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Abstract

When visual narratives first became the focus wdyin art history in the late nineteenth centtimgy
were believed to be such a strong phenomenonhbgteffected the formation of styles. Today, visua
narratives are regarded as significant forms ofdltedge in their own right, appearing both withirdan
beyond the artistic context. Between these twaddbere is a century-long story of historiogragary,
almost unknown tradition of academic writing.

One of the major aims behind the research predentthis thesis is to trace this tradition: to
show the main trends, ideas, persons and methatfotimed this particular discourse. In the fpatt
of the thesis, two fundamentally different tradiigoare identified: one where narratives were reghrd
as illustrations and one which treated them asadsof a visual language. Special attention leas b
devoted to the ideas of two scholars, G. E. Lesaimg) Franz Wickhoff. This is because Lessing’s
ideas had particularly strong and lasting effeats] Wickhoff's ideas were visionary and exemplary.

The second major aim of the thesis, relying os thstoriographical survey, is to expand our
concept of visual narration as it has been dealt witil now. The second part of the dissertathurs
proposes that this concept should be expandedee thfferent ways: first, a definition is presehter
sequential or formal, and perceptual narratives] anperception-based explanation is offered to
demonstrate themaison d’étre Second, a notion of a scenario-type pictoriatyselling is introduced.
This includes an attempt to draw into analyticalu® not just the story presented by the imagehmut t
story of the image too. Third, aiming to overcoomncentration on episodic narration, a referential
system is elaborated and its usage is demonstigtettans of a statistical analyses.

Thus, in general, this thesis aims to illuminaggtain crucial aspects of storytelling when
understood in a broad sense: time and narratiertyges of narrative images, and the domain ofalisu

narrativity.
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Introduction

The dissertation deals with visual narrativeshals a double aim: to look back and to look forwatg.

its title suggest, by looking back the thesis oetdi the major trends in research into visual naasit
and reviews both past and present approaches easl idvet, by looking forward, the aim is to adwanc
our understanding of visual narrativity on a théioet level: to reflect on some well known and kErss
known theoretical issues, to make suggestions abowt they can be better handled and to give

examples of how narrative images can be treatad inistory.
WHY HISTORIOGRAPHY?

Currently, three main disciplines are involved lraging our conception of visual narratives. They a
the interrelated and sometimes overlapping fiefdsrohistory, literary criticism, or rather thelstield
of narratology, and semiotics.

The history of art has a long, but little studiestlition of engaging with visual narratives. dt i
the field that still produces the largest quanbityvork on this topic but it does not seem strongugh
to have a significant impact on, or to generate migsponse in the other cognate disciplines. The
currently dominant field is the huge and constagtiywing domain of narratology — many of whose
practitioners on the basis of a supposed primady @nthe more elaborate theoretical framework
developed for literature and film — feel authorizedmake general claims about the visual arts. The
third discipline is the relatively new one of setiis, where visual narratives are studied as (fatte
broader area of visual modes of communication. i®@ra offers a more purely theoretical approach
with a balanced view of the visual and verbal,@lth it favours the latter, but operates often aitha
historical perspective.

Given this state of affairs, one would expect ehter be lively theoretical debates and dynamic
co-operation, resulting in interdisciplinary stugliecHowever, in reality, this seldom happens —adelst
much less frequently than one would expect. Thp ofahe disciplines remain fragmented. Islands
and enclaves exist of groups of scholars whose letge and activities remain unknown to those other
groups or disciplines with whom they share an egger The main reason for this is most probably the
fact that no book has been written and no detailedy has ever been devoted to the historiography o
narrative research.

Consequently, as a rule, art historians themsealwesiot aware of the issues related to visual
narratives that have already been addressed atidwdda Parallel notions exist in the terminolqgy

many ideas are left unreflected upon or in an wheerloped state, and important publications remain



relatively unknown. There are still no studiesttatempt to summarize and bring closer to the
scholarly public the general knowledge availabléhe field. Moreover, art historians studying \aku
narratives are not effective at representing thérase Although in recent years a number of
conferences and symposiums have again taken piatte itopic, they have been are isolated, single
events: They come over as occasional rather than direbiedan ambition to map the field
systematically. Moreover, to my knowledge, thexad professional organization which might bring
together scholars with an interest in visual nareat It is no surprise then that visual narratiees
never become a major or popular field of studyrinhgstory but has remained a subsidiary topic, one
among many others.

Nevertheless, art history has developed a sigmfibody of knowledge about visual narratives.
If | was to sum up in one sentence the objectivihethistoriography section of this thesis, | wosdy,
it is to disprove Wendy Steiner’s recent claim thatffact, the narrativity of pictures is virtually non-
topic for art historians’. To counter this assertion, the historiographytisedocuses mainly on art
historians and explores the different ways theyerofbf interpreting visual narratives. As their
contribution is, in fact, much greater than thobaarratology and semiotics, these two latter aveifis
be summarized more briefly, reviewing only currémpics and approaches. Whilst surveying past
publications on visual narratives, | shall of cauedso discuss both the potentials and the liroitatof
previous scholarship. It is generally known thetearch on visual narration began in art histortén
last quarter of the fOcentury, but rarely is this paired with an awassnthat this makes for a much
longer scholarly tradition than within the studylitérature or film theory. There is also a gehéxek
of understanding that there was a continuous istere visual narratives throughout the twentieth
century and that this generated different appraachéor example, beyond the more traditional art
historical approach of finding the characterist€sarrative images of different periods and gephia
areas, there was another that regarded narra#isityart of visual language. As | argue, when W t
main methodologies developed in art history forghely of narrative images are brought togethen wit
those from within semiotics and narrative theomgré opens up many new and interesting possibilitie
for narrative readings.

Both the form and function of the historiograplegton in this thesis is slightly different from
what might otherwise be expected from such sectiditse original aim was simply to find out more
about the individual scholars who were engaged witual storytelling and about their ideas.
However, soon it appeared that, because of thanehf material found, and due to the esoteric eatur
of this knowledge, the initial sections of this gls&ehad to become more than a compulsory review of
past achievements. Moreover, for the same reagamerged that the discourse on visual storytglli

is comprehensible only if presented in a structuvag.

! These events will be detailed later in the Coriolus
2 Steiner, 2004, 146.



Philip Sohm has summarized the difficulties of imgtabout the concept of style in art, saying
‘discoursing about love was like falling in love’. A similar difficulty arose when attempting to
excavate our extant knowledge arising from ther@dein visual narratives in art history. Discangs
about narrative was, in itself, creating a nargtieonstructing the state of knowledge as if itevar
kind of story-form. This narrative is, howevertaaraditional one: it is an untold and rathergatory
with many supporting characters and with very fbut, very independent protagonists. Moreover, the
characters do not necessarily interact and shdrereheir knowledge or their worlds. The storyttod
topic’s historiography has a clear beginning butemal. It is not linear but runs along at least two
parallel, even divergent threads and it opens uy gradually. Nevertheless, the story of the
historiography provides a starting point, a sigmifit foundation for any later research. Furtheanor
this story offers a frame on which new forms ofugisnarratives and new methods dealing with them
can be overlaid. These new definitions and appremaevill be introduced in the second part of the

thesis, in the theory section.

WHY THEORY?

One significant part of the existing research omaiave images was engaged with classificationis Th
issue will be introduced and studied in detailhia historiography section. Classification is abem
captured in the conceptual cage of ‘episodic’ riemnaand in the frequently voiced dichotomy between
‘single’ images (single-framed pictures) and ‘sewes’ of images (cycles). In fact, the concephef
‘single’ image is in itself problematic. The majgrof the images discussed in the theory sectidh®
present thesis come from the Italian Renaissandelanearly modern period. In these periods, one
common type of representational image is the attaep Yet the altarpiece, whether supported by a
predella or a polyptych, is evidently not a ‘siiglmage. Thus it is often not a single narratiug b
rather a single entity consisting of a structurestdrchy not just of images, but of stories tooheT
other frequently produced type of image is the bitlaktration. Here ‘single’ images operate bogh a
single units and as parts of a larger visual cdntd@ke concept of the ‘single’ image will thus leed

in this broader sense throughout the thesis.

Another key term is ‘episodic’ narration. By thisrefer to an approach which sees the
complexity of visual narration as depending onrtbhmber of episodes or moments of the storytime that
a narrative image presents. In this way, nartstiig reduced to merely counting temporal moments
against spatial arrangements in a time-space cwatedi system. In the theory chapter, the particula
contribution to knowledge in this area that | hapenake, is to transcend such attitudes and offer a

alternative which dissolves this dichotomy betwtensingle and the sequential.

3 Sohm, 2001, 1.



Anachronism is one area where this may happen. a &Asncept, it demonstrates that the
temporality of images does not necessarily depandhe number of depicted moments. In fact,
pictures are especially appropriate for fusingettéht temporal levels into a seemingly uniform igphat
reality. Accordingly, the first section of the sed half of my thesis deals with anachronism as a
narrative phenomenon and draws attention to patexamples where such a fusion is the principal
characteristic of the depicted story. The ainoishow that anachronistic temporal solutions mdy o
have great impact on narrative meaning but ariaat the main constituents of the visual taledeked,
the relation between time and narration is ondefidasic axioms of narratology. This is suppobgd
Paul Ricoeur’s frequently quoted opinion: ‘Narrégivand temporality are closely related — as clpsel
as, in Wittgenstein’s terms, a language game afaima of life. Indeed, | take temporality to be the
structure of existence that reaches language irathaty and narrativity to be the language struetu
that has temporality as its ultimate referent. Thalationship is therefore reciprocél.’

To put it simply, reciprocity is a strong mutualationship. However, in the case of images,
reciprocity does not mean that a depicted stornessarily belongs to only one time. In complex
narrative images multiple temporal layers usualbcus and the number of depicted ‘moments’
becomes irrelevant. So anachronism, one way oérgéng temporal multiplicity in images, will be
studied here in a narrative context, the more gémelation between time, narration and image héll
touched upon only birefly.

It is clear that episode-based classificationsrateable to deal with rich and complex visual
narratives, such as those with anachronistic teatpmiutions. Indeed, they do not even operaté wel
for simple or average narratives either, as theyoaaccount for painterly elements that transaeed
episodic. The problem is that there are very largmbers of visual elements in even very simple
images, such as, for example, body language, fegjalessions, gestures, movements or signs which
point outside the primary story-level as determitgdthe written source (here, these will be called
metanarrative signs). And these all have a nagable; they contribute to the narrative meaniig.
address this problem, in the third part of the thesection, a referential system will be introdueed

part of a statistical analysis. This is one wagstaping the limits of episode-based classification

THEMES, MODIFICATIONS, TELLABILITY

Throughout the theory chapters, | shall mainly foam ‘single’ narrative images, mostly from the
Renaissance and early modern periods. | have shossudy such images for two reasons. First, they
are underrepresented in the existing researchseewhd, their narrativity does not seem as obvasus
that of picture cycles. The narrative capacitidspiwture cycles or sequences has never been

questioned. This is perhaps because sequentialitgs the experience of these images closer to the

4 Ricoeur, 1981, 165.



act of reading and also because picture cycleakineto cinematic art forms. Many sequential ingage
have already been examined in terms of their naeradtructures. For example, medieval pictorial
systems and stained glass windows have been sthyli#dolfgang Kemp, manuscript illustration by
Kurt Weitzmanrf, fresco cycles by Marilyn Aronberg Lavinearly comics by David Kunzfegarly
Buddhist narratives by Vidya DehejiaThere are certain works of art, such as the Mitgjeolumn;®
the Ara Pacis the Bayeux tapestry,Venetian narrative cycléd the frescoes of the Ajanta caVe,
and Hogarth’s series, which are frequently consider However, the narrative properties of single
images have rarely been studied independentlytihistory. Wolfgang Kemp’s work is an exception,
but it is limited to the early Christian and Medi¢¢ontext'®

The nucleus of the stories referred to in singleages usually derives from biblical,
mythological or historical narratives. However, athis represented visually is most often a
reinterpretation. Wolfgang Kemp draws attentioth® ‘long chain of transmission’ of the tradition
question, which leads from oral narration throuigé written before becoming visudl.Kemp claims
that this is what happened throughout the middesagAs regards the Renaissance and Early Modern
periods, as discussed in the theory section, theoaph is slightly different. Visual narrativeschene
more independent and many visual narratives hagrecise written source. The examples presented
for the study of anachronism in the theory secsbaw that some religious narratives formed only a
vague basis for the visual story, which indeed égearabout contemporary historical events.

It is worth reiterating here that retold storidsaege. They change even when there are no
restrictions brought on by a change of narrativelioma. Barbara Tversky, a psychologist at Stanford
University, conducted an experiment that demoredrahat retold stories were distorted in 60% of
cases. There were many types of alteration, thset msual distortions being adding, exaggerating,
minimizing or omitting information. The alteratiorvaried, depending on the objectives and the
audience of the storyteller. Her conclusion isohliely clear: ‘[d]istorting seems to be the nomot
an aberrationt’ In the Renaissance, complex narratives would géagven more radically. For
example, religious narratives could be historicizedorder to make the biblical event part of the

present. Not only is the structure of the viswé tmodified, including the initial events, causes

® Kemp, 1993, and Kemp 1997.

® Some of his writings: Weitzmann, 1970 and Weitzmdr977.
" Lavin, 1990.

8 Kunzle, 1970 and Kunzle, 1973.

° Dehejia 1990, Dehejia 2005.

1% Brilliant, 1984, Chapter 3, especially 90- 108.

1 Kellum, 1994.

12 Brilliant, 1991, and Heslop 2009.

13 Fortini Brown, 1994.

4 Dehejia, 1991.

15 Kemp, 2003.

16 Kemp, 2003, 62.

" Tversky, 2004, 386, on the experiment see pages398.

10



consequences, but this modification could also ooouhe level of the characters, as will be shawn
my discussion of anachronism chapter.

These modifications raise the issue of the tditglof a visual tale. Gunther Kress and Theo
van Leeuwen formulated an important problem intr@fato medium-based narrative modifications
when they worried about the lost details of visstalies when these are verbaliZz&dTheir question is
of great significance, since there is a tendenayrigerscore only the losses of a written tale when
depicted. Kress and van Leeuwen emphasize thepiraity of readings generated by abstract visual
stories, but their point is even more of an issuenbn-abstract narratives. In visual storiesfait,
multiplicity seems to be an essential feature,\@hdn such stories are verbalized, it tends to gisap
The difficulty of translating a non-linear visuahmative into linear written form can be seen for
example in Elizabeth Rodini's attempt at doing sithwsentile Bellini’s Procession in Piazza San
Marco® Whether intentionally or not, Rodini’s articleashs many features with the story it seeks to
analyse. As they progress, both the story of Bi&dlipainting and the scholarly article on it teted

dissolve, and both end without a proper closure.

PICTORIAL NARRATION VERSUS VISUAL NARRATION

In the whole field of research both visual narmatiand pictorial narration are used as terms of
description. Sometimes these terms are used In@egeably. However, in other cases, the distinctio
comes with a double reference. First, the terraual narration’ covers a much broader area of study
than pictorial narration. In narratology, MiekelBeses the term not only for the narrativity ofuas
arts (as ‘illustrations of classical texts’) andh@ps for films (as is evident from her referendas)
also for visuality in literature as wéll. In contrast, ‘pictorial’ narration is usually aone restricted
category, standing solely for still images in Werlf's writings. Even so, the boundaries of the
terms are rather obscuffe.Second, in art history the differentiation betwebese terms reflects the
origins of the scholarship. In the case of Germsemolars, scholars of German origin, or from areas
where the German tradition of research is moregleex, for example, in Greek and Roman art or in
the medieval context, there is a tendency to usépibtorial narration’ formula. One can see tihishe
work of Otto Pacht, Herbert L. Kessler and MariarBlareve-Simpson, Wolfgang Kemp, Laura
Weigert, Mark Stansbury-O’'Donnell, and, recently, Henrike Manuwald® The term ‘visual
narration’ is of more recent origins, a creationha last few decades and it probably has its riodise

currency of the term ‘visual culture’. Althoughetthesis does not deal with moving images, | priefer

18 Kress and Leeuwen 2006, 61. On the tellabilitatodtract narrative processes, see pages 60-62.

19 Rodini, 1998.

2 Bal, 2005, 629.

L Wolf, 2005, 431-435.

22 pacht, 1962; Kessler and Shreve-Simpson, 1985;pKe993 and 2003; Weigert 1995; Stansbury.O’Donnell
1999; Manuwald, 2007.
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use the term ‘visual narration’. The only reason this is that nowadays visual narration evokes a

broader meaning, which | would like to preservetfa full range of imagery discussed in this thesis

CONTEXT OF STUDY

Narratology, which began as a way of studying ditere, like feminism or (post)structuralism, soon
became a transdisciplinary field of study, offergpgneral theories with possible application to many
areas. Narrative approaches may now be found nbyt i the humanities but also in music,
psychology, cognitive sciences, medicine, legalothe and even in the natural sciences and
mathematic§® Because of its widespread dissemination, aferlthguistic turn’ and ’pictorial turn’,
some scholars even talk about a ‘narrative ttfrn’.

Compared to these disciplines, art history haatlaer unusual relationship to narratology. In
art history, the interest in visual narratives ddiack to the end of the nineteenth century. iFitésest
appeared at a point in time when no-one was asisiay terms such as ‘narratology’, ‘paradigms’ or
‘turns’. However, as Stansbury-O’Donnell and Walig Kemp remarked, art history in its early stages
already addressed those issues that would lateaatkéze narratology, as is evinced by the work of
Carl Robert and Alois Riegl, respectivély. However, this early interest in art history, whiwas
connected to Formalist approaches, was soon upktageconography. Iconography as a method
tended to focus on the historical, social and fgalitbackground of images rather than on their lgure
formal characteristics, characteristics which natlyo characterized Formalism but the early
narratologists’ approaches as well. Unfortunatiélpugh, the story of narrative research in arolys
has not yet been written and so is almost comglateknown. Many today would argue that an
interest in narrative has only reached art histaryhe last few years. Some would say, it has not
reached art history at &fl. A few would even question the ability of imagesconvey narratives.
Recently Werner Wolf wrote in one of the most pgesus publications of narratology, the
Encyclopedia of Narrative Theagrythat ‘the pictorial medium offers considerablesistance to
narrativity.?” This in itself shows the distance between theiplines. The ambiguous relationship of
narratology and art history is thus reflected imdamental theoretical issues concerning visual

narratives. The overall objective of this thesisd contribute to bridging the gap between thstiag

% For narrative psychology see Laszlé 2009; for atare theory and the cognitive sciences Herman 2613
narrative medicine for example Greenhalgh and Hurd®98; for narrative and law see Jackson 1988then
relation of narrative and the sciences see Artigiad07; on narrative mathematics see the orgdaizathales
and Friends Http://www.thalesandfriends.org/en/index.phgnd a review on the conference ‘Mathematics and
Narrative’: http://thalesandfriends.org/en/index.php?option=coomtent&task=view&id=41&Itemid=76(2010
06 08)

24 A concept developed by Gerald Prince, see Wolh32A80 and 193, ft 2; also used in the Introductib the
ENT, 2005, ix.

% Stansbury-O’Donnell, 1999, 1, and Kemp, 1999, 1e&specially on Riegl and narrative, pages 38-50.

2 My own discussion in Chapter 4 will give a detdiccount of these views.

" Wolf, 2005, 431.
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disciplines that study visual narratives. It aitasshow how, although in different ways from texts,
images are definitely narrative, that the storfesyttell are complex, and that their narrativityngrth
studying. Throughout it is important to remembeattthe research presented here fits more closely
with the art-historical tradition than with postnesd narrative theory. This is because, as | wgle,

art history, when deploying the achievements ofatalogy and semiotics, is in itself able to thraw

new and revealing light onto the whole subjectafativity.

GENERAL OVERVIEW OF THE CHAPTERS

Although the title of the thesis is structured tam@as, historiography and theory, the thesis dgtual
consists of three sections. These three sectisedifferent methodologies. Part One is concerned
with historiography and uses an historical and hbyighronological approach. Part Two, which
examines theoretical questions, is more abstrattaaalytical in its nature. This is followed byrPa

Three, a section named Practice, a case studyhwhinore experimental.

PART ONE: HISTORIOGRAPHY

Part One presents a general outline of the higiaphy of visual narratives in four chapters. Tihst
concerns ideas in art theory before the developmwieatt history as an academic discipline, esphcial
the ideas of the two most influential theoristsph@attista Alberti and Lessing.

Chapter One begins with Leon Battista Alberti'stioio of istoria as introduced in hiPe
Pictura in 1435. The research often relates this conteptisual narratives. However, there are
different views on whaistoria exactly means. In my interpretation, Alberti’'sncept is crucial for
theorizing the scenario-type visual narration, \whsaperseded medieval pictorial systems. For Alber
istoria is the target of a hierarchical system, a pictari@verse whose members are human figures
prepared to carry out actionsstoria is an intellectual achievement, which, at its vesst, may
overcome the spatial and temporal limitations ofnbn life. As | argue, with this notion, Alberti
created a theoretical model for an ideal Renaigsaatrative painting.

The Chapter continues with a short summary ofidkeas of those two theoreticians from the
seventeenth and eighteenth centuries who stronfilyenced painterly narratives. Here Anthony, Earl
of Shaftesbury’s aesthetic theory will be revieviedelation to Aristotle’s conception of the uniby
time, space and action, and then Charles le Bientsires on Poussin held at the French Academy in
Paris, 1667. Both formed part of thiepictura poesisiebate.

This premodern theory chapter then changes scogdaguses in on Lessing and the ideas
presented in hisaocotn(1766). The reasons for more thorough approatkessing's influence: he is

still one of the most widely cited aestheticiansthe study of visual narratives. For some authors,
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especially for narratologists, Lessing’s ideas semg absolute reference points. His arguments are
usually presented very restrictivively and ofterngetreated as commonplaces. Almost exclusively,
they serve to prop up arguments detailing the tiaeraestrictions of images rather than those which
focus on their potentialities. Particularly impont in this context is Lessing’s perception of piamas

an art-form that can depict its subject only in@mantary fashion and from a single point with ak&n
view. Lessing himself disproves this idea latethia book, but this passage is still the most feadjy
repeated ‘absolute truth’ in the studies aboutalisarratives. This leads me to identify what Il ea
‘one moment syndrome’. There are two reasondhier tFirst, it brings to the fore the issue of ties
images can represent only a single moment of gctind secondly, it generates reflections on the way
that the question is treated. So this part ofctiepter is not a critique of Lessing’s ideas, latiher a
critique of the reception of his ideas. The ainoisleconstruct certain stereotypes of visual tisges
often attributed to Lessing and also to offer aiquie of certain scholarly perceptions of visual
narratives.

Chapter Two moves on to modern theories aboutVisarratives. First, it focuses on Franz
Wickhoff and his contribution to the theory of retives. Wickhoff is known as the founder of the
Vienna School, which, in turn, was crucial in d®géhg general methods for art history as it emerged
as an independent discipline. In the field of sisnarratives, Wickhoff is mentioned in relation to
typologies of narrative images. Here, however, RWidf is studied as a theorist in the broader sense
as one of those with whom the modern interestgnali narratives began. The reason for choosing him
lies in the fact that — apart from identifying ashekscribing different types of narrative images|uding
the widely used concept of continuous narration iekAbff provided a theoretical framework for his
types. His ideas are unique in the sense that thiere no other attempts over the course of mane @h
century to raise and answer the general questiavhat purpose narratives have in the history af art
Wickhoff's idea was that different types of narvas are style-generating elements. His theory may
not be valid anymore, but his questing and visiprguproach is still exemplary.

The discussion of Wickhoff is followed by a seatidealing with subsequent attempts at
classifying narrative images, an issue launcheddily German scholarship. These attempts began at
the end of nineteenth century and were presentgiiaut the twentieth; the last typology dates from
the 1990s. As | argue here, due to the fragmemtaif the field, these typologies did not resultain
gradual improvement. This section also demong&trtite gradual simplification of the inheritance of
Wickhoff’s theories. Typology-making practices shean be regarded as functioningpass pro toto
for they effectively map the current situation ermative research.

Then, the last part of Chapter Two briefly introds the first major trends of research in the
twentieth century, the concept of visual narratisrbased on book illustration. This trend invedéd
narratives in terms of geographical areas and ctogital periods, the approach already present in

Wickhoff's theory. Kurt Weitzmann seems to be & kigure here. With him, the centre of research
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moved from Germany to the United States, revohdmgund the two universities of Chicago and
Princeton.

Chapter Three argues that there was another tread history during the twentieth century
which regarded visual narratives not primarily eddrical or geographical phenomena but as modes of
visual expression. In the work of these scholarge can find two recurring concepts, time and
movement, to which, though in different ways, ntweais related. Formulated in the simplest way,
narrative is a time-related element of visual laggithat can be expressed through movement. The
aesthetization of movement actually began in theteenth century, and in this Paul Souriau played a
important role so his ideas will be introduced hekéis son, Etienne Souriau went on to define time-
related concepts of perception and thus to proe¢ ttie contemplation of an image indeed has a
duration in time.

Rudolf Arnheim is the next scholar on whom thepthafocuses. Arnheim’s contribution is
twofold. First, his concept of stroboscopic motimglp us gain a deeper understanding of continuous
narration. Second, the notion difected tensiontogether with the idea of perceptual causalit th
Arnheim used to explain how abstract forms are gieecl, form the very basis of abstract narratives.
Ernst H. Gombrich is also studied here becausei®firtierest in the relationship between time,
expression and movements in painting. Gombriclinagjigproved the idea gfunctum temporijsnow
not only on aesthetic grounds but also on a psygficdl level. As | argue, the ‘principle of the
primacy of meaning’, which Gombrich refers to anklieh is supported by psychological experiments
as well, helps us to comprehend how narrativizatoght occur in relation to images. Further, itas
Gombrich’s credit that after him movements in pambegan to be regarded as detached from classical
or religious narratives, as elements that mightdstlone and thus create meaning.

Chapter Four, the final chapter in the historipia section, investigates the most recent
research into visual storytelling. Its three pddeus on the latest developments in art histamy, i
narratology and in semiotics, respectively. latseonly the English scholarship; recent Germawvie
will be touched upon only briefly. The chapter aito summarize roughly the contribution of each
field and discuss the benefits, the possibilitied the limitations of each. In art history, reskain
recent decades has become methodologically moegs#ivand this has brought about an expansion of
the researched themes, periods and methods. Rkompéx, the study of narrative finally embraced
topics in Renaissance and non-European art. Bhaso when the first thorough surveys (Early
Buddhist narrative art, Roman art, Italian narstinurals), and the first notion-based researchréod
narration, continuous narratives) have been unklemta Further, this was when art history began to
borrow theoretical concepts and models from nagyo

There is also a section examining the most tygjoaktions coming up in narratology regarding
visual narratives. | argue that there are two nagiproaches toward images in the field, one ‘libera

and one ‘orthodox’. Besides the categories of anegeriod-based and abstract narratives, a new
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approach has appeared in semiotics, where naisadinge understood simply as communication. The

last section will focus on this particular approach

PART TWO: THEORY

Part Two of the thesis moves on to discuss therd¢ieal issues raised by the study of visual nemmat

It consists of two chapters, both aimed at expanthe field of research. Chapter Five finds itefi
foundation in Chapter Three. On the basis of meviwork, the research presented here is meant to
expand the meaning of the term narrative in thetexanof the visual by developing the notion of
abstract narratives. By abstract narratives |rrdéfere to two related phenomena: first, formal
narratives, and second, perception-based narrativesmal narratives cover primarily abstract onho
figurative pictures that, through the perceivedusege of their formal elements, elicit narrative
interpretation. The concept of perception-basedatiges derives from the fact that the aesthetic
experience is an active and indeed an interactivegss, and thus that spectatorship might well laave
narrative aspect. This idea is supported by pdggital, philosophical and narratological arguments
The main conclusion drawn here is that the categbnarrative imagery does not necessarily coincide
with the figurative.

Chapter Six reflects on the general questionroétand narration. The themes addressed are
those most often discussed in narratology. | psepi study visual narratives in a broader sense,
including not only the depicted story, but the gtof the image as well. Further, the chapter gitsm
to show the multiple levels on which rich and coexpharrative images work. The starting point for
these theoretical investigations will be a sindtarpiece, Carlo Crivelli'sAscoli Annunciation Thus
the chapter can also be regarded as a case stisiyg previous typologies, Crivelli’'s painting waul
have been classified as a single monoscenic imadj¢éhais would not arouse much interest. However,
it is not the episodic narration that makes thisgzg interesting but rather its setting, its terad
arrangement, the seemingly subsidiary microscendsttze role of the additional characters. | argue
that Crivelli's narrative should be interpretedaimvider context, since the story of the image, \altlits
political, historical and social allusions, is daldor the narrative understanding of the depidtezine.
Crivelli’'s altarpiece plays with time: anachroniss the phenomenon that links together all the
temporal layers that the painting operates witthe Phenomenon of visual anachronism, along with
mise-en-abyme will thus be studied from a narrapigmt. These pictorial traits can make visuatgal
temporally very complex. One role of anachronignth@ end of fifteenth century in Italy was to
historicize religious narratives, to make them pngsfor their beholders. In this sense, Crivelli's
painting is not unique: such anachronisms wereequéquent, as the chapter will show. Further, |
argue that the very experience of time is differentifferent periods of history, and this also has
consequences for the narrative understanding ofitftage. The key term for understanding the

historicization of the biblical Annunciation in @dlli’s altarpiece is presentness, a theologicalcept
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emphasizing the effects of the biblical storiethi@ present rather than seeing them merely asibato
events. This concept is studied in detail by exfee to St Augustine, some medieval sources and als
with regards to its contemporary realizations, éxample the cult of the Casa Sacra in Loreto.
Moreover, a new term, narrative ramification, wok introduced. This term describes what visual
anachronism does to religious narratives, as ircése of the Crivelli altarpiece. Ramification o
when a new character in a narrative makes an mtéion which radically modifies the original
(written) story structure, and, in the processatge a new story. The chapter will then discuss on

typical visual ramification from the very same Rissance context as Crivelli's altarpiece.

PART THREE PRACTICE

Part Three, the final section of the thesis, iaperiment, a statistical survey of images. Itsabm
give both the relative frequency and the distritmutof certain narrative models within single images
Chapter Seven will outline how the dataset was emofts preparations, as well as the process of
making and the results of the survey. It was edrdut on more than eighty depictions of an otheswi
rarely represented story, that of Atalanta and Blipenes from Ovid’'Metamorphoses The dataset
includes all available pictorial variants of thi®ry, ranging in date from 1410 to 1946. Among the
images one can find paintings, engravings and déwgerobjects but the majority are manuscript or
book illustrations.

The general idea behind the survey is twofold.e @lready existing taxonomies of narrative
images are based exclusively on the concept obeigisharration which is simply not adequate for
comprehending the complexity of visual narrativedly purpose is to improve this method by
elaborating a multidimensional referential systerduding a wide range of those pictorial elements
and signs that contribute to the construction ofisaial tale. This is an additive system meant to
supplement rather than displace the episodic systEime referential signs operate on a narrativellev
in images, just as verbs, nouns and adjectives demtences: they might give additional information
about the story, about the circumstances of theitey¢he context, about earlier or later actions or
events; they also identify the characters or helfkdéeping contact with the viewer. Moreover, the
survey is meant to be another death-knell for the-moment syndrome, the notion that that narrative
images can represent only one moment and fromgéesioint of view. The last section of the chapter
presents the results and the conclusions of theegurlt analyses the distribution of both the eges
and the narrative references in relation to difieqgeriods, geographical areas, and categoriezef s
and technique. Finally, this chapter is suppobedn appendix detailing the dataset.

There is another, less obvious structural linerzkkhe theoretical chapters of Parts Two and
Three. There are three main sources for visuahtiees in the periods that the thesis deals with:
historical, biblical and mythological. In the thlietical chapters the thesis touches upon all ttyjges.

Religious narratives are mentioned in Chapter Sixelation to time and narration. Purely histdrica
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images were rare in the periods covered; history mepresented mostly in a religious frame, the them
dealt with in Chapter Six; whilst Chapter Seventaors a case study of a mythological narrative.
Furthermore, while Chapter Six deals with compled ach narratives, Chapter Seven sets out a rather
mechanical method for treating simpler, more avenra@rative images, which may or may not appear
in groups. Chapter Six hopefully gives furthers@@s why special narrative images need special
treatment and study.

The thesis concludes by placing the overall aiims,results and the main propositions of the
thesis in a broader context. It offers a criticansideration of the theory of narratives, its
interdisciplinarity and applicability to the visualts. This final part also discusses in partictite
place of narrative research in the history of &tdny, its place among the changing paradigmsef t
discourse. Finally, this section raises a numib@uestions about the current interests in theatiag

research, and formulates few topics for furtheestigation.
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Part One Historiography



Chapter 1 Premodern Theories of Visual Narration

This chapter is part of the general historiographgt will introduce theories on the question of pam
and storytelling developed before the instituticzalon of art history as an academic disciplirie.
deals first with the theory of Leon Battista Albethen gives a brief summary of the ideas of
Shaftesbury and Charles Le Brun. Finally, it faisn the issues raised by Lessing inUaisco6n

All of these theorists were engaged with problehad today would be studied within narratology, for
example the relation of time and action, movemeéntgaintings that denote actions, the acting
characters in a visual story, constructions ofgiwtorial setting for events, and how written néives

can be transformed into visual stories. Each eBe¢hissues relate to the three main constitutive

elements of any narrative: characters, locatiolsaations.

ALBERTI AND THE CONCEPT OF ISTORIA

For almost a thousand year narratives in medieicabnal systems were organized according to the
same theoretical and practical rules. As argued, #dberti’'s importance lies in the fact that,dbgh

the concept ofstoria, he theorized a new pictorial type, one which aaggd and replaced medieval
forms of visual narration. As Wolfgang Kemp haswh, medieval pictorial systems deployed two
different representational modes, narrative andbsyizy and were ruled by two orders, narrative and
thematic! These rules can be seen in ivory panels, tapesiris, reliefs, ceiling paintings, etc. The
new model, which was applied mostly to altarpieaesl panel paintings, and even to individual
sections of fresco cycles, was introduced at tlyggninéng of the quattrocento in Italy, after a ‘reitium

of multiple images’; now when ‘creative energiesrevelirected toward the making of individual
pictures.? This new model of narration can be charactertaetess dependence on the written source
(if one exists at all), and by more carefully cousted pictorial scenes. Alberti, by elaboratihe t
theoretical concept astoria for constructing these scenes, helped paintedevelop in practice what
would become the conventional technique of visaatation in the Renaissance; this mode will here be

called a scenario-type narration.

! Kemp, 1993.
2 Kemp, 1993, 121.
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ALBERTI'S SOURCES

Alberti is most famous today for giving the firstitien explanation of how to construct proper linea
perspectivé. His pioneering treatis®e Picturawas published first in Latin in 1435 and was datiid
to Giovanfrancesco Gonzaga, Duke of Mantua. A wd@r the book was translated into Italian and
was published with slight changeBella Pittura was now dedicated to Alberti’s fellow architect,
Filippo Brunelleschi. In the treatise, Alberti nexd the ancient ternistoria yet filled it with new
content, and this is what makes him interestingnfitie point of visual narratives. Alberti was a
Florentine humanist, amomo universate a theorist who studied law, wrote literature, igeed
architecture, practiced painting and sculpture. JAsob Burckhardt stated, he was not only an ‘all-
sided man’, but one of those who ‘tower above #s'f Alberti’s treatise was and still is regarded as
a milestone in many wayfe Picturawas the first of such treatises written since itz antiquity,
and with Alberti’s other treatises on architectaral sculpture, it laid the foundations of Renaisean
art theory and hence had an impact on the pictartal of Europe for centuries onward. Furthermore,
Alberti was a mediator between the sciences andatte He was educated at the university in
Bologna, and later became interested in mathemaisgecially in geometry.

Two main sources are usually identified for AlberDe Pictura rhetoric and mathematics.
The later seems more important for Alberti’'s distois of narrative images. In the treatise, he
transformed the core of current mathematical kndgdeand made it available for painters. For
achieving this, Alberti turned to the most impottdoook in the history of mathematics, Euclid's
Elements Euclid (323-283 BC) in his revolutionary book/@mted and introduced axiomatic thinking
and was the first to construct a coherent worldalo$tract mathematics. This world was based on
abstract geometrical elements: points, lines amiaes; additional basic relations and axioms aefin
their relationship. Euclid’s constructed mathewgstivorld was later inhabited by new elements, such
as angles, triangles or circles, all introduceddeyfinitions. Their characteristics were proved by
theorems, deduced from the initial axioms and frmevious theorems. In Book I, Alberti followed
Euclid’'s method, but described from the standpoina painter. Points, lines and surfaces, together
with colours, lights and shades, were the basimetas that constructed illusionistic pictorial spac
Euclid himself had transformed common mathematicadwledge to create an uncontradictable
mathematical universe. Alberti transformed commuainterly knowledge so as to build an

uncontradictable pictorial universe. This was dbgdinear perspective, based on a visual pyramid.

% For Alberti’s description on linear perspectivedaa detailed study of Book | of tHee Picturasee Martin
Kemp, 1990, 21-24.

* See Burkhardt, 1878, Part Two, on the developogtite individual:
http://www.boisestate.edu/courses/hy309/docs/bunaki?-1.html

® These sources were extensively researched. Theread scholarly agreement on Alberti’s use o$é¢reurces.
See, for example, Westfall, 1969, 487.
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But what was the purpose of linear perspective?atind of painting, what kind of visual universe

was it that Euclid’s mathematical knowledge served?

ISTORIAAND SCENARIO-TYPE NARRATION

A thesis on narrative paintings would certainly ryedor an answer saying these paintings were
narrative paintings. Indeed, what Alberti createas a bit more. The pictorial world that was efi
by the linear perspective was prepared to receivistaria. Scholars generally agree thstoria is
related to visual narratives. Usually, the terrtramslated as narrative painting or narrative et
there is actually little consensus on what exaitityterm denotes.The most recent, profound study of
Alberti’'s Book Il of De Picturaand its influence on Mantegna’s painti@gcumcision of Chrisis by
Jack M. Greenstein. He relates Alberti’s concepthie medieval interpretation of the antique term
istoria.” Greenstein claims that ‘[t]he understanding stdry in Alberti’'sOn Paintinggrew out of the
late medieval tradition that linkelistoria with pictorial representation. Like Dante and manfiyhis
own contemporaries, Alberti used the wbigtoria as a metonymic synonim for a pictorial work of art
that depicted a narrative scefieHere, clearly, Alberti’sstoria is linked to visual narrative.

Alberti seesistoria as the ultimate purpose of painting, both in terofisan intellectual
achievement and in terms of painterly constructitire great work of the painter is the ‘historipart
of the ‘historia’ are the bodies, part of the bagiyhe member, and part of the member is surfacs
a painterly constructionstoria is the a result of a hierarchical system whereensognificant and more
complex parts (bodies, members) derive from smaltet more basic parts, following the structure
provided by Euclid’s modéf. In a composition grace and beauty keep the mesntfethe structure
together. Parts should correspond in four aspéetsize, function, kind, colour'> From the examples

used it is clear that these members are humanegand their parts are faces, bodies and muscles

® For earlier discussions of the Albertiimtoria see Greenstein, 1992, 236, ft 2 for Chapter 2.J6an Gadol
istoria is a ‘narrative theme’, which is ruled by the casition and expresses the Renaissance ideas afuteco
(Gadol, 1969, 88-89.) In the scholarship the téstaria became credited with different meanings. To itatst
this, | quote Carroll W. Westfall's passage: ‘Tistoria acted as poetry in that it conveyed didactic ngssas
effectively as eloquence does. It also acted asnibgin that it depended on invention and onghesentation of
discovered material; as grammar, in that it condawdationships between things; as history, in thslhowed the
actions of men affecting history and based its itie@ on ancient poets; and as strict moral phpbgoin that it
spoke of vice and virtue and of the goodness of ameshof God.” (Westfall, 1969, 501-502.)

" Greenstein, 1992, Chapter 2, especially 34-40.

8 Greenstein, 1992, 39.

° Alberti, Il, 33, Grayson transl. 1991, 67-68. Aftigout a strong emphasis on the ultimate purpdgsamting,
the idea occurs again with almost the same wor&ook I, 35.

1 1n his construction of the scenario, Alberti alsied on other sources. Greenstein, following Bebedl's
interpretation, suggests that Alberti followed bathetoric and modelled his treatise on Quintil&kmistitutio
oratorio (p 57): ‘In rhetoric, composition was a technit¢atm used to describe the artistic structuring of a
periodic, or complex, sentence. This structuringolmed a four-level hierarchy of elements: wordsreveut
together to form phrases, phrases to form clawebclauses to form the period. Alberti merely s$farred this
principle of organization from writing to paintidgy using composition as a technical term to desdtfile artistic
structuring othistoria.’ (Greenstein, 1992, 55-56.)

M Alberti, 1| 36, Grayson transl. 1991, 72.
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although the members could be animals as well. cbDneespondence of the parts enables the bodies to
carry out actions: ‘we must ensure that all the ivers fulfil their proper function according to the
action being performed?

So far, we have the pictorial space with actindié®in it. Their number is limited to not more
than ten, which shows that Alberti envisioned glarge dimensions for astoria, and also prescribed
‘plentiful variety’ for it. This variety concernboth the characters and elements of the stage (a
‘properly arranged mixture of old men, youths, hoymtrons, maidens, children, domestic animals,
dogs, birds, horse, sheep, buildings and provifdesind also body movements. The bodies in the
pictorial space should all have their own attitydgsstures, movements and positions. Body
movements convey not just actions, but stateseofrtind and humans emotions, the ‘movements of the
heart’ as welf* Every action or gesture in the pictorial spaceusth be subordinated tistoria:
‘Everything the people in the painting do amongntkelves, or perform in relation to the spectators,
must fit together to present and explain the ‘iatd*® Alberti gives the painter three further devices
which, as Greenstein says, are ‘involved a thragesproces®: composition, circumscription, and
lights and colours. With these, artists may urdte the pictorial elements in the hierarchical
construction ofstoria.

In Albertian termsjstoria is the highest intellectual achievement. Greémsiggues that the
intellectual content of painting is a form of albeg, and Alberti'sistoria had its final significance in
conveying moral and intellectual teachifgsThis is certainly the case. It is hard to undéneate the
significance of moral and intellectual teachings canmunicated through stories and narratives.
However, visually formulated stories can do sommgtihat written ones can never possess: they make
the dead alive. By reviving its constitutive elertsistoria, at its best, is omnipotent; it overcomes
human limitations both temporally and spatiallyPainting possesses a truly divine power’, says
Alberti, ‘in that not only does it make the abspetson present (as they say of friendship), balsi
represents the dead to the living many centuries (a.) Through painting, the faces of the deaadgo
living for a very long time® This intellectual achievement always dependshendepicted bodily
actions. In painting movements bear the sensdfaf |Alberti supports this argument with the
exemplary description of the dead MeleagerAnd, as Alberti remarks, ‘[t]his is the most dtifilt

thing of all to do, for to represent the limbs di@dy entirely at rest is as much the sign of arekent

12 Alberti, 11 37, Grayson transl. 1991, 73.

13 Alberti, 1l 40, Grayson transl. 1991, 75.

4 Alberti, Il 42, Grayson transl. 1991, 77.

15 Alberti, Il 42, Grayson transl. 1991, 78.

16 Greenstein, 1992, 43.

" Greenstein, 1992, Chapter II, especially 41-434588.

18 Alberti, 11 25, Grayson transl. 1991, 60.

19 Alberti, Il 37, Grayson transl. 1991, 73. Greeirstexplains this well: ‘The opposite of death itelilf the
painter understood why the body of Meleager apmkedead, he would know what made a body appear.alive
Since in a corpse every member fell insensibly witdout movement, in a living body every membereethe
smallest joint, should appear to fulfil the funeisoof life—feeling §ensusand movement.’ (Greenstein 1992, 44,
and further on body movementsigtoria, 44-52.)
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artist as to render them all alive and in act@dnThe highest achievement isforia is thus essentially
visual, and it is attached to the represented &tioAlberti gave a further, additional argument fo
istoria being the greatest painterly performance. He waproud author. He understood the
significance of his book very well. And he wantede rewarded by being commemorated through the
highest intellectual achievement he himself hactlprmed in his treatise: he wanted to be rewarded b
having his portrait painted in astoria: ‘[iJf it is such as to be of some use and coneene to painters,

| would especially ask them as a reward for my lebdo paint my portrait in their ‘historiae’, and
thereby proclaim to posterity that | was a studénhis art and that they are mindful of and graltébr

this favour.”

The Albertian termstoria could be best captured through the notion of slieenario’. It is not
only the subject matter of the painting and it @ axactly the narrative of the painting. Ratlbe
phrase scenario both enables and prepares a paiotserve as a narrative. Alberti wanted to aeéin
complete and coherently constructed pictorial wsigeistoria is, for him, an umbrella term under
which all the pictorial elements of a narrative reeeare assembled. According to Alberti, this
assemblage works on two levels: first, when th@ests constructed with linear perspective, and
second, when the stage is inhabited by acting digurCertainly, bodies interact. The variety ofiyoo
movements, attitudes, gestures, emotions and gasrtgure that the characters both perform actions
and show reactions. This also allows for represgrevents, more complex human interactions and
relationships. And it is the scenario that unities three essential elements of any narrativerachers,
locations and actiondstoria is therefore the visual representation of a naeatmoreover, it is
‘preeminently a visual form of knowledgg.’

The scenario Alberti offered was imaginary and dglné@ance he gave fastoria was purely
theoretical. He wanted to avoid his theories baisgpciated with any well-known compositions. This
was emphasized by his references: to cite paintimggurned to ekphrastic literature, mostly toypli
the Elder'sHistoria Naturalis The majority his examples (except his sole copirary point of
reference, Giotto’Navicellg did not exist and so were non-available for sighinspectiorf> More
than three centuries later, Lessing in b&bcodnfollows the very same alienating strategy, evading
concrete and particular painterly examples, exasngiat can be seen and against which the theory
might be verified. However, Lessing, despite wgtion the visual arts, was not really interested in
them. But Alberti was. He planned buildings, ptedi portrait medals, and perhaps painted as®vell.

He would have met Brunelleschi and Donatello, ardplobably collaborated with Mantegna. In

2 Alberti, Il 37, Grayson transl. 1991, 73.

2L Alberti, 11l 63, Grayson transl. 1991, 95.

* Greenstein, 1992, 49.

% Greenstein’s thoughts on Alberti's use of the theh the ‘Calumny of Apelles’ support this idea:Ibarti’'s
description of Apelles’ painting was an adaptaticather than a mere paraphrase, of LuciakKphrasis (...)
Alberti thought that the invention would be evenrenpowerful if thehistoria could be seen, and hence, tried to
make hisskphrasisas visual as possible. (Greenstein, 1992, 54.)

% See Alessandro Parronchi’s study on Alberti’s sewas a painter: Parronchi, 1962.
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addition, he must have seen Masaccio’s revolutiphanita fresco in Santa Maria Novella completed
less than a decade earlier by the time he retdroedRome to Florence in 1434. Or, if thanita did

not present enough actions in igtoria, there were the frescoes of the Brancacci Chap#ldsolino

and Masaccio in Santa Maria del Carmine in Florgegure 4). However, he did not refer to any of
them inDella Pittura. It is probably his faithfulness to his mathemaltisource that made him keep his
distance to real imagery. Euclid was the firstha history of mathematics who, when writing about
points, lines and surfaces, did not actually réfereal, recognizable elements of the three-dinogragi
world, but used them as abstract entities. Altimonigt revealing the entire process in detail, imiBb
Alberti gave technical instructions for construgtipictorial space, the prerequisite fstoria,”® yet in
Book Il he himself adhered to strict abstractiond®gigning ideal scenarios. These scenarios might
have carried narratives (war scenes, mythologicahes, etc3® or might have contained narrative
elements, but only general principles, such asetsaand decorum, were prescribed to be neccessarily

followed in their design.

ALBERTI’'S SIGNIFICANCE

Alberti’'s notion of istoria had three characteristics which, later, would beEaignificant for the
understanding of narrative pictures. First, Albgiitlea that creating a scenario is the highespqse

of painting influenced the hierarchy of artisticbfacts or genres developed in the Academies. For
example, in the French Academy, the two most ingmarsubjects were history painting and religious
painting, both relying heavily on such scenarios.

Second, Alberti regarded movements as pictoriainehts which convey narrative meaning.
Moving bodies in a scenario are either acting actiag bodies, or bodies expressing feelings or
emotions. This happened to be an extremely preyesdea. In art history, Ernst H. Gombrich and
Rudolf Arnheim studied movements as expressiomsofative events, furthermore, semioticians have
found narratives even in abstract paintings. Batimbrich’'s and Arnheim’s ideas, and the notion of
abstract narratives, will be examined later in thissis. Alberti’'s requirement of variability mathe
depicted movements unavoidable in rendering diffiereactions given on the very same event in a
visually interpreted tale. The scale of such lieast expressed by movements in PoussBaghering
the Manna would set off a whole academic debate, to beudsed presently in connection with Le
Brun’s ideas about visual storytelling.

Third, Alberti lays stress on the coherence ofrf®Kboth on a spatial coherence and in terms of

figures and their representation), but never omptaal coherence. The possible reasons for thidwil

% Alberti’'s mediatory position in explaining the airuction of the linear perspective is formulatgdNsartin
Kemp: ‘Alberti was, to adapt his own words, demaatatg the basic ‘roots in nature’, which he wasrtthappy
‘to place in the hands of artists’.” (Kemp, 199@,)2

% See Greenstein for further details. Greensteir2199-52.
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examined within the discussion of painterly ananfmms in Chapter Six. However, the lack of any
requirements for temporal coherence is a perfetitator that temporal and spatial qualities were no
given the same emphasis in Renaissance paintirigle \dentral perspective unified pictorial spages,
did not necessarily entail unified temporal solngo On the contrary, complex architectural sesting
made possible the accommodation of many episoddseddtory, often with a repetition of the heroes.
Indeed, the fifteenth century experienced a hugk jpe the production of images showing continuous
narration, a narrative mode that, in its presefinti®n, denotes visual tales told by the repetitiof
figures?” The flourishing of the continuous narrative maa@ainting is just one example of the great
freedom that can be seen in temporal renderingiwitie visually interpreted, and often reinterpdete
stories of the Renaissance. Another example isheonism, which this thesis will focus on in deialil

a later section. The requirement that pictoriatatéves should be temporally coherent was fornadat
only by the late sixteenth century. However, isvealy by the time that they became so important, i
the eighteenth century, that these requirement@rbeone of the central issues of aesthetics.

The Albertian notion ofistoria was a powerful idea that combined the technicdlsskf
perspective with intellectual knowledge in ordercteate scenarios for depicting events and naestiv
in the Renaissancelstoria was a potential theoretical model for an imaginagyrative painting.
Alberti’'s ambitious theory raised important questiabout how visual stories should be rendered in a
coherent pictorial space. It also had great immacthe answers to these questions given by his

SUCCEeSSOrs.

THEORIES ON MOMENT AND NARRATION IN THE SEVENTEENTH CENTURY

If Alberti’s istoria is the key word for understanding the scenari@typrratives of the Renaissance, it
is the ‘moment’ that was most frequently referredby early modern theorists on visual narratives.
This shift indeed characterized the broader intsre$ these theoreticians. In the seventeenth and
eighteenth centuries, narratives were studiedlatioa to a newly rediscovered phenomenon, tinte. |
is beyond the aim of the present thesis to findréasons for this shift, however, it is certainlyet that

it was influenced a great deal by new technolodiegeloped within clock making. Small portable
clocks for personal use appeared from the endeofifteenth century but were rare for a long tiraed

it was only at the end of the seventeenth centumgnaportable clocks could be fitted with minute
hands’® Being able to measure the minutes and other|asimew technologies fundamentally changed
how Europeans experienced actual time and thusthew conceived of the general phenomenon of

time. Accordingly, the moment, in various waysgdmae a core element in these theories.

27 Lew Andrews’ book focuses on the phenomenon otigoaus narration in Renaissance painting: Andrews,
1995.
2 prékopa, 2009.
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Following the Renaissance period, the issue of ttmd pictorial narration were investigated
under the broad category ot pictura poesi§® During the seventeenth century, in this general
theoretical debate, two rather different views rfested themselves, as Francis H. Dowley has shown.
One view emphasized the fundamental dichotomy efdister arts (as in Castelvetro or Franciscus
Junius), the other had them as almost interchatgdfdr example, Giovanni Battista Marino and
Charles Alphonse Dufresno3f). Those who argued for the differences betweentioearts of poetry
and painting contrasted how they conveyed timetarmgoral succession. A new idea emerged, albeit
with its roots in the Aristotelian triple rule ohities; the trecento and quattrocento ways of dgc
narratives were no longer deemed acceptable. nBwisidea, also based on drama theory, was properly
formulated by Henri Testelin in 1675. He demantied visual narratives should be reduced to asingl
instant, shown in a particular space and focusimg@ single action. The key device for achieving th
demand was the concept of the significant mom&uawley enumerated the different theoretical views
on how the significant moment can be achieved. eikample, Giovanni Pietro Bellori gave an account
of how, in one of Maratti's paintings, the paintiéiystrating an Ovidian story, depicted the clifnat
moment, which actually encompassed the entirevgtbt prior and later incidents td.

Lord Shaftesbury raised the question of the baistterly choice of the possible moments in the
process of constructing an ideal composition whiestiating a written story? Shaftesbury’s advice
was to choose the most significant point, a ‘sifgkgant’, the real climax of the narrative. Dowle
noted that there were two essential criteria fehsa selection: first, ‘it should be a moment okdied,
but not final, action’, and second, ‘it should béeinal and psychological, not external and physita
However, just as in Bellori, the climactic high-pbiin Shaftesbury’s argument anticipates the next
moment and refers backwards to earlier staf@alhat was inconceivable was the visual doubling of
such instants. In practice, this meant a suppessithe use of continuous narration, as Lew Awdre
has noted: ‘[flor Shaftesbury continuous narratisethe ultimate and absurd consequence of an
approach to painting in which the unity of time gidce is not strictly observetf. For the purposes of
the present argument, it is important to see thaft€sbury, like Lessing, was formulating the cotre
expectations for painters and not their real pags#s when rendering written stories. Gombricish

pointed out these ambiguities in Shaftesbury’s gie®haftesbury admits that this rigorous stanasrd

290n theut pictura poesisiebate see Rensselaer W. Lee’s classic study {946),).

% Dowley, 1976, 317-318.

3 Dowley, 1976, 317-32 1

32 The story was the Choice of Hercules, publishest fis ‘Le judgement d’Hercule’ in 1712, and in Esfgin
1714 asCharacteristicks of Men, Manners, Opinions, Tini@swley,1976, 321-324, Gombrich, 1964, 293-294).
For more detailed accounts of Shaftesbury’s aasthigtory in Steegman, 1950, Tuveson, 1953, Uphb2&9,
Townsend, 1982, and Pestilli, 1993.

% Dowley, 1976, 322.

% Dowley, 1976, 323.

% Lew Andrews, 1995, 21.
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instantaneous action is often sinned agaifisThe ‘sin’ mentioned here is indeed the explaitatof

the otherwise widely used visual devices, for exantipe practise of condensing several instants into
one scene, or the use of flashbacks and foreflagmesns, which are employ’d to call to mitite
Past we may anticipatehe Future..*” Shaftesbury turned to humans biology to expl&iose
complex movements which call to mind both past fatdre moments: as the body may move slower
than the mind, ‘more sprightly parts of the Bodydfs as the Eyes and Muscles about the Mouth and
Forehead) taking the alarm, and moving in an iristaay leave the heavier and more distant parts to
adjust themselves, and change their Attitude soroments after® Much later, Warman Welliver
argued on the very same basis when he analysezktieamely complex bodily poses of the figures of
Peter and Christ in Masacciolgibute Money® Recent investigation in neurosciences suppodethe
observations.

Poussin’s painterly solutions were the recurrirgeots of those theoretical investigations
which focused on the choice of the right momengspart from Le Brun, who will be discussed
presently because of his enormous influence, JanaRichardson the Elder, the Abbé Du Bos and
Henry Fuseli all studied Poussin’s paintings asl.ffelPassionate debates centered around Poussin’s
famousThe Israelites Gathering the Manrgigure 3) at the French Royal Academy of Painting
Sculpture. Charles Le Brun, who had a fundameawotal in developing the theories of the Academy,
discussed the painting in detail in a lecture giveh667* Le Brun was interested in the way Poussin
applied the element of time in the narrative andhim variety of the reactions to the main everg, th
falling of the manna, detectable in the group ddrelters. Le Brun says, ‘[i]t is sometimes neagssa
to join together several incidents which have pdedein order to make comprehensible the subjett tha
is being staged? In Poussin’s painting the starving family in floeeeground would be interpreted as a
preceding phase, which is overcome by the mirastewsed to contrast with the depicted later stages,
evoked by displaying the joy of relief. Le Brumeas and their meaning were discussed broadly. Fo
example, Jacques Thuillier examined Poussin’s tieje®f the unity of time and instead emphasised
his ‘unity of subject’ and his concerns with ematibvariety’> Louis Marin studied from a linguistic
point of view the concept of ‘reading the paintirthat had already been mentioned by Pou$sin.

Thomas Puttfarken, who relied on Félibien’s tekterpreted Poussin’s composition as ‘an example of

% Gombrich, 1964, 294. Apart from Shaftesbury, Gdoibdiscusses briefly the related ideas of Lessind
John Harris. Similar ambiguities can be found isdirg’s writings, discussed in detail later in ttligpter.

" Gombrich, 1964, 294.

% Gombrich, 1964, 294.

¥ welliver, 1977.

“ODowley, 1976, 324-326.

1 Both Le Brun’s lecture and Poussin’s own lettardtee subject are known through Félibien’s latdsljations.
More on Le Brun’s lecture in Lee, 1940, 223-226Marin, 1988; on Le Brun and Félibien in PuttfarkE985,
Chapter I, especially 1-24. Roger de Piles’ idedw) contrast with those of Le Brun in this debatere studied
in detail by Puttfarken, 1985. The most recent wtod Poussin and the theories of his art, includimgse
pertaining to narratives, is by Jonathan Unglaubglaub, 2006.).

“2 Quoted by Dowley, 1997, 330.

“3 Dowley, 1997, 332.

“ Dowley, 1997, 334-344.
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dramatic sequence’, where the arrangement of tbhepgr and their different reactions allow the
beholder to construct a sequence of causal monierttse narrativé® Francis H. Dowley, while
criticizing the three previously mentioned authasgued that Poussin followed the idea of unity of
time, that is, that in his painting the depictedugrs were treated as simultaneous, but these groups
could nevertheless be regarded as signs refewipgdt and future moments. ‘Narrative in the presen
moment only becomes possible on the same cancast#in figures or objects in the action also serve
as appropriate signs of conditions at other tingegh a symbolic group would be the family starving
while the manna is falling: the group becomes almyin reference to itself in a former conditidfi.’
Without agreeing that narratives can operate onlythie way Dowley understood them, or being
convinced whether his separation of the past ‘pfoped a mere sign of the past is helpful, it is
important to see that both Le Brun, Félibien anddemo scholars saw the variety of reactions in
Poussin’s painting as a kind of visual tool whicluld fundamentally contribute to the expansiorhef t
narrative moment. The theories that depended enidba of the temporal moment culminated in

Lessing's ideas expressed in his famous treatithehaocoon statue.

PARADOXES IN LIMITATIONS IN  LESSING' SLAOCOON

The previous section has demonstrated that, deeicdse of Shaftesbury and Le Brun, the idea of the
moment played a crucial role in the art theoriethefseventeenth century. However, the requirement
of the instantaneous painterly expression, alorig thie strict differentiation between poetry as dhne

of time and painting as the art of space, is gdiyet@eated as an idea originating from Lessing’s
Laocdon (1766). First formulated as requirements, theaidé the punctum temporior pregnant
moment’ and the notion of painting as spatial art, todayaiten referred to not as requirements but as
describing the true possibilities of painting.

Although Lessing’s strict differentiation and tiimie-space notions were regarded as restrictive
polarizations and were already widely criticized bis contemporaries (for example by Johann
Gottfried Herder) and more recently by W.J.T. Méttfi® his ideas — or, rather, what we think his ideas
are — have become commonplaces regarding visuativais. In the argumentations that lead towards
this restrictive view of the possibilities or evenpossibilities of visual narratives, narratologgsh
given Lessing a crucial role. Many scholars séiipecially from literary criticism, regard Lessiag
the ultimate reference, either by referring to lEman authority, or by relying on one of the famous

guotes from hid.aocodn such as the one on the narrative potentials af@n: ‘[tlhe artist can never

“>Dowley, 1997, 336.

““ Dowley, 1997, 348.

*" The view was foreshadowed by Shaftesbury inGharacteristic5(1714), and first formulated by James Harris
in hisThree Treatises 1744. (Nyiri, 2009, 12, and also Gombrich, 19884.)

*® Mitchell, 1984.
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use more of ever-changing reality than one singleent of time and, if he is a painter, he can labk
this moment only from one single aspect. But siheg works exists not only to be seen but alsbeto
contemplated, contemplated at length and repeatédiy clear that this single moment and single
aspect must be the most fruitful of all that canchesen”® There is a tendency to commence an
argument with Lessing’s passage and, using hisigtdifferentiation of the arts, claim that poetsy i
temporal and successive, while painting is spatial simultaneous. The argument is then usually
concluded with a statement along the lines of Wewdelf: ‘[y]et, as G. E. Lessing already made clear
in his Laokoon in spite of the long-established tradition ofagag of ‘narrative pictures’ the pictorial
medium offers considerable resistance to narrgtj¥itand ‘the question as to whether a work of the
basically non-temporal visual arts can be calledatiae’ > or, as Wendy Steiner formulated, ‘[t]he
inability of painting to include temporally or lagilly distinct moments is, of course, the basis of

Lessing’s distinction between the spatial and témporal arts L@aocoon. >

Lessing’'s famous
distinction between poetry and painting therefdilt glays a significant role in the study of vidua
narratives, especially when the visual is regaatelbss capable when compared to the vétbal.

In the background of this ‘resistance’ standsghestion, whether images can represent only a
single moment of action. From the point of viewnafrratology, the answer is usually yes, as it is
generally assumed that images can only show oneemioofi a story and that they do this in the manner
of a photographic still image. From the point adw of art history, one image is enough to disprove
this idea (although it has, in fact, been done sdvEmes). Masaccio’'Sribute Money(Figure 4)
depicts three episodes in one scene. The conmersatt Jesus and Peter about the tax collector’s
request is shown in the middle as the main scéhe.the left, Peter is extracting the coin and an th
right he is giving it to the tax collector. Warmé¥elliver has demonstrated that, in the gestures an
poses of Peter and Jesus, in the main scene thixelsiseven consecutive moments or phases of the
story> Since disproving does not mean persuading, e tidat images cannot visualize narratives in
a ‘proper way’ is still recycled extensively evansuch prestigious recent publications asRbatledge
Encyclopedia of Narrative Theary It is this omnipresent rejection that has induoesito coin the

phrase ‘one-moment syndrome’. In my view, the @ubus relationship of art history and narratology

9 Lessing, Ill, quoted in Gombrich, 1964, 295. (liegs1984, 19.)

9 Wolf, 2005, 431.

*LWolf, 2003, 189.

°2 Steiner, 2004, 145.

>3 Following Lessing’s distinctions, the usual actissss levelled at pictures are: ‘being static’, ¢ading time
components’, or ‘being purely spatial’. McClain’'ergéence is typical: ‘Lessing meant that the visaras are
essentially spatial and simultaneous whereas titexais temporal and successive.” (McClain. 198p, Apart
from Werner Wolf and Wendy Steiner, there are satsolwhose argumentation relies on or refers to this
distinction (for example Bryson, 1988, 183.). Thare a very few who understand that Lessing’'smistins as
mere requirements not absolute rules (Andrews, 1205, and there are some who see the need fpassing
Lessing’s categories, for example Baetens, 2005, &3d Nanay, 2009, 122.

