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A STUDY CF
FRA ANGELICC AND MICHELANGELO
A5 INTERPRETERS CF RELIGION
THRCUGH THEIR PAINTINGS

INTRODUCTION

A. The Problem of the Thegls Stated

To a greater or less extent, art has given expression
to the Christian falth throughout the history of the Christ-
~ lan Church. Especlally was this true as Christian art first
 ;&?63e;in the catacombs, for here its function was more basic
‘ it§$n méraly‘&pyéaling to the senses. Its task was to
;étfengéhaﬁ the faith of those who must meet death. Preced-
ing the Reformation, the patron of art was the Church. Art
became the Blble for men and ﬁomen who were largely 111it-
erate and without books. A man could take hie friend to the
cathedral and through paintings, sculpturezfand architecture
point out to him the message of his Christ.

The problem of this thesis finde its setting in this
time when art was relled upon heavily for religious fortitude
and inspiration. The purpose of this thesis is to discover
characteristics of interpretation of religion found In the
paintings of Fra Angelico and Michelangelo, two artists who
perhaps dild more to bring God into the lives of men and

women through their art than any other painters of their
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age. In order to highlight these qualitles, study will be

made also of the 1life and times of each artist.
B. The Significance of the FProblem

There are many mediums which may be utilized in order
to give expression to religious truth. However, each mediunm
has its own peculiar characteristics which cannot be dupli-
cated 1n another medium. Even with only a superficial knowl-
edge of religious art, there 1s an acquaintance with Fra
Angelico's and Michelangelo's paintings, but their patntings
gpeak more powerfully as a greater awareness of thelr pecullar
characteriétics are recognized and the times and life of the

artlstse are considered.

C. The Froblem-Delimited
A study wlll be made of all the avallable paintings of
both artists, but only a selected number will be presented
a8 representative of thelr artistic work of each period.

P

D. The Method of Procedur;

The procedure of this thesis 1s indicative in that it
begins with what the eye sees, the paintings themselves.
After a brief study of the selected paintings, the distinc-
tive characteristics of these paintings will be noted in
relation to religious values. A further study will be made
of the artistic, philosophic and religious trends which

characterize the respective periods in which they lived as
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well as a study of thelr lives.
E. SBources of Data

Since very few originals are available in this country,
the very best reproductions of the paintings of Fra Angelico
and Michelangelo will be secured for study. One hundred and
fifty personal letters written by Michelangelo are avallable.
Further information regarding his life 1s given by hle con-
temporary, Vasari. Material regarding Fra Angelico 1s not
as plent;ful, but Vasari and Condlvi both give information
regarding his life and conduct. The writings of leading

critice on these two artiste will be consldered alsc.
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CHAPTER 1

THE DISTINCTIVE CHARACTERISTICS
IN THE PAINTINGS OF FRA ANGELICO AS
INTERPRETATIONS OF RELIGION

A, Introduction

In any collection of religious paintings there usually
is a painting of Fra Angelico's, When his artistic works
are placed amongst other religlious art, one immediately
senses something distinctive about them, The well Imown
critic, Langton Douglas, became very consclous of this
distinctive element and concludes his study of Fra Angel-
ico's paintings with these lines:

"In contemplating his pictures we become filled with a

gense of the glory and beauty of a universe in which

God 1s ever immanent, The artist woos us away from our
gsorrows, from our consciousness of the world's pain, and
- makes us look out upon life with his eyes, We belileve
for a moment that the maladies of humanity are remedi-
able,that they are belng remedied, that they are them-
selves but necessary epilsodes in tne grédual evolution

of a more perfect order, We look out upon all things
and see that they are very good,'

Langton Douglas' experience in studying these paint-
ings becomes a part of the experlence of every lover of art
and God., For as the Individual, after an earnest and

prayerful study of them, turns away to leave, he finds

1. Langton Douglas; Fra Angelico, p. 152,




himself thinking in terms of etermity, The distinctive
characteristics of these paintings which make possible
such religiéus value certainly are worthy of study and
consideration,

In examining the work of Angelico, a careful study
will be made of ali of his paintings; however, an evalua-
tlon regarding his work will include only his most recog-
nized paintings, Furthermore, only those masterpleces
concerning which critics of art are agreed as belng strictly
Angelico'’s will be studied in detail so that the distinctive
characteristics of the paintipgs may better be known.l
Since Angelico went through a remarkable transition period
in his development as a painter, his paintings will be
taken up in chronological order.2

Angelico's productive years fall naturally into four
periods. During the first period, which extends from 1409
to 1418, he resided in Cortona and Folingo near Filesole,
Italy. The second and longest period, whayh closed in
1436, was passed in Fiesole, Throughout the third period,
which extended from 1436 to 1447, San Marco was the artist's
home, The last eight years were spent in Rome, However,
gince 1little is known of the first period, it will be
omitted and the second period, because of its marked trans-

A d * . . L

1. Alols Wurm: Meister und Schulerarbeit in Fra Angel-
ico's Werk, pp. 1-54.
2, Douglas, op, cit,, pp. 26-28,
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ition, will be divided into the First Flesollan Period
ending in 1433 and the Second Flesolian Period ending in
Li%6. : }
B, A Study of Selected Religi%us
A Paintings
1. The First Plesollan Period, 1418-14%3,

The reliquary pictures were completed during the years
spent at Flesole and rightly belong to Angelico's first
period, These small panels are four in number and origin-
ally formed the srincipal decoration of four little shrines
in a church dedaeated to the Madonna, These little plictures
all form one connected serles, in which are represented six
scenes from the 1life of the Virgin, They are all minlature
paintings.l

a, The "Madonna Dells Steila"

~ The second panel represents the well knownj"ﬁadonna
Della Stella." The virgin is clad in aui%gg blue rébe
lined in rich.yellow satin. A clasp hold; the robe lightly
about her drooping shoulders, while wlth the left hand she
caressingly covers the foot of the child with the robe, A
stiffness is created by the folds In the robe, The goldén
background brings out the colors of the garment.

The child i1s sesated on her left arm while with her

1. Ibid., p. 28,




.:.m .Q...w.‘

-
P

4

‘P

_—— o ol
-

P 4

b 4

:.& B |
i

— 4‘rinﬂim4ﬂlj

/77aaonm/ﬁ Deirn (‘57"51./.»9



right hand she lightly supports his left arm, The "infant,"
being fully clothed, nestles close to her, ?ressing his
little head.against her cheek, There 1s an adult expression
- on the child's face and a gquiet saintly expression on the
face of the Madonna, Notlce the curves in the unrealistic
hands of the Virgin, The smallness of the chin and mouth of
the Virgin adds formality to the painting, The nimbi on the
heads of the mother and chlld are elaborate, However, Iin
spite of the general atmosphere of stiffness, one soon be-
comes avare of the subtle means Angellco used to suggest
the intimate connection between the Madonna, her life beling
ever divided between joy and‘grief, and the child.l The
note of the whole representation 1is one of maternal tender-
ness, maternal anxlety, How well the curves in the garments
unite the mother and child,

The architectural design of this panel is Gothiec,
There is interest in the angels painted on the border of the

center scene, Angelico's angels will be i&udied in detail

in the next period,

b. The "Goronation" of the Louvre,

The "Goronation of the Virgin" of the Louvre is one of
Angelico's earliest works in tempera. The momenﬁ depicted
is that of the Lord placing the crown on the ?irgin's head

. . * .

1. Inid., ».32,




while saints are standing and kneeling in awe and adoration,
The Gothic canopy under which the principal personages are
seated showsthat the Domlnlcan artist was entirely under
Gothic influences, The steps in front of the throne are
planned in the shape of half a hexagon, and In their main
outlines harmonize with the half of the canopy above then,
All the main lines of composition meet in the apex of the
canopy. This structure determines and dominates the whole
compositioh of the pilcture, The saints seem stiff and
unreal in thelr plety, A descriptlion of these salints is
given in the followling lines:
"From both sides of the throne the hosts of the blessed
contemplate the scene--apostles, bishops, and founders
of monastic orders, all distinguished by their emblems,
A charming group of saints of celestlial grace 1s in the
foreground: the kneeling Magdalene with her vase of
ointment; S5t, Cecilia crowned with roses; 5t. Clara with
her starry veil; 5t. Catherine of Alexandria leaning
upon the wheel, the instrument of her martyrdom; and St,
Agnes with a white lamb in her arms, symbol of innocence
and purity, These youthful salnts are endowed with
heavenly beauty; they are visible souls rather than
bodies--thoughts In human forms, enveloped in chaste
draperies of white, rose-color, and blug, embroldered
with stars--clad as happy spirlits migh¥ be, who rejoice
in the eternal light of Paradise,"!
c. The "Coronation" of the Uffizi
At the Uffizl is another representation of the same
subject, Renouncing the Gothie throne, he places his glor-
ious clrclet in mid-air, above the clouds, in front of a

- . . .

1, Masters in Art, February, 1903, p. 37.
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glowing background of golden rays, With handS‘CTOSSéd over
her breast, the Virgin bends forward a little, as Chrisﬁ,
who 1is seated opposite her, places in her crown a Jewel set
in 'gold, A choir of angels is singing and playing to the
right and left, The artist has introduced the long Floren-
tine trumpéts with admirable effect, On elther hand, below,
/are grouped, so as to complete the circle, fifty saints,
male and female, Here Angelico's power of harmonious and
rhythmical composition 18 seen at its best, Thls composi-
tion is the last and the greatest of the friar's grorified
miniatures.l ' |

d. The "Last Judgment"

Another well known painting belonging to this perlod
is the "Last Judgmeﬁt“ representing Christ surrounded by a
mandorla of eighﬁ cherubim and, outside of these, a double

circle of seraphim, Below, an angel bears the cross, and

two other angels sound a trumpet of doom, Imhediately. to
the right and left of Christ sit the Virgig and St,., John

the Baptist, Beyoné them, on either side, are two rows of
saints and apostles, the helpers of the Judge, Below all,
in the center, is a cemetery with the graves open, On the
one side of it is the throng of the blessed, whom angels

are leading toward the city of God, On the other side are

1. Douglas, op. cit,, op. 50-51.
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bishops, kings, nuns and monks, whom devils are thrusting
down to hell, To the extreme right of the Judge are the
gates of the new Jerusalem; to the extreme left, the seven
circles of the Inferno, Between the groups of the blessed
and the celestlal portals is a space full of grass and
flowers, where angels are dancing. Mr. Langton Douglas
evaluates the picture thus:
"This picture, whilst it 1llustrates well Fra Angelico's
early manner, is attractive rather because of certain
passages in 1t than because of the general grandeur of
the conception, The whole composition is stiff and
formal to the last degree, The master l1s still bane-
fully affected by Gothle influences, and he hasinot rid
himself of the limitations of the miniaturist,"
The composition is, however, strictly Angelico‘s.v Symmetry
and balance are marked, |
The central figure is singularly disappointing, Al-
though beautiful and ideal, Angelico's Christ, in this ces-
lestial triumph, is pale, and slightly emaciated, He is the
eternal Friend, the Consoler, the merciful Lord which the 3
saddened heart imagines, and not the over ?@althy figure of
the Renaissance painters, He does not condemn; His counten-
ance 1s turned toward the blessed, tdward those whom He

loves, The gestures of the hands of Christ speak welcome .

with the one hand held out, and rejection from the other,

The Virgin, kneeling with downééstksyes;$is represented in
2

her "immaculate modesty" and "virginal candor,"

L4 - - - -

1, Ibid., pp. 52-53.
2, Masters in Art, February, 1903, p. 33.
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Mr, Douglas further characterlzes the pilcture thus:
"There are no violent or eager emotiohs in this world that
he palnts; all is vartlally velled, or arrested midway by
the tranquillity or the obedlence of the cloister."l

But the splendor of the eternal day was disclosedkto
Angelico‘s eyes as he helps us to see the blessed appéﬁagh
paradise over luxuriant meadows strewn with red and wh{te
flowers,2 There,flowers are from the artist's own beloved
Filesole, Angels, conducting the blessed, lovingly form a
cirecle, The burden of the flesh no longer oppresses them
for they glide through the air up to the flaming gate from
which a golden illumination radiates, Christ, on high,
smiles upon them, Empathy 1is created in the observer by the
rhythm of Angelico's resurrection angels as they dance hand
in hand. ' '

As for hell, 1t appears feeble and childish, One soon
realizes that the lovély mind of the angellc painter did not
lend 1tself to such themes, There is no mgmorse, no suffer-
ing, no anguilsh written on the faces of those who are tor-
tured. Even though dlagonal lines are present, there is no

apparent struggle and agony.  They only seem startled and

frightened in their pilety; they seen to be merely pretending

* * * »

Ipnid,, o. 33.
Douglas, op, cit,, pp., 50-52,
Marie A, Roulet: St, Anthony in Art, o, 117,
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1
that they are hardened sinners,

Thus, even though the great contrast in Angelico's
"Judgment" serves as a warning, yet on the whole, the
2

painting fails to receive admiration,

2, The Second Flesolilan Period, 1433-1436,

The second period of Angelico's artistic career was,
as has been stated, pre-eminently a period of transition,
During this period he painted four great Madonnas: the'Ma-
donna deil Linajuoli," the "Madonna of Cortona," the "Madonna
d'Annalena," and the "Madonna of Perugia." A study will be

made of the first and the last of these four palntings,

a, The "Madonna dei Linajuoli"

The "Madomna dei Linajuoli" or the "Madonna of the
\iabernacle“ is triptych in form, The central panel, in which
the Virgin 1is represented over life-size, is framed with
Angelico's twelve famous angels which have caught the public
fancy in a way.that no other works of the %gtist have done,
St. Jolm and 5t. Matthew are represented on the inside of
the doors; St, Peter and St, Mark are on the outside, The

- . . 3

1. The scene of the "Blessed" and the "Damned" affords a
good example of how critics may disagree, Some feel that
hell is weak; others feel that the scene of the "Blessed"
is weak, In such a circumstance, the writer will base
the welght of the criticlsms with one critic evaluating
both scenesg,

2, Douglas, op, cit,, p. 53.

3. George C. Williamson: Fra Angelico, p. 12,

£
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border of engels wlll be considered before the representa-
tion on the panels.
(1) Thre. JAngels from the Frame of the
"Madonna dei Linajuoli"
This famous altar-piece 1s one of the least pleasing
of Angelico's works, But of all the artist's creations it
ls the most popular and the most widely known, Furthermore,
the twelve angels playing on musical instruments which adorn
the beveled border of its central panel are generally consid-
ered as most typical of his art, Dr, Willlamson gives the
following criticism regarding them:
"Though graceful in form, pleasant in color, and certainly
charming to look at, these angels are quite unworthy of
being consldered representative of the work of an artist,
who was capable of painting the frescos of San Marco, and
it is unfair to judge Fra Angelico by them, As a recent
writer has said, 'What great painter before or since has
ever been judged by his oicture frames?' and these angels
are nothing more than the flat decorations of the frame of
.the altai—niece painted In soft colors on a gold back-
ground,
But weak and doll-like &as these enlarged minlature
angel figures are, there is something abouﬁgthem that has
captivated the fancy of the public, and evoked the extrava-
gant praise of the greatg} number-of the artist's blogra-
phers,
The angel with the trumpet is perhaps the most widely

kxnown of all of Angelico's angels., There is perfect balance

in posture., A first-hand observer of the painting states

* * . - *

1, Ibid., p. 12,
2. Masters in Art, February, 1%03, pp. 37-38.
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the following about the angel:

"Tenderly worshipping is the geze of its pure, far-
seeing eyes . . . gorgeous 1is the vivid crimson of its
trailing garments: wonderful the brilliance of 1ts many
eyed and golden wings: gleaming the subtle radiance of
its mystic halo: marvelous the airy, free, and floating
grace of 1ts lswaying figure, its upralised arm and firm
white hand,"

The paintér cannot find colors pure enough for his
angels, H. Talne describes the coloring thus:

"Tints are not increased or decreased nor intermingled
as in ordinary painting, Each vestment is of one color;
red contrasted with blue, bright green wilth pale purple,
gold embrolildery placed on dark amaranthf2like the simple,
sustained strains of an angelic melody.,"

The ornate nimbus of the angel with the drum and the

"exquisite colors blended against the golden background are

worthy of consideration. Angelico's harmony of color is
superb In all of his angelilc paintings.

Angelico's angels are like lovable children, with minds
unruffled by suspicion of evil, They do not think deeply
but are in worship, The chaste beauty and purity of the
angel with the panplpes is striking, Mrs.ggameson, the
gfeat art critie, says that Angelico's con;eption of the
angelic néture is unapproached and unapproachable.» She
further says:

"Angelico's angels are unearthly, not so much in form
but in sentiment, and superhuman, not in power but in

purity. In other hands, any lmitation of his so%t ethe-
real grace would become feeble and insipid .

. . . . .

