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the Counter-Reformation

he intellectual and political forces set in motion by the
Renaissance and Reformation of the fifteenth and sixteenth
centuries intensified in the seventeenth century. Religious wars
continued, although gradually the Protestant forces gained con
trol in the north, where Spain recognized the independence of
the Dutch Republic in 1648. In Rome an energized papacy, aided
by the new Jesuit Order, maintained the primacy of Catholi
cism in southern Europe, the Holy Roman Empire, and France
(MAP 14-1). As rulers’ economic strength began to slip away,
artists found patrons in the Church and the secular state, as well
as in the newly confident and prosperous urban middle class.
What evolved was a style that art historians have called “the
Baroque.” The label may be related to the Italian word barocco, a
jeweler’s term for an irregularly shaped pearl—something beau-
tiful, fascinating, and strange.
Baroque art deliberately evokes intense emotional
responses from viewers. Dramatically lit, theatrical compo-
sitions often combine several media within a single work as
artists foreground their technical virtuosity. But the seven-
teenth century also saw its own version of Classicism, a more
moving and dramatic variant of Renaissance ideals and princi-
ples featuring idealization based on observation of the material
world; balanced (though often asymmetrical) compositions;
diagonal movement in space; rich, harmonious colors; and
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the inclusion of visual references to ancient ( ireece ang Rmm.
Many seventeenth-century artists sought lifelike depictio,
of their world in portraiture, genre puintings (scenes "'Hn;
everyday life), still lifes (paintings of inanimate objects Sch g
lnmlv, fruit, or flowers), and religious scenes enacted by "fdinm
people in ordinary settings. Intvnsg emotional in\'ul\.mm“y
lifelike renderings, and Classical references may exig in the
same work, and are all part of the stylistic complexion of
seventeenth-century Europe.

Rome

How was the Baroque style established in Rome?

The patronage of the Church and aristocratic Roman families
allied with the papacy—such as the Borghese, the Barberinj,
and the Farnese—dominated Italian art from the late sixteenth
to the late seventeenth century. Following the directives of
the Counter-Reformation, splendid religious architecture
was embellished with painting and sculpture aimed at help-
ing convince the faithful of the power of traditional religion.
In Rome, the Borghese Pope Paul V (pontificate 1605-1621)
ordered the expansion and modernization of the new St. Peter’s
Basilica. In 1606, he commissioned the architect Carlo Maderno
(1556-1629) to add a longitudinal nave and a new fagade to
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\lichelangelo’s central-plan building, only a half century old
is ce “St. Peter’s Basilica,” p. 340).

\When Maffeo Barberini was elected pope as Urban VIII
(pontificate 1623-1644), he gave the young Bernini the daunt-
ing task of designing an enormous bronze baldachin, or
canopy, Over the main altar of St. Peter’s. The BALDACCHINO
(16, 14-2), completed in 1633, stands about 100 feet high and
exemplifies the Baroque taste for dramatic, multimedia extrava-
ganzas. The twisting form of the gigantic bronze columns at the
corners copies columns from the altar shrine of Old St. Peter’s
that were believed to come from Solomon’s Temple in Jerusa-
lem. The winding grapevines that encircle them are an ancient
symbol of the wine of the Eucharist. Bernini’s columns thus
combine symbolism from Judaism and Christianity, conform-
ing to the view of Christian scholars that Solomon’s Temple
supports the Christian Church just as the Hebrew Bible is the
foundation of the New Testament. Crowning the structure is an
orband a cross representing universal dominion of Christ. The

angels and putti, as well as the tasseled panels imitating textiles
on the entablature, are all cast in bronze. The Baldacchino marks
the high altar and the sacred site of the tomb of St. Peter, but it
also celebrates Urban VIII and his family, the Barberini, whose
emblems—honeybees, suns, and laurel leaves—are prominently
displayed.