> Welliver, 1977, 51-53.

% See, for example, Wolf, 2005, as quoted above.
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is reflected today in such argumentations, andgengenerally, in the repeated incantation of Lessing
dicta

In order to question the commonplaces assigneedeing, first the relevance of his aesthetics
to painting, second his strong differentiation bE tgenres of poetry and painting, and third the
conception of painting as a non-temporal art, | @uggest now re-reading his famdwcodnfrom
the point of view of visual narratives. First, llivehow that, apart from being unbalanced, Lessing
strict notions of time and space form part of historical style, and, in any case, the meaningbesfe
terms change throughout the essay; then | will éxanthe treatment of visual narratives in the
Laocodn and will specify their place in the hierarchytbé genres. In my view, Lessing is setting up a
frame for what should be conceived as ‘good manieest, serving to satisfy the criteria décorum
rather really exploring the true possibilities ofervisual storytellers. Thus, this section of thesis

does not aim to disprove Lessing’s ideas, but ddésise their interpretation and reception.

LESSING S POSITION

Lessing’sLaokoon oder Uber die Grenzen der Malerei und Roesis published in 1766 in Berlin.
The main purpose of the book was to comment onentirdebates concerning various issues in
aesthetics in eighteenth-century Europe: that®p#ragone by addressing the hierarchy of the artistic
genres; the notion aifit pictura poesisy determining the proper limits of poetry andnpiaig; the
debate on the nature of artistic expression bytgpresg the exact moment represented bylthecotn
group; and certain more specific issues concerttirgancient statue, such as its source of inspirati
(whether it was based on Virgil's famous descriptd the same story in the Aeniad), and determining
the correct date and period of the statue.

The starting point for Lessing in his essay wadaasical Greek statue, tth@ocodngroup
(Figure 5). Lessing had good reasons for thisaghoilt was a highly admired artwork from classical
antiquity, and from its discovery in 1506 onwaridsyas widely known and esteemed. It was a highly
prestigious piece, whose importance matched Lessowgn ambitions. Thanks to Pliny who referred
to the work as ‘of all paintings and sculpture® thost worthy of admiration® it was regarded as the
greatest masterpiece next to the Apollo Belvedengleed, Goethe, in his ess@per Laokoon used
this statue to characterize the true masterpieegtdhus extending its fame for centuries. Initiolal,
the Laocodngroup had already been discussed a decade daylidmhann Joachim Winckelmann, to
whom Lessing was respondiffg.And above all, it was a narrative piece. Lessiagld have chosen

one of several other famous ancient statues:B#leedere Torsothe Medici Venus the Farnese

*% Quoted in Haskell and Penny, 1981, 243.

" Winckelmann addressed the question in two pladesann Joachim Winckelman@edancken ber die
Nachahmung der Griechischen Werke in der Mahlemney Bildhauer-Kunst1755, Geschichte der Kunst des
Alterthums 1764.
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Hercules the Dying Gladiator or even theNiobe Group Yet the story of the Trojan priest whose
agony was the subject of theaocodngroup is one of the most frequently retold talésaocient
literature, thus providing a good basis for comgzami Even so, the group was admired ‘for the seali
of the anatomy and physiognomy’, for ‘the variefyexpression in the figures, one suffering, one
dying, one moved by compassichbut never for its narrative qualities.

After its initial discovery, thd.aocodngroup was placed by Pope Julius Il in the Belveder
courtyard in Rome, the most prestigious place dmgbne could imagine at the time. Hundreds and
thousands set off for an artistic pilgrimage tonegs it. Many have seen it, but not Lessing. 71551
he departed for a Grand Tour accompanying Joharttfri@d Winkler, but the Seven Years’ War
forced them to returi. Up tp the time when he wrote his essay, Lessad) ot seen the original
statue, nor any copies, only a few of the engrasthgt were circulating across Europe.

However, not this lack of an immediate and genu@sponse to theaocoobnis the reason why
one would question Lessing’s relevance to the ssfepainting and visual storytelling. Nor is it
because seeing an artwork seems essential to gvetiout it, nor is it because, as Gombrich pointed
out, Lessing himself, as a man of theatre, theobogy philosophy, was not interested in the visigalt
because much of his argument simply has nothimkp tewith painting or with pictures in general.

Lessing applied the category of the visual artsaeer both sculpture and painting. Although
he emphasized he is going to compare poetry andipgi in the essay the relation of the verbal and
visual is not balanced: the major part of the eskm)s with literature in general, and with comparit
to that of theLaocodngroup in particular. Painting only appears in taiclusions. According to
Lessing, the criterion of a good story is thatahiot be illustrated. In contrast, the primary aiha
painting is to depict beautiful bodies in space tmthvoke passion, thus eliciting sensuous ratinen
intellectual impulses — and the latter are ineWtateeded for unfolding narratives. Like Alberti,
Lessing refers to dozens of ancient painters kit thorks do not survive and were known to him only
from their descriptions in Pliny, Pausanias andld@hiatus. As opposed to Winckelmann, who
frequently relied on painters of the RenaissanceEarly Modern period, Lessing was not interesied i
more recent art and his references to his contesmipsrare certainly deficient. He mentions onlyrfo
‘modern’ painters but none of their works are agecbof a detailed analysis: they are the rather
unknown Mazzuoli and Andrea Sacchi, the latterrrefkto ‘one of the greatest Italian painters’jarit
and Pordenone. Significantly, all four of themrgamegative connotation in the essay, and contradic
the single moment rule set up as the only right wfagepicting narratives. In narratology, Lessing’
general conclusions are invariably associated Réhaissance and post-Renaissance Western painting,

which is seen as problematic and even inappropnétee light of his sources and interests.

%8 Quoted in Haskell and Penny, 1981, 244.
%9 Fisher and Fox, 2004, 23.
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THE METHOD OF ARGUMENTATION AND THE QUESTION OF STRONG DIFFERENTIATION

Lessing was obsessed with clear categories. Stdaffigrentiation of opposite or complementary
notions is often discussed in his writings. Foaraple, in 1755, with a friend Moses Mendelssohn, he
anonymously published an essay where they ‘argaiepbetry and philosophy represent two distinct
modes of discourse, and that one cannot submfotheer to the rules of the latté. In 1763 Lessing
published an essay on Spinoza’s union of body and] arguing that ‘it is necessary to establisicstr
boundaries between the phenomenal and the nounmreatals, between the universe of objects we can
perceive through the sense organs and the impésieepiritual province®® His comedy, Minna von
Barnhelm, whose premiere inaugurated the first Garidational theatre in Hamburg in 1767, ‘depicts
a conflict between two strongly held positions: thaale’ insistence on honor, and the ‘female’
insistence on love”. And again, in théaocodnthere are passages operating with distinct anaratp
categories of poetry and painting or time and speespectively. These passages might suggest that
Lessing's formal categories belong to a completel)-elaborated and consistently logical system of
thought. But they do not. The notions in theocotnare not strict at all. Lessing uses them asgfart
his rhetorical style, that is, as devices that tsikeargument further.

I will observe one pair of Lessing’'s opposing gaiges here, namely painting and poetry.
Throughout the essay, Lessing describes four sigmifly different points in their relationship. o
this relationship shifts around is best illustrabgda sequence of quotations, whereby paintingrisegi
the competition from an inferior position, thencleas equality, and then finally overcomes poety.
first, poetry, having a much broader realm, simpbntains painting: ‘In some instances they force
poetry into the narrower limits of painting; in etls they allow painting to fill the whole wide sph®f
poetry’®® And, ‘but if the lesser [i.e. painting] cannotntain the greater [i.e. poetry], it can itself be
contained in the greatéef’. Here Lessing actually gives the proper mathemakdiefinition of a subset,
stating that the set of poetry entirely contains $let of painting. From being the dominant and the
oppressed, the relationship moves towards paift@éigg part of the same family. With a malicious
remark Lessing gives painting the role of the witkigtle sister in theut pictura poesiglebate: ‘[i]f
painting claims to be the younger sister of poaityieast she should not be a jealous sister analgh
not deny the older one all those ornaments unbewptai herself®> However, when referring to an
imaginary painting depicting the banquet of godsrfrthelliad, Lessing suggests a healthy balance

between the two genres: ‘Homer here is as infagothe painter as the painter was beneath him

%0 Fisher and Fox, 2004, 27-28.
® Prizer, 1994, 55.

%2 Fisher and Fox, 2004, 27-28.
83 Lessing, 1984, Foreword, 4-5.
% Lessing, 1984, VI, 40-41.

% Lessing, 1984, VIII, 54.
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earlier® Thus painting and poetry, with their own advaetagnd limits, are on two sides of an
equilibrium. Finally, Lessing admits that there areas where painting overcomes poetry, andtikat t
latter becomes mute and helpless without the paivdte former: ‘[y]let what is this but an admission
that language in itself is powerless here; thatrgdalters and eloquence grows mute unless aveser
as an interpreter in some degréé?’

Lessing makes deductions of this kind, and sonestigven sharper ones, in numerous cases
throughout the essay. His method is as follows:atgumentation begins by making a very strong firs
statement that implies the words ‘all’, ‘alwayst, ‘aever’ depending on the content. Once this firm
statement has been accepted, there follows mote gelated claims, which do not necessarily come
right after the first one but can often be foundhiter sections. The first claim is thus changeed or
neutralized by the following ones, either by shayvother aspects or characteristics of the notions o
phenomena, or by declaring it as an exceptionsubaidiary case. The last statement usually seoves
relativize the problem in general or to contrathet initial statement.

An appropriate label for this method of argumdotatmay beeasing until contradicting
Arguments can be framed either by formal logic grrbetorical style. Analysed by formal logic,
Lessing’s third and fourth phase in the relatiopsifi poetry and painting can be regarded as deofals
the very first statement; together they are parmdbxand form a contradiction. However, paradoxes
represent the utmost danger in logic. They meandbntradictory statements can be deduced from the
system they are part of and, as such, the systamitgelf meaningless. On the other hand, comsige
Lessing’s passages from the point of view of rhefahey represent a device called the formaatl)
which makes his deductions invalid. Thus, the avgpt does not imply anything about the premises or
about the conclusion. Both the premises and theclasion may be true in themselves, but no
conclusion can be drawn from the premises. Heifiame is to avoid a biased reading of a typical
Lessingian feature of separation and discussionprhehe should not read the passages on strict
distinctions without their relativizing counterpart

Lessing probably had a twofold interest when apglythis method. First, there was his
personal interest. Not being a systematic thinfarhim the process of thinking and the beauty of
method had greater importance than the actual o@adf an argumentation. As his biographers point
out, ‘Lessing suggests that just as language allawsultiplicity of significations, our multiple
approaches to truth should coexist without hiengr&hmoreover, ‘he believed in development through
contradiction® Lessing himself emphasized this approach bothdiyg the metaphor of a wanderer

when looking at himself as an autffoand by explicitly declaring that his approach isystematic:

% Lessing, 1984, XIlI, 72.

7 Lessing, 1984, XX, 110.

% Fisher and Fox, 2004, 35.

% Fisher and Fox, 2004, 14.

041 shall return now to my old path, if indeed amaho takes a stroll can be said to have one’ (hgs4984,
XX, 104).

34



‘Imy notes] were written as chance dictated andeariorkeeping with my reading than through any
systematic development of general principles. Heheg are to be regarded more as unordered notes
for a book than as a book itself’. Gombrich traced a rather strange attitude coateby Lessing: ‘if

my ideas satisfy me in the end, | tear the papgifugot, | send it to the printeré®. Lessing’s approach

to thinking clearly coincides with the classicalesu of rhetoric: according to Quintilian, the good
rhetorical speech is committed, and a good spezkesee with the eyes of his opponénand this is
exactly how Lessing deals with his subject.

The easing until contradictingype of argumentation might have had other jusitfons as
well. Lessing as an author declared thatlthecoonwas not intended to be read as a whole. The
treatise offered knowledge constructed throughajpased pieces of thought, which, in themselves,
were free-standing and uncontradicted. In this,vthg Laocoonresembles the most famous and
influential intellectual product of the era, tlncyclopédie published in France from 1751. The
Encyclopédiepresented knowledge in the form of taxonomies,ctvhiechnically, were arranged into
articles. This arrangement would come to deterntivee modernist attitude towards knowledge: a
similar attitude can be traced, for example, in Meaev's periodic table put together a centuryrlate
In short, Lessing’'s attempt to clarify and purifategories fitted with the broader positivist trend.
Probably this is why his ideas, and especially ¢hois classification, have survived for so longha t
period of modernism.

It is also worth noting that reading, as a humativity, was a different practice during
Lessing’s lifetime, well before the internet-er@ogier Chartier, when discussing the reading haidjits

the ancien régime, argued that:

A history of reading must not limit itself to themgealogy of our own contemporary manner of
reading, in silence and using only our eyes; ittnalso (and perhaps above all) take on the task
of retracing forgotten gestures and habits thaehast existed for some time. The challenge
matters because it reveals not only the distamidaness of practices that were common long
ago but also the specific structure of texts coragder uses that are not the uses of today’s
readers of those same texts. In the sixteenth ewehgeenth centuries the reading style implicit
in a text, literary or not, was still often an azation of the text, and the ‘reader was an
implicit auditor of a read discourse. The work, gfhivas addressed to the ear as much as to the
eye, plays with forms and procedures that subjeiting to demands more appropriate to oral
‘performance’?

The specific structure of Lessing®ocodnand its method of argumentation too reminds us tteat
aim of his treatise was not necessarily to convitgegeaders with a coherent piece of writing as a

whole, but to operate on a piecemeal level. Bathchanging nature of the formal categories distliss

by Lessing and the stream and structure of thegtmyxthasizes this intention.

" Lessing, 1984, Foreword, 5.

2 Quoted in Gombrich, 1957, 135.

3 Quintilian, Institutio Oratoria, 7, 1, 4.
" Chartier, 1994, 8-9.
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THE PLACE OF NARRATIVES IN THELAOCOON

The question of narrative paintings is merely oge-sssue addressed by Lessing alongside his main
topics. Obviously, the word narrative is not menéd in the essay: the author takes it for gratitat

the temporal aspects of images correspond to they-8ine of the fable depicted. Lessing thus
orchestrated a double offensive against visualatiges. First there is the general idea that irmage
being spatial, must necessarily lack temporal @spe8o their narrative possibilities are questibar

the basis of their ‘atemporality’. Second, by prédsng beauty as a supreme law to be followed,
Lessing leaves no place for the real depictionctibas.

The differentiation of temporal and spatial agsanother pair of notions usually conceived
strictly yet handled loosely in Lessing’'s ess&ecorum the principle of appropriateness, was applied
both for art and for general morality. Thus, timitations of painting as spatial art are defingctiie
requirements of good behaviour: painting is expkctet to be a ‘jealous sister’, or a ‘mute poen’,
there should be no attempts to move outside itddssr and certainly this should not be done ‘withou
actually knowing what it could and ought to paifit’. Thus, painting ‘must renounce the element of
time entirely, progressive actions, by the veryt fhat they are progressive, cannot be considered t
belong among its subjects’. W.J.T. Mitchell has pointed out Lessing’s unbakuh relation of time
and space in painting and regarded Lessing’s ideasiven by the ‘argument from desire’, as opposed
to the ‘argumentation from necessity’. This argatagon would set forth the natural rather than the
artificial limits for the two genres, and it aims see the verbal as superior to the visual. Mitche
concludes that ‘there would be no need to sayttteagenres should not be mixed if they could not be
mixed.’ "’

On the other hand, according to Lessing, the mal@ of painting is to promote, or be the
bearer of sensuous pleasure by depicting bodie®yand means should it activate the intellectuat pa
of the brain, as thinking extinguishes desire. KEwsv, visual narratives do require this ‘laborious
reflection and guessing’ that Lessing tried to dweinamely thinking in the form of recognizing the
subject, unfolding the story, clarifying the worddage relations, relating the subject to the pretheat
or situation, etc. Bodies, represented in paintingy thus be much more than agents of beauty, but
they can convey actions as well. Even so, by kittigcboth religious and historical painting, Legsin
leaves no place for visual narratives. Religioamiing is rejected as art since it was not madieun
the new criterion of'art pour l'art. Paintings illustrating historical subjects afsoarejected, now
because of the supremacy of literature and duectmipetent beholders, and because it may jeopardize

Lessing's supreme law for painting, the idea ofaplee gained from depicted beauties. By assigning

> Lessing, 1984, Foreword, 5.
" Lessing, 1984, XV, 76-77.
" Mitchell, 1984, 105.
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beauty as the utmost requirement, Lessing simphprigg both the genre of history and religious
painting, which had the two highest rank from tren&ssance to the nineteenth century.

Strangely enough, for Lessing ignoring does noammaot knowing or not offering help in
improving: one can still find a few pieces of gaadlice in the essay on how to make a visual naerati
work more effectively. Treating a well-known sutfjeand doing it with invention and originality,
might well improve painterly expression. Besides,addition to thepregnant momengenerally
conceived as Lessing’s principal recommendatiopanterly storytelling, Lessing mentions five other
methods for rendering narratives in the visual, alisof them being more complex than thenctum
temporis Although regarding them as mistakes, Lessingsblfradmits that these narrative—temporal
techniques may increase and enrich painterly egmesvhen the painter’s ultimate job is to bring th
expression to perfectiol. The types are: (1) showing a condition, an emisod a moment with
reference to the previous and/or following momergtprecedents and/or consequences; (2) extending
the moment of the main action; (3) showing two ewmusive episodes of a story regardless of whether
these episodes are close or distant in time; (dyvsly an entire story with its several episode3; (5
showing simultaneous episodes separated by sphtiaknts.

In order to demonstrate conclusively that Lesdiag a rather paradoxical approach to the
limitations of painting, one more quotation frone tteocodnwill be juxtaposed to the one this section
began with, the one claiming that depicting a gngbment from a single aspect is the only possibili
for a narrative painting. This is to prove thatparrative imagery, the recommendation ofpihegnant
momentis merely desirable, not a naturally existing rafel that it does not concern the real potential
of narrative pictures but the artificially determthborders of the genre of painting. ‘To supploig t
will not cite the fact that in great historical pangs the single momerg always somewhat extended
and that perhaps thererist a single worlcomprising a wealth of figures in which each oh¢hem is
in exactly that motion and position it should beahthe moment of the main action; some are
represented in the attitude of a somewhat eadtbers in that of a somewhat later momént’.

Despite all of this, Lessing's ideas are stileditas simplified yet authoritative commonplaces
in current scholarly writings on narrative imagetichel de Certeau was right when he said: ‘tix¢ te
has a meaning only through its readers; it chaatesy with them®® Those scholars who would still
consider Lessing’s ideas to be rigorous and stabldd be better off by imitating painters, who ret
past commonly ignored prescriptions such as Lessinghese might have made their art decent but
that seems not to have been their aim; insteach® @ make paintings, including narrative pictures,

more potent.

8 Lessing, 1984, XVIII, 91-92.
9 Lessing, 1984, XVI11,91-92, my italics.
8 Quoted in Chartier, 1994, 2.
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Chapter 2 Modern Theories of Visual Narration |

NTRODUCTION

The main purpose behind this chapter is to excavatetraditions of writing about visual narratives.
These traditions developed across the twentiethuperand had their roots in the earlier periods
discussed in the previous chapter. The first eb¢htraditions is embedded in writings about distin
art-historical periods whilst the other is more gah, pertaining to the qualities of narrative gelig
rather than to particular moments in time. Thenpof this is twofold. First, the aim is to showeathe
considerable, albeit somewhat piece-meal achievemeri art historians in developing an
understanding of how visual narratives work. Iway, what follows is not a historiography as such,
but rather an inventory of important but relativelygknown insights about pictorial storytelling. €r'h
second aim is to build a firm foundation for thewad half of the present thesis, which seeks tamop

further our understanding of how to approach visizatatives.
THE ORIGINS AND EARLY DEVELOPMENTS OF IDEAS ABOUT PICTORIAL NARRADN

The foundations of modern scholarly research onadistorytelling were laid in the last quarter loét
nineteenth century. Over the twentieth centuryy ®gsentially different approaches to the study of
visual narratives has emerged within art history.

Scholarly interest in visual storytelling arosetlie same cultural circle. The first analyses of
pictorial narration were undertaken by a generatio@erman-speaking Formalist or Vienna-School art
historians such as Carl Robert, Franz Wickhoff &ldis Riegl. Their research concerned the
mythological representations in ancient Greek aach& art, the periods still most often studiedit®or
visual narratives. Later, medievalists, byzantsmend classical archaeologists would also stusiyali
storytelling, primarily in book illustration and s@ paintings. Their approaches emerged from thd ne
to understand how artefacts that belong to pa#icpériods or geographical areas operate when they
are presenting narratives. The method these ssholiowed was inductive: general conclusions @bou
narrativity were generated from a close and cambskrvation of certain groups of artefacts. Asas
mostly pursued within a Formalist framework, it wiasa great extent the work of the eyes. These
initial inquiries were deliberately meant to estsila frame and foundation for narrative reseaaol,
were concerned with fundamental questions and ssstik current and valid today. The topics art
historians have been engaged with are: the chaistitte of visual narration in different periodsdan

geographical areas, the different narrative stiasegnd questions of classification of narrativagmes,
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the evolution of narrative types and their possiale in the formation of styles of certain artisti
periods and cultures, the relationship betweenaviand verbal narratives in general, and especially
between an artwork and its literary source, amdlfff, various general theoretical concepts peirigin

to narration, including basic terminology.

At this point, it is pertinent to quote a passagen Wolfgang Kemp, a passage which, in some
ways, was the starting point of the present inquitjere, Kemp is calling attention to the early
contributions of art historians to narrative resban general and suggests their wide range ofdaste
and activity in this topic. Furthermore, he poiatg the subsequently lost dominance of art histasy

well as the consequences of the decline of interest

In this context, | would like to expand on one cinttion made by art history. At the turn of
the century, the analysis of pictorial narrativessvimuch farther advanced than that of literary
narratives. The archaeologists Franz Wickhoff aad ®obert, and the art historians August
Schmarsow and Dagobert Frey (the latter in the $§92@ncentrated on narrative form: i.e., the
formation of narrative units, and the way in whigictorial narrative deals with the issue of
time-lapse and narrated time — distinguishing, iooimg, completing (Wickhoff), cyclic
sequence and cyclic linkage (Schmarsow), and s@bwhich point, art history rested on its
laurels and largely missed out on the rise of stinatism and of hermeneutic approaches. This
unfortunate state of affairs has tended to obsteefact that Alois Riegl, in his last work
(published in 1902 under the titlzas hollandische Gruppenportra)ad laid the foundations
of a method of analysis that was to be revived ftben1970s onward in the discipline of film
studies, with the use of such terms as diegest®, sfaucture, and “scopic regime” (Metz).’
Wolfgang Kemp’s critical words about the ‘unfortt@atate of affairs’ in a discipline which has been
resting on its laurels sadly still seem to be trukhis is true not only regarding research on \isua
narratives but also on the historiography of tlesearch. The writings of the scholars mentioned by
Kemp are rather inaccessible. They were originpliplished in German and very little has been
republished or translated. Furthermore, therepaaetically no later studies that set out to foons
their progressive ideas. Thus, very little is kmoabout this early research. The archaeologist Car
Robert elaborated the basic terminology inDis Entwicklung des griechischen Mythos in Kung un
Poesiepublished in 1881 when he was a professor in BeRiobert was ‘the first scholar to discuss
illustration directly’> Kemp has at least written a short section on sARiegl and his ideas on
narratives. Also a member of the Vienna School, but of arlgeneration, Dagobert Frey compared
the successivity of Gothic art with the simultapeif the Renaissancé&6tik und Renaissance: als
Grundlagen der modernen Weltanschauub@29). Lessing was, quite naturally, of interesthese
early scholars, demonstrated by the fact that Au§abkmarsow, chair of the art history department at

Leipzig University, wrote a commentary on th@oco6nin 1907*

! Kemp, 1996, 71-72.

2 Lavin, 1990, 1. Carl Robert is mentioned in StamghD’Donnell, 1999, 1-3.
¥ Kemp 1999, 38-50.

* Schmarsow, 1907.
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Although this new interest in visual narrativessvta continue across the twentieth century, the
early initiatives spearheaded by the Vienna Schewmlained isolated attempts and had little influence
on the later development of art history, and hashdess impact outside the field. The possiblsaea
for that is because these scholars focused on afead history at that time conceived as rather
peripheral (for example Roman sarcophagi, Earlyigsfian codex illumination, Netherlandish group
portraits). More importantly, however, becauseasagigmatic change in the field took place through
the introduction of the method of iconography. rRramongst those scholars listed by Wolfgang
Kemp, the present thesis will focus in detail oarfzr Wickhoff's theories. This is because his idaas
the role and function of visual narratives are vsignificant in the broader historical context, and
because they set off an enduring interest in tygyelnaking.

There was, however, another tendency in art isteer the century, a tendency which saw
narratives as abstract products or idioms of vidaafuage. Here storytelling is a more universal
phenomenon, present in the visual realm regardiésst-historical periods and geographical areas.
Here, narratives are conveyed through compositiefexhents and the movements of figures within
images. Movement, as an abstract form of narratiorisual language, had also been analysed at an
early stage of research by Paul Souriau (1889)terLin the view of Rudolf Arnheim and Ernst H.
Gombrich, the phenomenon of narration exposed ifisedugh the temporal aspects of images and is
studied in relation to human perception. Thestgatives will be the focus of the next chapter lod t
present thesis. It should be noted here thatwvtleentajor trends in the research on visual narrative
began nearly at the same time, that is, at theoétite nineteenth century, and they ran in two Ipgra
flows throughout the next century. Although manthews art historians have dealt with visual
narratives, their studies were not systematic. @ight have the feeling that their interest arosky o
when they stumbled upon the theme of narrationandd not avoid dealing with it. Such studies,
forming a significant body of the more recent sehstip, are often grounded on the most accessible
rather than the most appropriate past achievements.

In keeping with this, rough outlines of the higbgraphy can be found in some later studies.
Kurt Weitzmann’s book was the first which was deély built upon earlier accounts of narratives and
aimed at the further refinement of the alreadyt@xjsterminology. Meyboom investigated the origins
and the evolution of narrative representations iae® art. He gave the first full account of thelCa
Robert — Franz Wickhoff — Kurt Weitzmann evolutioy line in narrative typology, whilst also
refining their four basic typés.Later, Marilyn Aronberg Lavin would offer a briedview of ideas on
the function of narratives cycles and on the eadiscussions of storytelling in the visual art$jieh
includes the thought of Lessing, Carl Robert, Wafkland Weitzmann, and also refers to the first few

important conferences on the topidutta Karpf, in her study of medieval narratiyeles, relies on the

® Weitzmann reviewed the achievements of Carl RadoedtWickhoff: Weitzmann, 1947, 12-36.
® Meyboom, 1978.
" Lavin, 1990, 1-3.
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ideas of Wickhoff, Weitzmann, and other Formalstsh as Wolfflin and Dagobert Frey, and on the
more recent studies by Gombrich and Wolfgang Kempler excellent and extremely useful
introduction has nevertheless remained rather umknanost probably because it was published in
Germarf. Shapiro also pays homage to Carl Robert’s piongetudy on narrative literature and art as
corresponding field8. Most recently Stansbury-O’Donnell reviewed bgethose aspects of the
research which are important in the context ofaheient Greek and Roman &tt.

Whereas a study of the complete historiographyeseéarch on visual narratives would grow
well beyond the objectives of the present thebis target the thesis tries to achieve is to gigereeral
outline of the major figures and approaches in otdeconvince its readers why, at present, the
expansion of both the methods deployed and thetiqunesraised in relation to research on narrative

imagery is so necessary.

FRANZ WICKHOFF AND THE BEGINNING OF MODERN RESEARCH

Narratologists often accuse art history of not beible to develop a theory for visual narratives.
However, whilst not as rich as the those elaboréediterature and film, art history has actually
produced theoretical frameworks for the study ofystelling images. At the time of the foundatiafs

the tradition, already in the late nineteenth centthe theory of Franz Wickhoff was the most
interesting. Wickhoff was unique in having a creégteven visionary approach to narratives. He was
studying different types of pictorial narration,daron this basis, gave an extremely significang tol
so-called continuous narrative type in the formatad artistic styles. Since then, no one has seen
narratives as being such an important feature enhitory of art. Accordingly, the present section
offers a brief exposition of Wickhoff's terminologgnd argumentation, it also concentrates on the
context and nature of his work alongside considarab the concept of process in his theory, asd hi
reception, and finally, it will outline subsequeasearch on the typology-making in relation to aave

images, an issue set off by Wickhoff's questions.

WICKHOFF S TERMINOLOGY AND ARGUMENTATION

A founder of the Vienna School, the Formalist Fraidickhoff is generally acknowledged as the art
historian who, with his colleague Alois Riegl, wavaluating periods of art such as the Late Roman
and Early Christian, that, — driven by the idealaksicism —, were at that time considered as d#tad

The late nineteenth century was, more generaligoment when art historians dared to have ambitious

8 Karpf, 1994, 9-20.
° Shapiro, 1994, 1-10.
10 Stansbury-O’Donnell, 1999, 1-8.
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projects. Amongst other things, they tried to agrswhy art, as a universal phenomenon, might be
subject to change and what might cause such changéskhoff's theory was part of this general
tendency. However, due to the fact that the hisgoaphy of the study of visual narratives is rathe
neglected, Wickhoff's important contributions here much less known.

In 1895 Wickhoff publishe®ie Wiener Genesiwith Wilhelm Ritter von Hartel. Shortly after
the book was translated into English, and publishddndon in 1900 under the titRoman Art: Some
of Its Principles and Their Application to Early f$tian Painting Its new title covered more
precisely the subject discussed in it. Wickhoffigin purpose was to understand the transition from
Late Roman to Early Christian art, not throughsitgial context, nor from its history or literatuteyt
through its style and visual language. Methodgicbrial narration were studied as part of theelat

Three different principles of narration were digtiished in Wickhoff's theory. These were
elaborated on the basis of stories representednaierst vase painting, and in reliefs and book
illumination.

(1) The first model is theeomplementary method Here the main hero appears without
repetition. Narrative complexity is achieved thghuhe presence of other episodes, actions, 0s sign
that happen before or after the central actione Béholder is expected to read the artwork as algpuz
by relating all the details to the main action. \W&khoff said: ‘in order to bring out the totalitf the
event in question we are shown its preparatoryestag if by a retrogression from the main pdint.’

(2) The second, thisolated methodshows more scenes from a story. Each captusesrse
using only single, isolated moments, but the scanedlistinguished from each other. This isolation
for Wickhoff, was not simply a compositional diféstiation to isolate scenes by frames, but rather i
was interpreted in a narratological sense, asumnglgaps or jumps in the depicted storyline. Haee
scenes can be viewed as multiple snapsfiots.

(3) The third and most significant methadntinuous narrationwas defined through a study
of the most outstanding of Roman reliefs, Traiamotumn. Images and reliefs belonging to this type
show episodes of a story without separating boyntiaes and without division of the background.
Here the scenes run ‘smoothly and unbroken, ore ambther, just as during a river voyage the
landscape of the banks seems to glide before ms. 8y

The methods Wickhoff defined were not only abdtralements of the grammar of visual
narratives, but were also located in a specifitohisal, geographical and cultural context. Indebdy
were seen as forming three different stages ofvatugonary process. The first, the complementary
type belonged to what Wickhoff called ‘Asiatic a@tiental art’, including Egyptian imagery; the
isolated method was adopted by the ancient Gresicsthe continuous method was the innovation of

the Romans and was later perfected by Early Canisti Wickhoff, in his evolutionary scheme,

I Wickhoff, 1990, 14.
12 \Wickhoff, 1900, 13, and footnote on page 16.
'3 Wickhoff, 1900, 8.
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followed the Hegelian developmental model of thee¢hstages in art, where the symbolic form
belonged to pre-Greek art, the classic to Grecodtgrand the romantic to Christian art. In addition
Wickhoff's model corresponded to that of his felldMienna School art historian, Alois Riegl, who also
contributed to the study of pictorial narratiorhis lengthy work on Dutch group portraitufe.

Nevertheless, in th&/iener Genesi§Vickhoff did not create a full or consistent typgy for
narrative images. He created a typology of pragoesthat reached its evolutionary summit in
continuous narrative, the method that concludedetl@ution. The principle of continuous narration
was, moreover, embedded in a specific argumenthinh Wickhoff intended to claim a legitimacy for
Late Roman and Early Christian art. His arguméoraian as follows.

From Vasari onwards, the refined taste of coneoissespecially esteemed two periods of art
which were seen as zeniths, ancient Greece, armlitiggive rebirth, the Italian Renaissance. Peariod
labelled as ‘late’ or ‘early’ were necessary suppats to these ‘peaks’; between them were placed
those transitory periods where a metamorphosisyle ook place. While accepting that fluctuations
may happen in the quality of artistic productiowgickhoff's argumentation was meant to refute the
idea of devaluation of the ‘transitory’ periodsheTmethod of continuous narration was represerged a
a new invention generated in Late Roman art. Bsrreg to the major artworks of the Roman period,
Wickhoff was asserting on parallel artistic forntgmparing the new method with absolutely well
known and appreciated reference points. The gliyaiéraising the appraisal of continuous narration
was very much needed, as this type, along withrsttiat did not satisfy the Aristotelian triple tynof
time, space and action, was strongly rejected byeighteenth-century Academicians, which instead,
higly recommended the exclusive use of fmenctum temporisthe type described today as a
momentary snapshot.

One of Wickhoff's absolute reference points wasvhulted ceiling, then regarded as a unique
form of perfection in architecture. It also symibet the achievement with which the Romans had
allegedly surpassed Hellenistic art. For examipteh the Pantheon and the Basilica of Maxentius in
Rome were roofed in this way. According to Wickhdhe artistic problem of the vaulted ceiling
engaged architects for fifteen centuries afterwaudsl finally the High Renaissance gave it a ctete
solution in Michelangelo’s dome of St Peters. Wik regarded the method of continuous narration
as a parallel phenomenon, one also introduced dRtimans. This was the method adapted for the
portrayal of Christian themes and it dominatedgiat narration across the very same centuries that
the problem of the vaulted ceiling occupied araiie Repeated references to Michelangelo — who
used this method of narration in his frescoes e@appella Sistina, not by mistake as early aesthet
thought but because he had, as Wickhoff said, ingthetter to put in its plac&— cast equal glory on

both phenomena and effectively validated this nmettbfgpictorial narration.

14 Kemp, 1998, 184.
15 Wickhoff, 1900, 11.
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Wickhoff designated another route of promotingtoarous narration. He argued that it was a
consequence of illusionism, a technique which, iickioff's view, had perfected Roman portraiture.
According to his argument, continuous narrativaji@aregarded by Philostratus as an innovation
developed on the reliefs of sarcophagi, had agtlee#en a general method of painting. Consequently,

Wickhoff claimed this method to be glorifying Romart in general.

THE ROLE OF PROCESS IN THE METHOD OF NARRATION

The main idea that lies behind Wickhoff's appro&cthe concept of process. This notion was inaude
in his definition of continuous narration, whicls, shown above, relied on the metaphor of a jouraey,
river voyage. The notion of process was fundanidataNickhoff, both in creating his developmental
model of narrative principles and for his underdtag of the aesthetic perception of a narrativekwor
of art. This idea appeared in the change of art&yle as well. It is worth quoting at lengtlorin
Wickhoff’'s the passage on Traian’s column, sinageiicribes very well the impression on the beholder
given by a veritable crescendo of directed repetjtivhen he or she follows the events of the war th

lead up to victory:

Twenty-three times does the Emperor appear indhgesentation of this campaign, and if we
follow the twenty-three windings of the column’ sgj we find that he comes in more than
ninety times, so that on some windings he occurgertiman four times. This repetition is far
from wearisome. If we wind round and round theapjllor, as we men of books are content to
do, turn over Froéhner's plates, and have once gchgpw Trajan is present everywhere,
decides everything, orders everything, and seesriisrs carried out, takes every kind of toil
upon himself, and then in the triumph of victorycomes the centre of all homage — nay, so
soon as we even begin to grasp this, all accesategest shrinks before the interesthim
everywhere; wherever war is going on we want tovkmehat he is doing, and in every fresh
event we are dissatisfied till we have found owt $triking person. The method of constant
repetition, though to the reflective faculty it magem to break up artistic unity, excites the
imagination of the spectator who, after following hero through so many dangers and finally
seeing him gain the great end of his labours, thgugation of Dacia, carries back the
impression that he has really been through the amngt the Emperor’s sid.

It is important to see, first, that here the notadrprocess reflects the changing points of vietered

by early cinematic experiences, and second, thakhif describes the perception of the story in
Traian’s column as akin to an illustrated book.sitw, the column actually does not reveal the story in
this manner because the upper parts simply camnsédén.

Wickhoff's dependence on the notion of procescguied the importance of the very same
notion in Formalist art history as pioneered by Yfienna School. The early Formalists promoted
Kunstwissenschafthat is, art history as an independent discipliibey were the first to develop new
methods to obtain and study knowledge availableismal form, methods independent of those of

history and literature. To further this aim, teading figure of the period, Heinrich Walfflin, pighed

18 Wickhoff, 1900, 112-113.
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The Principles of Art History: The Problem of thev2lopment of Style in Later Art 1915. In it, he
introduced two new concepts, the painterly andlitear, which he saw as fundamentally opposing
characteristics of the Baroque and Renaissance art.

The notion of the painterly played a key rolehe process of institutionalization of art history
within the German academic milieu at the turn of ttentury. According to Daniel Adler, the
‘painterly’ came into being ‘in contrast to the peived elitism of traditional art history, whichda
become too preoccupied with philological sourceemals’’” This concept had a central role in art
education as well, in the process of refining thedents’ eyes, which was needed for examining
guestions of style. Wolfflin believed that focugian the historical context of artefacts would ey
students from attending to inherently visual chimastics. The learning process students had to
experience was seen as the narrative of a perdgptuaey into the deep and spiritual world of the
visual. Wolfflin stated that ‘rather than beingcapied with the specific details of literary chdeas’
lives, the art history student becomes immersed fer more abstract narrative sequence, inhabiged b
protagonists that are not individual characters ndes of aesthetic perception — like the paintéhle

linear and the primitive'®

Thus the narrative-evolutionary concept of preceghich originated in
Wickhoff's theories, became a process of learnisglfi in the Formalists’ rhetoric, the process of
taming the unconscious and irrational visualityFafrmalist pedagogy: ‘the self [of the student] is
engaged in a constant state of ‘becomimggrder) rather than a static condition of ‘beinge{n). The
educator ascribes mystical, moral, or spirituahiigance to this formative process’.

Furthermore, both Wickhoff and Woé¢lfflin applied ethnotion of process to perceptual
experience. Visual perception, as evinced by thev@ quotation on Traian’s column, is a gradual
flow. The analogous example in Wolfflin’s theory his perception of Baroque architecture, in this
case the Asam brothers’ church of St. John Nepomu&unich. The ‘painterly’ is experienced when
‘the viewer sacrifices that feeling of coherentgidility, and goes through a comparatively painrful
and spiritualizing — proces$’ It is in this process that ‘the true life of theilding is expressed®. In
this way, in Formalist art theory the concept abgass links the method of continuous narration with

the notion of the painterly, and with the natur@eséthetic experience.
THE RECEPTION ORNICKHOFF S THEORY
Wickhoff's Wiener Genesigprovoked extreme reactions over the twentieth ugntboth pro and

contra. His early reputation cannot be separatenh fthe general critical reception of the ideas

developed by the Vienna School. Formalists, indgdwickhoff himself, broke the tradition of

17 Adler, 2004, 433.

18 Adler, 2004, 446.

19 Adler, 2004, 445-446.

20 Adler, 2004, 438.

L Quoted by Adler, 2004, 437.
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regarding art history as a minor, subsidiary fiefdhistory or literature. Their clear aim was to
establishKunstwissenschafthe independent academic study of art. ObviqQusdyv disciplines need
new frameworks, vocabularies and methods. Theatieerprinciples elaborated by Wickhoff formed
part of this.

In the last quarter of the nineteenth century, significantly different points of view were
prevalent amongst German-speaking scholars. Osehaa of to the Formalists, including Wickhoff;
the other rival approach was that of the so-cdtledlitional art historians’, who promoted a seeghn
non-committed positivist approach, and who kepir tthstance from theoretically driven interpretaiso
(Herman Grimm, Eduard Dobbert or Georg Dehio).

The first serious rejection of Wickhoff's ideaseed this anti-Formalist view although it came
from Percy Gardner, an English scholar. Gardnéramy questioned Wickhoff's proficiency and
relevancy, but also denigrated the method of caotis narration. Gardner’s approach is important to
us, as it corresponds to those of many literaricsriwvho (unfortunately still today) see thanctum
temporis the snapshot-type narration of images as thevable form.

Gardner, by referring to its ‘anthropological asperegarded the method of continuous
narration as undeveloped and imperfect, thus getiffian almost century-long denunciation of this
type of narration. As he says ‘[i]t flourishesthe first sketch-books of clever children: it isfact a
childish method, and wherever art is in a childishdition, it may be found. (...) And the infant aft
Christianity took it quite naturall/? Hence, continuous narration, which was ‘the Hrigtaving
flower that grew on the strong root of realismWickhoff,® in Gardner’s account became a childish
and primitive technique of childish and primitivecgeties®*

One might understand the reason why Wickhoff apated so much the method of continuous
narration if one considers the age in which hiskbeas written. The greatest innovations of thestim
and ones that were having enormous impact on pgimtere photography and film. No matter how
innovative the new technique of photography wagja$ indeed unable to improve upon or bring new
methods to visual narration. Photography seensffey only one way of representing a story: by
freezing the passing instance. As a medium, itady very rarely condense into a single image all
those episodes, moments or references to a staryatpainting or book illumination can do. On the
other hand, by taking on the role of showing in&taaous expression, photography actually liberated
painting from thepunctum temporissomething which had been demanded by the Acadefoieat
least two centuries.

Wickhoff died in 1909; most probably, he was adgieal with Bergson’s ideas, and saw

paintings by Cézanne and Toulouse-Lautrec, where quarts of the moving body is blurred in order

22 Gardner, 20-21.
2 Wickhoff, 1900, 144.
24 Gardner, 21.
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to give a sense of motion. But unfortunately heswat able to witness Cubists’ response to this
problem, for example Duchamg\tude Descending a Staircasem 1912 (Figure 7).

Reading Gardner’s critique of Wickhoff in the noirrof the wide-spread view in narratology,
that art history lacks a theoretical apparatusstadying pictorial narration, the discipline is gatiin
the crossfire: from one side, art history is acdusienot being able to elaborate a theoretical @ggn,
while from the other it is seen as having too math theory. However, in art history, what seernwed
the early critics a disadvantage of Wickhofiiener Genesjsactually turned out to be a strength a
century later. Michael Ann Holly sees a painfybation of history and theory in recent art-histalr
practice, and brings up Kunstwissenschatft (thagasly German art history) as an example of theruni
of these two categories. ‘Not one’ she says ‘aswidxplanations for the process on the ground that
theorizing was something extrinsic to the studgmfas art® It is precisely its interpretative character

that makes Wickhoff's Formalist approach so imparta the historiography of pictorial narration.

TYPOLOGY -MAKING PRACTICES

It was not Wickhoff's ultimate objective to estatlia terminology for studying visual narrativesis- h
typology was rather developed to understand chaimgagistic styles. And, in fact, Wickhoff wastno
the first to deal with pictorial narration in aistory. It was the archeologist Carl Robert, whtrgge
scheme of narrative modes from 1881 was refinedWigkhoff (although his name remains
unmentioned throughout Wickhoff’s book), and ladeweloped further by Kurt Weitzmann and Paul
Meyboom. These first steps proved to be the béugnof a very long trajectory: even a hundred years
after the first attempts, scholars were still emghgith the problem of refining the early typologief
narrative images or making new ones. In the estdges of the research, classification was a ratura
need, since the Vienna scholars were raising neestmns and trying to establish a disciplinary
framework. These early categories were, as shownWickhoff's work, sensation-based or
experimental rather than formal. Moreover, theyenelaborated for certain well-defined groups of
artefacts of the ancient Greek, late Roman andyEdrtistian periods, something that their successor
although applying the same concepts, tended tdamnler

After Weitzmann, the study of narrative methodsamee more of an obsession with categories,
lacking the visionary and exemplary characteristicd/ickhoff's theory, which offered ideas abougth
function and role of visual narratives in the psx®f forming a new style. Subsequent attempts,
although to some extent they achieved clarificatind refinement, were reduced to the study of forms
and became technical; they have lost their groundistorical context as well as their interpretive

character. Trying to avoid the trap of ambigulbter typologies, for example Kibédi Varga'’s, were

% Holly, http:/muse.jhu.edu/books/quide/free/art_theoryl {005 01 20)
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grounded in more abstract notions of time and sp&der types were expanded and applied to other
media like panel paintings and early Buddhist felieNew types were defined, and were sorted out on
the basis of the number of images involved, orrthber of scenes or moments depicted, or whether
the characters were repeated or not, or whethee tiseany unity of time, space and action. Such
categories were developed by analysing variousnteah and compositional solutions, such as
divisions between scenes, landscape backgroundspeated main figures. In this case, generatizati
caused simplification.

The interpretation of the continuous narrativeetyip a good indicator of this process of
simplification. In Wickhoff's theory the definitioof this narrative method was based on a perceptua
experience and compared to a journey on a riveh, avchanging set of perspectives. In its receat u
continuous narrative is seen simply as one typ®lvng the repetition of the protagonist. For
example, as the definition of Lew Andrews’ says,isit‘a single composition, in the generally
understood sense, indicated by a frame or reladetel (even if the limit is only implied); when neor
than one moment is represented within such a lifmét; image can be regarded as continuBudn
these later typologies, methods and principles ha&eeme simply elements of a vocabulary, set agains
an abstract time-space system. They are in fatihduished by noting the different ways that insage
can transgress the Aristotelian rule of the unftyimae, space and action. What Stansbury-O’Donnell
wrote about early typologies emphasizing the preadsabstraction, is actually much more valid for
these later attempts: ‘[tlhroughout these studiesie is a predominant concern for the naturenoé ti
and space within a picture, and whether their imkhe real world is maintained in aff.’ These later
studies of narrative types followed separate ttajezs and thus created parallel notions and
developments of the technical vocabulary. One=ttayy was the work carried out by scholars of
ancient Greek art, the other by medievalists, olyeaodernists, another again by scholars of non-
European art.

The chart (Table 1.1.) lists the names of those hdwe contributed to the study of typologies
of narrative imagery, with the dates of their wdhe period that their typology was elaborated éod
the main types identified.

% Andrews, 1995, 123.
27 Stansbury-O’Donnell, 1999, 1.
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Date Name Period Types of narrative images
1881 Carl Rober® Ancient Greek and Roman art| Completives Verfahren Situationsbilde
1919 Chroniken-Stil / Bilderzyklen
1895 Franz Wickhoff Late Roman and Early ChristiarComplementary
art (reliefs, manuscripts) Isolated
Continuous
1947 Kurt Weitzmantt Early Christian and medieval arSimultaneous, monoscenic, cyclic met
(illustration)
1977 Warman Wellive? Renaissance painting Continuous action
1978 Paul Meyboorh Ancient Greek art Monoscenic, cyclic, complementary,
(unifying the R-W-W line) continuous
1990 Marilyn Aronberg Medieval and Renaissance Double parallel, wraparound,
Lavin® Italian fresco cycles counterclockwise, apse pattern, cat’'s
(patterns of dispositions) cradle, boustrophedon, straight-line
vertical up-down, straight line vertical
down-up, festival mode, interlock,
doorview
1990 Vidya Deheji& Early Buddhist art Monoscenic, continuous, being in actic
being in state, synoptic, conflated, friez
narrative network
1993 Aron Kibédi Varg® | Early Modern art, Western Single monoscenic, single pluriscenic,
European painting sequence of monoscenic, sequence of
(rhetorics) pluriscenic images
1995 Lew Andrew® Renaissance painting (detailed Continuous narration

study of one type)

*% Robert, 1881.

2 Wickhoff, 1900, 11-16.
30 Weitzmann, 1970, 12-36. Weitzmann criticized agfihed Wickhoff's types, but he still included tbrg/pes,
which more or less coincided with Wickhoff’s.
31 Welliver, 1977, 43, 55, ft 17. Welliver introducesl new type called continuous action based on the
compressed actions, gestures and movements of, Rteast and the tax collector in the central scefe
Masaccio’sTribute Money
32 Meyboom, 1978, 70-72. Meyboom revised the questiotypology and united the triple scheme of Ropert
Wickhoff and Weitzmann into a system of four typelde also offered more exact definitions for thend a
noticed certain subdivisions.
% Lavin, 1990, 6-9. Lavin,based on a statisticaveyr classifies fresco cycles. Lavin remarks tharé is no
trace of these patterns in the written traditiard as she claimed, the knowledge of dispositiorghtriiave been
common knowledge and could have formed part obtladly transmitted skills of the workshop traditionthe
middle ages (1990, 5.). Lavin's book is extremefportant, not only because it presents narrativeps, but
because of it prepares the ground for further guestoncerning narrative cycles.

3 Dehejia, 1990, 378-392. Dehejia works with eigiffedent categories found in Indian monuments, saglthe
reliefs of Sanchi or the murals of Ajanta. Somehaf types had been already defined in the conteRoman
and Greek art, however, these categories work isimgly well with Buddhist narratives.

% Kibédi Varga, 1993, 170-175. Kibédi Varga’'s typgjois a typical response from the field of literary
criticism. He approaches images from a verbaltpwiview and sees visual narratives merely astilations or
as history paintings depicting written stories inimplified way. Without referring to any previoasholarship,
Kibédi Varga created a quadrinomial system for atare images: he first distinguished between arguaiive
and narrative images. Narrative images were furthassified as single images and a sequence ofeisndupth
subdivided into the monoscenic (without repeatimg thain character) and pluriscenic (with repetjtidn his
view, these four types cover all the possibilittdsvisual narration. Yet, in his view, all havelypmestricted
possibilities for conveying narratives when comganéth texts, and especially with novels. Giving ttypical
examples of Poussin, Gozzoli, Sassetta and Rembigibédi Varga's visual range does not go beyoridiely-
known images. Although admitting that modern medight produce visual narratives without verbal aitigir
independence ceases when their stories are renderiedl. Kibédi Varga's views will be further dissed in
the ‘Narratolgy’ section of Chapter Four of theqaet thesis.
% Andrews, 1995. Andrews studied continuous namaitithe Italian Renaissance context. At the monoént
writing, this is the only study to focus on one rative type. However, Andrew's work has broader
consequences. One would think that, in paintingcespatial relations would imply an unambiguousdhag
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1996 Gunther Kress, Theo| Semiotics Action, reactional, speech, mental,

van Leeuwef( (elements of visual language) | conversational processes, geometrical
symbolism
1999 Mark Stansbury- Ancient Greek art Monoscenic, synoptic (Snodgrass),
O’Donnelf® (summary and standardization cyclical, continuous, progressive

of archeologists’ approach) (Harrison), unified (Shapiro), episodic
(Connelly), serial (Hurwit)

Table 1.1. Typologies for narrative images

In connection with these classifications, it is rmpiate to call attention to some problematic éssu
First, the use of terminology today is rather cltaahd arbitrary, for example parallel notions &xis
There is no one widely accepted typology but there many in use by fairly isolated scholarly
communities, who exist like enclaves, unaware @& #thievements of other groups (for example
archaeologists). This may be demonstrated welkBsrring to the closing sentence of Kibédi Varga's
article from 1993, who pleads for the study of tggy and the relevance of his types, however,
without referring to any of the previous studiestie topic*® The only narrative method that is used
widely in a general context, is continuous narraticGecond, in many cases in literary criticisnmséhe
typologies are not used for, but against imagelsis iE true of such argumentations as that of Werne
Wolf, who tries to prove that each type of imag¢eddy Kibédi Varga is less capable of expressing a
story than its textual equivalent. Wolf thus camigs that images generally are somehow less able to
carry narratives than text. In this way, typologies are used to emphasizdithiéations, rather than
the benefits of visual storytelling. Third, the maaefined typologies, such as Lavin’s or Dehejia’s
certainly generate further questions, for example And when each of these types spread, what kind
of ideas lay behind them, why did type X appeawy anlcertain areas but not others, why did type Y
disappear after this or that date, and so fortbwéVer, these questions and so too the answesdilhre
missing. Four, the existing typologies work welt the mass of average images. These classifisatio
mainly rely on episodic visual narration, thus tlaeg not capable of capturing the complex framework
that operates in visual storytelling, for exampdements such as facial expressions, gestures and
movements. The richness and the peculiar propegfiecertain individual images that could arouse
special interest from the point of visual narragisuch as, for example, Carlo Crivelli's altargiec
which will be studied later in this thesis), remainnoticed by these typologies. Furthermore, the

whole business of typology-making springs fromykey same modernist ambitions that drove Lessing

of the temporal dimensions of a story. Andrews shtivat the new emphasis on spatial unity had tiposite

effect, it actually enabled various temporal solnsi. A good summery of the types of narrative imagan be
found in the Appendix (1995, 120-126), however,uss of the terms in the main text is not consisten

37 Kress and van Leeuwen, 2006, 63-72. The typesefkfiy Kress and van Leeuwen will be considerest iat
this thesis, in the ‘Semiotics’ section of Chagieur.

3 Stansbury-O’Donnell, 1999, 1-8. Stansbury-O’Dohirehis book on Greek narrative art summarizegnéy

developed categories and put together a chartifg tle vocabulary in use for Greek narrative atie scholars
that he reviewed (Snodgrass, Harrison, Shapiron€lbnand Hurwit) are thus not studied separat@gehto
avoid duplicating his work.

¥ Kibédi Varga, 1993, 177.

0 Wolf, 2005.
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to discuss painting and poetry as distinct categoriBy contrast, the present thesis argues, rihthiei
future more weight should be placed on individusdes of peculiarly complex visual storytelling than
on the perfection of such classificatory systems.

The study of visual narratives is often accuseteifig only a study of forms. At present, the
typology is indeed not much more than a systemfdomal classification. However, at its outset,
typology was understood by Wickhoff in a much beradontext, whereby narrative modes played an
important role in the formation of styles and i tansitions of artistic periods. Although most o
Wickhoff's ideas have been supplanted by now, hagictive-interpretive approach could stand as an

excellent guide for reinstating art history as mdamental discipline for the study of visual nawes.

KURT WEITZMANN : NARRATIVES IN BOOK ILLUSTRATION

My study of the history of research leads me takhhat Kurt Weitzmann was the figure whose work
and scholarly activities link early German schdigzsand more recent contributions of art historisms
research on visual storytelling, which will be foeus of Chapter Four.

Weitzmann graduated in Berlin but left Germany Rminceton in 1935 to avoid the Nazi
regime. He spent the rest of his life in Princetsna professor of archeology, and there he devoted
himself to the study of early Christian and Byzaatmanuscript illuminations. Weitzmann was very
productive, publishing dozens of articles and a lbemmof books PRrincipals of Byzantine Book
lllumination, 1938, lllustrations in Roll and CodexA Study of the Origin and Method of Text
lllustration 1947,Late Antique and Early Christian Book Illuminatjot®77). The broad spectrum of
his interests included visual narration, althougttycararely in the form of independent theoretical
investigation. Considering narrative was, for hione effective tool for exploring manuscript
illumination. In lllustration in Roll and Codexwhich is regarded as his major work, he criticall
evaluated and refined Carl Robert's and Franz Wiffldy terminology. This application to
manuscripts further developed the study of narathodes. In these manuscripts, through narrative
modes, Weitzmann identified evolutionary changed kcalized the appearance of certain types in
certain artistic periods. For example, the simndtaus method was seen as belonging to the archaic
period and he cyclic method to the Hellenistic pari In particular, he developed two distinct
categories, the Egyptian ‘papyrus style’ and thee®&r'continuous style’. Texts and images usually
have a close and mutually dependent relationshipanuscripts. This was especially so in religious
books of the early Christian period where illugtnas are subordinate to textual meaning. Weitzmann
promoted the view that such illustrations were tépaf offering ‘supplementary evidence which he

[the reader] cannot gather from the study of thx aéone.** Weitzmann’s interests were persistently

41 Weitzmann, 1971, 270.
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focused on narrative and illustration. He studieel manner of narration within illustration, theywa
images create meaning not only through their castbat also their disposition, the evolution of the
relationship between texts and images in certgagyf books, for example illustrated lectionaraex]
the various impacts this had on illustration. Idis poeticaon narratives may be summed up as
follows: ‘the art of storytelling in pictures becamnextricably linked with the history of book-
illumination.”

Apart from his achievements as a researcher, Waitn is an important figure in the history of
narrative research in other ways as well. Weitamsandeas and activities widely influenced his
students, many of whom became famous medievalStsne of these students inherited Weitzmann’s
interest in narratives. In terms of our interebBistbert L Kessler is particularly important, sirfeetoo
has been interested in book illumination and inu&isnarratives. Kessler made significant
contributions to the discipline: he published 8tsidies in Pictorial Narrativén 1994, edited the book
Studies in Classical and Byzantine Manuscript lilation in 1971, and co-edited a volume of ‘Studies
in the History of Art’ with the titlePictorial Narrative in Antiquity and the Middle Aga 1985. The
latter is still one of the best collections of gssan antique and medieval narrative art. Othedesits
or colleagues of Weitzmann, such as Ernst Kitzinged Richard Krautheimer, also touched upon
narrative themes. In general, Weitzmann’s actsitand scholarly achievements made Byzantine
studies the leading field for research into viswuatratives over the period from around 1930 to 1980

Weitzmann was one of the participants of the ixsdr conference on narrative art, organized in
1955 in Chicago. Six of the speakers’ articles evkater published in thémerican Journal of
Archaeologyin 1957. The main subject of this conference waasient narrative art. The themes
covered the main geographical areas of the anelntEgypt, Babylonia, Anatolia, Syria, Greece,
Rome and the areas of early Christianity. Blanbkgen studied continuous narratives in the context
of Roman arf?> Weitzmann addressed some aspects of the relafiditecature to its pictorial
representatioff, Hanfmann wrote about generalizations in the reggion of actions and gestures
and gave additional hints on how the artists ofiericGreece made their story recognizébland
Guterbock offered a comparative analysis of theatiae art across the three regions of AnatoliaieSy
and Assyrid® As all of this suggests, visual narratives wegarded by these scholars as a sub-set of
representational art. They all emphasized theniittieal character of pictorial narrative solutions:
‘narrative art, strictly speaking, could be ideietif as such only where the purpose of the artisttwa

represent a specific event, involving specific pass an event, moreover, that was sufficiently

42 \Weitzmann, 1957, 83.
“3 Blanckenhagen, 1957.
4 \Weitzmann, 1957.

% Hanfmann,1957.

6 Guterbock, 1957.
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noteworthy to deserve recording. That action aedpdrsons might be historical but would not always
necessarily be so. They might belong also to thn® of myth or legend'

A patrticular interest in visual narratives canldealized in two places: at Princeton University,
where Weitzmann was a professor for almost six desdetween 1935 and 1993, and at Chicago,
where the first conference on the topic was helrinceton was definitely under Weitzmann's
influence. Otto Pacht spent the academic year-5356 Princeton, in the Institute of Advanced $tud
where Weitzmann was a permanent member. A fewsyleder Pacht published a book on pictorial
narrative in English manuscript.Herbert L. Kessler, one of Weitzmann’s most @utding students,
spent time both in Chicago and Princeton during dtigdies and his academic career. Another
important figure was a colleague of Weitzmann, Eigzinger, a scholar at Dumbarton Oaks, a
research centre which Wietzmann was also assoaidtedor long. All of these individuals addressed
issues of narration. A longer chain of intereshamratives can be traced through Kitzinger's sttide
Irving Lavin, a Princeton scholar. Irving Lavin svanarried to Marilyn Aronberg Lavin, who was a
visiting professor at Princeton in 1975 and laker author of the first book on Renaissance nagativ
cycles. In her other boolgye of the Tigershe worked up the early years of the historyhef art
department at Princetdd. Like Lavin, Patricia Fortini Brown is a scholaf @ younger generation.
Fortini Brown, also a professor at Princeton, esiesly researched Venetian narrative paintthd974
is a date of particular importance when, in thiategt, non-European art was considered for the firs
time from the narrative viewpoint; that year Pritmce hosted a conference on Chinese narrative
theory® A little later, the first interdisciplinary confence was held in 1979 in Chicago, which this
thesis will deal with in Chapter Four.

Kurt Weitzmann was definitely one of the majortagonists in the story of the historiography
of narrative research. He owes this position my t his concepts of the role of narratives ilatien
to book illustration, but to his activity as an aniger of research, generating new interest and
promoting the topic amongst his disciples and egllees. He thus stands for a continuity of schplarl
interest in narratives, constituting the link beéwe=arly German scholarship on narrative and tiestla
research now undertaken mainly in the United Staid® other major trend playing a role in thestor
one that involved fewer, but not less importantrabters, such as Gombrich and Arnheim, is going to

be studied in the next section.

*"Kraeling, 1957, 43.

8 pacht, 1962. Interestingly, Pacht’s views on tbeeptial of narrative imagery are quite restrictirasing
guestions like Lessing’s. See Pacht, 1962, 1.

*Lavin, 1983.

*0 Fortini Brown, 1994,

*L For the details see Plaks, 1977.

53



Chapter 3 Modern Theories of Visual Narration |l

NTRODUCTION

The objective of this chapter is to reconstructrather, construct an ‘evolution’ of certain phemma
pertaining to narrative: time, movement, percepteaguentiality, action and motion. A study ofteac
of these phenomena contributes substantially etthéne interpretation of narrative images, ortte t
narrative interpretation of images.

The aim is to gather together the ideas of a nurabscholars who were dealing with these
phenomena in a general manner, not tied to spdustorical periods. Not all of them were primsril
interested in visual narratives. However, eachth@m used narrative paintings or relied on the
experiences that narrative paintings evoke to expkeeir ideas. Together, they constitute a traiof
writing about narrative imagery which has manyuas and the purpose of this chapter is to showcase
those. These interpretations authorize theoresippfoaches that are different both in their objest
and methods from those introduced in the discussiamarratives as book illustration in the previous
chapter. For the detailed historiography a few emrhave been chosen, those who from today’s
viewpoint seem most influential: Paul and Etienreuré&au, Rudolf Arnheim and Ernst Gombrich.
Without their ideas no one would be able todayategorize as visual narratives imagery as disparate
as a Malevich painting, photographs depicting aisege of movements, or a spiral form with an arrow
at one end. At the end of this evolution standsitiea, roughly stated, that narrative is a maifer
perception and of construction, with even abstpaihtings being seen as narratives. This lattea id
will be elaborated in the next, theory section, idrich this current chapter provides some theaktic
foundation.

The scholars introduced in the previous chaptedtdd to regard visual narratives as a historical
phenomenon, one which appeared with certain chaisiits in certain periods and in certain
geographical areas. What this new group of thinkeished to express was different. They were
intending to say something generally about visugiression by concentrating on some time-, or
perception-related phenomena that are not culjpeeic but transcend these borders. In terms of
visual expression, the components of images that Wweestigated were ones that linguists would call
elements of the grammar of visual language: forommosition, hierarchy, spatial and temporal

arrangements.
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Two general themes were studied: the differeneticoncepts related to imagesnd the
representation of (often minimal) movements. Tine @ disproving the idea of the importance of the
instantaneous punctum temporis served as startimy for some scholars. Time concepts, more
generally led them to examine the nature of adstlegperience and visual perception. The need for
interdisciplinarity seemed obligatory when the dioes of perception came up, as can be seen in the
way scholars readily embraced the new knowledgespthology and Gestalt theory. The universality
of the issues raised naturally expanded the obfcstudy. Broader in their view, these studies ar
usually cross-cultural or cross-period theoretinaéstigations. As a result, the image is undextio
a broader sense and is taken to include not onlyantl figurative art, but contemporary and abstract
art, photography, comic strips, folk art, diagramssometimes scientific imagery as well. Although

apart from a very few exceptions, the emphasisstibh®nly on ‘Western art’.