1, Roulet, op. cit,, pp. 119-20,
2. Masters in Art, February, 1903, p. 33.
3.Roulet, op. cit,, p. 121,
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These “"paper-doll angels" have so much sentiment of beauty
in them that even Micheléngelo, the lover of muscular con-
struction and herolc nudity, sald regarding them, "Surely
the good monk visited Paradise and was allowed to choose
his models there,“l

The angels trust to their wings with a certain confi-
dence, Empathy is created as the eyes follow the many
curved lines, until the angels do not seem to fly or walk
but to float along "smooth and gliding without step."2 The
use of curves in the postures, the figures, the faces and

hands and fingers of these heavenly beings create a soft and

effeminate effect, R

(2) The Panels of the "Madonna dei Linajuoli®

/ The central panel represents the virgin seated on a
throne covered with rich brocade which is highly decorated
with gold and silver: She 1is wearing'a blue robe and rose
tunic. Again with her left hand she holds the c¢hild who 1is
standing on her lap, He ls clothed in a 1§§g garmenﬁ and
holds a globe jfn his left hand, while the right hand is
raised in blessing. |

The lMadonna 1ls weak in feature, Here again 1s the rep-
etition of her small chin and mouth, her drooping shoulders

. . . = -

1, Masters in Art, February, 1903, o. 31,
2, Roulet, op. cit,, p. 121,
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and flat bosom; her posture is cold and dignified, The
child's gesture as well as expression 1s that of an adult,
Neilther proportion nor draperies are in the remotest degree
possible for a child, No suggestion of the child's weight
is gilven on the lap of the Madonna, The size of the globe
is not in proportion with the size of the child's head,
btiffness 1is created by the folds in the robes of the Virgin
and the child, These lines tend to separate them from sach
other,

The two slde panels are really more characteristic than
1s the central panel of the manlfest influence of both Mas-
acclo and Ghibertl, These massive, well-modelled figures
make a new departure in the artist's life, They are boldly
concelved with muscular limbs, But even though the workman-
ship is good, the contemplatlion of them leaves one cold,l
Angelico was not yet at home in his new manner, and could
not as yet express himself completely ig 1t, However, this
painting has to a pecullar degree the char%gteristics of a
picture of transitlion, Angelico 1s leaving behind the style
of the minlaturlst and 1s reaching out for the technique of

fresco painting.

b. The "Madonna of Perugia'
The last of the Madonnas in this series of four is un-
doubtedly one of the most beautiful of Angelico's altar

» . ° - .

1. Douglas, op, cit,, p. 61,

i
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pleces, It belongs entirely to the early Renalssance,
The Virgin 1s seated under a characteristic Renailssance
canopy which bears the stamp of Michelozzo's growing in-
fluence, The Madonna regards the baby with motherly solile-

itude and tenderness, He 1s gstanding on her lap and
leaning against her arm and side, In his left hand he
holds a pomegranate; his right hand is raised in blessing,
In this picture he 1s represented almost entirely in the
nude, Moreover, he 1s represented as a real baby, with
rounded limbs and a sweet Infantile expression, The whole
conceptlion of the mother and child has become more human
and intimate,

On elther side of the Virgin are two angels bearing

roses in flat baskets, "These roses," says Dr, Willlamson,

"abound in the city of Cortona to this day and are sold in
similar baskets in the market places."l Thus we see an
attempt on Angelico's part to represent nature in this
painting and to repfesent it accurately. ,f
Also in the figure of Joln the Baptlst which ié part
of the altar-plece of Perugla we find a great change, Of
all the beautiful figufes that Angelico left us, few are
more beautiful than his 5t, John the Baptist in this altar-

piece. The attractive face, with its fine brown eyes, 1is

exquisitely modelled, The hands too are full of expression,

1, Williamson, op. cit., ». 30.
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And how firmly the legs of this young prophet are placed
on the ground,

This period then may be characterized as a period of
transition when Angelico puts aside the cramping influences
of the miniaturists and paints over life-size figures, thus
preparing himself Tor the fresco palntings in the remaining
two periods. In thls perlod, he alsc makes use of a new

medium, namely, tenmpera,

3, The San Marco Period, 1436-1447,

Before taking in hand the monumental task of Angelico,
his fresco paintings in the convent of San Marco, a study
will be made of one of his princilpal works in bempera during
this period, the "Deposition," Then three of hils greatest

fresco paintings, "Christ as a Pilgrim," the "Crucifixion,"

and the "Annunciation" will be studied,

a., The "Deposition" |

The disciples are represented in the "%gposition"
lowering the body of Christ from the cross,‘ This group
occuples the centef of the composition, A group of women
stand on the left: Mary HMagdalene, conspicuous by her loﬁg
yellow halr and red robe, kisses the feet of Christ, and |
the Madonna gazes upon them in an ecstasy of grief, On the
right hand, the disciples dlscuss with melancholy gesture,

the sad event, The artist has introduced the vportralt of




1
his friend, HMichelozzo, in this plcture,

The nude body ls intelligently rendered in nobilility
and form, However, the weight of a dead body is not felt
as in Ruben's "Deposition.," Advance is shown in the draw-
ing and modeling of the drapery and form, The landscape
in the background shows defect in perspective; however the
hills shade off dellicately against the blue of the sky.
The composition is excellent, in spitelof many figures and
detailed background., The artist attempts to‘giVe expression
to nature in rendering the skies, the trees, the rich cover-
ing of grass and flowers, The angels in the sky, which are
so characteristic of Angelico's earlier paintings, do not
appear in many of the latter pictures.of this period,
Perfect peace and qulet prevalils in this scene as the
realization comes over these men and women that their Be-
loved 1s dead, No outburst of emqtion finds place in this
scene, The faces, and the gestures, that are so well suited
to the faces, speak of innocenoe, pieiy, E?midity, and for
the most part,gthey appear weak, This 1s especilally evident
in the man showing the pegs and the crown of thorns to his
friend, + The headgearsland nimbli of the various individuals

are worthy of study.

1. Douglas, op, cit,, p. 81,

.
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b. "Christ as a Pilgrim"

“CGhrist as a Pilgrin" is the most beautiful of the
lunette paintings over the [lve doorways of the cloister,
It is placed over the entrance of the hospitium,

Christ is represented with a friar beard and beautiful
wavy hair falling down to his shoulder. With His right hand
He clasps the pilgrim's staff: His left hand is held by
one of the monks, who looks ih His eyes with loving anxiety;
while the other monk caressingly clasps Christ's right arm
with both hands, The tall staff dividés the lunette Into.
two halves, right and left, The left arm of‘Christ and tﬁé
right arm of the Dominican are both extended horizontally,
the hands joining in front of the upright staff, thus form-
ing a cross. No doubt the artist intfoduced it here to
gignify that the cross 1s the symbol of love, and tha?
self-giving 1s the Ffirst effect and proof of love,l

These two monks, full of self;forgetful sympathy and
tender solicitude, greet this”pilgrim, notyimowing that He
i1s divine, as representatives of Christ, These faces:sig-'
nify, spiritually, certaln great}monastic virtues aé 8l--
lence, obedience, self-sacrifice, enthusiasm for divine
learning, and brotherly love, The simplicity of the com-
positionvand the deeo religlous sentimemtkexpressed here

are characteristic of Angelico's lunette paintings.

1. Ibid., ». 87.
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¢, The "Crucifixion"

Though the largest of Angelico's works,‘ther"Cruci-
fixion" was never finished, Christ is represented hanging
between two thieves, The one gazes enraptured at the Sa-
| vior; the other, in blasohemy, turns his head away from
Him, Below, at the foot of the cross, a little to the
right, are the three Marys, The Virgin, half-swooning with
grief and horror, is being supported by 8t, John and the
Magdalene, Angelico has deplcted the death of Christ
rather as a sacred mystery than a historical event, intro-
ducing various saints and founders of religious orders as
spectators of the scene, Amongst these are portralts of
two of his contemporaries, Giovanni Dominicl and S, Anto-
nino.’

Half figures of prophets bearing scrolls adorn the
arch of the simulated frame, and medallions containing
portralts of the most illusirious members of the Dominican
Order form a frieze underneath the picturegl

In the treatment of nude bodles Angeiico did not
choose bﬁlky powerful forms, but as a rule, forms that were
somewhat attenuated, somewhat aesthetic, taking for models,
perhaps, some of his brethren at the canvent.2 The tactile
sense 1s not strong, His whole treatment of form is with

. » * . L]

1. Masters in Art, February, 1903, ». 39.
2, Douglas, op. clt,, p. 84,
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aesthetic purpose, attempting to render both the material
and spiritual, The reactions in the different saints afa
of interest: one with his hands tightly clasped, gazes at
his dying Lord; another, unable to endure the sight, turns
away to weep, The unrealistic streams of blood on the beam
of the cross and the skull are there to speak of death and

its gruesomeness,

d. The "Annunciation® ‘ ' :

Facing ﬁhe door of entrance to the upper corridor of
the cloistérs is the fresco of the "Annunciation," One art
critic describes the scene as follows: :

UThe fair-haired Virgin, clad in = pale pink dress and
dark blue mantle, seated upon a rough wooden stool in an
open loggla, reverently recelves the message brought to
her by the angel, who, with wings still outspread as if
he had Jjust alighted from heavenly helghts, bows before
her whom he halls as the chosen one of God, His pale
roge-colored robe 1s edged with gold, and his wings ,

: . glow with delicate tints of rose, and violet, green and

yellow, Through the arches of the slender columns we

see a garden wherse the grass 1s starred with dalsles,

and beyond its wooden paling,rose-bushes and tall cypress-

trees grow, An evening light emhances)?&m holy calm that

pervades the scene,"+ i ¢ '

-

i

Extreme simplicity marks this painting when cont?astéd

4]

with the "Annunciation" of Cortona and that of Madrid. Tﬁe

color scheme is simpler, Less symbolism 1s used for here
igs no Adam and Eve in the background reoresenting the Fall;

nelther 1s there a holy dové descending on the Virgin,

-

1. Masters in Art, February, 1903, o. 40,
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Howevér, there are flowers which may indicate not only the
friar's love for nature, but testify to nature's joy at the
removal of the curse and the coming of the Lord,

In this picture there 1s a striking instance of the
friar's readiness to observe and to use the pictorial ele-
ments that opresented themselves to him in the little world
in which he moved, The two capitals and pillars supporting.
the loggila are of the Ionic order and are careful copiles of
those HMichelozzo had just coumpleted in the cloister below,;
4, The Period at Rome, 1447-1455,

Angelico was summoned to Rome after he had spent over
a decade at San Marco, During this period he painted a
series of thirty-five panel plctures dealing with different
scenes in the 1ife of Christ, The last of his Madonnas,

' and the crowning work of his life

the "Madonna del Bosco,'
which was done in frescb were painted during these last
& elght years,
i
a, Panel Series of the Life of Christ,
In this seriles of pictures, those of which are directly
ascribed to Angelico, 1t becomes evident that he was 1n
symoathy with the trend in Rome, namely, the "return to

antiquity” and the "return to nature." His enthusiasm for

tite revival of classical form, i,e,, the Corinthilan and

1, Douglas, op. clt,., pp. 93-97.
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3

Ionic Capitais, and'hié“eager quest for nature in the ﬁreat%
ment of flowers and trees, is quite evident, The faces of |
some of his personages take on more character and individ-
vality., Intimate relations of thought and emotion as in
the "Flight into Egypt" in which the gentle mother clasps
the babe to her‘breast become common, In this same plcture-
a remarkable lmprovement in distant perspective 1is seen,

the hills appeéring colder and grayer as they near the

1
horizon,

b.>The "Madonna del Bosco"

The last panel olcture of the Madonna comes in this
oeriod, The child, entirely nude, leans lovingly against

his mother while her face is full of tenderness. In this

- pleture, tendencies whilch realized gradual growth in Angel-

ico's earlier lMadonnas are more fully developed,  The

“intlmacy of relationship 1s more strongly emphasized than

ever before, However, Angelico presents the Madonna with
the same formal tip of the head and the background of
either rich curtains or some architectural canopy throughout

his painting career,

c. Scenes of St, Stephen and St, Lawrence,
In the winter of 1447-48, Angelico began the decora-
tion of the little square chamber known now as the Chapel

- . . . .

1. Ibid., o. 109,
2. Ipid., pp. 116-117.
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of Nicholas V, On three of the walls of this small oratory
he painted in two tlers, one above the cther, six scenes
from the 1ife of Stephen and five from that of St., Law-
rence, These two serlies of frescos, executed when the.
artist was sixty years of age, represent his highest achieve-
ment, not only in technical skill and in modeling, but in
freedom and dramatic power,l The two reproductlons here
given reoresent a scene of 3t, Stephen and 5t, Lawrence
respectively,

(1) "Martyrdom of St. Stephen"

In the "Martyrdom of St, Stephen," the Saint is
kneeling in orayer in the extreme right of the pilcture.
Nearer its center, and placed a little 1in the background,
is the powerfully buillt form of an o0ld man who is about to
hurl a stone at the proto-martyr., In front 1s another
well-modeled figure, whose right arm is extended as though
a stone had at that moment left it, On the left stand a
group of Pharisees, stern, consclentlous, re;entless; and
prominent émcng them 1g Saul, who holds thegelothes of «
those who are slaying St. Stephén, In this last magsive
figure we trace again the effects of the friar's stu@ies ;
of the creations of his contemporaries,

The clustering hills capped here and there with castlg
towers and the cypresses looming black against the grey

* . . . L)

1. Masters in Art, February, 1903, pp. 40-41,
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slopes bheyond speak of the scenery about his own home
Fiesole, This scenery is similar to that of the "Deposi-
tion" and the "Flight into Egypt." There is a noticeable

lmprovement of aerial perspective,

(2) "st, Lawrence Giving Alms"

In this fresce, 5t, Lawrence is distributing alms to
the poor, the‘widow and orphan, the malimed, the‘halt, the
blind, The figure of the saint, richly clad in ecclesias-
tical vestments glowing with color, the architectural
background of columns closed by the apse of the church,
and the expressive faces and attitudes of those standing
about 5t., Lawrence, make up a scene which 1is generally
considered the greatest of all Angelico's works,

The mother clasps the infant to herself while the
child caresses its mother's neck’with its tiny hand, The
two children, brother and sister, ére sharing each other's
Joy as they go away with thelr common gift, The background
is now taken up with architecture of Rome #hich before in
his earlier period was given over to angels, The strong
Tigure of the lame man shows good form, In the hand the
old man extends to receive the gift, there 1s a good

example of the type of hand that is most usual in the
2

friar's later work,

* - » . *

1, Douglas, op. cit,, pp, 128-29,
2. Ibid., o. 128,
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C. Religious Values Derived
from Distinctive Characteristics
of the Paintings

1. Growth in Content and in Presentation,

a, The Development.

(1) The First Flesolian Period

During the first period, all the paintings are in min-
lature form, Many of the faces of the figures are the size
of a finger nall but marked out with a perfection so com-
plete, that if magnifiled to natural size, they still
scarcely show a mark of imperfection.l He painted with
very bright clear colors on golden backgrounds, The fig-
ures appear stiff, wooden; the faces are conventional,
Especlally the Madonnas characterize the paintings of
Glotto but with added sweetness, Nearly all the nalntings
deal with some incident in the Virgin's 1life, Unreal
Medieval backgrounds and frequent use of Gothic Architec-
ture characterize his early works,

y
(2) The Second Filesolian Period

A Dbolder, freer style 1ls evident in this perilod, the
paintings belng over l1life-size, His first Madouna 1is
cramped and very stiff and formal, but there 1s more char-
acter and reality and trgth in the rendering of the last
Madonna, A change in style 1s sensed especlally in hils

L4 . . . .

1, H. H, Powers: Mornings with Masters of Art, p». 107.
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drawing and modeling of the human body: in his treatment
of linear perspective, and in the decorative use that he
makes of architectural forms, The Madonna and child is his
favorite subject durlng this period, Angels are still
found pregent in most of his paintings, the background
being quite remote from his actual surroundings and highly

ornamental,

(3) The San Marco Period

The faces of hils personages are no longer mere tradl-
tional types but they take on character, Hls oalilntings have
numerocus historical portralts as well as those of living
personages, Less symbolism 1s used; nature finds a real
place in his paintings, Gold and silver backgrounds gilve
way to more neutral hues; the settlings of the paintings are
not of another world but the convent and the scenery about
it is utilized, The Virgin is not és central in his paint-
ings as in the previous periods but many of his subjects
deal with incidents 1in the 1life of the hisggric Christ, Hils

healing ministry, Hlis passion and death and resurrection,

(4) The Period at Rome
In this perilod, we find the paintings to be more human,
yet no less heavenly., HMore attention 1s given to individual
character and feeling; lines become more purely functlonal;
more strength is glven to modeling, making the observer |

realize roundness, bulk and pressure; a more robust ldeal of




manhood and womanhood 1s given:; a real interest in nature
is evident as well as in rendering it correctly 1in regard
to perspective, The background 1s now made up of city
walls, streets and scenes in Rome, His subjects are varied
but climax in his portrayal of incldenis in the lives of
the salnts of the Church, There 1s also a striking in-
terest in classical antiquity showing that the vainter-monk
was in touch with the oprogress of the times.l

b, The Heaning

Fra Angelico in his earlier paintings does not readily
assoclate the Delty with the mundane and ordinary.' His God
is a transcendent God, The Virgin and the Child, executed
meticulously, are not subject to human expressions of inti-
macy, The settings of his paintings are removed from the
actual world about him, His personages are cénventionaliied
and characterless--distant in space and sentiment from this
earth,

In the later paintings, Angelico weaved into the ce-
lestlal world filgures and forms of those with whom he has
agsociations in San Marco and Rome, Hils setiings are in
convents, in the open flields, in the streets and buildings
of Rome. The Madonna's maternal relationship to Christ is

2
felt; Christ's humanity becomes more evident, The

. 3 L] . (3

1, Masters In Art, February, 1903, pp. 40-41,
2. Douglas, op, cit., pp. 26-28,
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personages become individuals aware of one another, sharing
one another's religious sentiments, Thus the immanence of
God is the new note that is struck in Angelico's later
works.l
2, Values in Composition
a, Harmony in Color
In color, Fra Angellco is noted for his love of the
pure elemental tints of clear sharp blue, of an exquisite
rose, of a vivid green, of gold and of pure brilliant
white., I, B, Bupino states that,
"His clear, dlaphanous transparency of coloring is not
used from lack of technical ablility, but to approach
more nearly to his ideal o? celesgial vislions-~ a specles
of pictorial religious symbolism,
These transparent cleér colors are most cunningly combined
so as to produce a harmony that is most dellightful, Art,
- eritics agree that Angelico excels in producing exquisite
harmony in color, This perfect harmony which the painter

felt so keenly in his use of color may be pndicative of the

spiritual harmony possessing hils soul,

b. Serenity in Line

Angelico uses primarily the line of rest and quiet
indicating serenlty, relaxation and meditation., Much use
is made of the curved line, Iin particular, the slow curve,