Visible through the Baldacchino’s columns is a huge bronze
reliquary containing an ancient wooden throne thought to have
belonged to St. Peter as the first bishop of Rome. The Chair
of St. Peter symbolizes the direct descent of Christian author-
ity from this apostle to the reigning pope, a belief rejected by
Protestants and therefore deliberately emphasized in Counter-
Reformation Catholicism. The chair is lifted upward by four
theologians amid a surge of gilded clouds toward an explosion
of angels, putti, and gilded rays of glory, surrounding a stained-
glass window depicting the dove of the Holy Spirit. The actual

candles, reflected and multiplied by
to be part of the dazzling effect.
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14-3 ¢ Gianlorenzg Bemip;
ST. PETER’S BAg)

AND SQUARE

Vatican, Rome. Carlg Maderng
1607-1615; Bernin, piazza g
c. 1656-1657.

Perhaps only a Baroque artgr
Bernini’s talents could haye Unifieg
the many styles that come togathe ,
St. Peter’s. The visitor today goss s
see a piecing together of parts mas
by different builders at different tms
starting with Bramante's original iy
for the building in the sixteenth e
but rather a triumphal unity of al t
parts in one coherent whole.
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a huge double piazza in front of the church (pig, 14 3 ;‘
space al Bernini’s (Iihl')()h}ll was irregular and ;dn:;uly‘,,m ”
an Egyptian obelisk (moved there in 1586) and a foyp
the right, made by Maderno in 1613), which had to be
porated into the overall plan. In a remarkable design, Bernigi
framed the oval open space with two enormous, curved covered
walkways using giant Tuscan columns. These connect with 1y,
straight but diverging porticoes that lead up a slight incline i
the two ends of Maderno's church fagade.

Bernini characterized his design as the “motherly arms of
the church” reaching out to the world. He intended to build q
third section of the colonnade closing the open side so that only
after pilgrims had crossed the Tiber River bridge and made
their way through narrow streets would they encounter the
enormous open space before the imposing church. This ele
ment of surprise would have made the basilica and its setting
an even more awe-inspiring sight. The approach today—along
the grand avenue of the Via della Conciliazione running from
the Tiber to the basilica—was conceived by Benito Mussolini it
1936 as part of his master plan to transform Rome into a gran
fasci aal

Bernini began his career as a sculptor, not as an archi
and he continued to sculpt throughout his career, both for ¢
papacy and for private dients. His DAVID (1. 144
for the nephew of Pope Paul V in 1623, introduced ¢ = 7
of three-dimensional composition that intrudes 007

Alfed

ain (tg

14-4 » Gianlorenzo Bernini DAVID
1623. Marble, height 5" 7" (1.7 m). Galleriz Sorones
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and straining muscies, is

tion. By creating a twisting
t, Bernini incorporates the surround-
position, implying the presence of
who

somewhere behind the viewer,

the action, rather than to the side as a

(F16. 14-5) in the Rom
designed by Maderno ea
the walls of the tall, shallow chapel w
els and created a sculptural tableau of St. )
Ecstasy (seE ¥1G. 14-1) above the altar. On the chape
back wall, the curved ceiling surrounding the window appears
to dissolve into a painted vision of clouds and angels, and on
the side walls, kneeling against what appear to be balconies
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" |wo are
are portrait statues of members of the Cornaro family

reading from their prayer books; others converse; and one leans
out from his seat, apparently to look at someone entering the
chapel. Bernini’s complex, theatrical interplay of audience and
spectacle, set within several levels of illusion, was imitated by
sculptors throughout Europe.

Francesco Borromini (1599-1667), a nephew of Carlo
Maderno, began his career in his uncle’s workshop and later
worked with Bernini at St. Peter’s, but he soon emerged as one
of the preeminent Baroque architects in Rome. His first inde
pendent commission was the CHURCH OF SAN CARLO
ALLE QUATTRO FONTANE (St. Charles at the Four Foun
tains), designed on an irregular plot of land at the intersection

of two wide avenues with fountains marking the corners of the

crossing (F16. 14-6). Undulating walls define the elongated
iterior space, above which floats an oval dome, supported on
FIG. 14-7). Recessed coffers form an eccentric

ses, elongated hexagons and octagons that

church

e as they approach the lantern, which entrance
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14-7 » Francesco Borromini

VIEW INTO THE DOME OF

THE CHURCH OF SAN CARLO

ALLE QUATTRO FONTANE

Rome, 1638-1667

E} Explore the architectura
panoramas of the chu
San Carlo alle Quattro Fontane
on MyArtsLab

ini




s a hovering rendering of the dove of the Holy Spirit. The
e appears to be shimmering and inflating—almost floating

and away thanks to the hghl sources in the lower coffers

Jantern.

