarded as one of the finest small
museums in the world, with a choice collection
of works from the Middle Ages to the late 19th
cent. *Rembrandt’s Polish Rider and Giovanni
*Bellini’s St Francis are among the celebrated
masterpieces in the collection. Attached to the
Frick Collection is the Frick Art Reference
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library, established in 1920, which has major
collections of books and photographs. In 1970
Frick’s daughter, Helen Clay Frick, established
the Frick Art Museum in Pittsburgh, the city
where her father had made his fortune.

Friedlaender, Walter (1873-1966). German-
born American art historian. He had a dis-
tinguished academic career in Germany and,
as professor at the university of Freibourg,
numbered Erwin *Panofsky among his pupils.
In 1933 he was dismissed by the Nazs and
emigrated to the USA, where he became
professor at New York University and exercised
a great influence on American art historians. His
major publications include Caravaggio Studies
(1955), David to Delacroix (1952), Mannerism and
Anti-Mannerism in Italian Painting (1957), and
monographs on *Poussin in German (1914)
and English (1966). With Anthony *Blunt he
edited a complete catalogue of Poussin’s draw-
ings (s vols., 1939—72).

Friedlinder, Max J. (1867—1958). German art
historian. The successor to Wilhelm von *Bode
as director of the Gemildegalerie in Berlin, he
enriched the collection particularly in his own
field of Early Netherlandish painting. In 1934
he retired to Holland. His magnum opus is Die
altniederlandische Malerei (14 vols., 1924—37). In
a prefatory note to the English edition (Early
Netherlandish Painting, 1967—76) Erwin *Pan-
ofsky described it as ‘one of the few uncontested
masterpieces produced by our discipline’. Fried-
linder covered the same ground in a much
briefer format in Die friihen niederlindischen
Maler von Van Eyck bis Bruegel (1916), translated
as From Van Eyck to Bruegel (1956). His other
books included Essays tiber die Landschaftsmalerei
und andere Bildgattungen (1947), translated as
Landscape, Portrait, Still-Life (1949), and On Art
and Connoisseurship (1942).

Friedrich, Caspar David (1774-1840). The
greatest German *Romantic painter and one of
the most original geniuses in the history of
landscape painting. He was born at Greifswald
on the Baltic coast, and after studying at the
Copenhagen Academy with *Juel and *Ab-
ildgaard from 1794 to 1798, he settled per-
manently in Dresden. There he led a quiet life,
interrupted only by occasional excursions to the
mountains or the coast of Pomerania. Neither
his Classical training nor his friendship with
*Goethe could induce him to visit Italy. The
scientific outlook of his friend J. C. *Dahl was
no less antipathetic to him, and he pursued with
a rare and instinctive single-mindedness his
personal insight into the spiritual significance of
landscape. He was intensely introspective and
often melancholic (although his marriage at the
age of 44 brought him much happiness), and
he relied on deep contemplation to summon up
mentally the images he was to put on canvas.
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‘Close your bodily eye, so that you may see
your picture first with your spiritual eye’, he
wrote, ‘then bring to the light of day that
which you have seen in the darkness so that it
may react on others from the outside inwards.’

Friedrich began as a topographical draughts-
man in pencil and sepia wash and did not take
up oil painting until 1807. One of his first
works in the new medium, The Cross in the
Mountains (Staatliche Kunstsammlungen, Dres-
den, 1808), caused great controversy because it
was painted as an altarpiece, and to use a
landscape in this unprecedented way was con-
sidered sacrilege by some critics. His choice
of subjects often broke new ground and he
discovered aspects of nature so far unseen: an
infinite stretch of sea or mountains, snow-
covered or fog-bound plains seen in the strange
light of sunrise, dusk, or moonlight. He seldom
uses obvious religious imagery, but his land-
scapes convey a sense of haunting spirituality.
Friedrich had a severe stroke in 1835 and
returned to his small sepias. He was virtually
forgotten at the time of his death and his
immediate influence was confined to members
of his circle in Dresden, notably G. F. *Kersting,
who sometimes painted the figures in Friedrich’s
work. It was only at the end of the 19th cent.,
with the rise of *Symbolism, that his greatness
began to be recognized.

Friesz, Othon (1879-1949). French painter.
After studying in his native Le Havre alongside
*Braque and *Dufy, he moved to Paris in 1898.
He met *Matisse and became one of the most
enthusiastic and vigorous painters in this *Fauve
style. In 1908 he abandoned Fauvism and
reverted to a more traditional style, giving
more attention to the structural plan of his
compositions and using simple, uncomplicated
colours. In 1912 he opened his own studio and
taught there until 1914. After serving in the
First World War he settled in Paris in 1919,
but his painting had lost much of its verve
and he held aloof from the newer artistic
movements.

Frink, Dame Elisabeth (1930—93). British
sculptor and graphic artist. She trained under
Bernard *Meadows, through whom she un-
derwent some influence from Henry *Moore,
and she was also influenced for a while by
*Giacometti, some of her early work being
angular and menacing. During the 1960s her
figures—typically horses and riders or male
nudes—became smoother, but she retained a
feeling of the bizarre in the polished goggles
that feature particularly in her over-life-size
heads. She worked mainly in bronze and had
numerous public commissions.

Frith, William Powell (1819-1909). English
painter. He began with illustrative paintings of
classics such as The Vicar of Wakefield, but c.1851
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he turned to contemporary scenes, with which
he had a great commercial success. His crowded,
anecdote-packed pictures of Victorian life,
among them Derby Day (Tate, London, 1858)
and The Railway Station (Royal Holloway and
Bedford New College, Egham, 1862), are
among the most familiar images of their age
and Frith’s pictures were so popular in their
day that they had sometimes to be railed off
from their masses of admirers at the *Royal
Academy. Frith’s Reminiscences (1887) and Fur-
ther Reminiscences (1888) form a useful record
of the conservative academic conception of art
and of contemporary gossip.

Froment, Nicolas (active ¢.1450—.1490).
French painter, born at Uzes in Languedoc and
active in Avignon. Two documented works by
him—both *triptychs—survive: The Raising of
Lazarus (Uffizi, Florence, 1461) and The Burning
Bush (Aix-en-Provence Cathedral, 1476), which
was painted for René of Anjou (1409—80). They
show that with *Charonton he introduced
Netherlandish naturalism to French art. His
figures have strong if sometimes clumsy ex-
pressions and gestures, while his draperies have
a characteristic angularity reminiscent of some
of the works of the Spanish and German
followers of Rogier van der *Weyden.

Fromentin, Eugéne (1820—76). French painter
and writer. As a painter he was a specialist in
oriental themes (he visited North Africa in 1846,
1848, and 1852), which were much admired in
his day but are now known only to specialists.
His reputation now rests on his book Les Maitres
d’autrefois (The Masters of Past Time, 1876), a
study of Dutch and Belgian painting which
includes an analysis of the effect of Dutch
landscapes on French painters such as *Claude
and Théodore *Rousseau. He also wrote a
lyrical novel, Dominique (1862).