1. Douglas, op. cit., pp. 26-28,
2. Masters in Art, February, 1903, p. 34,
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1
the line of delicacy, quietness and restraint, These

lines adapt themselves readily for heavenly representatlions
where all 1s quiet, where struggle ceases, The serenity
that Angelico portrayed so perfectly may be indicative of
spiritual serenity, which he came to possess by projecting

his feelings Into the realm of the eternal,

c. Brilliancy in Value and Mass

Fra Angelico's world in palnting 1s a strange one.
His palintings abound with celestlial beings; at times, his
settings are arrested midway between heaven and earth; at
other times, his pefsonages are placed on clouds, knowlng
nelther time nor space, On these vislions he loved to shed
a brilliantgglow with subtle shading to intensify the

brightness, He could not interpret the eternal with

shadows., The sun of Paradlise 1llumined these realms,

d., Sincerity in Form

Fra Angelico's greatest concern did ng; take in the
excellence of the elements in art, although he always was
an eager student and ever tried to improve his art, Angel-
ico never paints form from a purely scientific point of
view, that 1s, to show texture, volume, foreshortening or
to demonstrate perspective, The palnting of Andrea del

- . L] - -

1. Loulse Dudley and Austin Faricy: The Humanities, pp,.
153-157.

2, Masters 1n Art, February, 1903, p. 35,

3. Douglas, op. cit,, o, 148,
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Castagno is quite in contrast to Angelico's when he states:
"To render form, to glve roundness and solidity, to the
figures I paint, to make them stand out well from the
surroundings, to enable people to feel that they can
walk around them, that they will yield resistance to
pressure, to stimulate, in short, thelr sense of touch
--that is the one thing needful in_vainting, that shall
be my one great aim as an artist,"t

Castagno's massy, bulky personages in his paintings do not

add much to an aesthetic experience, for they seenm to be

gteoping down out of the plcture and making straight for

the observer, Angelico realized the lmportance of tactlle

consciousness but he alsc realized the limportance of cor-
“relative truths of art limiting and qualifying a painting,

Angelico's figures do not only live in their framework but

possess a spiritual guality and sensitiveness that surpass

‘ : 2
even the works of Masacclo. in this aspect., Thus in the

presentation of form, he endeavors primarily to present

the spiritual but never to cease striving for a more perfect

3
way of giving form to this inward picture,
e, Simplicity in Composition y

Vasarl states that Angellco showed profound intelli-

4

gence In the arrangement and composition of his paintings,
- Simplicity of composition as a rule marks his pilctures,

Perfect balance and rhythm facilitate agreeable empathy in

1. Ibid,, p. 85,
2. Ibid., p. 146,
3. Ibid., p. 148,
4, Roulet, op. cit., p., 111,
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composition., The "Last Judgment"” illustrates this superbly,
Angelico never marred or overloaded his pictures by irrel-
evant accessories thalt would distract attentlon or spoil
the desired effect.l

3. Values in Bubject

It has become evident, in the study of all the avall-
able paintings‘of Fra Angelico, that many of his paintings
have as their subjects incidents in the 1life of the Virgin,
Paintings depleting her dormitlion, assumptlion, coronation,
and marriage are numerousj over twenty-three paintings
represent the "Madonna and Child" and no less than seventy-
five include the Virgin as one of the major personages in
the palinting,

Angelico seldom if ever used the 0ld Testament as ak
source for his subjects other than for the decorative por-
traits of the prophets, He rather turned to the traditional
saints of the church for subjects, identifying the most '
Qrominént ocnes with the syumbols associlated dﬁth them, They
are usually represented with the Virgin, sometimes fifty or
more, sharing some important event in her life, After his
residence in Rome, the ?ope as well as scenes in the ecclesi-
astical bulldings are represented in his paintings,

Various incldents from the life of Christ are revre-
sented in Angelico's art, Among these the "Crucifixion" is

. » * * *

1, Masters in Art, February, 1903, p. 35.
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the most prominent one, which he palnted at least fifteen
times, Women hold an important position in the paintings
representing the 1life, death and resurrection of Christ,
They appear chaste and modest and usually are in a group
somewhat to themselves, The Virgin is an important per-
sonage in many of these piatures.l

Angelico wag very closely assoclated with the Church,
His interpretation of religion vas in terms of the Church,
He painted what the Church taught; her legends, her salnts,

her dogma and ritual were his subjects, He palnted nothing

that was out of harmony with the teachings of the Church,

4, Values in Treatment
Vasarli states that since the study of the nude body
wag forbidden to a monk, Fra Angelico
. J'concentrated all his feeling for physical beauty, all
hig capacity for dramafic expression, on the faces of
his saints and angels_and became a unlque exponent of
religious sentiment, "2
Angelico took great pain in painting ¢btails., Nothing
short of perfection was satisfactory to him, The meticu-
lously decorated nimbus of the angel with the drum 1s note-
worthy; likewlise the heavenly expressions on the faces of

the saints, To Angelico, the saints were preclous; the

angels, messengers, attendants of Christ and the Virgin,

. . . . -

1, Frida Schottmiller; Fra Angelico Da Fiesole, Des Melsters
Gemdlde in 359 Abbildungen, Edition II, pp. 1-152.

2, Ibid,

3, Masters in Art, February,l1903, p. 31.
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H, Taline well expresses the religious sentiment Angelico

had for them:

" he cannot find colors for his saints pure enough

- . .

or ornaments sufficliently orecious, He forgets that his
figures are images; he bestows the faithful care of a
believer, of a worshiper, upon them: he embroiders their
robes as 1f they were real; he covers thelr mantles with
filigree as flne as the flnest work of the goldsmith; he
palnts complete 1little plctures on their copes; he deli-
cately unfolds their beautiful light tresses, arranges
thelr curls, adjusts the folds of their tunics, carefully
defines the round, monastic tonsures on thelr heads; he
even follows tEem into heaven that he may love and serve
them there, ,"
5. Values in the Impressions of Whole
Resignation is an underlying characteristic that marks
Angelico's personages, His treatment of women is very in-
dicative of this characteristic for they never show viclent
enotions or loud weeping under any circumstances, Especilally
in the "Deposition" this submissive obedience may be seen in
their bowed forms, and agaln in the face and form of the
Virgin in her flight to Egypt. The poor and suffering about
3t., Lawrence, likewise, indicate that they?have accepted
their hardships,
Even in paintings of bloody scenes such as the
"Massacre of the Innocent," the soldiers go to take the
1ife of the children in thé spirit of resignation to the

command of the king, The mothers offer little resistance,

In the paihtings of martyrdom, the proto-martyrs awalt

1. Ivid., ». 33.
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patiently the sword of death, In the "Last Judgment" the
damned seem resigned to the awaliting torture,

Angelico painted this sentiment of resignation espec-
ially forcefully on the face of Christ on the cross, As
his 1ife will be studied it will become evident that this
splrit of submission,‘obedience and acqulescence permeated
and colored all of his thinking and palinting,

Sheldon Cheney states that Angelico's pictures are

", . . atmosphere and feeling incarnate, They breathe

1
simple holiness, quietude, adoration." He says:

"Fra Angelico achieved in his paintings exceptional
sensuous lovellness, But he transcended mere decors-
tive pilcturing because he had the genius that enabled
him to put this other vitality or power or feelling into
his pictureg: this element that we call holy or spir-
itual because we cannot find other words to suggest its
balm to the_splrit, its profound quietude, its evocative
sweetness, "2

Thus these piétures transport the soul into the mystical
'Presence, there to partake of timelese rapture,
D, Summary ¥
In this chapter the paintings of Fra$Angelico have

been observed in a flrst hand study., Selected religious
paintings were consldered iﬁ chronological order because
of the innovations which characterize them, Definlite
aspects of growth were discovered in hls paintings which

* . * . .

1, Sheldon Cheney: Men Who Have Walked with God, p., 230.
2, Ivid., p. 237.
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enriched and deepened their religlous value, The elements
in thelir composition were also noted: color, line, value,
mass, and form., The subject matter was found to deal
largely with saints, angels, and heavenly visions; the
Virgin too was represented in many of Angelico's works,
His treatment of his earlier paintings was characterized
by great meticulousness; but a fuller, freer brush is used
in his later plctures.

Lastly, certain religious values such as resignation,
holiness, quietude, and mystic spirituallity have been
found to characterize all of his works, sentiments which

make his works distinective,
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CHAPTER II

THE DISTINCTIVE CHARACTERISTICE
IN THE PAINTINGS OF MICHELANGELO AS
INTERPRETATIONS OF RELIGION

A, Introduction
In every collectlion of religlous paintings where there
are paintings of Fra Angelico's heavenly world, representa-
tions from another world are present, namely, Michelangelo's,
Seulpture was really Michelangelo's domain for he writes in
one of his beautiful sonnets: "It is only well with me when

I have a chisel in my hand.," Yet destiny so ruled that

- palnting was thrust upon him, The few times he turned to

painting without being forced, he painted non-religious sub-
jects, with the exception of the "Holy Family." But the
great majority of his paintings aré religious subjects
which were executed with a burning dissatisfaction in his
breast, With this in mind, the paintings g} Michelangelo

will be taken up.
B. The Study of Selected Paintings

1., The "Holy Family"
. The "Holy Family" was executed in 1503 for a prominent
Florentine, Angelo Doni, In this picture Michelangelo has

made Joseph appear as the most ilmportant personage in the

35
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group, a rather anxlious looking man, with a strong face
and keenly openetrating eyes, De Tolnay concludes that it

is very probable that the head of Joseph has been derived

N

from the aﬁtique portralt of Eurlpides, Michelangelo here
leads a crusade against the conventlional presentation of
the "Holy Family" in which Joseph 1s slighted or only the
Virgin and Chlld are presented,

The Virgin as here represented 1is cqulte different from
the other HMadonnas of Michelangelo, Heér chief beauty con-
sists in the uoward 1ook of her large "Florentine eyes."
Vasari was much moved by this "prophetic glance" of the
Virgin as she hopefully sees the Savior as victorious hero

of the world to come, The Virgin's head, form and muscular
{

arms are those of a young man, It 1s the first time Michel-
angelo transposed ideal mascullne beauty to feminine, In
this he antlcipates the 5ibyls 1n the Sistine vault, The .

way the Virgin holds the child seems to come from the manner
1
of carrying vases in antique art. #

;.

. ‘. . . »

1, Vasaril gives a description of the motif of the group
which does not seen correct in that he states that the
Virgin is giving the child to Joseph, It is the Virgin,
according to Stearns and others, who receives the child
from Joseph and not Joseph who receives the child from
the Virgin, This problem has been discussed as long as
the painting has been 1in existence and, even though the
motif has not been solved, it certainly does not lack
originality. However, the observer soon becomes more
concerned about the oroblem in this plecture than in its
message, The reader 1is referred to: Frank P, Stearns:
Midsummer of Itallan Art, po. T6-TT.
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In the background, iichelangelo shows a group of nude
young athletes, inspired by Signorelli, who appear to signify
the pagan world separated by a wall from the Holy Family,
Christ, the upper figure in the plcture, belongs to the

world sub gratia according to the motif of the Middle Ages,

The Virgin and Joseph belong to the sub lege which is below
the worid to which Christ belongs, These two werlds are

contrasted to the world ante legem which Michelangelo repre-

sents by the Eoheblan youths behind the wall, "Thus," writes
De Tolnay, "lichelangelo synthesizes in this composition in
globe form all the spiritual development of humanity."l

The coloring of this palnting 1s very different from
cdntemporary artists who liked the harmony of warm colors,
This palnting 1s made up of clear, cool colors which glve
the impréssion of "colored marble." He used at the same
time, changing color values, The Virgin's pink gown changes
to clear yellow when the light touches 1t, her light blue
mantle becomes white, and its green liningyxurns to golden
yellow, Joseph's yellow robe‘changes to orange in the
gshadow, The beauty of the colors is put in relief by con-
trast., The »ink of the Virgin's blouse is accented by the
small brooch at her besom; the blﬁe of her mantle is relieved

by a little soot of pnink gown which projects from beneath

it on the ground,

1. Charles De Tolnay: Michelangelo,yll, The BSistine
Celling, p. 165,
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There are no deep shadows in the picture but only half
shadows which emphasize the "swelling forms" and which give
the effect of "polished marble." Light and shadow serve
only to bring out plastic values, and the suggestion of a
vlastic substance, This stands in contrast to the soft
chiaroscuro of contemporary artists for whom light and shade
served to relate forms.l
2, The Sistine Celling

a. The Architecture

Before taking into consideration Michelangelo's artistic
activity from 1508 to 1512, it is needful to describve in
brief the theatire of his actlvity--the Sistine Chapel,

The Chapel was erected in 1483 under Pope Sixtus IV,
Viewed from the outslide 1t 1s an oblong brick building with
travertine cornices and window frames, The clerestory con-
sists of six tall windows at the right and left., The celling,
seventy feet above the varicolored marble mosalc floor, 1s a
flattened barrel-vault., The transitions fme the longltud-
inal walls to the vault are made by pendentives which rise
from the pilasters, BSince the lunetties above the windows
venetrate into the vault, 1t was necessary to create trans-
itional arched recesses called spandrels, Thus an alterna-

tion of spandrels and pendentives resulted,

1. Ipia,
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Michelangelo included the pendentives in the main ceil-
ing revpresentation, Unifilcation and slmplification are ob-
talned by these ﬂine rectangular fields and by the large
bands connecting the pilasters of the thrones on both sides,
The entire vault is bound together in a coherent system of
rhythmic alternations of small and large flelds, Michel-
angelo succeeded well in bringing out the latent qualities
of the pendentiveé, spandrels, lunettes, and especlally
adapted hisg figures to the material welight of the vault, as
seen 1In the large seated figures of the Prophets and Sibyls
pulling down the glgantic architectural skeleton on either
side,l o |

. 2 :

The Chapel was divided by a cancellato Into two parts,
a oresbyterium and a space reserved for the laymen, The
artist, taking this into consideration, started with the
first four histories of man--his fall, punishment and repen-
tance-~-for the laymen area; in the remaining five he deplcted
the creation, or more exactly, the story oﬁkGod, over the
area of the clergy. In this 1atter’division, the only rep-
resentations of God are painted,

The architectural skeleton palnted by Michélangelo
divlides the vault into three super-imposed zones, De Tolnay
gives a brief degcription of these three zénes and their

1, The architectural structure of the ceiling is further
discussed in De Tolnay's Sistine Ceiling, pp. 11-19,
2. Screen,
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contribution to the painting as a wholet

"o these three zones, which are separated topographically
and stylistlcally, corresponds a triple gradation of sub-
ject matter, The lowest zone, that of the lunettes and
spandrels, clearly separated from the rest of the vault

by large frames, denicts a race undergoing the daily vi-
cilssitudes of human condition, Inhablting the second zone,
l.e., the architectural skeleton slt the large figures

of Prophets and Sibyls surrounded by thelr Genii, Although
they are human, they share lin the divine by their Intel-
lectual and, emotienal facultiess they can ascend from
earthly life by virtue of knowledge, wlll and desire, to
the divine,  The nude adolescents, the "Genii of the
souls" of the Prophets and bibyls who are situated in
this same second zone and who give a frame to the histo-
ries, also seem to be spiritual echoes, The third and
highest zone which appears behind the archltectural frame-
work contains the prototypes of man In his direct relation
to the Divine and the history of God Himself, These three
zones, in spite of thelr differing natures, are all bound
together: man in the lowest sphers reflects unconscilously
the attitudes of the Prophets and Sibyls, which in turn
are the reflections of the Divine,

"fhen this triple gradation of the celling is once rec-
ognized, one can try to venetrate moie deeoly into the
sciritual conception of the artist,
With this in mind, 2 brief description of the celling
ag a whole will be given begimning with the highest and most
important zone which determines the 1deology of the others,

¥

L4

b. The Representatlons
"(1) The Histories

The "Drunkenness of Noah" is directly above the main

-entrance into the chapel, The reclining Noah is in the pose

of an ancient fluvial god, "Although drunken he is Noah

stil1l," states Stearns, pointing out the beauty of his left

1. Ibid,, pp. 22-23,
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1
arnm and torso, His head with his hoary beard has fallen

on his chest, His bédy is the "prison of the soul." This
inherent tragedy of human existence reveals itself in the
petriféé& figures of his sons, The spectator immediately
recognizes the figure of Noah repeated in the man digging
the earth in the background, The two main aséects of human
éervitude are revealed in these two representations of Noah.
The Deluge was depicted as an "elemental cataclysm"charac-
terized by the stormy sea, pouring rain, and lightning,g
The "Sacrifice of Noah" is the last of the first three, pic-
turing scenes from the 1ife of Noah, |

" the composition is no

In the "Fall and Expulsion,
longer made_up of planes of background relief but the large
figures are contrasgsted with infinite space, The elements
are no longer fixed according to hidden geometry but linked
together in an orgenic and dynamlic manner, Tﬁe figures no
longer seem stiff and statuesque, but there seems to be a
"dynamic strean" proceeding from body to é?dy, This new
nrinciple is felt In the representation of God, as a powerful:
0ld man enveloped by a large cloak, in the "Creation of Eve,"
The gesture of hls right hand is like a magicianis gesture. ’

"

In the "Creation of Adam," God the Father has more of a ce-

lestial nature; he is a kind of anthropomorphic cloud which

3

slowly floats toward the earth, The "dynamic stream" is

L] . . . -

1. Btearns, op. cit,, po, 102-103.
2. De Tolnay, op, cit., ». 26,
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about to be passed to Adam, This plcture will be studied
in detail.