It is difficult today to appreciate how audacious Bor-
comini’s design for this small church was. In it he abandoned
ular, additive system of planning taken for granted by
every architect since Brunelleschi. He worked instead from an

the mod

riding geometrical scheme, as a Gothic architect might,
bdividing modular units to obtain more complex, rational

OVeEr

shapes. For example, the elongated, octagonal plan of San
Carlo is cor ‘d of two triangles set base to base along the
short axis o lan (SEE F1G. 14-6). This diamond shape is
then subd to secondary triangular units made by cal
culating tl between what will become the concave
centers of iior and five minor niches. Yet Borromini’s

conceptio ole is not medieval. The chapel is domi

nated hori a Classical entablature that breaks any

the dome. Borromini’s treatment of the

Wrge upw he

architectural elements as if they were malleable was also unprec
edented. His contemporaries understood immediately what an
extraordinary innovation the church represented; the Trini
tarian monks who had commissioned it received requests for
plans from visitors from all over Europe. Although Borromini’s
innovative work had little impact on the architecture of Classi
cally minded Rome, it was widely imitated in northern Italy and
beyond the Alps.

Borromini designed the building’s fagade as an undulat
ing, sculpture-filled screen punctuated with large columns and
deep concave and convex niches that create dramatic effects of
light and shadow. He gave a strong vertical thrust to the center
by placing over the tall doorway a statue-filled niche, then a
windowed niche covered with a canopy, then a giant, forward
leaning cartouche held up by angels carved in such high relief
that they appear to hover in front of the wall. The entire com
position is crowned with a balustrade broken by the sharply
pointed frame of the cartouche. As with the design of the inte
rior, Borromini’s fagade was enthusiastically imitated.
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14-8 * Annibale Carraccj CEILING OF

Rome. 1597-1601. Fresco, approx. 68’ x 21
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pﬂﬂl Battista Gaulli
OF THE NAME OF JESUS
h of Il Gesu, Rome. 16

e adalliane and nude youtd




VAUIL UI 118 Vit vt u o, NUIME, 1672

-1685. Fr, i
1685. Fresco with stucco figures

sane sculpture. bronze sdalli o el . : ¢ : :
1gs, stone sculpture bronze medallions, and nude }oulhs Farnese family, proud of the gallery, generously allowed young

framework, and was clearly inspired by

. i artists to sketch there, Annibale’s great work influenced Italian
ne Chapel ceiling (SEE r1Gs. 13-10, 13-11).

art well into the seventeenth century.

stead of ! elangelos cool illumination and intellectual Closer in spirit and style to Bernini's artis THE TRIUMPH
 ment, the Farnese ceiling glows with a warm light that OF THE NAME OF JESUS (r16. 14-9), which fills the nave
e work of the an painters Titian and Veronese. vault of the church of Il Gesii, mother church of

us almost immediately, and since the Jesus (the Jesuits), in Rome. The vault was originall
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14-10 » Caray
BACCHusg
1595-1596. Oil o, Can..
37" X 33% (94 g 8
Galleria degli Uffizj
Florence.
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but Giovanni Battista Gaulli (1639-1709)
we see today between 1672 and 1685, He |
his youth for Bernini, from whom he absorbed a B
for drama and multimedia spectacle. But t
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sculpture, and painting combine to pro
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viewer "D\‘ sheer \peha‘