Fronte Nuovo Delle Arti (New Art Front).
An association of Italian artists founded in 1946
with the aim of combating the pessimism of
the post-war world and advocating a return to
an art concerned with human values. *Birolli
and *Guttuso were the best-known figures in
the group, which combined artists of very
different styles and ideologies. The split between
Abstractionists and Realists led to the dissolution
of the association in 1948.

Frost, Terry (1915— ). British painter, one of
the leading *St Ives painters. He started painting
in 1943 when a prisoner of war, then studied
under Victor *Pasmore at the Camberwell
School of Art, 1947—-50. His work is abstract
and in the 1950s he created screens of brightly
striped colours; more recently he has used circles
and ovals in high-pitched and saturated colours,
often juxtaposing segments of closely related
colour. Characteristically he draws on and
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transposes direct visual experiences of landscape,
boats in harbour, and the human figure.

frottage (French: ‘rubbing’). A technique of
creating a design by placing a piece of paper
over some rough substance such as grained
wood or sacking and rubbing with a crayon or
pencil until it acquires the surface quality of the
substance beneath. The resulting design is usually
taken as a stimulus to the imagination, the point
of departure for a painting which expresses
imagery of the subconscious. Max *Ernst pion-
eered the technique and it was much used by
other *Surrealists.

frottie. The transparent or semi-opaque brush-
ings in of colour with which some artists begin
their paintings. English painters sometimes refer
to this method of starting a painting as ‘rubbing
in’, since the thin colour is lightly rubbed in
over the *ground. Frotties can sometimes be
seen in the most thinly covered portions of
a painting, particularly backgrounds, and are
clearly visible, for example, in *David’s un-
finished portrait of Madame Récamier (Louvre,
Paris, 1800).

Fry, Roger (1866-1934). English critic and
painter. After taking a degree in natural sciences
at Cambridge he took up painting and then
turned to criticism. He was Curator of Paintings
at the *Metropolitan Museum of Art, New
York, 190610, but in the year he took up
this appointment he ‘discovered’ *Cézanne and
turned his attention away from the Italian Old
Masters, with whom he had established his
scholarly reputation, to become the ardent
champion of modern French painting. He in-
troduced the *Post-Impressionists to Great Brit-
ain by exhibitions which he arranged at the
Grafton Galleries in 1910 and 1912, and from
this time his critical writing was aligned with
the aesthetic attitude which assigns pre-eminent
importance to formal values.

In 1913 he founded the *Omega Workshops
for the production of well-designed objects of
daily use instead of the pretentious and ‘arty’
objects which were then the fashion. He also
supported the *London Group. As an artist,
although he painted some abstracts, most of
his work was carefully naturalistic within the
general style of the * Bloomsbury Group; several
of his portraits of eminent contemporaries (in-
cluding a self-portrait) are in the National
Portrait Gallery, London.

Fry was a brilliant teacher and lecturer and
probably did more than anyone else to awaken
public interest and understanding of modern
art in England. Kenneth *Clark called him
‘incomparably the greatest influence on taste
since *Ruskin’ and said: ‘In so far as taste can
be changed by one man, it was changed by
Roger Fry.” His books include monographs on
*Bellini (1899) Cézanne (1927) and *Matisse
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(1930), an edition of *Reynolds’s Discourses and
several collections of lectures and essays. Fry
also helped to found the Burlington Magazine in
1903 and was later its editor.

Fiihrich, Joseph (1800—76). Austrian painter,
draughtsman, and engraver. He came at first
under the influence of *Diirer, but his style and
outlook were really shaped by his contact with
the *Nazarenes in Rome (1827-9), where he
assisted with frescos in the Villa Massimo.
After being appointed Professor of Historical
Composition at the Vienna Academy he exe-
cuted many paintings and frescos in churches
and public buildings. He also did various biblical
cycles in line engravings which gained him the
nickname of ‘der Theologe mit dem Stifte’ (the
theologian with the pencil).

Fuller, Isaac (c.1606—72). English decorative
and portrait painter. He studied in France with
E. *Perrier then worked in Oxford and London.
Fuller painted altarpieces for Oxford colleges
(that in All Souls was described by the diarist
John Evelyn in 1644 as ‘too full of nakeds for
a chapel’) and did decorative painting for taverns
in London, including mythological scenes for
the Mitre Tavern, Fenchurch Street, but these
works have disappeared. His largest surviving
works are five canvases, each about 3 m. wide,
showing Charles II's escape after the Battle of
Worcester in 1651 (NPG, London). Otherwise,
Fuller is remembered for his highly idiosyncratic
portraits. He was a notorious drunkard and his
self-portraits (NPG, and Bodleian Lib., Oxford)
are painted with a bravura worthy of a larger-
than-life character.

Funk art. Term applied to a type of art that
originated in California around 1960 in which
tatty or sick subjects—often pornographic or
scatological—are treated in a deliberately dis-
tasteful way. The word ‘funky’ originally meant
‘smelly’ and ‘Sick art’ is sometimes used as a
synonym for ‘Funk art’. Edward *Kienholz is
the best-known practitioner of the genre.

Fuseli, Henry (Johann Heinrich Fiissli) (1741—
1825). Swiss-born painter, draughtsman, and
writer on art, active mainly in England, where
he was one of the outstanding figures of the
*Romantic movement. He was the son of a
portrait painter, Johann Caspar Fiissli (1707
82), but he originally trained as a priest; he took
holy orders in 1761, but never practised. In
1765 he came to London at the suggestion of
the British Ambassador in Berlin, who had
been impressed by his drawings. *Reynolds
encouraged him to take up painting, and he
spent the years 17708 in Italy engrossed in the
study of *Michelangelo, whose manifestations
of the *sublime he sought to emulate for the
rest of his life. On his return he exhibited works
of a character at once imaginative and grotesque,
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such as The Nightmare (Detroit Institute of Arts,
1781), the picture that secured his reputation
when it was exhibited at the Royal Academy
in 1782 (there is another version in the Goethe-
museumn, Frankfurt). Literature provided many
of his subjects; he painted several works for
*Boydell’s Shakespeare Gallery, and in 1799 he
followed this example by opening a Milton
Gallery in Pall Mall with an exhibition of
forty-seven of his own paintings. In the same
year he was elected Professor of Painting at the
*Royal Academy, and he became Keeper in
1804.

