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CHAPTER 1
THE PHOBLEM AND PROCEDURE

introduction

This study will trace the development of fantasy in
European puiocting frow 1250 to 1650 A.D. Fantastic paintings
are usually thought tc be of the twentleth century and asso-
clated with such artisis as slee, Chagall and Kandinsky.
But no twentieth century osurreallst has been able to devise
luagery as riotous or as surprising as that of Hieronywus
Bosch, Fiero di Cosimo, uand other painters of the period ap-
ocroximately 1250~1650 A.i. This psriocd includes the lats
middle sges when religlous storles were the maln subject of
the artlist, and it extends lato the High Henalssance when the
(ireek culture was being reborn in storles lllustrating every
possible myth and allegory. The church in the Hiddle Ages
had been the wain patron of the arts; but when the wmerchant
and middle class suerged, they in turn bscame patrons, Thus,
there was a dewand for art to decorate homes of the newly
pros crous and also public buildings. Throughout the period
artists continued to use both religious and mythological sub-
jeet matter. {ne religious puinters weve able to Justify
almost any sublect matter 1f it were given a religious title.
Thug, 11 one wanted to palut what a (ireek would have entitled

H



"Apollo," one 4id a Salnt Sebustian and added a few painless
arrows. After the period of the strict formula for painting
relirious scenes 1t must have been a great relleflf to the
artist of the fifteenth and later centuries to be able to
deal with hunan naturs in porn-religtious terms and to find
not cnly themes whick wovld maks one's cholce seem reason-
able, but algo thewes which would suggest new combinations

of the human Torm.

Scope of the ¥roblenw

The use of fantasy by the artists of ths period 1250-1650
A.D. will be discussed uunder five categories. ‘

1. Pantasy was used by artists in religlous paintings,
which served as 8 visuul book to be viewed by the people.
The artist used fantasy to show or fllustrate events or
miracles wnlch could not be logically explained.

2. Fantasy was used by the artiste to portray Creek
and Boman mythological subjects and events.

3. Fantasy was used by the avrtists to present alle~
gorical flgures and ldsas,

L., VYantasy was used to illustrate dreems or visions.

5. Fiually, fantasy was used to create and present
all kinds of fantastic¢ creatures and wmonsters of the sub-

consclious or dream world.

Frocedure and Msthod

Chapter 1 serves as an introduction to the study.



Chapter 11 will present the background of the period
1250~1650 A.D. The influence of the church on art, the re-
birth of Gresk and Homan culture, and the Reformation are ex~
amined in the 1light of thelr effect on thought and ideas.

Chanter 1I1 will copslder the use of fantasy by the
Italian artists.

Chapter IV will analyze the use of fantasy by the Northe
ern Xuropean artists.

Chapter V will summarize the study and present conciu-

siong.

Definition of Terns

The following definitlons are from Webster's Mew Ipter-
national chtloq@gx.l

Fantasy 1s defined as "act or function of forming images
or representations, whether in direct perceotion or in memory:
also an image or luwpression derived through ssnsation, hallu-
cination; also a phantom; apparition . . . recowbining elements
found in reality.®

kythology 1s defined as “collective wyths describing the
gods of a people, especlally demxigods and legendary buman be-
ings in stories which involve superunatural slements,

Allegory includes the "description of one thing under

the image of another, ths veilled presentation in a figurative

1Websteg'§ New Interunational Dictiopary of the Englisgh
Lapguage (Springflels, sass., 1951).



story, of a meaning metaphorically implied but not expressly
stated.”

Imagin:tion is the word which includes the "power to
forn mental images of things not before one . . . the power
to represent the real more fully and truly than it appears
io the senses and in its ideal or universal character."

Dream may be deflned as "a state of mind of one who is
abstracted or lost In lwaginary visions; reverie; daydream-

ing."

Characteristics of Fantasy

Fantasy ls the mentally reproducing of objects seen, but
1t is no longer uced to define couwplete recsil. Fantasy has
cowme to mean things seen in the real world, but put together
1n such a way as rot zctually to sxist in the real world.
The human-animal combinations never really existed except in
the imagination of the creative artist.

kerbert Read states: "It 1s only at the approach of the
fantastic, at a polnt where human reason loses its controlj
that the most profound emotion of the individuzl hag the full-
est opvortunity to express itgelf; emotion unsuitable for
projection in the framework of thes real world and whieh has
no cther solution in its urgency than to rely on the external

solicitation of aymbols and myths.“z

2Herbert Resd and others, Surrealigm (New York, n.d.)},
p. 105,



There are three characterlstics of fantasy as used by
the artist to express his reaction to experiences from the
real world. They are rersonal interpretation, the imaginary
world, and the inventiveness of the artigt.

kach painter glves a personal interpretation of his sub-
Ject matter., He draws hls subjlect matter from many sources,
but nature is the great reservolr from which he draws his
ob jeets and the materials of his art:; but the final act of
ereation pertains to his imaginatlon. Ko one else has ex=-
actly the same experience ag the artist. Delacroix said in
a letter dated August &, 1856: "The finest works of art are
those which express the true fantusy of the artist . . 3

The second characteristic ig that fantasy helongs to
the imaginary world as opnosed to the real world. This is
the worid crezated within the artist, which may express the
drean world., A dreaw may be, and usually 1s, acutely vivid.
When palnters have set about exploring this other world, they
have usually chosen to do so in forms of exceptional clarity,
sharver than reallty, so that the fantasy and uanreality of
the visionary forms are inteusified., This 1s opposed to the
¢cloudy vapor of nothingness assoclated with dreams. Huyghe
states that imagination 1g the foundation of dreams and artig-

tic creation alike.