1610). known as Caravaggio after his bi

roduced a powerfully frank
lighting and gesture to Italian Baroqu
arrival in Rome in 1592, Caravaggio at first pai

painted for a2 s;me

sophisticated circle associated with the household

of a
Cardinal del Monte, where the artist was invited to ¢
fis s cts from the 1590s include still lifes and s
ring fortune-tellers, cardsharps, and glamorous young
ssed as musicians or mythological figures. The B\LCH\\
of 1595-1596 (16. 14-10) is among the most polished
early works. Caravaggio seems to have painted exactly what h
saw, reproducing the “farmers’ tan” of those parts of this par
tially dressed youth—hands and face—that
to the sun, as well as the dirt under b

der his {

have been exposed
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1411 CONTARELLI CHAPEL

church of San Luigi dei Francesi,

Rome
Whereas Caravaggio was commissioned
in 1599 for the paintings on the side
walls of this chapel— The Calling of St.
Matthew (visible at left) and across from
it The Martyrdom of St. Matthew (not
visible here)—it was only in 1602 that
he was sontracted to paint the portrait
of Matthew writing his Gospel to hang
over the altar. He delivered the painting
in that same year, but it was rejected
pecause the saint looked too crude and
common to satisfy clerical taste, and
the fleshiness of the angel, who sidles
up to Matthew with striking coziness,
was considered inappropriately risqué.
Caravaggio painted a second, more

decorous version, seen here, with
anobler Matthew and more distant
angel, and the rejected version was
snapped up by the Roman collector
Vincenzo Giustiniani, who actually
paid for the replacement in order to
acquire the more sensational original.
Unfortunately, this first painting was
destroyed in the Allied bombing of
Berlin during World War 1.

e Watch the fents on
Site video o vaggio’s
The Calling Matthew b/

on MyArts!.




14-12 ¢ Caravaggio THE CALLING OF ST. MATTHEW

Contarelli Chapel, church of San Luigi dei Francesi, Rome. 1599-1600. Oil on canvas,
10" 7%" x 11’ 2" (3.24 x 3.4 m).

£2] view the Closer Look for Caravaggio's The Calling of St. Matthew on MyArtsLab
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THE CALLING OF ST. MATTHEW (r16. 14-12) depicts

ment when Jesus chooses the tax collector Levi to

the mo

become one of his apostles (Mark 2:14, Matthew 9:9). Levi
-sits at a table counting or

who will become St. Matthew
collecting money, surrounded by elegant young men in plumed
hats, velvet doublets, and satin shirts. Nearly hidden behind the
back of the beckoning St. Peter, the gaunt-faced Jesus points

378

dramatically at Levi with a gesture that is repeateq
collector’s own surprised response, pointing to hm;\;"i‘:
sav, “Who? Me?” An intense raking light enters the
1'1\/)111 upper right, as if it were coming from the \Im(q\xf\“;
window above the altar to spotlight the important lx‘\lttln‘k\\“‘:
darkened scene. Viewers, encountering the painting 0M
across the empty space of the chapel interior, seep 1
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witnessing the scene as it is occurring, elevated on a recessed
(age Opening through the wall before them.

‘ ]\\\‘Pil(‘ the esteem in which (:;11‘;\\';1ggio was held as an art-
i, his violent temper repeatedly got him into trouble. During
(e last decade of his life, he was frequently arrested, initially
o minor offenses—throwing a plate of artichokes at a waiter,
arrying arms illegally, or street brawling—but in May 1606 he
killed a man in a duel fought over a disputed tennis match and
had to flee from Rome as a fugitive under a death sentence. He
wupported himself on the run by painting in Naples, Malta, and
Sicily, before dying on July 18, 1610, just short of his 39th birth-
day,of a fever contracted during a journey back to Rome where
he expected 1 yardoned for his capital offense.