THE AESTHETIZATION OF BASIC MOVEMENTS : PAUL SOURIAU

The new technique of photography drew a new atientd instantaneous motions and challenged
painting in the representation of movemenRhotography opened the way to studying systeaibtic
human and animal movements and the phases of motgniestarted a trend of interest toward the
study of basic and mechanical motions. The phafdgc sequences of Eadweard J. Muybridge and
Etienne-Jules Marey revealed the nature of movesnémit had previously been beyond human
perception. In 1877 Muybridge experimented witstamtaneous photography of a galloping horse in
California, producing a sequence of images, angreeiding a positive solution to the initial probie
of whether there is a moment when all the four lefshe galloping horse are off the ground. In
Marey’s photography, forms of motion were even mabpstract: among others, he was interested in
minimalizing the points from which a moving bodyrécognizable.

Paul Souriau was one of the first theorists redjpmnto the new challenge of photograghin
his book The Aesthetics of Moveme(886), not surprisingly, he found the source esthetic

experience and ‘beautiful’ movements not in compieations such as dance or ballet, but like

! This chapter does not aim to study, or even torsarize the general issue of time in the visual, antsime and
space. This has been done many times. See Frand®84é, or Bértola, 1972. A rather simplified (aatdsome
points plainly wrong) summary is in James Elkingidinished essay (Elkins, 2006), while an especigbod
recent text, accompanying an exhibition held in®@0the National Gallery in London (Sturgis, 2008)urgis
studies in detail movements of falling figures,reland sequential movements (35-59). On tempopedcs of
the ancient Near Eastern art see Groenewegen-rankd78.

2 In the scholarship chronophotography is oftenrretéto as demonstrating the difference betweetabsnous
photography and the density of painting (Gombrigh, 296). As Sturgis remarked, to describe photuyaas
instantaneous is indeed ‘misleading if not meamisgjl in the late 1850s the fastest exposure tinsealyaut one-
tenth of a second.’ (Sturgis, 2000, 35.)

% Souriau was one of the most significant figurehaf French movement aesthetics. See the ForewoFdangis
Sparshott (Souriau, 1983, vii-xv.). Souriau’s bae#s considered a response to Kant's aesthetic \H&@©oo0,
Critique of Judgement). The English translatiomfrb983 was illustrated with Muybridge’s photo seuges.
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chronophotographers, in basic human and animalom&tiin mechanical and repetitive movements,
and in goal-oriented simple but expressive actisfti For example, he studied the movements of
walking and rowing men, flying birds, crawling seak galloping horses, or rolling discs. His method
of analysis was to break down the movements finsthe same way as was done in contemporary
photography.

The differentiation Souriau made between objetstiand subjectivity in the experience of
movements helped him to give advice to painterb@m to represent movements effectively in a way
that is supported and perfected by human percepti®ome of his recommendations had long been
known and practiced by painters. The persistefcetmal images gives a certain duration to seeing
and this influences perception, since humans, asiggoexplained, see what they expect to see in, in
terms of today’s terminology, a short period redtgn.> He thought painters make a mistake if they
try to capture the instant as this might lead toataral or grotesque solutions. Instead, snapsrats
instantaneous representation of motions shouldnbeio photography, which for him was a metaphor
of the mechanical eye: ‘[tlhese errors [of paintisgould no longer be tolerated, now that we have a
our disposal the technology of photography. Thearampointed at objects in motion, is like an ideal
eye that sees everything at one glance and perihanesiains what it has seeh.” Souriau
recommended to painters to give an impression ofements by the use of essentially painterly
solutions, such as cheating the eye with illusiarsgiving the ‘optical equivalent’ of movements.
Practically, painters are better to avoid very pHares and too great details and should prefetchke
compositions. Since for the watching eye rapid ements imply blurs and diaphanous images, this is
the solution that psychological perception suppohat Souriau advised was very much a reflection
on the solution chronophotography gave to the probbf the nature of instantaneous motion, which
indeed, even if for a period of time, resultedha division of representational modes. Souriau neds
the only scholar who saw photography in the lightuuman perception: Eugéne Véron, too, wanted art
‘to accommodate the physiological conditions of hnity’, just as W. de. W. Abey, who, acccording

to Sturgis, claimed that ‘such [instantaneous] iesatniled to take into account the limits of normal

* Souriau’s idea, that body movements and gestu@®ess not only physical actions, but moods ofstiel was
already present in Alberti'®e Pictura However, Alberti's movements were part of a scena larger entity
framing narratives. Even so, both of them considlemly quite basic movements or gestures, as Sosa:

‘[a]ny particular expressive gesture, for the vezgson that it is expressive and whatever the itapoe of the
feeling is expressed, has a specific, superiortigeéar what it interprets for us is no longer jusaterial life, but
the life of the soul.” (Souriau, 1983, 105.)

® Souriau turns to philosophy here: ‘[h]aving in #hye, so to speak, the series of attitudes thananal of a man
takes when in motion, they would recognize therthag go by and seize their rhythm and sequencerbéts the
philosopher Tyndall remarks somewhere, you can seé/a thing well when you know in advance whabisg

to happen. And that is even truer about movemerepéion than about any other kind of observati@@duriau,
1983, 119.)

® Paul Souriau, 1983, 118.

"“The rule to follow, it seems to me, is to give tharts that must appear mobile a more sketchyuérec and in
order that these blurred parts should not makdeaihdhe painting, give them a secondary placéhisn way, we
will not be tempted to look too hard at somethirg ave supposed not to see well.” (p121), PS p th2lsection
on this p118-121.
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vision’?  Blurred and sketchy compositions were often foundt only among Souriau’s
contemporaries, but long before in painting. Aleder Sturgis wrote a short but impressive section o
blurs in painting and photography and on the thedrihe persistence of visionMoreover, there are
studies examining the different reaction of enceteenth century painters such as Degas and
Toulouse-Lautrec to Muybridge’s sequentest on the origin of distortions and the presenictnoe

in Cézanne’s paintint.

Souriau’s distinction between the motion represeimt photographic sequences and the density
of painterly moment, which reflected human peraaptwill acquire importance in the discussion of
perceptual narratives. Both his approach to mechhmeauty and his view according to which
aesthetic delight can be seen in minimal motiond, a@ntribute to the idea of abstract sequential
narratives, a concept that will be elaborated énttieory section of the present thesis.

Engagement with abstract notions of movement, thime questions of perception must have
been a family obsession in the Souriau’s. PautiSois book was translated into English in 1983 by
his grandchild Manon Souriau, a former directothef American Dance Guifd. Paul’s son, Etienne,
professor of aesthetics at the Sorbonne, wrotensixiely on aesthetic experienCe. Furthermore,
possibly another family member, Anne Souriau algihh@red a study on the relation of time and space

in drama‘*

WHEN CONTEMPLATION EXPANDS THE INSTANT : ETIENNE SOURIAU

Etienne Souriau’s study, tiiéme in the Plastic Art§1949) is significant in our historiography fordw

reasons: first, he developed two different time camts related to the visual arts, which were later

reflected in the formation of narrative understagdiand at the same time disproved the idea of

8 Sturgis, 2000, 43.

® The section titled ‘Moment and Movement’ (Sturd800, 35-59, and especially 43-49.).

1% Lincoln studied the paintings of Degas and TougeLiautrec from this point of view. According to hiriew,
Lautrec achieved the sense of movement by cutqeshand lines: he ‘managed to express the movement
convincingly through the shape, its angle of irafion, its position in the picture plane, even by elements of
the picture surrounding it.” (Lincoln, 1956, 15.)hié¢ Degas achieved the same effect by capturiadigpures in
expressive poses and ‘by presenting a synopstsegbttases of the movement.’ (Lincoln, 1956, 19k &fiect is
nevertheless different: ‘Degas graphs the whole enmnt and insists on the continuity; Lautrec shoes
terminal points only and depends on the tensiowdset them to express movement.’ (Lincoln, 1956) 20.
 Hamilton studied Cézanne and the influence oB&rgsonian term ‘duration’ on his painting. He olai that
‘If we can go so far as to say that actual thremeatisional space, which we must enter and move mwithorder
to experience it at all, necessarily includes thpeeience of time, then it is possible that timenéessarily a
component element in Cézanne’s representationagfes@nd that it can be restored to his work ifanewilling
to bring together he two aspects which have beparagd in criticism, the realization that his digbns are
related to his concerns for deep space and thetHattthe multiple points of view, which are duoa@l in the
painter’s own experience, are the means by whichrhges at a profounder visual expression of ssudice.’
(Hamilton, 1956, 7.)

2 Snoeyenbos, 1987, 121.

13On his biography see Unknown 1949, 380-381.

' Souriau, 1949, 298, ft 7.
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punctum temporis. Second, he linked these timecequis to those painterly elements that also
contribute to the narrative meaning: movementso@asf gestures or poses.

Souriau examined théme of contemplatioron the part of the spectator, and defined the
intrinsic time which is inherent to a work of art. These comsdplped him arguing against the idea
that visual arts are exclusively timeless, and gilyeagainst the separation of arts into two s#ts,
‘arts of space’, and the ‘arts of time’. For Sawrithis separation was not just ‘banal’, but
‘dangerous”’ because the denial of the temporal aspects ofisl arts fundamentally contradicted
the manner of the universal human aesthetic expejevhich was his frame of study.

Based on the nature of the aesthetic experiengg&bioclaims that paintings, just like to statues
and architecture, need time for their contemplatibnsculpture, time is needed for moving aroumsl t
object to unfold all of its aspects; in architeetutime is needed to grasp the different views thed
changing perspectives of a buildiffg.In painting, scanning the compositional schenkegaime’
Contemplation always includes movement: eithenthele body moves, or, as in painting, the eye can
do the work® Recent studies reveal how eye movements realtk and these experiments reinforce
Souriau’s thought that scanning an image is indetighe-consuming actiofi. However, Souriau takes
the argument further: he is claiming that the tiofecontemplation is not only a duration in a
psychological sense that a spectator might feeljths inherent in an image: ‘an artistic time anant
in the texture itself of a picture or a statuethieir composition, in their aesthetic arrangemant it is
‘the intrinsic timeof the work of art®

The notion of theéntrinsic timein painting is not as clear as Souriau would lixet rather his
examples reveal the meaning of this nofibrThe intrinsic time is the time span that the sabpf the
painting implies, or determines, but on the leviedssociations. Souriau gives an example of Poisssi

Et in Arcadia Ego(Figure 8), where the associated temporal archefimtrinsic time stretches far

'* Souriau, 1949, 294.

'8 Francastel in his entry on ‘Time and Space’ (19516) presents a sequence of photographs of Sallso
Sapienza in Rome, with the purpose of showing tieses of aesthetic experience and how the changigtuf
during the observation of the building while waliimto the chapel from the outside court.

7 Souriau, 1949, 295-296. Souriau counts a few retduring the period of from thirty seconds tm te
minutes’, 301), but regards only those spectatatis av'purely aesthetic attitude’. Longer acts ofhtemplation,
for other reasons (for example religious experiamcsecholarly study) were excluded from his study.

'® Souriau, 1949, 295-6.

¥ The classic article in the subject is by Molna®83. Molnar distinguished three temporal levelsvisual
perception: the time for electrophysiological phewema, the time for stimulus perception and the tiore
contemplation. See also a recent study on the eywements of artists by Miall and Tchalenko, 2001d a short
section called ‘Time to Look’ in Sturgis, 2000, 6%-

%0 Souriau,1949, 296-97.

% To describe the nature of intrinsic time, Sourimew a parallel with literature (and with theateeveell), and
distinguished three time-related concepts for aehoVhese were (1) the time of the novel, whichthe
chronological sequence of the events, ‘the ordewhith its events are supposed to follow each gtk2y ‘the
order in which the narration is unfolded’, and (B time it takes to read it’. (Souriau, 1949, 29With these
distinctions Souriau anticipated narratologicahterwhich are still in use today. These, as defimgd odorov
(1966), and later Chatman (1968), are the stomglyding story time), and the discourse (or sjuzetypectively
(Shen, 2005, 566-568). In visuality, the rangehekt distinctions might be broader than in a degistory.
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beyond the time span of the depicted actions amth deyond the story time, and does this in the

spectator’'s mind:

If | look at theShepherds in Arcadiaf N. Poussin, | am obliged to be aware of an imseestretch
of time. One may even wonder if it is not excessiveany case, it is obligatory: no artistic
comprehension of the work is possible if one dasdake account of the temporal basis implied by
the ages of the various persons, the presencesdbthb recalling those who lived formerly in the
same place, and in the future, that inevitable ldézttin Arcadia egpwhose shadow falls upon
love and present happiness, saddens and addsrgresgring to the tender gesture of the young
woman and the expression on the face of her Iovas rhythm of life and death, in the past, the
present, and the future, this return in thoughtht past, with a corresponding movement toward
the future are all part of the fundamental aesthgtiucture of the work. And the vastness of this
double movement (one of the most outstanding ip @ivies to the time of this painting certain
artistic traits that are essential t&it.
Even with Poussin, who presents only minimal aci@md is usually seen as rather verbal, this
temporal extension works. Souriau called the souwt this temporal extension a ‘prerogative
moment’. This term was formulated to replace th@ccurate ‘pregnant moment’. The prerogative
moment denotes an action in the painting that paloke of operating as an origo around which the
temporal stretch occurs: ‘[a]s for this intrinsimé of the plastic work, one can say that its oizgtion,
in general isstellar anddiffluent The time of the work radiates, so to speak, aidine prerogative
moment represented. The latter makes a structargécfrom which the mind moves backward to the
past and forward to the future in a more and mague fashion until the moment when the image
fades gradually into spac®.’ Souriau characterized the stellar structure ef ititrinsic time as a
‘continuous time with misty edge&*,which, during the action of an aesthetic contetignta in the
spectator's mind lasts not more than a few minut@ne might recall here ‘retention’, the term in
Husserl's phenomenology for short time memory, Whgdifferent in structure but very similar in its
operation. In Husserl, the retention is an inteofdhe extended present time, although onlyutshiest
point that falls into the past has ‘misty edg@s’.

What makes Souriau’s argument interesting from ghént of visual narratives is that, in
images, the prerogative moment is attached to@digures. An example is Mary’s ‘slow and gentle
rhythm of movement® up the stair in Tintoretto’Bresentation of the Virgin in the Temgkigure 9).
These are those ‘studio poses taken without angrfusith an action which might prepare them and

prolong them’ within an unsuccessful ‘academicisas Souriau characterizes it, in Raphael’s

%2 Souriau, 1949, 299-300.

23 Souriau, 1949, 301.

24 Souriau, 1949, 301.

% Husserl elaborated his theory for sounds, howewean be easily applied to movements and sighisedl. For
Husserl, the perception of the present is embedded an interval, which consists of the absolutespnt
moment, retention (a temporally extended presemtjngerval while the perceptual sign is conceivddae
present), and protention (the expectation and péicoeof the next moment). This theory was elatemaduring
lectures given in Géttingen in 1904-05 and publisbely in 1928 by Heidegger. See Husserl, 200244.5Fhere
is an interesting link between pictorial narrataord human memory, see for example Andrews, 1992926

%% Souriau, 1949, 301.
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Entombment’ Thus, translating Souriau’s thoughts into naveapainting, temporal radiation caused
by a successfully applied prerogative moment nec#gsncludes analeptic and proleptic moments or
episodes that either anticipate or follow the mosetnor the gesture of the acting figure. These
prolonging characteristics of the prerogative moimeply a temporal shift in the spectator’'s mind.
With this idea, Souriau introduced questions ofualsperception, which were soon answered by a

Gestalt psychologist, Rudolf Arnheim, and an astdrian, Ernst H. Gombrich.

DIRECTED TENSION AND ABSTRACT NARRATIVES : RUDOLF ARNHEIM

Rudolf Arnheim’s views on visual perception, espéigi of motions and movements, profoundly
influenced later semioticians in defining the abstrforms of visual narratives. Apart from thisiot
other aspects of Arnheims’s research are remarkadie: the study of stroboscopic motion and the
perception of movements.

‘Motion is the strongest visual appeal to attemtfl§ Arnheim opens Chapter VIII on
Movement with these words in his famous bobk,and Visual Perceptio(iLl957). Arnheim presumes
there to be evolutionary reasons behind this, simatecing visual information of the environment is
essential in survival for both humans and animé&st Arnheim, it is obvious that not only movements
in the environment but also movements in art eviliee same ‘strong and automatic respofise’.
Arnheim was interested not only in the origins fie&s of represented movements but in their nature
as well. But the nature of the represented movégndiffers from what is seen in nature, as Souriau
and many others already noticed. Arnheim, likeastvall authors this chapter deals with, ran ihi t
issue of thgopunctum temporis He noted that ‘snapshots, authentic though #rey often fail badly to
convey a sense of action. Furthermore, sometinestst effective representation does not correspond
to any phase of the depicted evefit.Instead, he pointed out that images operate Inypaoting
different events or actions into a scene or difiereotions into a posg.

Stroboscopic motions play important role in Armhisi ideas. Such motions are created by a
series of discrete still images, which depict ddfa but successive positions of a movement angl giv
the illusion of a continuous motion. It might beequence of photographs depicting the mechanics of
simple movements, and it gives the basis for peirtgicontinuity in cinematic images. Arnheim
defined stroboscopic motions as follows: it ‘occhetween visual objects that are essentially afike

their appearance and function in the whole fieldt, differ in some perceptual feature — for example,

27 Souriau, 1949, 303.
2 Arnheim, 2002, 372.
29 Arnheim, 2002, 372.
30 Arnheim, 2002, 423.
31 Arnheim, 2002,424.
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location, size, or shap&’ For art historians, this definition would natilyaiecall a large number of
abstract paintings of Op Art or other minimalishdencies, paintings of Mondrian, Bridget Riley,
Victor Vasarely, or some sculptures of Donald Juddowever, Arnheim, being interested in the
psychology of perception, started his investigatioot with abstract paintings but with short
experimental films, which revealed the way humaet on sequences of motions. Max Wertheimer’'s
experiments with lit objects proved that human pption links identical or similar forms and intezpr
them as a temporal sequence, even if they are siemgle or fragmentary’ This is due first to
psychological reasons, as ‘we always experienceeptual wholes, not isolated parts.’And second,
the sameness of the environment enhances, or egares this effect. As Arnheim said, ‘similaritly o
location produces a visual link between neighbdrsThe phenomenon can now be better understood
through the results of recent neurobiological redea

This idea can be usefully applied to narrativenfiag): it explains how the type of continuous
narration functions. In this type, repetition b&tmain characters is used as a strategy to dmpict
than one episode of a story. This narrative medre the hero is present many times in the picture
space in front of a landscape or in an urban sgttims flourishing in Renaissance paintihglacopo
del Sellaio’s cassone panel withe Story of Cupid and Psycfeound 1473, Figure 10) is an example
where fifteen episodes are told from the anciesystf Psyche, who as a beautiful young lady appear
ten times in the panel. To be recognizable, Psysladways depicted in the same white dress, thus
satisfying Arnheim’s criteria of stroboscopic matidn its similarity (the dress) and difference (in
posture). The horizontal rectangular form of thesoni did enhance rendering a theme with repetitio
of figures and with using many episodes. Two éffetescribed by Gestalt psychology operate here:
‘similarity grouping’, a tendency to see elemerdgether that are looking alike, and to experience
perceptual wholes instead of isolated p3rt&or Sellaio’s Psyche is very much true to whath&im
said about Wertheimer’s experimental films: ‘untierorable structural conditions, objects appeaaing
successive moments in time at different locatiornlé e perceived as two states of one identical
object.®® However, Arnheim did not go that far in in higdtment of narratives. In his examples,
sequential movements form either purely motion-dasemposition such as Marcel Duchamp’s famous
Nude Descending the Staircase supplement traditional narratives which areeolbon a written story.
In this later case sequentials form a secondarylste, in narratologists’ terms, a subnarration.

Arnheim proposed a new, broad term ‘directed tarisiwhich later seemed essential in the
formation of the definition of visual narratives semiotics. Directed tension is applied exclusivel

images (and not for films), and was regarded asyapiattern in achieving visual dynamics. Arnheim

32 Arnheim, 2002, 434-435.
33 Arnheim, 2002, 388.

34 Arnheim, 2002, 300.

3% Arnheim, 2002, 388.

36 Andrews, 1995.

37 Behrens, 1998, 300-301.
3% Arnheim, 2002, 390.
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says that it is as much inherent to images as shzmpe and coldf, as opposed to being part of a
percept. For example, stroboscopic motions anidjudhess fall under this category. Arnheim did not
invent the term, it was borrowed from Kandinsky’stings, who regarded the notion of movement as
imprecise and replaced it with tension, and alspgsed to add direction to tensinin Arnheim’s
analyses of Giotto’samentation(Figure 11), directed tension is an umbrella témat covers not only
compositional streamlines and contrasts in movespdmit narrative components, such as opposite
narrative actions as well. Arnheim sees Giotteésdo as ‘interpreted by the painter as a stodeath
and resurrection, which in formal terms calls forimterplay between the horizontal and the vertital
Oblique position, for example Christ's arms, or line of the hill, is what links horizontal (the d of
Christ, for example) and vertical (the tree, theeclion of the resurrection) parts. The role & th
diagonals is to direct horizontals into the vettdanax both compositionally and thematically.

Even more importantly, the notion of directed tensontributed to later definitions of abstract
(nonfigurative) narratives. The boundaries betwewmrative and nonnarrative images do not
correspond with the boundaries of figurative andfigurative images. Since Arnheim was interested
in movements and dynamics in a more extensive fied that of narrative images, this view was not
formulated by him so clearly (nor later by semiiatis). However, this can be deduced form
Arnheim’s and others’ research and examples. THir@process of narrativization, humans empower
abstract, geometrical forms with certain human attaristics, and perceive their motions as causal
relations, even interpreting their interaction agay. Albert Michotte’s animation films demoratid
that this occur even on a very simple level. Tile $howed simple moving squares; their motion was
seen by the observers as driven by cause-effetiams. Arnheim calls this phenomenon ‘perceptual
causality’ and claims that this happens even wheysipal causality does not occur at“all.The
reasons behind such causalities could be assigngeheral human experiences: ‘the mind assumes the
connection to be necessary and expects it to be ey time. The quality of cause and effect isth
added secondarily to the percept by an associfdiomed over a lifetime?® However, opposed to the
view that originated from Hume, there is anothemwbn the origin of causality and this was provgd b
Michotte’s experiments, which says that ‘causal#yas much an aspect of the percept itself as the
shape, color, and movement of the objects. Whedher to what extent causality is seen depends
exclusively upon the perceptual conditioffs.Perceptual causality operates on more complesldes
well. This was proved by an experimental shorhfitom 1944 made by Fritz Heider and Marianne
Simmel, a film that became a well known examplenarrative psychology by toddy. The film

presents geometrical objects, a big and a smalhdte, and a small circle moving in and around an

% Arnheim, 2002, 416.

“© Arnheim, 2002, 416.

“L Arnheim, 2002, 441, the complete analysis is ayepat41-443.
*2 Arnheim, 2002, 395.

*® Arnheim, 200, 395.

“ Arnheim, 2002, 395, and on directed tension, pEde

% See for example Laszl6, 2009.
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enclosed construction. As the experiment describeghe basis of the motion of the forms viewers
interpret the film as a story of love, hatred aealgusy, where the big and aggressive triangleupsrs
the couple. They try to escape into the housewain the big triangle fails, he destroys the hanse
anger’® The experimental films Arnheim referred to denirate that the processes of narrativization
do occur even in visual situations lacking humaammal figures. As Chapter Five will clarify, leas

on Arnheim’s ideas, semioticians went further andvged that abstract paintings have similar effects.
However, not only semiotics, but recently neurascéeas well developed explanations for the origin

and operation of this phenomenon.

THE TRUE NATURE OF THE DEPICTED MOMENT : ERNST H. GOMBRICH

Ernst H. Gombrich, who was also sensitive to therging field of neuroscience, in his well-known
study,Moment and Movement in Ai1964) expanded the time concepts Etienne Soesiamined on
the side of both the image and the spectdtoGombrich’s approach was more scientific, as lié, sa
‘both technological and psychological variables s considered’, however, he arrived at similar
conclusiong?® As a true historian, Gombrich was very much iegézd in the historical treatment of the
subject, for example in the theories of Shaftestamgt Lessing, but he confronted the ideas of pre-
modern scholars with recent technical and psychodbgchievements.

Gombrich brought forward examples to show thahaaigh not necessarily, the instantaneous
moment in photography or in film stills might seematural, an idea that was already present in Paul
Souriau’s and Arnheim’s writings. Thus the puldind the critics had ambivalent reactions on seeing
Muybridge’s sequence of a galloping horse takelate 1870s, noting the ‘strangely frozen effect of
instantaneous photograpi8.” The sequences Muybridge created mirrored theantstof the
movements but did not convey the essence of theements. One could find a similar idea behind
Alfred Brehm’s illustratedrlierlebenor Life of Animals one of the most famous popular books on the
taxonomy of animals, which, even in its twentiegimtury editions, did not use photographic snapshots
but drawings. Surely, drawings could capture e momentary, but the typical motions of the
animals. Gombrich suggested that instead of aarb# is more advantageous to arrange a ‘readable
entity which fulfils Shaftesbury’s and Lessing’sntnds for anticipation and repe®’’.The first key

point of the article of Gombrich is on the sidetlod image: for a better visual appearance an egtend

“ Arnheim, 2002, 403; Bruner 1986, 18.

*" There is a good summary of Gombrich’s views on emeent and time, and time and images in Nyiri, 2009,
14, and especially 12-14. However, | cannot agrik his conclusion: ‘Images are incomplete unldssytare

moving ones — unless, that is, they happen in timg.That only the moving image is a full-fledgededis a fact

that was fully recognized and articulated by Efetnbrich.’ (2009, 1.)

*® Gombrich, 1980, 183.

*® Gombrich, 1964, 296.

*° Gombrich, 1964, 296.
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moment should be housed in a scene, where nottbalynovements but the represented environment
as well enhance its expression. Clearly, what Gahlsuggested, is the scenario-type narration.

The other key point in Gombrich’s argument is ba side of the beholder. It says that ‘the
idea of the punctum temporis is not only an abswrdogically, it is a worse absurdity
psychologically.>* Gombrich refers to a number of fascinating psjatical experiments and events,
which support the idea that humans do not perdestants but some kind of interval, a brief tempora
span that operates as a unit. Short time memokgesnAumans capable of keeping sense impressions
for some time, even when the stimulus is past. &l@n this time span includes not only the
immediate past, but the immediate future momentt,gs Paul Souriau argued with the persistence of
vision. What was the time of contemplation in Btie Souriau’s interpretation, is in Gombrich’s
argument the time of perception. According to hsoanning an image with eyes and brains is a
dynamic process: ‘[w]e build it up in time and hole bits and pieces we scan in readiness till thkby
into place as an imaginable object or event, arnd fthis totality we perceive and check against the
picture in front of us. Both in hearing a melodydadn seeing a representation what Bartlett calted t
‘effort after meaning’ leads to a scanning backwamnd forward in time and in space, the assignmgnt o
what might be called the appropriate serial ordench alone give coherence to the imafe.The
consequence of this psychological tenet is thapdreeption of an image ‘is a process in time, 1aotd
a very fast process® The process for narrative images works the samye wuccessful illustration of
a narrative will always suggest and facilitate edpand anticipation, the scanning backward and
forward in time that comes from the understandihgroaction.>

Gombrich makes an interesting point that has tlireplications for narrative imagery. This is,
as he says, ‘the principle of the primacy of meghirThis principle defines itself and indeed hascim
broader range of reference than just narrative @sago understand the logic of the represented
situation is the purpose that lies behind the ead comprehension. It has a time aspect. Gaimbri
says, that ‘[w]e cannot estimate the passage oé tima picture without interpreting the event
represented®® However, in the light of the dynamic nature of theaning-making process described
above, it seems that this sentence should be suppted with its counterpart to be true: we cannot
interpret the event represented without estimatimegpassage of time in a picture. In the procéss o
comprehension, future expectations extend the tlpi@ction or movement: ‘[m]any pictures
portraying action result in an image where theoacts carried to completior® Interpreting gestures

and movements plays the most significant part is tompletion process. A question comes up:

1 Gombrich, 1964, 297. According to James Elkinshweéference to two articles from Science (1991 E9@P),
recent neurobiological research has proved thatalmsndo not see only one moment in time, as theaeti
anticipates what will be seen next. (Elkins, 208&,)

°2 Gombrich, 1964, 302.

° Gombrich, 1964, 301.

> Gombrich, 1964, 303.

* Gombrich, 1964, 302.

*® Gombrich, 1964, 302.
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whether those gestures and movements that sudgegiurpose or the reason of an action can be
interpreted universally, that is, whether theseresgions are valid and readable in art of different
periods and areas. The examples Gombrich use@suggositive answef.

Gombrich’s approach to the represented movemeras important phase in the study of the
development of abstract narratives. The movenf@otabrich studied in paintings may form actions in
religious or mythological stories, but they are netessarily part of any traditional narrativeshey
could be dance movements as in Donatel@&ntoria sculpted body motions such as those of the
Discobolos or very basic human motions, such as turningaal lee raising an arm, that can be seen in
Picasso’s portraits. Gombrich did not claim thihtteese movements would be narratives. However,
his method and his interest in focusing on the tstdading of the processes behind the visual
perception of motions, naturally classified all aépd movements under the same category. His slaim
do not take into consideration where the actiomowement belongs to, for example: ‘incompleteness
can contribute to the impression of rapid movem&ntAs will be studied in the next section of the
thesis, the job of detaching movements from thadnographic meaning but still regarding them as
narratives, would later be done by the semioticiaHewever, this would not have happened without
the work of both Gombrich and Rudolf Arnheim.

" Gombrich wrote more on expressive movements astliges and on their legibility. He set up at |east
requirements for expressive movements to be read#tdre should be easily understood configuratiomstheir
context should be ‘sufficiently unambiguous’. (Gamh, 1982, 79.)

° Gombrich, 1964, 305.
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Chapter 4 Postmodern Theories of Visual Narration

INTRODUCTION

This chapter explores the latest developmentsandthcourse on visual narration. The period around
1980 marks a change in the directions of the reheafhe contours of those trends, which have been
introduced to discussion in the previous chapterg] to be indeterminate, or even to dissolve. uAd
this time, there was a great increase in the qyaatid diversity of research, and it began to be
organized not only along different conceptions afrative, but along different disciplinary bounasi
those of art history, narratology and semiotiasipdrtant changes occured: studies in art histogaibe

to make use of narratology, both in terms of idaad terminology; visual narratives, and visuality i
general became an interesting topic for non-artoh&ns: scholars from narratology, philosophy,
literary criticism and semiotics began to write abasual narratives.

The aim of this section is to draw a rough maghefcurrent state of affairs, one covering the
last three decades. and to explore what is ded#it wieach field. The structure of what follows is
determined by how the knowledge belonging to eastifgine is organized. For art history, due te th
huge quantity of studies, only a general outlink & given. The section on narratology will focus
major topics as well as on the dynamics and pslititthe field. The section on semiotics describes

certain general tendencies and some possible b&nefi

ART HISTORY

In the last three decades in art history therebleas a great expansion in the study of visual haes

It became a more attractive field of study, anda assult, scholarship has experienced a huge growt
both in terms of quantity and in diversity. Thenaof this section is to give a brief summary of the
main areas and trends, and of publications. Fatiguhe usual period-based structure of art history
recent research has clustered around three maas:attee classical tradition, medieval art and the
renaissance fresco and pictorial cycles.

It was perhaps due to the influence not only otkhoff's and Carl Robert’s contributions, but
that of the 1955 conference on Ancient Art thathie 1980s, when the first truly thorough studies on
narrative art appeared, that writings focused ameam Greek or Roman art. Narrative studies ofatte
of classical antiquity actually seems to be a gsétparate area with its own organic developmerit, bu

without much connection to other similar areasrirhistory, as already noted in relation to questiof
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typology. Among the general studies, there isdrample SnodgrassNarration and Allusion in
Archaic Greek Art(1982), Carol G. Thomas’'s o@Greek Geometric Narrative Arg1989), H. A.
Shapiro’s work orlNarrative in Archaic Art(1998), or Jocelyn Penny SmalN&arrative in Classical
Art (1999). Later, studies appeared on specific aksysuch as Barbara A. Kellum’s study of the Ara
Pacis Augustae (1994), Hurwit Jeffrey’s study @& @higi Vase (2002), and also on specific pictorial
elements such as G. Hedreen’s study of the naerétinctions of setting in Greek art (2000), and on
spectator figures in Pompeian painting (Katharioeehz, 2007). Here two authors stand out: Richard
Brilliant (Visual Narratives: Storytelling in Etruscan and RamArt, 1984), and Stansbury-O’Donnell
(Pictorial Narrative in Ancient Greek Art1999). Brilliant’'s book is organized around fdopics:
Etruscan urns, Trajan’s column, Pompeian pendantipgs, and mythological sarcophagi. Brilliant
incorporated narratological methods and studiecigdrissues pertaining to visual narratives, sich a
word and image relations. He emphasized the gréstedom and the different reception of visual
storytelling and so gave broader spectrum and rémgiee field. Like Brilliant, Stansbury-O’Donnell
relies on recent theories of narratives and alstict&s. His study, concentrating mainly on antien
vase paintings, offers an extended form of namatidnalogous to the narrator-story-reader triangle
known in narratology, he examines pictorial naomativith respect to the artists, object, and viewde.
does this on two levels, exploring what he callermicro and macro structures of narration.

It was only by the end of 1980s when analyticakegch finally reached thggand narratif of
art history, Renaissance painting. There are gtily few systematic studies of narration: those
available focus on specific periods and geograplaiczas (late fifteenth-century Venice, for exanple
on special genres (murals in Italy) or on a specifirrative schemes (continuous narration). Ratric
Fortini Brown’s thorough study of Venetian narraticycles of Carpaccio and of the Bellini's,
examined Alberti’s notion of the paintéstoria but in a Venetian contextV/énetian Narrative Painting
in the Age of Carpaccjol988). The novelty of Fortini Brown’s approacéslin the fact that she
studied these narrative cycles in their social potitical context and thus she regarded them as
painterly documents of contemporary Venetian Ilestory and visual culture. A larger period is
covered in Marilyn Aronberg Lavin'$he Place of Narrative, Mural decoration in Italigbhurches
431-1600(1990). Lavin, as already noted, follows the gatees used by Wickhoff and Weitzmann.
Lavin discovered narrative patterns, and baseceset patterns she constructed a typology for fresco
cycles in relation to the narrative dispositionsoich cycles in their architectural settings. Herstm
important finding is, in my view, that although nmeferred to in written sources, certain visuatgrais
clearly underpinned the planning of frescoes amil tiise was wholly intentional. These were spatial
patterns, which provided the discoursespuzhetor theme of the visual stories, not th&dbula or

chronology* Lavin also added another important insight todsonage relations in general when she

! Lavin says: ‘The patterns were formed by rearnagghe chronological order of the episodes in feamatories.
In some instances the patterns could be associitedtly with particular liturigical practice, praing
explanations for what otherwise might seem strangerbitrary sequences. In other cases the rekdtipn
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tried to describe what is actually visual as opdadseverbal. As she said, ‘visual reading ordeelsa
(rather than usually) followed literary prototypegthout deviation. Therefore “out of order” visual
sequence was the rule rather than the exceptidrater Lew Andrews examined the treatment of the
most widely accepted narrative type, the continunasative, in Renaissance a8tgry and Space in
Renaissance Artl995). Until now, this is the only publicatidmat deals with a specific mode of visual
narration. Unified pictorial space, constructedigans of central perspective is often thoughinialy
unified pictorial time as well, the depiction ofsingle instant. Andrews, however, relying on the
treatises of Alberti, Leonardo and others, demaiesrthat structured and layered perspectival netto
space actually enhanced the use of multiple terhsmlations and variations, especially the use of
continuous narration. He claims that regardingtiooous narration as an error only shows the
influence of later theoretical observations on tiamel narration, for example Lessing and Shaftesbury
Andrews notes further, that the painters of thedResance were more concerned with creating motion
in pictures, where ‘the figures must seem t@lbee, seem to be in motion or capable of motion, both i
space and in time, even if they are not. So tod time seem to flow between one figure and andther.
The connection of liveliness and motion was presémtady in Alberti. There are also further short
studies on particular Renaissance topics, includinggory Martin’s on the narratives presented in
Sienese predella and Christina Olsen’s of BotiiseNastagio degli Onesti panels. Finally, thesai
brief summary on Renaissance treatment of picttina in Fowler*

Here, | should draw attention to the German cbuatron to this field of research. From as
early on as the 1960s, German-speaking art hismrifirly independently of the English-speaking
world, began to elaborate a method for close insgdysis, which was applied to the study of visual
narration as well. Until recently, these effosnained rather isolated from the Anglophone regearc
This is why they are not covered in detail in thegent thesis, however, some reference will be rtade
the writings of Lorenz Dittmann, Max Imdahl, Goigld Boehm, Jutta Karpf and Go6tz Pochat. One
exception is made here in the case of Wolfgang Kdmptwo reasons: first, many of his studies are
translated into English, and thus they becamegddtie broader flow of research, and second, liteis
who has recently made the most substantial coriwmitsl to the theory of visual narratives. With
expertise in recent issues pertaining to narrajgldge has actually produced some of the most
intelligent studies on narrative art, focusing oedival pictorial systems and visual narratives in
relation to painterly spac&érmo corporeus: Die Erzahlung der mittelaltericli@asfenster1997,Die

Réaume der Maler. Zur Bilderzahlung seit Gigtt®96).

between narrative patterns and religious practiveugh logical, lacks real proof. (...) Moreover, thatterns
themselves show a historical development concointéith changes in the history of architecture. Altlyh they
have remained all but unnoticed in modern timeasy thbiquity indicates that the patterns were pbiypaommon
knowledge, perhaps even part of the professioaaditg of artists.’ (Lavin, 1990, 5)

% Lavin, 1990, 4.

% Andrews, 1995, 26.

* Fowler, 2003, 20-26.
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Medievalists continue to study of narratives, hoing the tradition started by Wickhoff and
Weitzmann. In 1985, a collection of essays wasligiud on various medieval topics, edited by
Herbert L. Kessler and Marianna Shreve-Simpsonthigicollection, Hans Belting’s study on trecento
painting is especially important as it concentrabesboth allegorical and narrative paintings in a
religious context. Kessler's long interest in nea@il narratives resulted in another volume in 1994
(Studies in Pictorial Narrative A more general approach to medieval narratbagsbe found in Laura
Weigert's Reconstructing Medieval Pictorial Narrativd995). Yet Sixten Ringbom is one of only
very few to discuss general narrative phenomengnenmedieval context. His has investigated the
methods and conventions of indirect narration, Wwhicas applied for recounting thoughts, dreams,
visions and experiences. Ringbom takes a broad, iscusing on both the artworks, mainly book
illumination, and on theoretical issuedofne Pictorial Conventions for the Recounting afufjints and
Experiences in Late Medieval Ari980, and lateiAction and Report: The Problem of Indirect
Narration in the Academic Theory of Paintjrif89). His first study was the result of a sysipm on
medieval iconography and narrative organized irR1&70Odense University. Wolfgang Kemp's article
on framing events is another of the very few attisnap a concept-based study.

As already noted, the study of hon-European rigerart began as early as the mid-seventies.
By now there are studies on narratives in Egyptign(Gaballa, 1976), on Khmer visual narratives
(Vittorio Roveda, 2002), and recently on narra@vein early Java (Marie-Louis Totton, 2005). Vady
Dehejia systematically studied visual narrativdridia, especially early Buddhist narrative art. eSh
concentrated not only on questions of typologyreasewed earlier in this thesis, but also on warks
art, examining one of the most important paintenynuments in India, the Ajanta caves, and espgciall
Cave 17. Her main contribution is a bo@kscourse in Early Buddhist Art: Visual NarrativesIndia
(1997). There is also a more recent general dtydyatricia Eichenbaum Karetzky, on the illustrasio
of the life of Buddha in South Asia (2000).

In spite of the growing interest in visual nawvativery few scholars maintain life-long interest.
Most have come across the topic of narratives aeréain point in their career and have felt it a
challenge or necessity to deal with them. It isstho surprise that they hardly ever go back todbes
of the research, and usually reference to the lero&ébues of narratology are made by chance.
Although in the last decades, insights from nalogip have begun to be applied in art history,
systematic research remains rare. A full theorydfmaling with narrative imagery is still waiting be
developed. As a general conclusion it may be nthed within art history, an interest in visual
narratives came much earlier than within literdmyary, and also that this interest remained coatisau
over the twentieth century. In spite of the ricksmef the field, however, perhaps due to its frageg:
nature, the interest in visual narratives neveisedla paradigmatic change in a Kuhnian sense in art

history.

® Kemp, 1986.
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NARRATOLOGY

As stated at the beginning of this chapter, theogesround 1980 can be regarded as a milestoriein t
research in visual narratives. This is true ndy dar art history but also for narratology. In7%
narratology discovered images, when the first thésiplinary event was organized. To my knowledge
this was the first moment of interaction betweerratalogy and art history, the first occasion when
narrative theory, already worked out for literatamed film, would be applied to fine art and still
images. An interdisciplinary symposium entitiddrrative: the Illusion of Sequenegas organized at
the University of Chicago. It brought together delns from diverse background: philosophy, literary
theory, psychology, anthropology, &td\Nelson Goodman, a speaker at the conference hisitfwisted
Tales; or, Story, Study, and Sympholeyl off a series of studies on visual narrativait by non-art
historians.

By today there are a dozen of texts written by-adrhistorians, which address the very same
general question: how can images narrate. TheseSat Worth'sPictures Can’t Say Ain'{1981),
Mieke Bal's section on ‘Visual Stories’ in hblarratology (1985) and late¥isual Narrativity (2005),
Aron Kibédi Varga’'sStories Told by Picture€1988) Emma Kafalenodmplications of Narrative in
Painting and Photography(1996), Werner Wolf'sPictorial Narrativity (2005), Wendy Steiner’s
Pictorial Narrativity (1988 and later in 2004), and Bence Nan&asrative Pictureg2009). The titles
illustrate fairly well the narratologists’ interemd their main ideas. They usually focus on wisaial
narration is in a very general sense, on what getaannot do when they are compared to textspand
what the implications of narratology are for images is crucial to address elementary or framing
guestions about visual narratives. Such questiads in fact, been touched upon already in arbfyst
but only as subsidiary topics. Apart from Wolfgakgmp’s study, they were not considered
independently. Taking advantage of this seeminglgxploited field of research, narratologists began
to address such questions. These studies alsp dmirthe common standpoint from which images are
looked at by these authors.

The main questions narratology posed are: howimtages narrate and what constitutes the
domain of narrative images?Since until recently, such questions held muchenioterest for those
studying verbal narratives than for those studythg visual, we know much more about the
deficiencies of visual narratives in comparisonthteir verbal equivalents than about their advarstage
Werner Wolf has even questioned the fundamentdibabi images to tell storie®. As the passage

cited in the Introduction of this thesis has algeadown, Wolf asserts that images offer ‘considierab

® The papers were published in a special issu@ritical Inquiry in 1980 (Vol 7, No 1, Autumn) and later in a
book edited by W.J.T. Mitchell. See more in theeveard, Mitchell, 1980, vii-x.

"Kemp, 1996.

® Bal, 2005, 629.

° Wolf, 2005, 434.
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resistance’ towards narrativity. For Wolf, nawiti is mostly attached to pictorial cycles or seqtial
images, and he shares the unusual views of theisadrian James Elkins, who stated that: ‘[i]t can
seem as if narrative really belongs to the realithefverbal rather than the visul.For Wolf abstract
art cannot be narrative, because ‘representattgriales major characteristic of narratives’; fomhiit
seems that representationality and abstractiormanteally exclusive categorié$. Further, he thinks
that single images can carry narratives, but whseudsing them, it seems that their only benefibis
demonstrate why written stories operate better.lf'8/main counter-argument is that single images
depend on a (literary) story that ‘lies outsidentselves’; they thus leave ‘gaps of meaning’, amu ca
only infer the story, and ‘can never actually reygrg a narrative but at best metonymically poird to

story.™?

What he forgot is that written stories are alsostructs and are always the result of some kind
of selection, a selection of few important momefntsn thousands of unimportant ones. In fact,
knowledge is always fragmentary. Neither filmsr Bgen novels ever say everything clearly nor do
they have a perfectly continuous flow of time. &imatic plain jump cuts are a good example for such
interruptions, not to mention the technical redi@aof films.

Another narrative scholar, Wendy Steiner, is &g prove that, in accordance with Seymour
Chatman’s view, images are not narrative, or as relnearked, the visual arts are ‘definitionally
antinarrative®® According to her, this is because narration nemditiple events — at least two
represented episodes — and a temporal orderirtgngoral sequence, or, more precisely, a distinctio
between chronological and narrated order. One mamember here that such principles have been
generated solely from the study of written naregiv The reason why certain scholars see a
multiplicity of events, double temporal orderingdaespecially linear ordering as principal or as
minimal criteria for narratives is because theseperties belong to written narratives. Visual
narratives do not necessarily work in the same ammy there is no reason to assume that the textual
should automatically have priority over the visu&teiner could have referred to other narratotegis
whose otherwise less strict definitions would hétted visual narration better. For example, HrtBio
Abbott, in agreement with others, emphasizes tpheesentational aspect of narratives. Abbott calls
this a ‘bare minimum’, and defines narratives hs ftepresentation of an event or a series of yéets
also says: ‘In my own view and that of still othé@enette, Smith), the field of narrative is sdribat
it would be a mistake to become invested in a mesgrictive definition that requires either morarih
one event or the sense of causal connection betweents. Both of the latter are more complex
versions of narrative, and in their form and thedcéhat brings them into being they are well worth

study in their own right. But in my view the capgdio represent an event, either in words or inesom

9 Elkins, 2006, 4.

1 Wolf, 2005, 431.

12 Wolf, 2005,432-433. | quote Kibédi Varga’s initiaemark: ‘Thus understood, every single painting
representing a tale is, in the final analysis, mm@ntary; it is an illustration, with the differeanthat the text is
missing;’ Kibédi Varga, 1988, 204.

'3 Steiner, 2004, 150.
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other way, is the key gift and it produces the dini blocks out of which all the more complex forms
are built.* Building complex narratives from simple formsiisleed what Alberti suggested for the
scenario-type of visual narration. It may be saigte generally that the major principles used withi
narratology for defining the concept of visual msion are reduction, restriction and exclusion.

Nevertheless, there are narratologists who inttesd used Porter Abbott’s broader definitions.
As already mentioned in the Introduction, Mieke Balerates with three areas of visual narratives:
visuality in literary narratives, in films and images® For Bal, focalizatiorl! is a key concept for
examining visual narrativity, ‘the most importanfost penetrating, and most subtle means of
manipulations® Bence Nanay also considers the key question: islnarrative picture and what is
narrative engagement with pictures? His invesbgatare those of a naive viewer, who, from litgrar
criteria slowly reaches the point where ‘the reprgation of one single event, or at least a sugoage
thereof, of one single action, can count as naeali The action category he formulates is rather
restrictive when compared to the vector-based tiaesadiscussed in semiotics since it represents on
goal-directed activities. However, in Nanay's aggwh, the domain of narrativity is nevertheless
broader, as even non-narrative images may be perteas narratives through the beholder’s
engagemerf®

At first glance, the degree of narrativity seembé a useful concept. Certainly, images should
be compared, based on their narrative complexitgwever, since the already mentioned concepts are
rather loose, the objectivity of such criteria segmoblematic, and their purpose is unclear. Werne
Wolf uses degrees of narrativity to distinguish aoly between different media and genres, but, more
importantly, between series of images and singkgies: sequences can be narrative, single images are
only ‘indexically’ narrative”® Bence Nanay linked goal-directed and non goaletiéd actions when
applying the idea to the comparison of single insagdis comparisons are somehow intuitive and work
well when the examples are rather distant botlubjext and period: ‘[a] Vermeer is less narrativent
a David, but it is more narrative than a Cezanilidifg.’ %> In fact, the concept of degree would work

properly only if any two narrative images could t@mpared, not accidentally or intuitively, but

4 Abbott, 2008, 13.

15 As in case of Nanay, 2009, and Kibédi Varga, 196®édi Varga states: ‘Among fixed images there are
obviously some which do not have narrative charadtieus the landscape and the portrait are twampaltgenres
which remain outside of pure investigation. The ta¢cessarily implies the presence of living bemggaged in
an action, the landscape does not include livingds and the portrait includes only one.’ (Kib&irga, 1988,
195))

'® Bal, 2005, 629-633, and Bal, 1997, 161-174.

" According to Gerald Prince, focalization descrilies position from which the narrated events aesgnted
(Prince, 2003, 31.).

8 Bal, 1997, 171. A detailed argument may be founBal, 1997, 162-164.

¥ Nanay, 2009, 123.

20 Nanay, 2009, 125-126, and especially Chapter VII.

2L *vet the limitations of the pictorial medium do tnprevent it from realising various degrees of atwity: it
comes relatively close to typical narratives intpie series, some of which can be called genuinalyative,
while a single picture can at best be termed iraddlyi narrative.” (Wolf, 2005, 434-435.)

%2 Nanay, 2009, 125. This idea is based on Gregoryic€si definition.
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logically and unambiguously. A necessary critemiaould be to determine a scale and to list images i
some kind of (probably linear) order, and most ingatly, to formulate clearly what is ‘more’ and
what is ‘less’ in the narrative sense. This aresmgnt is rather hypothetical, and indeed, what @oul
actually be achieved by determining a specific degsf visual narrativity? However, as part of the
Practice section of this thesis, one such scalebeiintroduced, not calibrated towards any degofes
narrativity, but rather for the transcendence aé@gic narration.

The issue of the definition and the domain of ai@re images demonstrate well that, among
literary critics, there are two different approagite visual narrativity. These approaches candst b
captured by political terms, one as ‘liberal’, tbiher as ‘orthodox’. The liberal view is more open,
acknowledging the potential of images and it tregdsal narrativity as something which might even
benefit literary studies. It is nicely exemplifibg Mieke Bal’s point: ‘Visual narrativity is cultally
pervasive, not least because reading itself reguimmstant visualisation. Accordingly, it is noeth
novel that is obsolete, but the idea that narrativel imagery areessentially different cultural
expressions. This ‘visual essentialism’ along wiltle literary elitism that is its counterpart, only
encourages the repressions that constitute intchjsyinterpsychic or cultural, and political forroé
censorship. Narrative and image need each othrauak as cultures need both of thétBal and also
W.J.T. Mitchell belong to a group of scholars disst by Michael Ann Holly in the following terms:
‘in the last couple of decades many well-knowrréitg thinkers have turned toward the study of isua
art, such a development does not imply a move afsamy literature, but rather stands for an
acknowledgment of the many aspects images and lvantedacts, in spite of their differences, shafe.’
These scholars were indeed the first to urge irgeiinarity for the study of narratives and thegve
since enriched our understanding of narratives imitresting ideas.

As a counterpole, there is another, rather icoabjghview of narrative images, the ‘orthodox'.
When comparing pictorial and written storytellingnge literary scholars invariably emphasize the
deficiencies of the visual rather than its advaesag Such scholars tend to work with stricter
definitions, and they generally think that imagesvér a subsidiary role in expressing narratives,
sometimes even questioning the narrative abilitynzdges. According to this view, images are, by
their very nature, incapable of carrying narratiees as Werner Wolf stated it, it is rooted in ‘the
limitations of the pictorial medium as a whof2.” Usually, this is based on a not very diverse
understanding of the pictorial medium. Narratobtgji examples are almost exclusively panel
paintings, mostly by Hogarth, Rembrandt, Poussiavid; mixed genres, such as illustrated volumes
or emblem books are never studied. This groupcbblars have a predilection for seeing images as
‘purely spatial’ and nearly all use Lessing as f@nence point. Purely spatial in this context ngean

atemporal, and atemporality means roughly non-tigesasince the relation of time and narration is

Z Bal, 2005, 632.
# Holly, online, 6-7.
2 \Wolf, 2005, 432.
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considered essential. In Manfred Jahn's word$s far painting and photography, they are prevented
by their purely spatial nature from explicitly repenting what Paul Ricoeur regards as the proper
subject matter of narrative: the temporal naturbwhan experiencé®. The historiography section of
this thesis has already argued that Lessihg@cotnshould not be considered the final word on the
distinction between the spatial and the temports. aMoreover, a later section will discuss in more
detail on the complex relationship between imagestamporality.

Independently of how open or strict their views,ahere are some general issues that, to a
greater or lesser extent, characterize narratagipproaches to visual narratives.

First, there is a recurrent practice of approaghie phenomenon of visual narrativity from a
literary perspective. In one sense, this seemgtaide given their starting point. The theoretica
framework used by these authors was developed rwithrratology, the theory of narrative texts.
Therefore concepts defined and issues raised aligifor novels are forcibly transported to the dom
of the visual. But can one really compare and gully the same criteria, for example, a novel by
Thomas Mann or James Joyce and an Italian Renassdtarpiece? The studies outlined above on
visual narration usually compare images to texihey use the properties of verbal narratives to
account for visual narratives, noting what visyafiils to satisfy?” One of the most obvious and best-
known cases is Aristotle’s triple rule for dramae tunity of time, space and action. This criteriars
been insisted on for images over and over againitblids been equally constantly abandoned or
transgressed upon. The other such issue is thee ofcharration. Some scholars require that images
should produce a linear form of storytelling likeofne) literary texts, however, might it not be that
spatial arrangements have their own logic of tg#fih Another issue is temporality. Wendy Steiner’s
claim can be regarded as a typical narratologfsttefThe discreteness of temporal events is stfl
enough to create the equivalent of literary naritgti > Instead of emphasizing what images cannot do
and blaming them for not satisfying criteria deysd for verbal narratives, or trying to ‘create the
equivalent of literary narrativity’, it would be m® beneficial to study narrative concepts thathé
domain of the visual and to determine what is @gfigcosisual in the concept of narration. One such
attempt will be made later in this thesis, focusimghe phenomenon of anachronism.

Second, those who apply the concepts of narragdlogmagery, as in the case of the most
vehement author on this topic, Werner Wolf, do stheut showing sufficient knowledge of existing
art-historical scholarship and apparently withouwil to incorporate this body of knowledd®. In
narratology, the scholarly environment seems tists of a network of fairly closed groups, which

does not necessarily promote any attempts to ssigddgruisms. One reason for the lack of fanityar

%6 Jahn, 2005, 291-292.

?"n Bal's words: ‘[a]lthough such accounts haveagnesefulness, the underlying presupposition seerbe that
images are a priori handicapped in this competiti@al and Bryson, 1991, 202.)

% See Arnheim on the role of centre in painterly positions (Arnheim, 1988) and Goodman, 1981. Fer th
formulation of the requirement see Kibédi Vargag8,9196-199, and Steiner, 2004, 150-154.

% Steiner, 2004, 150.

% The case of narrative typology seems to be typasaivas shown in Chapter Two.
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might be, that albeit hints of historiography may found in almost all art-historical texts explagrin
visual narratives from a more theoretical perspectintil now there has been no attempt to present
reasonably complete and detailed overview of tegearch. Scholarly reviews touch merely on those
issues strictly relevant to the theme in hand.sTéck of general knowledge of the field might beyw
for example, the very question of visual narragivian still be represented as a novéity.

One reason behind the views of the ‘orthodox’ aiatogists may be the pervasive effect of
photography and cinema: still images are perceagiinperfect moving imagés. Their instantaneity

have had an enormous effect on our perceptiomcBetel expresses it very well:

If today the mechanism of seeing, observing, atetpneting representational works gives rise
to so many false theories, this is mostly becaosgteater part of the public in viewing images
follows criteria that are entirely different frohase current during the past five centuries. For
our contemporaries, photography and films are tiefaeference points for the visual arts.
Photography has spread the idea of the completénstahtaneous reading of any image. In
this field, as elsewhere, the multiplication of gea has resulted in the transformation of the
very nature both of the image and of the act otgetion. (...) Traditionally pictures always
contained a whole series of allegorical or allusmeanings. It never occurred to anyone to
guestion their value as an expressive languageAll the subjects [of the Middle Ages] were
drawn from religion, in other words, from a fundlafowledge to which the very structure of
medieval existence gave lifelong familiarity. Thelfgmanded not the subtle deciphering
practiced today but instantaneous reference taioestandards, which, however, involved the
time element for any precise perception of the ndjctures directed both the senses and the
mind of the observer not to the passing spectdctaenexterior world but to knowledge that
had evolved on a cultural level. They were the sfiexperience and tradition. They impressed
themselves upon the imagination in the course ofopged contemplation or ceremonial
presentatiori®

This prejudiced view is characteristic of the ‘adlox’ branch of literary criticism. Interestinglit,

cannot be found in semiotics.

SEMIOTICS

Essentially, semiotics is a language-based theesyraing the priority of the verbal. Yet, from
amongst the disciplines where visual narrativescareently studied, semiotics offers one of the tos
balanced approaches. This is the reason why —itdee relatively small number of relevant
publications — the contribution of semiotics canrbgarded as important and thus is reviewed here.
Semiotics does not efface the differences betweemvio media, but by mapping some of the signs and
conventions used in both, this newer disciplinesabgrs art and literature merely as two different

forms of human communication. Both media, or systef semiotic codes, form part of a larger

31 Nanay, 2009.
324 g]till images are, psychologically speaking, tintited cases of dynamic ones’. Nyiri, 2009, 11 ft
¥ Francastel, 1964, 183.
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communicational system. Elements of pictorial space regarded as signs of a visual language and
their relations, which are seen as belonging togilaenmar of language, are observed through formal
connections.

For writers such as Gunther Kress and Theo vaowee, the question of the hierarchy of the
visual and verbal, well-nigh a narratological olss&s, simply becomes irrelevant. | quote a passage

illustrate their view:

The semiotic modes of writing and visual communarateach have their own quite particular

means of realizing what may be quite similar seiamtations. What in language is realized

by words of the category ‘action verbs’ is visualgalized by elements that can be formally

defined asrectors What in language is realized by locative prepmsd is visually realized by

the formal characteristics that create the contvasveen foreground and background. This is

not to say that all the relations that can be zedliinguistically can also be realized visually —

or vice versa, that all the relations that can balized visually can also be realized

linguistically. Rather, a given culture has a ranfigeneral, possible relations which is not tied

to expression in any particular semiotic mode,@lgh some relations can only be realized

visually and others only linguistically, or some maceasily visually and others more easily

linguistically. This distribution of realization psibilities across the semiotic modes is itself

determined historically and socially as well asthoy inherent potentialities and limitations of a

semiotic modé?
This balanced view echoes W.J.T. Mitchell's argutrelmout Lessing’s distinction between painting
and poetry. Mitchell considers the ‘economy ohsigand of the ‘degree of effort’ that each genuesp
into representation, and calls attention to hardvashievementS. Thus, with its more balanced
approach, semiotics offers one way of dissloving tiresome opposition between verbal and visual
narratives. However, there is a sense that thas igttempt to ‘raise’ images to the level of testher
than an enquiry into the salient characteristicgigfal narration. This can be noticed from thegjérent
and consistent use of the formula ‘reading imagésspite the fact that semioticians underscore the
importance of visual perception in these stuffies.

A semiotics of visual narration draws attentionthe structure and construction of the visual
tale. Accordingly, recent publications tend tousmn two areas: they provide useful concepts for
identifying the agents of the depicted narrativd also for exploring its context. For example, $&e
and van Leeuwen discuss in detail the participantsertain narrative processes pertaining to visual
stories’’ Bal and Bryson analyze the viewer's position &fation to the narrator-focalizer-actor
triangle® They claim that narrative semiotics allow us pedify agents in a visual story, their nature,
and also identify signs of negation, syntacticarezxtion, focalization and causalify.Semiotic theory

also places the story and the scene in a spedifi@alscontext. Kress and van Leeuwen did this by

% Kress and Leeuwen, 2006, 46.

% Mitchell, 19986, 102-103.

% For example Bal, 1988, 81, chapter title; Kress beeuwen, 2006, book title.
37 Kress and Leeuwen, 2006, 47-59, on narrative gsEe59-73.

3% Bal and Bryson, 1991, 204-205. and again Bal, 1988

%9 Bal, 1988, 80, and later again in Bal Bryson 19805-206.
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applying well-known communicational models to thgsual*°

A more subjective sense of context can
be found in Mieke Bal's work. Roland Barthes hdentified five codes activated by the reader when a
story is read and Bal rephrased these codes itorek® the viewer of a visual narrative. These e
prorairetic, the hermeneutic, the semic, the symbahd the referential codes, all of which may be
activated in the process of constructing a visakd’t This subjective and viewer-oriented approach
makes semiotics comparable with hermenedfick fact, the concept of context in these stuities
rather vague frame for enquiry: it deals with eittlee context of the agents of the story or thathef
postmodern viewer, but is not directed toward #eonstruction of the historical context of prodomti
as done, for example, within iconology.

In their research on visual narratives, art hiate may fruitfully integrate these semiotic
approaches into their more properly historical stigations. In reality, this seldom happens. adhe
in 1991, Bal made the following, still relevant rark: ‘[o]f all the disciplines in the humanitiesit a
history seems to me the most likely to benefit fraraemiotic perspective. Given over the deploying
language to “reach” visual images, the daily sttegyf art historians with the inability of languate
do justice to visuality — images, acts of lookinggimes of vision — inevitably leads them to look &
theoretical framework in which language does netharimacy, and in which concepts are developed
for the explicit purpose of overcoming such predieats. Yet, surprisingly, art history has been more
resistant to semiotics than any other disciplinknbw of. With few exceptions, attempts to use
semiotics in art history are scarce, rarely go beyiatroductory expositions, or remain isolat&d The
reason why art historians seem to be averse toosiemis perhaps because semioticians disregard, or
at best, merely ignore, the deep historical robtartefacts (and they also usually ignore the ‘aofa
the work of art). Here it should be emphasized slemiotics offers a viewer-oriented set of toals f
analysing narratives not only as tales, but as attsommunication, and this may well enhance
understanding. However, historical context andhisgoricity of vision, especially for earlier peds,
may still add another narrative layer to the repnésd story. How this works in practice will be

suggested in Chapter Six.

0 Kress and van Leeuwen (2006, 48-52) use three Imadecommunication (Shannon and Weaver's and two
from Watson and Hill). They apply these modelsdsdatibe the participants in a narrative situation.

“l Bal, 1988, 78, 82-83, and later in Bal and Brysb®91, 203. On the questions of the context seeaBdl
Bryson, 1991, 176-180.

2 Bal, 1988, 74, and Bal and Bryson, 1991, 205. &aims that semiotics ‘is not a historical but mtla
hermeneutic discipline’. (Bal, 1988, 74).

*Bal, 1999, 112.
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SUMMARY

Although narratives may be either visual or vedraboth, at present it is rare to find a sectiorvisnal
storytelling in textbooks on narrative theory. Farratology, visual means primarily moving images
(films) or, to a much lesser extent, genres miximg verbal and the visual (comics, maps etc.). The
underrepresentation can well be illustrated witk thost important recent publishing project in

Y** has about for

narratology. The comprehensiRoutledge Encyclopedia of Narrative ThedBNT
and a half hundred entries on narratives. Yetbthwk includes only two entries on visual narraive
which indeed mapped the two approaches to visusahtiges presently to be found in narratology, here
labelled as ‘orthodox’ and ‘liberaf® In narratology, visual narration is evidently #nor, subsidiary
area. Within art history, the study of visual mdifres is also a disproportionately small, subsydia
field. This unbalanced position may be improvedybgater interdisciplinarity, hitherto practicedyon

in a very limited sense. Art history, for one, dedo become more open to the terminology and
methodology of semiotics and narratology; thesaikhbe incorporated into already existing methods
of enquiry. The next section of the present thegés to show some ways of exceeding these egistin

limitations.