EDelacroix, Letter of August 8, 1856, cited in Joseph
Criarl, Reallgm and Imagination (Lcndon, 1%60), p. 35.



Imagination {(used here in the strict sense of
the act or power of creating mental images) is thus
the foundation of dreams and artistic creatlion
alike, Spontaneous, well-nigh animal in dreams,
elaborated and intellsctualized in art, in both it
ig the aet or power by which the mind secretes, in
the forr of images, certain inner contents that
presgs upon the subconscious and eventually overflow
into the conscious mind. These active and still
formless contents seem to emerge from the incandes-
cent core of the psyehe~-the unconscious--and,
pressing outward, weet and werge with consclousness.
There they are condensed, so to speak, and take on
mental form, to be embodied 1n images or ldeas.
Pregsing sver outward, they take on externalized
existence in the form of concrete works and acts.
Imagination is what first gives thewn body, however
obgcure; with the aclt of creation alone they take
on golid material body, such as others can see--as
works painted on canvas or carved out of wood and
ctone. The imagination merely prepares the lnner
contents to become visible, borrowing from the ap-
pearances of the outer world. . . . iowever, what
gives real substance to the inner contents~-~at once
conceanling them and maiking them graspable as such--
what gives shape to the inner contents, is _the
artist. Thus, the inner and the outer worlds con-
Vergﬁ and are indissolubly united in the work of
art,

In imaglinary situatlons the events or characters qo not
have to correspond in any way to 1ife or 1life situations.
he artist is free to indulge his whims or fantasy. The
only otlipation he is under 1is to order and ayrange hls 1deas
to express the story he relates and not to confuse the ob=-
gerver intentionally.

turray's theory of personality states that one's en-

vironwent is in his head and is unique to each person. Thus,

“Hene Huyghe, Art and the Spirlt of Man {kew York,
1962), p. 136.



there is w0 standard way of scelins a thing; it is 238 it ap-
poars to each individual.”

The trird characteristice of farntasy 1s that the artist
must be ilnveantive. The artist is free to take from nature
and feed his imagination and to nroduce creations which,
whatever the subjlect and thewe, are both human and supra-
human. This iuventive guality varies with each artist. He
nay cowbine parts of reality with the fantastie. He may
choose to use a man's body and put some other objeet on his
shoulders for a head to plcture a dream or ldea. Or he may
use part of a man's body and part of an animal's hody. Sat-
yrs, werwalds, and centaurs are exauples of this type of in-~
ventiveness of the artist that has flourished in the past.
It 18 a desire that all people have to create a fantastie
world, a Talryland, or a world of make-believe. This type
of art in the twentleth century is called Surrealisw. "The
artist must be inventive tn create fantastle or imaginary

sSCEnEsS.

Sources of Data
The library of hNorth Texas State University, Denton,
Texas, was used for research. Heproductions of paintings
used for i1llustrative purposes in this study were obtalned
from several sources, A large number of these was purchased

from University Prints. Uthers nere purchased from “he

5Calv1n 5. Hall and Gardner Lindsey, Theorlss of Per~
sonality (New York, 1957).



National Gallery of Art in Washlngton, D. €. The Phila~
delphia luseum of Art, The Frick Collection of Wlew York, the
Yale University Art Gallery, and the lew York Graphic So-

cisty were the sources for single pictures.



CHAPTER II

THE BISTORICAL BACKGRUUND OF THE PRRIOD
FROM 1250 TO 1650 A.D.

The Late Middle Ages witnessed a renewed interest in
classical literature, paintiang, sculpture, and decorative
design which reflected the spirit of the HBenalissance man.
People are always eayrer to beautify practical objects. To
do this they pust use their imagination, and what they create
is in the truest =ense part of their lives. Their art shows
in many ways what they think of themselves, the world, and
thelr destiny, and 1t cannot be understood without a knowle
edge of the relipious and intellectual 1ife of the age in
whiceh they 1lived. ‘The art of the Middlé Apges and the Henals-
sance raveals as much about the religicus thought and soclal
conditions of the time as does its literature.®

The chief patron of Medieval art was the church, and
most of the subject matter was religious in nature. Art de-
picted the 1ife of Christ, lives of saints, miracles, and
dogma. Art mas not appreciated of itsI0wn sake but for the
mesgage 1t conveyed, wmedleval art was unnatural, stiff, and
lackinr in Taclal expression, The soul, not the body, was

the preoccupation of the church; and since the church hagd

Lgenry S. Lucas, The Hepaizsance and the Beformation
{New York, 1934), p. 155.
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alrost a monopoly in the patronage of the arts, the arts
themselves abandoned theilr concern with the heauty of the
world in order to explore the soul of man and his destiny.
There were two opnosing points of visw at the close of
the li1ddle Ages: the ascetie attitude and the new Humaniasm
which emphasized man's 1ife in this world. JHumanism repre-
sented a revolt apalingt many features of medleval soclety.

