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ABSTRACT

The subject of this study is the phenomenonvof plant
and animal illustration as an aspeét of naturalism in Italian
manuscript art from the mid thirteenth century to the early
fifteenth century.
'Naturalism' in the context of this.study is defined
as the. accurate representation of natural objects.within the
given,liﬁitations_of period and style; In addition, the term
is also applied to the phenémenon of the more frequent occurrence
of natural objects like plants and animals in manuscript art.
Chief among thé factors that gave rise-to this type
of illustration were the demands of medieval. science, in terms
of practical works like herbais And hunting treatises. Secondly,
the secular. interests éf the courts, in pafticulax Frederiqk.II's
court.in the thirteenth century, and the courts.of the North -
'Italian,despots in the fourteenth and fifteenth.centuries encouraééd
the pasﬁimes that generated a need for naturalistic illustration.
Although. Franciscanism has traditionally been. credited with
stimulating. naturalism in Italian art, there.is.no solid evidence to
suggest that the limited éspect of naturaliém%discussed here was
directly_influenced by the movement.
The accurate portrayal of both plants and animals can be

documented in a number of manuscripts dating from the thirteenth,



fourteenth: and early,fifteenth centuries. The concentration on
accufate portrayal of isolated natural objects resulted in a more
sophisticated and at the same time more naturalisticvrecording of
facts #£oﬁf Both‘plants and animals, ,Eventually§~this close
dbservatién of natufe contributed to cerﬁain rudimentar& developments
toWar& thevﬁéstery of~1;ndscape,and picto;ialzspace.,

:“':These developments cdincided with, or ?efhgps even
enqéuraggd,'thé‘gcéeptance'of theJInternatiénal Gd{ﬁieist&le in
Italy. - This‘Stylejincorporated some of the aspectéﬁg? naturalism
diScussedTin_this study, and'introduced them into(a:part.of the

mainstreqm&hoflitalian artin theﬁfiftéenth‘denﬁury.
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_INTRODUCTION

The subject of this study is the origin and development
of plantzand animal illustration in Italian manuscript art as an
‘ aspect of naturalism from the thirteenth to thé early fifteenth
centuries.

| *Naturalism' is a popular term in art historical

scholarship, but i£ is seldom defined with precision. In fact, the
very: freeruse of the words 'naturalism' and 'naturalistic’ suggests
that their meanings are sufficiently ambiguous and relative that
they can be used with impunity to describe the most varied and
contradictory'phenomena, chronologically ranging from Paleolithic
.cave painting through Gothic sculptiure to the Flemish primitives,
and from Renaissance painting to the nineteenth century and Courbet.

A precise explanation may be lacking because, 'naturalism’
is considered self-explanatory, needing no definition.. Yet on
reconsideration, only two facfs appear to be obvious about the term:
it can only be applied to representational art, and it always denotes
an opposition to that which is abstract, geometric; idealigzed, or
purely'symbolic_in form.

Normally, naturalism implies an attempt to accurately

represent nature, including man and his works, especially as to their



visible appearance and observable behaviour. ! In this sense,
naturalism is sometimes identified with fealism, while at other times,
i£ is distinguished from it, favourably as being more objective about
appearances, and unfavqurably as being less sensitive to symbolic or
poetic realism which can depart from superficial appearances, to
express a deeper.lével of reality.2 Of course, the application of
this meaning depends on one's conception of nature and reality as
well as of the. aim and value of the art of the period under discussion.

During the Romanesque period, art tended toward'symbolic
abstraction and the distortion of natural appearances for the sake of
spiritual expressiveness. During the Gothic period, however, there
began a shift in emphasis from abstract and symbolic representation
to a more gccuraté observafion of the physical world. .This gchange
accelerated during the two. centuries undér discussion here, and for
the purpose of this study, 'naturalism' will therefore.be . considered
to mean the attempt to more accurately represent the visible.world
within the .given limitationsAof the period and style. .The tefm will
also imply.a.strong preoccupation with the rendering of factual
observation of nature and natural objects for their own sake.

Puring, the greater part of this period of change, the
bulk of artistic production was still in some way related to religion
and the Church, and its object was the exposition of the Christian
dogma. The repneséntation of man and his 1life on earth amid. his
natural enviromment tended to be incidental to the main purpose of

art. Gradually, however, the incidental subject of man's surroundings



becamé more frequently reprgsented and was aepicted in more detail
" and with kgener observation than previously.

Therefore, in ﬁhe context of this study the term
@Naturalismf‘wili denote not only the more accurate representation
of the natural world, buﬁ also the phenomenon of the more frequent
representatioh of natural objjécts::and mén's greater interest in the
world and its creatures about‘him."