Carav avarnished realism and tenebrism (an
trical type of chiaroscuro where selected

exaggerate

forms en ly highlighted from a pervasively dark
vackgrou an entire generation of painters. One
[his mg ian followers was Artemisia Gentileschi

(1593-c. 1652), whose international reputation helped spread
the Caravaggesque style beyond Rome. Artemisia first studied
and worked under her father, an early follower of Caravag
gio. In 1616, she moved to Florence, where she was elected
age 23 to the Florentine Academy of Design. In one of several
versions of the Jewish heroine Judith’s triumph over the Assy
ian general Holofernes (F16. 14-13), Artemisia uses Baroque
naturalism and tenebrist effects, dramatically spotlighting
Judith still holding the bloody sword and shielding the can
dle’s light, as her maid stuffs the general’s head into a sack.
Throughout her life, Artemisia painted many such images of
heroic biblical women, which art historians have interpreted
in relation to Artemisia’s own struggle to claim her rightful
place within an art world dominated by overpowering men
She declares her professional accomplishment clearly and
confidently in a self-portrait of 1630 (SEE FIG. INTRO-13), pre
senting herself in the guise of a personification of the
painting itself.
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14-14 » Diego Velazquez
WATER CARRIER OF SEVILLE
c. 1619. Oil on canvas,

41" x 314" (105.3 x 80 cm).
Wellington Museum, London.

In the oppressively hot climate of
Seville, Spain, where this painting
was made, water vendors walked
the streets selling their cool quuivd
from large clay jars like the oné
foreground. In this scene, the clarity
and purity of the water aré Pf°“d'fyf y
demonstrated by its seller, who° L
the customer a sample poufe‘: '"V’v‘;‘;
glass goblet. The jug's comj:nsion d
usually sweetened by the an'nkle o
a piece of fresh fruit o a sp
aromatic herbs. L
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14-16 * Francisco de Zurbarén
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s like a tragic still life, a study of fabric and flesh become inani-
mate, silent, and at rest.
Seville declined after an outbreak of the plague in 1649, but
it remained a center for trade with the Spanish colonies, where
the work of Bartolomé Esteban Murillo (1617-1682) had a pro-
found influence on art and religious iconography. Many patrons
wanted images of the Virgin Mary and especially of the Immac-
ulate Conception, and the Counter-Reformation had provided
specific instructions for artists painting this theme: Mary was
o be dressed in blue and white, her hands folded in prayer, as

she is carried upward by angels. She may be surrounded by an

unearthly light (“clothed in the sun”) and may stand on a cres-

cent moon in reference to the woman of the Apocalypse (SEE

FIG. 10-12). Angels often carry palms and symbols of the Vir-

gin, such as a mirror, a fountain, roses, and lilies. The Catholic
Church exported to the New World many paintings faithful to
these orthodox guidelines by Murillo, Zurbaran, and others.
When the indigenous population began to visualize the Chris-
tian story, paintings such as Murillos THE IMMACULATE
CONCEPTIC 7) guided their imagining.
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Paul Rubens THE RAISING OF THE CROSS
1 t. Walpurg

17"

CHAPTER 14

SEV

a, Antwerp, Belgium. 1610-1611. Oil on canvas, center panel 15’ 17,
% % 4" 117 (4.62 x 1.52 m). Cathedral of Our Lady, Antwerp.
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Rubens’s intelligence, courtly manners, and personal charm
ade him 2 valuable and trusted courtier to royal patrons,
- Juding Philip IV of Spain, Marie de’ Medici of France, and
:'31\11‘165 I of England. In fact, he became the first international
erstar of the European art world. In 1621, Marie de’ Medici,
Jow of the French king Henry IV and regent for her young
«on, Louis XIII, asked Rubens to paint the story of her life. In
)4 paintings, Rubens glorified her role in ruling France and also
amemorated the founding of the Bourbon dynasty, which
anwith Henry IV. The lives and political careers of Marie and
ry appear as one continuous triumph overseen by ancient
Roman gods. In the painting depicting the royal engagement

(F1G. 14-19), Henry 1V falls in love with Marie as he gaz
her portrait, shown to him—at the exact center of the m,n

i}‘(l*;‘l

tion—by Cupid and the god of marriage, Hymen. The supreme
Roman god, Jupiter, and his wife, Juno, look down approvingly

from the clouds. A personification of France encourages Henry,
outfitted with steel breastplate and silhouetted against a land

scape in which the smoke of battle lingers in the distance, to
abandon war for love, as putti frolic below with pieces of his
armor. The ripe colors, lavish textures, and dramatic diagonals
give sustained visual excitement to these enormous canvases,
making them not only important works of art but political
propaganda of the highest order.
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14-20 ¢ Anthony var
CHARLES | AT THE H
1635. Oil on canvas, 9’

Musée du Louvre, Pz
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14-22 ¢ R
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CH)
m) (cut down from the original size).