Th

B

center of life had shifted from the manor toc the town,.

The anclient agrarian economy based upon the manor was replaced
by a new mToney seconomy supported by trade and industry and
urban population. Caritalism had come into existence by

which the bourgecoisie repléced the nobllity and the elergy

ag the leading wmembers of soclety.

While Northern Eurcopean artists were continuing the myse
tical tradition of the #iddle Ages, the Italians were redis=-
covering the world around them, investigating it as scientists,
and finding 2 new relationship with classieal antiquity. Their
new Joy in 1life and thelr fervent curiosity about the nature
of the world led thewm to an understanding of the pagan CGreeks
and Homans. They believed that Greek and Homan life was the
source of all true culture. "They studied ancient philoso-
phers and poets with new sympathy, revived their traditions,
emulated them, brought the Olympian gods back from exile, and
by the end of the century had come close to the perfect harmony

and order thut was the clusgical ideal in art and thought.“z

2John Canaday, Vepug Hevisited: Clagsical Myths the
Henaissance, Portfolio D, Metropolitan Seminars in Art (New
York, 1959), p. 5.
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Even though the Cresks had discovered that the human
beling was an individual and not a cog 1n the state machine,
the development of that individual in Greek art was not 1in
the direction of character or personality, but of physique,
"What slowly evolved in Oreek art from the archaic statues
of the seveuth century to the mature sculpture of Phidias
and, later, Praxitsles, was a canon of physical perfection
which came to domlnate the art of the .editerranean area for
centuries to come." The Greeks invented a physlegl ideal
that wag serene and graceful even in tragic situations.

Like the Greeks the wmen of the Benaissance

wanted tu know everytning, to understand esvery~

thing; like the Romans they loved display, power,

and luxury; as Christlans, they drew upon the emo-

tionalisme that had revealed new depths in the

nystery of darknesa and new intensities in the

radiance of light.

Out of this new intensity, love for display and power, & now
age was born which had its beginning in religlon and extended
to avery area of man's very sxistence.

The Reformation was not lmaugurated by dartin Luther nor
the representatives of the lNew Learning. It began wuch ear-
lier. #artin Luther's posting of his "linety-five Thegesg" on
the door of the castle church in Wittenberg merely lighted

the fuse that set ths events in motion. The word "Reforma-

tion" is applied to the religlous upheaval of the sixteenth

3Eric Newton, The Arts of lapn (Greenwiech, Conn.,; 1960},
v. 34,

Ycanaday, op. cit., p. 5.
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century which shattersd the unity of the Christian falth in
wastern Eurcope. There were many causes of the Heformation:
decline of vapal prestice, needed reform of religious prac-
tices, the rize of a secular state of mind, and particular=-
ism of the townswen.

Because of the transformation iln economice actlvity dur~
ing the Luate #lddle Ages, life became more and more mercantile,
indugtrles grew, capliltal accumulated, and towns expanded rap-
141ly. Hational states, which were powerful hecause of their
ability to tax subjects, maintain armies, and organize staffs
of officlals, came into existenee, Many of the religlous
practices needed reform., There was much superstition, and
witeheraft was common. The average man cluag to many un-
christian beliefs and practices even though he wag sincerely
Catholic. liany of the priests, bishops, and abbots were
named to thelr offices through lay influence. Although there
ware nany sincere priests, the lack of genuine voration was
often apparent. Often wmen entered the clerical state for
bread and butter reasons slone, with the result that they were
quite uneducated; and this clerical ignorance lessened the
effictency of the priegsthood. The moral condition of the
priests, sin, and superstition are shown in the palintings of
the Jorthern European painters--Bosch, Brueghel, and others.
So long as soclety was composed of uneducated laymen and
poorly trained clergymen, much of the lax religious life es-

caped comment. But when a refined bourgeolsie came inte
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existence and produced the culture of the Benalssance, wuch
criticism resulted. la,umen soon became the intellectual
2qual of clergymen, ané hegun to find fault with clerieal
morals, emphasis on pilgrimages, and other praetices. All
tnis wroduced a dangerous state of mind which could be trig-
sered of T at any time. Thisg was an age that vroduced new

hwepresiss and new attacks on the church.5

SLucas, op. git., DPp. 419=421,



CHAPTER I1I

THE USH OF FAFPASY BY ITALIAN ARTISTS OF THR

PEZIOD FROI 1250 TO 1650 A.D,

The subjects and themes of the Italian artists of the
period from 1250 to 1650 A.D. were religious, mythological,
and allegorical. Each of the paintings in thlis chapter will
be diécussed ag it is related to these subjlects and themes.
Where two of the categoriess overlap each other in one paint-
ing, the painting will be discussed under its specific title.
The paintings will be discussed as they relate to religion,
as they relate to mythology, and lastly, as they relate to
allegory.