4“4 ENT, 2005.
45 Bal, 2005, and Wolf, 2005.
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Part Two Theory



Chapter 5 Abstract Narratives

NTRODUCTION

The previous chapters summarized already existotgpms of visual storytelling and showed how
scholars have treated such narratives. Part Tveo]lheory Section of the present thesis, and asb P
Three, named Practice, seek to develop new conoépite visual narrative and new ways of dealing
with them. Three different proposals will be imtoged in order to expand our concepts of visual
storytelling. The first aim is to determine thenmum constituents needed for a visual narratife.
concept, that of abstract narratives, will be idtroed and elaborated; sequentiality and procedses o
perception will play a key role here. The secormmppsal is a thematic expansion, where a new term,
ramification, will be developed. This term desesbnarratives which came into being through the
significant modifications of previous stories. Tte¥m has been developed in relation to religious
narratives from late quattrocento lItaly, in whiamtext describes actualized religious narrativEbe
third and final aim is to dispose of the pre-emiuepnf episodic narration. This consists of a stiatl
analysis that, in practice, proves that instantasewrration is not the only way of rendering &®1in

the visual.
FORMAL AND PERCEPTUAL NARRATIVES

In Rome, there is a fresco by Francesco Salviati@fstory of Bathsheba (Figure 12). The painéer h
represented the middle phase of the narrative,eMBathsheba, by the invitation of King David, clisnb
the high steps of his palace. In the tower tissriabove the culmination of the story is depictdtire
David seduces her. Salviati's fresco is part ofodations of a private palace in Rome. Marcel
Duchamps’s painting\ude Descending the Stairca$egure 7) is the now-classic but once scandalous
example of Cubism, one of those works that wer@doghocking by spectators at the time. One has to
think very hard to find any relationship betweeadh two works. But there is one. The way that the
female figure is treated in both outlines a minimalrative through sequential movement. In the
Salviati, this sequential movement is directed uplsiain the Duchamp downwards.

This chapter aims to develop a new concept, thabstract narratives, within which these two
images may be understood as two variations onéaine pictorial problem. The problem is addressed
here in a narratological context. The term absmacoative is an umbrella, covering both sequéntia
formal narratives, such as those seen in Salviatits Duchamp’s. It also covers perceptual naeativ

a type of narrative more closely related to humercegption; in turn, the definition of this termies
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heavily on the ideas of Souriau, Arnheim and Goafbras discussed in Chapter Three. Both
sequential, formal and perceptual narratives velldefined more precisely in due course. The images
which fall into these categories will be labelledbstract narratives’: not because they necesdadky
human figures, but because they usually lack pr&tieg religious, mythological or historical texts,
which would imply the presence of human figures.

Narrative is ‘a form not only of representing lmfitconstituting reality”, says Jerome Bruner.
This sense of a ‘constitution’ will play a key rotethe narrative categories either introduceduoihier
elaborated in this chapter. The approach depltyzd allows us to locate narrative images within a
much broader conception of storytelling, one whiltfpenses with the assumption that this type of

human activity is necessarily verbal.

ABSTRACT NARRATIVES

The emergence of narrative theory in the last tamades has begun to influence the study of thalvisu
arts in general. Thus, certain previously inrodudeatures and characteristics of images were
reinterpreted in the narrative sense. Of thoseadheristics, two will be studied here. On the baad,

the temporal aspects of visual perception have bsmnsidered. These aspects may serve as tlse basi
of narratives created interactively by the beholdering the aesthetic experience. Mieke Bal and
others regard spectatorship as a narrative invadmemnd this is supported by narrative psycholay a
well. The term perceptual narratives will be ubede to describe such phenomena. The notion teflec
Etienne Souriau’s idea of intrinsic time and it es/activity over the time of contemplation.

On the other hand, the narrative is also insigeiitiage. As already noted in connection with
the films discussed by Rudolf Arnheim, representexVements, sequences or scenarios of abstract,
geometrical forms may be considered narrativesdimce they are regarded as goal-oriented acBvitie
This, the fully formal narrative, is where visuabrytelling reaches its farthest point of developine
radically breaking with the expectation that a ative image is simply the illustration of a written

story.

PERCEPTION AS NARRATIVE

In her bookQuoting Caravaggio, Contemporary Art, Preposterélistory Mieke Bal proposes a new
term, ‘nonfigurative narrative’, to describe Daeed’s paintings. David Reed (1946- ) works on
huge canvases, depicting colourful folded and wgwitaperies. The picture plane is usually

geometrically divided. As the colours and the bwsrk are different in each segment, the overall

! Bruner, 1991, 5.
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impression is as if there are different layers. By new concept, Bal is trying to describe theaf of
Reed’s artworks. She regards Reed’s paintingseapdcially one horizontal piece titleé@75 (Figure
13) as ‘a prototypical example of that genre, if adtheoretical” elaboration and creative inventmf
it.’* Bal sees that the sense of a nonfigurative rieerat rooted in Reed’s brushwork. It appearsfas i
it were a rich and impastoed surface, similar & tf Abstract Expressionist painting, but instéad

‘smooth and shiny®. The brushwork deceives its spectators:

Reed'’s relation to abstract expressionism of thefiented kind is part of a development in
viewing time that helps the painting become nareatiThe eye bounces off but then returns
right away, for there is something so emphaticéilgging” in the surface that after having
been kicked off it because one came with the wrorgpressionist, tactile — assumption, one is
drawn back into the surface on new terms. Thenséwend “episode” of looking takes place,
the one that engages the eye in a different kirtdaiflity. This time, the eye stays longer, thus
subjectively modifying the quality time. The pairgi asks that the viewer at first “think”
abstract expressionism, that he step back, themngetvithout the false start, the effect that
replaces it would not so easily take hold. Thigng of the reasons why, here and there, the
waves are made to “look like” brushstrokes, to @spnt these, so as to emphasize that they
only evoke them, witholieingthem?
Reed’s canvases seem to tell a story of misintefoa and revision; they elicit a particular fooh
perception. A similar story, but written one, cha found in the Bible. In the story of Mary
Magdalene, there is an episode of a mistaken fitstion followed by proper recognition. She met
Christ after the Resurrection and first she cowtl necognize him, thinking he was a gardener; this
happened just before the words ‘Noli me tangergewsaid to her (John 20, 14-16)However, the
story of misinterpretation in Reed’s paintings]estst in Bal's account, happens not within the iejag
but actually in the spectator's eye and mind, dndhfolds during scanning and contemplation. kis
‘narrative outside of figuratiorf and it is external in the same way as it is oetsied paintingd.
There are further arguments for seeing percepti®na narrative processTrompe I'oell

paintings tell similar narratives to David Reedaimings. Playing with the boundaries of real and

*Bal, 1999, 176.

® Bal, 1999, 180.

* Bal, 1999, 180-181.

®‘And when she had thus said, she turned hersek,mnd saw Jesus standing, and knew not thatstJeaus.
Jesus saith unto her, Woman, why weepest thou? vgemkest thou? She, supposing him to be the gardene
saith unto him, Sir, if thou have borne him hertedd, me where thou hast laid him, and | will takenhaway.
Jesus saith unto her, Mary. She turned herself,saitti unto him, Rabboni; which is to say, Mast&ixteen
Ringbom discussed this iconographic type in higlarbn pictorial conventions used in Medieval tarexpress
the feelings, thoughts, experiences or dreamseotitaracters. The challenge of this scene is taceal Christ's
identity from Mary Magdalen without concealing ibf the beholder’. Ringbom claims that this probless
first raised in liturgical drama. In pictures itpgared in the fourteenth century, and usually ‘pmases of the
episode were condensed into a single image, whemy Magdalen’s mistake is suggested by giving Chiis
attributes of a gardener.’ This attribute is oftespade or a hatchet. (Ringbom, 1980., 48-50,9%igig. 10)

®Bal, 1999, 181.

" Based on the horizontal forms of Reed’s paintifgg, associates them with films and also with Jeperand
Chinese scrolls, which are basically narrative (B&91, 184.). Bal also uses other terms and casdapher
analysis of Reed’s paintings, for example erotigibaroque and second person narrative (Bal, 1988per 6,
165-207.).
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pictorial space, Samuel van Hoogstratedtll Life (Figure 14) gives an extremely realistic view lud t
painted objects. The bubble of hyperrealism iskaed when the beholder gets too close and realizes
that it is indeed a pure illusion. A change také&xce, during the process of perception. Wolfgang
Kemp regarded change or transformation as a basgsien for narrative and called attention to the
different meanings of the term in ancient poetiosl & modern aesthetic theory. The ancients
recognized change as ‘maximal forms of transforomatiabrupt reversal péripeteig, sudden
recognition @nagnorisi3, misfortune pathog. They recognized change solely in terms of anditéc
change for the better of for the worse.” Its magrin modern theory is ‘more neutral and descrgiiv
it might be any change in pose, mood, position;ntir@mal criteria for this being ‘a transformation
time and of time® Kemp cited Arthur Danto’s tripartite formula, te&actness of which is like those
applied in physics: first, X (the character) isstiate F in £ moment, then the character is transformed
from state F into state G byrhoment as a consequence of E, an event that heghp@mhe character in
t, moment. Kemp’s visual example of this is the sfarmation of Moses in the scene of the burning
bush carved onto one of the panels of thec8ntury wooden gate of the church of Santa Saibina
Rome? In this example the change happens in the lifthefcharacter of the story. However, Kemp
also made a suggestion that takes us back to ¢he at the eye as presented by Mieke Bal. He
formulated a critique of current views saying tifigitructural narratology tends to overlook thetfttoe
narrative is a form of communication’, and urgedttharratologists must take into account that a
narrative situation has not two but rather thredligm It is ‘anarrative by a narrator for an
audience® In this expanded form of narrative, the vieweedder / listener and the character of the
story have analogous positions. They are ‘fudezl Sliamese twin' since they share their experience
during the story, for example both are unawarehefénd. This sharing has a clear effect on us, the
viewers: it causes an ‘analogous formation of omn adentity through processes of perception and
identification.*® It is in this sense that the process of percapti@ narrative.

Ernst van Alphen has also used the concept ofepgon-as-story in his analysis of Francis
Bacon’s painting$® Bacon’s triptychs have several properties thataribem susceptible to a narrative
analysis. These include: the triptych format, #patial and temporal continuity of the panels,

sequentiality, the ‘strong dramatic charge’ of tigeires, the fact that ‘heads or bodies are “inior6t

8 Kemp, 2003, 67.

° Cf. Kemp, 2003, 66-68. This change happens on newels. With Moses a ‘decisive shift takes plaitem
sitter to lever; from possessor to man possesagdpfahe purposeless contemplativeness of paslifeaio the
purposeful, arduous path of secession. Or, as whtraiso put it, from the static to the ecstationi earthbound
origin to purposive beginning. Thanks largely te thwest register of the panel, the pictorial n@reaconveys a
transformation that mediates a whole array of polgposites, from shod/unshod, by way of sittingidiag,
passive/active, profane/sacred, to man-and-beastamad-God.’

19 Kemp, 2003, 70.

" Kemp, 2003, 71.

12 Kemp, 2003, 74. Arnheim accounts for a similanghia parallel story of the reader when s/he rétatslet:
‘Thus, while unfolding the dramatic conflict, théap also deals with man’s ways of discovering thets of life —
a secondary plot, of which the spectator is theégganist.” (Arnheim, 2002, 377.)

13van Alphen 1990.
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at their places, and that the bodies are afflitigdnovement of some kind” Yet, van Alphen is
chiefly interested in the process of perception #rel story created during this process. For him,
Bacon’s paintings are ‘representations of the mtiagaf perception®? their ‘[s]equentiality does not
characterize the object of perception but the siibjehe narrative is not the content of perception;
defines the structure of perception itséff.The process of narrativization and narrative psses are,
in fact, enormously important subjects in narratp@/chology and in narratology itself, and it is

surprising that Bal and van Alphen do not refethiem. They will be discussed in the next section.

FORMAL NARRATIVES

It was in semiotics that the notion of abstractn-ffigurative narratives first introduced by Gestalt
theorists became fully incorporated into the arialg$ narratives. Represented movement was the key
concept in the definition proposed for visual ntves by Gunther Kress and Theo van Leeuwen. The
minimum criterion for an image to be classifiednasrative is that is should contain a vecfos, term
borrowed from the sciences. In mathematics, vecape basic elements of linear space and denote
direction; in physics movements and orientatiores rapdelled with vectors. Using such a broad and
general definition allows one to include imaged ttanot illustrate some well-known story. Narvati
processes, or ‘transactional relations’ are redliteough vectors. These can be formed by bodies,
parts of bodies such as limbs, gestures or glaneels, used for action, roads or paths, and, itratts
compositions, by indications of directionality sua$ lines, triangles, or other eleméfitsThis is, in
essence, simply a redefinition of Arnheim’s notajrdirected tension in a narrative context.

In Kress and van Leeuwen’s theory, abstract naergtertains to ‘abstract visual’ images, as
distinct from ‘naturalistic images’. This expansiof the category is an important development: it
includes not only abstract paintings but diagramsvell. However, to determine the place of abstrac
narratives within their model one has to go throaglabyrinth of terminology. As Kress and van
Leeuwen represent narrative processes, abstracativas would be classified as one of the six
narrative modes they defined: action processestioeal processes, speech and mental processes,
conversion processes, circumstances, and geontestyitdolism. El Lissitzky’8Beat the Whites with
the Red Wedggl919-20, Figure 15) is a good example of an agbimcess. It tells a story with basic
geometrical shapes: Reds are represented by aiaedlé, Whites by a white circle. Knowing El

Lissitzky’s engagement with Russian and Soviet agamda one cannot avoid the political

! Ernst van Alphen is aware of the narrative elemehtBacon’s paintings. However, in oppositionhe views
of Hugh M. Davies The Black Triptychs1975), whom he refers to (1990, 486-488.), fon vdphen these
elements only ‘create the illusion of narrativitf1990, 496.). Nevertheless, his argument rests onlythe
philosophy of perception and not on its psycholdgge van Alphen, 1990, 484-485.

15van Alphen, 1990, 499.

van Alphen, 1990, 491.

" Kress and Leeuwen, 2006, 59.

18 Kress and Leeuwen, 2006, 59.
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connotations of the story: ‘the revolution, reprded by a red triangle, is an active, dynamic fprce
wedging itself into the inert, self-contained, ‘anic’ society of White Russia” Kress and van
Leeuwen illustrate geometrical symbolism with anpiag by Malevich:Suprematist Composition: Red
Square and Black Squaf@914, Figure 16). The oblique position of theaimed square evokes the
sense of escape, thus the big square is identieithe source of its motion. Therefore the latilee,
the big triangle in the animated film by Heider a®icnmel, is described as being ‘oppressiVe’At
present, there are areas where the narrativitpstfact stories is taken for granted: Barbara Tyers
psychologist from Stanford University, has used ngewic figures in an experiment on the
segmentation of events.

Something similar to what occurs in these abstnawks is found in earlier paintings, as has
been realised for some time. For the purposebeptesent argument, it is helpful now to return to
these examples. Tintorettd®sesentation of the VirgifFigure 9) was analysed by Etienne Souriau and
then by Gombrich. Both of them emphasized one cmitipnal element, the wide oblique staircase.
For Souriau, this element enhanced the rhythm afylaupward motion. The depicted moment of
ascent is the stellar centre of the image, arouhittwtime expands to include Mary's complete
movement: ‘[o]ne feels that she has just climbesttiree steps that separate her from St. Anne. One
accompanies her in thought to the threshBidGombrich was interested in the ‘objective timarsp
the unit created by the meaning of the painting dtphasized the role of gestures in unfolding the
narrative, both the pointing and the High Priegésture of welcom&. A similar upward movement
on a staircase is present in SalviaBathsheba goes to King Daviefigure 12). Here the time span
covers Bathsheba's long way up, including the lmaking scene in the tower. Salviati links the
rhythm of two distinct elements: her body and ttzérsase. He pictured Bathsheba three times on the
stairs, suggesting that her ascent was difficutt anxious — as it is in the Bibfé. Salviati’s fresco
treats the heroine as a kind of abstract elementfdnm is multiplied and empowered with rhythm and
directionality. This entwining of rhythm and ditemality is also the main theme in Edward Burne-
Jones’sThe Golden StairgFigure 17). This painting has no pre-existingtten source but it is
nevertheless a narrative according to Kress and_ganwen'’s definitions. It may be said to beloog t
the action process type: the vector of the prooassinot outlined by gestures as in the Tintorditd
by directed sequentiality, by the bodies pointimyvdwards. Or it may belong to the geometrical
symbolism: the similarity of the women enhancesféating that this is in fact the movement through

space of only one female figure. Paul Souriau rmeadfistinction between graceful and mechanical

¥ Kress and Leeuwen, 2006, 55.

2 Kress and Leeuwen, 2006, 57.

2 Tversky, 2004, 385.

?2 Souriau, 1949, 301.

23 Gombrich, 1964, 304.

24 On the gender specificity of movements in the I&thtury Italian painting see Fermor, 1993.
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motions® Salviati's and Burne-Jones’s compositions ar¢agdy examples of graceful movement,
whereas Muybridge’s snapshot of the Nude is mechgnand Duchamp’dNude Descending the
Staircaseis machine-liké® Even so, the main action in all of these examjdes simple and basic
movement: stepping on a staircase either upwardiowhwards. The last example to be discussed
here is a nonfigurative painting, which problemegizhat very same movement (llona KeseEvent
IV-VII, Figure 19). Here vertical motion is indicatedotigh the shading of colour and a change of
tonality. The same form is repeated, one aboveother, and the gradual change of colour evokes
gradual motion. Narrative, in all of these examples primarily expressed through sequential
movement. Obviously, the aim is to show a simptgiom, and the repeated or similar forms indicate
causal relation. In the story-based examples, niosion helps to add depth and richness to the
narrative.

Using abstract forms as characters in a storpisinique to the visual arts. One can bring to
mind similar examples from literature. For exampiee novelFlatland: A Romance in Many
Dimensionswas written by Edwin A. Abbott (1838-1926) in 1884ere geometrical shapes are the
characters of an imaginary society, meant to refevictorian England. This society is inhabited by
triangles, squares, regular polygons, and infectildles who top the hierarchy. The story trateslife
path of a protagonist who unfortunately ends uph; madhouse: he is a square, who had a unique
experience of three-dimensionality and a sensehef direction upwards, which differs from the
direction pointing to North. However, he is unatdemake himself understood by his fellow residents
of Flatland. The choice of geometrical shapedasdsin for characters enriches the storyline: wag
the novel is a didactic tale about the nature wfattisionality as applied in mathematics.

Kress and van Leeuwen offer a brief but not elgticenvincing explanation of how abstract
narratives are perceived and where meaning-makingeps originates in such cases. Their explanation
is vague. ‘The meanings of the basic geometricapeb, then, are motivated in two ways. First, they
derive from the properties of the shapes or, ratih@m the values given to these properties in ifpec
social and cultural contexts. (...) Second, thesenmega derive from the common qualities we may
detect in such objects in our environment as wbeldircular and rectangular when abstracted to thei
underlying basic shape, and from the values atththehese qualities in different social contexts.’
Some answers to this question — why do we (humargeneral) create narrative meanings in such
situations — have been generated from within nalogy, philosophy and especially narrative

psychology.

% Souriau, 1983, 91.

% More on modernism and time in McClain, 1985. Fbserving Kinetic and Op art and time experiences in
images see Bértola, 1972.

?"Kress and Leeuwen, 2006, 56-57.
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NARRATIVIZATION

Although in different ways, the interpretationsealdy offered of both David Reed’s and El Lissitzky’
paintings, were directed by what Gombrich describedthe principle of the primacy of meaning'.
While viewers are scanning an image they move fb&ing observers to become interpreters. In the
case of these two pictures, viewers even becomeatnes, who constitute events either from the
perceptional experience itself or from the formerse Narrativization is the term used to describie t
process; the term is usually credited to Haydent&hnd later to Monika Fludernik. Jan Alber
defines it precisely: ‘the process of narrativiaatconsists of giving narrative form to a discouise
the purpose of facilitating a better understandifithe represented phenomefia.lt is a process that
makes a story out of a plot. As J. David Vellemamarked: ‘A story does more than recount events; i
recounts events in a way that renders them iniigldigthus conveying not just information but also
understanding. We might therefore be tempted soritee narrative as a genre of explanatinin the
case of abstract narratives, explanation is ‘statiion’. This process includes seeing directiGeging
causally related events in sequences, or persogifygometrical forms.

Hayden White, a famous historian whose activitietuded submitting history to narratological
interpretation, raised the question of narrativoratin relation to certain forms of medieval source
material. This included annales or chronicles =ted of ordered lists of recorded real events avith
the characteristics usually associated with namatisuch as a beginning, a middle, and an endserTh
lists of events also lack a centre, or a hierar&wen so, in the formal sense, a chronicle is eisdign
an ordered succession of units or things, like Btlones’sThe Golden Stairand Muybridge’s
sequential photographs; the succession is eithrenological, forward or backward, or it is spatialp
to bottom or the other way around. White argued the events listed in the ‘annales’ are actually

conceived of as a story, and that such a list

...arises out of a desire to have real eventsaiigble coherence, integrity, fullness, and closure
of an image of life that is and can only be imagind@he notion that sequences of real events
possess the formal attributes of the stories weabelut imaginary events could only have its
origin in wishes, daydreams, reveries. Does thddveally present itself to perception in the
form of well-made stories, with central subjectsyger beginnings, middles, and ends, and a
coherence that permits us to see “the end” in elbeginning? Or does it present itself more in
the forms that the annals and chronicle suggetereas mere sequence without beginning or
end or as sequences of beginnings that only tetenarad never conclud&?

% See White 1980 and 1981. Fludernik uses the tarthe context of literature and reading. she ‘asgihat in
the process of narrativisation readers engage audimg texts as narratives, i. €. as manifesting drum
experientiality. Recipients then actively constrtetts in terms of their alignment with experientakal-life”)
cognitive parameters.’ (Alber, 2005, 387.)

2 Alber, 2005, 386-387.

%'velleman, 2003, 1.

¥ White, 1980, 27.
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No such weight of authority and morality may berfdun the images discussed here. Their narrativity
is not attached to historicity to the same exteniMhite’s chronicles, yet narrativization still ocs.
This tendency to make narratives arises from toetfat humans find it hard not to see narratives i

sequential forms or sequential phenomena.

PERCEPTION AS ACTION

Alva Noé, a philosopher at Berkeley working on dtiga science, has introduced the notion of an
enactive approach to perception. He argues thatctmusness, and, more broadly, perception is not a
passive experience inside us or the work only ef hhain. Rather, these phenomena come out of
human interaction with the environment, with therdd@round us. ‘Perception is not something that
happens to us, or in us. It is something we>8oPerception is a skilful activity, it is an ‘intsically
active’ process involving the whole botfy Noé’s thoughts further support the views alreaoiged by
Souriau, Gombrich, Bal and van Alphen, namely fhattception is an active process. It happens in
time, it involves movement and, as Hayden Whitauady it can be perceived as a kind of narrative.
However, Alva Noé'’s approach to perception is défe from Bal's: she noted the effect of the image
on perception while Noé asks how this process tpkee and how it give us access to the image.

Noé further argues that movements are essentriception. Not only is perception realized
through movement, but it is constituted through ooderstanding of the sensorimotoric effects of
movement. The character of perception is sensetrgrthined. Bal described the process that the eye
and the body undergo while watching a David Reeadtipg. These changes, argues Noé&, produce

sensory changes that effect the perception of ptplor of the visual world.

You aren't given the visual world all at once. Yarein the world, and through skillful visual
probing — what Merleau-Ponty called “palpation witie eyes” — you bring yourself into
contact with it. You discern its structure andisahat sense, represent it. Vision is touch-like.
Like touch, vision isactive You perceive the scene not all at once, in aaflY®u move your
eyes around the scene the way you move your hdmulg ¢ghe bottle. As in touch, the content
of visual experience is not given all at once. Vdagontent by looking around just as we gain
tactile content by moving our hands. You enact ymnceptual content, through the activity of
skillful looking.**

There is one more gap to be filled in the chaiheg rough argument for the existence of formal and
perceptual visual narratives. Why should we carsttie perceptual process described by Noé as a

narrative process? Narrative psychology may bd tesgustify this view.

%2 Noe, 2004, 1. Noe uses perception and consciosigmeschangably: in an interview he says: ‘Conssiess is
not something that happens in us. It is somethiaglo’
http://www.edge.org/3rd_culture/noe08/noe08_indeml {2010 04 05)

% Noe, 2004, 3. Compare his terminology with Sousiau

% Noe, 2004, 73.

88



THE NARRATIVE CONSTRUCTION OF REALITY

Jerome S. Bruner, a cognitive psychologist, clathet humans experience the world and endow
experiences with meaning in two ways. As he hakutnans construct reality in two ways; one is
narrative, the other paradigmatic or logico-sciantiln this dichotomy, a ‘good story’ is set agsti a
‘well-formed argument’, and further, ‘believabilitagainst ‘testability®> The paradigmatic mode is
the language of science and mathematics. It asradl system where empirical truth is tested thhoug
observation, description and explanation, and kegtong hypotheses and verifying them. Whereas the
narrative mode deals with human intentions. Thiglenis more imaginative and intuitive, but also
sequential, action- and detail-oriented. It ‘leddstead to good stories, gripping drama, beliexabl
(though not necessarily “true”) historical accoutitgleals in human or human-like intention andaact
and the vicissitudes and consequences that markcthase. It strives to put its timeless miradle®

the particulars of experience, and to locate theeegnce in time and plac®.’ The relationship of
these two modes is complementary, one is not rbtiutd the other. Although being envisioned as an
adjustment of the linearism of Western forms oftieri narratives, Bruner's points are still very
helpful.

In fact, Jerome Bruner’'s description of the naetmode of thought fits with the views
advanced by Arnheim and Gombrich, and can be tagdny semiotics. On similar lines to Arnheim’s
argument (and partly using Arnheim’s psychologieahmples), Bruner claims that even on a basic
perceptual level humans cannot resist seeing cagisdlons between the elements of these situations
and he claims this view on a visual baSiddowever, to determine the general features ohtreative
mode Bruner turns to great stories by gifted wsiter A ‘story must construct two landscapes
simultaneously. One is the landscape of action,revliiee constituents are the arguments of action:
agent, intention or goal, situation, instrumentething corresponding to a “story grammar.” The=oth
landscape is the landscape of consciousness: s involved in the action know, think, or fedl, o
do not know, think, or feel. The two landscapes essential and distinct®. Within semiotics, the
model proposed for visual narrative situationsritimally employed a linguistic story structurehi§
is comparable and indeed quite similar to what Brualls the ‘landscape of action’: vectors stamd f
the actions between ‘represented participants’ aatatitionally there is a ‘locative’ relation (readd by

elements expressing spatial arrangements), andnatrumental’ relation (realized by gestures of

% Bruner, 1986, 14. The idea is expounded earli@muments convince one of their truth, stories hirt
lifelikeness. The one verifies by eventual appeabitocedures for establishing formal and empirfmalof. The
other establishes not truth but verisimilitude.rBer, 1986, 11). Bruner takes this argument furithduis study,
The Narrative Construction of Realitwhere identifies ten features of narrative tef@suner, 1991.)

% Bruner, 1986, 13.

" Bruner, 1986, 17.

% Bruner, 1986, 14.
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holding, or with objects that are ‘tool$9. Bruner’s ‘landscape of consciousness’ — thathis,place
where one may find the agent’s thoughts, feelings lanowledge — is also to be found in the realm of
the visual. Sixteen Ringbom has studied picta@aiventions for expressing the characters’ intestio
feelings, beliefs, visions and dreams in narrasii@ations. Ringbom focused on late medievaltart,
many of the devices that he identified would suevimto the early modern period, albeit in refined
form.*

As Bruner says, the narrative form of knowledgevpils in human experience: ‘we organize
our experience and our memory of human happenimgslyrin the form of narrative — stories, excuses,
myths, reasons for doing and not doing, and sd'oiThis narrative experience enables us to perceive
sequential and abstract forms as narrative, anthiespwhy the time of contemplation should be
considered as narrative time. Indeed, Hayden Véhitencept of narrativization and Bruner’s narrativ
mode of thoughts both have consequences beyondffamnperceptual narratives. These processes
also occur when we perceive story-based narratigtbpugh in these cases, due to the context
provided by the pre-existing stories, they do mas quite so crucial.

David Herman has also tried to explain how writtstiories are perceived and how the
associative field of a storyworld is created. Hdgnts are equally relevant for both formal andysto

based narratives.

In trying to make sense of a narrative, interpgetgtempt to reconstruct not just what happened
but also the surrounding context or environment edding storyworld existents, their
attributes, and the actions and events in whicly #re involved. Indeed, the grounding of
stories in storyworlds goes a long way towards @&rphlg narratives’ immersiveness, their
ability to 'transport’ interpreters into places anmdes that they must occupy for the purposes of
narrative comprehension. Interpreters do not maeggnstruct a sequence of events and a set
of existents, but imaginatively (emotionally, visalty) inhabit a world in which things matter,
agitate, exalt, repulse, provide grounds for laeglnd grief, and so on — both for narrative
participants and for interpreters of the story. &thwan reconstructed timelines and inventories
of existents, then, storyworlds are mentally andt@nally projected environments in which
interpreters are called upon to live out complesntk of cognitive and imaginative respoffse.

In conclusion, it is important to note that sediadity plays a key role in the concept of both
formal and perceptual narratives. Sequentialityaiformal sense, is mostly represented by gradual
changes. This gradual process evokes the experieihcausal relations, which then reaffirms the
particular phenomenon in question by creating lali@tween the formal elements. This was evident in
Salviati's fresco, and in the work of Duchamp andyliridge as well. Sequentiality in perception
occurs while a painting is being looked at, throtigh process of narrativization. As Herman remarked

cognitive and imaginative responses are intrinsidhie process of interpretation. The existence of

3 Kress and van Leeuwen, 2006, 46. See the sedfisndl structures and linguistic structures’ (pagés78),
which is to my knowledge the best available summary

“° Ringbom, 1980.

“! Bruner, 1991, 4.

2 Herman, 2005, 570.
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formal and perceptual narratives is not self-evidéut these concepts may be justified by recent
scholarship in psychology and cognitive scienceurNgcience may advance this issue further by

considering the biological bases for these prosesse
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Chapter 6 Anachronism and Narrative Ramification

NTRODUCTION

So far, the relationship of time and narration besn a recurrent topic within the present thesisis
relationship has been addressed in many formshaddea ofpunctum temporisas moments in
episodic narration, as the time of perception aodtemplation. It is certainly clear that visual
narratives set up a different experience of tinmenfithat of written narratives. Images are extrgmel
good at fusing different moments (they can workwianeously, proleptically or analeptically) into a
scenario. As already discussed, in some periodsnimgs against such practices were formulated
within art theory and that, in itself, is evidenakewidespread application. It must be concludeat th
images are able to span not only short intervatsalso long periods of time and that they can fuse
different locations as well.

This chapter focuses on a particular aspect ofdlaionship of time and narration in imagery,
an aspect that is related to temporal-spatial fissioOne phenomenon, that of anachronism, will be
studied especial detail. Pictorial anachronismegehaever previously been studied in a narrative
context. As | argue, pictorial anachronisms, asteas they were rendered in late quattrocentyp, Ital
would contribute profoundly to the narrative effaaft paintings. This was a device that enabled
painters, patrons and spectators to make religiaustives seem actual, efficient and present.relise
a difference in narrative perception between thattime’ and the ‘present-day’ viewer, and in both
cases, this depends on the beholder's experientienef As | shall argue here, in fifteenth-century
Italian painting the theological principle of aitig presence justified the use of such anachronisms
Moreover, with anachronisms, biblical stories cootdradically changed. This happened in the chse o
Carlo Crivelli's Ascoli Annunciation which deploys a whole range of visual devicess& up
anachronisms. This is why this altarpiece is tfagting point of the present chapter. In it, Clive
created an atmosphere of presentness with an datéoscenery, and he did this to encourage active
participation in the Biblical event. This ahistai rendering of the story fuses multiplied temparad
diegetic levels. To describe the new narrativésnde play by fusing different temporal layersnew
term, narrative ramification will be introduced anmlen examined in relation to other relevant
examples. Although not fully theorized here, aipafkar conviction lies behind this chapter: to show
that the analysis of a narrative image should ngt mvolve the depicted story but also the staryhe

image itself.
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THE ASCOLI ANNUNCIATION: ITS HISTORY AND FUNCTION

According to St Luke (1, 26-38), the Annunciati@mok place in the town of Nazareth in Galilee.
Gabriel, the angel of God, visited Mary and infodhier about the Incarnation. In a short conveseati
Gabriel explained the miraculous manner of Christgeception and foretold the birth of the child
named Jesus, who, according to prophecy, will btiregeternal kingdom onto Earth. The biblical text
is brief yet substantial. There is no descriptibany specific details of the scene.

Having studied the iconography of the Annunciationfourteenth and fifteenth century
painting, David M. Robb considers its basic strrat@elements to be almost constant: ‘the Virgin is
seated, in the act of reading or interrupted byathgle kneeling before her. They are thus motess
alike if they are judged by the iconographic rué@plicable to earlier art. But the settings affedl.®
Crivelli's Ascoli Annunciationfrom 1486 roughly follows Robb’s scheme: the kireplMary is
depicted in her chamber at a prayer-desk, Gabpigtaaches from the left. The humble gestures of
Mary’s hand and her pose suggest that the coni@ndads already finished and the Virgin is ready to
conceive: from above, the dove of the Holy Spirives, entering the Virgin's chamber through a
small hole in the entablature. What makes Crigennunciationinteresting is the setting, that which
Robb noted to be an open factor. Cirivelli, likenypaf his contemporaries, took advantage of the
indeterminacy of the Biblical passage on this poiifihe stage is the contemporary town of Ascoli
inhabited by local citizens. These are dressdteratest fashion, as are Gabriel and the Virdiiot
only are the citizens of Ascoli eyewitnesses to Almaunciation, the intimacy of the scene is further
disturbed by St Emidius, patron of Ascoli, who re&dmodel of the city.

Thomas Tolley characterizes the citizens, thent@mporary costumes and the presence of St
Emidius in Crivelli's painting as ‘extra-narrativeements® In fact, the citizens and especially St
Emidius are not extradiegetic, as Tolley thinkss lAargue, they are the most important constitutive
elements of the narrative, not of the story of Amunciation, but of the story Crivelli offers ts.u
Indeed, these pictorial elements clearly indichtg the Biblical episode has been fully reintergaet
The key to this new interpretation is the makingible and the actualization of the Annunciatiorg th
free rendering of the temporal layers constitutegtentional anachronism. Anachronism is useeé her
as a narrative device to reframe the religious ecdn the religious paintings of Renaissance Jtasy|
argue, anachronisms were often used visually tofiisze biblical, that is, textual narratives.

As is frequently the case, the story of Crivelppainting and the story that it represents are not
separable. Thus, the place to begin is with & beigew of the historical context and the circuamstes

of the painting’s commissioh.

' Robb, 1936, 480.
2 Tolley, 1996.
% For the basic facts and provenance see Davie4, 39@ Tolley, 1996.
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The Ascoli Annunciatiorwas ordered in 1486 for the church of the Samtiashnnunziata in
Ascoli Piceno to commemorate an important everihenhistory of the city. Ascoli had requested a
kind of self-government from Pope Sixtus IV in 148Ihe letter conveying that this had been granted
reached the town on 25 March 1482, the day of dastfof Annunciation. This day now became a
double feast: of the Annunciation and of Ascolifgsial privilege, the.ibertas Ecclesiastica This,
‘Freedom under the Church’, was a newly construcigggory, a special right that gave Ascoli a
certain freedom, the right to self-determinatiogareling internal civic issues, although the city
remained under the papal throne.

Celebrating the new status of the town, two pag#iwere ordered, both of the Annunciation.
The first was painted in 1484 by a follower of @il Pietro Alemanno; it hangs now in the city
museunt. According to records quoted by Davies, Alemanmminting was originally for the Chapel
of the Town Hall. That the new privilege was irasimgly considered important is indicated by a
second commission, for a more representative conuraive painting. This is the work by Crivelli,
finished in 1486 for the church of Santissima Arziata.

Crivelli's name was recorded in the city of Asctibm 1471, when he probably painted a
polyptych, now lost, for the church of San Gregorihe next commission dates to 1473, an altarpiece
for the Cathedral of San Emidio, still in situ witls original frame. By 1483, Crivelli had settled
Ascoli, and his presence in the town was recorateitl 1488°

Crivelli completed theAscoli Annunciationin 1486. Strange to say, the city actually
surrendered the privilege bfbertas Ecclesiasticin 1502 and perhaps Crivelli played a political role
in this® Ascoli, then the leading town of the Marches, s#sated near the border of the Kingdom of
Naples, which constituted a constant political &weln 1490, pro-Neapolitan forces took powerha t
city, and giving up the privilege may have been ocoesequence of this. Crivelli’s role in this pees
is indicated by the fact that Prince Ferrante gbuza later king of Naples, knighted him in the same
year. Furthermore, Crivelli was referred to as Brnce’s ‘familiaris’, without there being any
evidence that he painted for Prince Ferrante. Sbggests some sort of service done by Crivele H
did not return to Ascoli till 1495, the year of lisath.

To return now to the privilege of thébertas Ecclesiastican Ascoli, from the first anniversary
of its granting an annual procession went out @nRbast of the Annunciation to the church of the SS
Annunziata, where Crivelli's painting would everityde displayed. Since it is an altarpiece devoted

to the patron saint of this church, Crivelli's pgewas most likely placed on an important altaraor

* Tolley, 1996.

® Davies 1961, ft 3., Ghisetti Giavarina 1996.

® Tolley, 1996.

" Davies, 1961, ft 1.

® The idea is from Rushforth (1900), quoted by TylE996.
° Davies, 1961, ft 2., and Tolley 1996.
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some other significant location. Even if only foshort period, before the city surrendered iwrtibin
1502, the altarpiece most likely played an impdrtate in the church’s liturgy’

We do not know how this annual procession wasedgraphed, but it was probably similar to
other late medieval processions and devotionaltipecrelated to the feast of the Annunciation.eOn
such devotional practice is well known, that coneedo Giotto’sAnnunciationfresco commissioned
by Enrico Scrovegni for the Arena chapel in Padédthough the ‘chapel’s dedication ceremony in
1303 was performed on the Feast of the Annunciatioderlining the association with the Annunciate
Virgin’, the cult can be traced ‘well before 1278.'This is how the dramaturgy of thepresentatio

salutationis angelicagvas set up in Padua:

The procession began at the chapel of the Palaadia Ragione, where two boys were dressed
to represent the Virgin and the Angel Gabriel, liteer with wings and a lily. Meanwhile, the
bishop, captain, and clergy of Padua, including ridgious orders, gathered at the cathedral
and processed with crosses to the Palazzo delimfggvhere they were joined by thedesta
judges, knights, doctors, and other notable ciszginPadua. The boys acting as the Virgin and
the Angel Gabriel were then carried in processmthe arena on heavily ornamented chairs.
Preceded by the trumpeters of the commune and ldrgycand followed by thepodesta
stewards of the goldsmiths’ and merchants’ guial the rest of the procession, they arrived at
the prepared place in the arena. Here, the Angel Ntary the angelic salutatidh.

As Jacobus remarks, ‘[i]t is likely, that the @i representatio salutationis angelicae
underwent some changes in consequence of Enriowv&gri’s building a Marian church on the rim of
the arena’? and changes probably occurred in the subsequemtcemturies too. However, these
changes were most likely not radical in terms ofteat or form, importance or grandeur. Thus,
Jacobus’s description offers helpful hints of how Annunciation feast was celebrated, especially
since, both in Ascoli and Padua the processiorble#id civic and religious significance.

Furthermore, Crivelli’'s version of the Annunciatie- both in terms of its general composition
and its inner frame, the stone ledge — clearlygiarends its stage-like nature. It may be thalayed a
role in a so-called Golden Mass, or Missa Auredis Tnvolved a special sermon on the Feast of the
Annunciation given in particular churches; the &&sima Annuziata in Ascoli, for obvious reasons,
may have been such a church. As Jacobus nofsotjghout Europe, the Golden Mass had a special
nature, often expressed through the employmentusical arrangements and dramatic embellishments

that were not strictly part of the Annunciation Maes it would have been celebrated from the service

19‘Recordedca. 1724 in the SS. Annunziata, Ascoli; the altar awbich it had hung was at that time dedicated to
the Immaculate Conception, and the picture had breesferred to the Capella domestica.’ (Davie§11%nd ft
10)

1 Jacobus, 1999, 93.

'2 Jacobus, 1999, 93.

'3 Jacobus, 1999, 93.
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books of a particular church. At major churches Gmden Mass was often elaborated by a small
musical play in which members of the clergy enathedroles of the Angel and the Virgin Mary).’

As shown by Hans Belting, an altarpiece was naeiyie decorative panel. Instead, it was an
institution, a cultic centre, a living object. ‘@faltarpiece represents the church on a numbewvefs.
It symbolizes the mystery of the sacrificial ca@tyd on another level, the church as an institutiiar
administered the mystery. Finally, it represento@l community — a parish, a monastery, or a
foundation — that supported its church. The cuklt shint was always a symbol of a social body,thed
altarpiece was the stage of a saint’s cult. In sleisse the carved altars of the late Gothic peviath,
their extravagant increase in size and decoratian,be seen as a means of competition. They stand
both for ideas of the church in general and fordbeial claims of a local institution. In this temty
the monasteries and foundations took the lead enfdlirteenth century, followed by the towns and
parishes in the fifteentt”

Belting’s general description of this double cormant, both civic and religious, fits both the
Arena Chapel in Padua and also Crivelksnunciation. So it is probable that the altarpiece was not

only a liturgical centrepiece but also an imporement in the constitution of local, Ascoli idignt

EPISODES AND PICTORIAL SIGNS OF PRESENTNESS

The altarpiece was most probably a civic commissiod that is why many features in Crivelli's
picture refer to events in and the environmentasitemporary Ascoli, and, more generally, to thestim
when the painting was made.

First, there is the painted inner frame below #oene bearing the inscriptionBERTAS
EccLESIASTICA and thus referring directly to the grant of 1482uch an inscription is also present in
the earlier painting by Pietro Alemanno. In Crivel work, the inscription is, on the right,
accompanied by the coat of arms of the city of Asdo the middle appears the arms of Innocent, VIl
Sixtus IV’s successor as overlord of Ascoli, whosvita office when the painting was completed, and
on the left are the arms of Prospero CaffarellshBp of Ascoli between 1464 and 1500.

The painting also carries Crivelli's signature ahd date of its completion. The signature
indicates the painter's Venetian origins; it waslear sign for the market used by such paintersnwhe
trying to further their reputations. The inclusiohthe word ‘Veneti’ is related to the fact thativ@lli
left Venice around 1457 and lived most of his tifgside the Veneto in the March@s.

4 Jacobus, 1999, 93.

15 Belting, 1994, 452.

16 «Carlo Crivelli’s signatures are solidly Venetiam terms of their frequency, form, and placemertteyl are
most often “engraved” into fictive architecture. J His insistence in using “Veneti” is to be expektgiven that
most of his works were painted in the Marches dfisrexile from Venice around 1457. The wordinghs
signatures is most similar to those of Bartolomidaarini from the 1450s and early 1460s, althoulgh form is
more vividly illusionistic, stony surfaces depictiedingly, and hence closer to the manner of eltgntegna.’
(Matthew, 1998, 624.)
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Another sign of contemporaneity is the presencet@midius, referring to the local legend that
the privilege was granted through his intercessi@midius or Emygdius was an early Christian martyr
and also bishop of Ascoli; he later became a pasaint of the city, protecting it from plague,
earthquake, and war. ‘The martyrs were fellow hurbaings who, precisely because of their death,
now enjoyed intimacy with God. And through thairmdcy came their power to intercede with god on
behalf of their devotees” In Crivelli's painting, Emidius is acting accongjly, although he is not
actually interceding with God, but with the God-imaxt, the Virgin Mary, through Gabriel. Emidius
holds a model of the town in his hands which makesgplicit that his presence here is as an adeocat
for the city, a depositary of the local communitirigst.

There is another, seemingly minor episode, baghally and thematically related to the main
scene, yet it can also be regarded as a conseqatiiceGabriel's delivery of the divine message t
Mary is referenced in a mise-en-abyme motif abdverhain scene. On the vertical axis, right above
Gabriel's head, at the top of the arch Antonio Beasa can be seen, the notary of As€oln front of
him lies an open book, indicating that he, like fjdras been interrupted by a messenger. Beniligasa
shown receiving the letter in which the Pope infertime city of its new privilege. This episode kas
crucial role in the understanding of the visualareation of the story of the Annunciation, as viié
shown later.

The presence of Franciscan monks is another pttetement referring to the town’s
contemporary history. Although the question ofitmele has been addressed by previous schblars,
because of their importance, | shall dwell on thera little more detail. Franciscan monks stanthat
top of the staircase opposite Mary’s house, ale&l with the hole in the rim where the Holy Ghost
is entering the chamber. Apart from Gabriel anddims, the Franciscans are the closest eye-witsesse
to the scene. There are good historical reasarthdcsignificance given to them pictorially.

First, the SS. Annunziata, for which Crivelli’'daipiece was painted, was a Franciscan church.
Secondly, Sixtus IV, formerly Francesco della Reyarho granted Ascoli thieibertas Ecclesiastica
was a Franciscan friar prior to becoming pope. é&R@nffen has researched those actions and decisions
made during his papacy which relate to his Fraacigdentity. She argues that he had an enduring
loyalty to his Order and that this has bearing lom fresco decorations that he commissioned for the
Sistine Chapel in Rome. Goffen claims, that frédva beginning of his papacy, Sixtus IV promoted
Franciscan ideas and supported the Order of Rvlarer in all sorts of ways. One example of thisswa
the canonization of St Bonaventura in 1482Furthermore, Sixtus had a special interest inctiie of
the Virgin Mary. Goffen summarizes what this paji¢ to enhance and advance admiration for her,

beginning with the Sistine Chapel:

" Marshall, 1994, 493.
18 Lightbown, 2004, 342.
9 Lightbown, 1994.

2 Goffen, 1986, 227.
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(...) its fresco decoration completed by 15 AugléB3, the feast of the Assumption of the
Virgin, on which date the chapel was dedicated. Assumption was the subject of Perugino’s
fresco altarpiece, destroyed some years later conamodate Michelangelolsast Judgement
(1537-41). The feast of the Assumption, indeed Kherian cult in general, has especial
significance for the Franciscans. (...) Sixtus’ démotto the Madonna is (and was) also well
known. The pontiff prayed for hours before her imag..). He dedicated or re-dedicated
churches and chapels to her throughout Rome amivietse. He promoted the cult of the
Madonna, prescribing the feast of the Presentatighe Virgin in the Temple as a feast for the
entire church in 1472, confirming the statutes leé Confraternity of the Rosary in 1475,
instituting the feast of the Visitation in the say®ar, making the Marian shrine at Loreto a
parish in 1482, and in 1484 placing it under papatection. And it was Sixtus who made the
first papal declarations regarding the cult of linenaculate Conceptiofi.

Crivelli's Annunciationis surely part of the Franciscan cult of Mary,rediwith pope Sixtus’s grant-

giving act, and that is why Franciscan friars auded.

The passage from Goffen quoted above shows howusSiR/ promoted the Virgin's
Immaculate Conception. The pope’s contributiorthie cult is further described by Goffen: ‘In 1475,
Sixtus arranged a debate on the Conception, wiimdiscans defending and Dominicans opposing
belief in Mary’s immaculacy. This resulted in thepe’s inviting the friar Leonardo Nogarolli to weit
an office for the feast of Conception, which thentifb approved in the following yeaicCum prae
excelsa dated 28 February 1476, represented the firgtiaffact from the Curia in favor of Mary’'s
privilege.?

In light of the Franciscan cult of the Virgin, les now examine Crivelli’'s Annunciation scene
in detail. Gabiriel is approaching from the outsidde kneels with the lily and his hands raised in
salutation. Mary is inside the house, kneelindgrimt her prie-dieu, her arms crossed over herdbrea
In the spiritual process of the Annunciation Baxahdiescribed five successive phases, or five
‘Laudable Conditions’, as Fra Roberto named thentha quattrocento. These phases roughly
correspond with the narrative stages in the sequehactions associated with the Annunciation. niro
the position and gestures of Mary, Crivelli seembadve represented the Virgin in the fourth mystery
the Humilitatio — Submissiostage. This is when Mary accepts the divine datias she states in the
Biblical narrative: ‘be it unto me according to tiwprd’ (Luke, 1:38F° Then follows the departure of
Gabriel and the actual Incarnation of the Worddekd, Crivelli'sAnnunciationincludes a reference to
Christ’'s conception: the Holy Ghost descends frbengky along a golden ray originating from God in
the heavens, and in this manner reaches the Vdrdindy. Thus, the beholder is able to see the
beginning of the life of Christ, too, the concluglimoment of the Annunciation and ttason d’etreof
the life of the Virgin. This pivotal addition ihé¢ altarpiece may well have its origins in Fraramnsc

thought.

L Goffen, 1986, 228-29.

*2 Goffen, 1986, 230.

% According to Fra Roberto, the five ‘laudable cdimtis’ are: Conturbatio — Disquiet, Cogitatio — Refion,
Interrogatio — Inquiry, Humilitatio — Submission,ektatio — Merit. See Baxandall, 1972, 49-55, asdegially
page 51.
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Finally, and most obviously, the entire mise-earsx provided by Crivelli is contemporary,
Renaissance. The style of Mary’s house, the stegie with the citizens of Ascoli and all the deta
of the urban environment are quattrocento. Ogl@iments within the picture that emphasize present
time, this is the most striking. It is thus theimaonstituent of the diegetic realm that embedis al
Crivelli is specific not only about the domestiteinor where the message is delivered to Mary altsd
about geographical placement in general. The tstreiof the Virgin's house follows contemporary
Italian Renaissance architecture; it is similartite two-storey building in Piero della Francesca'’s
Flagellation (Figure 24¥* The decoration of the house is also typically &ssancé> The rosettes
and the garlands, the gilded capitals of the doprilze flowers, the fruit and acanthus foliage tiput
masks, the frieze with classical motifs on the lelatarre, the cut stones and the use of pietra agedin
strengthen the beholder’s feeling that this paldicdnnunciation takes place in quattrocento Ascoli
As Lightbown observed, ‘[tlhe loggia above the Wirg chamber is another indication of his
transmutation of contemporary realities into thegnificence of the new architecture, for loggias ever
frequent on the houses of fifteenth-century Asc8liMoreover, this environment is inhabited by local

people, all of them, including the main charactdressed according to late fifteenth-century fashio

ANACHRONISM AS A VISUAL PHENOMENON

Evidently, many features in Crivelli's painting eefto the contemporary, to the grant lobertas
Ecclesiasticathe event that provided the reason for commigsgothe altarpiece. However, one still
do not expect the Annunciation to take place imaimocento environment.

The Annunciation happened in the town of Nazaratid certainly not in fifteenth-century
Ascoli. Moreover, St Emidius, as an early Christiashop and martyr, neither fits with the decomati
detailing on the Renaissance architecture nor il Biblical narrative. At the time of the
Annunciation, the Virgin did not wear Renaissaneentents and her house was not decorated with
Anatolian carpets. And certainly, Franciscan moaikisnot witness Gabriel's salutation to Mary. The
visual tale presented in Crivelli's altarpiece cl¢aonflicts with the Biblical version.

Such a temporal admixture, incoherence or incte1siy — the placing of an ancient story into a
modern environment (or vice versa) — is best deedriby the concept of visual anachronism. This
phenomenon involves several compressed temporardagnd combines all into one (often
contemporary) scenario. Anachronism also coversutie of different signs to evoke another temporal

realm, different from the main ‘reality’ of the andrk. Formerly defined as an ‘error in chronology;

2 Lightbown, 2004, Figures 9, 23, 30.
% Lightbown, 2004, 334.
% Lightbown, 2004, 333, ft 5.
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esplecially] a chronological misplacing of people, events, ctsjeor customé’, in the realm of visual
storytelling it is better characterized as an akgminterly device to compress and overlap differe
periods, eras, or styles.

Annette and Jonathan Barnes have studied anashraas a general cultural phenomenon in
literature, bringing in film, theatre, opera, ahe wisual arts. They specified those chronologiaiat-
ups that were regarded as anachronistic, and threagous examples, they crystallized a set of
definitions for such phenomena. Regarding thedllijthe Barneses definition for objects and esent
fits best:

Something is an anachronism or anachronistic ifamng if it implies
(1) the ascription ofF" toa att, where

(2)"F" is not of a sort to hold of anythingtatand

(3)"F" is of a sort to hold of something at a time otihant.*®

This rather abstract definition can be translatedte picture studied here:

a denotes the person of the Virgin Mary

"F" is the event of the Annunciation, Gabriel's defvef the divine message

t designates quattrocento Ascoli

This suggests that th&scoli Annunciationis anachronistic, since the event of the Annuraaf'F" )
happens in Nazareth to the Virgin Ma@) {(n ancient times and in the town of Nazareth €tiather

thant), so it does not pertain the Virgin Mary in fifteh-century Ascoli (at).

Historically and logically, it is not possible féhe Annunciation to happen in Quattrocento
Italy. Even if the precise date of the Annunciati® not known, is must have happened before ttie bi
of Christ, the terminus ante quem for the Annummiat The birth of Christ is thus the origo for our
chronology. Crivelli clearly states in the ins¢igm on the frame that the present time of the tpairis
1486 AD. The letters AD have a special importaneee: the anachronism is wholly deliberate since
Crivelli clearly indicates how many years have skpsince the Annunciation took place.

It is important to note three things here. Fifst,the anachronism to work, a specific date is
needed, and this date needs to be fixed. Wheniekaan anachronistic event, object, or persdn, al
other dates, or events with dates should be compar¢his fixed date. However, if this date is not
implied by the context of the work of art — be ih@avel, a film or a painting — this date may be eher
optional.

Second, what is anachronistic in a picture, andtuthnot, does not necessarily correspond with
the division between diegetic and extradiegetitgpial realms. For example, in Crivelli’s paintirtge
Franciscans and the Virgin belong to the same dedand temporal) world. However, in any

reasonable verbal representation, they would havbetong to different temporal layers. Crivelli

27 Quoted from th&lew Penguin English Dictionararnes and Barnes, 1989, 253.
% Barnes and Barnes, 1989, 258.
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placed the Franciscans in the picture precisegntible them to witness the Annunciation. Thusehes
otherwise different, diegetic realms are fused ome in the visual. Furthermore, there exists lzrot
extradiegetic level in the altarpiece. That isspreed by the inner frame, where the coats of anas
placed. These elements are clearly not part o$tkae where the Annunciation is represented,egs th
are not visible either to the Franciscans, or ®\irgin. So, the inner frame forms another digget
layer. To make the existing painterly realms nmomplex, such elements as the signature and the dat
in the lower zone of the columns (which otherwisdohg to the first diegetic level), are clearly
extradiegetic elements if understood from the viewp of the Virgin or the Franciscans. These
elements belong to the level of the inner framée Tunction of this extradiegetic level, as welltlast
of thetrompe I'oeilelements in the foreground, will be analyzed prtdge

Third, anachronisms in the visual realm are ugugdinerated on more than one level, partly
due to the narrative density of the depicted eveartsl also because of the reciprocity between the
events and their setting. Or, more generally didtecause of the possible ambiguity of the refaren
points. As shown above, from the viewpoint of Yiggin and the Annunciation, both the quattrocento
mise-en-scéne and the presence of St Emidius aeheomistic. From the quattrocento cityscape in
general, or in particular from the viewpoint of tAscoli notary receiving the papal message, it is
anachronistic to be simultaneously witnessing thmukciation and seeing the town’s patron saint
actively intervening in this scene. Naturally, theeme can be said when one takes St Emidius as a
reference point. Consequently, the Barneses’ ftardascribed above can be applied here in at least
three different ways. Anachronism is actuallylggin Crivelli’s painting, theoretically, each tporal
layer is relativized. If other elements do notrsde relate to the main temporal layer, it is themer’s
decision as to which temporal layer should be wtded as embedding all the others. In Crivelli’s
altarpiece, the quattrocento setting is thus thiet@dy device that suggests the primary temparatl
and establishes the principal narrative. Howewbis could have been achieved by purely
compositional means as well.

To summarize, anachronism is a device to achewpaorally complex painterly structures. As
the Barneses noted, ‘chronological inaccuracietddoe used for some artistic purposes. If this psep
is clear, the obvious anachronism can be non-v&cibusome cases they might be virtuous. If thistart
was primarily interested in painting a visuallyhicstructurally complex work, then the presence of
obvious anachronisms might not be viciotis.’

Crivelli’'s Ascoli Annunciatiorgives an almost complete inventory of the methwills which
anachronism can be achieved visually. Before ngptinother relevant examples, it is useful first to
list the most common painterly strategies for sgttvisual anachronisms into play. All of these are

here related to the main event of a narrative pEctu

2 Barnes and Barnes, 1989, 259.
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(1) Architectural styles or elements referring e present (or any other) historical period, wrdoles
not coincide with the actual time of the event

(2) Figures dressed in costumes belonging to @iffiehistorical time(s) than that of the event

(3) Referencing the contemporary or any other timidn heraldic elements (coats of arms, shields,
impres@

(4) Including events that are not simultaneous lith main action, but rather in the distant past or
future

(5) Including eye-witnesses, such as a patronsprdpmr other historical figures not synchronichwit
the main event

(6) Characters (including painters themselves)daegiin the guise of some other (mostly historaral
mythological) figure

ANACHRONISTIC SETTINGS INITALIAN PAINTING

In the painterly tradition of the Italian Renaissanthe mise-en-scene provided by Crivelli is not a
isolated case; it is the norm rather than an ex@ept

David M. Raobb, in his thorough study of the icoraqghy of Early Renaissance Annunciation
panels, also examined the question of the settiHg. lists three types and relates them to certain

geographical areas. The first is:

(...) employed in Italy, where the setting usualiyntains some implication of an exterior, being

either a portico or entirely in the open. The secdn the ecclesiastical interior type, the

evolution of which, and final definitive statememyt the Boucicaut master, we have followed,

and which was employed almost exclusively in Fraghaeng the fifteenth century, exceptions

usually being of the Italian exterior type. Butwé now turn to examples of the Annunciation

such as those in the Mérode altarpiece by the Madte-lémalle/Campin or the Ghent

altarpiece by Jan van Eyck, it is clear that theeste there employed has little if anything in

common with the French and Italian types. In thima,setting is a bourgeois interior, a room in

a Flemish housé”.
From this it is clear that Crivelli is not alone updating the scenery — and thus the context hef t
Biblical event. All Robb’s examples are contempgraand this suggests that such settings were
commonly used for Annunciation scenes in the period

Trecento Italian fresco and panel paintings prewwdme early examples of this custom, both in

terms of general scenery, architectural detailind eostumes. Giotto’annunciationin the Scrovegni
Chapel (1306) has been thoroughly researched;pibge the setting and costumes of contemporary
liturgical drama®* Turning to early quattrocento Italian examplésgiems that, whenever the setting is
clearly defined, it is contemporary. Fra Angelg@arly panel of th&nnunciation(1433-34, Figure
25) stages the scene in an open portico. Thetiariia made quite complex by setting up typolobica
relations, evoked in the sculpted effigy of thepgtvet Isaiah and the Expulsion scene in the backgrou

Such compositional devices can be found in ced#iier Fra Angelico Annunciations too. Fra Filippo

% Robb, 1936, 500.
31 |Laura Jacobus gives a detailed examination ofctrgemporary dresses, hairstyles etc. and theilirusiee
Golden Mass. (Jacobus, 1999.)
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Lippi also produced a number of anachronistic Aroation scenes. The examples from the 1440s
certainly belong to this tradition. They are sthgethin rich architectural settings decorated with
Renaissance ornaments. For example, the one ire Ridme Annunciation with two Kneeling Donors,
~1440, Figure 26) shows two contemporary charagtéressing the scene, the donors Folco Portinari
and Folgonaccio. Further examples are Piero &e#lacesca’s fresco of thenunciation(Arezzo, San
Francesco, ~1455), which reveals his classicaksasir Ghirlandaio’sAnnunciationfresco in the
Tornabuoni Chapel (1486-90, Santa Maria Novellagrdtice), where an unmistakeably Tuscan
landscape can be seen through the double-archedsRance painted window.

Finally, it is worth noting two examples from Veaisince Crivelli is most closely related to
this painterly tradition. Both are specific becadiseir architectural settings are closely reldatethe
architecture of the churches where they were ailbyiplaced. The church of Santa Maria dei Miracol
in Venice used to house an organ shutter with thgest of the Annunciation, now attributed to
Giovanni Bellini (~1500, Figure 27). The Annun@ist scene is set in a corner where the walls are
covered with colourful painted marble slabs: ‘[ahiar sensitivity to the glowing polychromy of the
marbles had been displayed in the original organtteits, now in the Accademia where the
Annunciationscene is set in a marbled interior decorated wilychrome panels like those of the
church itself*> The second Venetian example is definitely by Gimi Bellini, his well-knownSan
Giobbe altarpiece(~1487, Figure 28). Although it depicts a ‘Sadf@nversazione’, not an
Annunciation, it is still the best example of holetreal architecture of the church and the fictive
architecture of the scenery could be made to ioteralate fifteenth-century Venetian tradition.her
architectural setting of the altarpiece consistsaotoffered vault supported by richly decorated
all'antica columns. They serve a very similar role to theeinframe of Crivelli's painting, that of
imitating decorated carved stone work. The pairdechitecture of theSan Giobbe altarpiecés
contemporary to such an extent that it elongatdsfames the real architecture of the church wal.
the same time, it opens up the wall to an imagisagne of the Enthroned Virgin flanked by saint®wh
were especially venerated in the church.

Several similar examples could be adduced, where¢picted characters share the beholder’s
space and time. The late fifteenth-century exampgleen here, which, as in Crivelli's altarpiecegu
Renaissance architecture and ornaments, actually tha summit of a long and consistent tradition.
This tradition would be seriously modified by theubter Reformation, when for the first time the

Church urged painters to be more historically aatguwhen representing religious subjects.

32 Howard, 1989, 691.
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TIME EXPERIENCED IN THE RENAISSANCE

Why so much anachronism? The experience of tingewngnning in the Barneses’ definition of
anachronism reflects today’s habits of viewing. SMof us would see Crivelli's painting as an artkvor
fusing together different periods and places: tloenent when Mary conceived in Nazareth, the early
Christian period of St Emidius, and the 1480s wh&scoli obtained its privilege and later
commissioned the painting.