Fuseli’s aspirations to the sublime tended
towards the horrifying and fantastic. He was a
much respected and influential figure in his
lifetime, but his work was generally neglected
for about a century after his death until the
*Expressionists and *Surrealists saw in him a
kindred spirit. His work can be clumsy and
overblown, but at its best has something of the
imaginative intensity of his friend *Blake, who
described Fuseli as ‘The only man that e’er I
knew |/ who did not make me almost spew’.
Fuseli’s extensive writings on art include Lectures
on Painting (1801) and a translation of *Winck-
elmann’s Reflections on the Painting and Sculpture
of the Greeks (1765).

Futurism. An artistic movement with political
implications founded by the poet *Marinetti in
Milan in 1909. It sought to free Italy from the
oppressive weight of her past, and glorified the
modern world—machinery, speed, violence—
in a series of exuberant manifestos. The painters
Umberto *Boccioni, Carlo *Carri, Luigi *Rus-
solo, Giacomo *Balla, and Gino *Severini
publicly proclaimed their adherence to the
movement in March 1910, following this a
month later with a technical manifesto of
Futurist painting, and Boccioni published a
manifesto of Futurist sculpture in 1912.

A Futurist exhibition at Paris in 1912 was
accompanied by a further manifesto which set
out the theoretical bases of the movement. At the
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time the movement was founded the Futurists
followed the colour techniques of the *Neo-
Impressionists, which Severini and Boccioni had
learnt from Balla. By the time of the exhibition,
however, the Futurists had adopted *Cubist
devices to render movement—one of the prim-
ary concerns of the group. As Marinetti said in
1909, ‘The splendour of the world has been
enriched with a new form of beauty, the beauty
of speed.

As an organized-movement Futurism did not
last much beyond the death of Boccioni in 1916
or the end of the First World War. It had
considerable influence, however, notably in
Russia, where there was a Russian Futurist
movement which included *Larionov, *Gon-
charova, and *Malevich. The *Dadaists owed
something to it, particularly in their noisy
publicity techniques, and in England it had
some influence on *Vorticism and C. R. W.
*Nevinson. In France Marcel *Duchamp and
Robert *Delaunay among others developed in
their own ways the Futurist ideas about the
representation of movement.

Fyt, Jan (1611-61). Flemish painter and etcher,
primarily of still life and hunting pieces. He
was born and mainly active in Antwerp, where
he was a pupil of *Snyders, but in the course
of his successful and prolific career he also
travelled in France, the Netherlands, and Italy.
Like Snyders, Fyt painted in the elaborate style
of large decorative still life associated with
the circle of *Rubens. His most characteristic
paintings depict trophies of the hunt, dead stags,
hares, and birds, all treated with a feeling for
texture and detail akin to the manner of Dutch
still life. In his best work his colouring and
finish are excellent, and however various the
multiplicity of miscellaneous objects he included
in a canvas, he could achieve balance and
refinement in the whole. The rare flower
paintings by Fyt are exceptionally fine and more
attuned, perhaps, to modern taste.
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Gabo, Naum (Naum Neemia Pevsner) (1890—
1977). Russian-born sculptor who became an
American citizen in 1952, the most influential
exponent of *Constructivism. He was the
brother of Antoine *Pevsner, but began using
the name Gabo in 1915. After studying medi-
cine, natural sciences, and engineering in
Munich, he was introduced to avant-garde art
by his brother in Paris in 1913 and 1914,
and in 1915 he began to make geometrical
constructions in Oslo, where he had gone during
the First World War. In 1917 he returned to
Russia with Antoine and in 1920 they issued
their famous Realistic Manifesto, which set forth
the basic principles of European Constructivism.
When it became clear that official policy fa-
voured the regimentation of artistic activity in
the direction of industrial design and socially
useful work (as exemplified by *Tatlin), rather
than the pure abstract art conceived by Gabo,
the latter left Russia for Berlin in 1922 and
spent the next ten years there. In 1932 he moved
to Paris and was active in the *Abstraction-
Création association until 1935, when he went
to England; he remained there until 1946. In
1937 he was co-editor of the Constructivist
review *Circle.

In 1946 Gabo settled in the USA. In the last
three decades of his life he received many
prestigious awards and carried out numerous
public commissions in Europe and America. He
often worked on themes over a long period; his
Torsion Fountain outside St Thomas’s Hospital in
London, for example, was erected in 1975, but
is a development from models he was making
in the 1920s. (Small models are a feature of his
work; there are numerous examples in the Tate
Gallery, which has an outstanding collection of
Gabo material.)

Gabo never trained as an artist but came to
art by way of his studies of engineering and
physical science, and was one of the first artists
to embody in his work modern concepts of the
nature of space. He was one of the earliest to
experiment with *Kinetic sculpture and to make
extensive and serious use of semi-transparent
materials for a type of abstract sculpture which,
with apparent weightlessness, incorporates space
as a positive element rather than displacing or
enclosing it. He was throughout his life an
advocate of Constructivism not merely as an
artistic movement but also as the ideology of a

life-style.

Gabriel, Paul Joseph Constantin (1828
1903). Dutch landscape painter of the *Hague
School. He specialized in views of meadows,
canals, and windmills, but he had an inclination
towards more cheerful colours than are nor-
mally associated with the Hague School: in
1901 he wrote ‘Although I may sometimes seem
rather grumpy, I really love it when the sun
shines on the water; and, quite apart from that,
I think my country is colourful.” *Mondrian
admired the almost geometrical quality of Gab-
riel's compositions and copied his In the Month
of July (Rijksmuseum, Amsterdam).

Gaddi, Taddeo (c.1300—¢.1366). Florentine
painter, the son of a painter and mosaicist
Gaddo Gaddi, also called Gaddo di Zanobi
(c.1250-1327/30?). According to Cennino
*Cennini, Taddeo was *Giotto’s godson and
worked with him for twenty-four years. In
1347 he headed a list of the best living painters
compiled for the purpose of choosing a master
to paint a new high altarpiece for Pistoia
Cathedral. His best-known works were painted
for Sta Croce, Florence: notably the frescos
devoted to the Life of the Virgin in the Baroncelli
Chapel (finished 1338), and the panels illus-
trating the Life of Christ (c.1330), originally
meant for the doors of a sacristy cupboard and
now scattered among museums in Florence
(Accademia), Munich (Alte Pinakothek), and
Berlin (Staatliche Museen). Many other panels
are attributed to him and he must have had a
flourishing workshop. Although transmitting
the tradition of Giotto, his style is less heroic
and more anecdotal; he strove for vividly
picturesque effects and met the popular taste for
pictures full of episode and incidental detail.