Since religlion more than any other subject dominated
man's thoughts during the last centuries of the lMiddle Apes,
the art of those days was a falthful expression of dogma and
popular religlious 1ife, The church was the patron of the
arts., The sublects of the paintings were sacred and they
were xeant to be materialized theology and as much 8 part of
the liturgy as music. 7The themes of this art often illus~
trated the dramatic lncldents of the story of wman's fall and
redepptlion. From the 014 Testament were drawn such subjects
as the creation of Adam and kve, the fall of man, the expul-
slon from Paradise, the flood, the buildlng of the Tower of

Babel, and others. But more numerous were the episodes drawn
14
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from the earthly career of the Saviocur. Countless examples
can be found of the kutivity, presentzation in the temple,
flight into Lgypt, teaching in the temnle, and baptism. Cer-
tain scenes Trom Christ's suffering were popular such as the
¥iss of Judas, the temptation on the mountain, the descent
into wimbo, and the resurrection. Another popular subject
was the last Jjudgment znpi the rejection of the damned.

Besides theosge central themes there were many others.
Catholicisi derived 1ts teuchlng unot only from Scripture but
also from ancient traditioun. The Virgin was popular, espe-
cially at the height of the liiddle ages. The gcenes of her
asctivities became popular themes in art. Artists often de-
picted ner birth, assumptlon, Annunciation, corcnation, puri-
fication, and immaculate couception. "The church boasted a
large number of salnts, holy men and wowen who had sealed
their faith with the blood of martyrdom or who had lived
lives cof eminent Christlan virtue." 1

The artist showed by visible means in his painting how
an event or miracle might hsve taken place. With hils imagina-
tion he used religious fantasy to szhow events or wiracles
which could not be loglecally explained.

Ducclo 41 Buoninsegna (1255-1319) 1llustrated the "Tempta-
tion of Christ" by the use of religiocus fantasy. The picture

denicts the early event in Christ's wihlstry when he was

tempted by the Devil (see Figure 1). The picture 1s in two

Lliucus, op. git., v. 158.
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The attractive giprl represents the other world, the evil or
temptztion. Sasseta used the short, stubby, pointed wings
attached to a nretty elrl's shouldere to portray temctation.
The small wings ilndlcate flight down or close to the ground.
The popular idea of the iacation of hell was that 1t was be-
neath the earth's crust. The use of the colors in Saseeta's
"Temptation of St. Anthony" are also of an unreal nature. The
hut or dwelling on the 1lsft is psle red, the temptress' dress
iz pale nink, her skin i1s black-green, a deathlike color which
is alsc ugsed for the trees and wountulins. The effect of the
scene 1g of deepening twillight, entirely appropriate to the
mood of a clush of wills between an elderly saint znd the young,
beautiful little temptress who suddenly appears to him,

Artists used wings attached to the human forw to give
visible fore and sxplapation to the angels, Fra Anglico's
{1387-1455) "Annunciation® shows an angel with very large,
brightly colored wings like those of an exotic bird (see Figure
4), Very early in the sediterraneasn world there were stories
of human beings with wings, but no one had ever actually =zeen
a human form with wlings., the artist hag used elements from
the real woprld such as tne large wings to designate a belng
frow the snirltual world. He has combined these two things to
give a lopleal sxplanation as to how the angel arrived onr earth
and departed from 1t. He¢ has also shown how the avvearance of
the angel to wsary might have looked. An indication of the

rreat distance from heaven i1s further indicated by the large









the ship, above the suip, in the sky, and underneath the ship
ire the water. "The uost astonishing part of the nicture is
the rwked sea poddess who swipg praceiully bensath the water
with trailing long polden 1ocks.“3 This is a curiocus pagsn
varticipant in the Christizn story. “he religious painters
were able to Justify alsost any subjeet matter if it were
piver a religiocus title.

an gxample of this justification of subject matter may be
seen An Domenico Venezlano's (ca. 14NC-1461) painting, “St.
Jobhn in the Desert” {(see Figure 6). 7This painting reveals the
exvandin:, splrit of the curly Renaissance when Italy was be-
sinning to understand that rhysicul beauty dld not cancel out
spiritual meaninges, but had not yet realized that nature was
also deserving of study. Vensezlano hac chosen the subjsct of
the asecetic 3t., John, the Haptist, to be the Ohristian eqguiva-
lent of =« vreek Apolioy he selected the moment when the gaint
rejected nis clotbing 1p favor of a sult of camel gkin as a
pretext for painting the male nude.

The lonely neked Figure of a young man unexpecsw

tedly wearing a halo, standing in a Llittle valley

hemied Lln by pale preclipltous amountains that suggest

a4 lundscape on the noon, strikes us at once as fupri-~

ously rompantic; and when we come fto analyze the rea-

sons for tris romantic atmosphere we find them in

the dpeamlike contradicticn betwsen the flgure and

the landscane. The feorper 1s a descendant of the

papgan apollog of pre~Christian (reece, the latter un

zcho of the fantastice Byzantine formula for lande

zcupe, buased onanothing that the human eye had ever
seer in nature.

ECanaday, on. clt., e 25.
Miewton, op. gif., »p. 103-104.
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world ceased to be u divine wiracle to bhe aceepted on faith
and explalned by theology and becawe, instead, a natural phe-
nofmench to be exﬁiained on its own terms. The gpeeilal charac-~
ter of the Henalssancs was that it fused Christian and pagan
elements in its nature, adding to them the objective curiosity
that wuaz the genlus of modern scientific investigation‘?

nlthoush religlous themes continued to be vopular subjlects
of the lenalssuance palnters, the mythological and allegoriecal
subjects were in abundance becsuse of the influence of the Hyuy=
manists and also patrons who were incerested in Grezk culture.