But how might the original viewers have experightime? For a different area and period,
that of sixteenth century France, Lucien Febvrede®loped the concept of ‘fluid time’. He usewit
describe temporal experiences based on the cycbpealtition of days and nights and of seasons, the
same astronomy-based alternations that we experidrmvever, with a level of precision radically
different from ours® Many did not know their own age precisely becahiséas were associated not
with certain dates but mostly with seasons andcalgural duties. Dates were also problematic since
calendars were not standardized. Clocks were maost of them being in public use. Hours were
indicated by the so-called watchmen who rang theifb¢he tower, and the time was then repeated in
the streets by guards. Hourglasses filled rathitr water than sand were in private use, but iniméh
numbers? Sundials and mechanical clocks were also in f@iuae but were not very common either.
The rare possession of clocks and watches disshgdithe educated from the poor and were used as
symbols of wealth: ‘[s]till regarded asunstkammerstiickn the 18' and 17 centuries, mechanical
table clocks and pocket watches featured prominead| status symbols in painted portraits of the
aristocracy® So, in some cases, the aristocracy may have ledneans of measure time more
precisely but, as certain examples show, precisias seen more as a burden than a freedom.
Amongst the poor and uneducated, as Febvre cors;ltwde find fancifulness, imprecision, inexactness
everywhere?®’

However, absolute precision was not needed faspgng an epoch or for making distinctions
between present and past. Based on relative  éafa-after temporal relations, chronology couildl st
work as a comparative rule even without precisesialhe past, even if regarded as mythologicas, wa
nevertheless the past. As Febvre wrote: ‘[flor ynaren of that time the historical was confused with
the mythical. In the indefinite past that they edllformer times” or “olden times” or “a very lorgne

ago” without more precision, who knows how manil aticepted without much difficulty the presence

% Febvre, 1982, 393-400.

3 The family and the parents remembered that they head come into the world at haymaking time, atttme

of the wheat harvest or grape harvest; there had baow, or else it was the month “when the earshsfat

began to come out... and the stalks were alreadfirgao grow™, quoted by Febvre from John CalviFepvre,

1982, 395-6, see more in pages 393-395.). In cemtFebvre describes the birth certificates ofahstocracy,
full of ‘astonishingly accurate details.” Such dierates stated not only the exact time of birtht the moment of
conception to the minute. (Febvre, 1982, 396.) Tdfigourse, is as mythical as the uncertaintyhefrhasses.

% Prékopa, 2009, 39.

% When writing about this resistance, Febvre refiefSriair John Theleme, see Febvre, 1982, 397.

% Febvre, 1982, 395.
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of mythical personages existing side by side wittythified” (if | may say that) historical personage
in a sort of fluid promiscuity that shocks us bid dot bother any of then™ So France in the
sixteenth century was an era of fluid time, wittsart of fluid promiscuity’. Italy, a century eaet,
most likely did not offer significantly differenémporal experiences.

Differentiating between the past and the presamtrhnave been part of that equipment which
formed the cognitive style ascribed by Baxandathtse fifteenth century beholders who possessed th
skills to understand pictures. This, accordingito, was a ‘rather a small proportiofl’.So, references
to the contemporary, whether they were made iratbhitecture, in decoration, by means of style or a
historical event, most probably were apparent ¢olthe educated. As Febvre says, present and past
were distinctive categories, however, the preserfiaaythical or historical persons in a Renaissance
environment, as we saw in Crivelli’s painting, Istieeds further explanation. | shall return tcs tini

due course.

PAST SEEN AS PASTPRESENT SEEN AS PRESENT

There is a group of artefacts from the end of difith century, from the same Venetian circles that
Crivelli belonged to, which thematize the distinctibetween past and present. In a recent article o
these, Lorenzo Pericolo introduced the conceptarfdissance ‘heterotipia’, by which he means painted
architecture that is a hybrid of modern and antigleanents. He traces this kind of heterogeneous
architecture back to the Middle Ages. One of hie¢ examples is of use here.

Cima da Conegliano’sladonna and Child with Saints Michael and Andr@496-98, Figure
29) contains antique fragments juxtaposed with mevds from contemporary Venetian architecture.
Visually, the fragments of ‘slivers of rosettesrrioes, and modillions’ were understood as ruims| a
‘the viewer cannot avoid feeling both the effechwdjesty and the impression of the building’s ongoi
disintegration®® Other motifs, for example the free-standing pgrgltolumns, allude to the fagade of
the church of San Marco. However, other elemehthearchitecture, such as the carved pilaster, th
porphyry architrave and the wall covered with meylar the pair of marble columns and pilasters with
all‘antica motifs, may well have been familiar to Venetiatizeins. They echoed the recently finished
elevated chancel of Santa Maria dei Miracoli desibiy Pietro Lombardo and Mauro Codussi’'s
monumental arches at the Scuola Grande di San @ioEvangelistd® The architectural setting
designed by Cima de Conegliano for tMadonna and Childs not, however, an exact copy of any
Venetian edifice, but a heterogeneous, hybrid sechire drawing on motifs that resemble famous

Venetian buildings from the past and the presekd. Pericolo remarks, these elements ‘deliberately

3 Febvre, 1982, 399.

%9 Baxandall, 1972, 38-39.
0 pericolo, 2009, 2.

1 pericolo, 2009, 2.
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present the architecture as ambivalent compounddich antiquity and modernity intersect each other
without fusing together*? Despite showing hybrid forms, Cima da Coneglianpainted ornaments
and architectural setting clearly invoke both pastl present. This visual rendering of separate
temporal entities is close to the temporal expessrdescribed by Febvre.

By incorporating typical Renaissance ornaments anadifs taken from the contemporary
vernacular architecture of Ascoli, CrivelliFEnnunciationintentionally refers to the present. In this way
it corresponds to Cima da Conegliantsdonna and ChildHowever, Cima'‘s setting is more of an
architecturalkcapriccio of antique and modern, while Crivelli’s settingais assemblage of truly up-to-
date architectural components.

In the Crivelli, there is further element directBlated to present time, divulging something of
the artist’s understanding of his own period. Tikithe signature:GPVS CAROLI CRIVELLI VENETI in
Latin, accompanied by the date of completion, 148&rabic numerals. Both are carved at the bdise o
the columns in Mary’s chamber in the painting’seffnound. Louisa C. Matthew’s study of signatures
in Venetian Renaissance pictures traces this kirttebaviour to a social circle to which both Crlivel
and Cima da Conegliano belonged. As she says, teneainters signed their pictures ‘more
consistently than their counterparts elsewheretaty’f?, which is perhaps because of their more
conscious relation to the present time, as alreagyed. The evolution of signatures is particylarl
noteworthy after 1440s. Their growing number amel mew Renaissance approach, where signatures
become an inherent part of the illusionistic paintpace, is associated with the workshops of Jacopo
Bellini and Antonio Vivarini. Matthew has disceth@evo types of signature. The first is tertellino,

a painted slip of paper with an inscription usualtiached to an architectural frame or to the botbd
the painting. It was first used by Fra Filippo pip The second type, to which Crivelli’s signature
belongs, is the ‘engraved’ inscriptiéh.This type imitates carved stone, allowing thenfsito include
illusionistic sculpted forms. These kind of pathtenscriptions, imitating stone surfaces, were
especially the hallmark of Andrea Mantegna, whofresquently regarded as Crivelli’s artistic
predecessdr.

Artists’ signatures are forms of representaticat #stablish and preserve reputation; they are
the clear, legible and definite marks of a paintAs Matthew says, ‘[t]he placing of a signatureaon

painting is a conscious act by the painter thatldishes his or her presence. That presence

“2 pericolo, 2009,1.

3 Matthew, 1998, 616.

* As Matthew remarked, Crivelli frequently uses #wgraving-type signature. For example Madonna and
Child of 1482 (Fig. 14 in Matthew) bears the signatweUs CAROLI CRIVELLI VENETI 1482’ (Matthew, 1998,
624.), or the signature of thiehe Madonna of the Swallofzondon, National Gallery) is ‘8RoLVS CRIVELLVS
VENETVSMILES PINXIT".

%> See Matthew, 1998, 616-629, and especially 624rl6CCrivelli’s signatures are solidly Venetianterms of
their frequency, form and placement. They are roftsin “engraved” into fictive architecture (...) Hissistence
in using “Veneti” is to be expected, given that mofhis works were painted in the Marches aftardiile from
Venice around 1457. The wording of his signatugesost similar to those of Bartolommeo Vivarinirfrahe
1450s and early 1460s, although the form is morigllyi illusionistic, stony surfaces depicted lovipgand hence
closer to the manner of early Mantegna.’
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communicates outward to the viewer, but it also momicates information about the painter’s relation
inward, to the painting itself: its form, subjeatd even the process of its creatiin This is fully the
case for Crivelli's signature. Furthermore, agayin referring to his presence and to the presemd,t
his inscriptions on the painting help to unfold tbthe narrative of what the painting presents, thed
story of the painting itself. The narrative rofesach inscriptions will be analyzed later.

It is not just the presence of the signature &edArabic numerals of the date that refer to the
present but also the Roman capitals that Crivellidu This ‘very up-to-date, Renaissance elemeas’ w
introduced in Giovanni Bellini’'sS. Giobbe Altarpiecen the 1470s, replacing the Gothic letters
formerly used! Both the signature and the date, carved intatbkitecture, are part of the lower zone
where Crivelli usesrompe-I'oeil effects, most notably the cucumber and the applés is where one
finds the strongest illusion of presence, and tlisest to the viewer, both in physical and nareat

terms.

FORMER THEORIES EXPLAINING PAINTERLY ANACHRONISMS

The previous section argued that Crivelli intengilyn set theAscoli Annunciatiorin his own present.
Furthermore, | listed some similar examples of guiel anachronism, some geographically and
temporally close to Crivelli's work, some from hegvn artistic circle. Now it is time to explore the
reasons behind this phenomenon. Why were paioging ‘present-time’ to tell or retell their stsie
Why did Renaissance artists intentionally updatdgi&al events?

Febvre describes the phenomenon of anachronismtaenth-century France, arguing that this
occured because ‘men of the past lacked a histaesese’ (or, as one would properly say, they had a
different sense of the past), so they had no disdngt seeing the besiegers of Jericho painted in
modern clothe§ Ronald Lightbown, in a recent monograph on Cliivelted that, despite the fact that
Mary's chamber in Nazareth ‘is rough and humble',fifteenth-century pictorial traditions it had
become a rich and noble mansion. This had happeeeause certain textual sources, especially the
Protoevangelium of Jamesd theliber de nativitate S. Mariabad described it this way. Moreover,
as Lightbown argues, representations like the @irivescoli Annunciatiorare due to ‘characteristic
medieval disregard for observable realities, ortwhere believed to be realitie®'. It seems to me that
disregarding reality or a lack of historical semse much too simple explanations for such a rentirre

phenomenon.

*® Matthew, 1998, 616.

*" Matthew, 1998, 618.

8 1]t was with no discomfort at all that they saheir painters depict the besiegers of Jerichdéngarb of the
men-at-arm of Marignano or clothe the bystandef3atjotha in slashed doublets?’ (Febvre, 1982,)398.

“9 Lightbown, 2004, 333.
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To my knowledge, there are two theories which roffere comprehensive explanations for
painterly anachronisms. Neither is fully appli@abd Crivelli’'s painting, but both have consequence
for the present argument, so both will be revieere.

In his Early Netherlandish PaintingPanofsky discussed the phenomenon of anachranism
narrow sense, as a stylistic pluralism to be foimthe architectural setting of many late medieval
religious paintings, especially in northern Annaticin scene®. In the case for Melchior Broederlam,
Jan van Eyck, and other Flemish painters, the @ighfferent architectural styles was related to the
symbolic role of these images. Such a mixturetgles was used as an iconographic device, which
indicated the typological connection between tlhmidal Old and New Testaments. Panofsky analyzed
the coexistence of different styles in one piclor@alm under the umbrella of ‘disguised symbolism’
He set up a dichotomy between Gothic and non-Gdinichis terms oriental, usually Roman or
Romanesque) architectural style and he endowed thigls symbolic meaning. Romanesque buildings
or architectural elements were meant to recall@e Testament and Judaism (or ‘Synagogue’, the
Jewish, or generally Eastern tradition), while Gotlarchitectural elements stood for the New
Testament and for the Christian faith (for the Ghurand generally for the Western traditioh)This
kind of dichotomy is not evident in Crivell’Annunciation Yet Panofsky gave a relevant description

of a growing consciousness of the historical past:

Northern artists of the fourteenth century had bezanore conscious of differences between
architectural styles than their predecessors hash.bBreviously the Gothic style, having
attained a kind of monopoly from the middle of ttmrteenth century, had been taken for
granted. Now it came to be thought of as somethiative and Christian as opposed to
something foreign and oriental, whether Saracenigewish. And with the gradual emergence
of a naturalism which made a direct appeal to aptexperience this stylistic contrast had
begun, as we have seen, to be exploited as a neNvo$yof the old antithesis between the
Church and the Synagogue. However, when this deordnad reached the proportion of a
basic postulate, when everything presented to yeewas put to the test of verifiability, so to
speak, the vague orientalism of Broederlam’s oBbecicaut Master’s circular towers, cupolas
and bulbous domes no longer satisfied the hungerefdity. And it was by looking around in
their actual environment that the fathers of Flémigteenth-century painting made the
surprising discovery that the required contrash&éoGothic style could be found right at hand in
the accurately observable monuments of the indigemast instead of in dubious records of
distant Asia?

Panofsky does not probe the reasons for this demay of contemporary architectural styles in
painting. However, his key concept, naturalisminfstowards some kind of answer, albeit insuffitie
and rather speculative. If this *hunger for rgélivas an all-embracing concept underpinning Flémis

art, one might easily link this with presentnesg] then presentness with present architecturadstyif

this transitivity is indeed applicable, the need fmturalism led artists to take the contemporary

*0 panofsky mentioned the kind of anachronism witfictvtihis chapter deals, but without any profounaluht:
‘In High Medieval representations, personages efréimote past of the distant future could sharestihge of time
— or, rather, timelessness — with characters opthesent.” (Panofsky, 1953, 140.)

*1 panofsky, 1953, ft 5. Nagel and Wood, 2005, 131-48

2 panofsky, 1953, 134-135.
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architectural style, that of Gothic, for grantedlhus they represented it quite naturally as pathef
setting.

Elaborating the so-called ‘principle of substituti, Nagel and Wood recently came up with a
slightly more satisfying explanation of the broadnRissance phenomenon of anachronism. Their
starting point was a statue of Resurrected Chhisiva in a niche in the background of Carpaccidie
Vision of Saint Augustind502-3, Figure 30). This pictorial detail reférsa bronze statue of the same
theme, now in Milan, but then in S. Maria della i@ Venice. The bronze was made in the early
1490s. However, in Carpaccio’s painting it funoanot as a modern, but as an antique work and, in
itself, the statue was regarded as sticRor Nagel and Wood the statue was a ‘philologycsgnsitive
replica’, whose ‘double historicity’ was anachrdidsand this means that ‘one midkriowthat they
[such objects] were fabricated in the present dh@recent past but at the same time value them an
use themas if they were very old things*. Following Patricia Fortini-Brown’s arguments, N&gnd
Wood also connected the statue of the Resurredigdt@vith spolia a term referring to a later reuse of
an earlier monument.

Their precise explanation for the anachronisticafgbe statue is as follows:

Images and buildings, as a general rule, were stw®t as tokens of types, types associated
with mythical, dimly perceived origins and enforgigeneral structural or categorical continuity
across sequences of tokens. One token or replfeatig€ly substituted another; classes of
artifacts were grasped as chains of substitutadpéicas stretching out across time and space.
Under this conception of the temporal life of atifs, which we call the principle of
substitution modern copies of painted icons were understoodffastive surrogates for lost
originals, and new buildings were understood asistantiations, through typological
association, of prior pictures. (...) the artifaamdtioned by aligning itself with a diachronic
chain of replications. It substituted for the alisantifacts that preceeded it within the chain.

The reasons behind such anachronisms are muchelabsrated than the principle of
substitution. The first reason given by Nagel &vood is rather vague: ‘the idea that form would be
legible to the beholder as the trace of an epochitare, a world — as a “style”, in other word%'The
second reason is no less vague,; it is relatedetoelv social situation of the artists: ‘[a]n artigts now
conceived for the first time as an authoraaistor or founder, a legitimate point of origin for a ping
or sculpture, or even a building. The author, mgeeerally the entire context of fabrication, leaves
traces in the fabric of the work’’

Nagel and Wood’s model explains why certain wavkse regarded as antiqgue when they were
the last in a long sequences of replicas. Suctkavetill bore the characteristics of the very first
element in the chain. However, this idea of ststn does not help with the updated setting, with

retold Biblibal events, or the juxtaposition of toiscal and living figures, as seen in CrivellAscoli

3 Nagel and Wood, 2005, 405.
> Nagel and Wood, 2005, 405, their italics.
> Nagel and Wood, 2005, 405.
*% Nagel and Wood, 2005, 403.
" Nagel and Wood, 2005, 404.
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Annunciation Nevertheless, Nagel and Wood offer a point gfadieire. First, they show that, in the
Venetian circle that Crivelli belonged to, anachsams were certainly deployed and that such devices
might relate to antique works. Second, they openath a useful idea of multiple temporalities: som
objects, such as the statue of the ResurrectedgstGhriCarpaccio’sSt Jeromgdo not reference one
singular temporal layef. This idea has bearing on the Annunciation thawelli set in Ascoli. The
event seems to belong to several historical momamsgeographical areas: to ancient Nazareth and to

fifteenth-century Italy.

THE PRINCIPLE OF ‘PRESENTIA’ AND THE LIVING FAITH

In Ascoli AnnunciationCrivelli used anachronism as a narrative devadeigtoricize the religious story
and to relate it to the present time. As we haensso far, neither Panofsky’s, nor Nagel and Wood’
theories for Renaissance anachronisms can explaeliCs up-to-date environment and the presence
of contemporary Ascoli figures in the same realnthesBiblilcal Annunciation. However, there is a
concept in Christian theology that fits with thelion of multiple temporalities deduced from Nagetia
Wood's arguments. As | will argue here, this i goossible explanation for Crivelli's narrative
strategies. Christianity operates with the idedivohg faith, the principle of ‘presentia’, meaid
promote an intimate but active experience of thiggiomn amongst the faithful. This sense of
presentness does not stress the historicity oBthkcal events but rather encourages the beliet@rs
see such events as related to their personal &thindividual experiences. It is a practice that
enhances the viewer’'s imagination, helping himear to eye-witness the Life of Christ and that & th
Virgin Mary, and furthermore, to visualize himsh#fself as part of the diegetic realm, as a charact

present in these stories.

AUGUSTINE

The idea of presentness and generally the quesfitime has roots in very early Christian thought.
Augustine discussed the question of time inGosifessiongBook XI). According to him, humans can
perceive only the present; the past exists merely memory, and the future only as an expectadion,
desire. As he says, ‘[t]hus it is not properlydsthat there are three times, past, present, andefu
Perhaps it might be said rightly that there aredttimes: a time present of things past; a timegeof
things present; and a time present of things futlier these three do coexist somehow in the $owul,

otherwise | could not see them. The time presétitings past is memory; the time present of things

% “To perceive an artifact in substitional terms wasunderstand it as belonging to more than oneotiisl
moment simultaneously.” (Nagel and Wood, 2005, #07.
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present is direct experience; the time presentiofys future is expectatior’. Augustine holds this in

contrast with God, who bears the absolute, the eylanid whose viewpoint simultaneously covers past,
present and future. For humans, experience iseldrand is related to the present. Thus for wes, th
present is the origo, the sole reference pointotie moment to which all our experiences are rélate

and compared.

For if they are there as future, they are thertnasyet”; if they are there as past, they areg¢her
as “no longer.” Wherever they are and whatever #eythey exist therefore only as present.
Although we tell of past things as true, they arawsh out of the memory - not the things
themselves, which have already passed, but wordstreeted from the images of the
perceptions which were formed in the mind, liketfoints in their passage through the senses.
(...) we generally think ahead about our futuréoast and this premeditation is in time present;
but that the action which we premeditate is nof lpetause it is still future. When we shall have
started the action and have begun to do what we memeditating, then that action will be in
time present, because then it is no longer in finere. Whatever may be the manner of this
secret foreseeing of future things, nothing casd®En except what exists. But what exists now
is not future, but presefit.

The concept of presentness in Augustine’s philogap embedded in a more complex set of
arguments about general time experience, self-ax@asg memory, eternity, creation, etc. What is
important here is that time in the Augustinian geissthat which much later would be understood as
narrative time, primarily by Ricoeur. According ttee Confessionsevents that have happened in the
past can be perceived only in the present, asgudisins have vanished and only memory can revive
them. To reverse this line of thought, the pasind we might legitimately extend Augustine’s
arguments to the narrated Biblical past as weldr loe perceived through memory; memory makes it
present. The human mind is conscious of succesdtaecognizes past as past but experiencesyt onl
as present. This is another reason for using aoaigms in biblical narratives. It is also worthting
that the medieval doctrine of Transubstantiationadly relates to the idea of the living faith. farct,
the presentness of Christ in the Eucharist is &ralemystery of several branches of the Christaithf
and, in the Middle Ages, it was certainly the veoye of the Christian liturgy. During Mass, Chiisst

present, again and again, in the Eucharist.

AELRED OFRIEVAULX

Less philosophical than Augustine, medieval comatens on the Bible offered presentness as part of
devotional practices most probably developed fdirmary believers. This involved the promotion of a
direct way of understanding and experiencing tHai&il past by emphasizing not the historical value
of the stories, but rather their effects on theseng of their readers. The very essence of reifgio

anachronism is that the characters of the Biblataties remain alive, accessible and active for the

%9 Augustine, Book XI, Chapter XX, 26.
%0 Augustine, Book XI, Chapter XVIII, 23-24.
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worshippers, helping them on their way to Redenmptidn this literary tradition, worshippers were
encouraged to approach and join the ever-presalityref the Virgin and Christ.

Aelred of Rievaulx, a twelfth-century Cistercianomk active in Yorkshire, advised a
symbolical entry into the space of the sacred aaidito effective meditation on the past. He prtedo
this approach in his treatigeRule of Life of a Reclusehich he wrote for a sister recluse around 1160-
622! In the sectiorA Threefold Meditationthis is how Aelred guides his reader on a jourinagk to
the past, right into the chamber of the Virginite lthrough the Annunciation with her:

When your mind has been cleansed by the practi¢heotirtues from all the thoughts which

clogged it, cast your eyes back, purified as theyreow, to the past. First enter the room of

blessed Mary and with her read the books which lpgsp the virginal birth and the coming of

Christ. Wait there for the arrival of the angel,teat you may see him as he comes in, hear him

as he utters his greeting, and so, filled with aen@ent and rapt out of yourself, greet your most

sweet Lady together with the angel. Cry with a leoite: “Hail, full of grace, the Lord is with

you, blessed are you among womén.”
As Sandro Sticca remarked, in contrast to Passixis tvhose audience ‘was “ecclesiastical, male and
monastic”, there also existed, very early on, otRassion works that, in the tradition of tbera
animarum were directed to women for their spiritual guiderf®> Aelred of Rievaulx’s Treatises
belong to this latter tradition. The device ofeditness is meant to release emotions. Note aéso th
rarely used second-person narration: the text stmsif alternating passages addressing not only the
reader but also the Virgin. In this spiritual jpay, Aelred’s fictive reader is not entirely passibut
his/her perception is restricted to the visualwamild have been the case for a devotional image.
He/she admires the Virgin, joins her, utters thedsm®f joy, sings and contemplates, but he/shalis o
an eye-witness and never a participant. Therenarelirect interventions into the scenes, and the
devotee is not likely ever to be noticed by thegifirAnnunciate. ‘Be present’ is Aelred’s advicand
help her’, but this help is purely spiritual, jugéte the kiss which the devotee might plant on the
Virgin's feet® Meditation on the past as if it were presentast pf the ‘threefold meditation’, a

practice ‘to enable you to stir up the love of Gogourself, feed it and keep it burnirfg.’

MEDITATIONES VITAE CHRISTI

Another relevant source that emphasizes presentmees engaging with Biblical narrative is the
medieval devotional text, th®leditationes Vitae Christi Possibly written by a Franciscan, it was
extremely popular throughout Europe. It was ‘albadich must always rank among the texts which

have most vitally affected popular religious thoygks it seems to have been one of the most potent

51 Rievaulx, 1971, Introduction, xi.
%2 Rievaulx, 1971, 80.

8 Sticca, 1998, 1111.

% Rievaulx, 1971, 81.

% Rievaulx, 1971, 102.
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influences in bringing about what from today’s diste would appear to have been that humanizing of
the pictorial story of the Passion which took plhetween the beginning of the thirteenth and tlte en
of the fifteenth century?® This humanization of the Bible was achieved prilpeby language and
style.

The text is not about religious dogma; it is andtook with commentaries. It contains
alternating sections of retold stories from thel®ibrdered chronologically, as well as passagesevhe
the author explains and interprets these storfése book supplies many innovative details that oann
be found in the Bible. These additions include aniepisodes, conversations, imagined moments,
details of everyday life, and so forth. This isimhato render accesible the otherwise short, seaed
substantial Biblical passages. The book focusetherhuman side of these stories. It promotes an
immediate, emotional religious experience, anda: Melred’s approach, it invites its readers to Ipeeo
eye-witnesses, to contemplate from an intimatetiposon the Life of Christ and especially of Maby;
describing her emotions, thoughts and feelings.

Furthermore, theMeditationes Vitae Christprovided narrative techniques that may have
strengthened the feeling of presence, and actiMatied experience. The informal language and the
use of second person narration and the imperatoagerrjust like Aelred of Rievaulx, are only some of
those techniques. Another one that refers to ptesss is ‘the frequent change of tense, sometimes
within one sentence, seemed to us at times relatdtie author's purpose of making past events
immediately present to the read®r’Here are just two short passages from the sfattyeolncarnation,
where the author stresses immediacy and presenttedais pause here and remember what | told you
in the beginning, that you must learn all the tkisgid and done as though you were pre§&nAnd:
‘InJow give heed to understand everything that saisl and done, as though you had been preSent.’

Yet another technique for evoking living faith diwing presence is to make the stories refer to
the present. For example, the day of the Incaynas represented as if the event has just happened

the very day that the text is being read:

Today is the festivity of the whole celestial colmtcause this is the beginning of their
restoration. Today is even more the festivity ofrlam nature, for its salvation and redemption
have begun, and the reconciliation of the wholeladvisrtaken up and sanctified. Today the Son
bore anew obedience to the Father in order to tetiac salvation. Today, leaving supreme
heaven, He rejoices like a giant racing (Psalm x&)iand encloses Himself in the garden of the
virginal womb. Today He has become one of us, oothler, and has begun to go on pilgrimage
with us. Today the true light has descended froavée to lift and expel our darkness. Today
the living bread that animates the world has bdgure baked in the oven of the virginal womb.
Today the Word has become flesh that it may livehiwius (John, |, 14). Today the entreaty
and the desires of the patriarchs and prophetbearl and fulfilled. (...) This is the day that

was awaited with great desire. Today is the begmiaind the foundation of all festivities and

the inception of all our welfare. Up to now God hiaglen indignant with the human race

% |vins, 1921, 213.

57 Bonaventure, 1977, Introduction, xxv.
% Bonaventure, 1977, 15.

% Bonaventure, 1977, 16.
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because of the fault of the first parent, but neeeing the Son become a man, He will no longer

be angry. Today is said to be the fullness of tifne.
As lvins argued, th&leditationes Vitae Christbecame one of the most important of the stantioigpts
for the vast changes in Christian iconography whatk place between the beginning of the Middle
Ages and the close of the fifteenth centdfy.One of these starting points was surely the ofea
presentness, to encourage and enliven the imagmatid help in contemplation. Certainly, it is a
concern in religious art across the Middle Agesl aften it is precisely anachronism which is used t
achieve presentness, by depicting Biblical stoaigsf they are part of the beholder’s time. Thus t
contemporary setting and signs in Crivelli's altage, and in many other Annunciation scenes, are
visually analogous to the written accounts on thi@d presence. They are meant to solicit an activ

religious engagement from the beholder, as is sigdey the literary sources discussed here.

ZARDINO DE ORATION

The principle of presentness was still effectivalia Renaissance. Moreover, from a book printed in
Venice in the fifteenth century, we know how thisity, how this process of visualisation, was miea
to work. This is th&ardino de OrationtheGarden of Prayerwritten again for female readers. It was
published in 1454 and gave advice on how to vigaalmemorize and imagine Biblical stories, this
time to aid prayer. It is likely that such actieg took place in front of an image. Certainlye thook
seeks to make of the reader an active beholdehelp her to experience passion, to activate her
imagination and to raise her piety. It advisesdbeotee to find in her local environment apprderia
places to serve as the scene for the lives of MadyChrist, especially of his Passion. She is &so
identify people to act the roles of Christ, Mandanther saints in her mind. Automatically, thisule
update the Biblical stories in the course of médidita

The better to impress the story of the Passionaam gnind, and to memorise each action of it
more easily, it is helpful and necessary to fix gh@ces and people in your mind: a city, for
example, which will be the city of Jerusalem — makfor this purpose a city that is well known
to you. In this city find the principal places irhigh all the episodes of the Passion would have
taken place — for instance, a palace with the supmn where Christ had the Last Supper with
the Disciples, and the house of Anne, and that aibghas, with the place where Jesus was
taken in the night, and the room where He was robgfore Caiaphas and mocked and beaten.
Also the residence of Pilate where he spoke wighJiéaws, and in it the room where Jesus was
bound to the Column. Also the site of the Mountv@a}, where he was put on the Cross; and
other like places... And then too you must shapgimr mind some people, people well-known
to you, to represent for you the people involvethim Passion — the person of Jesus Himself, of
the Virgin, Saint Peter, Saint John the Evangeliatnt Mary Magdalen, Anne, Caiaphas, Pilate,
Judas and the others, every one of whom you v&Hitm in your mind’

®Bonaventure, 1977, 20-21.
™ vins, 1921, 217.
2 Quoted in Baxandall, 1972, 46.

114



The capacity to visualize was regarded as cerdrttié¢ process of perception in Baxandaitainting
and Experience in fifteenth-century ItalyBaxandall distinguishes between two types ofialigation.
The first is the painter’s, who was a professiofedterior visualizer of the holy stories’. Thehet is
that of the beholder, who was the ‘interior vispati, whose ‘mind was not a blank tablet on whicé t
painters’ representations of a story or personccgupress themselves; it was an active institugbn
interior visualization with which every painter had get along” This model stresses active
perception, and gives an idea how visual tales vpereeived in the Renaissance. Furthermore,
Baxandall claimed that fifteenth century paintirage ‘generalized and yet massively concrfétince
they offered up a space for interior vision and ifalividual responses. This explains the use ef th
‘concrete and patterned’, a recognizable but ggaherally Renaissance style to be found not only in

Crivelli’s architectural setting, but in fact in toof the pictorial examples mentioned above.

LORETOQ, THE CULT OF THECASA SACRA

There are several connections to be drawn betwe®rlICs Ascoli Annunciatiorand the cult of the
Casa Sacra in Loreto. These connections concarrintportance of the principle of ‘presentia’,
geographical proximity, the existence of paralle¢rs, the involvement of the same participants in
these events, and also the possibility of artisflaence.

The cult object of the Casa Sacra is the homehef\irgin in Nazareth, where Gabriel
announced her divine maternity and where Chrisirimated. Due to repeated threats to the Holy Land,
and the slow collapse of the Crusader States,eakegfend has it, in agreement with the Virgin, dmge
raised the Holy House. They took it first to Datrman 1291, then to the Marches in 1294, whereeraf
two further relocations, it was finally settledlioreto over the night of 9-f0December 1295. By the
end of fifteenth century the miraculous event & #franslation of the Virgin's House had made the
Loreto shrine one of the most important Marian qmhgige sites in Western Europe. The first pictoria
representations date from the fifteenth centurgséhlasted by by the late eighteenth century. |atest
representation on a large scale was a ceiling dréscTiepolo, theTranslation of the Virgin’s Holy
Housein the S. Maria di Nazareth (or Chiesa degli SxaizVenice. This was executed between 1743
and 1745 but ruined by bombing in 1915. The legead officially confirmed by Julius 1l in a 1507

bull entitledin sublimia’™

¥ Baxandall, 1972, 45.
" Baxandall, 1972, 47-48.
> Barcham, 1979, 430.
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The late fifteenth century was a particularly imtpat period for the cult and for the Loretan
pilgrimate site. Two popes were involved, the savhe granted thé&ibertas Ecclesiasticéo Ascoli:

Sixtus IV and Innocent VIII. William Barcham accus for this moment in the history of the cult:

One of the first chronicles on ti8&anta Casavas published in the 1480’s by Battista Spagnoli,
the Vicar General of the Mantuan Congregation ef@armelite Order; Spagnoli dedicated his
work to Cardinal Girolamo Basso della Rovere, nepb&Pope Sixtus IV and Protector of the
Holy House in Loreto. The friendship between DdRavere and Spagnoli was ultimately
responsible for the Carmelite Order being grantéidcistody of the Holy House in 1489. The
Carmelites thus became the first religious Ordehasoored at the Loretan shrine. Historical
facts alone, however, do not fully account for theyotion of the Order to th8anta Casa
where fact stops, legend begins. One of the maseranof such legends relates that the Order
had had the guardship of tlsanta Casaiot only in Loreto but in Nazareth as well. Indeed
Innocent VIII happily gave the Loretan shrine inte hands of the Carmelites, because the
latter had proved to Innocent’s predecessor, SiRisthat they had had jurisdiction of all
Christian holy sites in Palestifie.
As we remember Sixtus IV was the pope to whom Asgmpblied for the grant. Innocent VIII's coat of
arms can be seen in the inner frame ofAkeoli Annunciatiorsince he was regnant when the painting
was completed in 1486. It is a strange coincidehaethe Carmelites left the Loretan shrine oely t
years later and shortly thereafter Ascoli renountsldbertas Ecclesiastica

Moreover, the town of Ascoli was inspired by tharéto cult and its shrine, just as Crivelli was.
In Ascoli, ‘[e]Jven the simplest houses were oftenbellished with portals and windows of notable
artistic quality. Renaissance architecture was dinowo the city mainly by Lombard sculptors, who
took their inspiration from the decorative motifstloe Ducal Palace in Urbino and the nearby samgtua
of Loreto.”” And as Tolley notes, Crivelli might have beeredily influenced by art at Loreto, as
‘musician angels in th€oronation of the Virgimay owe something to Melozzo da Forli, whose work
of the 1480s at Loreto was accessible to Hfim’.

Historical parallels exist, too, in the naturetloé cult. The Holy House of Loreto recalls the
same principle of presentness that guided Criielliis Annunciation The Virgin’s House venerated
in Loreto was (meant to be) the same house astiNgzareth. It was not similar to the Holy Hourse
Nazareth, nor did it resemble it, nor was it a copy simulacrum. It was considered to be the very
same house where the Annunciation and the Incamdtad happened. The Holy House cult was
revived exactly because the house was presentrigtd.o In the 1730s, this point of view was further
justified by traveller antiquarians. They had t@di Palestine and declared that the Casa Saad fitt
with building materials found at the original siteNazareth, ‘thereby documenting the genuinenéss o

the relic at Loreto”®

8 Barcham, 1979, 434-435.
" Ghisetti Giavarnia, 1996.
B Tolley, 1996.

9 Barcham, 1979, 437.
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In all of these examples, the principle of ‘prd&enis supported by subjective time
experiences, that is, the past is experienced g Ipegesent. One has to acknowledge the truth of
Febvre’s claim that ‘in the great longstanding dimlght between experienced time and measured
time, it was the first that kept the advantajePlowever, the presentness offered by Crivelli atiebrs

was not eternal. They invoked time and realitgxgserienced in the late fifteenth century.

ALBERTI'S WINDOW-METAPHOR

Even if not understood in a religious context, thest influental and enduring metaphor of pictorial
space developed in the the fifteenth century, tfaf\lberti's window, also constitutes a form of
presentness. IBella Pittura, Alberti wrote about painting an image with cehprarspective: ‘[[Jet me
tell you what | do when | am painting. First of,ah the surface on which | am going to paint,avdia
rectangle of whatever size | want, which | regascaa open window through which the subject to be
painted is seef” Based on this, Panofsky already compared viewirigenaissance painting with
viewing reality: ‘[tlhe application of perspectiveie remember, implies that the painting surface is
understood as a “window” through which we look mib a section of space. If taken seriously, this
means no more nor less than that pictorial spaselgect to the rules that govern empirical spte,
there must be no obvious contradiction between wigatio see in a picture and what we might see in
reality’.%?

The relationship between the window, the surfdd® painting, and the perception of reality
can be taken even further. It means more thackadicontradiction between the pictorial space and
our sense of reality. If the image functions agiredow, the scenery of the painting not only cates
with the spectatcle seen through the window, big #lways a view into the present. The view ia th
window frame is the key, a token of the simultaneit the beholder and the things seen. The scenery
of an image painted in strict linear perspectiveoading to the best Renaissance model, is an gualo
of the view seen through the window. The images theflects the present, furthermore, this reflected
present will become the origo, a spatial and teadp@ference point. From temporal simultaneityr¢he
is a direct path to the presentness of the eveptesented in a painting where the space is ctadrol
by the laws of linear perspective. Randolph alyeaated this when he examined the window motif in
Crivelli’'s Annunciationin terms of gender. Randolph drew a partial aasioh which fits neatly into
the present argument: ‘Alberti’'s window was a pidtmetaphor with a concrete goal in mind, but it
has come to suggest far more than simply a stumégegy, for it seems to sum up the mimetic

mentality that marks progressive fifteenth-centligfian painting — a spectatorial presentness at th

8 Febvre, 1982, 397.
8L Alberti, Book 1, 19. quoted by Randolph, 2007, 26.
8 panofsky, 1953, 140-141.
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threshold of performance, which draws together lbth viewer and the viewed into an imagined
synchronicity and “synspatiality 2

Crivell’s painting is a particularly strong in @masizing the Albertian system of linear
perspective. The inner frame, which houses théscobarms, also enhances the sense of looking
through a window. There is more to this: the ieflae of Alberti on Crivelli is not only general. A
direct link between the two may be made throughaavohg by Jacopo Bellini. Davies has observed
that the drawing, oSt John the Baptist Preachirigom the British Museum sketchbook might be a
possible influence on Crivelli’s spatial arrangemeBellini’s drawing actually uses the motif ofeth

Arco de Cavallo, Alberti’s early work in Ferrata.

THE STORY OF CRIVELLI "SANNUNCIATION

Finally, it is time to address the question of whilry it is that is being told in the Ascoli ajpéce.
How is the Annunciation renarrated here and hathigsvisual tale constructed by pictorial means?

Structurally, the story of the Annunciation, adtten in the Gospel of Luke, is a sequence of
verbal exchanges between two characters. Its thame is Christ's Incarnation in the Virgin. Using
the two main models of story grammar (that of Mandind Johnson and of Stein and GléRthere
are seven steps in the scheme of a story: thegmoist is Mary, a descendant of David, Hegtingis
defined as the house in Nazareth. Tiigating eventis Gabriel's appearance and the words of the
salutation. Thanitial responseis Mary’s wonder and her disturbance, tal is to convince the
Virgin to accept her divinely appointed role. Attemptis made by the Virgin to understand the
content of the message: she asks what will happéiaw. Thdirst consequencis her acceptance of
her role in the divine plan, and, finally theactionis Mary’s conception, the Incarnation of Christ.

In the table below | have tried to harmonize Fabé&tto’s five ‘Laudable conditions’, or as
Baxandall described them, ‘a series of five sudeesspiritual and mental conditioff§’ with the seven

steps of story grammar detailed above.

8 Randolph, 2007, 26.
84 See Parronchi, 1962.
8 Kissel and Stein, 2005, 568.
8 Baxandall, 1972, 51.
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SEVEN STEPS FIVE STEPS INTERPRETATION

Narrative theory Fra Roberto, Baxandall

1. Setting Gabriel and Mary in Nazareth

2. Initial event The appearance of Gabriel, séiuta

3. Initial response a. Disquiet The Virgin's disejui

4. Goal Gabriel tries to convince Mary to accept
her role

5. Attempt b. Reflection Attempt to understand:
What would this be?

c. Inquiry How this shall be done?
6. First consequence d. Submission Her acceptdribe oole
7. Reaction e. Merit The Incarnation

Table 2.1 Story grammar of the Annunciation

In fact, the short episode of the Annunciation barregarded as a story within a story. It is pathe
Biblical story of the Salvation, one of a few paularly significant moments in the causal chairdieg
from Genesis to the Last Judgement. Seeing theidmation in a broader Biblical context means that
it fits into the story of mankind rather than tightMary. Then, thesettingwould be the Paradise with
the Fall as amitiative eventtheresponses the Expulsion and the Jews’ long years of sufe Mary

as the Second Eve would come as part ofgthed, when God’'sattemptis to lead mankind closer to
Salvation. The Virgin's role is to bring the stdigrward to itsconsequengenvhen, with the death of
Christ, there comes thieaction the redemption of the Original Sin.

In the Ascoli Annunciation by his inclusion of certain episodes and sevarachronistic
details, Crivelli makes clear that the correspocderbetween the verbal tale and its visual
representation is not obvious. Instead, a newaligle is invented, distinct from the textual adikre.
The story Crivelli depicted is about the delivefyaomessage and what preceded it. However, the
content of the message is not the arrival of théelRmer as told in the Bible, but rather the arrofed
privilege Libertas Ecclesiasticavith crucial importance for the history of Ascolin this renarrated
story, the main role is played not by Gabriel orrfldbut by St Emidius, who interrupts Gabriel to
intercede with Mary.

The character of St Emidius thus turns the wedivian plot of the Annunciation in a completely
different direction. An intervention takes placethe original storyline of the Annunciation. Awwe
character not recorded in any of the previous Visuaritten versions of the event steps into tbene
and affects the course of events in a radical w8y.Emidius stands for an intrusion: the universal
course of Redemption is interrupted and the chi@vents is distracted by local historical and focdi
interest. This intrusion indicates the moment wttenoriginal story arrives at a crossroad. Aaiart
interference or ramification happens here. Befbeeintrusion, the Annunciation followed the Bilalic

storyline with Gabriel and the Virgin, but the appence of Emidius conjoins the Biblical and the
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contemporary. With his presence, the viewer'snéitte is diverted away from the religious content
and is led into Ascoli’s history. Let us call tipeenomenomarrative ramification

In general, narrative ramification can be defirmsda radical step taken by a character in the
story to change the course of events. This intgiee results in the ramification of the storyliradten
there is a change in the ending of the tale, ameadtconclusion.

As a result of ramification, Crivelli’s story ofi¢ Annunciation possesses a double historicity.
This is that characteristic earlier developed oe thasis of Nagel's and Woods ‘principle of
substitution’. The anachronistic details includedhe pictorial realm as signs of presentness reea
this double historicity. Crivelli’'sAnnunciationbelongs not only to biblical Nazareth, but, dudhe
architecture it encloses, the costumes, the cdadsts, the view of the street, and the eye witngss
citizens of the town, it also belongs to Renaissafiscoli. A multiple temporality is achieved by
applying anachronistic features. As we have sedieg such a representation of the Biblical eséast
analogous to the principle of presentness in thggolo

In this actualization, there is one episode witiatries special significance. This is the episode
with Antonio Benincasa at the top of the arch, wehiee receives the papal letter grantingltheertas
Ecclesiastica The main motif of the picture, the deliveringtbé message by Gabriel to the Virgin, is
repeated as a mise-en-abyme motif just above tha p@isode. It is a repeated thematic unit, a
microscene, and it revises the act of deliverimgeiving and accepting the message, but now in a
smaller scale. From the notary’s costume, it &, that he is an important and dignified person in
the history of the town, as is the Virgin in thélibal story. Benincasa has just been interruptethe
young papal messenger, just as the Virgin is inpeed by the salutation of Gabriel.

The term mise-en-abyme is used for a motif in @ati@e which is ‘referring to any part of a
work that resembles the larger work in which iturst®® The term coined by the writer André Gide in
1893, and in its original sense it described tiseiadi effect of a formal repetition, such as thadum
heraldry, where an enclosing major form contairsséime form but on a smaller scale. In paintimg, t
mise-en-abyme motif is primarily identified as roirreflections, for example, in Van Eyck’s Arnoifin
double portrait. This is the canonical exampléhtd phenomenon, a portrait ‘in which a mirror with
the painting reflects the painted scene from anathgle’®

Mise-en-abyme, as a formal motif, also appearewdisre in Crivelli’s altarpiece. A small
model of the city is carried by St Emidius, but thedel is embedded in the larger cityscape forming
the setting of the painting. This is an architezfwersion of the more general phenomenon of the

image within an image. Lightbown describes theseguon the model asse torrj this is a ‘tall,

8 In Lightbown’s description (2004, 342): he is ‘Anio Benincasa, theancelliereof Ascoli, receiving on 25
March 1482 the papal brief gratuitously interprebgdAscoli as granting the cityibertas EcclesiasticaAs its
cancelliere it was he who would have received in the firdtamce all official letters sent to Ascoli for the
attention of the magistrates, and the great opéa Ffas been studying is of the majestic formaeresd for
official records, such asformanzeand civic statues — hence the respect with whiblhs been laid on a carpet.’

% Nelles, 2005, 312-13.

% Nelles, 2005, 312.
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narrow-fronted type, with three storeys, toppedahyable®, of which one appears in the background
of the painting as well.

The first, episodic mise-en-abyme motif is applieg Crivelli as a device of a narrative
expansion. Through ramification it opens a newystte. The ‘accidental’ historical coincidenceath
brought Sixtus IV’s letter to Ascoli on 25 Marchaetly on the feast of the Annunciation, appears
visually as a response in a ‘cause and effect’ execp) where the cause is the intercession of giuefi
of St Emidius. This is strengthened both by conjmosl and thematic means: the consequence is
carefully positioned in the pictorial space, it epps on the vertical axis, just above the causesdhne
with Gabriel and Emidius. The fine linear perspectonstructed by Crivelli is subordinated to this
narrative unit: the vanishing point is placed elacin the same axis. The intercession and its
conseguence, the arrival of the papal messaget ih@ only thing threaded on this vertical linghere
one also finds the golden whirl of clouds and charuindicating the divine presence. Any visually
acute viewer, whether of the present or an ‘interisualizer’ of the fifteenth century, should Haeato
link the two episodes conjoined by the compositigth the third, highest power. Thus we are to
understand a visual suggestion, namely that theecamd its consequence, the intercession of St
Emidius in the lower zone and the symbolic act lofaming the grant in the upper, both have divine
mandate. This corresponds with Moshe’s point @ ghrticular narrative device: ‘[m]ise en abyme is
also a rebellion against scale in the quantitaiemse. It is a small part carrying “as much” sigaifice
as the whole that contains it

The contract between the Virgin and the heavesdym is traditionally established by the use
of a golden ray. The new contract between the Ingiaving in Ascoli, and the superhuman, God the
Father, hidden behind the golden whirl, is evokgdbbth compositional and episodic means. St
Emidius is the key figure here. The Biblical stbrys to be reinterpreted because of his interventio
Furthermore he provides a viewpoint that the aitszef Ascoli could share. In this new visual tdle,
is the focalizer whose viewpoint prevails in theerse and he is also figure who serves as the
compositional pivot between the different tempdagkrs.

The reason why Crivelli's storytelling deservesrenattention is that his characters, and
especially St Emidius, who otherwise exist in dedént temporal realm, are not only present, bey th
also interact. With this interaction Crivelli eslishes a link between different temporal realrfisom
a narratological point of view, this makes for ayvgch and very unusual tale. We have already see
examples where contemporary characters are pressmlly donors. But in most cases they are
passive, like the readers of the medieval devotilitesature discussed earlier.

Crivelli's rich townhouse interior is echoed in lBenico Ghirlandaio’s fresco, thigirth of The
Virgin in the Tornabuoni chapel in Santa Maria Novelld8@-90, Figure 31). Ghirlandaio’s scene is

perhaps the closest relative of Crivelli's altaggienot only because it was painted at the sane bot

% Lightbown, 2004, 339.
1 Moshe, 1987. 430.
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because of its narrative richness. Ghirlandaiotlet scene on a contemporary stage and added
members of the Tornabuoni family as well. The degof the donor, Ludovica Tornabuoni enters the
room with her female companions to visit the newbgtary. Ghirlandaio thus also created an image
of the living faith. Ludovica is doing literally wat Aelred of Rievaulx advised symbolically for the
process of meditation: ‘first enter the room ofdsied Mary® Moreover, there is some interaction
between the figures: the kneeling nurse has eygacowith Ludovica. However, here we do not find
the same narrative interference as that of St EmsidiThe fresco does not suggest whether Ludovica’'s
visit has any consequences.

There is one further set of elements in Crivellil&arpiece that plays a narrative role. This is
the inner frame that houses the coats of arms la@dniscription. As discussed earlier, this frame
creates an extradiegetic realm inside the pictepake. It has a similar function to curtains iodern
drama performances, it emphasizes that the altarjgestaged, that a story is told. Crivelli'sreiture
reveals the person of the narrator and his rotbhenterpreter of the story. The visual tale fsabld
is unambiguously presented by him. Moreover, thte dncluded is the point of reference for the
represented event. But here everything goes badkwieom the present. The most striking temporal
realm is the date of completion of the paintinchef we go back to the inscription on the stonededg
which refers to the grant, then there is the imes®on of St Emidius which caused it, and finalig t
Annunciation, which enabled Emidius to put his sgtun the name of the city.

Painted with great illusionism, as Lightbown sugige the apple and the cucumber in the
foreground certainly carry symbolic meanirftgsThe apple invokes the Fall, referring back torgse
leading up to the Annunciation, and it reveals Yhegin's role as the Second Eve. According to
Lightbown, the cucumber also has typological sigaifce. It is the attribute of Jonah the propiwinp
stayed for three days in another world, just agsthid, his antitype. However, since these olsjéiet
on the semantic borderline of the image, their prymrole is as much to emphasize the transition
between extradiegetic and diegetic pictorial rgalBoth their size, which fits better with the Iresorld
of the viewer rather than with Crivelli’s pictoriakalm, and their trompe-l'oeil character clearly
supports this.

All the episodes and elements studied here — Esiglintercession, the updated environment,
the extradiegetic elements of the painting — sugtes the visual story is a radical reinterpretatof
the Biblical Annunciation. Crivelli's version cdletes the freedom of the city, which is seen as th
fulfilment of the Annunciation, and thus it represe civic ambition. In its time, it was a largedan
expensive altarpiece, accessible to the generdicpult most likely played a role in contemporary
liturgical activity. So, with this altarpiece tlo@tizens of Ascoli could actively experience notyotie
religious narrative, but, with the help of the amamistic details, they were offered a historicized

retold story of the Annunciation. The presentrassssed by Crivelli’s altarpiece must have enhdnce

%2 Rievaulx, 1971, 80.
% Lightbown, 2004, 336.
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their understanding of the effect of the origint@irg on their city, and perhaps on their own peaton

histories as well.

NARRATIVE RAMIFICATIONS

| have already presented some examples where cpatarg figures are depicted in the picture but as
passive eye-witnesses who do not intervene in thi@ mctions, like the citizens in the background of
Crivelli's Annunciation Such figures usually denote some form of paenavhether the donor
him/herself, or a family member. There are aldeva properly contemporary eye-witnesses such as
Ludovica Tornabuoni and Lucrezia Tornabuoni in @Gimidaio’sBirth of the Virgin andBirth of John

the Baptistrespectively.

Even so, interventions, especially radical intatians into the biblical narratives are rare. Art,
as it seems, had to reach the post-religious etaeotwentieth century to be permitted the slightly
impudent lightness in the treatment of religiousrai@ves, evident, for example, in Max Ernst's
deliberately scandalous paintinkhe Blessed Virgin Chastises the Infant Jesus Béfbree Witnesses:
A.B., P.E, and the ArtigtLl926, Figure 32). However, there is a body cdges from the Renaissance,
where one may find interventions with narrative ifasations, where an active character is included
into the picture to change the course of evenigichlly, such narrative ramifications appear iragas
of intercession. Such pictures are usually of llararegional interest; they have their originsan
particular historical situation. Thus they carrégarded to some extent as documentary. The ivarrat
structure of such pictorial stories follows a partar pattern: there is the expected and hoped-for
request from the local community, directed at al@aint to be petitioned to the Almighty. In avfe
cases not only the cause but also the consequeandse seen: the benefits of the act of intercessio
are shown within the same image, as was the cag@rieelli’'s. Citizens are often included as eye-
witnesses. Moreover, the city appears either as @lathe background or as a mise-en-abyme
compositional motif, in the form of a model, by whithe pictorial narrative is positioned in timedan
place.

In Italy, the plague was one such an historicangévwhere intercessions were definitely
needed. It appeared in 1348 and later reappegpedtetlly up until the end of the seventeenth centur
Louise Marshall has researched plague images adypeeof source for studying this epidemic in
Europe. She examined pictures of Saint Seba$@int Roch and the Madonna della Misericordia, all
treated as protectors, to investigate the psycledbegffects of the terrible disease. In whatdai$ |
draw on her research and some of her examplesthbsé are analyzed in terms of their narrative
features.

The Black Death increased demand for heavenlyndete in the form of images, which

‘functioned to secure protection from the plague dwjiciting the intervention of some powerful

123



heavenly protector.” The people who lived during épidemic ‘were taking positive — and in theireye
effective — steps to regain control over their emwinent.”® One such step, taken by individual
worshippers, confraternities and the clergy alikas the ordering of a painting, a ‘Pestbild’ touest
divine protection. Bartolomeo della Gatt&s Roch interceding with Christ on behalf of Areazone
such image, probably from the 1470s (Figure 38)epresents St Roch as the protector of Arezzs. H
intervention results in a miraculous change, angrthe divine decision to punish Arezzo’s sinful
population by the Black Death. Thus the plaguatssicomplishes a narrative ramification in theysto
structure of Arezzao’s history. This rendering bé tintervention is described by Marshall: ‘Christ's
determination to exact punishment from a sinninghéwity is met by Roch’s insistent petition that his
devotees be spared. Divine implacability dissoluesthe face of saintly resistance, and Christ
countermands his own orders, sending a secondapairgels to intercept and break the plague arrows
before they reach the town of ArezZd.'In the story of Arezzo, the character of St Roah thus be
compared to that of Emidius in the history of Ascélowever, while both of them were interceding fo
the sake of their cities, Roch’s intercession wiescted at Christ himself to reverse the city’s faith.

In the case of Emidius, who advocated the Virghoulgh Gabriel, the aim was to achieve a beneficial
political status; had he failed this would have hatier less dramatic effects.

Applying to the merciful Virgin, as in thAscoli Annunciationdenotes a different way of
searching for protection. In plague paintingss titionographic type, known as the ‘Madonna della
Misericordia’, follow a rather uniform compositidnschema. The Almighty or Christ appear in the
upper part of the picture, shooting plague arrawgatd the sinful town, positioned in the loweston
of the image. Between the action of shooting dm& d@ction of diminishing, both spatially and
temporally, there stands the merciful Madonna, rting the arrows. Covering tiny citizens with her
cloak, the huge Madonna della Misericordia is shawgna highly effective narrative agent, who,
seemingly without much effort, powerfully reshaples course and the contents of the originally fatal
story. ‘In a striking reversal of traditional héechies of scale, the tiny figure of the enragedhdy is
dwarfed by the Virgin, whose towering presence dat@s the image. Serenely calm, she neither
petitions nor even acknowledges the divine presehtstead, her gaze is directed outward to the
contemporary beholder as she effortlessly intersg¢nghwart the divine purpose. Plague arrows rain
down uselessly and break upon her outstretchedlendtitth a simple act, terrible anger of the divine
judge is reduced to impotency: God’s chosen victares safe from punishment within the charmed
circle of her protection’®

In these images, the arrows of the plague opémtteliterally and semiotically. Kress and van
Leeuwen describe narrative actions in pictures \aittows, that is, with vectofs. An arrow in a

narrative episode usually points from the beginrifighe action to its end-point. In this way, the

% Marshall, 1994, 488.

% Marshall, 1994, 506.

% Marshall, 1994, 506-518.

9 Kress and Leeuwen, 2006, 46.
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arrows in the plague images drive the sequencetfres from God through the Madonna to the city.
The arrow semiotically describes a sequence obdpsbeginning with one action (God’s wrath), then
the reaction (the Madonna averts the danger), iantlyf the result (avoiding the plague).

The narrative scheme of plague images with therd¢igpf the Madonna — the powerful averter
of the disease who can act on behalf of individuedenmunities or cities — can be found in several
trecento and quattrocento paintings, such as inda da Modena’s panel (1370s, Genoa, Santa Maria
dei Servi)® in two versions by Benedetto BonfigliBlague Madonna della Misericordi&l464,
Perugia, San Francesco al Prato and 1472, Corgianish churchi? and in Pietro Alemanno’s panel
(Plague Madonna della Misericordid 485, Figure 34)°° The latter example is of particular interest
here, since Pietro Alemanno was first commissidwegaint anAnnunciationfor the city of Ascoli, a
few years before Crivelli. In his plague Madonrial 485, the consequences of the devotion of Mary
are strengthened both visually and by words plaed ribbon in the form of an ancient prayer. His
version of the plague story also emphasizes théraginin fate between those protected under the
mantle of the Madonna, and those outside, who dichave faith in her, and thus were abandoned to
the Black Death. The Virgin as the Madonna dell@évicordia again thwarts the divine decision:
‘[wlilfully intervening to overturn justly meritedivine chastisement for the sake of “her” sinnérs,
Virgin effectively functions as an autonomous power

In terms of narrative structure, the ‘gonfalon@inted by an anonymous Marchigan around
1458-60,The Virgin and Saint Bernardino petition Christ bahalf of Fabriano(Figure 35)% is the
closest to Crivell’'sAnnunciation Although much less official in tone, here theems of the
Incarnation and of the salvation of the town amgj@ned into one pictorial narrative, structuredward
an act of intercession. The Virgin Mary and S&8etnardino both pray on behalf of the city in ortter
deflect the plague arrows; the model of Fabrianna® held by the Christ-child. Again, there is a
Franciscan present and the picture was clearly teane used in processions. Thus its commission
may have come out of similar circumstances to tinge@li altarpiece.

Jorg Rusen specified three qualities that chamaetaistorical narratives. Each of them is valid
for Crivelli's Annunciation A historical narrative operates with memorynibbilizes the experience
of past time’; then it ‘serves to establish thentatg of its authors and listeners’; and finallytasishes
continuity between the past, present and futurerder to make the present understandable and the
future imaginablé® In spite of being primarily a religious objecbnemissioned for a local church by
the community of Ascoli, Crivelli's altarpiece beall these characteristics. The greatest achienem

of Crivelli's altarpiece is the shift from religisuo historical narratives. The narrative devicgth

% Marshall, 1994, Fig. 11.

% Marshall, 1994, Fig. 10 and Fig. 14.
19 Marshall, 1994, Fig. 12.

1% Marshall, 1994, 515.

192 Marshall, 1994, 525 and Fig. 17.
1% Riisen, 1987, 89.
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which this shift was achieved were anachronismrangification. This chapter aimed to theoretically

establish these narrative devices and to pointtmit essentially visual character.
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Part Three Practice



Chapter 7 The Relative Frequency and Distributain

Different Narrative Models

INTRODUCTION

This chapter questions some elementary assumptbaiing to visual narratives and imagery usually
taken for granted in the past. As a whole, thisdtlnd final section of the thisis will outlineeth
preparations, the process and the results of mstitat survey in narrative imagery. The surveyswa
carried out on more than eighty single imabes| depictions of the story of Atalanta and Hipgenes
from Ovid’s Metamorphose$ The database includes all pictorial variantstos theme known to the
present author, ranging from 1410 to 1946. Thesgdndea behind the survey was twofold. Already
existing typologies of narrative images are solesed upon episodic narration. As the previous
sections of this thesis have shown, this is sinmalyadequate for expressing the complexity of Visua
narratives. My purpose is thus to improve our @nésinderstanding of such narratives by develoging
multidimensional referential system, including acmuwvider range of those pictorial elements that may
carry a visual story or may contribute to the cargdton of a visual story. Second, the survey dimns
disprove, once and for all, the one-moment syndraime idea derived from Lessing that narrative
images can only function from a single point ofwier represent only the momentary.

To prove a general statement in art history, itdgally sufficient to show that it functions on a
more or less random (or astute) selection of imagesassert that it works universally. One isrofte
left with the suspicion that, with another set mfiges, the exact opposite claim could have advanced
This is not to dispute the importance of anecdotadpecialist knowledge about art, but there coanes
moment when this has to be tested on more firmtgbdished ground. Accordingly, the questions
posed here will now be tested in a more objectiay,weven if this objectivity is unlike that of a
scientific experiment. One scholarly commonplaes it that a field of study is not fully academic
before it can make use of mathematics. Art hiseorgt mathematics actually have a long tradition of
cross-disciplinarity, however, this is constituiedgeometry, restricted mostly to the study of éine
perspective. Statistics do not share with geomigieyadvantage of being essentially visual. Perhap
this is why it has only really been used in limitabes for analyzing images. As will be shownue d

course, in almost all cases its application weeteel to the study of visual narratives.

1 In a few cases, ‘single’ here means a pair oflsiigages.
% Ovid, 1951, 101-117.
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With the statistical survey presented in this ¢bapargue that, in European painting from the
fourteenth to the nineteenth centuries, there agreat diversity and variety of visual narratives.
Improvements in narrative techniques and methodg wet developed in a linear fashion, that is to
say, there is no positive correlation between tand narrative complexity. The increasing number of
pre-existing visual examples of the same story doess automatically lead to stronger or more
developed narrative responses. Put simply, the cowsplex visual narratives are not the newest.ones
Peaks and troughs occur in the chronology of naer@omplexity. This uneven development seems to
be due to theoretical, technical and social factdrkese can only be referred to in a cursory manne
here, but they certainly need further investigation

Statistics are not alien or new to art histbriRoger de Piles pioneered a taxonomy of modes of
visual narration in hiBalance des Peintrgd.708). He operated with four visual categoried, avith
these, he classified paintings and tried to anadjgectively, in order to determine painterly merit
His categories were composition, design, colouasind expression. The survey covered 57 individuals,
including Tintoretto, Rubens, Rembrandt, Leona@atavaggio, and Direr, to name but a few. The
analysis was numerical, painters were given a stoeach category. Based on these scores, their
position were determined in a four-dimensional nhodehe intentions of De Piles were partly driven
by thecolore e disegndebate at the French Academy of Painting and 8aelpwhere his views were
opposed to Le Brun's. De Piles’s general objectires to put aesthetic values and judgements on a
firmer ground, however, his tastes clearly hadmpaict on his classificatiots.Much more recently,
Marilyn Aronberg Lavin has studied the underlyiminpiples of pictorial narrative cycles in medieval
and Renaissance ItalyBased on statistical methods, she distinguishedkee types of disposition for
narrative fresco cycles in Italian churches. Hesearch was made possible by a huge computer
database of narrative fresco cycles, named NARRA#hout which she could not have been able to
find patterns in the dispositions. These two edaspre, however, quite unusual and isolated ateemp

However, their methodology has certainly informeglawn attempt at applying statistics to art history

PREPARATIONS

The first general requirement for a statisticaveyris a comparable set of data from a well-cotdd
database. In the case of the present argumenparable data means that the pictures included toave
share certain characteristics, but at the same ity have to show variety in their rendering & th
narrative theme. One such set of data could haea b group of paintings originating from a certain

period or place, as was the case for Marilyn Arogheavin’'s database. However, given the general

3 See Vaughan (1998) for a review of and a methagjolor recent uses of computers in art history.
* For more on de Piles’s analysis, see Davenporamhedy, 1972, and Ginsburgh and Weyers, 2002.
® For a description of her method and the databaléedcNARRART DATA, see Lavin, 1990, 261-292.
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point of my argument, the datebase should allowtHerinvestigation of time and place factors. The
best approach thus seemed to be to examine pantit the same narrative subject but painted by
different artists and from different periods andaas.

Usually a stratified sample is chosen for staatisurveys, a subset of data of a complete
database. This subset should have all the chasdct® of the original data to be examined in the
survey and should present this in a proportiongl. wdere this possibility had to be rejected asuch
‘complete’, thematic database exists for imageBusT the first step was to built a database, wbah
be regarded in some ways as ‘complete’ and whishtlie purposes of the present argument, that is,
focusing on narratives.