His son Agnolo (active 1369—96) continued
the Giotto tradition but modified it still further
in the direction of decorative elegance. He is
particularly notable for his cool pale colours,
which influenced the refined late *Gothic art
of artists of the next generation such as *Lorenzo
Monaco. Agnolo’s works include frescos on
The Story of the Cross in the chancel of Sta
Croce (after 1374) and on The Story of the Virgin
and her Girdle in the Chapel of the Holy
Girdle in Prato Cathedral (1392—5). Many panel
paintings also are attributed to him.

gadroon. Type of ornament consisting of a
border of repeated slanting curves, like the coils

of a rope.
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Gainsborough, Thomas (1727-88). English
painter of portraits, landscapes, and *fancy
pictures, born at Sudbury, Suffolk, one of the
most individual geniuses in British art. He went
to London in about 1740 and probably studied
with the French engraver *Gravelot, returning
to Sudbury in 1748. In 1752 he set up as a
portrait painter at Ipswich. His work at this
time consisted mainly of heads and half-lengths,
but he also painted some small portrait groups
in landscape settings which are the most lyrical
of all English *conversation pieces (Heneage
Lloyd and his Sister, Fitzwilliam, Cambridge).
His patrons were the merchants of the town
and the neighbouring squires, but when in 1759
he moved to Bath his new sitters were members
of Society, and he developed a free and elegant
mode of painting seen at its most characteristic
in full-length portraits (Mary, Countess Howe,
Kenwood House, London, ¢.1763—4). From
Bath he sent pictures to the exhibitions of the
*Society of Artists in London, and in 1768 he
was elected a foundation member of the *Royal
Academy. In 1774 he moved permanently to
London, where he further developed the per-
sonal style he had evolved at Bath, working
with light and rapid brush-strokes and delicate
and evanescent colours. He became a favourite
painter of the Royal Family, even though his
rival *Reynolds was appointed King’s Principal
Painter. Gainsborough sometimes said that
while portraiture was his profession landscape
painting was his pleasure, and he continued to
paint landscapes long after he had left a country
neighbourhood, often making imaginative com-
positions from studio arrangements of glass,
twigs, and pebbles. He produced many land-
scape drawings, some in pencil, some in charcoal
and chalk, and he occasionally made drawings
which he varnished. He also, in later years,
painted fancy pictures of pastoral subjects (Peas-
ant Girl Gathering Sticks, Manchester City Art
Gal., 1782).

Gainsborough’s style had diverse sources. His
carly works show the influence of French
engraving and of Dutch landscape painting; at
Bath his change of portrait style owed much
to a close study of van *Dyck (his admiration
is most clear in The Blue Boy, Huntingdon Art
Gal.,, San Maring, 1770); and in his later
landscapes (The Watering Place, NG, London,
1777) he is sometimes influenced by *Rubens.
But he was an independent and original genius,
able to assimilate to his own ends what he learnt
from others, and he relied always mainly on
his own resources. Even when he set out to
paint the conventional portrait as a pot-boiler
his delight in painting and his individuality won
through. With the exception of his nephew
Gainsborough *Dupont, he had no assistants
and unlike most of his contemporaries he never
employed a drapery painter. He was in many
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ways the antithesis of Reynolds. Whereas Rey-
nolds was sober-minded and the complete pro-
fessional, Gainsborough (even though his output
was prodigious) was much more easy-going
and often overdue with his commissions, writ-
ing that ‘painting and punctuality mix like oil
and vinegar’. Although he was an entertaining
letter-writer, Gainsborough, unlike Reynolds,
had no interest in literary or historical themes,
his great passion outside painting being music
(his friend William Jackson the composer wrote
that he ‘avoided the company of literary men,
who were his aversion . . . he detested reading’).
Gainsborough and Reynolds had great mutual
respect, however; Gainsborough asked for Rey-
nolds to visit him on his deathbed, and Reynolds
paid posthumous tribute to his rival in his
Fourteenth Discourse. Recognizing the fluid bril-
liance of his brushwork, Reynolds praised ‘his
manner of forming all the parts of a picture
together’, and wrote of ‘all those odd scratches
and marks’ that ‘by a kind of magic, at a certain
distance . . . seem to drop into their proper
places’.

Gallego, Fernando (c.1440—after 1507). Span-
ish painter. He worked mainly in Salamanca,
where *Palomino says he was born, and was the
major Castilian painter of his period. Gallego’s
sober, impassive style has affinities with that of
Dirk *Bouts, and it has been suggested that he
visited the Netherlands early in his career. His
works include a *retable (c.1475-80) of San
Idelfonso in the cathedral of Zamora, a *triptych
of The Virgin, St Andrew and St Christopher in the
new cathedral of Salamanca, and ceiling frescos
on astrological subjects (much repainted) in the
Old Library in the University of Salamanca.
Gallego had considerable influence in Castile.
One of his followers, Francisco Gallego,
was presumably a relative; in 1500 he was paid
for a Martyrdom of St Catherine in the old
cathedral of Salamanca.

Gallen-Kallela, Akseli (1865—-1931). Finnish
painter, graphic artist, and designer. After study-
ing in Helsinki he worked in Paris under
*Bouguercau and *Bastien-Lepage, 1884-90,
and he later exhibited in Berlin with *Munch.
His style developed through French *Sym-
bolism and *Art Nouveau to a distinctive
stylized and expressive manner. He is chiefly
known for his romantic paintings illustrating
the Finnish national epic Kalevala. He also
painted a number of murals for public buildings
(including the Finnish National Museum, 1928)
and his designs for stained glass, fabrics, and
jewellery gave an important stimulus to the
development of Finnish crafts. In all its rami-
fications his work manifested strong leanings
towards Finnish folklore and he is regarded not
only as his country’s outstanding artist, but also
as the chief figure in the creation of a national



193

art. His former house in Helsinki is now a
Gallen-Kallela museum.

gallery varnish. Preparation used in the early
days of the *National Gallery, London, when
pictures were exhibited without glass, to protect
them from the noxious effects of the atmosphere.
It was a mixture of *mastic in turpentine with
boiled *linseed oil. The varnish at first imparted
a warm golden glow which was thought ap-
propriate to the Old Masters, but it soon
darkened disastrously and became almost
opaque. Gallery varnish was roundly con-
demned by the Select Committee which re-
ported on the National Gallery in 1853, but all
the pictures which had been treated with it—
among them masterpieces such as van *Eyck’s
Arnolfini and his Wife—remained sealed in their
dark-brown coating until the 1940s, when means
were found of removing it.

Galli-Bibiena. See BIBIENA.