In the three remalning paintings, Michelangelo desired
to reveal the very essence of the Creator, It is therefore
difficult to know the exact subject matter of these frescos,
His mantle 1s oval in outline and shell-like in its protec-
tive character, In the "Separation of Heaven from Water"
it seems likely that he represented the second day of the
ereation., Gray is the dominating color, The "Creation of
the Sun and Moon" is described by De Tolnay as follows:

"God, like a planet, crosses the spaces of the universe
in a whirling speed,describing an orbit, At the right
he discharges celestial bodles with §n eruption, like a
bursting star throwing off meteors,"
In the last fresco of this series, the "Separation of Light
and Darkmess," God seems to be a flat "shadow" gliding
swiftly through space, with confused formless clouds about
Him, making Hilm appear cloud-like in substance, soft, immate-
“rial and formless. De Tolnay characterizes the scene thus:
"God seems to extricate Himself from prkﬁitive chaos in
a swimming movement , . . An instinctive impulse urges
Him to seek an escape from this gloom, He evolves from
the folds cof hils mantle , , , Hls body 1s convulsively
twisted , ., . Hls outstretching arme grope with probing
gestures in the welter which surrounds Him (it 1s the
same gesture for llberation that Michelangelo will use
later in his drawings of the Resurrected Christ); His

eyes are closed %S in blindness , . . This is a spirit
seeking itself " .
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The colors help to assimilate the figure into the
clouds, The lilac garment 1s here made of a smooth sub-
stance, Light and shadow seem to be properties of thils
substance itgelf, Around the Father's chest the lilac goes
into pale blue, the brush strokes becoming more tender, The
formless hands are of a pale color; only the face 1ls some-
What darker,

(2) The Prophets

The nine histories are accompanied on both sides by
the series of seers--gigantic figures seated as if freed
from this earthly life, Because of thelr dimensions, the
nlastic modeling of thelr bodies, and the suddentmovement
of their limbs, these twelve figures are of almost equal
importance as those of the histories, They are represented
on twelve pendentives, seven being Prophets and five Sibyls,

The first prophet, above the entrance, is Zechariah, a
robust old man seated on hils throne, He is calmly turning
the pages of his book to find the passage gn which he will
meditate, His eyebrows, however, and wrinkled forehead
show his.inner tensgion, The first Propheﬁ on the lateral
wall is Joel, beardless ané middle-aged, While reading he

seems overcome by a sudden emotlion, and, distracted from

,the text, thinks on hls Inner vision,

The next figure, Isailah, young and beautiful, appears
evernt more intensely enraptured, He no longer cares for the

written word and so has closed the book, His former lethargy
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is s8till evident in his crossed legs and in his invert arm;
he now brings his body in an attitude of suspense, His
cloak seems to be filled with spiritual wind, It is not

as welghty as the cloak of the first two Prophets,

(3) The Sibyls
‘ Michelangelo assoclates the 5ibyls with the creation
of the world, the creatlion of man and his fall, and‘the
Deluge rather than with the coming and passion of Christ as
was customary in the Middle Ages and the Renalssance,

In char;cterizimg the Sibyl of Delphl, he most likely
turned to the Aeneid, Her mantle and halr are lifted by
the wind; her large eyes full of terror stare into the
future, Her fully developed chin and nose could be that
of a youth as well as a girl, Her muscular arms would be
suitable for a youthful athlete, It i1s an image of original
besuty before the differentiation in sexes, says De Tolnay.
4 «~The contrast of her raised and bent arm in one direction
and her head énd eyes in the opposite dibegxion gives a
dramatic quality to the figure, The.Erythraean Sibyl has
her approopriate plaée near the sacrifice of Noah because
according to the Sibylliﬁe Oracles, she was Noah's daughter-
in-law, She is conceived as a young, robust woman of per;
fect beauty. Viewed in profile, she crosses her legs and
lets her right arm hang down inside of a fold in the gar-'
ment, With the left hand she leafs through a book in a

resigned&state of mind, The Cumaean Sibyl has the fedtures

=
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of 0ld age in muscular build, She will be studled in
detail.» The Persian Sibyl is a humpbacked woman with
deformed arms and legs, She tries to read the writings
of a prophetic book, Her pale green robe is wrinkled with
age, The only bright color is the pink cover of the book,
The Libyan Sibyl, the last £ibyl in this éeries, is rep-
resented in a twisted position, the purpose for this move-
ment of her body not being clear, In Vasari's opinion,
she has finished her work and is closing the bobk and is
about to rise, This double movement, the closing of the
book and the act of departure, is expressed by the contqr-
tion of her boéy and by the outlines of her garment, Her
youthful arms and torso ére superbly valnted,

It is notevworthy that Michelangelo made these studies
from male models, ilichelangelo tended toward modeling a
superior beauty which synthesizes the beauty of both sexes,

(4) Complementary Representations

b
(a) Genii _ 4

Michelangelo represented the body,the soul and the
intellect by nude Genii, This was in accordance with
Neo-Platonism of the Rénaissance and is seen.in the paint-
ings of the seers, Agaln, on the blocks surmounting the
pilasters of the seer's throne sit adolescent nudes
(twenty) of perfect athletic build, yet spiritualized by

their expression, At the beginning they appear calm and

[
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symmetrical, but as they progress toward the altar, there
is a "crescendo" in movements and size,

Other Genil decorate other parts of the ceiling,l

(b) Medallions

The Medallions accompanying five of the histories
strengthen the interpretation of the histories, For ex-
ample, the "Drunkenness of Noah" is accompanied by two
brutal scenes--the "Killing of Joram" and the "Killing of
Abner." All of the subjects of the Medallions with the

exception of one are taken from II Samuel and II Kings,

(c) Spandrels and Lunettes

In the highest zone of the ceiling, the Ineffable Cne

=9
is gradually revealed; in the second zone , those are re-
vealed who through thelr intellect and soul participate in
the divine; but in the third zone, gimple mortal heings are
reoresented who have no direct spoiritual relatioﬁship with
the seers, j’

In the spandrels, lilchelangelo represented the family
1life of a nomadic humenity in exile., The men and women
crouching on the ground show weariness and fear, The names
of the spandrels represented are as follows: "Zorobabel,"
"Josias," "Ozias," "Zzekias," "Roboam," "Asa," "Salmon
"Jesse," ete. The bodies of those represented are huddled

together but the soul of each remains solitary., They "sit

in darkness and in the shadow of death," These men, women
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and children nelther speak nor look at each other but seem
to be'prey t0 the eternal fear of those condemned to a
"eontinual oeregrination,”

Cn the contrary, the luneties reoresent the domestic
life of orimitive humenity. In the wmiddle of each Tield
is a tablet bearing the names of the ancestors of Christ
as found in Matthew 1:1-16, The child is the oprincipal
personage in these representations because the hope of the
race 1s in the c¢child, The parents' sole concern is the
procreation and orotection of these children who are the

true links between the generatlons.

(d) Tour Corner Spandrels
The four large spandrels in the corners of the celling
represent the four "niraculous salvations" of the chosen
peonle, These are not presented as heroié events, but as

tragedies of destiny which unfold., They are representations

of the following: "David and Gollath," "Judith and Holo-

1

phernes," "The Punishment of Haman" and "ofle Brazen Serpent, '

¢. The Detalls

Because of the mammoth size of the ceiling--some ten
thousand square feet in area--it 1s impossible to do Jus-
tice to 1t in studying 1t flrst hand, Therefore, three

pletures will be studied in detall; one 1s selected from

i...,

e

the histories, the "Oreation of Adan"; one from the

Prophets, "Jonah'"; and one from the Sibyls, "The Cumaean
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Sipbyl."

(1) The "Creation of Adam"
(a) The Anthropomorphic Cloud

De Tai a7y well described God the Father and those'en-

"In the 'Creastioh of Adam' God the Father no longer ha.
a human aspect, but a cpl@sﬁlpl naturs; He is a kind o
antﬁroaamcramia agloud which slowly floats toward the .
small barren strip that represents the earth, His 3uoﬁle
and &xtended baﬂy 1s escorted on all sides by a cohort
£ about Him like chilldren around tn@ir
father. This whole group 1ls enveloped by a large mantle
swelling in the wind and forming a huge shell, This pro-
tective aovering s soft and flexlble and corresponds to
the nature of 1ts seeming slement, the air, This 1s
another metaphor in which 41cnelaqgelo PebJPnS to the
original aigﬁixieaace of the shell as it occurs in the
anclient ﬂf%qs that 1s, as a symbol of protectlion and

£ 1 eﬁsaﬁe ulﬂe. God tae Hatﬂpf is an infinite

lete ease oa tne unoulders of two of Hi&
euching of a single finger of His right
ent to animate the titanlc aad still inert
In this contrast of minimum effort and of
divins omnipotence 1is clearly maaife%t
her than = physical power, :

restinﬁ in“cm
Genii; the out
hand is suf:
body of Ad
immense af
--a spirit

"The infinite power of God the Father ig'also ajmbolize&
by the Genll whose bodles aonomoaqy the” whirlwind movement
created by the flight of God, Some of them fall forward,
in imitation of the movement of the head of God; others
sweep in the opposite direction, as an echo of the gesture
P, Probably they are the Genii of the ce=-.
mong thpse uenii the two ﬂaﬁ seem tﬁ

. It is very liﬁelj thaﬁ the young
woman who looks in fascination at Adam is a representa.
tion of Eve, or rather of the 'idea' of Eve, BSince both

the ‘obection of God the Father, lMichelangelo
inteﬁéa@uta. oW that they are already pre-existent in
His intellect, Thls corresponds to the philosoohy of
humenism, [as osresented in Dante's Paralisq] R A ¥
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the embodiment of the 1ldea of Eve and Christ, So the
whole future of man 1ls syntheslzed in thils group, In
the mind of God the fate of humanity is present with the
creation of the firsgt man--a whole history of the world
in brief. The Zenll behind God the Father are symbolic
of divine émnlipotence; the Platonic ‘'ldeasg' of the_Christ
Child and Eve are symbolic of divine omniscience,"

(b) Adam

Adaﬁ is halfl stretched out on a solitary slope, This
figure of Adam has long heen the subject of the highest
praise, The two-fold character of line 1s well 1llustrated
in this outstretched filgure, Line serves filrst to define
the objects represented, that 1s to show thelr contour and
linear detail, . But there 1s a more subtle language of line
which the artistic intuition uses "with unconscicus discrim-
ination to translage the orose of nature into the poetry,
the music of art." The straight lines suggest force, ri=-.
gidity; the curve means softneés, grace, Weakness; the angles
suggest harshness, "aggression"; these connotations bring
value and variety into the posture and expresgsion of the
human‘form. » : ,?

The Adam, a virile, manly form, l1ls drawn almost wholly
in curves., A long, unbroken curve sweeps from the head
through the central axls of the filgure to the foot, A
gimilar curve goes from the right armplt to the knees and
is repecated from the kmee to the foot, Simllar curves bound

1. De Tolnay, op. cit,, vp. 34-35,

2, H, H, Powersg: The Art of Michelangelo, p. 92,
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the upralsed left leg, the left arm, and perhaps the most
expressive of all--the upper contour of the outstretched
hand, The 1llustration wlll bring these curved lines out

more foreéfully.

—\_\'
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It would be difficult to find?more striking example of
the significant use of line than In the contrast of the hand
of God and of Adam--the one allve, energized, the other 1limp
;and lifeless, walting for the gift of 1life, If the whole
celling should crumble, art critics feel that the story of

giving and receiving of life would stlill be told completely
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1f these two hands were intact,

The face of Adam 1s no less expressive, Hls head is
bent a little and hls face shows the uncertain expresslon
of one awakening from a deep sleep and opening hls eyes 1n
astonishment, The face stands in contrast to the richly
modeled face of God, whose forehead ls wrinkled with
'thought, and whose flowling and wavy beard suggests move-

ment .

(¢) Coloring

The soft and llght gray-lllac chlton of God the Father,
which in the lighter éreas goes over Into a pearly white,
ig surrounded by the violet shell-shaped mantle, The skin
of God the Father is a 1light graylsh pink, whereas that of
the Genil is a brownilish pink, The lilac is harmonized with
the gray sky, The earth is deep green with,the‘exception
of the edge of the slope, which 1is blue, The shoulder

1
drapery on the Genlus below God the Father 1s pale green,

j,ir

w

(2) "Jonah"

"Jonah," the last in the series, holds the place of
honorvin thévceiling, being represented on the wall of the
‘altar, He 1lg the only one who sees the Creator face to
face, A study of the Bilble text 1s clearly revealed here
in the branch of the gourd and the monstrous head of the

* . L3 . .

1. De Tolnay, op. cit,, », 37.
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Tish describing fearful remembrances of hls past, These
with the two frightened Genll and with the curves of his
mantle create an encircling whirlwind about his massive
body., With the in@exkfingers of both hands, Jonah 1is
pointing to somaihiug below while his whole being 1s in
ecstasy, There én@ gseveral interpretations as to the
moment depicted here.l However, all modern scholars are
agreed that the reason for placing Jonah above the high
altar is that Jonah i1s here a symbol of the resurrection
of.Christ. |

The head of Jonah is of a brownlsh color, .His walst-
coat 1s a soft green which, in the&lighter parts, becomes
a rich yellow, The mantle draped‘over the throne has
changling colors which go from a green to a purple in the

. darker areas, The first Genlus has a yellow garment, the

second a »ink shawl, The fish 1s silvery gray.

(3);The "Gumaean Sibyl"

The "Cumaean éibyl“ has been open o g;oh criticism
and comment, ."The ponderous arn, the’mighty torso, the
relatively small head," says H, H, Powers, "with ite more
than masculine ruggeﬁnéss of countenance seem to justify
the charge that the figure ie unnatural, abnormal.“2
Michelangelo could draW‘avsrage‘proportions of the human

* » * - .

1. Ibid,, p. 154,
2, Powers, op. cit., p. 124,
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body but iIn much of his painting he made free use of de-
viating from nature, He had something to say that could
be best sald in thls manner, H, H, Powers describes the
nurposgse of her representation as follows:
"In this case it was something about prophecy, the com-
munication of God's will to man, What 1s there about
prophecy that is suggested by this dread creature? BShe
ls a powerful creature as wltness the huge torso and
terrible arm, She insplires an awe that 1s akin to terror,
a will that we hav? no“ihought to withstand, All is
consistently terrible,

The Cumaean 5ibyl has the features of old age, ©She
looks with a sense of disapproval at the text and the folds
in her garment seem to pull her away from the book, The
Genii, like evil gamins, are mocking her, they belng the
incarnation of the inner self-criticism of the Sibyl,

In contrast to the rich varlety of colors in the
earlier S5ibyls, the Cumaean Sibyl 1s simple and sober in
tones, A clear blue veil-like under-garment with a yellow
border around her neck and a brownlsh jellow mantle around
ner back and over her knees are the doming}iﬁg colors,
They are complemgnted~by a green (the cover of the book
and kmapsack) and a red (the pillow under the book).2

d, The Ceiling as a Whole

(1) Coloring
Michelangelo's coloristic unity finds its original

. - . - *

1. Ibid., p. 126,

-

2, De Tolnay, op. cit,, »n. 59,
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matter in;a marble-gray which appears in lts pure state in
the soft gray—ﬁhite color of the architectural framevwork,
All other colors seem to flow like 1liquid above thils orig-
inal color,

The coloristic composition shows the same triple grad-
atlon that the structure of the ensemble shows, There 1s a
kind of ideal "aerial perspective"” in the remote parts
which are light and pale while the nearest are somewhat
more vivid, In the upper central part the histories appear
in pale colors; even the first histories, with thelr strongsr
local color are dominated by the stone-gray figures, In the
last five, the soft gray-lilac tone of the mantle of God the
Father dominaﬁes. The color 1s that of an iris tinged by
silvery lunar reflectlions, The sky 1s gray and light blue-
gray, always lmplying the color of the plaster, The second
zone, with Prophets and Sibyls, is adormed with varied
colors, However, Michelangelo kept the intensive colors
subordiﬁated. In the third zone, that of y%e lunettes and
spandreis, iridescent changing colors are introduced more
freely., With these fluctuations of the tones, Mlchelangelo
succeeded in giving the general effect of the eternal
change in the realm of nature,

The coloring on the whole purifles and softens the
effect of the ensemble and takes away the heaviness of the

single forms,
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(2) Chiaroscuro

The same triple gradation is also visible in the
treatment of chiaroscuro, In the histories, the chilaroscuro
is very aerial; in the figures of the second zone, it is
somewhat increased to model the twelve figures; in the third
zone, 1t becomes of greatest importance, However, the shad-
ows are never so strong as to confuse the clarity of the
design, Strong light rays or deep masses of shadow are

found in none of the paintings,

(3) Technique

The fresco, in which the artist must work plece by
plece, 1s less subtle and elastic than the olil painting or
water color, After making the sketches and preparing the
cartoons, the artist has to choose that part of the compo-
sition which he thinks he can finish in one day, because
the plaster, which 1s put on over the area, is not fresh
enough to absorb the colors on the following day.