The vatrons of the Renalssance were degpots of city states
and townswmen who had grown wealthy from trade and industry.
These wealthy patrons had the lelsure thut was necessary to
cultivate new ldeas. The Hediol family was oune of the mogt
distinguished patrons of the Renalassance, Tﬁis family wos
the patron of such artists as Dotticelli and Michelangelo.

Artizts faced the diffieunlty of having no tradition on
how to desipgn a mythologlieal subject. The regsult was that the
artist merely based mythologleal subjects on earlier religilous
designr, ©Gould states that Sundro Zotticelii's (1444-1510)
"Birth of Venus" 1is based on the religious sutje=ct of the
Bantism {(see Figure 8).

The transformation of Christ {invariably in the

cantre, His body cutlined by the water behind Him)

into Venus, of the Baptist (invariably on the right

and with hls arae raised) into the attendant nymph,

and of the angels (invariably on the left) into
“evhyrs has (isgulsed only superfielally the origin

?Canaday, op. git., ©v. 5.
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the category of funtasy. FYantasy is used to express the ua-
woulity ol the arrungement to give the affect of over empha-
sizine certaln portlons of the plcture for the deslired effect.
""he left arm of Venus is attached at the shoulder in an impos-
aible way. lhe legs are jointed to the body in an unnaturail
way. Zven the Tlowers are not planted in the soil. ERobb
seesd a4 spiritual quality in Botticelli's "Birth of Venus."
tiot 1s it only in his human fipures that his

love of rewmote spiritual besuty shows itself. He

could impart to aaything he drew some of the same

drean~like quality. His flowers, exguisitely nat-

ural, yet suggest that they are no growth of mortal

goll., . . . He deliphted in drawing all objJects

responsive to the power of the wind . . . trees,

gragses, water, halr, filmy draperles. . . . Hls

works are full of this wind-born movewent which

shivers through the outer world and communicates

$tgelf to the dancing fipures that look alwost as

if they were polised for flight. . . . Swift 1light

wovement has always besn pre-eminent amoug syambols

of gpiritual 1life and above all spiritual Joy . . 2
The mythological characters of the "Birth of Venus® tuke on
human form of the real world, yet they do not take their places
fipply on the soil. They are not limited to the real world
hut they may soon vanlsh as they are posed ready for fllight.

In Botticelli's relizious naintings his lMadonnas and
female sailnts continued to have the face of his Venus. On
the whole, Venus was not the perfeet subject for the sclen-
tiflc realists, who were more interested in investigating

the body as a structure of bone and muascle than as an ideal

9iesca A, Robb, Heoplatonlem of the Itallan Renalseance
(London, 1935), p. 215.
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of sheon wag exbwusve?, the sorms and “nuphterz of tho oiti-
zens pecane the victims., The 1ot Tell one day on tThe prin-
cess, and the xing sadly zent her Torth to the dragon. Saint
Cegrie happzned to be riding by =nd, szelng the young girl
in tears, dedicated hlaself to Cod and killed the dragon with
his spear.ll

The artist reveals his Christian background by showing
the white horse of Saint Teorge. VWhite horses are symbols
of both vower and purity. Haphael even painted the innocent
face of a sheep on this white horse to pglve the desired ef=-
feet, The size of the 4ragon 1s not impressive; it only
furnished a subject to reveal the strength and courage of
Saint Czorge.

Andrea Mantegna (1431-1506) used mythological animals
for anotaer purpose in his engraving, "The Battle of the Sea
Gods" (ses Figure 11l). e shows the sea as the habitation
of his creatures in the plecture. The mounts of his sea gods
are creatures equlpped with Fins, and they are a combination
off dragons, horses, and fish. Since horses were the chief
peans of land travel, the artist naturally used the thing
he understood best to express hils idea. Mantegna used fan-
tasy to prezent creaturez whilch were a mixture of land and

gea animals and coumbined with the wmythologleal dragon. Other

linmeilon Collection," HNational Gallery of Art Bulletin
(Washington, D.C.), p. 2.
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"Jpriug.tcd Dven thoupt the theme is a satisfying fusion of

allegory aad wytioligy; the treatment »F the subject is by
no oweang elusslic; the treatnoent of the figure of FPlora re-

Tlzets traces of the "Irtornational Gothie" strle with her

aragualae Tizure heavily pattzrned with brocaded flawers.24

Hiulio Carlo Argan states that Bottleelli's use of aythologi-
aal Tantas, 13 accomplished with great =kill.

A3 in nedleval palnting, the use of archetypes
(of the human figure, in the case of Botticell:
calls or great skill and refinement on the artist's
part if he is to represent them with any originality.
He must be able to make us feel that his model is
both 0ld and new, tothanecient and contemporary; that
it belongs at the same {ime to the world of visual
reality and to the world of ideag; that it is both
ltself aad anotuer, many others. Yenoce the discon-
tinuous rhythm of DBotticelli's line; first it sug-
zests a continulity of movement that denies the
figures any stable position in space, then it breaks
of f so repeatedly and abruptly that it reverses our
initial impresslion and even creates a doubt in Bgr
tlad as to the materisl existence of the image.