Garamond, Claude (d. 1561). The most cel-
ebrated of French letter cutters for type-
founding. There is a tradition that he was taught
by Geoffroy *Tory and he admired the work
of Aldus Manutius (see ALDINE PRESS), re-
producing it in a somewhat lighter and more
gracious form. His roman and italic types were
innovatory in being designed specifically as
metal types rather than as imitations of hand-
writing, and his clear and elegant roman forms
were a major factor in establishing this type of
lettering as standard in place of black letter or
gothic. His beautiful Greek types, on the
other hand, commissioned by the French king
Francis I and cut between 1541 and 1549,
rendered the copying hand of the king’s Cretan
scribe Angelos Vergetios.

gargoyle. A spout in the form of a *grotesque
figure, animal or human being, projecting from
a cornice or parapet and allowing the water
from the roof gutters to escape clear of the
walls. Many examples on *Gothic cathedrals
and churches throughout Europe bear witness
to the lively imagination and spirited fantasies
of medieval craftsmen. In the 14th and 15th
cents. sculptures similar to gargoyles but not
serving their function were used to decorate
walls, and with the introduction of lead drain-
pipes in the 16th cent. gargoyles were no longer
needed.

Garofalo (Benvenuto Tisi) (14817—1559). Ital-
ian painter, active mainly in Ferrara. *Vasari
says that he twice visited Rome, and his work—
accomplished but derivative and repetitious—
was heavily influenced by *Raphael. He was
the first to paint in such a manner in Ferrara
and was influential in spreading the High
*Renaissance style. His output was large and
there are many examples in Ferrarese churches

GAUGUIN

and, for example, in the National Gallery,
London. In 1550 he went blind.

Gaudier-Brzeska, Henri (Henri Gaudier)
(1891-1915). French sculptor and draughtsman.
In 1910 he started to work as a sculptor in Paris
and met the Polish-born Sophie Brzeska, with
whom he lived from that time, both of them
adopting the hyphenated name. In 1911 they
went to London, which Gaudier had visited
briefly in 1906 and 1908, and lived for a while
in extreme poverty. He became a friend of
Wyndham *Lewis, Ezra Pound (1885-1972),
and other leading literary and artistic figures, and
his work was shown in avant-garde exhibitions,
such as the *Vorticist exhibition of 1915. In
1914 he enlisted in the French army and was
killed in action the following year, aged 23.

Gaudier developed with astonishing rapidity
from a modelling style based upon *Rodin
towards a highly personal manner of carving
in which shapes are radically simplified in a
manner recalling *Brancusi (Red Stone Dancer,
Tate, London, 1913). In England, only *Epstein
was producing sculpture as stylistically advanced
as Gaudier-Brzeska at this time. In his lifetime
his work was appreciated by only a small circle,
but since his death he has become widely
recognized as one of the outstanding sculptors
of his generation and has acquired something
of a legendary status as an unfulfilled genius. In
addition to his sculptures he left behind some
splendid animal drawings.

Gauguin, Paul (1848-1903). French *Post-
Impressionist painter, sculptor, and printmaker,
born in Paris of a journalist from Orleans
and a Peruvian Creole mother. He spent his
childhood in Lima, joined the merchant marine
in 1865, and from 1872 worked successfully as
a stockbroker. In the early 1870s he became a
spare-time artist and in 1874 he met *Pissarro
and saw the First *Impressionist Exhibition.
At about the same time he began to make
a collection of Impressionist pictures. He had a
landscape accepted by the *Salon in 1876 and
his work was shown in the Fifth to Eighth (and
last) Impressionist Exhibitions. In 1883 he gave
up his employment to become a full-time artist.
During the next few years he was unsuccessful
in marketing his pictures and sold his collection
to support himself and his family. After the last
Impressionist Exhibition in 1886 he moved to
Brittany, abandoning his family, and until 1890
he spent much of his time at *Pont-Aven,
where he became the pivot of a group of
artists who were attracted by his picturesque
personality and new ideas in aesthetics. The
most important work he produced there was
The Vision After the Sermon, also known as Jacob
Wrestling with the Angel (NG, Edinburgh, 1888),
in which he broke away completely from the
Impressionist style, using areas of pure, flat
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colour for expressive and symbolic purposes. In
1887-8 he went to Panama and Martinique,
and in 1888 he spent a short time at Arles with
van *Gogh, a visit which ended in a disastrous
quarrel as van Gogh suffered one of his first
attacks of madness.

Gauguin had had a taste for colourful, exotic
places since his childhood in Peru and in 1891
he left France for Tahiti. In the book Noa Noa,
which he wrote about his life there, he said: ‘I
have escaped everything that is artificial and
conventional. Here [ enter into Truth, become
one with nature. After the disease of civilization
life in this new world is a return to health.’
His theory and practice of art reflected these
attitudes. He was one of the first to find visual
inspiration in the arts of ancient or primitive
peoples, and reacted vigorously against the
naturalism of the Impressionists and the scientific
preoccupations of the *Neo-Impressionists. As
well as using colour unnaturalistically for its
decorative or emotional effect he reintroduced
emphatic outlines forming rhythmic patterns
suggestive of Japanese colour prints (see UKIYO-E)
or the technique of stained glass. He described
his method ¢.1887 as ‘Synthetist-Symbolic’,
using the term ‘symbolic’ in the sense then
current to indicate that the forms and patterns
in his pictures were meant to suggest mental
images or ideas and not simply to record visual
experience. By *‘Synthetist’ he seems to have
meant that the forms of his pictures were
constructed from such symbolic patterns of
colour and linear rhythms, built up from ex-
pressive distortions, and not either empirical or
scientific reproductions of what is seen by the
eye. Gauguin also did woodcuts in which the
black and white areas formed rhythmical, almost
abstract, patterns and the tool marks were
incorporated as integral parts of the design. He
claimed to have revived the art of the woodcut,
which had declined since it had had to compete
with engraving in the 16th cent. His other work
included carving and pottery.

In Tahiti Gauguin endeavoured to ‘go native’
and despite the constant pressure of poverty he
painted his finest pictures there. His painting
became more profound, the colours more res-
onant, and the drawing more grandly simplified.
In 1893, however, poverty and ill-health forced
him to return to France, but he had a financial
windfall when an uncle died and he was back
in Tahiti in 1895. At the end of 1897 he painted
his largest and most famous picture, the allegory
of life, Where Do We Come From? What Are
We? Where Are We Going To? (Mus. of
Fine Arts, Boston) before attempting suicide
(although he had deserted his family he had
been devastated that year by the news of the
death of his favourite daughter). In September
1901 he settled at Dominica in the Marquesas
Islands, where he died two years later. Until
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his death he worked continuously in the face
of poverty, illness (he had syphilis), and lack of
recognition. During his time in the South Seas
he was often unable to obtain proper materials
and was forced to spread his colours thinly on
coarse sacking, but from these limitations he
forged a style of rough vigour wholly ap-
propriate to the boldness of his vision.