The colors for fresco painting are dfiuted in water
and are applied in a liquid state on the plaster when it
is still moist, The 1liguid colors are absofbed by this
plaster and harden as 1t dries, Different shades of color
are obtalined by varying the amounts of water, Thick layers
of colors are not possible because after setting they would
break off, When the portion is finished, at the end of the

day's work, the artist cuts away the plaster which exceeds
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the outlines, The next day he begins his work lmmediately

t

adjacent to this part. The artist cannot modify or "super-

pose" colors after they are once applied but he must destroy
the complete portion if fresco is badly executed.l
(4) Chronology

Scholars of the nineteenth century are agreed that
Michelangelo begen to paint hils celling over the main en-
trance with the "Drunkenness of Noah," According to them
he first painted“all nine historles, one after the other,
and then, having finished these, executed the nude youths
with the medallions and the FProphets and Sibyls, The lu-
nettes and the spandrels are the third phase of the develop-
ment,

The histories show a progression of style, In his
first three historles, the figures are small; the brush
strokes carefully executed are small and close; verhapns
Michelangelo did not realize at what distance the pictures
must be viewed, But hls latter histories 55; drawn with
large and smooth brush strokes, without details, repre-
senting soft, round forms,

The queétion regarding the sequence of these fields
1s a much debated guestlon, FPowers states that the story
beging at the West end of the chapel and unrolls to the

- » L4 . .

1. De Tolnay, ov. eit., pp. 102-104,
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East, thus giving it a theological sequence as found l1n
Genesis; Stearns agrees with thils suppositlon,

However, if thls be so, why did Michelangelo begln at
the other end and work backwards? Another dquestlon may
well be asked, as to why the "Sacrifice of Noah" precedes
the "Deluge," if this is based on the account in Genesis,

De Tolnay heartily disagrees, étating that the sequence
of the histories can only be understood on the baslis of the
philosophic conceptions of his time, He states that the
story begins to unfold with the "Drunkenness of Noah" and
moves forward, history by history, as the observer approaches

the altar,

%, The "Last Judgment"

The great fresco, the "Last Judgment,” measuring fifty-
four feet six inches in heighi by forty—thfee feet eight
inches in width, and begun in the sixtieth year of the
artist, occuples the end wall-space above the altar in the
Sistine Chapel, Symonds writes the followfﬁg regarding
its condition:

"Time, negligence, and ocutrage, the dust of centuries,
the burned papers of successlive conclaves, the smoke of
altar-candles, the hammers and the hangings of uphol-
sterers, the brush of breeches-maker and restorer, have
so dealt with the 'Last Judgment' that it is almost

impossible to do it jJustlice now, What Michelangelo
intended by his scheme of color is entirely lost ., . .

. L * » *

1., Powers, op, c¢it,, pp. 81-100.
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Nevertheless, in 1lts composition the fresco may still
be studied, and we are not unavle to understand the
enthuaiaam(which so nobly and4§rsfsv~*:-vplaané&~ ~
of art arou&e& among coatemporaries . ;

The figarative representation of the “Last Jﬂégment‘
was as 0ld as Itallian art, Usually in the scene were ?7
painted the dead rising from thelr graves, the condemneﬁ
driven into the abyss, the blessed riging to dance with
the heavenly bands; and in the mlidst, above them all,
Christ in judgment surrounded by His saints, The arrange-
ment, according to the old éuatom, was that the good were
on the left, the bad on the right, and in the midst, be-
tween them, at the feet of Christ, was the angel or angels
of judgment; and above, the instruments of suffering were
borne like trophies through the air.a Up to Michelangelo's
time this scene was presented wilth great formality and
crudeness,

Michelangelo followed this customary representation

&  qulte closely, but the "unpracticed eye" would find the

grouping Intricate and confusing, It 1s rﬁ reality a de-
sign of mathematical severity, divided into four bends,
or planes of gfcﬁping. The pictorial divisions are hori-
zontal in the malin, though so combined and varied as to
produce the effect of multiplied curves, The two upper

'planes will be studled first, after which the two lower

* . L 4 » *

1, Masters in Art, May, 1901, op. 37-38.
2, Herman Grimm: Life of Michelangelo, Vol, II, p, 214,
3. Masters in Art, May, 1901, p, 38,
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planés will be considered,

a. The Two Upper Planes

The pendentive upon which the prophet Jonah sits des-
cends and breaks the surface at the top, leaving a semi-

circular compariment on each side of its corbel, Michel-

angelo filled these upper spaces with two groups of wrestling

angels, the one bearing a huge cross, the other angel
bearing a colum, the chief emblems of Christ's suffering,
The crown of thorns 1s also there, the sponge, the ladder,
and the hails. Symonds states that:
"It is with no merciful intent that these signs of our
Lord's suffering are thus exhibited, Demonic angels,
tumbling on clouds like Levliathans, hurl them to and
fro in brutal wrath above the crowd of sa¥ls, as though
to demonstrate the justice of dammation,
These two scenes make up the first plane, )

The second plane 1s made up of saints on the right
and left who surround Christ and the Virgin, They are
arrenged in four unequal groups of "subtle" and "surprising"
intricacy. To the right is St. Sebastian‘?ith a fist full
of arrows; St. Catherine with a sectlon of a wheel, the
instrument of her martyrdom; St., Simeon Gelotes with a saw;
St, Peter with the key; ét. Bartholomew with a fish in one
hand, which is a symbol of Christ, and with his "flayed
skin" in the other; St. Lawrence is to the left of Christ
withba ladder, others interpret thls man to represent one

1. Masters in Art, May, 1901, o. 38,
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of the Roman soldiers, St, Christopher is on the left of
Christ balancing 8t, Peter, St, John the evangellist and
St, Paul are also represented here, In the left background,

the light“fé%is$ﬁg§v;\y on;ﬁge figure of a woman. A little

distance”f;bm her a wife 1s hastening to kiss her husband,
Here 1s nogiranquil scene of delight for the Blessged, yet
one sensegfihét these are the "pure in heart." IlMichelangelo
exhlibited not the enjoyment of happiness but the trembling
expectatioﬁ of speedily obtaining it, In this he proved
himself a genius.l

The @rincipal Tigure of these two upper planes is
Christ, Since the wall is half as high again as it is
broad, Mlichelangelo has solved th;s by‘the use of a higher
center for the two upper planes which is the judging Christ;
gnd a loﬁer center for the two lower planes, consisting of
a group of angels sounding trumpets,

Immeﬁiately below the corbel, and well detached from
the attendant sailnts, Ohrist rises from H%g throne, His
face 1s turmed in the direction of. the dammed, his right
hand 1ifted as though loaded with thunderbolts., The Virgin
sits in a ceringing attitude at hls right side, slightly
"averting" her head, as though in painful expectation of
the judgment to come,

Critics disagree regarding this representation of

. [ . . .

1, Grimm, op. cit,, p. 215.
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Christ as judge. Stearns states that "Christ vies in rfig-
ure both with Hercules and Apollo." He finds Christ's
migcular presentation magnificently concelved, He further
describes Christ's "Napoleonic face' as having an expression
in which all passion and suffering have been subdued to a
majestle calmness--not the calmmess of indifference but of
eternal love.1

H, H., Powers would choose to disagree, He states that
the figure of Christ is unthinkable, Hls face 1is devold of
spiritual suggestion, and His gesture is without dignity
or apparent relevancy., He further states that the Virgin
appears in pure classic purlty with no hint of tenderness
or compassion, He states that 1t remains as puzzling as
it is regrettable that Michelangelo's change in art in his

#

latter years should have taken the form of "gross materlal-

ism, of physical heaviness and exaggeration."2

b. Thé Two Lower Planes

The two planes which have been descrig;d in the pre-
ceding section occupy the larger portion of the composi-
tion, The third in order 1is made up of three masses, To
the left are souls ascending to be Judged, some floating

1

through "vague ether," wrapped with grave-clothes, others

are assisted "by descending saints and angels, who reach

. » - * »

1, Stearns, op, cit,, p. 149,
2. Powers, op, cit,, p. 178.
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a hand, a rosary, to help the still gross spirit in its

1
flight," The very air seems to move upward in this por-
tion of the painting, It is interesting to note that
Michelangelo's angels have no wings, '

The masé to the right stands in contrast to the scene
on the lefi, 4Symon&s describes 1t as follows:

"To the right are the condemned, sinking downwards to
their place of torment, spurned by seraphs, cuffed by
angelle grooms, dragged by demons, hurling, howling,
huddled in a mass of horror, There 1s a wretch, twined
round with fiends, gazling straight before him as he
sinks; one-half of hls face buried in his hand, the
other fixed in a sto%y spasm of despalr, foreshadowing
perpetulty of hell."

In the middle mass of this third plane floats a band
of Titanic cherubs blowing their long trumpets over the
earth and the sea to wake the dead, "Their attitudes,"
states Symonds, "compel our imaginatién to hear the crash-
ing thunders of the trump of doom," Trumpets point in all
directlions except to the right, Ohe of them is resounding
in the ear of a sinner who is falling from above, Anocther

¥
one has his trumpet 1In a position ready tdtblow but turns
his head to see the damned descend,

In the lower right, hell 1s deplicted, The damned are
slowly sinking into it, WMichelangelo reverted to Dante

for the symbolism chosen to portray hell. Charon, the

. . . . .

Masters in Art, May, 1901, p. 38,
Ibién’ p?o 38"39.
Stearns, op. c¢it,, pp. 153-155,
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demon, with "eyes of burning coal," and "lips of leather,”
beats the damned with his ocar thus forcing them to get off
the ferry-boat, The-wicked are received by devils who
drag them befére Minos, the infernal Jjudge. He 1s repre-
sented in the llkeness of the unfortunate cardinal, Blaglo
da Cesena, A huge serpent colls about his figure, Dante's
Inferno gives the following description of Minos:
“"There Minos sits horrific, and grins; examines the
crimes upon their entrance; judges and sends according
as he glves himself, I say that when the 1ll-born
spirit conmes before him, it confesses all; and that
gln-discerner sees what place in hell 1is for 1t, and
with his tall makes as many circles roug? himself as
the degrees he willl have 1t to descend,

Nether regions "yawn infinitely deep 5eyond" in the
extreme right end of the fresco, Eichelangélo exhlbited
not the Jjudgument 1tself but only the path to it, The
tragedy lles not in the fearful deed, for the observer
does not see the suffering of the individual, but he sees
and feels the lmport of those last horrible moments before
the soul sinké inﬁo eternal torment, Art'?ritics agree
that the scene 1is indescribable, the moment before the
gullty spring down Into flames and smoke,

Balancing hell, on the left hand of the observer is
the "brute earth," the grave, out of which skeletons,
bodies still velled with palls and naked figures emerge,
these not yet belng condemned, Some are still half in the

L . - . L]

1. Cited from Grimm, op. e¢it., p. 220.



64

ground, others are crawlling out of holes, stlll others are
 kneeling, staggering, their corpses slowly "thawing" into
life eternal, ©Slowly they begin to rise, freed from the

sleep of centuries--they rise up, up, until they surround

g

the Torm of Christ and awzait thelr outcome,

¢, The Four Planes as a Whole
411 of the personages assembled for the last "assize"
were originally represented wholly in the nude With the N
exception of the Virgin,l The opinion was widely held in
HMichelangelo's age that the flgures were repelling, Are-
tino clearly insinuated that Michelangelo's nudes are not
only inappropriate but indecenﬁ, that is, lewd, dellberately
appealing to sex susceptibllities, Powers answers this
accusation thus:
"It is possibly true that the nudity simply as such has
its sex suggestion to the ordinary mind unless dominated
by a powerful spiritual antidote, and in this sense the

'Last Judgment' may be open to criticism, but of cons-
clous pendering to sex susceptibility there is nothing."

2
Although Michelangelo was never a mas%er of chiaros-
curo, the plcture 1s well lighted, The earth is repré-
sented by an irregular ledge as in the "Greation of Adam"
from which light comes forth, |

The multltude is characterized by enormous muscular

and physical development, The personages fasclnate and

- - * a *

1, Powers, op. cit,, p. 168,
2, Ipbid., p. 17L.
3. Btearns, op. cit,, p. 143,
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repel the observer at the same time as they are presented
in all concelvable postures of rest and action, of fore-
shortening and suggested movement, Vasari evaluates the
alm of the artist thus:

"It is obvious that the peerless painter did not aim at
anything but the portrayal of the human body in perfect
proportions and most varied attitudes, together with the
passions and affections of the soul, That was enough for
him, and here he has no equal, He wanted to exhibit the
grand style, consummate draughtsmanshlp 1In the nude, mas-
tery over all problems of design, He concentrated his
powers on the human form, attending to that alone, and
neglecting all subsidlary things, as charm of color,
capricious_inventions, delicate devlices and noveltles

of faney,"l

Other critics are very harsh in thelr evaluation of

the "Last Judgment" feeling that these athletic nudes are

H

simply "over-developed gymnasts," with almost total absence

of spiritual significance, As the life of Michelangelo
will be considered, 1t may become more evident why this
paiﬁting ls considered inferior to that of the ceiling,
The following statement muét,suffics for now:

"Partial and painful as we may find thefmeaning of the
*Last Judgment,' the meaning has been only too powerfully
and personally felt. The denunclations of the prophets,
the woes of the Apocalypse, the inventions of SBavonarola,
the tragedies of Itallan history, the sense of present
and Indwelling sin, storm through and through it., Tech-
nically, the masterplece bears signs of fatigue and dis-
content, in splite of its extraordinary vigor of concep-
tion and executlon, The man was old and tired, thwarted
in his wishes and oppressed with troubles. His very
science had become more formal, his types more arid and
schematlc, than they used to be, The thrilling life,

L * L 4 - .

1, HMasters in Art, HMay, 1901, »., 39.
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the divine afflatus, of the Sistine vault have passed
out of the 'Last Judgment,'"l

0. Religious Values Derived
from Distinctive Characteristics
of the Paintings
1, Change in Content and in Presentation

a. Developument |

Michelangelo did not 1imit himself to religious paint-
ings as such, Especlally in his earller paintings before
his contact with Bavonarola, there is a strong Hellenistic
element that Influenced hls choice of subjects, However,
as years come and go, he turns to religlous subjects pri-
marily, in painting as well as in sculpture,

In hils earlier presentation of the body, the forms are
more normal in build as may be seen in the figures of the
"Bathing Soldiers" or in the nudes of the "Holy Family,"
However, in the Sistine Chapel, his figureé are no longér
of this earth but gigantic, each turn and bend showing
secret power, But in his later works, art critics feel
that his genius, lacking in proper outlets, tended to stag-
nate, conéequently he fell into exaggerations, Power turns

, 2
into brutality; tactile values into "feats of modeling, "

. - . . .

1, Masters in Art, May, 1901, pp. 39-40.
2, Ibid., pp. 30-31.
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b. Meaning

No doubt Michelangelo's constant and continued interest
and study of anatomy gave limpetus to present the human frame
in a more and more scientlific way. But, as a study of his
life will reveal, there was a greater motivating force that
caused him to deviate in this fashion, His force was not
material alone but spiritual as well, His soul, full of
suppressed tenderness and righteous indignation, was ques-
tioning anxlously concerning the coming fate of Rome in the
Sistine Celling, for he felt the spirit of his time, In
the "Last Judgment," having seized that decisive moment at
which Christ appears in Jjudgment, the master caused each
fibre of his complex composition to thrill with the tremen-
dous passion of that coming sentence, Michelangelo saw the
naked soul in 1its reality and only in the nude body, exag-

zerated in one way or another, could he express what he felt,

2, Values in Composition

a, Sensitivity in Color

In earlier paintings Michelangelo enjoyed using clear
cool colors which gave the figures a "colored marble" im-
vression., However, as he turned to the Slistine Ceiling, he
colored the whole vault with dusky, tawny, bluish clouds of
thunderstorms, The color scheme 18 measured, restrained,
and perfectly fitting to the message upon his heart, There
is no luxury of decorative art--no gold, no paint-bocx of

vermilion or emerald green, writes Vasaril, but the colors
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are chosen for the subject, Especlally is this seen in

the histories where sin and its dire consequences are
painted predominantly in gray, whereas representations of
God the Father show an increase in silvery lunar reflec-
tions, The breast of God the Father In the last history

is painted with great tenderness expressed in soft gray-
lilac tones shading into a pale blue, The Prophets, Sibyls
and other filgures bring out Mlchelangelo's great sensitivity

to color in relation to what he is undertaking to represent,

b, Severity in Line and Shape

The diagonal line is Michelangelo's favorite straight
line, He uses long curved lines to soften the effect,
Sharp angles are used but more often the right angle, The
Christ in the "Last Judgment" holds his arms in right angu-
lar positions, Especlally the adolescent nudes portray the
artist's great love for angles, Severity is not only seen
in the lines of form but in faclial expressions, The nose,
the mouth, the chin, the forehead are made in sharp lines
with sharp angles, A superficial acquaintance with them
may repel the observer, but after a orolonged study of themn,
these severe lines take on character, even mellowness and

tenderness,

¢, Tactillity in Value and Mass
Michelangelo never concerned himself greatly with the

problem of light and shade, His sole purpose in 1ts use
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ﬁas to bring out more strongly the plasticlty and tactile
effects of his figures, This 1s seen in the "Holy Family,"
where the arms of the Madonna stand out like those of a
statue, Likewise in the celiling there 1ls no one source of
lighting. In the "Last Judgment," subdued 1light comes up
from the crust of the earth, but it does not necessarily
affect the lighting of the entire plecture, HMichelangelo
made light where he needed it to bring out the relief of
his figures, so that he might theredby transfer the message

he sought to paint.

d., Subtlety in Treatment of Forn

For Michelangelo, the nude and art were synonymous,
H, Taine states that ﬁhe twenty youthful figures seated on
the cornices of the Sistine Celling surpass all of Michel-
angelo's figures in painting, They as well as all of Michel-
v Langelo's figures hold certain things in common, They
have a small head, a huge thorax, the tendency to turn the
latter to one side, while the legs, reversing the movement,
are turned to the other, the pelvis becoming the pivot, and
the abdominal and stomach muscles especlally showing the
science of the artist, The hips are narrow, the thighs
powerful, In hils seated figures, he llked to foreshorten
the legs from the knees down till they seem almost to lose

themselves in the pose and shadow, There is subtlety in

iy

the reoresentation of the "Holy Family" in the handing over

the child from one to another. Again, in the "Creatlon of
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Adam," God the Father's minimum effort and immense effect
_are subtly expressed. Again in the "Last Judgment," Michel-
angelo has with great skill portrayed the upward and the
downward moving bodies and the on-coming mocvement of the
Christ, His Prophets and Sibyls likewise show exerting
tension in the rigidity of thelr muscles and posture or

sorrow in their weary and relaxed limbs,

e, Complexity in Composition

In composition, HMichelangelo differed greatly from
his great rival, Raphael, Raphael's relations with all
people were harmonious, so likewlse in hils pictures each
figure 1s harmoniously related to every other, For Michel-~
angelo,. it was difficult to bring his fisures to accord
with one another, In the "Last Judgment," his groups are
so many masses arranged symmetrically, one group balancing
another as a mass, but each Tigure in the mass seems to be
autonomous and sufficient in itself, Again in the Ceiling,
the composition may be characterized by hafmony, rhythm,
symmetry and balance, but there is no inter-relation be-
tween the stark glances of the Sibyls and the statue-like
postures of the Prophets and the stralning gestures of the
nude youths, The representation is complex, There afe a
thousand little independent worlds subject only to them-
selves, yet unconsciously the observer feels thelr artistic

arrangement,



1

3, Values in Subject

Instead of going into the glorified traditions and
canons of the Church, Michelangelo goes back into Hebrew
history, there to find the saints he wishes to represent,
Scenes of despair, of herolsm, of active combat, of révenge;
in brief, scenes of life as 1life really was according to
the account in the Scriptures, However, he did not 1limit
himself by the accounts as may be seen in the "Oreation of
Adam," but hilg imagination carried the concepts exoressed
in them to fuller expression and reality.