While it is possible to define what we today, understand
to be nafuxalism,‘the problém remains whether such a concépt was
ever formulated dﬁring‘the two centuries in question, and if so,
what was meant by it. The sources to in&estigate are few:
Ghiberti's),‘,Commentarii3 (péssibly written toward the end of his
life; i.eq;near_laﬁs), generally concerned witﬁ the naturalism of
the human figure, appears too late to clarify the concepts of én
earlier per;od.h Similarly, Alberti's Della Pifturau, finished in
1436, does.not.furnish any clues to the ideas concerning naﬁure or
naturalismlin‘thé;14£h éentury,‘but alreaay foreshgdows the concerns
of the quattrocento proper. |

.The"oniy”avéilable source, therefore,_isJCeﬁniné Cennini's
I1 Libro dell!Artgé written around 1390 or a little later, which
is really the earliest technical treatise 6n painting, and in it
one finds traces of wﬁat may possibly be interpreted as a mention of
naturalism. |

In a chapter entitled "How more than from the master, you

should draw continuously from nature", the following passage occurs:



ﬁémemﬁer that the most perfect guide that you

can have and the best course is the triumphal

gateway of drawing from nature; it is before

all other example, and gith a bold heart you

may always trust to it.
One must remember that Cennini was a practising painter, and his
: book~ié a technical treatise intqued to instruct in the practical
art opraiﬁiing; and not a statement of artistiec theory. Specifically
because it has noﬁliierary pretensions, Cennini's statement attests
to thé'valpe that his age placed on studying nature. His advice to
draw from nature is not qualified by any references to: ideals of
beauty or antique examples as in Ghiberti's and-<Albertitsiwritings.
Cennini even prefers nature first-hand rather than through the eyes
of a master, prqumabiy because of the greater accuracy of the former
method. Although he believed that the human body should be drawn
according to certain measurements, i.e. it should be nine heads tall,7
he beliefed that 'irrational animals' had to be drawn from nature
in order for tﬁe artist to achieve a good stylee.8 When one comes to
" a passagelin chépter 86 that:advises;zon' the painting‘éf trees, to
"let the ieaves shoot above (the brénches) and then puf the fruits,
and scatter a few flowers and birds on the green grass;"g'it'is
possible to draw avpgrallel between this description and the evidence
of léte Gothic. painting in northern Italy around the turn of. the
fifteenth century. Considering examples of, say, Lombard manuscript
illustration, it is‘possible to deduce that Cennini's !naturalism!'

refers to what I have earlier called an attempt to more accurately

represent natural appearances, and that a part of this attempt



included the keener and closer observation of detail. Minor points,
such as the advice on how to draw mountains "so that they appear
natural" by copyihg large rough stones, also are indications that
his type of artistic vision was content to let the minutiae of
nature represent the features of.the macrocosi,

It would be dangerous io speculate further on Cennini's
meaning, since it is too easy to read selectively between the lines
and to arrive at an 'a priori' conclusion that supports our oun
understanding of the term ‘'naturalism'. The indications are there,
however, and the,frequent mention of detail, as well as the numerous
exhortations to observe 'nature!, are clues that at the very least
suggest that if the term 'naturalism' had existed at the time, its

meaning may not have been too far from what we understand by it today.



CHAPTER I

CONTRIBUTING FACTORS:TO:INATURALISM

During the two centuries under discussion here, the
phenomenon of naturslistic plant and animal illustrations in
manuseripts occurred with increasing frequency. While a number
of factors can be isolated as causes for.this phenomenon, the
empiriecal séience of the Middle Ages, and its requirements, has
to be singled out as an important initialAstimulus to the naturalistic
represenfation of plants and animals.

. It is in what we would today‘cﬁll the biological sciences
(biology, botany, and zoology) that the empirical method of the
Middle Ages made its significant contribution to the cause of
naturalisme..

Until the thirteenth century, the chief 1nterest of
western Chrlstendom in plants had been for their medicinal |
properties, and_in animals for their symbolism in moral and ‘
spiritual ;t,eaching.1 The writings of St. Augustine, pérhaps the
bmost im?ortant_influence in forming the mind of medieval man before
the thirteenth .century, looked on the natural world as a sacrament,
an outward and visible sign of supernatural significﬁnce: the moon

was the image of the Church reflecting the divine light; the wind



~ was ‘a symbol of the holy spirit; the sapphire bore a resemblance

- to divine contemplation. The preoccupation with symbols was

reinforced . by the allegorical zoology of such texts as the
Physiologus, a Greek work of Alexandrian origin written in the
second century A.De. in which stories about animals were used to
illustrate points of Christian doctrine. To name just. one example,
the phoenix was.a symbol of the ri#en Christ becéuse it rosezoutodf
its own ashes. .The Physiologus was translated into Latin in the
fifth century and became the primary source of all illustrated
bestiaries in the western ﬁorld.z
 Scientific biology became established in the thirteenth