At the time of his death few would have
agreed with Gauguin’s self-assessment: ‘I am
a great artist and- I know it. It is because
I am that I have endured such suffering.” His
reputation was firmly established, however,
when 227 of his works were shown at the
*Salon d’Automne in Paris in 1906, and his
influence has been enormous. The *Nabis were
formed under his inspiration, he was a leading
figure of the *Symbolist movement and one
of the sources for *Fauvism. Later, he has been
one of the major influences on the general
non-naturalistic trend of 2oth-cent. art. Because
of the romantic appeal of his life and personality,
particularly his willingness to sacrifice every-
thing for his art, Gauguin has been with van
Gogh the most common subject for popular
and fictional biography, including the novel
The Moon and Sixpence (1919) by Somerset
Maugham, and the opera (1957) of the same
title by John L. Gardner.

Gaulli, Giovanni Battista. See BAcICCIO.
Gauvreau, Pierre. See AUTOMASTISTES, LES.

Gavarni (pseudonym of Sulpice-Guillaume
Chevalier) (1804—66). French *caricaturist. He
is best known for his humorous drawings of
social manners, but from the time of his visit
to England (1847-51), where he studied the
life of the poor in London and graphically
contrasted it with that of the rich (Gavarni in
London, 1849), the benign irony of the earlier
works gave way to a more trenchant satire with
political implications. He lacked the genius of
*Daumier as an artist, but as a satirist of French
bourgeois life he has few equals. His work was
admired and collected by many writers and
artists, among them *Degas.

Geertgen tot Sint Jans (c.1460—.1490).
Netherlandish painter, born in Leiden but active
in Haarlem. Almost nothing is known of his
career, but van *Mander says that he was a
pupil of *Ouwater and died when he was 28.
His name means ‘Little Gerard of the Brethren
of St John’, after the Order in Haarlem of
which he was a lay-brother. For the monastery
church of the Brethren he painted his only
documented work, a *triptych of The Cruci-
fixion, of which two large panels (originally
two sides of a wing) survive in the Kunst-
historisches Museum in Vienna: the Lamentation
of Christ and the Burning of the Bones of St John
the Baptist. Certain features of these paintings—
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particularly the slender, doll-like figures with
smooth, rather egg-like heads—are highly dis-
tinctive, and a small euvre of about fifteen
paintings has been attributed to Geertgen on
stylistic grounds. Unlike the Vienna panels,
most of the other pictures given to him are
fairly small. They include such remarkably
beautiful works as The Nativity (NG, London),
a radiant nocturnal scene, and St John the Baptist
in the Wilderness (Staatliche Museen, Berlin),
which shows an exquisite feeling for nature.
The vein of tender melancholy that pervades
Geertgen’s work, the beguilingly innocent
charm of his figures, and his sensitivity to light
are perhaps the salient qualities that make him
one of the most irresistibly attractive artists of
the Early Netherlandish school.

Gelder, Aert de (1645-1727). Dutch painter,
active mainly in his native Dordrecht. After
studying there with *Hoogstraten, he became
one of *Rembrandt’s last pupils in Amsterdam.
He was not only one of the most talented of
Rembrandt’s pupils, but also one of his most
devoted followers, for he was the only Dutch
artist to continue working in his style into the
18th cent. His religious paintings, in particular,
with their imaginative boldness and preference
for oriental types, are very much in the master’s
spirit, although de Gelder often used colours—
such as lilac and lemon yellow—that were
untypical of Rembrandt, and his palette was in
general lighter. One of his best-known works,
Jacob’s Dream (Dulwich College Picture Gal.,
London), was long attributed to Rembrandt.

Generali¢, Ivan (1914— ). Yugoslav *naive
painter, the outstanding figure of the school of
peasant painters associated with his native village
of Hlebine in Croatia. His repertory is extremely
catholic, his favourite themes being scenes from
village life, celebrations, festivals, etc., land-
scapes, still lifes in a landscape, figures, and
portraits. Some of his pictures are quiet and
almost idyllic depictions of peasant activities,
but in others there is an element of grotesque
fantasy reminiscent of * Bruegel or Hieronymus
*Bosch, while still others have a *Surrealist
air of the unexpected. Generali¢ has all the
identifying marks of a genuine naive painter
and despite his occasional contacts with or-
thodox and historic art, has always remained
so. Of peasant stock, he continued to live the
life of a peasant even after the ‘painting village’
of Hlebine was attracting visitors from all over
the world, and after he himself had won a
world-wide reputation as one of the greatest of
naive painters he continued to paint only in his
spare time.

genre. Term in art history and criticism for
paintings depicting scenes from daily life. It
may be applied to appropriate art of any place
or period, but most commonly suggests the

GENTILESCHI

type of domestic subject-matter favoured by
Dutch r7th-cent. artists. In a broader sense, the
term is used to mean a particular branch or
category of art; landscape, portraiture, and still
life, for example, are all genres of painting, and
the essay and the short story are genres of
literature.

Gentile da Fabriano (c.1370-1427). Italian
painter named after his birthplace, Fabriano
in the Marches. He carried out important
commissions in several major Italian art centres
and was recognized as one of the foremost
artists of his day, but most of the work on
which his great contemporary reputation was
based has been destroyed. It included frescos in
the Doges’ Palace in Venice (1408) and for St
John Lateran in Rome (1427). In between he
worked in Florence, Siena, and Orvieto. His
major surviving work is the celebrated altarpiece
of the Adoration of the Magi (Ufhzi, Florence,
1423), painted for the church of Sta Trinita in
Florence, which places him alongside *Ghiberti
as the greatest exponent of the *International
Gothic style in Italy. It is remarkable not only
for its exquisite decorative beauty but also
for the naturalistic treatment of light in the
*predella, where there is a night scene with three
different light sources. Gentile had widespread
influence (much more so initially than his
great contemporary *Masaccio), notably on
*Pisanello, his assistant in Venice, Jacopo *Bel-
lini, who worked with him in Florence, and
Fra *Angelico, who was his greatest heir.

Gentileschi, Orazio (properly Orazio Lomi)
(1563—1639). ltalian painter. He was born in
Pisa, but in about 1576 he settled in Rome.
After working in a *Mannerist style he became
one of the closest and most gifted of *Cara-
vaggio’s followers. He was one of the few
*Caravaggisti who was a friend of the master,
and in 1603 he and Caravaggio and two
other artists were sued for libel by Giovanni
*Baglione. Gentileschi’s work does not have
the power and uncompromising naturalism of
Caravaggio, tending rather towards the lyrical
and refined. His graceful figures are stately and
clearly disposed, with sharp-edged drapery—
qualities recalling his Tuscan heritage. In 1621
he moved to Genoa, where he stayed until 1623;
while there he painted an Annunciation (Galleria
Sabauda, Turin) that is often considered his
masterpiece. After working for Marie de *Mé-
dicis in Paris, he settled in England in 1626 and
became court painter to Charles I (1600—49).
He was held in great esteem in England and
remained until his death. His travels were a
factor in spreading the Caravaggesque manner,
but by the end of his career he had long
abandoned heavy *chiaroscuro in favour of
light colours. His major works in England were
a series of ceiling paintings commissioned by
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Charles I for the Queen’s House at Greenwich,
now in Marlborough House, London (probably
after 1635).