Another great source for his inspiration which added
value to his interpretation of religioh came from litera-
ture, Homer's conflicts are seen in the adolescent nudes;
Dante's descfiption of hell is seen in the "Last Judgment;"
Petrarch, Lactentius, Virgil, and others sharpened his
imagination, He with his brushes.. embraced that which
these men transferred into poetry and prose,

Hellenistic art, especially Greek sculpture, gave
Michelangelo great resources for presenting his religlous
vaintings, Profiles, gestures, postures, stem back directly
to antique representatlions, Hellenlstic philosophy likewise

influenced Michelangelo's paintings,

4, Values in Treatment
- In technical achievement of HMichelangelo nothing has

made his work more fascinating, more personal, than the
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application of sculptural qualities in his paintings,
Again and agalin he was overcome by an inward compulsion
that made him want toﬂdo work in marble more than anything
else in the world, But as this was denied to him, he in-
stead brought over the qualitles of sculpture, such as
lsolation, relief, self-contained statue-like character,

into his personages in the Sistine Chapel, thus giving

impetus to his splritual message,

5. Values in the Impression of the Whole
Powers states that "the nude figure is the subtlest

vehlicle of spiritual expression known to art, There is no

limit to its range of suggestion in the hands of the master,"
Changes too subtle for definition may shift the emphasis from
passivity to assertion; from joy to sorrow, and so through a
thousand moods, It is in the expression of these moods that
art finds its harmonies and discords, Although there 1s no

monoteonous uniformity, yet all the characters of the ceiling

sing in tune,

To the writer these flgures speak of anxlous waiting,

of thwarted plans, of questlions that cannot be answered now;

they speak of the futility of life, of fear and dread, of

tension, of labor, of drudgery, of injustice, They further

speak of the terrible consequences of sin, of judgment, of

. . L] . .

1. Masters in Art, May, 1901, ». 31,
2, Powers, op, cit,, p. 143,

2
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vengeance, of loneliness, of paln, of wistfulness, of
extreme seansitivity,

They speak of beauty--beauty and perfection in moral
and spiritual realms; of pover--~tremendous power; they
speak of expectation, suspense, as the fubture lies unveiled,

They speak of a Creator-God, a wonderful and terrible
Being, they speak of the possibility of the inner renewing
of the human soul, TheyVSQeak of a Messliah, and his way of
life, Fina}ly they speak of.the ma jestic appearance of One

who will bring harmony into all of life,

D, Summary

‘In the selection of religious paintings of Michel-
angelo, one of his Madomnas has been chosen for study and |
the vaintings in the Sistine Chapel, After a brief study
of the architecture of the Chapel, 1t became evident that
only a genlus could use it to such an advantage as Michel-
angelo did, A general study was made of the paintings ahd
a speclal study followed of a history, a Prophet, and a
Sibyl., It was noted in the study that at the time Michel-
angelo began to express spiritual thoughts, his departure
from naturalistic perfection began, In the composition
there was found sensitivity to color, severity in line and
shape, tactility in value and mass, subtlety in treatment
of form, and complexity in composition, It was further

found that the 01ld Testament gave rise to many subjects‘
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which were intensified by imaginatlon stimulated by liter-
ature, Actual Hellenistic likeness of ancient times were
found in some of Michelangelo's personages, The value in
treatment consisted of the sculpture-like gualities he
introduced intoc palnting, The value of the impression of
the whole was found to be in his use of the nude and 1its
susceptibllity for expressing superblj the physical, men-

tal, and spiritual experiences of humanity.
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CHAPTER III

THE DISTINCTIVE CHARACTERISTICS
IN THE TIMES AND LIFE OF FRA ANGELICO

A. Introduction

In seeking to arrive at a more intelligent appreciation
of this or that artist's achievement, it is of primary impor-
~i*tance to obtain some accurate knowledge of the purely
artistic influences of his youth, However, in reconstruct-
ing an artist's personality, all the influences that helped
to make him what he was must be taken into account also,

It is especially important to do this in the case of a
Florentine painter of the fourteenth century, "For the

' states Langton Douglas, "were so much more

Florentines,'
than artists; They were powerfully affected in thelr art,
as in other things, by the religious and philosophical
movements of their time,"1 In this chapter then a study
will be made not only of the life and character of Fra

Angelico, but also the outside influences which had a part

in his development and in the making of his pictures,

~

1. Douglas, op, cit,, p. 21,
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B. The Times of Fra Angelico

1, Artistic Influences

There were in the early years of the fifteenth cen=-
tury, three great centers of artistic 1life in Florence,
First is the botteghe of the pupils of Glotto; secondly,
the schools of the miniaturists; and thirdly, the group of
young sculptors, as Jocopo della Quercla and Ghiberti,
Brunelleschl and Donatello, who were destined to fashion
the most perfect art-works of the fourteenth century. By
all of these Fra Angelico was influenced,

In the first two periods, he was largely influenced
by Glottoesques and miniaturists as 1s evidenced in his use
of rich, harmonious colors, in his treatment of draperies
and faces, in the almost total absence of relief, and in
his ﬁeticulousness. But gradually he became more and more
identified with the new movement in art which begins with
the sculptors and architects, and had for its first pioneer
in painting the great Masaccio, "Fra Angelico," says Lang-
ton Douglas, "soon became an enthusiast about the new move-
ment, The story of hils fruiltful admiration of great artists
like Brunelleschl and Michelozzo is written in his works,"1
He further states that, '"Under the guidance of Masacclo and
the sculptors he studied that which of all nature's oroducts

2
is the most important--the human body,"

1. Ibid., p. 20,
2, Ibid,, p., 44
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Fra Angelico shows himself a true child of the Ren-
aissancé in his curiosity about the natural world--but much
more does he show it in his attitude toward man, in his
recognition of personality, in his realization of individ-
”uél character, The Renaissance not only gave the widest
opportunities for the development of individuality, but
also led the individual to the most zealous study of him-
self and others, The progress and results of this study
are to be seen not only in the blographies of the time and
in the works of Italian novelists, but also in the rise and
development of the portrait art, In this great movement
Angelico was one of the pioneers, for what Donatello first
sought to express in sculpture and Vittore Pisano by the
art of the medallist, Fra Angellco and Masacclo endeavored
to give utterance to thfough the medium of an art which is
more fitted than any other "for complete and simultaneous
presentation of personality;"l

Angelico was also an eager student of the antique and
keenly interested in the new movement in architecture, He
was alert to profit by it for it is written of him that:

"The newly revived classical forms--the Ionic Capital,
the festoons with which Michelozzo adorned his friezes,
the medallions copied by Brunelleschi from the temple
of Vesta at Tevoli, and many more beslde--found a place

in his paintings almost simult%neously with their
appearance in the sister art."

. . - . .

1, Ibid., pp. 144-146,
2. Masters in Art, February, 1903, pp. 29-30.
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However, Angellico never forgot his true role, He
never allowed himself to be deviated from his own true
course by some masterful personality., Born nine years
before Andrea del Castagno, ten years before Paolo Uccello,
thirteen years before Domenico Venezliano, and fourteen
years before Masacclo, he and HMasolino were the oldest
ploneers of the new movement in painting, He was always

eager to acquire new knowledge, but when acquired it had

2 it

to be thoroughly "assimilated" before being used, Langton

Douglas states:

"It must pass through the alembic of the master's potent
idiosynecrasy, Even when most strongly under the influ-
ence of others, as for example, 1n his later years, when
he owed so much to Michelozzo and Masacclo, he was never
content mersly to reproduce what he had gained from themn,
Early in his career, he found himself; and no artist was
ever more true to his own temperament, Artistically, at
least, he dared to live his own life, and hls works, too,
revea% that in other things he was no respecter of per-
sons,

2. Philosophical Influences

In Angelico's early youth, Florence became the center
of the humanist movement, Dougias characterizes the trend
of the time thus:

"Under the patronage of men like Pella Strozzi, adherents
flocked to it day by day. Audlences crowded about Manuel
Chrysoloras, lecturing on Greek, Niccolo' Niccoli sent
his emissaries over land and sea in search of manuscripts,
The flower of Florentine youth became eager about classi-
cal literature, The tendency of the movement was 'the
emancipation of the individual from the tyranny of outward

1. Douglas, op., cit,, o, 17.

Ky
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systems' even though this was unrealized by the first
gromoters for the great majogity were 1in no way hos-
tile to the Catholic Church,
However, the tendency to imitate pagan vices infiltrated
into the 1ife of the Church and gave earnest men cause
for serious alarm.2
3, Relilglous Influences
a, Dominici
Giovannl Dominici, the great Dominican preacher and
scholar, was one of the first to sound a note of warning
against the rising tide of humanism, He was in sympathy
with art and culture; he was no mere fervid revivalist but
sensitive to the claims of reason and intellect, One of
his hearers states that he had never been stirred by elo-
quence so great., He further says: "The friar spoke of
the Incarnatlon in such a manner as to pierce asunder soul
and body, and to compel all men to follow after him."
He drew many young men to him who remained faithful to

the principles he inspired in them, one of such being that

"eminently rational" saint, S, Antonino,

b, Papacy

Trouble arose in Rome regarding the Papal throne,

* . . . .

1. Ibid., pp. 21-22,

2, For further information on the philosophical trends
during this century, the reader 1ls referred to:
Glorgio Vasari, Lives of the Painters, Sculptors and
Architects, pp. 330-343,

3. Douglas, op. cit., p. 22,
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The re-establishment of the Papacy had taken place in 1377
after the transfer to Avignon, However, another schism

set in at the turn of the century which resulted in three
voves laying claim to the papal throne, Four reformatory
councils were called: the council of Pisa in 1409, Con-
stance in 1414, Basel in 1431, and Ferrara-Florence in
1438, After the council of Pisa, the Dominicans of Flor-
ence had to flee to Cortona, During this exile, Fra Angel-
ico had very close associations with S, Antonino who
strengthened and confirmed Fra Angelico's tendencies toward
a religious life,

By the time Nicolus V came into office, the surge of
unrest came to a halt, FPope Nicolus had great influence in
promoting the sovirit of the Renaissance for he wasg an intel-
ligent and "genial patron" of letters and arts, He called
scholars and artists into his court and transformed the
"eternal city" from a spectacle of ruins to a capital adorned
with works of art and architectural constructions.l

The Ghurch at this time was the paymaster of all
artistic creations, Eilther an artist painted religious
subjects or else he painted a sﬁbject not religious but
gave 1t a religious title, Fra Angelico was not driven to
any such "shifts" as the latter, Pictures with religious
subjects were required of him and religious subjects were

. . . . .

1. Philip Schaff: History of the Christian Church, Vol,
VI, pp. 406-407.
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those he was most longing to paint, Many art critiecs
feel that thls is the greatest secret of his success for
an artist always does best what he wants to do, what he
can scarcely help doing, not what he 18 forced to do by

his paymasters,

C. The Life of Fra Angelico

1, Birth and childhood

Fra Angelico was born‘in 1387 in a tiny hamlet,
Viechlo, among the sun-crowned Apennines, not far from
the spot vwhere the immortal Giotto first saw the light,
Viechio is located in the broad and fertile valley of the
Mugello, Italy, not far from Florence, His father Pietro
gave the child the name of Guido da Viecchio, Beyond the
years and place of his birth and his father's baptismal
name, nothing is known with certainty. |

It is probable that his youth was spent in some
artist's studio or workshop in Florence, for Vasari states
that ﬁhile still very young he was perfectly acquainted
with the practice of his art, Noﬁﬁing definite, however,
is kmown concerning the young Guido's artistic training,

Vasari is silent on the subject,

2, Young manhood
It is probable that Guido would have been content
to Tollow the proféssion of the painter for the rest of

his 1ife had it not been for the teachings of the great
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Dominican preacher and scholar, Giovannl Dominici. Dom-
inici traveled from one end of Italy to the other, attempt-
ing to counteract the humenistic pursuit of classical
culture which was already begulling monks into the tendency
of imitating opagan vices, This he 4did by establlishing
houses of the Dominican Crder of monks which should be
conducted under more rigid rules, His "eloquence" inspired
many young men to follow his footsteps; and among'those who
sought admission to‘the reformed order were Guido and his

' brother Benedetto. They together in the year 1407 entered
the convent on the lower slopes of the hill of Fiesole just
outside of Florence,

In 1409, because of tempestuous times in Rome, the
brotherhood was forced to flee Lo Folingo: but after spend-
ing several years there, they were compelled to leave for
Cortona because of a pestilence, After the schism in tﬁe
Church had been healed, they returned to thelr former res-

idence in Filesocle,

3, Middle Age

From 1418 to 1435, Angelico lived in the convent of
his order at Flesole, The Dominican Order did work both
in painting and architecture; and while in this peaceful
retreat, the monk worked with untiring industry at his
art, painting many plctures not only for his own convent,
but for other religlous houses, and for churches, guilds,

and private individuals,
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Early in the year of 1436, the brothers of the Domin-
ico left Fiesole and moved into Florence, With elaborate
ceremony they made a solem entry into the city and took
up thelr residence at the convent of San Marco, which,
through the intercession of Cosimo de' HMedici, had been
placed at thelr disposal, However, owing to the dllapi-
dated condition of the bullding, many suffered because of
the severity of the weather and the lack of proper accommo-
dations, and some diéd. After some time, in response to an
appeal from the pope on thelr behalf, Cosimo de' lMedici
came to theilr assistance, He ordered his favorite archi-
tect, Michelozzo, to erect new and comfortable buildings,

Of these bulldings, the convent in particular became
a treasure house of Angelico's works, Over forty cells
were decorated with scenes from the life of Chrilst Iintending
thus to asgsist the meditations of the monks, The great
"Orucifixion" which he painted in the chapter house is the
largest and one of his most important achievements, While
some, skilled in the art of illuminating cholir-books and
missals,devoted themselves to that work, and while others,
being sent out "to edify the holy and convince the sinner"
took part in evangelistic work, Angelico, not by power ofA
words but by setting before his brethren scenes from the

Gospel story fixed their thoughts upon things heavenly,
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4, Latter Years and Death

The first mention of the artist at work in Rome is
made in 1447, Pope Eugenius IV who had summoned him to
decorate the walls of a chapel adjoining 5t. Peters, died
a few weeks before Angelico's arrival, Pope Nicolus V who
had succeeded the papal chair, and who was desirous of
carrying out the plans of his predecessor, persuaded An-<.

gelico to proceed with the work, After spending a summer
in Orvieto, Angelico, now being sixty years old, entered
upon what may be regarded as the crowning achievement of
his life--the decoration of the little Chapel of Nicolus
V, in the Vatican, On these walls he palnted his famous
frescos representing scenes from the lives of 5t, Lawrence
and 5t, Stephen,

In 1449, Angelico returned to Flesole, having been
elected prior of the Monastery of San Dominico, It is not
known just when he returned to Rome, but in 1455, when he
was sixty-eight years old, he died in Rome, in the great
convent of his order, Santa Maria Sopra Minerva, His
earthly remains were placed close to those of Saint Cath-
erine of Siena, another Dominican saint, "She too," states
Cheney, "had found God in the mystic way and had served man
and her church immortally, It is fitting that the two

1
foremost Tuscan mystics should lie forever under one roof."