In finding the appropriate set of data | haveelon available thematic collections of images.
The most time-consuming part of the research wasistemble these images and to find basic
information relating to them. Only then were th&ges ready to be examined and categorized one by
one, and the decision taken as to which type aftige they belong to. For this reason, the astsinb
database had to be of a reasonable size. Thés laiterion was of a primary importance when a
suitable narrative theme was being chosen. Thisnéhhad to be relatively rare to generate a
manageable database. Certain examples, such rasCGaairge and the Dragon, or a Passion theme,
obviously had to be rejected because of the vastbru of existing images. On the other hand, as
suggested in the second section of this thesigrhial topics usually belong to a specific contaxtl
they quickly lose theirraison d'etre once outside that context, so history painting was$ an
appropriate type of image either. Finally, | decido use a rather uncommon mythological subjeet, t
story of Atalanta and Hippomenes from OviMgtamorphoses

One may advance several arguments both for andsaglais choice. It seemed helpful to have
a relatively rare topic and to have several anaagiiten narratives of the story, giving a goodibder
a text-image comparison. Still, the source forghaters was most probably Ovid. Moreover, @ims
extremely complex narrative, even when comparedi wiher Ovidian stories. Being a mythological
subject, there is a lot of diversity in its picadrrenditions. However, it was of concern thatstay is
perhaps too complex, which raised the questiontadtiaer visual versions could actually convey this
level of complexity. Because of the relative ramff depictions of the story, the database does not

include any canonical paintings from the Europeadisti tradition, only rather unknown examples.

SOURCES

There are several variations on the story of AtalanAgain, to remain manageable, the database
includes only those depicting or related to thenmg of the race; it does not cover other Atalanta-
related stories, such as the boar-hunt with Meleagalanta wrestling with Peleus, or Cybele’s cbiar
with two lions (although the latter usually refécsour story). It does include images linked with

another version of the running of the race, whemdaMion (or Milanion) competes with Atalanta.

130



Regarding medium, ‘imagery’ was understood in theal sense, to include paintings, drawings, book
illustrations and prints. Depictions serving asatation and low reliefs were included, but not
sculptures or preparatory drawings for sculpture.

To compile the database four sources were usezk tirthem already existing databases.

(1) Warburg Institute, London, Photographic collecion

Category:'Gods and Myths / Atalanta and Hippomenes'’

This photographic collection has not been builthypsystematic research but by chance and by the
repeated checking of few accessible sources. TDhHection includes most well-known examples,
images from art market sales, some engravings fBamisch and images from private and public
collections in and around London. None of theagcas are fully represented, and unfortunately the
archive contains only hints about the sources ef ithages. Even so, a little more than forty
thematically appropriate entries were found, bwalise of duplications and the exclusion of scuéptur

only 34 images were used for the databe. Theynar&ed as W1-W34.

(2) Pigler's Barockthemefi

Category:'Hippomenes besiegt Atalante im Wettlauf’

The list of images in Pigler'Barokthemeris more systematic but still not complete. Paiygi and
some engravings are listed chronologically and gediuby geographical areas (Italy, Germany, France,
the Netherlands). The major disadvantage of titleerwise extremely useful, book is that its sosirce
are not referred in full. Moreover, by now thesarses are rather old, not commonly known, and thus
not easily accessible. Also, even finding thesg sburces did not mean accessing the images
themselves. | could not find the relevant imagetia cases of Andrea Meldolla, Santi di Tito,
Benedetto Caliari, Luca Bertelli, Jacopo Palma, iBlaxertangen, Gerard Hoet, Paul Il van Somer,
Arnold Houbraken, Hendrick van Limborch and LouiabRtius Dubourg, even though they were
registered in the list. Thus numbers P1 to P3Brraf Pigler's list, but with gaps, because certain

images are not available. Frdarokthemenl8 images are in the database.

(3) Reid, Oxford Dictionary of Classical Mytholody
Category:‘Atalanta’

® Pigler, 1974, 133-134.
" Reid, 1993.
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This Dictionary is not restricted to the visualsarfThe images listed here are based on Piglebuist
updated with examples from the last two centuried with English works of art as well. Full
references are given, however, in the problematiges noted above, the Dictionary simply referskba
to Pigler and thus passes on the difficulty. Tinages from the Dictionary are numbered as R1-R32.
This list also has gaps: lost examples (MantegnaalCambiaso), duplicates, and those that could not
be found (a Sienese painting from Northampton, Aadschiavone, Edward Burne-Jones) have empty

references. Altogether 23 images come from Ré&xtsonary.

(4) Ovid lllustrated The online database of the University of VirginiaUS

Category:Ovid lllustrated: The Renaissance Reception oid@v Image and Text’

Ovid’'s Metamorphosesvas one of the most widely published books inyearbdern Europe. This
means that there are hundreds of illustrated edit{and reeditions) from many different countri&m

far, only few editions have been studied in det@iherefore it is virtually impossible to give angplete

list of all the illustrations. This online databafom the University of Virginia offers the fulkes
available list of the illustrated editions. Whdretdatabase was researched, the website was a bit
clumsy and chaotic, teeming with redundant crofsreaces. At that time it had 55 editions online
(although not all illustrated), but this number lygewn and the available editions have been changed
as well. In most of the cases even the most hakiomation was missing, for example the date, the

place and the language of each edition. Images fnis database are marked as O1-023.

(5) Other sources

Other sources cover either articles on the subjrctstudies of the iconography of the story, or
examples found randomly whilst searching the ile(museum websites, different databases or sales
on the art market). The source is indicated byheémage. These eleven images from various sources
are marked as E1-E11.

There are overlaps: images listed in more thandaiabase have multiple references. For example,
Simone Cantarini's painting is listed as W14/P13/RR is the fourteenth in the Warburg list, the
fifteenth from Pigler and the twenty-first in Resdist. Once the database had been assembledpmost
the images were checked and cross-checked in thielviary of the Courtauld Institute in London.
Difficulties would arise if one wished to see othga together all these images. Most of them ate n
available in good quality images, and even thosmiiseum collections remain hidden. Several are
now in private collections or have simply disapgeain the traffic jam that is the art market. As a

consequence, it was difficult to find high qualdy coloured reproductions. For example, the mgjori

8 http://etext.virginia.edu/latin/ovid/about.htifMarch 2007)
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of images found in the Warburg collection are palmed black and white photographs, and the
situation is even worse in the case of books. séame items, this made the work of decipheringhel t
details extremely difficult. Therefore, due tosthinstable factor, the issues and outcomes o$tingey

will be presented in terms of the minimum requiratedor certainty.

THE DATABASE

THE CONTENT OF THE DATABASE

The database was created to accomodate all awitabbes of the story of Atalanta’s race. 83 irsage
were collected from the different databases. FRiaén types of images were found: cassone paintings
from the early Renaissance; Renaissance and Barqugietings; illustrations from Ovid’s
Metamorphose®r from a reworked version of the text; decoratare objects (majolica plate, glass,
carpets, metalwork, tapestry, relief); and a fewdera examples from the nineteenth and twentieth
centuries, mainly paintings and drawings. Thelada contains basic information about these images
and also two narrative indices: tNarrative codeand theNarrative Complexity Numb&NCN), which

will be explained in due course. The images indhtabase are listed on the basis of their naerativ
complexity, from the simplest to the richest. Imagharing the same NCN are listed chronologically.
The database is supported by an Appendix, wheget &iom giving the basic information, | explain

any questionable cases and categories. The datalzhsdes the following categories:

(1) Column A Ordinal number of the image

(2) Column B Name

The author’'s name is normally the name of the pajmirintmaker or illuminator. If it is not known,
and it is a book illustration, the publisher or #n&hor of the book has been entered as an author.
there is no such detail available it is simplyddsts anonymous.

(3) Column C Registration number

The registration number shows where the image wasdi W for Warburg, P for Pigler, R for Reid, O
for Ovid, E for the other sources. A double gpl&iregister number shows overlap.

(4) Column D Date

If the date is not available but the author is knpWwis/her life interval has been included. Ifther
form of data is available, a century is indicatedyffer some sense of time.

(5) Column E Date category

Date categories are radiant, each cover fifty ye&im example, 1450 stands for images made between
1426 and 1475, 1500 stands for images from 147625, 1550 for images between 1526 and 1575,
and so on. When the date is unknown, the mostaptebwvas used, based on the author’s life span.
Usually it is close to the middle date of the authtife.

(6) Column FPlace category

This category indicates the geographical area wtierevork was produced. Sometimes it is rather
vague, to allow for the vagaries of political histo The categories used are: Italy, Germany, Franc
England, US, and the Low Countries, the latter cobeth Dutch and Flemish artworks.

(7) Column G Technique category
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Five different techniques are listed: paintingd @i fresco), drawings, prints (etching, woodcuts,
engravings, but not if part of a book), book ilhasions (those published in a book, whether paioted
printed), and the decorative arts (majolica, glastalwork, tapestry, reliefs, furniture).

(8) Column H Dimensions

These are given when available. The dimensionmamm, height first, then width.

(9) Column | Dimensions category

Four categories are used for different sizes, basdtie surface area of the image. There is atigues
mark when exact dimensions were not availablewsue instead estimated, as in the case of the book
illustrations. The Appendix lists the individudiaices.

S (Small): 0-600 cf(the maximum is roughly an A4 format)

M (Medium): 600-6000 cf(the maximum is roughly 75 x 80 cm)

L (Large): 6000-16000 chithe maximum is roughly 125 x 130 cm)

XL (extra Large): 16000 cfrand above.

(10) Column JPairs of images and images that are part of a cycle

S stands for single, D for double images. Thiegaty shows whether the image is part of a bigger
cycle: CO means an Ovid cycle, CM stands for mytbialal cycles not strictly following Ovid, and CE
for any other cycle.

(11) Column K Narrative code

Will be explained below.

(12) Column L Narrative complexity number (NCN)

Will be explained below.

(13) Column M Number of episodes

The first number in the ordered pair of the NCN

(14) Column NNumber of references

The second number in the ordered pair of the NCN

(15) Column ODirection of the narrative

The direction of the story is usually marked vispdly the direction of the race, or, if it is namcted,

by other successive elements. LR stands fordefight, RL for the opposite; ‘front’ for frontaiiages
(from background to foreground), ‘back’ for the ogijie direction. Subcategories are explained when
the direction is examined in detail.

NARRATIVE INDICATORS AND THE PROCESS OF THE MAPPING

Doing statistics necessarily involves numbers. Hée point of this survey was to create a system of
mapping that turns images into numbers in a wayithaensitive to individual visual responses te th
story. This is crucial because, in the traditionsered here, the process of image-making allows fo
even encourages, creative solutions. Thus, dtieeio individual character, this type of imageryywe
much resists categorization.

To resolve something of this problem, two indicesnarrative indicators have been defined.
These are directly related to the images and meakeir narrativity. The first is thharrative code
and the second is thdarrative complexity numbgiNCN). This process of mapping had to satisfy
certain theoretical criteria: it had to be compl@terking for all the images in the database);atl o
be based on rules related to narrativity; it haccategorize in an unbiased way; and it had to be
coherent. Further, for technical reasons, it wesirdble to end up with one number assigning desing
positive value to each of the images. Both Narative codeand the NCN operate as a function
defined on narrative images: they generate a unigueeral outcome when the input is a narrative

image. This function must be monotonically incregsthat is, it has to preserve the given ordehef
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images when they are listed in the order of inéngasarrative complexity, which simply means that a
more complex image has to be given a larger number.

The process of coding the images into numbersbbas done by means of two steps. First,
each image is assigned a unidiearative code based on the narrative elements present in tterpi
These elements are either episodes of, or refes¢adbe story. Then tharrative codds turned into
an ordered pair of numbers, the NCN, which appasatbe ‘value’ of the image.

The images can then be ordered based on their N@déed, they are listed in this way in the
database. In itself, this order outlines how camipy is treated in this additive system. A simplg
nevertheless questionable definition stands forptexity: a story is more complex when it shows more
elements or more aspects of the Ovidian narraitive,it gives more episodes or more referencdss T
is one of the few quantitative dimensions that loarapplied to narrative imagery. This survey wit
be able to cover the relationship between the alésdepicted, which, as shown in section two of the
present thesis, is often indicative of the richnefsgisual a story. However, here | am concernelg o
with the presence or absence of narrative elemeriisen, to turn this quantitative factor into a
gualitative dimension, further examination of e@molage is necessary. Based on the order givendy th
NCN, a degree of narrativity may be determined. weler, before explaining the episodes and
references examined in this context, it is necgsat to familiarize the reader with the detaisthe

Ovidian story.

CONTEXT

THE STORY AND ITS STRUCTURE INDVID'S METAMORPHOSES

The subject of the narrative is from OvidVketamorphose$ It fits into the sorrowful tales of Book Ten
(X. 519-739). After the stories of Orpheus andyige, Pygmalion, and then Myrrha, that of Atalanta
and Hippomenes is the last about love won and lost.

According to a number of ancient sources, Atalavda a beautiful maiden, a skilled huntress
and an excellent runner. She had received a fdietpgrophecy about her marriage: so she lived in
the wild forests to evade suitors but these negtasls found her. Atalanta challenged each suitor t
run faster than her if they wished to win her hahd;penalty for the loser was death. She beat ik
until Hippomenes arrived, a beautiful youth andeaad¢ndant of the gods. First he was disdainful, bu

suddenly he fell in love with her and agreed toc¢betest. Before the race, Hippomenes invoked the

® Other versions of the story of Atlanta can be fbim Hesiod Catalogue of Womef4), PropertiusHlegies
1.1.9.), Apollodorus Biblioteca 1.8.2-3, 3.9.2.), Pausania®¢gscription of Greece8.35.10), and Hyginus
(Fabulag 70, 99, 185.). None of these are as detaileth@®dne in théMletamorphosesbesides, Ovid’s version
was the best known in the Renaissance and earlgma@ariods. Hence Ovid’s version is used here.
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Goddess of Love for help. Venus listened and daive three golden apples form the garden of
Tamasus in Cyprus. During the race Hippomeneghmuigoddess'’s ruse into practice, throwing the
apples one by one. As one should be aware, aimashich Venus is involved is irretrivably lost:
Atalanta stooped to pick up the apples and consgigust valuable time. Her competitor took
advantage of this, reaching the finishing-linetfaed thus he won the race and Atalanta’s hand.

The story does not end here, since Hippomenes tftogihank Venus or make an offering to
her. In revenge, she raised the sexual desireeotouple. In turn, their lust defiled a sacreacpl
Cybele’s temple. In punishment they were turned lions and, furthermore, Cybele made them pull
her chariot. Besides, the legend of Atalanta ammbémenes is embedded in the story of Venus. She
tells Adonis this tale as a warning not to be pressibly bold and to keep him away from beasts drme
well by nature. Still, Venus’s warning was in vaiwild boar savaged Adonis to death. In her deep
sorrow, Venus changed him into a flower.

In Ovid’s interpretation, in the race of Atalaraad Hippomenes, two unequal competitors
measure their speed and strength. Both wouldttikeach the same aim: Hippomenes'’s victory (and
life). Their positions and their stakes are ddfarbut their goal is shared. Not even with thip loé
Venus can Hippomenes be certain how Atalanta wikt to the golden apples. The race for him is a
struggle for survival, a question of life and deatithen Atalanta decides to pick up the goldenegpl
she not only accepts the trick and her defeatatdwe surrenders to Hippomenes’s love. So shesfight
not against but for a husband, for Hippomenesthik myth the main male character plays the active
role and the female a passive one, yet she possessle knowledge and has the better prospect.
Atalanta’s secret obedience, her tacit, yet actisgeptance of Venus'’s intervention makes this iy sto
of desired defeat.

The Ovidian text is a successive and chronologieguence of events, built up by alternations
of monologues, dialogues and a narrator’'s voideis Yery much concentrated on speeches and acts.
The narrative structure works first and foremostint& the episodes, to account for the acts and the
feelings of the main characters; it does not contiscription of the environment or the landscape.
The story takes place on three levels, has a ddtdolee and two narrators, and from time to time it
changes point of views. The first narrative voittes narrator of the Tenth Book begins with theysto
of Venus and Adonis. This is the external framethe tale of Atalanta and Hippomenes, beginning
with Cupid’s accident which made Venus fall in lowéth a mortal. Adonis then enters the stage.
There follows the dialogue between Venus and Adaniisch forms the next section of the text. Here,
on the second or middle level, Venus takes on ¢leaf the (second) narrator and addresses Adonis,
who poignantly remains silent throughout the whsttery. Finally we reach the internal level, thestmo
embedded yet direct part of the story. Here Oilama the actors, Atalanta and Hippomenes, to speak
to each other with their own words in a form ofldipe. This dialogue is enriched by internal
monologues concerning hesitations, the planningations and consideration of the odds. This is

where the positions of the race (and of the whtaeys are decided. It is here that Hippomenes fall
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love and decides to race. He eggs himself on aksl the help of the Goddess. Also, here the earlie
narrator, Venus, turns into an active characteippbmenes’s next speech is then directed to Atalant
in the form of an introduction. At this point shealizes her emotions and tries to decide whether t
conquer or to be conquered, rather than expresevirerdesires. What follows is the consequence of
Atalanta having confessed her love. After thigrgénhtion the narrative slowly recedes to the intdire

second and then third level.

EPISODES AND REFERENCES IN IMAGES

For describing how the images in the database retide story of Atalanta and Hippomenes, an
empirical set of characteristics were defined agledd against the images. These characteristics ar
elements that depict or enrich the narrative. Tdreyclassified either as episodes or as references

‘Episodes’ constitute an action-based categorper@ are 17 different episodes, listed in two
sets. First, there are those mentioned in Ovidarked with numbers (0-9). Then there are episodes
either not mentioned or not significant in Ovidrgtdout they nevertheless frequently appear in #sag
(A-G). These are only those episodes that relaetty to the story. Other episodes, filling uget
pictorial space are not included, like an old méoughing with an ox in the background of the main
scene.

‘References’ are signs that contribute to the aime meaning. The signs, altogether 25 of
them, are classified into six groups: textual sigppearing in or around the image; pictorial sifprs
identifying the characters or the environment; nefiees for the stage or landscape setting; proper
narrative references that mark special visual pimema; metanarrative signs that point out of thénrea
of the story; and signs of anachronism. Refereacesnarked with small letters. The completedfst

the episodes and references are below:

Episodes mentioned in Ovid’s text

(0) an episode from the framing narrative, theystiirVenus and Adonis (e.g. Adonis hunting, Venus
and Adonis flirting etc.)

(1) Hippomenes receiving the apples from Venus

(2) flirting

(3) the course of the race

(4) winning the race or the end of the race

(5) marriage or apotheosis

(6) on the way to the temple

(7) making love in the temple

(8) as lions

(9) Venus witnessing the story, either the racthemarriage

Other frequently added episodes not significant onot present in Ovid

(A) beheading of the defeated suitors

(B) boys sounding the horn

(C) Venus forcing Atalanta to pick up the apples

(D) Atalanta admiring an apple

(E) the figure of Victory giving the laurel wredity or crowning, Hippomenes
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(F) the statue in Cybele’s temple turning its faweay ashamed
(G) other or unidentified (the lovers on their wiaythe temple secondly, another episode from the
frame narrative)

Text references

(a) an inscription inside the image (identifyinggmns, places etc.)

(b) a short text belonging to the image (title, boly when it has importance etc.)

(c) a text by the image: the whole story or a st version of it

Pictorial signs

(d) attributes, elements identifying the charagtexen if the story itself is not depicted (the lapip
Atalanta’s hand, the temple, the chariot or swdnsemus)

(e) elements identifying the ancient (Greco-) Rowanld (architecture, costumes)

Elements of the stage setting

(f) objects (one or two) included as part of tregstsetting

(g) additional elements (three or more), for examplpillar marking the end of the race, a barrier,
Schoeneus’s throne, Atalanta’s basket etc.

(h) landscape elements (sea, castle, ruins)

() new characters included (putti, boys with hocourtiers, soldiers, other emphasized characters,
animals)

Narrative elements

() flashback, analepsis, retrospection: referénczarlier stages of the story

(k) foreflash, prolepsis, anticipation: referenadtture episodes of the story

() gestures playing a significant role in the a#kre

(m) indirect narrative, the fable is presentedtage

(n) external narrator (i.e. author as narratog,ithage is presented by the painter (signed images)
(o) internal narrator: a character interpreting gt@y inside the realm of the image; or the corntjors
is designed for an imaginary viewer inside the ienag

(p) mediator present (a figure inviting the viewsn the scene with eye contact, pose or gestures)
(q) the viewer in the position of any of the malvaacters (usually it is the position of the judge)

(r) communication transgressing the frame (Hippoesein Venus, or Venus to Atalanta)
Metanarrative signs

(s) text or sign included to point outside (numbegrithe image or an inscription), referring to other
images in the cycle

(t) image in the image (another artwork — a redieédn image — is depicted within a scene)

(u) new framing narrative (moral, alchemical, higtal, allegorical, astrological etc.)

Anachronistic signs

(v) reference to the present historical time usiogtemporary costumes

(w) reference to the present time using contemgaarhitectural elements

(2) heraldic elements included (crown, coat of arshéeld, impresa)

(x) a patron, or any other contemporaries of thetpadepicted as a character

THE PROCESS OF CODING

In the process of coding each image is given twaespfirst theNarrative codeand then, based on this
code, aNarrative complexity numbgNCN).

The Narrative code consists of two types of ingliceimbers (0-9) or letters (A-G or a-x). Itis
simply a list of those episodes (numbers or cajstedrs) or references (small letters) that cafobed
in the image. No index is given for images withyoone figure, without an action (for example, a

portrait of Atalanta). Behind the differentiatidfm@tween the action and non-action categories hes a
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attempt to decide whether the picture depicts only or more moments or actions of the story. Thus
an additive system with 17 x 25 dimensions wascekted to categorize the images.

The Narrative Complexity Number (NCN) is an ordkpair that makes the narrative code
numerical: the first number of the ordered pairvehidhe number of the episodes depicted, and the
second shows the number of references used inmhbge. In this way the images have become
comparable and they have a number (actually anreddeair, so two numbers) that can be used for
statistics.

The list of the images in the database is arrahgeidcreasing numbers of episodes, and then
by the order of the references. Images havingdmee NCN are arranged by their date. Among the 83
images in the database, when examined accorditigetsystem described above, there are only two
alike. The other 81 have different narrative cod€kis shows the great variety of painterly resasn
to the original story.

On the basis of two examples, let me demonstrae the system of coding works. Frederic
Lord Leighton’s paintingAtalanta (No 2 in the database) is a portrait, painted radoi893, now
possibly in a private collection. Against a purpbckground, a young lady is depicted in profighe
wears a blue mantle over a white blouse that leageshoulder bare. On her right upper arm, ske ha
a piece of jewellery, a golden ring with an ornatakend, possibly Greek in style. This is the only
element suggesting that a model was used for repiieg an ancient subject. As the painting lacks
attributes and narrative actions, the title hapexial importance: it clearly identifies the chaeaand
the subject. Although it is not a narrative imaggh Atalantaas a title, it clearly demonstrates its
connection to the ancient story. The narrativeecofithe painting is _be, since there is no episode
shown from the fable (so there is no number ortah[g@tter in the code). Yet there are two refesmn
the title (b) and the jewellery associated withicunity (e). With more information about the modek
would be able to add 'x’ to the code, as possiblyebody amongst the painter’'s contemporaries sat as
a model. Having the code (_be), the next step tsirn it into a number. Since there are no em@sod
there, the first number of the ordered pair is zefbie second one is two, as there are two refesgnc
‘b’ and ‘e’. So the NCN is (0, 2).

A historiated letter A, from a fifteenth centujuminatedOvid Moralisatus(No 9) has been
assigned the code 3cdkuv. First, it depicts thesmof the race (3) and this is the only episodmf
Ovid’'s account. Then, by the image, the writteorystappears, since it is an illustraton in an Ovid
edition (c); there are apples in Atalanta’s handidentifying her (d); there is another apple in
Hippomenes'’s hand referring to the future momergnwhe is going to throw it (foreflash, k); the stor
has a moralizing interpretation (u stands for tlesvrframing); and, finally, the characters are in
Renaissance costumes, an anachronism that is asgcengthen the moral message to contemporary
viewers. Listing all the elements related to tha@ysand thus generating the code (3cdkuv), thig ma

then be turned into numbers. One episode (th gages the first number of the ordered pair (b t
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number of the references, altogether five of thgives the second element (5). (1, 5) is thus tG&IN

of the image.

RESULTS

In this part of the results of the survey are pnesé: The direction of the visual narrative isltiesth
first, then the episodes and the references algsmohseparately. Afterwards episodes and refesenc

are tested against each other and against dagpdate

THE DIRECTION OF THE NARRATIVE

The direction of the narrative in monoscenic imagas be determined by movements or by action-
based episodes. Of the episodes 0-9 and A-Huhaup in the story of Atalanta and Hippomenes, two
may indicate clearly the direction of the narratiVee Rac&3 or 4) orThe Way to the Temp(6). As

the latter only occurs very rarely and never fothes subject of an image on its own, in most of the
cases the direction of the two runners settleslitextion of the narrative. Apart from the directiof

the contest, in images with more episodes the dhogy of these may also determine the directidn. |
the arrangement of the episodes is occasionalhéreat or random (as in the case of Michael Maier’s
engraving), the direction of the race is taken iatzount. When the direction is determined, but
contradictory, no direction has been counted. &lesmples are sufficiently complex that each shoul
be examined individually.

Of the 83 images in the database, eight have rectiin: these are the two portraits by
Galestruzzi and Lord Leighton (No 1 and 2). Foorndt show movement at all: Virgil Solis’s print
(No 18), van Neck (No 22), Benjamin West (No 473 dine marriage scene by Louis Boullogne (No
75). In the case of No 64 (follower of Titian)etdirection of the episodes cannot be determimnes, |
as is the case for one double image (No 78) endrayaMycillus, where the race scene is left-ridghitt
the lions are stepping out of the temple right-lefhe racecourse in three cases is perpendicutaet
picture plane, therefore the runners approachitheer directly. The direction in these cases isked
as ‘Front’.

The table below (Table 3.1) gives the distributidrihe four categories of direction existing in
the database: frontal, left-right (LR), right-l€RL), and those without direction. In the firstlwmn
there is the number of images for each type (albmye83), the second column gives the result in

percentages compared to the total number of imagbe database.
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Direction Total In % of 83 In % of 75

No direction 8 9.64% 0%
Left to right (LR) 40 48.19% 53.33%
Right to left (RL) 32 38.56% 42.67%
Frontal 3 3.61% 4%

=83 =100% =100%

Table 3.1. Direction of the narrative

The results show that most narratives (40 of 83)hin database follow the left-right direction, the
direction of the reading in Western Cultures. Huos reason it is surprising that it is not a dieeis
majority, as the LR images amount to less thandfdtfie total. Altogether 32 of the 83 images dg R
and 3 of the 83 are Frontal. The ratio of the il &L images is 5:4. Simply expressed, of nine
narrative images with either LR or RL direction tivis database, five go left to right, and fourrgnt

to left. The results are more marked when focusinly on those images that have a clear narrative
direction. The third column shows the percentagfjdbe RL, LR and Frontal images compared to the
total number of images with a clear direction iis thatabase, that is 40+32+3=75 images. Her#/ea li
more than half of the images show LR (53.33%),ptecentage of the RL is 42.67% and 4% is for the
Frontal-type. We can go even further by reduchegdategories: unifying RL and Frontal types urader
‘non-LR’ category against LR, the ratio of the LRdanon-LR images is 40:35 (35 comprises 32 RL+3
Front).

Refining the LR and RL types further, two suppletaey categories were introduced for
diagonal directions. ‘LR front'’ means that Atalanand Hippomenes are running from the left
background to the right foreground, ‘RL back’ me#ms opposite diagonal path. Of the total number
of 32 RL images, four are in the ‘back’ subcateganyd two are in the ‘front’ type. From the 40 LR
images, there are two examples of the ‘LR front déime ‘LR back’ types. In practice, the diagonal
form can be a clearly indicated straight path ® llackground, as in the painting by Poynter (Nq 28)
or a curved ‘RL front’ path following the circulform of the field, as in the case of Giulio Romano’
fresco (No 59).

A particular kind of direction has been identifiedthe database under LR types of images, the
so-called circular type. Three multiscenic imagss this arrangement, Bonsignori (No 83), Wickram
(No 77), and de Bindonibus (No 72). Here the eggscare either arranged clockwise or anti-clockwise
around an imaginary centre in the picture plane thedlast episode joins up with the first one. The

narrative is read in clockwise direction.
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Often, as is indicated in the Appendix when appet@, the engravings or drawings illustrating
Ovid’'s Metamorphosesvere re-engraved or otherwise reworked. In soaseg, this means a new,
reversed version in the negative; this naturallysea a change of direction. Antonio Tempesta's
engraving (No 19) was enriched by Jean Mathieu §iilp with the two lions in front of the round
temple. The two main figures and thus the directbthe race was reversed. Virgil Solis re-engdav
the Salomon-Simeoni (No 80) LR composition in reeerand Bonsignori’'s LR circular composition
comes in a later RL circular version. In case @i types, the reversal into a negative image doges
cause a change of direction. The composition gafdéde Jode’s 1579 emblem (No 24) was modified
by Joos van den Vondel in 1622 (included here aglya variation), yet the main characters are still
running to the front.

The principal conclusion to be drawn from thighat the Western direction of reading has no
exclusive or conclusive impact on the directiorvisiial narratives. The direction of the narratbam
be placed under three main categories (FrontalaftLLR), and among the RL and LR types and three
more subcategories have been introduced (diagondl circular arrangements). The observed
examples support the relevance of these typesebig@svshowing the plentiful possibilities with whi
visual narration can work. Second, the above categ are not rigid: the alterations in the directof
the reworked images show their flexibility. Thghi and the left side have a special function and
meaning in visuality, especially in sacred imadesyever, in certain cases the lifetime of the image
can be prolonged by modifying its direction. Thiab the statistical results prove, even if the LR
images outnumber the RL images, the priority ofltReimages is not significant. The ratio of the RL
and the LR are four to five, and the ratio of tHe &nd non-LR images is closer to half and halfe Th
influence of reading on the direction of visual mtives is undeniable, but as the pattern in this

database shows, this influence is not strong entiughrve as the basis for a general rule.

THE DISTRIBUTION OF THE EPISODES

The images contained altogether 17 episodes. Aofetivem occurred in Ovid’s original but some of
them are invented, added, or enhanced and usedpmiginters and engravers. The next table (Table
3.2.) shows the distribution of episodes basechemarrative code: the first column lists the nurebe
of images using zero, one, two etc. episodes. €lfvere no images with seven or eight episodes. The
second column shows the same number in percentdgas total 83 elements in the database. The
highest number in the first column is 37 (with 894 pertaining to images that show only one episode
of the story. The second highest is the numbexi##226.51%, images showing two episodes, etis It
surprising that images with one episode compridg 446.58%, less than half of the total images i th
database leaving exactly 53.01% of the total fan-mmnoscenic pictures. Further, what may seem
unusual, images showing three or more episodestitge more than one fourth of the total (22 or

26.5%). Extremes at both ends, images with nadpss or those with more than five, making up 2.4%
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each of the total. What is clear here is thahalgh using one episode is the most common form of
imagery when depicting the story of Atalanta anggéimenes, monoscenic images are in the minority.
Therefore, the widely accepted notion of a masshohoscenic images with only a few pluriscenic
exceptions (seen sometimes as a deviation) isuposted by this database.

For the average number of episodes, the third naateolumn, ‘Episodes total’ will be used
in Table 3.2. This column gives the full numberepisodes used by each type. For example, 22
images depict two episodes each, so with multipboathey contribute 44 episodes to the total sum,
etc. Adding up the numbers in the third column3P#44+30+20+25+6+9=171) and dividing by 83
(the number of images in the database), the avéragames 2.06, giving more than two episodes as the
average value for an image representing the stoAfadanta and Hippomenes. In the last column, the
highest rate is for the two-episode type, theirasli®25.73%. These two facts clearly demonstratve

this database undermines the single-moment theory.

Episodes Total In % of 83 Episodes total Episodes in %
Zero episode 2 2.41% 0 0%
One episode 37 44.58% 37 21.64%
Two episodes 22 26.51% 44 25.73%
Three episodes 10 12.06% 30 17.54%
Four episodes 5 6.02% 20 11.7%
Five episodes 5 6.02% 25 14.62%
Six episodes 1 1.2% 6 3.51%
Nine episodes 1 1.2% 9 5.26%
=83 =100% =171 =100%

Table 3.2. Distribution of the episodes among tifferént types of images

The next issue is the distribution of the differeqpisodes. First, there is a table summing up the
different episodes used by the different typesrage. In the rows of Table 3.3, the different egées

are listed, beginning from Episode 0 to Episodeéh®@,columns show the different types of image, ‘1’
means the images with one episode, etc. At tlersection of a row Episode X and column ‘y’, the
number in the box shows the occurrence of thatdpisamong 'y’ type of images. For example, the
number 5 in the intersection of Episode E and calti® means that episode E/iftory is crowning
Hippomeneg occurs five times among the images with two apgéso The total number of episodes
deployed in each type of image can be seen initieeldbelled ‘Total’. Further, the column named
‘Total' gives the number of occurrences of eaclsege in the complete database. The last column
gives these numbers in percentages, compared totdlenumber of episodes used by all images in the
database, that is 171. In this column one seesitis¢ common episodes and pictorial variationssacro

all the images.

143



Episode type | ‘1’ 2’ ‘3 4 5 6’ ‘D’ otal % of 171
Episode 0 0 3 3 1 1 0 0 8 4.68
Episode 1 1 6 2 2 5 1 1 18 10.53
Episode 2 0 0 0 2 0 0 1 3 1.75
Episode 3 26 13 5 4 4 1 1 54 31.58
Episode 4 9 8 2 0 1 0 0 20 11.71
Episode 5 0 1 0 3 0 0 1 5 2.92
Episode 6 0 0 2 2 0 0 1 5 2.92
Episode 7 0 0 2 0 4 1 0 7 4.09
Episode 8 0 1 4 2 5 1 1 14 8.19
Episode 9 0 0 2 1 0 0 0 3 1.75
Episode A 0 0 1 0 0 0 0 1 0.58
Episode B 0 2 1 1 1 1 1 7 4.09
Episode C 0 3 1 0 0 0 1 5 2.92
Episode D 1 0 1 0 0 0 0 2 1.18
Episode E 0 5 0 1 0 0 0 6 3.51
Episode F 0 0 2 0 3 1 0 6 3.51
Episode G 0 2 2 1 1 0 1 7 4.09
Total 37 44 30 20 25 6 9 171 100%
Types Nr 4 10 14 11 9 6 9

Table 3.3. Detailed distribution of the episodes

As one would expect, some of the episodes are commiian others. It is generally known that

certain iconographic and compositional types ofogean painting were repeated again and again by
generations of painters and engravers. There B@ exceptions, rare variations and strange
compositions without visual models or successdrhere is a similar situation to be found with the
episodes of the story of Atalanta and Hippomenesiesenjoy great popularity, but a few unusual or
unprecedented solutions can also be found. Thecbhart (Table 3.4.) arranges the episodes in

decreasing order, the commonest followed by ther mxamples.
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Table 3.4. Decreasing order of the episodes
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In the first place, the most frequent example, ps@le No 3,The course of the raceised in 54
images. The next is a variation on the first efigsdNo 4,The end of the racevhich was used in 20
different images. The course of the racand The end of the racare two distinct events. They are
never depicted together. Therefore the sum ofwleenumbers, 74, means that 74 of the 83 images in
the database shows an episode with the race, teanig 7 images without this episode (apart from th
two portraits). With this, the race itself is thst commonly depicted episode from the story. The
main reason for this is surely its central positiorOvid’'s text. Ovid not only gives a very detall
account of the race, but he also draws the attemtiat by subordinating to it all the other epised
Apart from that, the ever-narrowing narrative stowe emphasizes it as well: from the general nairrat
through the speech of Venus and the internal mgues of the two main characters, and finally to the
dialogue of Atalanta and Hippomenes, all point talsahe race.

However, this scene would not have been so poputemg painters if it did not have certain
important visual features. The race is betweenaa and a woman, both descendants of the gods,
young and beautiful. What could be a more attvacfand difficult) subject than showing them in a
dynamic scene where the movements of their bodig gn important role? Depicting bodies in
motion was from the sixteenth century onwards dlfiiganked skill in European painting, a bigger
challenge than depicting genre or landscape sceresther, the end of the race is the best of all
episodes of the story to evoke the feeling of aathaespecially when represented with moments
leading up to and off it. Moreover, showing Atdkand Hippomenes in a static composition with the
apple, the device that has a crucial role in thee ravould have led the less educated viewers into
trouble: they might have confused the scene wighstitred topic of the Fall.

Given the narrative and pictorial advantages efghd of the raceepisode, one might expect
this to top the list. However, as the numbers shbe/Course of the racepisode was chosen almost
three times as often as tBad of the rac€20 to 54). To understand the logic of this |et explain first
how the episodes were distinguished in the prooésstegorizing. Episode £0d of the racgis a
more elaborated version of episodeC®yrse of the rage The end of the contest was clearly indicated
by painters with pictorial elements or with oth@isedes. Ametaor obelisk can be at the end of the
path, sometimes with Hippomenes touching it, ahéncase of Giulio Romano’s fresco (No 59); the
end can also be marked by a column or an altartivéthead of the former suitors beheaded on i as i
Francesco Morone’s panel painting, (No 30). ImEesco del Cossa panel (No 32) Hippomenes is just
arriving at a gate where the King and his compamniare waiting. Again, the royal couple and the
courtiers are waiting for the winner in Agostinil@odcut (No 54). Hippomenes ahead, reaching out
his empty hands, may also indicate not only thatapples have been thrown and the distance that
Atalanta cannot regain, but also Hippomenes'’s wcio itself (Baur, No 58). Nicholas Colombel (No
46), Josepf Deschamps (No 53), Guercino (No 57)adinelrs used the figure of Victory ready to crown

Hippomenes as a winner to show that the contesalheady been settled. All these images give the
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story far more elements, richer landscape settimg®ore characters than the simple ones deploying
episode 3. Of the 54 occurrences of episode JPsilimalf (26 exactly) are found in images with one
episode. These are the simplest examples. Masteofi only show the two runners, set in a simple
landscape scene indicated by trees and clouds @Moblo 3, Master of the Cité des Dames No 13,
Bartolozzi No 12). The above-mentioned differebe¢gween episodes 3 and 4 is clearly indicated in
their narrative codes, by the number of refererticeg use. Among the images with one episode, the
number of references by episode 3 run from twe.(ithe simplest narrative code is (1, 2)), but for
episode 4 the smallest number of references isHmMs means that, on average, more references were
used by episode 4 than episode 3. The completiarthip between episodes and references will be
studied presently.

AlthoughThe course of the racandThe end of racéop the list of the episodes, together they
comprise only 43.29% of all episodes depicted, itepwmore than half to represent other parts of the
fable. There are two more episode in the firgi,qoarter: episode H{ppomenes receiving the apples
and episode 8Atalanta and Hippomenes as lignsThe middle of the bar chart groups togetheenin
episodes that occur eight times (episode 0), stwes (episodes B, F and G), six times (episodes E
and F) and five times (episodes 5, 6, and C) inirtfages in the database. The last four rarelyotiegi
episodes came up less than four times (episodgd2and A).

Among the episodes there seem to be two large @etsformed around the race, the other
around the transformation. There are quite a féwroepisodes in the list related to the ‘raceaf@l
4), some of which never form a subject of a simglage alone. Ovid does not say much about death as
the penalty for being slow in the contest. Apaonf the sentence, ‘Wife and couch shall be given as
prize unto the swift, but death shall be the rewarthose who lag behintf’ said by Atalanta herself,
Ovid mentions only those paying the penalty, ands¢hwho already perished. Among painters
beheading is generally understood to be as thetdiguse of death, since many of the images show
decapitated heads as a flashback. Only oncesislépicted as an independent episode and it ighkeus
last in the list, th&eheading of the defeated suit¢episode A). This forms a pair with tBed of the
racein a cassone painting (now in the Musée Jacquefmaité, Paris, No 69).

As shown earlier in this thesis, to this day insmagee still accused of having a narrative flaw,
namely that they can show only one moment of g/stbtere this can easily be checked and refuted by
focusing on one episode, episodeE®ys sounding the hornsAccording to Ovid, musicians from the
court would sound trumpets as a signal for begomiire race. This episode occurs seven times in the
images in the database: once in the marriage dneheuis de Boullogne the Younger (No 75) as a
flashback, and six other times accompanying the smene. However, apart from Platzer's painting
(No 71), where the moment depicted could be thdnbaty of the contest, all the other pictures

definitely do not show the very first moments oé ttace since the apples have already been thrown.

2 0Ovid, 1984, 105.
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Therefore, these examples include (at least) tuegessive events from the myth, or they do nobvoll
the original text exactly.

Episode C is an excellent example of a verbalsallu turned into a visual quote.
Accompanying episodes 3 and 4, episod&/€n(is forcing Atalanta to pick up the appte}he visual
equivalent of the Ovidian sentence spoken by tluelgses of love at a crucial point during the contest
‘The girl seemed to hesitate whether or no sheldhga after it.I forced her to take it upand added
weight to the fruit she carried’}! This was first given visual form in Bonsignorémgraving for an
illustrated edition of theMletamorphosespublished in 1497 (No 83). Venus, depicted asaked
woman behind Atalanta, forces the hesitating gidtbop for the fruit. Another four examples exadt
from Italy and all from the first half of the sieeth century, where Venus imposes her will on Aliza
in this strange, but effective way (one is an tHasgon from 1546, another is by Agostini from 1522
one is by Baldassare from 1534, and finally thererie by Dolce from 1553). Dolce’s engraving goes
even further by having the goddess creep up ontédaita’s back on all fours. Episode C, used to
express Venus'’s active involvement in the racesdus at all appear in this form in the Ovidianttex
It should instead be regarded as a new addititinet@ld story.

Episode E is in the lower middle part of the list Table 3.4., with its six appearances
constituting 3.51% of the total episodes. It igther instance closely associated with the endhef t
race. Likewise episode Cupid or Victory crowning Hippomeneis also missing from the Ovidian
story. Interestingly, the episode about Venusterirention appears only on majolica plates and in
book illustrations. In contrast, the crowning ssewith the one exception of Alvise Friso’s drawing
(No 49), is found only in larger paintings and eédi The episode with Cupid and the laurel wreath,
depicted by Colombel, Giulio Romano and Deschargs been already mentioned in the discussion of
episode 4. A slightly different version can berséelLouis Boullogne the Younger's marriage scene
(No 75), where it is not Cupid or Victory but Hymerho crowns Hippomenes. At the same time
Hippomenes is crowning Atalanta, as she has alsp mat the race but a husband and love.

Episode DAtalanta admiring an apples penultimate in the list; is not at all mentidna Ovid
but it appears twice in a Virgil Solis engravin@nce it is the main subject (No 18), but it is adso
supplementary moment in the background (No 67)sipbscarrying negative connotations. Episode 2,
Flirting of Atalanta and Hippomenesvhich is seldom depicted, forms an additional raptto the
courting scene. In Bonsignori's engraving thetifiy couple is a connecting link between an earlier
episode, Hippomenes receiving the apples, andea taite, the race itself. Depicted altogether three
times, the two later examples are actually dervestiof Bonsignori’ s compaosition. Already mentidne
above and related to Boullogne’s painting in therhitage, episode 5, the marriage ceremony, turns up

five times, yet it is the main subject of a paigtonly once.

1 ovid, 1984, 113.
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The second largest group of episodes are grougpmeohé the transformation of Atalanta and
Hippomenes into lions. In contrast to better-knaxamples of Apollo and Daphne, Myrrha or Diana
and Actaeon, where artists show the process o$fmanation, the actual metamorphosis of Atalanta
and Hippomenes is never depicted. Instead, theglaswn embracing in the darkness of the sanctuary,
and later stepping out from the shrine, but the smrbetween remains unseen.

Episode 60n the way to the temple a supplementary motif used to fill the gap kesw the
marriage ceremony and the temple scene in engmvihgre episodes are piled up (as in Bonsignori,
No 83). The relatively uncommon episode=nfibracing in the templgpisode 7) appears seven times,
usually together with a more popular episodeAadlanta and Hippomenes as lio(spisode 8, 14
times). The interesting intermezzo economicallgatided by Ovid only as ‘the sacred images turned
away their eye$? was much used by engravers, thus placing episoite the middle of the list.
References to the framing narrative of Venus andmsglare found in three episodes (0, 1 and 9).
Episode 9Venus witnessing the actignssually places her on clouds above the sceneirbemce she
controls the course of events (used 3 times). i pepular scene, yet almost always joined to toer
itself, is episode 1, theeceiving the applethird in the decreasing order of episodes. EwEd®stands
for all the remaining scenes of the frame story spcified in episodes 1 and 9, including Adonis
hunting, Venus and Adonis in love, Venus mourningrahe dead body of Adonis etc. The very wide
category of episode G serves as a kind of jokesoglg, covering all unidentified scenes or those not
marked as an individual episode. This includesdlit Giolfino’s version (No 56) discussed in more
detail in the Appendix, as well as episodes witttigathering around helping or holding back Venus.

Based on the Ovidian narrative of Atalanta andpdipenes, 17 different episodes were
identified as being a main or subsidiary subjecth@ pictures of the myth gathered together in the
database. Apart from the first ten episodes, wimdie or less follow the chronology of the text
(episodes 0-9), there are seven more not emphasizedt even mentioned by Ovid yet added by the
artists (episodes A-H). An average of two episaalesdepicted in each image, typicallje Racas
the first. So, apart from a mass of fairly simpliestrations, artists often reinterpret the oraistory,
either by changing the original scene by includiegv episodes, or by shifting the emphasis. Intshor
when given in visual form, the story of Atalantadafippomenes involves a great deal of variety and
many inventive solutions. Moreover there is noisla subservience to thmunctum temporisthis is

not a law governing the construction of narrativagery but rather one of many artistic options.

THE DISTRIBUTION OF THE REFERENCES

The References will be analysed as the episodes. vkable 3.5. shows the general distribution ef th

references in terms of the different types of insag€he first numerical column in the chart showetalt

20vid, 1984, 113.
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number of references found in each type of imagehé next column these have been turned into
percentages. A total of 652 references found & database. Considering the total of images
examined, this results in an average of 7.86 (=82fkeferences in each image. This means, firat, t
these pictorial and textual signs are widely emptbyn the images as allusions to the story. They
outnumber the episodes quite considerably, protiag the strength of images lie in their properly
pictorial qualities, in visual details. The secosignificant outcome, which is evident from the
averages, is that the most typical image from titalthse has two episodes and eight references Thu
the average Narrative complexity number has a valug¢2.06, 7.86). Statistically, this is the
commonest way of depicting the Ovidian story oflAm#a and Hippomenes.

Looking more closely at the distribution of refeces, the following points emerge. The
highest average number of references are usedaigeisnwith five episodes (11.4), in the second place
are images with six episodes (10), then followsithages with four episodes (9.8), etc. This shows
that, roughly, more episodes go together with meferences. Even the most frequently occuring type
of image, those showing only one episode, stillgisite a high number of references (7.24), although

slightly less than the average.

References Ref Total In % of 652 Nr of Images Aerage
Zero episodes 4 0.61% 2 2
One episode 268 41.1% 37 7.24
Two episodes 177 27.15% 22 8.05
Three episodes 79 12.12% 10 7.9
Four episodes 49 7.52% 5 9.8
Five episodes 57 8.74% 5 114
Six episodes 10 1.53% 1 10
Nine episodes 8 1.23% 1 8
=652 =100% =83

Table 3.5. Distribution of the references amongdifferent types of images

The detailed distribution of the references is giwe Table 3.6. In the rows of the table all thHe 2

references are listed, in the columns are therdiftetypes of image. For example, number 9 at the
intersection of column 2 (images with two episodas)l the row of references r gives the number of
times a frame-transgressing communication (refereheovas found among two-episode images. The
column marked ‘Total’ lists the number of timesttlhach reference occurs and the last column gives

the distribution in percentages.
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Ref type |0 |'T ‘2 ‘3 4 1B’ 6’ ‘o otal % to 652
Ref a 1 3 3 1 1 1 0 1 11 1.69
Ref b 1 5 4 1 0 2 0 0 13 1.99
Ref c 0 11 7 3 1 5 1 1 29 4.45
Refd 0 33 20 7 5 5 1 1 72 11.04
Ref e 1 8 4 2 1 1 0 0 17 2.60
Ref f 0 15 13 5 4 4 0 0 41 6.29
Ref g 0 12 9 3 0 0 0 0 24 3.68
Ref h 0 28 13 7 3 4 1 0 56 8.59
Ref i 0 18 16 7 4 5 1 0 51 7.82
Ref | 0 25 13 3 5 4 1 1 52 7.98
Ref k 0 28 18 9 5 5 1 1 67 10.28
Ref | 0 9 4 3 1 1 0 0 18 2.76
Ref m 0 7 4 2 2 1 0 0 16 2.45
Ref n 0 10 5 2 2 1 0 0 20 3.07
Ref o 0 5 8 2 3 2 1 1 22 3.37
Ref p 0 9 4 2 3 2 0 0 20 3.07
Ref q 0 2 1 0 0 2 0 0 5 0.77
Refr 0 1 9 4 3 4 1 1 23 3.53
Ref s 1 6 2 0 0 1 1 0 11 1.69
Ref t 0 5 3 1 0 0 0 0 9 1.38
Ref u 0 6 5 5 1 2 0 0 19 2.91
Ref v 0 9 3 3 2 2 0 1 20 3.07
Ref w 0 11 7 5 1 3 1 0 28 4.29
Ref x 0 1 0 0 1 0 0 0 2 0.31
Ref z 0 1 2 2 1 0 0 0 6 0.92
Total 4 268 | 177 79 49 57 10 8 652 100%
Nr Types | 4 25 24 22 20 21 10 8

Table 3.6. Detailed distribution of the references

Organising the detailed distribution of referende® the order given in Table 3.6. enables us to

determine the most and least frequent referendexble 3.7. presents the frequency, in decreasing

order, of the references based on how often theyran the entire database. The range varies leetwe

2 (reference x) and 72 (reference d).

When congptoethe frequency of the episodes, the first

noteworthy point is that, amongst the referencesetlare no extreme examples such as episode 3. The

distribution of references is much more moderatelzianced. In both the upper and the lower quarte

there are six references, leaving 13 in the midefigon.
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Table 3.7. Decreasing order of the references

The analysis of the system of references will fomusix groups or sets. The first sBext references
covers any form of textual element in or relatedn® image. Despite my preliminary expectations,
both reference a and reference b appear in the lguaeter of the list of frequencies. Referencthat,

is texts, was used only 11 times, usually to idergr denote the different characters (for example,
there are inscriptions such as ‘Atalanta’ or ‘Hippmes’, mainly in book illustrations) or places {@rs
the temple of Cybelé with ‘Templvm Sibellis’ in Laine’s painting, No 70) or give extra information
in a text ribbon, found only once referring to Atiada’s victory (Cirro Ferri, No 60). Referenceusdd

13 times) signals images where the title is cruralidentifying the story, as in the case of Leatis
portrait (No 2) or the engraving made after BenjalMest’s painting. Here Atalanta and Hippomenes
are not present at all but Venus tells their stoBesides, reference b is also used when the insage
accompanied by a short sentence or epigram. Refe@is the seventh in the list, occurring 29 ime
It is used mainly in book illustrations, where thikole story (or a shortened version of it) is pthby
the image.

Reference d from the group Bictorial signsis the most frequent of all. Of the total of 83
images 72 involve some sort of attributes to hbkp tiewer recognize the story. Examples of these
include the apples in either Atalanta’s or Hippos®a hand, a carriage or a swan for Venus or a
quiver with arrows for Cupid. Approximately ondttii of the images place the story in an ancient
environment. This is usually identifiable by theeGo-Roman style of the temple or by Hikantica
dress of the figures (reference e, used by 17 ig)age

The third set of references comprigdements of the stage settind\s one would expect, all
four elements (f, g, h and i) in this group occerywfrequently. Ovid, concentrating on actions and
feelings, is rather sparing when describing persaomkobjects in or around the landscape settinlgy. A
we know is that the race takes place in a meadde@dc@amasus where the tree with golden apples
stands. There is also a shrine somewhere in a&derest and from Ovid’s limited references one may
infer that people from the court and trumpeteroagEanying the King. Even elements not mentioned

clearly by Ovid are mostly depicted in detail. ist$ could and did benefit from Ovid’'s economic
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phrasing, which leaves more space for their imaginaand invention. Reference f (used 41 times)
stands for new elements included in the stagengetbiut only for one or two. Reference g is ad(ied

24 images) to f when more than two elements ard ase significant architectural landscape has been
depicted. With this increase of references | waittemake a distinction between images with only a
few elements added and those with a lot more. dlaeklitional elements may include a barrier
bordering the path for the race, a throne for Schs@nd the canopy above it, an obelisk or thesanhci
metaforming the end of the stadium, a well etc. Coragdao the original, roughly outlined Ovidian
environment, there is no image that does not adtesung to his setting. However, only those that
make the landscape significant or very elaborateevgéven the mark h. This includes 56 images,
taking third place from the top in the list. Likee landscape, the number and type of the chasacter
present at the race are also not clearly indichye@vid. The mark irfew charactefswas given only

if a large number of spectators were included & gbene, or when some of these were made distinct
from the crowd. The new characters include coigtigoldiers, musicians, putti, or even animals.

There are nine types of references included infoieth group, that oNarrative elements
ranging from j to r. The first two, j and k stafiok analepsis and prolepsis, i.e. flashbacks and
flashforwards. First, we have to distinguish tvayywdifferent forms. Painters can refer backwamds
forwards either with pictorial elements or with sgiles. When pictorial elements are put into the
scene, they can be compared with the main acfiorsuch cases it is easy to decide in which dioecti
they point. However, when more than one episodéejsicted, flashback and flashforward can be
detected only if there some sort of hierarchy betwine depicted scenes and this is usually made cle
by the composition. Otherwise there is no presaminent which allows one to determine whether the
other episodes are earlier or later. Thus forklasor flashbacks are always compared to the main
scene or main action. The richness of the Ovithdte makes it possible to use a lot of analepiit a
proleptic signs and actions. As real jokers in plaek, the apples often serve as a device both for
flashbacks and flashforwards. When the apple ippomenes’s hand, we know that he is going to
throw it immediately. When it is on the ground, lwew that Atalanta is going to reach down for it.
When it is in Atalanta’s hands, we know that she &lacady stopped once to pick it up. A very large
number of images show these refined little devicefgrence k, which occurs 67 times is in the sdcon
place of the frequency list, followed by referefpder foreflashes in the fourth place (occurring5a
images).

Gestures (reference ) of the depicted persormvafbr a clearer narrative flow. Its 18
occurrences place reference | into the lower middiege of the scale. The category of indirect
narrative (reference m) is the least successfute®16 times, | devised it to denote a situatidens,
through a particular form of composition, the sceneot directly available to the viewer. Insteade
has to pass through a number of pictorial obstaolggt to the main scene. The arrangement of auch
scene is often supplemented by mediatasprecherfigures (reference p), who make eye contact with

the viewer. Besides, these figures usually gestutevards from the pictorial realm or their posture
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alludes to that of the viewer or they introduce ti@ver in some other way. Mediator figures can be
main characters as well: Nicolas Colombel (No 463cved Hippomenes with this playful role.
Reference p stands for such mediators; it occurin28s. The external narrator (reference n) is thi
database is always the artist. If there is a sigaahe careful viewer cannot ignore that the tor@gnor
drawing is only a created world, filtered throughmebody’s work and vision. Reference n was also
used for the Ovidian double frame, especially wties appears in synoptic tables. The categorhef t
internal narrator (references o) is used in twéed#t ways in 22 images. The first is when themes
figures in the scene interpreting or retelling shery depicted at the same time as they talk; ¢écersd

is when the composition is designed to meet thairegpents of an internal, almost exclusively unseen
viewer inside the pictorial realm. In this casewers are placed in the middle of the internajetdor
example, see the engraving made by Bonsignori, o Beference q (viewer in the position of any of
the characters) similarly involves a particulaatieinship between the viewer and the characteideins
the image. When the runners of the race move ttlireawards the picture plane, thus towards the
viewer, the viewer finds himself or herself in thesition of those standing at the finishing lin&'e are
thus invited to judge or otherwise consider theconte of the contest. Addressing the viewer in this
way is highly effective (images No 24 and No 44).

The category of communication transgressing tremér (reference r) stands for those
interventions made by Venus to ensure that theoowtcof the race will fit her expectations. The
goddess of love is involved actively when she giMggpomenes the means of defeating Atalanta, and
once again when she holds Atalanta back. Thesechactommunication happen across two different
realms of the story: as a narrator, Venus coman ffe level framing the other characters, havirgg th
power to comprehend the scene as a whole and tagedhe events ad®ea ex machinaReference r
is found 23 times, more than a quarter of the irmage

The next set of elements compriddstanarrative referencesall used to point out from the
scene either towards the other stories in the ftasggquence (reference s) of thietamorphosesor
towards stories and events originally not linkedtite story of Atalanta and Hippomenes, or to the
actual historical period when the image was madepicture depicted within the original picture
usually implies links with other stories, artworikshistorical events. Reference t (image in thage)
occurs 9 times in the database. It was often asdigrhen the meaning of such elements is not entirel
clear but it is nevertheless likely that a closenmgraphical analysis would reveal such links.
Schonfeld placed the story in the garden of théaViiivoli (No 39), there is an unidentified figuinat
scene on the pillar of Guercino’s drawing (No 5i)l @ statue in Giolfino’s double image without a
clear meaning (No 57). Reference u (new framingati&e) marks a re-interpretation of the storyain
rather general way. The legend is sometimes giveew frame, either by appearing in a moralised
version of theMetamorphosesr by being linked to contemporary poetics (athimcase of the Trionfi

bowl, No 45) or to an alchemical work (Michael Mai&lo 79). This always entails a much broader
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domain for iconographic analysis. Such reintegitebhs are surprisingly common, giving 19 new
frames for the story.

The last group is nameshachronistic signs They usually include elements making allusions
to the time when the image was made. References wa together with reference e, denote images
that place the story in a specified time and/oc@lan history. Whether emphasizing the ancient
character of the story (reference e) or re-intémpgeat by means of a contemporary architecturstirsg
(reference w), such images often use stage-sdtiigiye a general frame for the narratives (17efor
plus 28 for w). Reference u, for contemporary wosts, turns up 20 times, but not always together
with reference w. Reference z (heraldic elemeaésjotes clearly marked contemporary, historically
specific connections. This is usually done byudahg in the image the patron’s impresa (Castsl,

15), a shield with a heraldic sign (the Medici #hie Ciro Ferri’'s engraving, No 60) or a full coait
arms. This specific reference was used six timethé database. The hardest to determine with
certainty of all the references, reference x (FPattepicted as a character), denotes images tha pla
real person in the role of one or more charactens fthe Ovidian story. For example, Sebastiano
Marsili (No 76) depicted Francesco Vecchio as timgkand father of Atalanta, thus reinterpreting and
up-dating the story in the context of a Renaissaoncet.

In conclusion, narrative images, apart from shgwiepisodes, use a rich and highly
sophisticated system of pictorial and textual sigmsre called references. Altogether 25 different
references have been identified, and, as theirilglision indicate, they were found very frequeritly
the images. These references are used to poantdoggest parts or elements of the story. They al
identify or specify places, characters or objeetgn in those areas where the Ovidian story does no
determine a setting. The references serve to atelinarrative functions and they invoke either the
historical time when the story was written or aduter contemporary context, when and where the
image was made. Finally, they set up the relatipgnbetween viewer and image. On average, each
image uses around 8 of these references; the coeshwere used by 72, 67 and 56 images (references
d, k and h). Such references help to identify tharacters (d) or the setting (h), or, fulfillingeth
viewers’ expectations, they allude to future moreenfccording to the averages listed here, in the
database, images with a higher number of episoole® avith a higher number of references. This,
however, should be understood only on a very géteval. References seem to be more inherent to
images than episodes.

Thus it may be argued that the references desighatarea where narrative images are highly
inventive, since the meaning expressed by thesgemtes is, in most cases, not even mentioned by
Ovid. Apart from the first three references fotttal signs, they are purely pictorial devicesythdd,
emphasize or modify meaning in the visual realns ofiposed to the system of the episodes, the set of
references can be used much more creatively betlaese qualities are not determined by the story as

much as the episodes. While the number and thieroaof the episodes must vary according to the
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specific subject of the story, the system of rafees developed here may actually serve as a fixed,

general framework for studying visual narratives.

EPISODES AND REFERENCES THE DISTRIBUTION OF THENCN

In the next few sections, the relationship betwtenepisodes and the references will be examined,
mainly by help of the Narrative complexity numbBIGN). As already defined, the NCN is an ordered
pair assigned to each image in the databaseirdtefement gives the number of depicted episaities,
second element the number of references. Eaclcgaibe found in the NCN column of the database
(Column L).

The numeric scatter graph (Table. 3.8.) showdibgibution of the NCNs. On the x axis of
the graph are the numbers of episodes (the firstben of the ordered pair), on the y axis are the
numbers of references (the second number). Ealdraxt pair from the database are shown as a circle
or a point where the axes intersect. The frequerficeach code is also determined: larger circles
indicate the greater frequency of that particul@N\ For clarification, the circles are accompartigd
a number stating the occurrence of the orderedipauestion. The most frequent is (1, 8) witheev
occurrences, closely followed by two other NCNs,7()land (2, 8), both found six times. Anotheethr
NCNs appear four times in the database: (1, 56)&nd (2, 6). Itis not a surprise that allleéde are
crowded around the average NCN, which, as notdateas (2.06, 7.86). Less frequent NCNs can be

seen away from the average; (5, 16) and (9, 8)lgleanstitute the extreme examples in the database

References
17
16 1
15+
14 1 1
13 1 ce 1
12 < 1 1 I 1
1 3@ 1 2e
10 1@ 1 1
g ce d. 1 o
8 - 7 B. ce 1
7 b El 1
b i@ 2e 1
5 1@ ze
4 ce 1 1
3 1@
2 - ce 1 1 1
14
0 | | | | T | T | | | |
0 I 2 3 4 5 b 7 8 9 10 Episodes

Table 3.8. Scatter graph of the NCN
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The range of the references (the difference betwleendowest and the highest number of references)
for each image-type can easily be grasped fromdtadter graph. For example, the references for
images with one and two episodes range betweem 24nwith the lowest, (1, 2) and (2, 2), and the
highest, (1, 14) and (2, 14), respectively. Thegeaof references for three-episode images (theakr
line above 3 on the x axis) lies between two andetn, but three-episode images use only seven
different references (2, 4, 6, 8, 9, 10, 13). As moves away from the average, both the rang¢hend
number of references used is less and less, althinegnumber of the references go higher and higher
Thus, images with four and five episodes use oaly different numbers for references. Only one
example exists for images using six or nine episadspectively, so there is only one number om thei
vertical lines. The range of references vary atiogrto the number of episodes, and they show an
interesting kind of convergence. Looking at thétdro numbers for references, the numbers show an
increase: 2, 2, 2, 2, 6, 7, 10. Looking at thenamber of references and omitting the zero episode
and the one extreme example with the NCN (5, I®) numbers decrease: 14, 14, 13, 13, 12, 10. The
range is narrowing and both lines tend towards TRis is evinced by the overall triangle-form oéth
graph, pointing to the right. The reason for tosvergence is related to the use of referenchg

episode images.

THENCN BY DATE CATEGORIES

This section examines the distribution of episagies references by date categories. The earliegfam
in the database is a book illustration from aro@dd0-11, the latest is another book illustraticonfr
1946. Between these dates twelve date categameslieen placed, each covering a fifty-year period.
The first column in Table 3.9. shows the distribotof the images in the database by date, the decon
the same number in percentages of the total om3ges.