His daughter Artemisia Gentileschi (1593—
1652/3) was one of the greatest of Ca-
ravaggesque painters and a formidable per-
sonality. She was precociously gifted, built up
a European reputation, and lived a life of
independence rare for a woman of the time.
Born in Rome, she worked mainly there and
in Florence until she settled in Naples in 1630
(she also visited her father in England in 1638—
40). Artemisia’s powerful style—totally different
to that of her father—is seen at its most
characteristic in paintings of Judith and Holo-
fernes, a subject she made her own (one of the
finest examples is in the Uffizi, Florence). Her
predilection for the bloodthirsty theme has been
related to events in her own life. At the age of
19 she was allegedly raped by Agostino *Tassi
(who was eventually acquitted of the charge)
and was tortured during the legal proceedings;
thus the fierce intensity with which she depicted
a woman decapitating a man has been seen as
pictorial ‘revenge’ for her sufferings.

Geometric art. Term applied to Greek art in
the gth and 8th cents. Bc, named after the
decoration associated with the pottery of the
period. Geometric vases are characteristically
divided into painted horizontal bands filled
with various forms of geometric ornament,
developing into stylized human and animal
forms.

Georgian. A general descriptive term loosely
applied to various styles in English architecture,
decoration, furniture, silver, etc., from the
accession of George 1 (1714) to the death of
George IV (1830). The term ‘Early Georgian’
is used of the period from c¢.1714 to the 1730s.
‘Middle Georgian’ (covering the 1740s and
1750s) and ‘Late Georgian’ (from the 1760s to
¢.1830) are infrequently used, the movements
in style and taste during these years being
separately designated (*Rococo, *Greek taste,
*Neoclassical, *Gothic Revival, *Etruscan taste,
etc). The latter part of ‘Late Georgian’ is known
as *Regency. Stylistically the period had little
uniformity. So far as overall characterization is
possible, its salient features were respect for
sound craftsmanship, and a predilection for a
Classical system of design and proportion flex-
ible enough to accommodate phases as different
as *chinoiserie and Pompeian. Today the term
‘Georgian’ is also current as a trade description
to designate objects manufactured in a vaguely
18th-cent. manner without reference to a date.

Gérard, Frangois (1770—1837). French painter,
born in Rome, a favourite pupil of J.-L. *David.
In the *Salon of 1796 he won acclaim with his
portrait of Jean-Baptiste Isabey and his Daughter
(Louvre, Paris) and became the most sought
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after court and society portraitist of his day.
He successfully negotiated the various political
changes of the day and was made a Baron and
a member of the Legion of Honour. In addition
to portraits Gérard painted historical and mytho-
logical works. His style derived from David,
but was much less taut and heroic, tending at
times towards a rather mannered gracefulness.

Gere, Charles. See ASHENDENE PRESS.

Gerhaert van Leyden, Nicolaus (active 1462—
73). The most powerful and original Nether-
landish sculptor of the second half of the 15th
cent. He is known to have worked in Stras-
burg, Trier, and Vienna, and several signed or
documented works survive, in both stone and
wood, but the details of his life are obscure.
His work 1is extraordinarily vivid and un-
conventional, capturing an intense feeling of
inner life, as in the celebrated bust of 2 man in
Strasburg (Musée de I'Euvre, Notre-Dame),
which is usually considered to be a self-portrait.
The voluminous style of his draperies and his
boldness of approach suggest that he was trained
in a Burgundian workshop where Claus
*Sluter’s style was still predominant, although
his name indicates that he was born in the
northern Netherlands. His work had con-
siderable influence, particularly in Germany.

Géricault, Théodore (1791-1824). French
painter, one of the prime movers and most
original figures of *Romanticism. He studied
in Paris with Carle *Vernet and Pierre *Guérin,
but was influenced more by making copies of
the Old Masters at the *Louvre, developing in
particular a passion for *Rubens. In 1816-17 he
was in Italy and there became an enthusiastic
admirer of *Michelangelo and the *Baroque.
On his return to Paris he exhibited the picture
for which he is most famous, The Raft of the
Medusa (Louvre, Paris, 1819), which, although
it was awarded a medal at the *Salon, was to
create a furore both on account of its realistic
treatment of the macabre and because of its
political implications (it depicts the ordeal of
the survivors of the shipwreck of the Medusa
in 1816, a disaster ascribed by some to govern-
ment incompetence). The picture, which was
remarkably original in treating a contemporary
event with epic grandeur, also had a succés de
scandale in England, where Géricault spent the
years 1820—2. He painted jockeys and horse
races (Derby at Epsom, Louvre, 1821) and was
one of the first to introduce English painting to
the notice of French artists (he was particularly
enthusiastic about *Constable and *Bonington).

Géricault was a passionate horseman and his
death at the age of 33 was brought on by a riding
accident. In his temperament and life-style as
well as his work he ranks (like Byron, for
example) as an archetypal Romantic artist. His
tempestuous career lasted little more than a
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decade and in that time he displayed a meteoric
and many-sided genius which never matured
into a unified or settled bent. His fine disregard
for the orthodox doctrine of conventional types,
his love of stirring action, his sense of swirling
movement, his energetic handling of paint, and
his taste for the macabre were all to become
features of Romanticism. He was, at the same
time, virile and inspiring in his realism: he made
studies from corpses and severed limbs for The
Raft of the Medusa and painted an extraordinary
series of portraits of mental patients in the clinic
of his friend Dr Georget, one of the pioneers
of humane treatment for the insane (A Klepto-
maniac, Musée des Beaux-Arts, Ghent, c.1822—
3). His work had enormous influence, most
notably on *Delacroix.

Germ, The. The literary organ, in prose and
verse, of the *Pre-Raphaelite Brotherhood.
Only four issues appeared, the first in January
1850 and the last in April of the same year. The
first two were sub-titled Thoughts towards Nature
in Poetry, Literature and Art, and in the last two
the title was changed to Art and Poetry, being
Thoughts towards Nature. Dante Gabriel *Rossetti
was one of the main contributors (his poem
‘The Blessed Damozel’ appeared in it) and his
brother William Michael Rossetti (1839—1919)
was the editor. A facsimile edition with an
explanatory preface by W. M. Rossetti was
published in 1901.

Géréme, Jean-Léon (1824—1904). French
painter and sculptor. He was a pupil of Paul
*Delaroche and inherited his highly finished
academic style. His best-known works are his
oriental scenes, the fruit of several visits to
Egypt; two typical examples are in the Wallace
Collection. They won Gérome great popularity
and he had considerable influence as an upholder
of academic tradition and enemy of progressive
trends in art; he opposed, for example, the
acceptance by the state of the *Caillebotte
bequest of *Impressionist pictures.