11/ 11" x 14’ 4" (3.63 x 4.37 1
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into a dramatic event. The
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_piloncanvas, 11 11" X 14" 4" (3.63 x 4,37 m) (

.-

10
1642
nuseum, Amsterdam.

Rijks!

Jothing identifies them as members of the uppe
claxed postures and friendly faces create a str
with a broad audience.

The most important painter working in the Netherlands in
the seventeenth century was Rembrandt van Rijn (1606-1669).
After studying painting in Amsterdam and Leiden and working
25 an artist in both cities, Rembrandt established a busy stu-
dio in Amsterdam, producing both paintings and etchings of
mythological subjects, religious scenes, and landscapes. Like
many Dutch artists of the time, however, his primary source of
income was from portraiture.

r class, their
ong rapport

In 1640, a civic guard company commissioned Rembrandt

to create a large group portrait of its members for its
new meeting hall. THE COMPANY OF CAPTAIN FRANS
BANNIN( CQ (r1G6. 14-22) transforms a group portrait

cut down from the origina Size

).

ll}t() a dramatic event. The painting has become known as

The Night Watch because a layer of dirt and old varnish had

s0 obscured its colors by the nineteenth century that viewers

thought the scene took place at night. Since its cleaning and res-

toration during the 1970s, however, the painting glows with a

golden light that ignites its palette of rich colors—browns, blues,
olive green, orange, and red—around a central core of lemon
yellow. As the company takes up its ranks, a crowd, including
children, mills around. The surprising, highlighted image in the
left middle ground of a girl carrying a chicken with prominent
claws (klauw in Dutch) may be a pun on the name of the guns
(klover) that gave the name “The Kloveniers” to this company.
The complex interactions of the figures and the vivid, individu-
alized likenesses of the militiamen make this painting one of the
greatest group portraits in the Dutch tradition.
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Rembrandt’s etchings and drypoints (see “Ftching and
Drypoint,” above) were sought after, widely collected, and
brought high prices even during his lifetime. His deep specu-
lations on the meaning of the life of Christ evolved in a series
of prints, THE THREE CROSSES, in which he sought to cap-
‘t(ure the moment during the Crucifixion when Jesus cried out,

Father, into your hands I commend my spirit” (Luke 23:46).
We can follow Rembrandts creative process through four
successive stages of this print, from the relatively anecdotal
depiction of the crosses and the surrounding crowd in the first
state (F1G. 14-23) to the haunting blackness that characterizes
the fourth and final state. As Jesus cries out, a mystical light,

14-23 » Rembrandt van Rijn
THE THREE CROSSES (FIRST STATE)
1653. Drypoint, 15%" x 17%" (38.5 x 45 cm).
Rijksmuseum, Amsterdam.
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ional explanation, illuminates the darkeneq
m” here is spiritual, conveying inner mcanh;wnc
surface details. The eternal battle of dark and light, d(mn% not
salvation, evil and good, all seem to be waged anew, and
Rembrandt painted many self-portraits, and as the arig
aged, these personal images became more searching and, likse
many of his paintings, expressed an internalized spiritualit
and psychological honesty new in the history of art. Ina SELF‘{
PORTRAIT of 1658 (FiG. 14-24), the artist assumes an almost
regal pose, at ease, with arms and legs spread, holding a staff 45
if it were a baton of authority. Yet his face and eyes seem weary
and introspective, and we know that he had reason to worry,

hcy(md rat
The “realis
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14-24 « Rembrandt van Rijn SELF

). The Frick Collection, New York.
" (123.6 x 103.8 cm).

il 52%" x 40%" (12

1658. Oil on canvas,

s, half in shado
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ja-24 « Rembrandt van Rijn SELF-PORTRAIT
1658. Oil on canvas, 52%'

X 404" (133.6 X 3 i
(133.6 x 103.8 cm). The Frick Collection, New York

e had declared bankruptcy in 1656, and over the two-year  the weariness in the deep-set eyes, half in shadow. Mercil
eriod between that moment and this self-portrait, Rembrandt analytical, the portrait depicts lllu‘ furrowed brow, sagging fle
..d sold his private art collection and even his house to cover and luging face of one who has suffered pitfalls but I‘]]“thg{i‘u‘- to
survive, retaining his dignity.