Botticelli's use of the dellcate line to indlcate the susgesw-
tlon of clothing glves to the figures both a huwan and a spir-
itual quality. The Three ‘traces, lightly dancing, with thin
veils floating over their bodies, are nelther nude nor clothed.

It is impossible to say whether the movement of the
figureg 1is defined by the bodlies or the vells, or
whether the vells respond to the motlon of the dance
or the moticon of the wind. These are alry figures,
clad in the gauze of the atmosphere, just as the
figure of Flora, standing beslde thgm 1s wreathed in
flowers, 18 both womwan and garden.?

23Giulio Carlo argan, Hotticelli (Skira, 1957), p. 27.
2Uewton, ¢p. eig., 0. 118.
25Ap;an, op. clt., p. 28. 261b1d., p. 29.
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And this drzanlliXe aoparitional Tantasy of »
nude woman nursing her child in wild weather and
the gtramze detalls Like the twin coluang, wseaning
we know not what, all the ilncongruous lmagery sets
un ia the deholder what ls analagous to, although
probably innocent of, our ultra modern 20th century
sresccunation with ths subcongcégus as 1t bug re-
gently permeated pictorial art.

¥ The Tewnpest” could be a dream such as anyone might have ex-

perienced, or it may have been an illustration for a poem,
The Italian artists used fantasy to express thelir re-

aetion to experliences from the real world through personal

interpretation, imagination, and inventiveness.

27Dunean Phillips, The Leadeprship of Glorgione (Washe-
ington, 1937), o. 26.



GLAPTER IV

IHE USE OF FANTASY BY THE NORTHERN EUROPEAN ARTISTS
OF THE PERIOD FROM 1250 TO 1650 A.D.

e wain subjects and thewes used by the dorthern Buro-
cean artlsts were relligious and secular. 'there wag not so
much inierest expressed in wythnologlesl subjecis by the Northe
ern wurepean artistes as bty the Italian artists. The dorthern
duropsan artist was wore laterested in religlon and religious
manuscripts than be was in the gous and goddesses of Greece
and Hose. deliglous art was expressed in the use of sacred
subjects and iln the preseutation of the evil effects of sgin.
Tne seculur 1ife of the people was also a popular subject
for the artist. Fantasy was used to present all kinds of
beustly, grotesque, and apparitional creatures of the imagina-
tlop and dreamw world. aAllegory was used vy the artist, but
it will nol ve discussed separately. The artists! presenta~
tion of fantasy was a resullt of the period and influences
uander which they lived.

In the Late dilddle Ageg avery class of soclety received
1ts views ou 1ife from the teachinygs of the church. Besides
thege officlal religious doctrineg there existed a raplid growth
of superstitiou. Japic Flourished during the fifteenth cen-
tury. .+t was inherited Trom the pre-~Christian beliefs of

46



b7

“ermansg, Celts, Slavs, and olassieal neoples, and dated back
to paleolithic times. The church found 1t ilmpossible to stamp
out these nrimitive notions, This was to he expected bhecause
many nriests canme from homes where the truth of magic was
firmly belileved, and they could not comolately free thamzelves
from this environment. Fven edueated theoloplians and philoso-
rhars helieved in the existence of evil svirits and in the
abllity of witches to use the evil spirits for wicked pur-~
noges, The efforts of the churech to put down heretical teach-
ing inereased in the thirteenth and fourteenth centuries, but
hereay and magic ga'ned ground beeauss the clergy 4id not in-

eregne in the effesetivenszss of their work.l

Such wag the virility of the belief in witches
that when lay influences began to dominate the 1life
and thought of western Furope a regular cult of
witcheraft grew up. It was thought by many that as
God was creator of all things benzficent, so the
devil, His opposite, possessed a correspondlng power
over evil., Small wonder that the neople called upon
the devil to gid ther against thelilr enewles, real or
fancied! The worship of the 2vil one was carried on
in many communities by uroups of witches or warlocks,
called covens. Yitches were active agents of the
devil. They conducted meetings known as sabbats, to
which they were gaild to fly through the air on bhroom-
sticks. Iun their ritual there were singing, dancing,
and ceremonles in which the devil, as either a man
or an animal, preferadly a goat, was worshiped with
discusting rites. Witches vossessed all sorts of
power to do extraordinary things. They could cause
rain or hail, blicht fields or make them fertile,
cause babli¢s to be stillborn, and make invalids of
children. Strange sexual irregularities oceurres,
such as the union of men with succubl and women with
incubi. The offepring was half devil, half human.

Liueas, op. ¢it., pop. 140y 151.
21pdd., p. 151.
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Thege vulgar practices were opposeé by the Catholic Church,
Chureh tribunais condemned warlocks. This resulted in the
famous bull Summiz Desideranteg beirm issued in 1484-52,
which zondemned the pracitlce of wlicheraft in Rhenish Germany
and adjoinlng-%ountries. ‘the paintings of the lorthern Buro-
nean artists reflect the idea of the belief in superstition
and maglc. Vernon lLee comments that "they have also a beastly
love of horrors. . . . gruesomeness of lewd, warty devils,
wade up of snouts, hoofs, bills, claws, and incoherent parts
of incoherent creatures; of perpetual skeletons climbing in
trees. "

The nine maintings to be discussed in this chapter con=-
sist of one mythologlcal sublect, one religlous allegory, one
sacred religlous fantasy, flve other religious paintings which
are a combination of relipious subjsot matter of good and
evil, and one scere from the secular 1life of the people.