. . * . 3

1. Cheney, op. cit,, p. 231,
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Between the two graves rises the statue of Christ, This
statue is the work of Fra Angelico's great "countryman,"
Michelangelo.l 7

At the command of Pope Nicolus V, his effigy was
carved in marble upon his tomb, The following epitaph was

composed by the Pope himself in the Latin,

"Give me not praise for being almost a second Apelles,
But because I gave to thy poor, O Christ, all my

earnings,

Thus part of my work remains on earth and part in
heaven,

That cilty which _is the flower of Eturia, bore me,
Glovanni, "2

D, Distinctive Characteristics
of Fra Angelico

1. The Artist-Sailnt

' states Douglas, "carried about in one

"Fra Angelico,’
body two temperaments, which are usually supposed to have
but little in common, and which are seldom found inhabiting
the same frame--namely the saintly and artistic." He was
primarily an artist, but an artist who happened ﬁo be a
saint,

Glorglo Vasari, who had intimate friends at the con-
vent and who was informed of Angelico's life zy the breth-
ren, writes the following regarding Angelico:

. The Work of Fra Angelico Da Flesole Reproduced in Three
Hundred and Twenty-seven Illustrations, p, 229,

. Masters in Art, February, 1903, pp. 65-68.

Douglas, op, cit,, o, &4

. Since Vasari's statement regarding Angelico's life is
gquoted by most blographers, his quotation will be used here,

ol
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"Fra Giovanni was kindly to all, and moderate in all
his habits, llving temperately, and holding himself
entirely apart from the snares of the world, He used
freguently to say that he who practiced the art of
painting had need of quiet, and should live wilthout
cares or anxious thoughts; adding that he who would

do the work of Christ should perpetually remalin with
Christ , , . in hls painting he gave evidence of piety
and devotion as well as of abllity, and the saints
that he painted have more of the air and expression of
sanctity than have those of any other master,

"It was the custom of Fra Giovanni to abstain from
retouching or improving any painting once finished,

He altered nothing, but left all as it was done the
first time, believing, as he said, that such was the
will of God, It is also affirmed that he would never
take the pencil in hand until he had first offered a
prayer, He 1s sald never ito have vpainted a Crucifix
without tears streaming from his eyes; and in the coun-
tenances and attitudes of his figures it 1s easy to
vercelve proof of hls sincerity, hls goodness, and the
depth of his devotion to the religion of Christ, "l

2. The Monk

Not §nly was "the splendor of the eternal day" released
by his brush but also through his daily life and rélation—
ships these heavenly qualities were present, Vasari states
that he "was never seen -to display anger among the brethren
of his order," Vasari feels thaf this 1s most extraordinary,
almost incredible, He further states that when Angelico
admonished his brethren it was with gentleness and a quiet
smile, All of his brethren testified to his goodness, his
humility and quiet charm of manner,

Angelico was a man of "utmost simplicity of intention."

» - . . .

1. Masters in Art, February, 1903, pp. 26-27,
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It is saild of him that being invited to breakfast by Pope
Nicolus V, he had "scruples of conscience" regarding the
fact that he was eating meat without the consent or per-
mission of the orior, not considering that the Pontiff
stood in authority above the pricr, Vasarl gives this
further information regarding his personal life;
"He disregarded all earthly advantages, and living in
pure holiness, was as much the friend of the poor in
1ife as I believe his soul now is in heaven, He labored
continually at his paintings, but would do nothing that
was not connected with things holy, He might have been
rich, but of riches he took no care; on the contrary, he
was accustomed to say that the only true riches was con-
tentment with little, He might have commanded many, but
would not do so, declaring that there was less fatligue
and less danger of error in obeying others than in conm-
manding others, It was at his option to hold places of
dignity in the brotherhood of his order, and alsc in the
‘world; but he regarded them not, affirming that he sought
no dignity and .took no care but that of escaping hell
and drawing near to Paradise,"l
E, Summary
Although little 1s known of Angelico's childhood
years, the years of his early manhood and those that follow
have been carefully recorded whereby a minimum of informa-
tion can be gathered, Before noting the facts about Fra
Angelico's 1life the artistic, philosophical, and religious
influences were considered, It was found that the sculptors
and painters of his time had a great influence upon his art

yet they never robbed him of his own "peculiar touch," The

1. Ibid., pp. 26-27,
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influx of humanism and the siringent times in Rome gave
rise to Dominico's campaign which also left its imprint

on the soul of the young Angelico, The distinctive char-
acteristics of Fra Angelico were found to be genuilne piety,
great love for hls brethren and for the poor, As a painter
it was found that esach stroke of his brush was accompanied
with orayer and each crucifix painted filled his soul with
grief, Thus his saintly life is very evident as an artist

and as a monk,
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CHAPTER IV

THE DISTINCTIVE CHARACTERISTICS
IN THE TIMES AND LIFE OF MICHELANGELO

A, Introduction

Letters of Michelangelo, written to hls father and
brothers and close relatives, have been preserved through
these many years, In these he shows a great interest in
political affalrs and a deep concern in the welfare of his
family, but he never mentions detailed information regarding
his artistic work, In his latter years, his religious
sentiments are exoressed in his poems and sonnets, some of
which are addressed to his one love, Vlittoria Colonna,

These writings, as well as records which were pemmed by
his contemporariles, hold much fasdinating and valuable

information regarding his personal life and conduct.
B, The Times of Michelangelo

1. Artistic Influences

Giotto and Masaccio had a distinctive influence on
the art of Michelangelo, for while artists in Ghirlandajo's
school were copying figures of contemporary artists, which
was contemotible art, Michelangelo painted flgures of these
two men, However, the relationship of body and drapery as

cause and effect, which Glotto and Masacclo barely indlcated,

89
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1
became the focal point of Michelangelo's studies, This

study carried Michelangelo back to Greek sculpture, he
becoming the first person since antiquity to comprehend
_ 2
fully the identity of the nude with great figure art,
Furthermore, he adapts the drapery not to the static figure
but to the figure in motion, De Tolnay characterizes Mich-
elangelo's art thus:
"We see that Michelangelo looked upon the art of antig-
ulty not as the historical remains of a past age, as did
those (Ghirlandajo) who Studied them from an archaesolog-
ical point of view; nor did he consider antiquity as the
dream of a golden age, a distant Utopla, as did others
(Botticelll) who drew their inspiration from ancient
literature, Anclent works of art were for him an expres-
sion of the eternal essence of 1life, When he gives to
his works or drawings a classical character, 1t is to
set them apart in time and space."

At the time Michelangelo began to produce artistic
works in Florence, the city was dominated by the artistic
taste of Leonardo, However, in the artistic rivalry be-
tween these two which soon existed, the powerful and rugged
style of Michelangelo took precedence over Leonardo's sweet
ideal of beauty. To this Florence, divided by these two
artists, came Raphael in 1504, He apparently sought to
harmonize the irreconcilable concepts of art as found in
the two rivals by popularizing theilr ideas, Milchelangelo
kept apart from elther of these two men as long as they lived,

L 4 . . . -

De Tolnay, op., cit,, pp. Tl-TZ2.
Masters in Art, Hay, 1901, o. 26,
De Tolnay, op. cit., p. Tl.
Ibid,, p. 30.

OO



2. Philosophic Influences

Italy was under the influence of Neo-Platonism when
Michelangelo was a youth, Florence, one of the leading
centers of humanism, was enjoylng the company of great
thinkers, The Court of Lorenzo de Mediecl was frequented
by men such as Cristoforo Landino, commentator of Virgil's

: 1
Aeneid and of Dante's Divina Commedia; Ficino, philosopher

and theologlan, translator and commentator of FPlato; Proclos

and Porphirius, and the author of the Theologia Platonica

from which came the idea of the deification of man by his
own force; Girolamo Benivieni, the poet of Platonic lbve;
and Pico della Mirandola, humanist and follower of Plato
and Aristotle,

De Tolnay states that Michelangelo was deeply indebted
to these philosophers in these lines:

"To them he owes his concept of esthetics, which is
based on the adoration of earthly beauty as the reflec-
tion of the divine idea; his ethics, which rests upon
the recognition of the dignity of mankind as the crown
of creation; his religious concept which considers pa-
ganism and Christianity as megely eternally different
manifestations of the truth."

Some writers feel that Eieﬁelangelo's life was to
follow the typical course ¢f the lives of men about Lorenzo
de Medicil, They state that his Platonic love for Vittoria
Colonna was like the love of Lorenzo for Simonetta, which

1. Masters in Art, April, 1901, p. 21,
2, De Tolnay, op. cit., p. 18.
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itself was nothing but a repetition of Dante's love for
Beatrice and Petrarch's love for Laura, They further impl&
that Michelangelo's 1éte conversion to Christianity as the
final redeeming truth was a result or at least was fore-
shadowed by the late conversions of Lorenzo, Pollzlano,
Ficino, and Pico.l
3, Religious Influences
a, Savonarola
As pagen philosophy had thoroughly led the Church into
a new direction, Jerome Savonarola, Italy's greatest preach-
er, . came to the front, He was born in 1452 in Ferrara,
He fled to a monastery at twenty-three years of age and
shortly thereafter began to preach, In fiery popular ser-
mons he castigated the morals of his time, These lines are
taken from one of his sermons:
"Go thither to see Rome., Thou shalt find them all with
the books of the Humanities in their hands and telling
one another that they can gulde men's souls by means of
Virgil, Horace and Clicero , ., . Arise, and come to deliver
Thy Church from the hands of devils, from the h%%ds of
tyrants, from the hands of liniquitous prelates.
He uttered prophecies, one of which, the invasion of
Charles VIII of France, made such an impression when ful-

filled that he was able to set up a theocratic government in

Florence and bring about a spectacular reform in outward

. . . L] L]

1. Ibid., p. 19.
2. Schaff, op. cit,, p. 688,
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morals, A reactlion set 1n, He was excommunicated by the
pope, capbured by a fanatical mob, and condemned to be
burned at the stake, During intervals between hils torture,

Savonarola composed his Medltations upon the two penitential

Psalms, the Thirty-second and the Fifty-first, Here one may
see the "gloss" of his warm religious nature as the great
preacher‘approaches the throne of grace as a needy sinner,
It is not known to Just what. an extent Mlchelangelo
abandoned himself to these feelings, but he‘certainly be-
longed to Savonarola's adherents, In Michelangelo's declin-
ing years he still studled his writings and remembered the

strong volice in which he preached,

b. Papacy

Rome at this time was the seat of all iniguity, Bav-
onarola states that every Roman priest had his concubilne;
prelates and priests were chained to the earth and loved
earthly things, The care of souls was no longer their
concern~-~-they preached to please princes,

Michelangelo felt the wickedness of the Church keenly,
as his letters to his father show, His 1life is characterized
by four flights because of his trouble with the self-seeking
popes, He lived and worked under five popes, four of wham.
sought to drain his very 1life from him, IIf Michelangelo had
not feared the outcome of disobedience to the popes in the

life to come, he would have never permitted them to mis=:.

use- him as they did,
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C. The Life of Michelangelo

1, Birth and Childhood

On March 6, 1475, Lodovico Buonarroti wrote the fol-
lowing line in his family book. "I recall that today, this
sixth of March, 1475, there was born to me a male child; I
named him Michelangelo , ." The place of his birth was in
the 1ittle town of Caprese in Tuscany. Several weeks after
his birth he was given over to a nurse in Florence who was
the wife of a stonecutter and also the daughter of a stone-
cutter, In later years Michelangelo is sald to have told
Vasari: "Giorgio, ., . . along with the milk of my nurse I
received the knack of handling chisel and hammer," It is
supposed that IMichelangelo's mother was in poor health
during his childhood, |

Michelangelo's ancestry was honorable, his father
claiming ancestry from the princely house of Canossa, Be-
cause of Lodovico's family pride, Michelangelo was placed
in a grammar school at the age of ten to study letters, but
the child, showing no interest, preferred instead to go
into the churches to copy paintings,b The father, being
displeased by his son's artistic interest, seeing no differ-
ence, as Condivi states it, "between a sculptor and a stone-
cutter," often maltreated the child by strenuously beating
him, The father's disdain for his son's artistic career is

understandable as one becomes familiar with the social pos.-

sition of the Florentine artists at the end of the fifteenth



century,

¥Michelangelo was the second of five sons of Lodovico's
first wife of whom nothing is known, Because the oldest
brother was in the priesthood, Michelangelo was considered
the oldest and always felt somewhat‘superior to hls younger
brothers, The members of the Buonarroti Simoni family had
been for the most part mdney-éhangerS'and traders, The
financial status of Michelangelo's father was very moderate,
for Lodovico's insight into financial matters indicated
carelessness and neglect.l
2, Young Manhood

A turning point came in Michelangelo's 1life when he
freed himself from the ties of his family and followed the
voice of "creative genius" rather than ancestral tradition.
He entered the apprenticeship in the studio of the painter,
Ghirlandajo. The master does not seem to have had a deep
influence on young Michelangelo who was already too indepen-
dent to imitate Ghirlandajo, but instead, corrected his
master's drawings on one occasion, The relationship be-
tween the master and his pupll was not a happy one., During
this time he took great Interest in the study of anatony
and perspective, |

After leaving Ghirlandajo's bottega, Michelangelo

1. Ibid,, po. 3-12,
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often visited the Lorenzo de Medlcl's collection of an-
tigues in the gardens of SBan Marco, He was now sixteen
years of age, Vasari states that figures, plctures, and
drawings such as those in the gardens were to be found
novhere in Italy or outside--works of Donatello, Brunell-
eschi, Massaclo, Paolo, Ucello, Fra Angelico, and Fra
Filippo. Here the youth discovered his vocation, He
struck out a Faun's mask from marble which prompted Lorenzo
to take the lad into his own household, In Lorenzo's pal-
ace, Michelangelo's real education began., He sat at the
same table with men like Ficino, Pico and Pollzliano drink-

ing in the "golden poetry" of Greece and listening to the

dialogues of Plato, Grimm states the following regarding
these years:
“Thus Michelangelo, at that age in which the pliant mind
of man 1s capable of the deepest and richest impressions,
received an education which could scaicely have been
acquired at a more fortunate period, "
Michelangelo's prestige grew rapidly in the eyes of
his patron, Michelangelo seems to have done no merely

"orentice work," for not a fragment of his work was insig-

nificant, Symonds states that "into art, as into a rich
2

land, he came and conquered , , "

It was in the year that Michelangelo was admitted into
the Medlici palace that Savonarola came to Florence, being

. . L] . .

1. Grimm, op. cit., p. 115.
2, Masters in Art, April, 1901, p. 21,
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thirty-seven years cld, Savonarola saw heathenish doings
everywhere, the pope and the cardinals being at the head,
The conduct of the Carmelite monk, Filippo Lippi, Masaccio's
best pupil,vﬁith Lucretia Butl, his model, 1s only one ex-
ample which shows how men lived and thought.l Savonarola's
one theme was chastisement which was immediately to overtéke
Rome and Italy. He drew over to himself Lorenzo's own
party. It was during the Lenten Season of 1492,7that a
spiritual awakening took hold of Florence, resulting from
Savonarola's "campaigns," Women rose up suddenly, laid
aslide thelir splendid garﬁents and dressed agaln in modest
attire; enemies became reconciled; illegal gain was volun-
tarily glven back, Followlng these days, Lorenzo suddenly
became 1ill and died at the age of forty-four, Savonarols
visited him before his death,

Lorenzo's reign had been that of a despot, Upon the
Vsﬁccession of Plero, a new republic was set up and it was
dangerous for the tyrant's housefriends to be seen in the
city. Michelangelo fled to Bologna where he studied Dante
and made an angel of marble, On his return to Florence,
he made the statue, the "Sleeping Cupid," and, after giving
it a weather-worn and ancient appearance, sold it as an
antique to a cardinal in Rome.