More typical of Dutch painters, Judith Leyster (c. 1609
1660) painted boisterous genre scenes categorized in their own

i debts. It is possible to relate the stress of this situation with
o way he represents himself here. A few well-placed brush-

b0y

arokes are sufficient to capture the tension in the fingers and
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14-25 » Judith ster SELF-PORTRAIT
1635. Oil on car x 25%
(74.6 x 65.1 cnn Gallery of

Washington, D fr. and Mrs
Woods Bliss.
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14-27 » Emanuel de Witte
PORTUGUESE SYNAGOGUE,
AMSTERDAM

1680. Oil on canvas, 432" x 39"
(110.5 x 99.1 cm). Rijksmuseum,

Amsterdam.

Architects Daniel Stalpaert and
Elias Bourman built the synagogue
in 1671-1675.
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14-28 ¢ Jacob van Ruisdae
VIEW OF HAARLEM WITH
BLEACHING GROUNDS

c. 1670. Oil on canvas, 22" x 2
(65.5 x 63 cm). Royal Picture

Gallery Mauritshuis, The Hagu
inv 155.
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(stE FIG- xxrgo—l) .is a playful, but learned,
stunning still-life paintings of Clara Peeters co
;uraﬂged flowers, but fruits, nuts, and Precious objects, man
of them the luxury imports that were prized possessi’ons o)i,r
wealthy Dutch merchants (see “A Closer Look” D7)

Rachel Ruysch (1663-1750) was one of the most sought-
after and highest-paid flower painters in Amsterdam. During
her 70-year career, her works were highly prized for their sen-
sitive, free-form floral arrangements and their unusual and
beautiful color harmonies (F16. 14-30). Perhaps less daring
than some of her peers, she was more “scientific” in outlook,
transforming each flower in her still lifes into a botanical study.
Ruysch had learned botany as a girl from her father, a profes-
sor of anatomy and botany in Amsterdam. Although marri
with 10 children, Ruysch never stopped p:
such fame in her lifetime that her pai
higher prices than works by Rembrandt.
ened her compositions with reptiles «
two snail shells and a large gray moth—tha
feeling to her paintings since such predators p
threat to the fragile beauty of the flowers. An:
ating the surptuousness of the natural world
With which i is captured by Ruysch, viewers
ecognized t},e singularly expensive flaing
gainst the vanity of pride and greed, just 2
<Utflowers may have reminded them of the
beauty and human life. In the Protestant Net
informeq by science could carry a moral m

example. The
ntain not only

1
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'Ab,‘ulutc

“,wntccnlh _century Europe. Many emulated the example
Louis XIV (ruled 1643-1715), striving to 1:1

i:rcnch king

s the royal and Neoclassical art of Fran
. 2 4 4 ce
evelopments elsewhere in Europe?

monarchs were expected to be patrons of th
s e

di ffer

arts in
of the
atch his

;:{:I::l:l ’\/\‘:“{‘il]’k‘-\ by building zn‘\d rebuilding their own p;\lus‘cs,
s xpimim 'gau'lcns dotted \«flll} richly sculptured fountains,
S ‘;“‘L ylt-nlunus on paintings and the decorative url'x.
ficult e .t‘dll.y seventeenth century had actually been a n.hi
period in France, marked by almost continuous foreign
and civil wars, King Henry IV was assassinated in 1610, and
the country endured the prolonged regency of Queen Marie de’
Medici for their 9-year-old son, Louis XIII (ruled 1610- 1643).