The example of mythology 1s seen in a tapestry called
"fhe Hunt of the Unicorn Tapestry" (see Figure 24). This
tanestry was doue by a French or Flemiszh late fourteenthe
century artist. The unicorn is a sywmbol of purity. He has
the body of a horse, the hoofgs of a stag, the tall of a 1lion
and one horn in the center of his forehsad. The unlcorn in
its =arly interpretations was g symbol of Christ, but here
it becomes also & sysbol of courtly love. The change came

about throurh a series of reinterpretations. The unicorn

JLee, op. cit., D. 14.












a Flemish zettling of the time. OIther Flemish painterz de-
parted from the sacred religlous subjscts o more fantastic
nortrayal of religlous 1deas. |

e mout Tantaetie, grotesoue, and apparitional art was
produced by Flemish painters in the fifteenth and sixteenth
centuries. DBosch 1s the outstanding artist of this group.
The subjects and ideas of his painting are religious or have
religious implications yet "he mixes the loc:l realisp with
fantasy and invention, the sucred with the obscene, the go-
curately truthful portrait with the caricature, a primitive
tdistortion' with amazingly sensitive exactitude, the amusing
with the sublime.*? Canaday expresses Bosch's fantasy this
way: "Bosch puts the logic of the visible to the service of
the invisible . . . and he organigzes and articulates hls in-
ventlons into something more vivid than the . . . mortal eye
can ses."S

"While our preseni-day Surrealists explore the subcone
scious mind for thelr fantacies, the nightmare, of course, in
Bosch's late~fiedieval day was provided by religion. His hope
rors, while in detall the product of his lmagination, pictured
a plausible Hell to ths people of the Middle Ages, and were

of gensral interest to everybody.“g Bosch's unnatural yet

7Sheldon Cheney, A New World History of Art (New York,
1959}, p. 445,

BJohn Canaday, Ihme Artist vigl “ietronclitan
Sewinars in aArt, Partfol;o 12 {New York; 1%5%5 Pe

9n¥ew Books" {Bogk Heview of Howard Daniel's Hiegongmgg
Bogeh), American Artist (Nov., 1%47), pp. 4'-41.






where the animals of the earth wander at peace with one
another. The large central panel, "The CGarden of Farthly
Delighte,” shows the pleasures of the flesgh but with full
congciousness of the medieval connotations of the siaful~-
ness of {leshly indulgence.

In the third panel, "Hell,” all delights are
abandoned in a vision of pure evil where logic and
1llogic are indistingulshable from one another.

Although this is a hel)l where some physical tor-

tures take rplace, these tortures are the smallest

part of a hell where the real torture is spirituail,

where corruptions, deforwmltiss, wonstrous growth,

mutlilations, and agonlizing transformations are the

norm. The damned soul is wracked less by physlcal

pain than by its existence in a world where all

reason and order have been grotesquely transmutf%

by some canoerous misdirection of divine order.

The right panel, "Hell," is selected to point out some
specific examples of fantasy (see Figure 27). Bosch defies
the law of nature, ilgnores the barriers between man and beast,
betwesrn human works and the works of nature, "Hell® is a
nightmarish circus where swarms of naked bodies are mixed
with evil grotesquerles. Even though one can recognize parts
of beings which belong to the real world, they are put to-
gether in such a way as not actually to exist in that com-
bination. In thes upper left part of the panel there 1s a

‘palr of very large human ears with a blade~1like piece of
metal between tham., Thieg filgure looks 1like a modern-day
rocket which is about to be launched., Just below thls figure,

right in the midst of Hell glaringly {lluminated, in sharp

1lcanaday, The Artist as a Yislonary, p. 12.
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lecherous couples ceremonlally prancing around it.

he inslde of the ez is a Hohiskpug: a fantastie

tavern 1it by flickering flames, where three guests

21t beYore a Jug o a bare ftable, walle the nhelllsh

hogtess fills another vessel from the barrel. A

man wio hag grown tlred of tlils zpectral nospltaliby

1s leaning over the edge of the eggwshell, gazing at

the icebound vater il waich thg two boats, the won-

ster's feet, are frozen fast.l
The head of the mongter is that of a real person, but it is
combined with unreal parts to make this monster of hell.

In the lower section of the pleture there is a mammoth
night Jar with luminous eye and human arms and hands (see
Figure 28). A naked man has been thrust head first down its
gullet. A hooded plg caresses its human companion. A pale~
faced ape Joins a group of agonizing people and chatters above
their heads. "Other creatures, wild, domestic, credible, and
fantastic; beast, fowl and reptile, mingle with the hapless
men and women in the seething sctivity of Hieronymus Bosch's
Hell." 13

The musiclians' corner of the panel, the lower left por-
tion, presents a victim with outstretched arms strung on the
wires of a harplike instrument which projects from a2 large
lute. There is a shield worn by a belng resembling a white
rat, with a hand severed st the wrist and stuck with"a pruning

knilfe, but balancing hulf a pair of dlice on two fingers,

12y11ne1n Franger, IThe Hillenrsium of Hieronymus Bosch
{London, n.d.}), ». 68.