The dispute about the price of this "Cupid" took

» - L] . »

1., Grimm, op, cit., pp. 113-114,
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Michelangelo to Rome in 1496, at the age of twenty-one,
Symonds writes that, "here, while the Borgias were turning
the Vatican into a den of thieves and harlots;\he executed
the purest of all his statues, a Pieta in marble."l

He returned to Florence from 1501 to 1505 where he
made his great statue of "David," painted the "Holy Family,K"
and made the cartoon of the "Bathing Soldiers." No man's
name, not even Leonardo's, stood in higher esteem from this
time forward, but it was not his "Davida" but the cartoon,
representing a crowd of nude men in every postufe indicating
haste, anxiety and struggle that won the admiration of
artists and the public,2

Pope Julius, in 1505, ordered Michelangelo to Rome to
prepare his mausoleum, Upon this request, Michelangelo
spent eight months among the stone-quarries of Carrara se-.-
lecting marble for the Pope's tomb, When he returned, he
found the Pope's mind poisoned against him by his enemies.
After seeking admission to the Pope for six successive
days, and on the last day being denled entrance with such
rudeness, he hurried héme, sold hls household goods and
fled to Florence, The Pope sent several courilers to bring
Michelangelo back to Rome and finally in person met him in
Bologna., anXiously seeking to recover what had been lost

. . . . L]

1. Masters in Art, April, 1901, p. 22,
2. Grimm, op, cit., pp. S0-120.



99

gso lightly, Reconcilliation between the Pope and Michel-
angelo took place in November, 1506, Michelangelo having
to beg pardon "with a rope about his neck," Straightway,
he was ordered to cast a bronze statue of Julius. Symonds
describes Michelangelo's sentiments thus:
"Julius' tomb, as Michelangelo conceived it, would have
been the most stupendous monument of sculpture in the
world, Of this gigantic scheme only one imperfect draw-
ing now remains, The 'Moses' and the 'Bound Captives'
are all that Michelangelo accomplished, For forty years
the ‘'Moses' remained in his workshop. For forty years
he cherished a hope that his plan might still in part be
exXecuted, complaining the while that it would have been
better for him to have made sulphur matches all his life
than to have taken up the desolating artist's trade,.
'Every day,' he cries, 'I am stoned as though I had
crucified Christ, My youth has been lost, bound hand
and foot to this tomb,'"l
3, Middle Age
Michelangelo was thirty-three years of age as he left
for Rome to begin the Sistine Ceiling, His enemles had
told Julius that it was an ill-omen for a man to bulld his
own sepulchre and that Michelangelo's talent should be set
at work in the Chapel, In vain Michelangelo pleaded that
he was no painter; in valn he reminded the Pope of the
wasted time and effort in Carrara., In 1508, the cartoons
for the celling were finlished and that fall he began to
paint and at the end of four years, the whole was completed,
Violent scenes took place between the Pope and Michel-

. . . . »

1. Masters in Art, April, 1901, p. 24,
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angelo, Once the Pope struck him with his cane; at another
occasion, the Pope threatened that he would hurl him off
the scaffold, In the Papal Court, Michelangelo was looked
upon as a mere artisan, not as a great artist,

It is characteristic of the artist's religious feeling
at this time that he had requested Fra Lorenzo, a Floréhtine
Dominican friar, to pray and fast for him, The artist fres.

quently redquested such prayers, In a letter of May 26, 1507,
he asked hils father to have prayers sald for the success of
his bronze-pouring, In November of that year he wrote, "I
believe someoné's prayers have helped me and Xept me in good
nealth." In such phrases one can recognize a traditional
religious feeling of trust in the prayers of others, "It

is not until his old age," states De Tolnay, "that orayer

took on for him a deep spiritual significaﬁce: then 1t was
a direct communion with God."l

During his stay in Rome, Michelangelo's thoughts cen-
tered on affairs of the family, His correépondence bears
witness to warm affection and exceptional kindness as a son
and brother, His love for them 1s shown by frequent gifts
of money, advice on conduct in political matters, and
attempiing to get his brothers started in a shop which he
bought for them, But the artist's generosity was repéid

with ingratitude by his greedy family,

1. De Tolnay, op. cit,, ». 39, "
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During this time, he had very few friends and asso-
clated only with few of his gar‘zoni.l Raphael, his contempo-
rary, loved and celebrated by everyone, had no friendly
relationships with Michelangelo, WMichelangelo with his
stern, austefe, masculinity was the opposlte of Raphael with
his sweet feminine nature, Nichelangelo states that Raphael
learned from his paintings and that his style changed after
seeing the Sistine frescos, But Michelangelo was of such a
frame that he could learn from no man, The following is
recorded of him:

"Lying on his back beneath the dreary vault, communing
with Dante, Savonarola, and the Hebrew propnets in in-
tervals of labor, locking up the chapel doors in order to
elude the jealous curioslity of rivals, eating but little
and scarcely sleeping, he accomplished in sixteen months
the first part of his gilgantic task,"

After the death of Julius, Leo X became the Pope, This
is the most unfruitful period of Michelangelo's 1life, The
work he was commanded to do was never finished and Leo's
whole period was characterized by delays, thwarted schemes
and servile labor for Michelangelo, However, the high tide
mark of his power as a sculptor 1is reached, as he worked on
the Medicl tombs in the Sacristy of San Lorenzo, Florence,

Clement VII succeeded Leo., During his years Rome was

sacked by the Imperial troops; Michelangelo helped to defend

his native city against the Prince of Orange, During this

1. Men who mix palint.
2. HMasters in Art, April, 1901, p. 25,
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period Michelangelo spent most of his time in Florence, but

again the operiod brought forth little but disappointment,
Michelangelo had now reached his fifty-ninth year,

In describing this period Symonds sayss

"Leonardo and Raphael had already passed away, and were
remembered as the giants of a bygone age of gold, Cor-
reggio was in his last year, Andrea del Sarto was dead,
Nowhere except at Venice did Italian art flourish; and
the mundane style of Titian was not to the sculptor's
taste, He had overlived the greatness of his country,
and saw Italy in ruins, Yet he was degtined to survive
another thirty years, and to witness stlll worse days,
When we call Michelangelo the interpreter of the burden
and the pain of the Renaissance, we must remeumber this
long, weary old age, during which in solitude and silence
he watched the extinctlion of Florence, the institution of
the Inquisition, and the abasement of the Italian spirit
beneath the tyranny of Spain, Hls sonnets, written
chiefly in this latter period of life, turn often on the
thought of death, His love of art yields to religious
hépe and feir, and he bemoans a youth and manhood spent
in vanity." :

4, Latter Years and Death

In 1554, Paul III was made Pope, Michelangelo, having
shed "lustre" on the reigns of Julius, Leo, and Clement,
now is at the mercy of Pope Paul, The Pope found him at
work on the tomb of Julius, for the "tragedy of the mauso-
leun" still dragged on, Michelangelo was forced to lay
aside the chisel once more and to take up the brush, Fronm
1534 to 1542, eight years, he labored at the fresco, the
"Last Judgment," devoting his terrible genius to a subject
worthy of the times he lived in, During this time he was

. 3 . . -

1. Masters in Art, April, 1901, p. 26,
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also made the chief archlitect, as well as sculptor and
oainter of the Holy See, Thus he was called upon to éuper-
intend the building of St, Peter's, on which he devoted the
last years of his life,

As age advances, Michelangelo's sonnets breathe an
almost ascetic spirit of religion as his thoughts turn
more and more to plety, His brothers had died but his
nephew's son, called Michelangelo, became very dear to
the artist's heart for he hoped that the youth would cause
his name to endure and flourlish, This brought great con-
solation and satisfaction to the aged artist as 1is evidenced
by his correspondence, Symonds, following closely the
account of Vasari and Condivi, describes Michelangelo's
lési years thus:

"Wealth now belonged to him; but he never cared for
money, and he continued to live like a poor man, dress-
ing soberly and eating sparely, often taking but one
meal in the day, and that of bread and wine, He slepnt
little, and rose by night to work upon his statues,
wearing a cap with a candle stuck in froant of it that

he might see where to drive the chisel home, During
his whole 1life he had been solitary, partly by orefer-
ence, partly by devotion to his art, and partly because
he kept men at a distance by hils manner, Not that Mich-
elangelo was sour or haughty: but he spoke his mind out
very plainly, had no tolerance for fools, and was apt
to fly into passions, Time had now softened his temper
and removed all causes of discouragement, He had sur-
vived every rival, and the world was convinced of his
supremacy, Princes courted him; the Count of Canossa
was proud to claim him for a kinsman; strangers when
they visited Rome, were eager toc behold in him its
greatest living wonder, His old age was the serene and
solendid evening of a toilsome day . "

. - . . -

1. Masters in Art, April, 1901, p. 27.
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It is doubtful whether Michelangelo was handsome,
Early in youth a fellow pupil broke his nose with a blow

' states Symonds, "the artist's

of the fist, '"Henceforth,'
soul looked fofth from a séd face, with small gray eyes,
flat nostrils, and rugged weight of jutting jaws."l Thus
destiny took great care that no light love shouldmtrifle
with the man who was to be the prophet of his age, Nothing
is implied that Michelangelo was a lover until he reached
the age of sixty, Great tenderness and passion is then
poured out in the poems of his later years,

In 1534, he met a noble woman, Vittoria Colonna, a
widow of forty-four years, Livihg in retirement in Rome,
she took up her leisure time with poetry and philosophy.
Distinguished men visited her and the subject that was most
on her heart was the reform of the Church and the restora-
tion of religion to its evangelical purity, A tender
affection sprang up between these two,., Michelangelo may be
said to have loved her with all the pent up forces in hils
heart--1f this exalted and yet fervid attachment may be
called love, Together they would speak of art and plety
and when separated, they exchanged poems and letters, some
of which remain, In 1547, this friendship came to a close
with the death of Vittoria, It is said that Michelangelo

walted at her bedside, and kissed her hand when she was

1. Ibid., ». 27T.
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dying. The light of 1life seemed to groﬁ dim in the artist's
life after her departure,

Michelangelo's last message took the form of another
Pieta in marble, ﬁhe theme being egsentially the same as
that with which he made his debut at the age of twenty-four,
He was now free from the demanding patrons; he now worked
for himself and God, How different this work is as he, in
his elghtles, views 1life retrospectively., Tenderly, the
strong Joseph of Ariméthea lowers the Beloved from the
Cross, All hove 1s gone, The path entered so hopefully is
strewn with the wrecks of perished ambitions.l

The last moment came for this strong, solitary spirit
to be released on the eighteenth of February, 1564, Symonds
states that:

"Having bequeathed his soul to God, his body to the
earth, and his worldly possessions to his kinsfolk, pray-
ingﬂthem‘on h@s deathﬁged to think upon Christ's passion,
he breathed his last, :
His corpse, being tranSpérted to Florence, was buried with
great pomp and honor in the Church of Santa Croce,
D. Distinetive Characteristics
of Michelangelo
1. The Artist

Michelangelo knew nothing of merriment and jest, He

never jested himself, nor more than smiled slightly at the

1. De Tolnay, op. cit,, pp. 211-215,
2. Masters in Art, April, 1901, p. 28.
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jests of others, He had no pleasure outside of his work;
nor was he ever acqualnted with love, courtship and marriage,
His only close friend was the Countess Colonna and he only
took pride and vpleasure in his immedlate family,
Michelangelo had no friendly relationships with his
fellow artists, It seems strange that so outstanding and
original an artistic personality should have had more ene-
mies than friends in the circle of contemporary artists,
No doubt the grandiose commissions which Michelangelo
received aroused jealousy and his creative power engendered
envy and fear, Even Pope Leo X writes of Michelangelo that
he inspires fear in everyone--even in the popes.l
Michelangelo was a pitiless critic, He never explained
himself, thls mystery constituting the greatest charm to the
minds of his admirers, He was a hero, This is especially
brought out by the fact that a long time after he had
painted the celling, he could neither read a book nor write
a letter except by holding it above his head, He was free
from weakness, no flaw physically or spiritually, a very
commendable characteristic as one looks at the lives of
artists about him, If temperament was the cornerstone of
Raphael's nature and intellect of Leonardo's, certainly

2
character predominated in Michelangelo's,

. . [ . *

1. De Tolnay, op, cit., pp., 17-19.
2, Stearns, op. cit., p. 169.
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Single-mindedness and mental selection characterize
him further as an artist, Stearns states that all the

great virtues, such as sincerity, fidelity, chastity, for-
1
bearance, and self-devotion may be learned of Michelangelo,

2, The Citizen

Michelangelo was no recluse but followed the stevps of
Savonarola in taklag an active part in the political affairs
of his city and country, even though he had to flee four
different times, Conflict characterizes this aspect of his
life. Symonds summarizes Michelangelo's civic life thusg

"Throughout his lifetime there continued a conflict be-
tween the artist and the clitizen, the artist owing
education and employument to successive members of that
house, Cthe Medici] the citizen resenting thelr despotism
and at times doing all that in him lay to keep them out
of Florence, As a patriot, as the student of Dante and
the disciple of Bavonarola, HMichelangelo detested tyrants,
As an artist, owing his advancement to Lorenzo, he had
accepted favors binding him by ties of gratitude to the
iledici, and even involving him in the downfall of their
house. (Under Leo X and Clement VIII, the two Medician
Popes, he had to work, yet he could not keep _hls tongue
from speaking openly against their despotismj e e s

It is thus clear that the patriot, the artist, and the
man of honor were at odds in him , , , Hence arose a
compromise and a confusion, hard to accommodate with

our conception of his upright and unylelding temper,

Only by voluntary exile, and after age had made him
stubborn to resist seductive offers, could Michelangelo 2
declare himself a citizen who held no truce with tyrants,"

1. Ibid, N
2, Masters in Art, April, 1901, pp. 22-23,
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E, Summary

Michelangelo's letters give much information regarding
his 1life and the éharacter of the times in which he lived,
Before noting the facts of Michelangelc's 1life, the artistic,
philosophical, and religious influences were considered,

It was found that contemporary art had little influence
upon his paintings but that he was a ploneer in figure art
and found his inspiration in Greek sculpture and in the
study of the human anatomy. It was noted that while only

a youbh Michelangelo became well acguainted with Greek
philosophy and the Humanism of his day., The full blossoming
of Humanism and the corruption‘of the Papacy gave rise to
Savonarola's great campalign in seeking to establish a
theocratic governument in Florence which left its lmprint

on the soul of the young artist., The distinctive charac-
teristics of Michelangelo were found to be his great
devotion to his work, to his family and to Vittoria Colonna,
However, he disliked the socliety of the artists, of the
papal court and those with great wealth and prestige, In
his civic relations, Michelangelo is found to be a man who
did not withdraw in difficult times but tried to support
the just and the right even though it meant inner conflict
throughout -his 1ife, Thus obedience to conviction charac-

terizes him as an artist and as a citizen,
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CHAPTER V

SUMMARY AND CONCLUSION

A. Restatement of Problem

Since art and religion'have their poots deep in
human nature, art being in its earliest forms through and
through religious, it 1s commonly agreed that religlous
truths and concepts find a very satisfactory means of
expression in art. Each medium presents certain unique
characteristics in expressing these religious truths.
Furthermore, each individual artist utilizes these unique
characteristics in his own distinctive mannef in giving
expression to religious truth. Fra Angelico and Michel-
angelo were no exception, but their praintings give evidence
to certain individual characteristics of interoretation of

religion. Hereln rested the problem of this thesis.
B. Summary of Findings

In the introduction to the present study, it was
stated that art before and during the Reformation had a
great influence upon the propagation of religious truth.
In the first chapter the study of the paintings of Fra
Angelico gave evidence of a striking transition in his

religious interpretation moving from the transcendent to
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the immanent concept of the Deity. This was noted in
particular in hié representations of the Madonna and Child.
Many of his paintings represented heavenly scenes with
angels, saints and the Virgin present. Expression was
gilven also to many intimate scenes of Christ's earthly
1ife and to ecclesiastical representations of the clergy
and the Pope. Fra Angelico was able to produce an ™un-
earthly harmony” in his use of bright and pure colors in
representing the scenes of paradise. Likewise his horiz-
ontal and vertical lines speak of serenity, silence and
meditation. A brilliant light sheds its lustre over many
of his heavenly representations. As for form, he never
presented it in a purely scientific manner, and his compo-
sition is always marked by extreme simplicity. The great
meticulosity which characteriged Fra Angelico's treatment
of the paintingsygave expression to his love and adoration
for his personages. The values in terms of the impression
ag a whole were found to be varied, the outstanding senti-
ment common to all of his representations being resignation.
When considering Michelangelo's paintings in the
second chapter, a striking change was also noted in his
figure art. In his earlier paintings he represented the
human form according to normal build, that is, according
to nature; later, Michelangelo was given to exaggeratlons,
which resulted in his figures having a tormented and gro-

tesque appearance. He showed great sensitivity to color
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in his many representations of struggle in the human soul.
Conflict and torment can be felt in his use of diagonal
lines and sharp angles in his figure art, light and shadow
serving only to bring out these characteristics more
strongly. At times, his use of form gives emphasis to the
scientific exclusively, but more often, the scientiflc is
accompanied with real spiritual depth. Hie composition is
usually characterized by great complexity. For subject
matter he often turned to herolc scenes of the 01d Testa-
ment; Greek literature, philosophy and art contributing

to his interpretation of these scenes. For his last
painting, however, he turns to the Apocalypse, finding
therein a releage for hls pent up emotions. The gualities
of sculpture were carried intc his paintings which enabled
~him to lLeave a strong impression of power upon the mind of
the observer. In terms of the varled values of the whole,
the outstanding one was Michelangelo's representation of
the struggles of the human soul, the predominant note being
that of suffering.

In the third and fourth chapters, the times and
lives of Fra Angelico and Michelangelo were considered
respectively. It was noted 1n the third chapter that art
and philosophy as well as the church were influenced by
the infiltrating Neo-FPlatonism. Fra Angelico, though in
sympathy with the new artistic trends, restrained himself

from taking part in the pagan practices of the church, but
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instead withdrew to the monastery seeking there to live a
holy, quilet life and give expression to this life in his
paintings. He possessed the simple faith of a child and

it

sought to "practice the presence of God™ in every aspect
of his daily life. He was a man who sought out the poor
and sick and aged with his love and sympathy and was
revered highly by the church and by everyone who came in
contact with him. |

In the fourth chapter, the study of the times and
life of Michelangelo revealed that Neo-Platonlsm had
reached its full bloom in a thorough-going Humanism. Its
impact upon art, philosophy and the 1life and practices of
the church were noted. Michelangelo in his earlier years
was an ardent student of Greek philosophy and literature,
but in later 1ife he turned away from these. No doubt
his early contact with Savonarola created an inner con-
flict with the Platonic concepts of 1life. Michelangelo's
entire life 1is characterized by struggie and suffering,
partly because of his personal pride, partly because of
circumstances, but mainly because of the vice that he saw
and felt in Rome and Italy. A man of tremendous will
power, he was feared and respected by everyone but loved
by only a few. He was a genius excelling in sculpture and
architecture. He was no recluse, but4served.his country
in war and in peace, striving to restore its spiritual

life. In hls later years, he turned wholly to the Chris-

tian teachings for comfort and hope.
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G. Conclusion

Any painting which is a real work of art carries
its message and appeal to the observer whether he is famil-
iar with the artist's 1life and times or not. However, from
this study, it has 5ecome evident that a knowledge of the
artist's own unigue manner in which he utilized the elements
of palnting has a definite relation to his personal life and
to his readiness to give expression to his faith in life
and conduct. As this correspondence between the artist's
life and paintings becomes evident, the paintings take on a
richer meaning for the lover of God and of art,

In the light of this concluslion, the Christian edu-
cator needs to availl himself of every opportunity whereby
these great religlous paintings may speak more clearly to
this present age and become more effective mediums through

which the lives of men and women may be changed,
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