: Louis XIV also came to the throne as a youth, and began
his personal rule only in 1661. His autocratic reign was the
longest in European history. He became known as le Roi Soleil
(“the Sun King”) and was sometimes glorified in art through
identification with the sun god, Apollo. In a 1701 portrait by the
French court painter Hyacinthe Rigaud (1659~ 1743), the richly
costumed monarch is framed by a lavish, billowing curtain
(F16. 14-31). Proudly showing off his elegant legs, the 63-year-
old LOUIS XIV poses in a blue robe of state, trimmed with
gold fleurs-de-lis and lined with white ermine. He wears the
high-heeled shoes he devised to compensate for his shortness.
Despite his pompous pose and magnificent surroundings, the
directness of the king’s gaze and the frankness of his aging face
make him appear surprisingly human.

14-31 * Hyacinthe Rigaud LOUIS XIV
1701, Oil on canvas, 9' 2 x 7' 104" (2.79 x 2.4 m).

XIV had ordered this portrait as a gift for his grandson, the
of (ruled 1700-1746), but when Rigaud finished
uis likee! it too much to give it away and only thiee
a copy from Rigaud ta give 1o his grand
royal portraits was not unusu! -
rope were linked through e
at the same time meon
ng them in visual foin

k for Rigaud's (o

——




political alliances by recording them in visual form

k‘ View the Closer Look for R

e /
a dc | o1ric
Rigauds Louis A

/ on MyArtsLab

14-32 * Jean-Baptiste

Tuby NEPTUNE, BRONZE
STATUE BY A REFLECTING
POOL IN FRONT OF Louis
Le Vau and Jules Hardouin-
Mansart GARDEN FACADE,
PALAIS DE VERSAILLES
France, 1668—1685.

& watch a video
about Versailles
on MyArtsLab

SEVENTEENTH-CENTURY ART IN EUROPE CHAPTER i










14-34 ¢ Jules
Hardouin-Mansart
(ARCHITECTURE) AND
Charles Le Brun
(PAINTING) HAL

OF MIRRORS

Palais

Begur

approx. 2
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14-35 » Nicolas Poussin LANDSCAPE WITH ST. JOHN ON PATMOS
1640. Oil on canvas, 39%" x 53%" (100.3 x 136.4 cm). The Art Institute of Chicago.
A. A. Munger Collection, 1930.500.
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14-35 « Nicolas Poussin LANDSCAPE WITH ST. JOHN O
1640. Ol on canvas, 397" x 53%” (100.3 x 136.4 cm). The Art Institu
A. A. Munger Collection, 1930.500.

mirrors—enormously expensive in the seventeenth century—
of exactly the same size and shape. They reflect the natural
light from the windows and give the impression of an even
larger space. In a tribute to Annibale Carracci’s Farnese ceil-
ing (SEE FIG. 14-8), the painter Charles Le Brun (1619-1690), a
founding member of the Royal Academy of Painting and Sculp-
ture, decorated the vaulted ceiling with paintings glorifying
the reign of Louis XIV and his military triumphs, assisted by
Classical gods.

As in the Netherlands, seventeenth-century painting
in France was much affected by developments in Italian art.
French painter Nicolas Poussin (1594-1665) actually pursued
his career in Italy. As a dedicated Classicist, he did not paint
landscapes as he saw them but instead reorganized nature,

N PATMOS
te of Chicago

buildings, and figures into carefully ordered Compositions g

a5 his LANDSCAPE WITH ST. JOHN ON PATMog (,,

14-35), from 1640. The artist devised a consistently org;\mm;:

progression from the picture plane to the horizon through
clearly defined foreground, middle ground, and background

Receding zones are marked by alternating sunlight and shage,
as well as by the placement of Classical architectural elemen
In the middle distance behind St. John are an imaginary ruined
temple and obelisk, while across the lake on the left the round
building is Hadrian’s tomb from Rome. Precisely placed trees,
hills, mountains, water, and even clouds have an almost archi-
tectural formal solidity. The true subject of Poussin’s painting
is not the writing figure of St. John, but the balance and orde
of nature.
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