L3vmew Books,” op. CiLe, PP. B0-41,
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pand of anrels {see Flpure 32}, "ha wicked snpels are seen
in the clouds, 2lready in the form of monsgters, being cast
down headlosng by nichael. "Here St, Michael as the leader
has hurried on in front to bils companions and stands, fight-
ing azone the hodlss of the fantastleally-formed, multitudi-
nous rubble of ilell, bthat driftc dowm from the ovpen Yeavens
in a lous stream, follow~d znd chassd by a band of angels
fighting with swords and spears.“l? Hot all fantasy is as
dreadful ag this.

Pieter Brueghel (ga. 1525-1603) uses fantasy in a.humore
ous way in bls "Land of Cocalgne® (sce Figure 33). The "Land
of Cocaigne" uses fantasy to show Frueghel's world of every-
day life, twisted by his temperament into a pattern of amuse-
ment. The thewne here is satiation, of gluttony. Three nen
in the wart of soldler, farumer, and clerk show that such
folly occurs without dlscrimination. They are fed to the
=111le and spread out beusath a tree near which an egg with
3 spoon in 1t walks about on leges to ald its ownr consumption.
In the background a pig with a slice cut out of his back and
a ¥nlfz tucked through the skin of his gide moves happily
along. On the tree overhead is a circular tray or table with

vagsel

2

for food on top. The table 1z tilted in such a way
that 1f it actually existed this way in rsal Life, the vesg-
aels and food would fail of v, The tilting of the table en-

abhlas one to gsee a top view with all the esntenits tlearly.

1’?\‘.11.103\'., QE- m- s p L] 26 -






the fornm of protesaue belnps. The extraordinary fantagles
of Boscl and others provided a precedent for the Surreallst

palnters of the twentieth century.



CHAPTER V
COnCLUSION

The period following the cloze of the Middle Ages was
riech with painting, sculpture, and decorative design, which
revealad the spirit of the people. 'tYhe art of that period

revealed th

1)

influence of the church upon the winds of the

people, The art of the age further revealed the common ex-
lstence of the people with thelr hopss and fears about both
the present and the future life. |

To show what the future 1ife would be like wasg most dif-
ficult because there could be no firsthand knowledge of 1it.
Since the "revival of learnipg® had placed new emphasis on
the gods of Greece and Home, these gods were easily incor-
porated into the art of the day with varyiang significance at-
tached o them., They bescame confused with the deities of the
chureh.

Religious subjects were used by every artist of the
reriod, 1250-1650 A.D., but religious fantasy was expressed
differently by the Itallan artists and the lorthern European
artists.,

Y¥antasy was expressed by the Italian artists through
the use of religious, mythological, and allegorical subjects.
These three subjects were sometimss used in one single

ol



painting, and they were also ussd Lndivicuslly and saparately
fropm sachk other. Prow the period 1250+1400, a period of
inbense relizious interest Tollowed. The artist uced re-
1izious fantasy to show how sa event or miracle aight have
tuken pluce., He furiher ured religlous fantasy to explain
logically the degtructive forces of nature. Iy nixing fantasy
with religlous subjects, the Itallan artists were shle to
show what they thought the 1ife hereafter would be like. A
combination of reality and absurdity produced fantasy that
would express feeling about the unknown powers of the devll,
and at the same tims the artist was showinpg the beauty of
heaven and the purlty of Christ. By the use of wlngs on hoth
the "good" and "evil" sublects, the painter explained how
they moved about. lHe wmlxed religious and mythologlcal fig-
ures such as John, the Baptist, and the Greek god, Apollo,
in a character of moral purity and physieal beauty. The
ftalian artist used mythological subjects in his paintings.
Pantasy was uced to relate the subjeet from the real world to
those from the world of mythology. Allegory was used to pre-
gsent the triumph of Good over Evil., Even the dream world
provided fantasy for the painter's expression. The Italian
artigte were influenced more by the culture of Jdreece angd
Zome; therefore, they used mythological subjects more than
the Northern Huropean artistis,

The Northern Buropean artists used religlous subjects

combined with fantasy which revealed the common Life of the



people and the influence of relipgion unon it. The dread of
the Judsment of hell =was & favorite subjeet and 14 lont i4-
self »c1l to the use of fantasy. The horrors were ghown by

th

)

arotesgue belngs of human bodies and demon hesds. Fven
the rins that were supposed fo have resulted in Judgment upon
man were shown by the uge of fantacy. And fantasy was used
in a comiecal way to show the result of some of the dsgrading
hablts of contemporary soclety.

The use of a comblnation of reliplous, mythological, and
allegorical sublects by the ltalian and torthern European
artists of the period 1250~1650 A.D, showed the thinking of
the people bf thelir day. Ouly hy the use of fantasy were
they able to bridpe ths gapn between the real world in which
they lived and the unreal world that they supposed to be all

ahout them.
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