One of the clearest results of the present sus/éhye distribution by time intervals. It conveys
a lot about the use of Ovidian topics, and abauttfiations in the interest in narrative art in Véest
Europe. Considering the first and second colurtiveshumbers in both show a marked peak between
1550 and 1650. Around 60% of all the images indéiabase are found in these three intervals, which
actually cover the time period between 1525 andb16The dates before this peak come with only a
few examples, indicating that the interest in Caidse suddenly in the early sixteenth century.erAdt
century and a half of marked interest, from thdyeaighteenth century onwards, there is a slow but
constant decline. The period of the peak coincidé¢h what it is called the printing revolution.

Following Gutenberg's inventions, the new technigfeprinting spread from Germany all across
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Europe, and resulted in the availability of a gigantity of printed bookS. However, the relationship
is not straightforward. As will be seen from thistdbution of images across different countries,

Ovidian topics were more favoured in Italy and ltogv countries than in Germany.

Date cat Nr Images In % to 83 Average Ep Avelge Ref NCN
1400 1 1.21% 1 6 (1, 6)
1450 4 4.82% 15 8.25 (1.5, 8.25)
1500 4 4.82% 3.25 8.25 (3.25, 8.25)
1550 15 18.07% 3 7.8 (3,7.8)
1600 17 20.48% 2.47 7.76 (2.47, 7.76)
1650 18 21.68% 15 8.05 (1.5, 8.05)
1700 9 10.84% 1.89 8.22 (1.89, 8.22)
1750 5 6.02% 1.4 9.2 (1.4,9.2)
1800 4 4.82% 1.75 7.5 (1.75, 7.5)
1850 1 1.21% 1 8 (1, 8)
1900 3 3.61% 0.67 6 (0.67, 6)
1950 1 1.21% 1 6 (1, 6)
Unknown 1 1.21% 2 4 (2, 4)

=83 =100%

Table 3.9. Episodes and references by time catgori

The average of episodes and references, and theththey form, are given according to temporal
intervals in the last three columns of Table 3T%hey are, however, visualized more effectivelyha t
circular diagram (Table 3.10.). Here, on the rtwgpaxes the two coordinates of the NCN can be see
in relation to date category. That is, the valsde the inner circle, which is at value 4, shalaes
average episode belonging to each date to whiclaxkes point. The higher value inside the outer
circle, which is at 10, gives the average refereratethat date. For example, the date categor® 150
comes with an average of 3.25 episodes and 8.2Ferefes. The internal polygon connects the average
episodes and the external one draws together #rage reference numbers.

As evident from the date categories, the peals/@rages of episodes and the same peaks for
references are close for each date category butotlacoincide. Actually, there are two peaks in
episodes: the first is between 1500 and 1600, thiter a small drop around 1650, there is another
peak, if not as high as the first one, around 1¥D80-1800. The average of references also show a
rough, wavy distribution. As with episodes, refares also have two peaks. However, these are
slightly different the peaks of episodes. Thetfigsaround 1450-1500, a bit earlier than the pake
episodes. The drop in references around 1550-bé@pens exactly when there is a peak in the
number of images. The next peak is around 17@pjtg 9.2 as an average for the 1750 date category.

This time the references come later when compaiidd the peak in episodes. Around 1750, when

13 0On the effects of printing in early modern soestisee the books of Elizabeth Eisenstein, for elamp
Eisenstein, 2005.
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there is a drop in the numbers of the images ($)pahd a drop in episodes (1.4 only, much less tha
the average 2.06 for the whole database), refeseremch their top-value, 9.2. This is very high

compared to the average of 7.86 for the entirebda@

Unknown
1400

1950 - 1450

40 -
B.25

GO -

1900 1500
18
1850 1 1550
8.0
1800 1600

8.22

1750 1650

1700

Table 3.10. Circular diagram of episodes and refee

The results emerging from the distribution overdiare hard to explain. Behind the divergence ef th
averages there must be social and historical fecéod perhaps also theoretical notions, which teed
be investigated further. Apart from that, it mbst noted that the database only covers 83 imaties, a
depicting a relatively unusual story. So one nhestcareful not to draw overly general conclusions
about the general tendencies of Western Europeatings across the last few centuries. However,
some hints and speculations are offered here opdssble reasons behind these numbers.

The Ovidian story very much determined the begigrfearly fifteenth century) and the end of

the date categories, showing exactly when the icilssadition began to be of significant interést
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painters, as well as the decline of such an intevith the emergence of modern art. The first pi@ak
the fifteenth century is probably related to Resmike enrichments of the painterly ‘language’.
Episodic narration has its peak around 1500. ihtbe period between 1475 and 1525, the peak in
references came a bit earlier. In this period,dbgcts, mostly paintings and book illustratioas
primarily from Italy. The frequent use of referescand multi-scenic narration presumably has to do
with Alberti’s theoretical elaboration of scenatige narration. When there are more episodes, the
images usually belong to the continous narratiqe ignd, as Lew Andrews’s entire book has prd¥ed,
the quattrocento was indeed a period when this robdarration flourished.

The high numbers around 1550 and 1600 are probdbé/ to the emergence of book
illustration. The average values in these dateguates are raised by the very rich pictorial mater
found in printed books, material covered only narkl/ art historians. Around 1550, most books
originate from lItaly, but around 1600, they weréfad mainly in Germany and the Low Countries.
Accordingly, after these dates Italy is less arsd gnificant, however, the number of the objécis
France and later from England grows. Further,celiésnarration tends to be less important after the
Renaissance. Around 1750 and 1800, possibly duarttaheoretical promotions of instantaneous
depiction, the average number of episodes decrbasealmost as a kind of compensation, the use of
references rises to a new peak. This shows tkaigh of such properly pictorial devices becamehmuc
more refined in the seventeenth and eighteenthudeat The decline, as one would expect, comes
around the mid-nineteenth century, when episodicratian is almost exclusively monoscenic.
However, as is evident from the high numbers daénegices, the rich and elaborate pictorial ‘language

of the early modern period would remain in usesf@onsiderable period of time.

DISTRIBUTION BY PLACE, TECHNIQUE AND SIZE

The database can be run using three other catsgtn@se of place, technique and size. This means
that one can explore the correlation between thatgories and narrative complexity. In practibis
provides answers to for questions like ‘are priotspaintings more complex in their narratives?’,
‘which country/period was most interested in nawed?’, and ‘does size matter for narrative
complexity?’

The second circular diagram (Table 3.11.) andtéide supporting it (Table 3.12.) give the
range of episodes and references as well as thstiibdtion by geographical area and technique, all
checked against date categories. The range ajdgssand references, which are denoted by th@kize
the angle in the inner circle of the circular dagt are given numerically in Table 3.12. The rssate
what one would expect from the previous discussibrthe data. In the case of episodes, the

culmination is around 1500, and in references ihithe period between 1550 and 1700. The same

14 Andrews, 1995.
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Table shows the numerical distribution of areas t@otiniques. These are given in colour in the two
outer circles of the circular diagram. The ablaguns for countries used here are: | (Italy), loL
Countries), G (Germany), F (France), E (Englarfehr the techniques they are: B (book illustratidh),
(painting), D (decorative arts), W (drawing) and@drints).

unknown

1550

1750 ’

1700
ttaty [l Book il [l
Low countries [l painting [l
Germany [0 Decorative [l
france [T Drawing [
England [ print [l
unkown [l unkown [l

Table 3.11. Circular diagram for range, area anhrigue
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Date cat Nr Country Technique Ep min-max Ref minmax

1400 1 1F 1B 1-1 6-6
1450 4 21+2L 2B+1P+1D 1-3 5-10
1500 4 4] 2B+2P 1-9 7-9
1550 1 101+3G+1F+1E 5B+5P+3D+2R 1-5 2-13
1600 17 6l+6L+4G+1F 8B+2P+2D+5W 1-6 2-16
1650 18 7+6L+2G+1F+2E 3B+9P+1D+2W+3R 0-4 2-13
1700 9 21+3L+1G+2F+1E 3B+5P+1W 1-4 4-14
1750 5 21+1G+2F 1B+2P+1D+1R 1-3 5-13
1800 4 14+2F+1E 2B+1D+1R 1-2 5-10
1850 1 11 1B 1-1 8-8
1900 3 3E 3P 0-1 2-8
1950 1 1F 1B 1-1 6-6
Unknown 1 1 1D 2-2 4-4
=83 =35I+17L+11G+11F+8E+1 =29B+29P+10D+8W+7R

Table 3.12. Countries, techniques and the rangpisbdes and references by date

Three further numerical tables are to be presehezd, in support of this particular analysis. They
show the correlation between the simplicity or ctexjpy of an image and its origins, technique and
size. The first table gives the distribution of t(NCN by country of origin (Table 3.13.). There &ive
place categories: Germany, France, ltaly, Englamdi the Low Countries. The numbers of images
from each area are given in the first numericaliowl. Italy, as was expected, has the highest numbe
(37) of all the areas, a little less than halflbfraages. As the table also shows, the originarofimage
have an impact on its narrative complexity, Germparducts outnumber all the other countries both in
episodes and in references. This is certainly tduthe complex narratives presented in illustrated
editions of Ovid. The case of Italy is thoughtywking, as it comes with low values both for epsed
and references. A possible reason for this mayhbegreat number and variety of Italian pictures.

Great variety necessarily comes with many simpbametes, which lessen the average.

Country Nr Images In % of 83 Average Ep  Average [ef
England & US 8 9.64% 2.25 7.25
France 11 13.25% 2.18 9
Germany 11 13.25% 2.64 9.09
Italy 35 42.17% 1.94 7.17
Low Countries 17 20.48% 1.76 8.24
Unknown 1 1.21% 2 4

=83 =100%

Table 3.13. Episodes and references by countries
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Five categories, book illustration, decorative drgwing, painting and print have been used for the
distribution of images by technique (Table 3.14With these categories | have tried to refer to the
function of the images as well. For example etgbirvoodcuts and engravings can be found either
under book illustrations if they are in an Ovidtamh, or under prints, if they are single images no
included in a book (or if there is no information whether they were part of a book). There are
significant differences in how book illustrationsdapaintings handle the subject of the narratike: t
average number of episodes for book illustratian2.69. This is the highest value, much above the
average. The average number of episodes for pgiis considerably lower (1.59). Paintings uguall
come with only few episodes but are fond of refeesn but this difference cannot be seen here:
painting actually is second to book illustrationtie use of references. The interesting issuegris
from these results is that the distribution cleashows that certain techniques come with strong
preference for narrative complexity; and there as®m some which show a preference for narrative
simplicity, in terms of a number of episodes. ®inwhen standing alone, clearly adopted very

different ways of depicting narratives comparethttse made for inclusion in a book.

Technique Category Nr Images In % Average Ep Average Ref
Book illustration 29 34.94% 2.69 8.48
Decorative 10 12.05% 2.5 6.6
Drawing 8 9.64% 15 7.5
Painting 29 34.94% 1.59 8.1
Print 7 8.43% 1.42 6.42

=83 100%

Table 3.14. Episodes and references by technigegaaes

Four labels were assigned for size: small, mediarge and extra large, as explained earlier. When
size of book illustration was not available, thegrescategorized as ‘S?’. Apart from a few examfes
size images are book illustrations: 40 of them imayound in the database, almost half of the tofe.

the size grows, the number of images become les¢ean. Because of my previous finding, that book
illustrations are more complex than other pictof@ms, one would expect the S size to have the
highest values. However, the highest average épicb64) and the highest average reference (8) bot
pertain to L size images. These images are altipgs. Again, the variety in the complexity ofdko

illustrations, including the many simple examplesms the basis for this result.
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Size Category Nr Images In % Average Ep Average Ref
S size 40 48.19% 2.35 7.325
M size 23 27.71% 1.43 7.87
L size 11 13.25% 2.64 9
XL size 9 10.85% 1.67 8.78
=83 100%

Table 3.15. Episodes and references by size cagsgor

CONCLUSION

The main aim behind this survey was to challenge ghtrenched idea that single images cannot
adequately convey narratives or any progressidima since they can only depict one frozen moment
from an episode of a story. To transcend the qanok episodic narration, in this research project
references were introduced, to allow me to paynatie to certain narrative qualities of images not
studied in this way before. References, along wité episodes, constituted a multidimensional
additive system, similar in its nature to that gated by de Piles early in the eighteenth cent@gsed

on how episodes and references were deployed byntnges in my database, a Narrative code and a
Narrative complexity number was defined. The nameacomplexity number was invented to project
the narrative qualities of images into numbers @ns prepare them for a statistical analysis. hin t
survey, the correlations of four parameters wemsdete against narrativity: date, place, size and
technique. Based on the outcomes of the staligtica&ey, the following general conclusions can be
drawn.

The outcomes of the survey fully justify the ugete notion of references by showing their
usefulness as supplementary devices for analysggivnarratives. Images show a great variety in
representing narratives; they come with a high elegf formal freedom. Image-makers have to chose
not only characters, actions and locations forrts&ry, but these also have to be enhanced with
references in both details and expression. Agideat from my survery, images certainly make use o
such devices. And these are generated not ontiiebasis of the original textual source. Many new
episodes and new elements have been invented,dtdoadnd enrich the story when represented in
visual form. The pictorial solutions usually choder depicting the Ovidian story are usually stign
visual, following a different logic to that of texdl narratives. Pictures therefore cannot be srdlypy
using only concepts developed for textual narrative

It should also be noted that the average imagthendatabase has two episodes and eight
references. Evidently, the Aristotelian rule o tmity of action ‘fails’ here. It would seem ttibese

images follow independent pictorial laws when repreing visual narratives.
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The method used here can surely be applied mowergdy. It would work for most images but
it cannot register and take into an account unigmé complex solutions found in images, such as
Crivelli’s Ascoli Annunciatiordiscussed earlier in this thesis. Complex casasd-there are quite a
few of these - should be treated individually.

As the number of variations is so high (there wamny two images in the database with the
same code), it is absolutely clear that the origteat has only general but not limiting effect on
painterly responses to it. There are differenodsetfound in relation to the origins, date, anaction
of these visual narratives. The differences amesimnes quite marked. To determine the reasons for
such differences, perhaps on the level of singlages, further research is needed, especially on the
effects of art theory and criticism.

Yet, based on the analysis carried out here,tarpan preferences has emerged. If one wishes
to see a complex narrative, one should chose a &mak illustration produced in Germany around
1500; if one wishes to explore simple narrati@® should look for a medium-sized Italian drawing,
an artwork from the Low Countries, or a picturenfraround 1900.

It is also worth pointing out that narrative comyty was not always an important issue. There
were certain periods in time when simplicity wadimtely preferred over complexity. Thus, the
development of visual narratives was not a lingacg@ss. This means that narratives constructedeat
point in time not necessarily influence those miatler. Shifts towards both simplicity and comptexi
occur in the history of visual narratives. Cleathjs history needs further study.

Finally, the complexity of visual narratives doest depend on pictorial style. Moreover, as all
the images in the database depict the same stahy gmeat variety, the pictorial responses to the
Ovidian narrative do not constitute a purely icargipic interpretation of the story. Therefore, wisu

narrativity is an individual and independent chigastic of these images.
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Conclusion

‘Study the past if you would define the future.hi§ passage from Confucius describes most properly
the trajectory the present thesis. The broad sopidhistoriography, which formed the first halftbe
thesis, are the past. These constitute, | hope foundations for future research into visual
storytelling.

The past of art history can be characterized dyreamic change of paradigms; each paradigm
came with its own types of questions and its owrotdaite works of art. For Wickhoff, a Vienna
School art historian, it was thé/iener Genesicodex. Aby Warburg, the father of iconography,
analysed the residence of the Este family in Feyithie Palazzo Schifanoia. Panofsky applied daimi
method to Durer'sMelancholia(1943). Sigmund Freud’'s essay on Leonardo’a bbibdi, focused on
the Virgin and Child with St Anne and John the Bapiisthe definitive example of a psychoanalytic
interpretation (1910). Frederick Antal, a socidltastorian, in hig-lorentine Painting and Its Social
Background(1948) compared altarpieces by Gentile de Fabramb Masaccio. Hermeneutics have
favoured Rembrandt (as is the case for Mieke Babt as feminist art historians have canonized
Artemisia Gentileschi or Angelica Kauffmann. Rasdl Krauss applied Saussure’s semiotics to
Picasso’s collagedn(the Name of Picass@985). It is clear that certain pictures formamd basis for
exploring certain types of question. Or it maytbe case that they seem particularly interestiognfr
certain points of view. Clearly, there are someatave paintings that might be assigned a similar
status in the discourse on visual storytelling. sktaio’sTribute MoneyBellini’s Procession in Piazza
San Marco or, as was proposed in the present thesis, Gisvéinnunciation with Saint Emidiusll
into this category.

However, the study of narratives never causeddigratic change in art history. The
possibility of such a change was there in the estdges. In the Vienna School, a generation of art
historians shared an interest in narratives. Witkbould perhaps be regarded as having a role like
that played by Warburg in relation to iconology.ettthe lack of a subsequent breakthrough for his
methods is possibly due to the fact that no onedaftir Wickhoff as Panofsky did for Warburg, using
his ideas to elaborate a method for general sdigalae. Only much later would Weitzmann rework
Wickhoff's early typological categories, but, assmhe case for Panofsky and Warburg, Weitzmann
lacked Wickhoff's visionary abilities. Still, Weithann’s contributions remain invaluable; he celyain
disseminated an interest in visual narratives.

At the moment of writing, the study of visual raives is a rapidly developing and vivid
scholarly field. The year 2000 could not but h&lprovoke thoughts on time. These were not only

spiritual or technological, but also theoreticdl which some were related to narratives. The CIHA
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conference in 2000, held in London, was enti#edhistory for the Millenium: Time It had a section
on Visual Narrative Timechaired by Go6tz Pochat. This section addressedtigne with which art
historians had been engaged from the end of nin#teeentury, discussed in detail in the
historiography chapters of the present thesis: mewves, modes of narration, history painting, and
generally the topic of time in the visual arts frastructural and narrative points of view.The
conference had an accompanying exhibition in theoNal Gallery,Telling Time® This recent event
was not an isolated one. There was a researclnaemi 1996 orVisual Narrativeat the Courtauld
Institute, Londor?, and a sectionVisual Narratives chaired by Steve Thunder-McGuire in the
conferenceStoried Lives — Lived Storiés Kentucky in 1998. In 2005 The Courtauld Institute again
housed a narrative conference, now on manuscupti, the title of llluminating Narrative: Visual
Storytelling in Gothic ManuscripfsA series of symposia entitléBelling Storieswere organized in
2007 at Loughborough Universityln 2010, Manchester Metropolitan University orgad a one-day
event:The Story of Things: Reading Narrative in the Visudich was to accompany an exhibition of
the same titlé. The two latter events involved contemporary tatidn contrast, in recent narratology
conferences, there are usually no sections onithaly if there are any, these are focused on cmic
and films. In the last decades, two scholarly jails, The Art BulletinandArt History, have published
the most papers on narrative-related topics. Ft6B8b5 onwardsThe Art Bulletincontains more than
thirty such papers, possibly not unrelated to #a that this journal had previously published mahy
Weitzmann'’s articles. In 2000, a new online jolyrm@age [&] Narrative, was launched. It defines
itself as a journal on ‘visual narratology’ and sigiee term in broad sense, publishing mostly @gicin
narratives in films and comics and on the new foohsarratives of the digital era. However, it
published very little material of a historical nagu

Today plurality prevails within academic disci@s) interdisciplinarity and cross-disciplinarity
are fashionable. Yet this seldom works propeBgcause of its nature, the field of visual stotirigl
ought to be fully interdisciplinary. The discipdi® that cover visual narratives — art history, séics
and narratology, and to a small extent narratiyelpslogy — are not isolated from one another y®t, a
this thesis has demonstrated, there is precidiles édmmunication and cooperation. This is why the

dynamics and the politics of research on pictastalytelling are of equal interest. While in qugnt

! This was Section 13. According to my knowledge til&s of this section were not published. The paoy
althought not a detailed one, can be seen hérei//www.dolff-bonekaemper.de/ciha2000/ciha200d#top

2 Sturgis, 2000.

% The Courtauld Institute of Art, London, 22 Marc995.

* Storied Lives — Lived Stories. The Seventh Int@nat Conference on NarrativeNovember 6-8, 1998,
Department of Communication, University of KentuckyThe program is available online:
http://www.uky.edu/~jknuf/narrative _conference/98mmam.htm

®> The Courtauld Institute of Art, 9-10 July 2005.mas an RCIMS event organized by Dr. Alixe BoveneT
programe can be seen hdnép://www.courtauld.ac.uk/research/rcims/indexight

® Telling Storieswere a series of three symposia, where visuaytstting was understood in broader sense,
including film as wellhttp://www.Iboro.ac.uk/departments/ac/mainpage #Reh/staff%20groups/arts.htm

" Jonathan Carson and Rosie Miller organized both ekhibition and the conference. More informatisn i
available on their blocttp://carsonandmiller.blogspot.cowv at the University webpage:
http://www.adelphi.salford.ac.uk/adelphi/p/?s=238399
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(and perhaps in quality), work within art histogy butreaches that undertaken within narratoldg, i
clear that the primarily verbal field is in a bettpolitical’ position: its knowledge is more easil
accessible, the field is more organized and belbéx to exploit existing possibilities, furthermpie
consists of mutually loyal scholarly groups. Wérenore active and ambitious, the discipline of art
history could actually play a major role. The digsis how to effect this?

Art history, in order to expand the study of vismarratives, should be ready to borrow
theories, methods and terminology from both sewso&nd narratology. Apart from offering a
balanced point of view on the relationship betwersnal and verbal narratives, semiotics comes with
both the terminology and the methods for explomigyal narratives on more general levels, beyond
the anecdotal. Narratology also has much moréfén.oFor images, the methods of structural anglys
and the range of topics and narrative phenomemadrdefined and refined within in narratology
would be of great use for art historians. Howevelis questionable whether general theories of
narratology are easily applicable to the visuddfieWerner Wolf is the only scholar who has raised
this highly important questich.He tested Gerald Princes’ and Monika Fluderriifdsneworks against
images. It is enlightening to see how Wolf crites the use of the term ‘narrative’ in art hist@y this
shows how he imagines its applicability. ‘What mesholars have in mind when using the terms
‘narrative’ or ‘narrativity’ in discussions of piates is still either the reference by means ofsaali
representation to some literary narrative, or therasentation of any kind of action in a picture, a
opposed to static, descriptive images, but a hardéy therepresentation of a story prop&r This is
problematic on at least two counts: for Wolf, ohitgrary narratives are the only ‘proper’ ones &mel
narrativity of images depends on representing ‘erofwritten) stories. Not surprisingly, images do
not perform very well in this contest. In Wolf'sew, serial, or multiphase images, which ‘depict at
least two temporally and causally connected ph¥sesty be considered as having strong narrativity,
however, the narrativity of single images (or singhase images) is ‘tendential or quasi narrative’.
This, for Wolf, evidently means deficiency: ‘[t]Hack of narrative precision, which the medium of a
single-phase painting entails, stems from an inghib realize some central narratemes without the
support of other media or of inference: the reprdeon of change as such, and, in connection with
this, chronology, repetition of identical elementsusal and teleological organizatioh.’So, apart
from operating with an obsolete distinction betwsigle phase and multiphase images, from the point
of view of narratology, the narrativity of singlmages is defined through their imputed deficiency.
From this it follows that theoretical frameworks ialh emphasize the deficiency of single images but

without considering their beneficial features ao¢ suitable for studying narrative imagery. Insted

8 Wolf, 2003.

° Wolf, 2003, 180, his italics.
O'Wolf, 2003, 192.

1 wolf, 2003, 193.

2\Wolf, 2003, 191.
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adopting broad theoretical frameworks from naragglfor this purpose, it seems more appropriate to
adapt only those methods which help us to undedstdnat is peculiar about narrative imagery.

It is important to see that the strengths of tak&ind visual narratives do not correspond; one’s
strength might be the other's weakness. For exgmaplbal narratives are better at separating teahpor
layers. Images, as the phenomenon of anachrorfismesl, are better at fusing such layers. When
studying visual narratives, one must bear thederdifices in mind.

The present thesis has introduced two concepgsieséiality and scenario, as instruments for
theorizing visual narrativity. Sequential and so@mtype narratives are not exclusive categories,
sequential narratives, for example, may form a aufative within a scenario-type image. In Antonio
del Pollaiuolo’sMartyrdom of Saint Sebastigfigure 36) the scenario with St Sebastian corapram
abstract sequential narrative as well. The stbillies of the soldiers are placed around the colimmn
a form which, through their similar poses, suggeststational sequence. This rotational sequease h
effects similar to stroboscopic motion. Howevehiles in stroboscopic motion the forms change but
their position remains the same, in rotational seqas different viewpoints are generated when the
same forms are shown in different positions. Tregeeplaced around a central axis, in the presesd c
Sebastian’s column. A similar example is the stoinDiana in Domenichino’s canvas (Figure 37),
where the main tale is supplemented with a secplemdirrative. The central episode with the nymphs
shows a deft pictorial solution for invoking stralsopic motion: when one scans the movements of the
nymphs from left to right, one sees the differemages of the shooting of an arrow. The motionrsegi
with taking the arrow out from a quiver, this idléaved by the tightening of the bow and then by the
flying arrows, and the sequence ends with showheghird that has been hit and the dog leaping to
catch it.

The broader concept of urban narratives also aisrseenarios and sequential narratives. In
Dirk J. van den Berg’s definition, urban narrative® images in which cities supply the narrative
frame. Or they can be images, where the sequédreeents moves through a set of urban addrésses.
The concept of urban narratives, which is of caomsitlle interest, is not yet fully developed. One
important example of such urban sequences is totestiby images of procession. Here sequentiality
as well as directionality is given by the stagestlw route of the procession. Gentile Bellini’s
Procession in Piazza San Mardfigure 1) emphasizes the right-left directiontlie form of the
procession. This reflects the East-West directighich is inherent in Venetian trade, religion and
identity ™

In a broad sense, the present thesis has aimedirfiass traditional kind of narratives:
beginning-end, instantaneous, or episodic. Scesand sequentials, the notions first introduced,he
are actually characteristic of complex, rich oryes narratives. The existing typologies or systeof

categorisation, however, deal mainly with averagerative images. Apart from sequences and

13van den Berg, 2001, 3.
* Rodini, 1998.
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scenarios, my expanded typology, supplementedrbjeaential system, was meant to show a third and
new way of examining narratives. The aim was heritique the restricted viewpoint of narratology
as well as to introduce hitherto unexamined tydazaorative experience. Such an experience may be
elementary or fundamental, as in the case of parakparratives, or it may even constitute a fongdi
myth for a community, as in the case of Crivellgsenario, theAscoli Annunciation In these
examples, images and their spectators both cotdritauthe creation of a story. These mutual, two-
directional stories may be described as followsheTstories we tell to ourselves and others, for
ourselves and others, are a central means by widclhome to know ourselves and others, thereby
enriching our conscious awareness. Narrative pes/adr lives — conscious experience is not merely
linked to the number and variety of personal store construct with each other within a cultural
frame but is also consumed by thef.’

With the study of narratives, art history may athe further in answering one of its
fundamental questions: what are images for? Neerdimagery raises both traditional, historical
guestions and more radical ones. More traditibigbrical research would find answers for question
such as: how and why narrative images are fourmgtlitain societies; what are the differences between
narrative painting in Italy and in the North; whettdifferent modes of narration exist independeatly
geographical areas; how certain types formed, dpoegachanged; how religious ideas, for example
those promulgated by the Council of Trent, influsthoarrative representation; what were the nagativ
characteristics of certain artists, areas, or perietc. Any intellectual enquiry raising such gjims
should relate narrative issues to broader quesabosit human perception. This would enable us to
find answers for essential questions such as: afgathe fundamental functions of narratives inamt

what is the function of art in general?

15 Fireman, 2003, 3.
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lllustrations

Figure 1. Gentile BelliniProcession in Piazza San Marcb196, tempera and oil on canvas, 367 x 745
cm, Venice, Gallerie dell’Accademia (Fig. 11. indRd, 1998)

Figure 2. Carlo CrivelliAnnunciation with Saint Emidius (Ascoli Annuncia)ial486, oil on wood
transferred to canvas, 207 x 146.5 cm, London,ddatiGallery
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Figure 3. Nicolas Poussiiihe Israelites Gathering the Manna In the Desg837-39, oil on canvas,
149 x 200 cm, Paris, Louvre

Figure 4. Masacciolribute Money1426-27, fresco, 255 x 598 cm, Florence, Santaauiel Carmine,
Cappella Brancacci (Fig. 1. in Welliver, 1977)
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Figure 5. Hagesandros, Polydoros and Athenodbsas;o6n Groupcopy after a Hellenistic original,
1% century, marble, 184 cm, Vatican, Cortile del Belere
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Figure 6.Traian’s column o century, Rome

Figure 7. Marcel Duchampude Descending a Stairca@¢o. 2), 1912, oil on canvas, 147 x 89.2 cm,
Philadelphia, Museum of Art
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Figure 9. Tintoretto] he Presentation of the Virgin in the TemAB53-56, oil on canvas, 429 x 480
cm, Venice, Madonna dell’Orto (Fig. d on page 36mbBrich, 1964)
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Figure 10. Jacopo del SellaBypid and Psyche-1473, tempera and gold on panel, 58.4 x 178.8,
Cambridge, Fitzwilliam Museum

Figure 11. Giottol.amentation 1304-06, fresco, 200 x 185 cm, Padova, Cappelavggni (Fig. 276.
in Arnheim, 2002)
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Figure 12. Francesco SalvidBathsheba Goes to King Dayith52-54, fresco, Rome, Palazzo
Sacchetti

Figure 13. David Reed275 1989, oil and alkyd on linen, 66 x 206 cm, Cdilec of Ronald and
Linda Daitz, New York (Fig. 6.2. in Bal, 1999)
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Figure 14. Samuel van Hoogstratéil Life, 1666-1668, oil on canvas, 63 x 79 cm, Karlsruhe,
Kunsthalle

Figure 15. El LissitzkyBeat the Whites with the Red Wedbt@19-20, litograph (Fig. 2.10. in Kress-
Leeuwen, 2006)

178



Figure 16. MalevichSuprematist Composition: Red Square and Black $qa8d5, oil on canvas,
71.4 x 44.4 cm, New York, The Museum of Modern @&ig. 2.11. in Kress-Leeuwen, 2006)

Figure 17. Edward Burne-Jond$)e Golden Stairsl880, 269 x 117 cm, oil on canvas, London, Tate
Collection
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Figure 18. Eadweard Muybridg&/oman Walking Downstairfrom The Human Figure in Motion
series, ~1887.

Figure 19. llona Kesertgvent (Torténes) 1V-VINL975, Kolozsvary Collection
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Figure 22. Pietro Alemann@he Annunciation1484, Pinacoteca Civica di Ascoli Piceno

Figure 22. / Figure 23. Crivelli, detail of Figu2e
Signhature and date / The episode with Antonio Beasa
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Figure 24. Piero della Frances@ge Flagellation 1455, oil and tempra on panel, 59 x 82 cm, Urbino
Galleria Nazionale delle Marche

Figure 25. Fra Angelicddnnunciation 1433-34, tempera on wood, 150 x 180 cm, Cortbheseo
Diocesano
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Figure 26. Fra Filippo LippidAnnunciation with Two Kneeling Dongrs1440, oil on panel, 155 x 144,
Rome, Galleria Nazionale D’Arte Antica

Figure 27. Giovanni BelliniAngel Announcing and Virgin Announciated 500, oil on canvas, 224 x
105 cm each, Venice, Gallerie dell'’Accademia
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Figure 28. Giovanni BelliniSan Giobbe Altarpiece-1487, oil on panel, 471 x 258 cm, Venice,
Gallerie dell'‘Accademia
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Figure 29. Giovanni Battista Cima da Conegliafiee Madonna and Child with Saints Michael and
Andrew ~1496-98, 194 x 134 cm, Parma, Galleria Nazio(fg 1. in Pericolo, 2009)

Figure 30. Vittore Carpaccidhe Vision of Saint Augusting502-3, tempera on canvas, 141 x 210 cm,
Venice, Scuola di San Giorgio degli Schiavoni (Rigin Nagel and Wood, 2005)
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Figure 31. Domenico GhirlandaiBjrth of Mary, 1486-90, fresco, Florence, Santa Maria Novella,
Cappella Tornabuoni

Figure 32. Max ErnsiThe Blessed Virgin Chastises the Infant Jesus Béfbree Witnesses: A.B., P.E,
and the Artist 1926, oil on canvas, 196 x 130 cm, Cologne, Lgdwuseum
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Figure 33. Bartolomeo della Gattaint Roch interceding with Christ on behalf of Zag 1470s,
tempera on panel, Arezzo, Museo Medievale e Modgfigp 8. in Marshall, 1994)

Figure 34. Pietro Alemann®Jague Madonna della Misericordid485, tempera on panel, San Gineso,
Collegiata (Fig. 12 in Marshall, 1994).

Figure 35. Anonymous Marchigahhe Virgin and Saint Bernardino petition Christ leehalf of
Fabriang, 1458-60, canvas gonfalone, Fabriano, Chiesa dehB&esu (Fig. 17. in Marshall, 1994).
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Figure 36. Antonio del Pollaiuol®djartyrdom of Saint Sebastiah473-75, panel, 292 x 2023 cm,
London, National Gallery

Figure 37. Domenichind)iana and her Nymph4616-17, oil on canvas, 225 x 320 cm, Rome,
Galleria Borghese
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XL

J

S/D/ICO/CM/CE

SICE
S

SICE
S/ICO

S/ICM
S/ICO

SICE

SICE

S/ICO
S/ICO

S?

S/ICO
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S/ICM
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39
40
41
42
43

44
45
46
47

48
49
50
51

52
53
54
55
56
57
58
59
60

61
62
63
64
65
66
67
68
69
70
71
72
73

74
75
76
77
78

79
80

81

82
83

Simone Cantarini
Anonymus Italian
Anonymus glasswork
Alessandro Paganini
Anonymus

Jacob Jordaens
Christoph Jamnitzer
Nicolas Colombel
Benjamin West, John Hall

Marten de Vos
Alvise Friso
Giacomo Franco
Jean Mathieu

F. Ertinger

Joseph Descamps
Niccolo degli Agostini
Manara Baldassare
Niccolo Giolfino
Guercino

Johan Baur

Giulio Romano

Ciro Ferri & B. Farjat

Anonymus BM

North Italian goldsmiths
North Italian painter
Titian, follower of
Klein-Savrij Sandys
Lodovico Dolce

Virgil Solis

Samuel Garth
Veronese School

Jean Lemaire

Johann Georg Platzer
Bernadinum de Bindonibus
Anonymus woodcarver

Anonymus V&A carpet
Louis Boullogne
Sebastiano Marsili

Jorg Wickram

Micyllus

Michael Maier, Theodor de
Bry

Salomon-Simeoni

Crispijn de Passe |

Van der Borcht
Giovanni Bonsignori

Italy

Italy

?

Italy
France
Low
Countries
Germany
France
England
Low
Countries
Italy

Italy
France
Low
Countries
France
Italy

Italy

Italy

Italy
Germany
Italy

Italy

Low
Countries
Italy

Italy

Italy
England
Italy
Germany
England
Italy
France
Germany
Italy
England

England
France
Italy
Germany
Germany

Germany
France
Low
Countries
Low
Countries
Italy

painting
decorative
decorative
book ill
book ill

painting
decorative
painting
print

drawing
drawing
book ill
book ill

book ill
decorative
book ill
decorative
painting
drawing
book ill
painting
print

drawing
decorative
painting
painting
book ill
book ill
print

book ill
decorative
painting
painting
book ill
decorative

decorative
painting
painting
book ill
book ill

book ill
book ill

book ill

book ill
book ill

106.5x143
9.5 fragm
?

?

?

111x88.5
53x64.7
127x140.5
45.7x57.8

20.3x32
12x42.3

14.9x9.3
?

?

264x516

?

22.8 diam

24.4x28.6, 24.5x28.7
28.5x159.5

?

?

38.5x27

34.3x45.9

?

64.8x146
76.2x132.1
23.6x17

?

5.8x8.9
32.6x21.2

?

74.5x96.5
39.4x61.6

?

?
230.5x263.3,
231.8x389.3
74x97.5
151x83

8.2x14.6
?

17.7x13.4
?

7.5x13

S?
S?
S?

nwn=z

S?

S?
XL
S?

S?
XL?

S?

S?

S?
S?

S?
S/ICO
S/ICO

S/ICM

S/ICO
S/ICO

S/ICO
SICE
S/ICO

D/CO

S/ICO
S/CE

SICM

S/ICO
S/ICO

S/CO

SICE
S/ICO

D/CO

SICE
S/ICO
D/CO

SICE
D/CO

D/CO

D/CO
S/CO
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A
NR

13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44
45
46
47

B
AUTHOR/NAME

G. B. Galestruzzi
Frederick Lord Leighton
Frans Wouters

Hendrik Goltzius

Guido Reni

Stephano della Bella
Francesco Albani
Benedetto Luti
Anonymus

Herman Weyer

Luca Giordano

F. Bartolozzi

Master of the Cité des
Dames

Anonymus Italian Albertina
G. G. Castelli

Jean A. Mercier

Vittore Carpaccio, school of
Virgil Solis

Antonio Tempesta

P. F. Cittadini

Willem van Herp

J. van Neck

J. Miélot; de Pisan
Gérard de Jode

Jan Tegnagel

Johann U. Krauss
Anonymus-Anguillara
Edward J. Poynter
Richard Dadd

Francesco Morone
Bartholomeus Breenbergh
Francesco del Cossa

J. P. Gowy after Rubens
Ademolli

Crispijn de Passe

Noél Hallé

Le Mire

Johann Heinrich Schénfeld
Simone Cantarini
Anonymus Italian
Anonymus glasswork
Alessandro Paganini
Anonymus

Jacob Jordaens
Christoph Jamnitzer
Nicolas Colombel
Benjamin West, John Hall

K
NARR CODE

as
be
3hl

3djn

3djk
3cds
3dhijk
3dhjk
3cdkuv
3dhijn
3dhjkw
3dghijk

3cdhkuv
3dgjkqw
3adhiuz
3cdehjk
3dghjkvw
Dadfkmnw
3bdhjkos
3dhjkmop
4dfhijkl
1dfhiknr
3cghjluvw
4abcdfiqu
3dhikinov
3bcdfhiks
4cdefhjls
3defgijkt
3defhiknt
Afghijptvw
4ghijkmnpw
4dfghijktvw
4defijkinpx
3bcdeghjkns
3bcdhijklopv
4dfghijkimpw
3cdefhijkmps
4dfghikmnptuw
3defghijkimopvw
3Chr
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48
49
50
51
52
53
54
55
56
57
58

59
60
61
62
63
64
65
66
67
68
69
70
71
72
73
74
75
76
77
78

79
80
81
82
83

Marten de Vos
Alvise Friso
Giacomo Franco
Jean Mathieu

F. Ertinger

Joseph Descamps
Niccolo degli Agostini
Manara Baldassare
Niccold Giolfino
Guercino

Johan Baur

Giulio Romano

Ciro Ferri & B. Farjat
Anonymus BM

North Italian goldsmiths
North Italian painter
Titian, follower of
Klein-Savrij Sandys
Lodovico Dolce

Virgil Solis

Samuel Garth
Veronese School

Jean Lemaire

Johann Georg Platzer
Bernadinum de Bindonibus
Anonymus woodcarver
Anonymus V&A carpet
Louis Boullogne
Sebastiano Marsili

Jorg Wickram

Micyllus

Michael Maier, Theodor de
Bry

Salomon-Simeoni
Crispijn de Passe |

Van der Borcht
Giovanni Bonsignori

14dfikmopr
4Edfijknow
03achmnsuw
38bcdghjko
13cdfhijkr
4Edefgijkl
4Ccdgijkrvw
4Cdghikoruz
3Gdghikotvw
4Edghijkptw
13bcdfhijkirs
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09Gdhipru
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Appendix

This Appendix lists all the eighty-three imagestie database. The images are accompanied with all
the relevant information that was needed for thyes (including bibliography, sources, informatio

on different editions, description, problems ofecalrizing, or short comments on their narrativeesod
as well). The images can be viewed on a CD attatthdte present thesis.

Images with zero episodes

1/wW1

Giovanni Battista Galestruzzi Narrative code _as s ATALANTA. 9]

Atalanta NCN (0, 2) > ‘

Engravings for Leonardo Agostini's boak Print

gemme antiche figurale S size IR S

Rome, 1657-9 SICE | G

Dimensions 12.9 x 10.1 cm No direction ‘ ‘

Etching | S |
AR J“

Bibliography: The lllustrated Bartsch, Italian Masters of the &seenth Centuryol 46, 159 S2.
Remarks: This is a second state etching. The first hadrbeription ‘Testa Incognita’ on the top with
number 99. Later both the number and the inscriptiave been abraded and replaced with
ATALANTA and ‘40’. According to the Bartsch, ther$t edition of Agostini’s book (1636) might have
included the first state engraving. In the secatilan many of the engravings were altered, thigés
reason why in this database the date of the lalidipbe is used. The number at the upper right corne
gives the place of the engraving in the sequeneg¢ tbntains both historical and mythological
characters.

2/R32
Frederic Lord Leighton Narrative code
Atalanta _be
England, ~1893 NCN (0, 2)
Oil on canvas Painting
Dimensions 68.5 x 49.5 cm M size

S, no direction

Source Witt Library

Bibliography: Ormond, Leonée and Richardord Leighton Yale University Press, New Haven and
London, 1975, Nr. 375.

Remarks: The painting was sold at the Sotheby’s on 24 M8§8, its present location is unknown. It
has no narrative action, the title identifies thairmcharacter. The style of Atalanta’s jewellerythe
only reference to the ancient times.
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Images with one episode

3/R22

Attributed to Frans Wouters Narrative code
Atalanta and Hippomenes 3hl

Flemish, date not known NCN (1, 2)

On panel Painting
Dimensions 9 x 21.5cm Sssize, S, LR

Source Witt Library

Remarks: Sold at Sotheby’s London in 1980, now probabhaiprivate collection. There is no date
available for the painting. | used ~1640 basedhenfollowing information ‘In spring 1637, however,
he [Wouters] was in England, working on various omssions for Charles I, including ceiling
paintings with mythological themes. At the sameetine executed a number of small landscapes with
figures”! R22 actually refers to another painting attribueiVouters in The John and Mable Ringling
Museum of Art (Sarasota), depicting a woman runrimghe front. The subject of this painting is
uncertain: it can be either Atalanta running, artlee water spout on the right suggests, the stbry
Hero and Leander. The bad condition of the paintiadres impossible a more precise attribufion.

4/R15

Hendrik Goltzius Narrative code
Atalanta 3djn

Dutch, 1595-1600 NCN (1, 3)
Drawing Drawing
Dimensions 16.6 x 11.6 cm S size
Rotterdam, Museum Boymans-van S, RL front
Beuningen, Printkabinet, Inv. Nr. Goltzius 10.

Bibliography: Reznicek, E. K. JDie Zeichnungen von Hendrick Goltzilwstrecht, Haentjens Dekker
& Gumbert, 1961, Nr. 113.

5/W21ab/P12/R16

Guido Reni Narrative code
Atalanta and Hippomenes 3djk

Italy, 1618-19 NCN (1, 3)

Oil on panel Painting

206 x 297 /191 x 264 cm XL size

Two copies: Museo del Prado, Madrid and| S, LR front
Museo di Capodimonte, Naples

Bibliography: Pepper, D. Stephe@uido Reni Oxford, Phaidon, 1984.

Remarks: There are two versions of that painting, probatyh authentic. The one in the Prado is
slightly bigger in size, but otherwise there is significant difference between the two. The paigtin
depicts the race, the play with the apples maffiasaback and a flashforward in the story.

! Hans Vlieghe: Wouters, Frans. Grove Art Onlineyw.groveart.con{2007 06 03).
2 SeeFranklin W. Robinson and William H. Wilso@atalogue of the Flemish and Dutch Paintings 1400619he John
and Mable Ringling Museum of Art, Sarasota, Florit2g0.
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6/W12

Stephano della Bella Narrative code
Hippomenes and Atalanta — Gioco della | 3cds

Mitologia NCN (1, 3)
Italy, 1644 Print, S size
Engraving (?) S/ICM
Dimensions 8.7 x 5.5 cm LR

Bibliography: Tempesti, Anna ForlaniMostra di incisioni di Stefano Della Belle&Firenze, L.S.
Olschki, 1973, 62-74.

Remarks. In 1644, Cardinal Mazarin commissioned from BeHaset of playing cards with
mythological subjects for Louis XIV. The title dfi¢ set wassioco Della Mitologia All the 52 cards
were depicting a scene from the Greek mythologgnffvid’s, and the images were accompanied by a
short summary of the story. This card is thus phét series ('s’).

7/W29/R23

Francesco Albano (Albani) Narrative code
Hippomenes and Atalanta 3dhjk

Italy, date not known NCN (1, 4)
Painting Painting
Dimensions 52.7 x 95.9 cm M size
Weston lll, Collection of the Earl of Bradfol S, LR
B61/411.

Source Warburg Institute Photographic Collection
Remarks: The source of Albani’s composition is Guido Rerpainting, théAtalanta and Hippomenes
(Nr. 5). This is the reason why the date categay ehosen to be 1650.

8/W35/P18a

Benedetto Luti Narrative code
Atalanta and Hippomenes 3dhjk

Italy, ~1715 NCN (1, 4)
Painting Painting
Dimensions 60 x 72 cm M size, S, RL

Source Warburg Institute Photographic Collection

Bibliography: Carlsen, Hanne and Mejer, Jorgen: Benedetto RAtiditanta and Hippomenes and other
mythological paintingsAnalecta Romana Instituti Danjcx, 1981, 33-40.

Remarks: Carlsen and Mejer mentions at least two othemtpays of Luti with the same subject. The
one included here is listed in Pigler as ‘lost’,t beappeared in the private collection of Arthur
Kauffmann and was shown in Rome (Rome, Galleriaid/dei Fiori, 1980} The present location of
the painting is unknown, it could still be part KWauffmann’s collection or can be in another private
collection. There is an engraving by Bartolozzi madter this painting, where the format and the
background is changed (Nr. 12). The subject ofptiating is the race, the apple serves as an watttrib
The motif of the pair of winding tree-trunks in thackground is repeated in some other engravings as
well (for example in Ciro Ferri, Nr. 60). This mbtian be regarded as a visual sing suggesting the
interrelated fate of the main characters.

% See the record of Luti’'s painting in the Warbutp®graphic Collection.
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9/01

BN Richelieu MS. Francais 137, Fol. 143. Nr. 94.

Anonymous Narrative code F
An A’ initial with Atalanta and Hippomenes 3cdkuv i
lllustration inOvidius Moralisatuga French NCN (1, 5) ;
adaptation), Flanders, Belgium,"&entury Book illustration I
The precise technique and the dimensions are not S size I
available SICE, LR :

Source (09 05 2007)

Book http://gallica.bnf.fr/scripts/Notice.php?0=08100128
Imagehttp://gallica.bnf.fr/scripts/mediator.exe?F=C&L =418 128&I=000094

Remarks: The illustration accompanies a moralizing versibrthe fable (reference ‘u’). It depicts the
two characters in the race with reference to thmediate future when Hippomenes is going to throw
the apple still in his hand. The protagonists waartemporary costumes. The book was published in
the 1% century, so 1450 stands for the date category aman of the two end date. The proper
dimension is not available, however, as being &lilbstration, the size was marked as S.

10/E1

Herman Weyer Narrative code
The Race of Atalanta 3dhijn
Germany, 1618 NCN (1, 5)
Drawing, dimension unknown Drawing
Signed and dated: 1618 and HEW Size M (?)
Musée des Beaux-Arts, Bordeaux. Inv. | S, RL back
913bis/92

Bibliography: Starcky, Emmanuel: Un dessin d’Herman Weyer (1&98621) [A drawing by
Hermann Weyer (1596-after 1621Revue du Louvre et des Musées de FraWoé 35, No 1, 1985,
21-24.

Remarks: Weyer depicted episode 3, the race, with a nundfespectators. The composition is
diagonal, thus the direction of the race is ‘RLibache dimensions of the drawing were not ava#abl
here ‘M’ was chosen.

11/P16

Luca Giordano (Giordani) Narrative code
Atalanta and Hippomenes 3dhjkw

Italy, ~1682 NCN (1, 5)
Fresco, dimensions unknown Painting
Florence, Collezione Marchese Francesco| Size L (?)
Riccardi (private collection) S, RL

Bibliography: Trkulja, Meloni, Paragone XXIIl, No 267, March2®, 34, 60, 71, Fig lll, 32.

Ferrari, Oreste and Scavizzi, Giuseppégca Giordano L'Opera Completa, Napoli, Electa, 1992, 392.
Remarks: Based on an inventory note about Luca Giordaoonfl715, Trkulja dated this fresco
around 1682. It was probably part of a cycle, anly tater was transferred onto canvas. The proper
dimensions are not available. Based on the infaomathat it is ‘circa braccia 2 (poco pid di un
metro)’, size L was chosen. The course of the maepicted with Atalanta (Episode 3) holding an
apple and reaching out for another one. In thefdefiground former suitors can be seen beheaded.
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12/W17/P18b

Francesco Bartolozzi Narrative code
Atalanta and Hippomenes 3dghijk

Italy, after 1763 NCN (1, 5)
Engraving Print, size M (?)
Dimensions unknown S, RL

Bibliography: Dowley, Francis H.: Some Drawings by Benedettti.LThe Art Bulletin Vol 44, No 3,
September 1962, 219-236. Carlsen, Hanne and M@&ergen: Benedetto Luti: Atalanta and
Hippomenes and other mythological paintingsalecta Romana Instituti Danjcx, 1981, 33-40.

Remarks. Based on Benedetto Luti's painting, this engrgwwas made around 1763 (date category
1750). Bartolozzi altered the format to verticatlaadded some new elements (buildings and on obelisk
in the background), but the motif of the tree-truvds kept.

13/W28

Master of the Cité des Dames and workshoplarrative code
Hippomenes racing against Atalanta with | 3cdhkuv
golden appleslllustration of Christine de NCN (1, 6)

Pisan’sL’Epitre d’Othéa Book illustration
France, 1410-11 Size S (?)
Miniature, dimension not known S/CE, LR

London, BL Harley, 4431, Fol. 128.

Source (03 02 2007)
http://www.imagesonline.bl.uk/britishlibrary/contier/textsearch?text=4431&&idx=1&startid=13459
Remarks: The illustration shows Atalanta and a suitor hbitessed according to the court fashion. The
updated setting strengthens the new, moral interjioe given by Christine de Pisan: it is a warning
against attempting the impossible.

14/P13

Italian artist (Neapolitan or Florentine) Narrative code
Race of Atalanta and Hippomenes 3dgjkgqw

ltaly, 17" century NCN (1, 6)
Chalk, bistre Drawing
Dimensions 19.7 x 28.4 cm Size S
Vienna, Albertina, Inv. Nr. 24540. S, Front

Bibliography: Stix, Alfred and Spitzmiller, Anna (ed8eschreibender Katalog der Handzeichnungen
in der Staatlichen Graphischen Sammlung AlbertiBand VI. Die Schulen von Ferrara, Bologna,
Parma und Modena, der Lombardei, Genuas, Neapets Siniliens: mit einem Nachtrag zu allen
italienischen SchulerWien, Anton Schroll & Co., 1941, Nr. 575. Birkéeronika and Kertész, Janine
(eds): Die Italienischen Zeichnungen der Albertina. Geherezeichnis Band IVInv. 14326-42255.
Wien-Koéln-Weimar, Bohlau, 1992-1995, Inv. 24540,7/85

Remarks: Italian drawing from the collection of the Albigd. The place of origin is discussed, it is a
work either a Neapolitan or a Florentine artisigléi dated for the first half, the catalogue of the
Albertina for the second half of the"L@entury, thus for the date category 1650 is choBka race is
depicted in a Renaissance setting (‘w’). The characare running from a gate toward the front, the
viewer is thus placed into a position of the kimgl &is companions.
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15/W23

Giacomo Gentili Castelli Narrative code
Hippomenes and Atalanta 3adhiuz

Italy, 1755 NCN(1, 6)
Maiolica plate Decorative art
Dimensions not available Size M (?), S, RL

Source Warburg Institute Photographic Collection

Remarks: This plate was sold at Sotheby’s Milan (14 Ju®®%2 lot 287), its present location is
unknown. The scene is showing the race with a lzamks background, Atalanta is bending down for the
apple. The inscription on the bottom of the rimniifées the characters and the topic. An impresa on
the top of the rim refers to the patrons, and giges a new, anachronistic framing for the naretiv

16/024
Jean A. Mercier Narrative code
Atalanta and the Golden Apples 3cdehijk

lllustration inLes Métamorphoses d'Ovide,| NCN (1, 6)
choix de seize fabld%aris, translated by Book illustration
I’Abbé Banier Size S (?)
France, 1946, dimensions not available S/CO, RL

Source (10 05 2007)

Book http://etext.lib.virginia.edu/latin/ovid/metamorptesdovide.html#1946
Imagehttp://etext.virginia.edu/latin/ovid/jm/0009.htm

Remarks: This is the latest work in the database, an tili®n from the m id-twentieth century.
Atalanta is shown from a very low viewpoint. Botlerhveil and the Greek-type temple in the
background emphasize the ancient character ofrihge.

17/E9

School of Vittore Carpaccio Narrative code
Hippomenes and Atalanta in the Race 3dghjkvw

Italy, date unknown NCN (1, 7)

On panel Painting, size L
Dimensions 101.6 x 127 cm S, LR

Source Witt Library

Remarks: The Witt Library knows about two other versiorfstlus painting. The first is listed under
the name of Giorgione but attributed to Carpact¥as sold at Christies in 1985 (26"2%eptember),
now possibly in private collection. The second i@rds attributed to Vittore Carpaccio, and is fie t
Itallico Brass Collection, Venice. The contest wéeced into a Renaissance landscape with a town, th
characters are dressed in contemporary clothesthfeodate category, 1500 was chosen based on
Carpaccio’s and Giorgione’s life interval.

18/W2

Virgil Solis Narrative code

Atalanthe-Atalanta Dadfkmnw

Engraving for the cycl@welve Mythological Women | NCN (1, 7)

Germany, date unknown Print, size S

Dimensions 11.1 x 8.3 cm S/CM, no direction D
Signed: Monogram VS ?

Source & Bibliography: The lllustrated Bartsch, German Masters of theééimentur,yVoI 19,
257.96.
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Remarks. Atalanta is admiring the golden apple (Episode Br figure was placed in a niche, the
composition has a richly decorated late-Renaisstraoge (‘w’). On her left there is a rounded temple
referring to the future episode of the embracingsepisode is unique in the database, and is dpgea
only once more as a subsidiary episode in anothgraging by the same engraver, Virgil Solis. The
bottom of the frame bears his monogram. The enggaigi part of a cycle. The exact date is not known,
Virgil Solis’s earlier secure works from the 154f1%d the date of his death (1562) gives 1550 for the
date category.

19/010
Antonio Tempesta Narrative code
Atalantum Veneris ope vincit Hippomenes 3bdhjkos

(Hippomenes Winning the Race with Atalanta NCN (1, 7)
Published first in 1606 by Wilhelmus Jansonnius inBook illustration
Metamorphoseon ... Ovidianaruidy. 97 Size S

Italy, ~1585, etching, dimension 10.3 x 11.8 cm | S/CO, RL

Mr and Mrs Marcus Sopher Collection 1989.1.224,

Sources (12 05 2007)

Book http://etext.lib.virginia.edu/latin/ovid/tempestaivaew.html
Imagehttp://search.famsf.org:8080/view.shtml?record=585€list&=91&=temp

Bibliography The lllustrated BartsghNew York, 1984, Volt 36, 638-787.

Remarks: Tempesta’s etching was not published until 1606,was available to other engravers who
copied the composition and especially the two remn&he course of the race is depicted, in the
background, presumably in front of a royal buildisgectators with heavy gestures comment on the
events.

20/W11

Pier Francesco Cittadini Narrative code
Atalanta’s Race 3dhjkmop
Italy, date unknown. NCN (1, 7)
Pen and bistre Drawing
Dimensions 22.2 x 35.5 cm Size M
London, Mond collection S, RL

Source Warburg Institute Photographic Collection

Bibliography: Borenius, Tancred (with Rudolf WittkoveiGatalogue of the Collection of Drawings by
the old Masters formed by Sir Robert Morigyre and Spottiswoode Limited, East Harding $iree
London, Nr 59.

Remarks: Based on the life interval of the artist the deagegory is 1650. The figures are running on a
curved path in a forest. There are a number of atedfigures in the foreground having a conversatio
about the race and helping the viewer to placedrihrerself in the scene.

21/R24

Willem van Herp Narrative code
Atalanta and Hippomenes 4dfhijkl

Flemish, date unknown NCN (1, 7)

On canvas, dimensions 115 x 169 cm Painting, size XL
National Museum Warsaw, Inv. Nr. 129890. | S, LR back

Bibliography: Catalogue of Foreign Schoolsational Museum Warsaw, 1969.

Remarks: The life interval of Willem van Herp (1614-167dives the date category (1650). Herp was
a Flemish painter working on mythological subjecsly a very small and bad quality image was
available in the catalogue of the National Musemmarsaw. The apple is a device of creating a
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foreflash and a flashforward. On the right, a caludesignates the point where he race will end. The
strong gestures of the figures indicate the hetteemoment.

22/W4

J. van Neck Narrative code
Hippomenes receiving three golden apples 1dfhiknr

from Venus NCN (1, 7)

Dutch, date unknown
Oil on canvas, dimensions 63.5 x 91.5 cm

Painting, size M
S, no direction

Source Witt Library

Remarks: Jan van Neck (~1635-1714) is a Dutch painter. [Bhation of the painting is unknown, it
was sold at Christies in London, 1957. The painisigigned. Hippomenes is kneeling in front of
Venus, who arrived on a carriage. Two putti give &pples to Hippomenes (Episode 1). This episode
can frequently be seen with Episodes 3 or 4, biytamce as a main theme.

_23/W3/R1
Jean Miélot Narrative code
Les prétendants d’Atalanta s’efforcant en vajr3cghjluvw
de la vaincre a la coursdllustration of NCN (1, 8)
Christine de Pisan’Epitre d'Othéa Book illustration
Belgium, 1460 or later Size S
Dimensions 23.3 x 15.6 cm SICE
Bibliothéque Royale de Belgique, Bruxelles,| RL
9392, fol. 75v.

Source & Bibliography: J. van den Gheyn SChristine de Pisan: Epitre d'Othéa, déese de la
prudence, a Hector, chef des Troyens; reproductiea 100 miniatures du manuscrit 9392 de Jean
Miélot. Bruxelles, Vromant & Co., 1913, Nr. 72. Frédétigna: Les principaux manuscrits a peintures
de la Bibliotheque royale de Belgiqugruxelles, Bibliothéque Royale Albert, 1989, \&lpart 1, 110-
114, part 2, 431-432.

Remarks: Christine de Pisan’&pitre d'Othéaa moralizing version of Ovid'#letamorphoseswas
written around 1400, and was extremely popularhat Burgundian Court. The current, luxurious
edition was illustrated by Jean Miélot for PhilipetGood. Miélot was his secretary from 1449. The
scene is placed into a contemporary setting. The istaking place in a hilly, charming landscagpe,
city with a gothic cathedral can be seen in thekpamind. Two suitors are present, one is in
competition, the second candidate, as a resulisofdilure, is lying on the ground. His hat is eall
away giving a visual equivalence to the forthcomawgnt, his beheading. Atalanta is depicted as an
elegant princess from the court, whose flirtatigastures invite Hippomenes to follow her.

24/W10

Gerard de Jode Narrative code

Hippomenes and Atalantén illustration of | 4abcdfiqu

Laurentius Haechtanuslicrocosmos NCN (1, 8)

Antwerp, 1579 Book illustration

Engraving, dimensions not known Size S (?)
S/CE, front

Source (14 04 2007)

Book http://www.uni-mannheim.de/mateo/desbillons/miktmh

Imagehttp://www.uni-mannheim.de/mateo/desbillons/mikeats28. html

Remarks: Two versions of this composition are available:




(1) A drawing by Crispin van den Broeckompetition between Atalanta and Milanjdn reverse,
(Amsterdam, Printroom of the Rijksmuseum, Nr. Al1P1Broeck lived until 1589/91, so this
composition might be later than the illustrationd@dy Jode.

(2) An emblem inDe Gulden Winckel der konstlievende Nederlandgrdoos van den Vondel from
1622. This was first printed in 1613.

Geérard de Jode’s engraving is part of an emblenk,bebich gives a moral interpretation of the story.
The composition with the barriers, similarly to gh@wing from the Albertina (Nr. 14), puts the viaw
in the position of the king and his companies.

25/R18

Jan Tengnagel Narrative code
The Race between Atlar(gic) and Hippomenes| 3dhikinov
Dutch, 1610, on panel NCN (1, 8)

Dimensions 55.8 x 89 cm. Signed and dated | Painting, size M
Historisches Museum, Amsterdam, inv. A27278S, RL

= < i
Source & Bibliography: A. Tumpel, Claes Cornelisz, Moeyaetiud-Holland Vol 88, 1974, 1-163,
Fig 89. Blankert, Albert:Amsterdams Historisch Museum: schilderijen dateread voor 1800:
voorlopige catalogusAmsterdam, 1975/1979.
Remarks. Tumpel emphasizes the role of the gestures ingia&gel's oeuvre: ‘Subsequently he
developed a distinctive gesticulatory style, witdies and hands shown in violent movement, creating
a sense of extreme agitation not found in any otbatemporary Amsterdam painter’s work; tRace
between Hippomenes and Atalafi®10; ex-art market, London; see Tumpel, fig. 83 theRaising
of Lazarus(1615; Copenhagen, Stat. Mus. Kst) are good e>estipl

26/014

Johann U. Krauss Narrative code
Atalanta lllustration inDie Verwandlungen | 3bcdfhiks

des Ovidii: in zweyhundert und sechs- und] NCN (1, 8)

zwantzig Kupffern Book illustration
Augsburg, 1690 Size S (?)
Engraving, dimensions not known S/CO, RL

Source (06 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/lebrunlessic. html
Imagehttp://etext.virginia.edu/latin/ovid/krauss/460anht

Remarks. There is a reengraved version of Isaac de Bedsardétamorphoses en rondeaux
illustrated by Le Clerc, Chauveau, and Le BrunjR41676. | could not find out whether Atalanta was
included in the 1676 edition. A reengraved versibthis image was published ires Métamorphoses
d'Ovide ornées de 138 gravures d'aprés Sébastigdlere, précedée de la vie d'Ovide et d'une abrégé
de I'histoire poétiqueParis, 180%.The illustrations of the book do not follow sthjcthe Ovidian story.
The previous image is the scene of the transfoomatf Adonis into a Flowerthe framing scene with
Venus and Adonis is missing. Here the figures rarafel with the picture plane, a barrier sets apar
them from the crowd. Atalanta is bending down foe first apple behind Hippomenes. The page
includes a number and an inscription identifying thmale character.

* Timpel, Astrid: Jan Tengnagel. In Grove Art Onji@ford University Pressyww.groveart.con(03 06
2007).
® The source of this engravinghigp:/etext.virginia.edu/latin/ovid/hp2/HisP2198 (07 03 2007).
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27/E11
Anonymous Narrative code
Atalanta corre con Ippomenélustration in | 4cdefhjls

Le Metamorfosi di OvidioTranslated by NCN (1, 8)
Giovanni Andrea dell’Anguillara, published Book illustration
by Antonio Zezon Size S (?)
Naples, 1840 S/CO, LR
Technique and dimensions not known

Source Warburg Institute Photographic Collection

Remarks: In this 19" century edition, the otherwise cruel race of Attdaand Hippomenes is depicted
as a waltz. A small column with fruits marks theigh line, but Hippomenes is touching the trunlaof
tree. In the background, the king is sitting onthi®ne.