Gerstl, Richard (1883-1908). Austrian painter.
His early painting was in the style of the Vienna
*Sezession, influenced particularly by the dec-
orative linearism of *Klimt. By 1905, however,
he had advanced towards a personal style of
*Expressionism, his finest works being portraits,
including two groups of the family of the
composer Arnold Schoenberg (1874-1951), re-
markable for their psychological insight. He
was a tormented character, and after running
off with Schoenberg’s wife he committed
suicide. His work, which anticipates that of
such painterly Expressionists as *Kokoschka,
remained little known until the 1930s.

Gertler, Mark (1891-1939). English painter.
Born of poor Polish—Jewish parents, he spoke
only Yiddish up to the age of 8. He was a
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member of the *New English Art Club (1912~
14) and became a member of the *London
Group in 1915. Gertler was influenced by certain
*Post-Impressionist trends, but worked in an
individual manner that, particularly in his later
paintings, has strong elements of *folk art. His
preferred subjects included still lifes and nudes,
such as the carthy and voluptuous The Queen
of Sheba (1922) in the Tate Gallery. The Tate
also has his only piece of sculpture, Acrobats
(1917). In fragile health and suffering from the
fits of depression that had afflicted him since
childhood, he committed suicide after an ex-
hibition of his work proved unsuccessful.

Gessner, Salomon (1730-88). Swiss painter,
etcher, and poet. He illustrated an edition of
his own Idylls (1772) with charming *Rococo
vignettes and painted small landscapes in a
similar vein. His Brief Uber die Landschaftsmalerei
(Zurich, 1787; English edition 1798) is an
account of his own studies in which he advocates
that love of nature and imitation of the great
masters, in particular of *Claude Lorraine, are
the best training for the landscape painter who
wishes to express true feeling.

gesso. Brilliant white preparation of chalky
pigment mixed with glue, used during the
Middle Ages and the Renaissance as a *ground
to prepare a panel or canvas for painting or
gilding. In preparing a ground the gesso was
applied in several layers. According to *Cennini
the underlayers were of relatively coarse and
heavy gesso, which he called gesso grosso; over
this was laid a coat of gesso sottile, fine and
smooth to paint on and brilliantly white. The
gesso could also take the impress of the tools
used in the decorative gilding which often
adorned a panel painting. When applied to
frames and furniture it could be painted and
gilded in the same way, and was often modelled
(gesso rilievo).

In the 20th cent. the term ‘gesso’ came to be
used loosely for any white substance that can
be mixed with water to make a ground; in
reference to sculpture it often means *plaster of
Paris.

Gestel, Leo (Leendert) (1881-1941). Dutch
painter. He was in Paris in 1904 and 1910-11 and
was one of the first Dutch artists to experi-
ment with *Cubism and *Expressionism. From
this basis he elaborated a decorative and lyrical
manner for colourful landscapes, nudes, and still
lifes. He also made lithographs.

Gestural painting. A term near synonymous
with *Action painting, but used more broadly
and not envisaging a specific school of American
painting. It carries an implication not only that
a picture is the record of the artist’s actions in
the process of painting it, but that the recorded
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actions express the artist’s emotions and per-
sonality, just as in other walks of life gestures
express a person’s feelings. The name ‘gestural’
is applied particularly to painting in which the
visible sweep and manner of applying pigment
has been deliberately emphasized. It has some-
times been used as a synonym for *Art Informel
or *Tachisme.

Getty, J. Paul (1892—-1976). American oil
magnate and art collector. Reputedly the richest
man in the world, he amassed a large collection
of works of art, his main areas of interest being,
as he wrote in his book The Joys of Collecting
(1966), ‘Greek and Roman marbles and bronzes;
Renaissance paintings; sixteenth-century Persian
carpets; Savonnerie carpets and eighteenth-
century French furniture and tapestries’. The
J. Paul Getty Museum in Malibu, California,
was opened in 1954, and in 1974 a new museum,
housed in a re-creation of a Roman villa, was
opened nearby. One of the archetypes of the
eccentric, parsimonious millionaire, Getty lived
in England from the 1950s and never saw his
museum. On his death it became the most
richly endowed museum in the world, and has
become famous for its spectacular purchases (see
LYstPPUS), which have aroused fears that it would
monopolize the world market for masterpieces.

The J. Paul Getty Trust, founded in 1953 ‘for
the diffusion of artistic and general knowledge’,
administers various bodies, including the Getty
Center for the History of Art and the Hu-
manities (founded 1983) in Santa Monica, Ca-
lifornia (a centre for advanced research with a
large library of photographs and books), and a
Grant Program, which assists, for example, with
the publication of scholarly works. J. Paul
Getty Jr. (1932— ), one of Getty’s five sons
by his five wives, lives in England and has been
a princely benefactor to British art institutions;
most notably he gave /50,000,000 to the
National Gallery, London, in 1985.

Gheeraerts, Marcus the Younger (1562—
1636). Flemish-born portrait painter, who
settled in England in 1568 with his father
Marcus the Elder (c.1530—c.1590), an engraver
and painter. Marcus the Younger was probably
the leading society portraitist in London at the
peak of his career (his popularity declined after
about 1615), but it is not easy to disentangle
his work from that of some of his con-
temporaries. He was related by marriage to the
de *Critz and *Oliver families, and may well
have collaborated with his relatives. The best-
known work attributed to him is the splendid
full-length portrait of Elizabeth I known as the
‘Ditchley’ portrait (NPG, London, c.1592), in
which the queen is shown standing on a map
of England.

Gheyn, Jacob de II (1565-1629). Dutch
draughtsman, engraver, and painter. He was

born at Antwerp and was probably a pupil of
his father Jacob de Gheyn I (c.1530-82), a
glass painter and *miniaturist. From c.1585 to
1590 he studied with Hendrick *Goltzius.
He worked for the Court of Orange at The
Hague, and designed the grotto (the earliest
in the Netherlands) and other ornamentation
of Buitenhof, the garden of Prince Maurice
(1567—1625). His drawings and engravings are
of greater importance than his paintings, for
in their spontaneify and informality they are
outstanding documents of the period of transi-
tion from *Mannerism to *naturalism in Dutch
art. His son Jacob de Gheyn III (c.1596-1641)
was also an engraver, specializing in mytho-
logical subjects.

Ghezzi, Pier Leone. See CARICATURE.

Ghiberti, Lorenzo (1378-1455). Florentine
sculptor, goldsmith, and designer. He came
to prominence in 1401 when he competed
successfully (defeating *Brunelleschi, Jacopo
della *Quercia, and others) for a commission,
offered by the merchant guild, to make a pair
of gilded bronze doors for the Baptistery of
Florence. His competition *relief of The Sacrifice
of Isaac 1s in the Bargello, Florence. Work on
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