28/R30

Sir Edward John Poynter | Narrative code
Atalanta’s Race 3defgijkt

England, 1876 NCN (1, 8)

Oil on canvas Painting, size M (?)
Dimensions 152 x 396 cm | S/CM, LR back

Source Witt Library

Bibliography: Inglis, Alison: Sir Edward Poynter and the EdrMgharncliffe’s Billiard Room Apollo,
CXXVI, October 1987, 249-255.

Remarks: The painting of Poynter (1836-1919) was destroiyethe Second World War, and only a
sketch has survived (dimension 21.9 x 65.4). Thétch was on sale at Christies, London, 9 February
1990. In 1871, Earl of Wharncliffe ordered it ftwetdecoration of his Billiard Room at Wortley Hall,
near Sheffield. The subject was chosen to be a atogital cycles with references to the family
history. This was matching the heraldic decoratibthe rest of the house. Four paintings were edler
Perseus and Andromedghe Fights between More of More and the Dragon oftMy and two others
with the story of Atalanta. According to the infation in the Witt Library ‘[t}he chosen theme wag t
story of Atalanta, the race with her suitor Milari¢sic), and then the marriage procession. The hope
being for the Atalanta pictures to compliment twe tdragon pictures on the other side of the room. A
it happened, only the ‘Atalanta Race’ was usedfitted picture being ‘Nausicaa and her Maiden’.sThi
sketch relates directly to the completed work, Whias exhibited at the Royal Academy in 1876 and
hailed as one of the most outstanding paintingbefyear. Critics applauded the tension of thestete
energy of the two running lovers, and the senséraffen movement. (...) Dated 1878 the sketch
represents Poynter’s initial ideas for the scheaitbpugh it is clearly explained in letters of Aot
1876 that he finished the sketch after the fultyrie had been exhibited. Surviving letters from the
artist show that in August 1876 W. H. Doeg paid fiRey one hundred pounds for completing the
sketch of Atalanta®’ Although the sketch was finished only in 1876, fitey started to work on the
whole scheme in the winter of 1871-71.

29/W8a/R31
Richard Dadd Narrative code
Atalanta’s Race 3defhiknt

Broadmoor Hospital, Berks, England, ~187MNCN (1, 8)
Oil on canvas, dimensions 60 x 49.5 cm | Painting
Signed and dated: Rd. Dadd pinxit, Size M
Broadmoor 1875. S, RL back

Source Witt Library
Bibliography: Allderidge, PatriciaThe Late Richard Daddrate Gallery, 1974, Nr. 210.

® witt Library information, no other source is memtéd.
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Remarks: Although the painting bears an inscription 18XHderidge dated it around 1877. The reason
for this is perhaps Dadd’s reflection from 1877Rwynter’s picture with the same subject. The priesen
location of Dadd’s work is not known, it was soldSmtheby’s London, first 17 November 1976, then
again on 19 June 1990. Possibly the same painta®yseld twice, since Allderidge’s catalogue listed
only one painting with this theme in Dadd’s oeuwaerther, the dimensions of the two correspond. The
scene is placed in a forest, but there is a clalssipe fountain. Atalanta is armed, Hippomenes is
advancing towards the king, who, with his compaay be seen in a distance. Richard Dadd described
his painting in 1877 in relation to Poyntegalanta and HippomenesHis [Poynter’s] is a more
ambitious treatment than mine. He depicts the esceccurring in the stadium, I, you will observe,
place it in a forest-glade. Probably both interiehs will pass muster. (...) Mr. Poynter’s picture
belongs to the historic period; mine to the heroighis] is in truth a royal and imposing pictureind

is more simple and pastordl.’

30/W6

Francesco Morone Narrative code
The Race of Atlantésic) and | 4fghijptvw
Hippomenes NCN (1, 9)
Italy, date unknown Painting

Oil on panel size S, S, LR
Dimensions 18.5 x 63.5 cm

Source Warburg Institute Photo Collection, Sotheby saiwgue 8 July 1987, lot 29.

Remarks: The present location of the painting is unknoivis possibly in a private collection. Based
on Morone’s life period (1471-1529) the date catgge 1500. The race was placed in a seaside
landscape. On the left, there is a Renaissancke cpsthaps another one on the right. The kinghasd
companions are watching the competitors on horseb&lce runners are at the end of the race,
Hippomenes is touching the pillar, and thus winniiglanta as his wife. On the top of the pillare th
heads of the former suitors can be seen. Therereéfied on the front side of the pillar, presumably
Cupid with his arrows.

31/W15/P24/R17

Bartholomeus Breenbergh Narrative code
Landscape with Atalanta and Hippomenes 4ghijkmnpw
Dutch, 1630, painting on oaktree panel NCN (1, 9)
Dimensions 49 x 79.5 cm Painting

Signed and dated Barto s Breenborch 1630. | Size M
Kassel, Staatliche Gemaldegalerie. Inv. 174] S, LR front
Nr. 685.

Source & Bibliography: Stechow, WolfgangJdahrbuch der Preussischen Kunstsammlungén 51,
1930, 36. Kassel, Staatliche Gemaldegalerie, @&8,INr. 207.

Remarks: The race is in the far, represented with tinyufes as a stage scene in a rich landscape
setting. In the foreground, several defeated suiioe already killed. Breenbergh perhaps madeliion
tour to Rome.

32/P2/R4/R5

Francesco del Cossa Narrative code
Atalanta’s Race 4dfghijktvw
Italy, date unknown NCN (1, 10)

Oil on wood, dimensions 30 x 28 cm Painting, size M
Gemaldegalerie, Berlin, No. 113A. S, RL

" Allderidge, PatriciaThe Late Richard Daddrate Gallery, 1974, 135-6.
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Bibliography: Schrubring, P.Cassonj 1915, Fig 126, Nr. 572Stiftung Preussischer Kulturbesitz
Staatliche Museen Gemaldegalerie. Verzeichnis degéstellten Gemalde des 13. bd 18. Jahrhunderts
im Museum DahlenBerlin, 1966, 34.

Remarks: The attribution of this small cassone-paintingpi®blematic. The sources mention two
painters, Francesco del Cossa, or his pupil, ErdeleRoberti. Based on its style, the 1966 catatogu
suggests a link to Cossa’s Griffel altarpiece. pamting perhaps belonged to a wedding furnitutee T
date category was decided based on Cossa’s lif¢fidt0). The painting depicts the end of the race i
a Renaissance setting. Three figures stand atdig decorated gate, one of them might be Atalanta
father. In the background, there is another g&e4ivilding with Renaissance architectural elements
Between the two runners, there is a puzzling fitjueaelief.

33/W19/P19/P20/R19

Jacob Peter Gowy after Rubens Narrative code
Atalanta and Hippomenes 4defijklnpx
Flemish NCN (1, 10)

Oil on canvas, dimensions 181 x 220 cm | Painting, size M
Prado, Madrid, Nr. 1538. S/ICO, LR

5.
Bibliography: Alpers, SvetlanaCorpus Rubenianum Ludwig Burchard Vol IX. The Dation of the
Torre de la ParadaLondon, Phaidon, 1971, Nr. 4. (Fig. 64) and &&.(65).

Remarks: Rubens’sil sketch is one of those mythological scenes ftbeMetamorphosethat were
commissioned by Philip IV for the decoration of therre de la Parada between 1636 and 1638. It is
now in Paris (Collection of Mrs. Henri Heugel, 2832.5 cm). The painting in the database was
executed by Jacob Peter Gowy following Rubens’sck@ow in the Prado, Madrid). Another version,
a small oil sketch exists in the Kunsthaus HeylgMédrms, Inv. 19.). Gowy’s painting depicts the end
of the contest (Episode 4), when Hippomenes ishirgdhe final post while Atalanta is holding ugrhe
skirt and bending down for the last apple. The &iers are standing beyond the barrier and waving.
The obelisk is signed: I.P.GOWI F. Atalanta’s feeed figure is perhaps modelled after Héléne
Fourment.

34/018

Ademolli Narrative code
Atalanta and HippomeneBlustration inP. | 3bcdeghjkns
Ovidii Nasonis Metamorphoseon Libri XV | NCN (1, 10)

Cum Appositis Italico Carmine* Book illustration
Interpretationibus ac Notjd-ig. 87. Size S
Florence, 1824, reprint 1832 S/CO, RL

Engraving (?), dimensions not available

Source (31 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/ademolltrnl
Imagehttp://etext.virginia.edu/latin/ovid/ademolli/ade8¥0jpg

Remarks. A Greek-style temple stands in the background fweflash to the future episode when
Atalanta and Hippomenes will embrace each otharforbidden place.
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35/W13/017

Crispijn de Pass Narrative code
Atalanta’s Racelllustration of theLes metamorphoses er8bcdhijklopv
latin et frangois, divisées en XV. livres, avemdavelles | NCN (1, 11)
explications historiques, morales & politiques soutes | Book illustration
les fables ...Translated by Pierre Du Ryer, published hySize S
Francois Foppens, Brussels, 1677 S/CO, LR
Engraving, dimensions ~ 15.9 x 22.9 cm

Source (07 03 2007)

Book http://visualiseur.bnf.fr/CadresFenetre?O=IFN-2 ZEBEM=notice
Imagehttp://visualiseur.bnf.fr/CadresFenetre?O=IFN-2ZR®I=97&M=imageseule

Bibliography: Reitlinger, Henry: The de Pass illustrations efdDGazette de Beaux-Artslo 935, Vol
XXVII, January 1945, 15-26, fig 2.

Remarks:. The illustration was republished in 1702 in Amsgerdby J. Blaeu. There are three images
from the Venus-Adonis story. The date of this enigig cannot be exactly determined. Reitlinger
remarks, that ‘At first glance it is evident thaese engravings [published in 1677 in the Froppens
edition of theMetamorphosdamust be divided into at least two sections orif@s The first of these

is in style and sentiment to be dated from aboatybar 1620, whereas the second class is quite
obviously later in date and may be taken as conteanp with the publication of the book, namely
1677.% About the engraving in this database Reitlingerss&here can be no doubt that a certain
number of the plates in the Froppénstamorphoseare important and typical examples of the work of
the elder Crispin de Pass, free from external tasgis. Such are those reproduced here (Fig. 2d4 an
6).° The description of Figure 2 (Atalanta’s Race)estathat it is by ‘Crispin de Pass, after Adrian va
de Venne'. De Venne lived between 1589 and 166Padse de Elder between 1564 and 1637. Bearing
these dates in mind and looking at the style of@4r.which is surely by de Passe the Elder, | am no
convinced that Nr. 81 and this piece is by the shar@l. For this reason, the 1650 date category was
chosen.

36/P34

Noél Hallé Narrative code

The Race between Hippomenes and Atalantadfghijkimpw

French, ~1765 NCN (1, 11)

Oil on canvas, dimension 321 x 712 cm Painting ¥
Paris, Louvre, Inv. 5270. Size XL, S, LR W

Bibliography: Diderot, Salons; J. Secnec and J. Adhémar, @01Plate 20.
Remarks: The painting belonged to the collection of LoM¥. It was part of a cycle on the theme
‘Love of the Gods'. It was perhaps a design folapestry, but was never woven. Diderot wrote a
description of this painting.

37/019

Le Mire and Basan Narrative code
Atalanta -- Hippomenedllustration inLes 3cdefhijkmps
Métamorphoses d'Ovide gravées sur les | NCN (1, 11)
desseins des meilleurs peintres francais | Book illustration
Paris, 1770 Size S (?)
Engraving, dimensions not known S/CO, RL

Source (12 03 2007)
Book http://etext.lib.virginia.edu/latin/ovid/metamorgesgravees.html
Imagehttp://etext.virginia.edu/latin/ovid/vaf1770/02343d 1r.html

8 Reitlinger, 1945, 16.
° Reitlinger, 1945, 20.
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Remarks: The engravings of this edition were republished separate volume in Banier’s translation
of the MetamorphosegFrench version, 1767-71). It is a rococo styllestration, framed with garlands.
The illustration is accompanied by a short desiompof the story. Many pictorial elements emphasize
the ancient (and Mediterranean) character of thig,stor example the palm trees. Mediator figures a
placed in the foreground leading the viewer inte sisene. The episode is part of a cycle, framed by
two other episodes from the story of Venus and Agiqust as in the Ovidian descriptioAdonis loved

by VenusandAdonis transformed into Anemone floyver

38/P36

Johann Heinrich Schonfeld Narrative code
Atalanta and Hippomenes 4dfghikmnptuw
Germany, 1650-60 NCN (1, 12)
On canvas, dimensions 123 x 200.5 cm Painting
Remainders of a signature Size XL
Brukenthal Museum, Sibiu, Nr. 1059. S, LR

Bibliography: Kat. d. Schonfeld-Ausst., Ulm 1967, Abb. 77. V8andrart, Teutsche Academie, 1675,
hg. v. A. R. Peltzer, 1925, 205.
Remarks: The race is placed in the garden of the Villa Tiivol

39/W14/P15/R21

Simone Cantarini Narrative code
Atalanta and Hippomenes 3defghijkimopvw
Italy, ~1641 NCN (1, 14)
Dimensions 106.5 x 143 cm Painting, size L
Ferrara, Collezione Dell’Acqua (private) | S, RL back

Bibliography: Maestri della pittura del Seicento emilianBologna 1959, Nr. 54. Mancigotti, Mario:
Simone Cantarini il PesaresBesaro, 1975, 131, Fig. 70.

Remarks. The oval form is unique in this database. The paints dated around 1640 based on
Cantarini’'s visit to Rome. The scene is depicted itypical roman urban landscape. The landscape is
especially rich in architectural elements: the Tkmgd Vesta, an obelisk (marking the finish posthe
contest), the rounded temple of Cybele, and sonms are placed in the background. On both sides of
the path, the crowd of lively spectators with vigestures follows the race. Atalanta’s father, kimg

is seated on the right. The apples are again dewicireflashes and flashbacks.

Images with two episodes

40/W9

Anonymous Narrative code
Atalanta’s Race 3Chr

Italy, 1546, width 9.5 cm NCN (2, 2)

Fragment of a maiolica plate. Victoria and | Decorative art
Albert Museum, Inv Nr. 1000. C.624-1917.| Size S, S, LR

Source Warburg Institute Photographic Collection

Bibliography: Rackham, BernardCatalogue of Italian Maiolica, Victoria and Albefiuseum,
Department of Ceramicéondon, 1940, Plate 161.

Remarks: This is a fragment of a disA.here is an ingiption on the back ‘ATELATA 1546'. The
fragment shows Atalanta picking up the apple armapbimenes looking back. The third figure must be
Venus, who is pressing Atalanta to accept the ttioé episode not present in the Ovidian story.r&he
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is a painted landscape on the back of the dighight be part of a series, as there are other slibjie
the same hand with similar inscriptions, and tkalvjects are also related to Roman history.

41/W16

Anonymous Narrative code
Hippomenes and Atalanta 13dijk

Date, place and dimensions not known | NCN (2, 4)

Decorative art, size S (?
S, LR

Source Warburg Institute Photographic Collection

Remarks: The present location of the glass is unknown, ipbsswned by a private collector. It was
sold at the Sotheby’s, 17 May 1965. On the uppdrgidahe glass there are (at least) two sceneth@®n
left Hippomenes is receiving the apples from Veitgisode 1), and the main scene of the race is also
depicted (Episode 3). There is a dog and two sfmestan the background, and a temple.

42/03

Anonymous Narrative code
lllustrated Latin Edition of th&letamorphoses| 35acdfk

Nr. 44. NCN (2, 5)

Published by Alessandro de Paganini Book illustration, size S
Italy, 1526, woodcut (?), dimensions not know®/CO, RL

Source (10 05 2007)

Book http://visualiseur.bnf.fr/Visualiseur?Destinationaliica&O=IFN-2200052
Imagehttp://visualiseur.bnf.fr/CadresFenetre?O=IFN-2ZX®I=44&M=imageseule

Remarks: There are two inscriptions that identify the racel the marriage. There is an unidentified
vertical element on the right hand side, occupyhgost a quarter of the image, perhaps a gateeof th
final post of the race. The date category is 1550.

43/016

Anonymous Narrative code

The Race 3Bcdfhk

lllustration inChoix des Metamorphoses | NCN (2, 4)

Paris, 1801 Book illustration
Technique and dimensions not known | Size S (?), S/CO, RL

Source (07 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/choixdestaenorphoses.html
Imagehttp://www.inrp.fr/she/images/lej img2/a_1/ano_ctmeét 42.html

Remarks: The full title of this edition isChoix de métamorphoses, gravé d'apres différengrasal
par Huet I'ainé; avec la simple exposition de chegujet, terminé par un quatrain propre a le fixer
dans la mémoire des Enfans. Premiere suite de &@tchesBound withRéflexions sur la science des
fables, et sur ce qu'il faut en développer darduld@ation This illustration is a reworked and enriched
version of Nr. 26, which probably derives from th@&76 edition by Le Brun & et al. The reason for
including this new version is a small change, egesB (the trumpeters sound the start of the race) i
depicted in the background. The previous scerfeeisi€ath of Adonis, thus the sequence of the ailigin
Ovidian story-line was changed. The apple agaiegjav/foreflash.

209



44/P21/R20

Jacob Jordaens Narrative code
Atalanta and Hippomenes 3Bdfikng
Flemish, ~1646 NCN (2, 6)

Oil on canvas, dimensions 111 x 88.5 cm | Painting, size L
Signed and dated: J. Jor 1646. S, front

Source Witt Library

Remarks: The painting was sold at the Sotheby, London, |2 1886. There are two other versions
(Reid) with the same title and with similar compiasis. Most probably all three paintings can benfibu

in private collections. The Witt Library holds tler@hotographs, all in bad quality. Based on them on
cannot decide whether they are from the same hathnta and Hippomenes are running towards the
front, the first apple is already thrown. The trigtgys on the left refer to an earlier episode atisig

the race.

45/E6
Christoph Jamnitzer Narrative code
Trionfi basin with the scene of 13defioru
Atalanta and Hippomenes NCN (2, 7)
Germany, 1603-1605 Decorative
Metal, dimensions 53 x 64.7 grsize M
Kunthistorisches Museum, S/CM (pair), LR
Wien, Inv. no. 1104.
Source http://www.khm.at/staticE/page1821.ht(06 05 2007)

Bibliography: Irmscher, G.: Christoph Jamnitzer Trionfi-LavaboKunsthistorischen Museum Wien.
Jahrbuch der Kunsthistorischen Sammlungen in YWeh85/86, 1989-90, 135-54.

Remarks: The Trionfi-ewer and the basin was commissiongdRhdolf Il, it is based on Petrarch’s
Trionfi. The main scene of the basin is the Triumph ofi€uphere Cupid is leading a procession. On
the wide rim, there are four sitting putti persgmf the four continents, and another four animals
medaillons represent the four ancient empires (BahyPersia, The Empire of Alexander the Great,
and the Roman Empire). Four mythological scenesbeafound on the rim from thidetamorphoses
Apollo and Daphnis, Pluto and Proserpine, Atalamd Hippomenes, and an unknown one. The story
of Atalanta is depicted in two scenes: Hippomesea®deiving the golden apples from Venus, and the
race.

46/E10

Nicolas Colombel Narrative code
Atalanta and Hippomenes 4Edeghjkp
France, 1699 or before NCN (2, 7)

Oil on canvas Painting, size XL
Dimensions 140.5 x 127 cm S, RL

Source (07 05 2007)
http://www.invaluable.com/PartnerPages/Lot.aspx@3aliselD=1040019&SalelD=1141043&UNID=
220980660

Remarks: Sold at Sotheby’s, London, 6 December 2006 (O&bters paintings, Lot 41). In 1699,
Colombel exhibited a painting with the same subgdhe Salon, most probably this one. This pagntin
was made perhaps during his stay in Italy, fromnehee came back in 1693. A new episode can be
seen, Cupid is holding a laurel wreath with a tabbve Hippomenes.
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47/R28

Benjamin West (after) Narrative code
Venus Relating to Adonis the Story of 0Gbdfhijo
Hippomenes and Atalanta NCN (2, 7)
Engraving by John Hall (in reverse) Print

England (the engraver) or US (West), 1769 | Size M
Engraving, dimensions 45.7 x 57.8 cm S, no direction
The Baltimore Museum of Art

Garrett Collection, BMA 1946.112.15443

Bibliography: Erffa, H. von and Staley, AThe Paintings of Benjamin We$tew Haven, 1986, No.
112. Staley, A.Benjamin West: American Painter at the English @okxh. cat. Baltimore, MD, The
Baltimore Museum of Art, Mus. A., 1989. Nr. 56.

Remarks: The original painting is available only in bad tjya The engraving shows a reversed
composition. Venus, the internal narrator is tellthe story of Atalanta and Hippomenes to her lover
which we know from the title. A lion, a referenaethe main characters is in the left foregroundtiPu
are playing in the right middle ground.

48/E5

Maarten de Vos Narrative code
Atalanta’s Race 14dfikmopr
Flemish, date unknown NCN (2, 8)
Pen and ink, watercolour, bodycolour on papgawing
Dimensions 20.3 x 32 cm Size M
Courtauld Institute of Art Gallery, London, | S, LR front
D.1952.RW.98

Remarks: In the upper right corner, Hippomenes is receithgapples from Venus (Episode 1), who
can be identified by her swan-led carriage. Thenmsaene shows the End of the race (Episode 4). The
composition is presented as a stage scene withatoedigures in the left foreground. De Vos lived
between 1532 and 1603, so the date category is 1600

49/W7

Alvise (dal) Friso, attributed to Narrative code
(sometimes as Benfatto Luigi or Alvise 4Edfijknow
Benfatto) NCN (2, 8)
The Race of Atalanta Drawing

Italy, date unknown Size S

Pen, brown ink, black chalk, blue papelS, RL
dimensions 12 x 42.3 cm

Signed: Alvise del Friso

Source & Bibliography: Colnaghi:An Exhibition of Master Drawings at our NY Gallesi@rd-26th
May, 1995.

Remarks: The present location of the drawing is unknowmgbgbly in private collection. Sold at
Colnaghi, Spring 1995. Based on the life interallvise del Friso (~1550-1609), the date categery
1600. Elizabeth McGrath’s letter to Mr. Ongpin tae Colnaghi, New York, 27 February 1995)
confirms the subject of the drawing as above. @nl¢ft, King Schoeneus is sitting on his throne. A
large number of courtiers including musicians, baren and athletes are watching the race.
Hippomenes is touching the statue of Victory wimnihe race. It is not clear to whom Victory is gigi

the laurel wreath, as it is above Atalanta’s héte function of the cylindrical objects in the righ
foreground is not identified.
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50/020

Giacomo Franco Narrative code
Synoptic tableau for Book X 03achmnsuw

Le Metamorfositranslated by A. NCN (2, 8)
dell’Anguillara. Published by B. Giunti, | Book illustration, size S
Venice, 1584 S/CO, RL

Engraving, dimension 14.9 x 9.3 cm

Source (12 06 2007)

Book http://etext.lib.virginia.edu/latin/ovid/others.hi#ivenice1584
Imagehttp://etext.lib.virginia.edu/latin/ovid/vaam1584itie/pg353.html

Bibliography: Huber, G., Lutkemeyer, S., and Walter, kHkonographisches Repertorium zu den
Metamorphoserdes Ovid. Die texbegleitende Druckgraphik. BandSkhmmeldarstellungerBerlin,
Mann Verlag, 130-133, Type 1.

Remarks: It is a synoptic tableau, a one-page illustrapoeceding each book of tihvdetamorphoses

It is comprises the stories of the following bookdne or two episodes. Three synoptic tableaus are
included in the database, Giacomo Franco’s enggagithe first. It shows eleven episodes from Book
X, including Orpheus, Cyparissus, Ganymedes, Myrenus and Adonis, and the Race of Atalanta
and Hippomenes (and thus for the double frameyalbtic tableaus got reference u). Several versions
exists of Franco’s engraving, tkvid lllustratedwebsite mentions one, Mattheus Merian’s versian fo
Ludwig Gottfried’sP. Ovidii Nasonis Metamorphoseon ... Historica Msr&aturalis Ekphrasigrom
1619.http://etext.lib.virginia.edu/latin/ovid/1619/161®@jpg (12 06 2007)

51/011

Jean Mathieu Narrative code

Atalanta and Hippomenes 38bcdghjko

Les Métamorphoses d'Ovidso. 97, 296. NCN (2, 8)

Paris, published by Langelier, 1619 Book illustration, size S (?
Engraving, dimensions unknown S/CO, LR
Sources (12 05 2007)

Book http://visualiseur.bnf.fr/CadresFenetre?O=IFN-2 ZE¥M=notice
Imagehttp://visualiseur.bnf.fr/CadresFenetre? O=IFN-2 B8X®I=97&M=imageseule

Remarks: Jean Mathieu reworked and enriched the narrativéntonio Tempesta’s engraving, but
changed the direction of the narrative. Also plaeedew episode in the background (Episode 8)
depicting the lions stepping out of the temple.

52/015
F. Ertinger Narrative code
Hippomenes and Atalanta into Lions 13cdfhijkr

lllustration inLes metamorphoses d'Ovide | NCN (2, 8)

mises en vers frangoiganslated by Thomas Book illustration
Corneille, Liege, 1698 Size S (?), SICO, LR
1697, technique and dimensions unknown

Source (07 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/1698/inddmtml
Imagehttp://etext.lib.virginia.edu/latin/ovid/1697/10krhl

Remarks: The composition of Ertinger’s illustration is le@lson Le Brun’s compositions from 1676.
There is another version of this composition fro388:
http://etext.lib.virginia.edu/latin/ovid/1698/10krhl (12 06 2007)

Behind and above the main scene Venus can be $¢eg the apples to Hippomenes (Episode 1,
reference r). The spectators of the race are sepaogt a barrier parallel to picture plane.
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53/E2

Joseph Deschamps Narrative code

The Race of Atalanta and Hippomenes | 4Edefgijkl
Saint-Cloud, France, 1788 NCN (2, 8)
Limestone relief Decorative, size XL
Dimensions 264 x 516 cm S/CE, RL

Source & Bibliography: Diskant Eda: Les bas-reliefs de I'escalier dé&k&ine a Saint-Cloud, I. De
Saint-Cloud a PhiladelphiaBulletin de la Société de I'histoire de l'art frag 1992, 113-121.
Ypersele De Strihou, Anne van: Les bas-reliefs’éschlier de la Reine a Saint-Cloud, Il. De Saint-
Cloud a LaekerBulletin de la Société de I'histoire de I'art frag 1992, 123-130.

Remarks: In Saint-Cloud (near Paris) Joseph Deschamps msityvo large low-reliefs for a staircase
called ‘de la Reine’ with the subject of ‘TriumphFlora’ and ‘The Race of Atalanta and Hippomenes'.
It was commissioned probably by Marie-AntoinettbeTeliefs were partly destroyed in a fire in 1870,
and were remodelled for Leopold Il in 1904. Thepamatory plasters for this restoration are now in
Philadelphia Museum of Art, these are used indaisibase. Three versions exist:

(1) An engraving by Marius Vachon (‘Le chateau @n8Cloud’, Paris, 1880). And two reliefs,

(2) La Course d’AtalantePhiladelphia Museum of Art

(3) La Course d’Hippomene et Atalant® relief probably based on the plaster, and pestia France.

54/E7

Niccolo degli Agostini Narrative code
Atalanta and Hippomene#lustration inTutti| 4Ccdgijkrvw
gli libri de Ovidio Metamorphoseos tradutti{. NCN (2, 9)

Fol. R1v, Nr. 61. Book illustration
Venice, 1522 Size S (?)
Woodcut (?), dimensions unknown S/CO, LR

Source & Bibliography: Guthmdller, Bodo: Bild und Text in Lodowco DotceTransformatlonl In
Hermann Walter und Hans-Jurgen Horn (e Rezeption der ‘Metamorphosen’ des Ovid in der
Neuzeit: der antike Mythos in Text und Bildternationales Symposion der Werner Reimerdt®if,
Bad Homburg v. d. H. (22-25 April 1991). Berlin: kg 1995, 58-78, Fig 21a.

Remarks: Agostini’s illustration put the race scene (Episdl into a flowery Renaissance court with
semicircular arcades, and surrounded by a palaigpohkhenes is only few steps away from the King
and the Queen, who are sitting far right on a terdme new episode of Venus forcing Atalanta todben
down is again present here (Episode C).

55/E3

Manara Baldassare Narrative code:
Atalanta’'s Race against Hippomenes 4Cdghikoruz

Italy, 1534 NCN (2, 9)
Maiolica plate, dimensions 22.8 diameter Decorative, size $

Fitzwilliam Museum, Cambridge, Nr. EC.23-1939 | S, LR
Signed and dated on the back 1534 BM

Source Fitzwilliam Museum (13 05 2007)
http://www.fitzmuseum.cam.ac.uk/opac/search/catsddegtail. html?&priref=80701& function_=xslt&
limit =10#1

Remarks: A third person is present in the race whose iter@nd gender cannot be identified.
Although having similar clothes to Hippomenes, dwase that it is Venus pushing Atalanta to pick up
the apple. The reason for this is that there arerakexamples with an active Venus but no one her
another suitor is running with Hippomenes. Furthtbe source cited by the Fitzwilliam museum
website is a 1522 Venice edition, which has a simibmpaosition. In this edition, Venus is presamt a
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is forcing Atalanta. There is a heraldic sign ie foreground, not yet identified. The website says:
the foreground there is a cartouche containingexdtiaped shield charged with the arms or, a griffi
segreant to sinister sable, in chief an invertdxllaf four points gules (shown orange) with three
barrels (?) gules (shown orange) above’.

56/W5a /P4/R8

Narrative code
D 3Gdghikotvw
NCN (2, 9)
Painting
nSize M
D/CO, RL

Giolfino, Nicola (or Niccolo)
Venus Handing a Golden Ball t
Hippomenes (or to Atalanta?)
Atalanta’s Race

Italy, date unknown, tempera ot
panel, dimensions 24.4 x 28.6,
24.5 x 28.7 cm

Fitzwilliam Museum, Cambridge
Inv. Nr. 208, 210.

Bibliography: Schubring, P.Cassoni 1915, Nr. 693-4, 378. Earp, F. R:Descriptive Catalogue of
the Pictures in the Fitzwilliam Museur€@ambridge, 1902, 205-206. Goodison, J.Watalogue of
Paintings in the Fitzwilliam Museum, Cambridge,lita School Cambridge, Cambridge University
Press, 1967, 62-64.

Remarks: These small paintings probably belonged to aaras$Schubring) and were part of a larger
series (Goodison). Date category is 1550, baseth@rpainter’s life interval (1476-1555). The first
painting of the pair shows Atalanta and Hippomeinethe contest, but the subject of the second is
rather puzzling. To clarify its subject, a letteasvsent by Jack W. Goodison from the Fitzwilliam
Museum to Mrs. Frankfort in the Warburg Institutelio61. Most probably there was no answer since
another letter was sent to Frances A. Yates in 165 the same question. Yates, the curator of the
Photographic Collection, suggested that the pantiepicts the handling of the golden apples. This
view did not match with the opinion of Mr. Goodisavho thought that the ball was much bigger than
the one on the other painting and stated that sttene evidently shows a ceremonial occasibh’.
agree with Schubring, who said that ‘Atalanta pnés¢he golden apples to the winng€rThis view fits
into the logic of the narrative since the figurdyoapresents the golden apples, wears the samesgloth
as Atalanta in the first composition (yellow dresigh red stockings). The figure, who receives the
golden apples, seems to be a female figure — ihinlig Venus herself. One interpretation for thtkea
strange choice might be that Atalanta becomesde land won love, thus her life from that point on
continued under the aegis of Venus. This is sthergtd by the seating figure on the right, who i
same dress but part of the group accompanying Veshes could also be Atalanta after giving up her
virile life and being accepted by the group of womanother, obvious explanation could be that the
painter simply misunderstood the subject and mixpdthe characters. There is a statue on both
painting the top of the pillar in the backgrounad@ison suggests that it might be Bacchus, buetiser
no reasonable explanation for presence. Both s@ratepicted in a Renaissance setting.

57/E4

GuercinoThe Race of Atalanta] Narrative code
Italy, 1621-23 or later 4Edghijkptw
Pen and ink on paper NCN (2, 9)
Dimensions 28.5 x 159.5 cm | Drawing
London, Courtauld Institute of | Size M

Art Gallery, Witt Fund, S, LR
D.1953.WF.4593.

9 Goodison, 1967, 62.
™ Schrubring, 1915, 378.




Bibliography: Brooks, Julian:Guercino. Mind to PaperExh. cat. The J. Paul Getty Museum, Los
Angeles, 2006, Nr. 8. Exhibition at the Courtauidtitute of Art Gallery, London, 22February-13
May, 2007.

Remarks: The technique of this work is mixed: pen and brdnk, brush with brown wash, on five
joined pieces of paper, laid on canvas. The ddaegoay was chosen as 1600: ‘Turner and Plazzota dat
the drawing to about 1621 to 1623, when the astést working in Rome, “or possibly a little latettye
latter seems more likely, given the similarity ethandling of wash between catalogue number 8 and
two genre scenes now at Windsor Casfl@.he composition is full of details, mostly not rtiened in

the Ovidian version: ‘the artist has also takeniobs delight in the subsidiary figures. Peopledwil

the race on foot and horseback, and at the paldm¥enthe race ends, onlookers — including one
animated character waving the victor's wreath —ustamd encourage the runners. At the balustrade,
two seated figures wearing turbans — perhaps Atlaparents — express shock at the imminent result
while a third person wipes away a tear. In fronthafm, a child playfully prepares to ride a doy”.

58/012

Johan Wilhelm Baur Narrative code
Atalanta and Hippomene#lustration in | 13bcdfhijkirs

Ovidii MetamorphosisFol. 98r. NCN (2, 11)
Germany, 1641 Book illustration
Engraving, dimensions unknown Size S (?), SICO, LR

Source (30 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/tempestalaew.html
Imagehttp://etext.virginia.edu/latin/ovid/vabaur/0306ad98r.html

Remarks: Johan (or Johannes) Baur designed 151 illustmfiontheMetamorphosesublished first

in Vienna possibly before 1639. The illustrationsra republished several times later. For the 1703
Aubry-edition Ovidii Metamorphosis, oder  Verwandelungs Bucher Nuremberg,
http://www.uvm.edu/~hag/ovid/baur1703/baurl703bB)jp@gd, the Baur-images were reengraved,
strictly following the original version. Another graving is dated from 1681 by Melchior Kisel.
(http://etext.lib.virginia.edu/latin/ovid/kuesel/KD@8.htm) Two episodes are framing the race-scene,
the Love of Venus and Adonand theAdonis transformed into Anemone flow&ehind the race,
Hippomenes is receiving the apples from Venus.

59/P5/R7

Giulio Romano (designed), executed by GirolamoNarrative code

The Hare (Atalanta and Hippomenes) 4EDbdfghijkmpuw
Mantua, Palazzo Del Té, Sala dei Venti NCN (2, 12)
1527-28 Painting, size XL (?)
Ceiling fresco, medallion, dimensions unknown | S/CE, RL

Bibliography: Hartt, FrederickGiulio Romano I-Il. New Haven, Yale University Press, 1958, 115
123, fig 198. Egon Verhagen/Verheyé@ie Palazzo del Te in Mantua. Images of Love ariilid2o
Baltimore & London, 1977, 119.

Remarks. There is a preparatory drawing for this compositin Hartt, 1958, Cat Nr. 148. The
medaillons are part of a decoration scheme of #iling, the cycle was probably designed by Giulio
Romano. There are sixteen tondi with figurative posttions, they are unified under an astrological
framework having references to the Gonzaga farmitys medaillon depicts the end of the race with the
figure of Victory crowning Hippomenes. The comgetittakes place in a closed garden, it is probably
in the palace of Atalanta’s father. An obelisk-fometamarks the end of the race. The composition
follows the curve of the tondo. The fresco with tiaee is executed by Gerolamo (or Girolamo) da

12 Brooks, 2006, 37.
13 Brooks, 2006, 36-37.
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Pontremola (Pontremoli). It was damaged, and regiad around 1973. The dimensions of the
medaillon is not available, but compared to the sizthe door leading to the room the diameteraoul
be around 1-1.5 meters.

60/W27/R25

Cirro Ferri (after), Benoit Farjat Narrative code
Hippomenes and Atalanta 13adefhijkinruz
Engraving NCN (2, 13)
Italy, date unknown Print, size M
Dimensions 38.5 x 27 cm S, LR

British Museum no. 1951-4-7.51.

Remarks: The engraving is perhaps close to de Maria deidflegicle of Rubens, since it bears the
Medici shield, a crown and a lion. In the uppermsce/enus was replaced by the armed Minerva, the
goddess of war, who is forcing the outcome of theer With the help of the putti, she is giving the
apple to Hippomenes. The apples are taken off fravMedici shield. Another shield with a small lion
is placed into the foreground. The same shield Wéls and putti can be seen in some of the pastin
of the Maria de Medici cycle, for example in tAerival of Marie de’ Medici at Marseille§1622-5,
Paris, Louvre). Above the crown, the putti heldilzbon with the inscription PRAETERITA EST
VIRGO DUXIT SVA PRAEMIA VICTOR, which might be a ference to Maria de Medici. The
recurring motif of the embracing trunks can be seere as well. The date of the work is not known,
however, as being close to the Medici cycle (162p-But perhaps later, the date category is 1650.

61/P25

Anonymous Flemish or Dutch artist (K.G|Narrative code sl o a
Atalanta and Hippomenes 03dfgijklmnortvw ’ 2
1726 or earlier NCN (2, 14) ?
Black chalk, dimensions 34.3 x 45.9 cm | Drawing, size M

British Museum, K. G. 1726. S, RL back

Bibliography: Hind, A. H.:Catalog Of Drawings.,.IV, 1931, 178, Nr.1.

Remarks: The only information available is from the Hindtalogue. The composition shows a
crowded scene: the couple is running in a gardeoyeathem Venus can be seen with Cupid whom
Hippomenes addressed as the gesture of his haadyckhows. The originality of the inscription
1726’ is questioned suggesting an earlier datd, ¥ was chosen for the date category.

Images with three episodes

62/W31

North Italian Narrative code 78Fkw
Hippomenes and Atalanta NCN (3, 2)

ltaly, 2" half of the 18 century Decorative art, size S (?)
Jewellery, dimensions not available S,RL

Source Warburg Institute Photographic Collection

Remarks: This small oval jewellery is probably in Wien, th& inscription on the photography held in
the Warburg is ‘Vienna 234'. The jewellery has aatative frame. The composition shows a couple in
the gate of a Renaissance-type temple. They arenghbdve, while on their right the statue is ashdme
by their improper behaviour as they pollute a shgiace. The lower zone shows the punishment, the
couple is transformed into lions.
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63/W33

North Italian painter Narrative code
Hippomenes and Atalanta transformed 8Fghkw

into lions for polluting the temple NCN (3, 4)
Italy, 16th century Painting, size L
Dimensions 64.8 x 146 cm S/CM, LR
Saltram House, Courtauld Institute of
Art, No B 64/148.

Source Warburg Photographic Collection, Witt Library

Remarks: 1550 was chosen for the date category. Theredthar painting also at the Saltram House
with the story of Pan and Syrinx. The two paintipgssibly belonged together, since they are fraen th
same painter and have the same size. This oneththtory of Atalanta shows two scenes, the love-
making in the temple of Cybele and the couple assfiormed into lions. Perhaps there is a lost pant
depicting Venus giving the apples to Hippomenestardace, as often these four episodes are placed
together forming a 2+2 type.

64/R12

Follower of Titian Narrative code
Mythological scene 09Gdhipru
Italy, 1530-1600 NCN (3, 6)

Oil on wood Painting, size L
Dimensions 76.2 x 132.1 cm S, no direction
National Gallery, London, Inv. Nr. 1123.

Source & Bibliography: National Gallery lllustrated General Cataloguieondon, 1973, 623.

Remarks: The subject of this painting is rather obscuree Thtalogue of the National Gallery says
‘The central figures may be Hippomenes and Atalamthose story Ovid MletamorphosesX)
interrupts to tell the story of Adonis. Incidentslee birth and death of Adonis in the backgrourrkid
also lists the painting under ‘Atalanta’ as a mywlgical scene by the follower of Titian, depicting
either Atalanta and Hippomenes or Venus and Addniany case, it is clear that the subject is lthke
to the Book X of thevietamorphosesTwo figures are running in the background, theyld be either
Atalanta and Hippomenes, or Myrrha when expellechfthe house of her father. The two lovers in the
foreground might be Venus and Adonis, or Hippomeras Atalanta, however, the apple in the hand of
the male character indicates the later. They ceuth be Venus and Hippomenes in an episode when
Hippomenes is receiving the apples. The presenc€upid does not settle the question, as he is
involved in both scenes. Another, smaller versibthe painting exists by Andrea Schiavone, it was
sold on the art market in Milan, 1928 (from the Wibrary).

65/021

Franz Klein and Salomon Savrij (sometimes as | Narrative code
Savery-Clein) 038cdhkuw
Synoptic tableau for Book X NCN (3, 6)

lllustration inOvid’'s Metamorphosis. Englished, | Book illustration
mythologized, and represented in figurésanslate( Size S

and comments by George Sandys. S/CO, RL
Oxford, 1632, dimensions 23.6 x 17 cm

Source (12 06 2007)

Book http://etext.lib.virginia.edu/latin/ovid/sandys/dents.htm
Imagehttp://etext.lib.virginia.edu/latin/ovid/sandys/Hditart. htm

Bibliography: Huber, G., Lutkemeyer, S. and Walter, Hkonographisches Repertorium zu den
Metamorphoserdes Ovid. Die texbegleitende Druckgraphik. BandShmmeldarstellungerBerlin,
Mann, 134-137, Type 2.
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Remarks: Compared to the first synoptic tableau (Nr. 38gre is a change in the number of the
episodes. A second episode of the story is inclubled the inscription that was identifying the
characters is omitted. This is indeed a more detagingraving, for example, here the apples clearly
show a flashforward. Another version of this engrgus listed in Ovid's website, it is a reengraved
version for Thomas Farnby's 1637 edition, and waserl republished by Sandy in 1640.
http://www.uvm.edu/~hag/ovid/sandys1640/sandys164@.(12 06 2007)

66/06

Lodovico Dolce Narrative code
Atalanta weighted down by Venus races with6Ccdfikrvw
Hippomeneslllustration inLa NCN (3, 8)
Transformationi di Metamorphoseos Book illustration
Venice, 1561 Size S (?)
Woodcut, dimensions unknown S/ICO, LR
Munchen, Bayerische Staatsbibliothek Res. 4

P.o.it. 134, Nr. 73

Source (11 05 2007)

Book http://etext.lib.virginia.edu/latin/ovid/dolce.html

Bibliography: Guthmuller, Bodo: Bild und Text in Lodovico Dokéransformationi. In Hermann
Walter und Hans-Jirgen Horn (edBje Rezeption der ‘Metamorphosen’ des Ovid in deu¢it: der
antike Mythos in Text und Bilthternationales Symposion der Werner Reimerduiif, Bad Homburg

v. d. H. (22-25 April 1991). Berlin, Mann, 1995,-38, Fig 18a.

Remarks: The first edition of Dolce’§ransformationi..was published in 1553. This was followed by
another five editions; here | refer to sixth editfoom 1561. The pressure Venus employs to enkate t
Atalanta will accept the trick in form of the applis rather symbolic in Ovid's fable. In the imagess
pressure becomes more effective when the goddesslthis seen on the back of Atalanta holding her
down to ensure the success of Hippomenes in tlee Tdee finishing line of the race is marked by an
obelisk offering a visual analogy to the vertiaahd¢es of the soldiers. The couple approaches Cgbele
temple on the top of the hill, this is a proleptiepisode.

67/W26
Virgil Solis Narrative code
Atalanta and Hippomenes 3DGbdhiknuv
German, date not known NCN (3, 8)
Engraving, dimension 5.8 x 8.9 cm Print, size S, S, LR
L Semiainr s v

Source and Bibliography The lllustrated Bartschvol. 19, pt. 1.German Masters of the Sixteenth
Century Virgil Solis, 255. 87.

Remarks: This is one of the few examples where Atalantale rcould be interpreted as being a
negative heroine. The bearded man, probably Hippesieseems to run away from Atalanta and not
towards her, and he shows his back to the viewlaAta is running naked, further, she is admitirey
apple alone on the seashore (this is the backgrecewke). On the far left, a lower part of a fen{@le
body can be seen in a disgraceful posture. The ¥Bogram can be seen on the right lower corner.
The inscription below the image says ‘Quam Cupieguiere proci, Schoeneida umcut / Deutctam
nullis, aurea mala, mails’.

68/022

Anonymus Narrative code
Synoptic tableau for Book X 038cdfhikuwz
lllustration inOvid's Metamorphoses NCN (3, 9)

Translated by Samuel Garth et al Book illustration, size M
London, 1717, dimensions 32.6 x 21.2 cm| S/CO, RL
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Source (12 06 2007)

Imagehttp://etext.lib.virginia.edu/latin/ovid/val717/B&html

Bibliography: Huber, G., Lutkemeyer, S., and Walter, Hkonographisches Repertorium zu den
Metamorphoserdes Ovid. Die texbegleitende Druckgraphik. BandShmmeldarstellungerBerlin,
Mann Verlag, 138-140, type 3.

Remarks: This composition was reengraved for later edgionsmaller format (for example th&,5
1751, London)http://etext.lib.virginia.edu/latin/ovid/val751/B&html

Eleven episodes are depicted in the synoptic tabl@i#hough not all related to the story of Atatant
One episode shows the race with cheerful peopléngdehind the barrier, then a pair of lion steps o
of the temple of Cybele. On the left, Venus is nming over the dead body of Adonis. Below there is a
coat of arms, probably belongs to an English family

69/W18/P1/R2

Anonymous Italian, Veronese school Narrative code
Atalanta’s race with Hippomenes 14Afijkloruvz
Italy, ~1460 NCN (3, 10)
Painted furniture, dimensions not known | Decorative
Paris, Musée Jacquemart-André Size L (?), D, LR

Source Warburg Institute Photographic Collection

Bibliography: Schubring, P.Cassonj 1915, Fig CXLI, Nr. 658.

Remarks: The story is depicted as a decoration of a woardessone. The front is divided into three
fields, and has a plastic relief decoration in fafrcarved candelabers and floral motifs. The naddl

field contains a heraldic sign, a griffin of the Mlice’s (Monselice?). The left panel shows the
beheading of a former suitor, the right shows tickowy of Hippomenes. On the column that marks the
finishing line of the race, the heads of the formefeated suitors can be seen. Above, on the maunta
Venus gives the apples to Hippomenes.

70/W32

Jean Lemaire Narrative code
Atalanta and Hippomenes 369adefghijkimpt
France, dimensions 74.5 x 96.5cm | NCN (3, 13)

Private collection Painting, size L, S, RL

Source Warburg Institute Photographic Collection

Bibliography: Pontus, Grate and Bjurstrom, Per (e@®m sekler fransk konst. Miniatyrer, malningar,
teckningar 1400-19QExh. Cat. Nr 247. Stockholm, National Museum,8,99r. 41.

Remarks: Jean Lemaire lived betwedl97 and 1659, this gives 1650 for the date cayeddre
painting is in the collection of Sven Alfons andsashown in the Exhibition of French AEdm sekler
fransk konst. Miniatyrer, malningar, teckningar D4090Q Stockholm, 1958). The main scene shows
the hesitation of the couple in front of the entewof the temple. The temple is identified by the
inscription TEMPLVM SIBELLIS. Venus, arriving on hehariot, is watching them from above. In the
left background, perhaps the race is taking ple¥e are mediator figures in the left foreground.

71/P37
Johann Georg Platzer Narrative code
Atalanta and Hippomenes 13Bdefghijkimnor

Germany, first half of the f8century | NCN (3, 13)
On copper, dimensions 39.4 x 61.6 cpPainting, size M, S, RL

Source Witt Library
Remarks: The date category is 1750 as Platzer lived betvwié®4 and 1761. Platzer went to Vienna
after 1726 and was enrolled in the Akademie daldBitle Kiinste, this is the reason why Germany was
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chosen as place category. Two paintings existeld approximately the same dimensions. The other
depicted Mercury and Herse. It was sold at the &mntls on July 5 1967 (Lot 87). Later both appeared
at the Christies auction in London (9 December 1988)ned, on the dogs collar the painters initials
I.G.P. can be seen. Above the race, Venus candpeisiervening with throwing the golden apples. The
former suitors can be seen already killed in tlteféeeground.

Images with four episodes

72/04

Anonymous Narrative code

lllustration in the Latin Edition of Ovid's 2356acdjko
MetamorphosedNr. 46. Published by NCN (4, 6)

Bernadinum de Bindonibus, Venice, 1540 | Book illustration, size S (?
Technique and dimensions not known S/CO, LR

Source (10 05 2007)

Book http://visualiseur.bnf.fr/Visualiseur?DestinationadEca&O=IFN-2200051
Imagehttp://visualiseur.bnf.fr/CadresFenetre? O=IFN-2Z%I=46&M=imageseule

Remarks: Four scenes are arranged around the centrdirtirgfcouple is introduced on the left (they
can be identified by inscriptions), the main scehews the race, the marriage takes place on the rig
with the confirmation of the king, and finally tikeuple enters the temple.

73/W20

Anonymous Narrative code

Hippomenes and Atalanta 1235dfijkmprv

English, Tudor style NCN (4, 9)

Lime wood overmantel Decorative, size L (?)

Date unknown S, LR =

SourceWarburg Institute Photographic Collection

Remarks: The object was on sale at Bonhams, the advertisein inApollo, August 1976, 21. The
date is not known, thus the middle date (1550hefTfudor style (1485-1603) was chosen. The story is
presented as a stage scene, two figures are watithon the left. The direction of the narrativeLiR
(giving the apple, flirting, the race, and finalhe marriage).

74/W25ab

Anonymous Narrative code
Atalanta’s Race with Hippomené€E. 75-1949), 038Gdfhijknop
Venus and Adonis watch Atalanta and NCN (4, 9)
Hippomenes as Liond. 76-1949) Decorative
Tapestry, Mortlake Size XL
English, 3rd quarter of the 17th century D/CO, LR
Dimensions 230.5 x 263.3 cm, 231.8 x 389.3 cm

Remarks: The mark of the Mortlake’s can be seen on theetoright side. There are two more carpets
of this series, both in the Victoria and Albert Mus:Venus watches Adonis hunti@ip 74-1949) and
Adonis killed by a Boa(T. 77-1949). There is no published informatiomitable about this series at
the moment, but all the four tapestries will beluded in the catalogue of the ™ &entury English
tapestries currently being written by Wendy Hefttr@he tapestries show the race, with Hippomenes
looking back to Atalanta, and the framing story,enwVenus, an internal narrator, tells the story to
Adonis pointing at the two lions.

4 |nformation given by Clare Browne, curator forties, V&A.
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75/W30/R262/R27

Louis the Boullogne Narrative code
The Marriage of Hippomenes and Atalanta | 59BEdefhijkimopr
France, 1720s NCN (4, 12)
Painting, dimensions 74 x 97.5 cm Painting, size L
Hermitage, St Petersbourg, inv. Nr. 1210. S, no direction

Remarks: The painting was formerly attributed to Bon Boglhe. Reid mentions another painting at
the Hermitage by Bon Boullogn@lfe Race of Atalanta and Hippomenas untraced. In this painting,
Hippomenes is holding Atalanta’s hand, while Atgédais holding the golden apples. Hymen, the patron
of marriages, is placing a golden crown on Hippoesémead for winning the contest. At the same
time, Hippomenes is crowing Atalanta for winningdoand a husband. Cupid is pointing to the apples,
which were the devices of the victory of love. KiBghoeneus and other figures are sitting on the lef
under a drapery. In the far distance the river-ga be seen and a rounded temple indicating thiesfut
moments of the story. Above the scene, Venus, apanied by the child Zephir, is lying on a cloud.

76/R11

Sebastiano Marsilli (also as Marsili) Narrative code
The Race of Atalanta 1368dfhijknruvwzx
Studiolo di Francesco |, Palazzo Vecchio | NCN (4, 13)
Florence, ~1570 Painting, size L
Painting, dimensions 151 x 83 cm, oval S/ICE, LR

Signed: Sebastiano Marsilli

Bibliography: Schaefer, J. Scotfhe Studiolo of Francesco | de'Medici in the Padak/ecchlo in
Florence PhD dissertation, 1976, 345-348.

Remarks: The decoration of the Studiolo in the Palazzo déx was commissioned by Francesco |
Medici in 1570. This was part of Francesco’'s pevapartment and was used as a Kunst- or
Wunderkammer. The program of the decoration wasgded by Giorgio Vasari and Vincenzo
Borghini. In the realization over thirty artists igeinvolved, the story of Atalanta was painted by
Sebastiano Marsili. All the narrative scenes pressbhere were reinterpreted according to the Medici
representation. According to Schaefer, Marsilidald previous compositions in illustrated Ovid
editions (for example, Dolce, Venice, 1561). Foueres are presented: Hippomenes receives the
golden apples, the race where Hippomenes overtstiedanta, the lover's way to the temple of Cybele
and finally the lovers transformed into lions. Bahithe race the crowd of spectators can be seen
including Schoeneus, Atalanta’s father dressed@sn@® | Medici. The heraldic signs of the Medici
appear in form of a crest, and an impresa. Theagautists of the story are presented as membehe of t
Medici family. According to Schaefer, ‘[i]t is verikely that he [Francesco] kept gold in the cabine
behind Marsilli’'s panel*®

Images with five episodes

77/05

Jorg Wickram Narrative code
Hippomenes and Atalantdlustration in 0138Bcdijkov
MetamorphosisGerman edition. Published by Ivo NCN (5, 7)

Schoffer, Mainz, Germany, 1545 Book illustration, size S
Woodcut, Nr. 31., dimensions: 8.2 x 14.6 cm S/ICO, LR

Stuttgart Landesbibliothek HBb 537 Gr.

Source (10 05 2007)

15 The thesis can be found in the library of the Wiaghinstitute, London.
1% Schaefer, 1976, 346-347.
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Book http://visualiseur.bnf.fr/Visualiseur?Destinationad{ica&O=IFN-2200026
Imagehttp://visualiseur.bnf.fr/CadresFenetre? O=IFN-2ZH®¥I=31&M=imageseule

Bibliography: Blattner, EvamarieHolzschnittfolgen zu den Metamorphosen des Ovidelfig 1497
und Mainz 1545Minchen, Scaneg, 1998.

Remarks: Wickram gives a rare example of presenting ascgfe from the framing narrative in the
same pictorial space as the embedded narrativee ther episode of Adonis hunting a wild boar is
juxtaposed with the episode of the race. The curepresented by a group of people with lances.
Another episode is depicted with the couple assliorthe forest.

78/W22ab/0O8

Jacobus (?) Micyllus Narrative code
Atalanta and Hippomenes: the raaad 1378Fcdfhijkpgrw
Atalanta and Hippomenes: they make love iNCN (5, 11)

the temple of Cybeldllustration in Ovid's Book illustration
MetamorphosedPub. Ovidii Nasonis Size S (?)
Metamorphoseon Libri XV D/CO

Leipzig, Johannes Steinman edition, 1582| (LR and RL), no
Technique and dimensions not available | direction

Source (12 05 2007)

Book http://etext.lib.virginia.edu/latin/ovid/ovidillugitml#frontmatter

Images: Nr. 714ttp://etext.virginia.edu/latin/ovid/1582/714.html

Nr. 716http://etext.virginia.edu/latin/ovid/1582/716.html

Remarks: This pair is following the Bernard Salomon-typels-2+2+1 episodes (Nr. 80), but with
fewer references.

79/E8

Theodor de Bry (engraver and publisher), MichaeNarrative code
Maier (author) 1378Gacdefhiknru
Atalanta Fugienstitle page NCN (5, 11)
Germany, in Latin, 1617 Book illustration
Engraving, dimensions 17.7 x 13.4 cm Size S, S/CE, RL

Source (06 05 2007http://www.levity.com/alchemy/atalanta.html

Bibliography: Landwehr, JohnGerman Emblem books 1531-1888. A bibliograpghtyecht, Leyden,
Haentjens Dekker & Gumbert, 1972.; Klossowski ddaR&tanislasThe Golden Game. Alchemical
Engravings of the Seventeenth Centwgndon, Thames and Hudson, 1988.; Roberts, Gafdta:
Mirror of Alchemy. Alchemical Ideas and Images imrscripts and Bookd.ondon, The British
Library, 1994.

Remarks: Atalanta Fugienss an alchemical emblem book written by Michaeliélawhose principal
patron was Rudolf 1. The book incorporated fiftglemical emblems, along with the same number of
epigrams and fugues. The book was first publisietl6il7, then republished in 1618 by Theodor de
Bry, who added the portraits of the authors; in8,40was translated into German. The tendency to
reinterpret classical authors for alchemical litera began as early as the"lgentury'’ Here in the
‘Epigramma authoris’ Maier gives and alchemicakrptetation of the Ovid’'s story. As Klossowski
wrote, ‘The tale [of Atalanta Hippomenes], in alotieal terms, illustrates the rivalry of Male and
Female, Sulphur and Mercury, the initial dominatafrnthe Female, the victory of the Male, and the
conversion of both principles into Fixity (the Remns). The vivacity of the Mercury of the Wise is
therefore fixed by the action of its own Sulphuhieh is of the same nature and of the same origin

" See Klossowsky, 1988, 16.
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(both Atalanta and Hippomenes were of royal anéhdiancestry).*® The title-page illustration links
two stories where golden apples played a crucial tmth related to the garden of the Hesperides as
well. The first is the story of Hercules, the otleour story, where the transformation gained isppec
significance.

80/07

Gabriello Simeoni & Bernard Salomon Narrative code
Atalanta and HippomenemndHippomenes | 1378Fbcdfhijkgrsw
and Atalanta into Lionslllustration inLa vita| NCN (5, 12)

et metamorfoseo d’'Ovidio Book illustration
Lyon, 1559 Size S
Woodcut, dimensions not known D/CO, LR
Sources (12 05 2007)

Book http://etext.virginia.edu/latin/ovid/salomonsimedrim|

Images Nr. 15@ttp://etext.virginia.edu/latin/ovid/vasim1584/01b66nl

Nr. 157http://etext.virginia.edu/latin/ovid/vasim1584/016im|

Remarks: Bernard Salomon’s illustrations are one of thesriamous ones. The first edition with his
illustrations was published in French (Lyon, 1597)was a simplified edition of thMetamorphoses
entittedLa Métamorphose d’Ovide figurgand was reprinted in 1583 with minor changes. t\ébshe
woodcuts were reused in SimeonV#a et metamorfoseo d'Ovidig.yon, 1559, reprinted in 1584),
with some alterations. | have chosen the images ftoe later Simeoni’'s edition, since here the
illustration had a new, figurative frame. The imsge these editions are rather strictly followirhg t
original text developing the recurrent 1+2+2+1 typeillustration: the first isVenus and Adonis
showing a scene from the frame narrative, wherbgper the goddess tells the story of Atalanta and
Hippomenes to her lover (1); the next episodesrelated toAtalanta and Hippomeneslippomenes
receiving the apples and the race (2); the tiligpomenes and Atalanta into LiosRows the couple
making love in the temple and turned into lions éjd the story steps back to the framing narrative
the fourth sceneéidonis into Anemone Flowewhere Venus is mourning over the body of Adodijs (
Shortly after its first appearance, Salomon’s 1+2k-8/pe became one of the most frequently used and
reused pictorial model for the story; sometimeshwrinor alterations. Here the images are
accompanied with a title and the shortened versfdhe story. The frame of the race scene is shpwin
a procession.

81/013
Crispijn de Passe the Elder Narrative code

The Race of Atalanta and Hippomenasd | 1478Fbcdfhijkimopruvw
Hippomenes and Atalanta Changed into| NCN (5, 16)

Lions. lllustration inMetamorphoseon Book illustration
Ovidianarum Fol. 96v and 97v. Size S

Cologne, 1602 D/CO, LR

Pen and ink on paper, wash
Dimensions ~7.5 x 13 cm

Source (06 03 2007)

Book http://etext.lib.virginia.edu/latin/ovid/dePasseNktm|
Imageshttp://etext.lib.virginia.edu/latin/ovid/dp/10-1B8g
http://etext.lib.virginia.edu/latin/ovid/dp/10-144d

Remarks: Some of the de Passe drawings are based on fiheshed series of engravings by Goltzius
(however, it is not known whether it applies foe thtalanta story). Most of these sketches are mow i
the Royal Collection, Windsor (probably Nr. 1496%&l4903). The two illustrations in our database

18 Klossowski, 1988, 97.
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follow the middle two of the 1+2+2+1 type (handlitige apples, the race, the embrace in the temple
and the transformation into lions). The images haweoral subscription in two Latin distiches. Akt
sources attribute these two images to de Pasémugh in the race scene the inscription mentions
Martin de Vos's name, who indeed designed somes prthe series. The book was republished in
1607 with some extra commentaries in Dutch.

Image with six episodes

82/09

P. van der Borcht Narrative code
Atalanta and HippomenesdHippomenes| 1378BFcdhijkorsw
and Atalanta into Liondllustration inP. NCN (6, 10)

Ovidii Nasonis Metamorphoses ExposjtaeBook illustration

Fol. 129r and 130r. Size S (?)
Antwerp, 1591, dimensions not known | D/CO, LR
Sources (12 05 2007)

Book http://etext.lib.virginia.edu/latin/ovid/book10.hkm
Imageshttp://etext.virginia.edu/latin/ovid/1591/OviNa2 68nl
http://etext.virginia.edu/latin/ovid/1591/OviNa2&&n|

Remarks: It is the Bernard Salomon-type 1+2+2+1 composition, aljhowith some changes: the
start of the race is marked with sounding the faorh the landscape is more elaborated.

Image with nine episodes

83/02

Giovanni Rosso, Giovanni Bonsignori Narrative code
Atalanta and HippomeneB8lustration inOvidio 123568BCGacdjkorv
Metamorphoseos Volgare NCN (9, 8)
Published by Zoane Rosso, Venice, 1497 Book illustration
Woodcut, dimensions not known Size S

Bibliotheca Nazionale Marciana Venedig, Inc. Ven.S/CO, LR

578. Fol. 89v. Nr. 35.

Source (10 05 2007)

Book http://visualiseur.bnf.fr/Visualiseur?Destinationad{Eca&O=IFN-2200018
Imagehttp://visualiseur.bnf.fr/CadresFenetre? O=IFN-22l8®I=35&M=imageseule

Bibliography: Guthmiuiller, Bodo: Bild und Text in Lodovico Dokélransformationi. In Hermann
Walter und Hans-Jirgen Horn (edBje Rezeption der ‘Metamorphosen’ des Ovid in deuZ¢it: der
antike Mythos in Text und Bilthternationales Symposion der Werner Reimersusif, Bad Homburg

v. d. H. (22-25 April 1991). Berlin: Mann, 1995,-38, Fig. 20b.

Remarks: A remarkable example both for the number of the elgisadepicted and for its cyclical
narration. The story begins at the upper left cormdere Venus handles the apples to Hippomenes.
This is followed by the flirting scene in the lowleft corner. The race, as the main scene, is gabant

in the front. Here the nude Venus is again forcitglanta to pick up the apples. Then comes the
episode of the marriage, later the couple acconeplaoy courtiers proceeds to the temple. Closedo th
initial episode, they can be seen again as lioessigns: the same print is included in the 1501iadi

of the Ovidio Metamorphoseos Volgapiblished in Venice by Christoforo de Pensa (I¥). $ource:
(10 05 2007 nttp://visualiseur.bnf.fr/CadresFenetre?O=IFN-2Z108I=35&M=imageseule
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