century, alongside this world of symbols. By the early twelfth
century; a writer like Adelard of Bath could éonsider authority
as a restraint, and God an explanation of natural causes only when
all others_have been eliminated.3 The main source for this new,
scientifié\and realistic temper was the recovery of Greek and
Arabic texts, such as the wprks-of Aristotle, which had become
gvailhble,in Latin translations (by way of Arabic and Hebrew) by
"the béginning,of.the thirteenth century. | '

zof“the.scientific writings of the thirteenth_ century,
those of Albertué Magnus (1193? 1205-1280) on botany and zoology
are outstanding examples. Besides containing aécurate.descriptionsi
of the anatomy-and habits of plants and animals, including insects
and birds, they also attempt to answer general biological questions

of ecology and reproduction, based on experience rather than authority.



These writings probaBly did more than those of any other doctor of

his day to introduce the natural sciences into the course of public
and priVate_studies.5 Albert's scientific spirit was not unique, but
he was perhaps closer than any of his contemporaries to the modern
view, For example, he ascribes the deluge to God's will, but believes
that God act# through natural causes inithezcaseiofi:natural phenomena,
and that these natural causes (divine instruments) could be .
investigated freely. His interest in specific things is also more
keen: ﬁ?it'isihqt enough to know in terms of universals:zbutiwe seek

to know eachiobjsét's own peculiar characteristics,lfbi this is the
best and perfect, kind of science."6 Albert, like all medieval writers
‘.of his period, draws on pfeﬁious sources, especially on Aristotle, but
he goes bgypndﬁthem,.especially in his Work on animals, 'Whére he
discusses the general natures and common charactéristics of .animals

he folléwshAriStotle closely, but in those books where.he lists and
describes particular animals, he makes numerous allusions to recent
experience and criticizes past authorities.

Albert, himself félt that the desire to describe particular
objects pre¢isely was not in accord with traditional philosophic
methods of presentation, but it was obviously a desire.that many of
his contemporaries shared with him. At the beginning of his, sixth
book on vegetables and plants, where he lists particular herbs and
trees, he explains: '‘we satisfy the curiosity of our students rather
than philosophy, for philosophy camnnot deal with particulars."7 With

Albert, personal observation and experience, the basic requirements



of scientific inquiry, are alone reliable concerning particular
natures. . .

The early thirteenth century writings of Thomas of Cantimpré
also show a trace of this scientifiec spirif. In his De Natura Rerum,
he includes his own observations aiongside the more conventional book
about faﬁulous-bea%ts. Frederick the Second's own text on Falconry is
a compendium of empirical knowledge, gnd does not hesitate to describe
other treatises.on the subject as "lying and inadequate". The treatise
is based on. Aristotle (whom Frederick called a man of books) and
various Moslem sources, but goes on to describe the anatomy and habits
of birds, the rearing and feeding of falcons, the training of dogs
for hunting with. them, the various types of faléons, as well as the
cianes, herons, and other birds that were hunted. Frederick watched
and questioned Saracen falconers, observed the nests of heréns,
cuckoos and vultﬁ?es;g and exploded the popular legend. that barnacle
geese were hatched from barnacles on treeé.8 The circle of natural
philosophers and magicians who were kept at Frederick's court can
also claim a treatise on horse diseases.9 Other biological works
of the period were also written to be useful, WQltersﬁfﬁHehlyywibte
on agriculture, as did Peter of Crescenzi early in the.fourteenth
century, whose work remained a standard for three hundred years.lq
- Herbals, the main purpoée of which was to deséfibe medically. valuable
plants in a2 way that they could be‘easily recognized, also belong to
this category of useful scientific workse. The thirteenth century

herbal of Rufinus is an outstanding example.11 Travellers to foreign
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lands also.contributed to the pool of knowledge about plants and
animals. Albertus Magnus himself, who travelled long distances on

foot2, gave an account of whaling and fishing in his De Animalibus!Z,

The Icelandic Speculum Regale also deseribes whales, seals and

walruses. . Famous travellers like Marco Polo also brought back
descriptions of new cregtures such as the wild asses of Siberia, of
fét—tailed,shqep, and of new plants such as rice and gipggr,lu

At least a few of the texts that resulted from this type
of knowledge. and investigation ﬁere generally illustrated, especially
the herbals, and occasionally the practical treatises like Frederick's
of ‘falconry.

However, because of the way in which books were reproduced
for copying, the‘illustratiéns included in both botanical and
zoological works were often sgylized copies of earlier versions,
which, in the case of herbals, often went back even ho classical times.-

As early as the twelftﬁ_centﬁry, there are instances -
of naturalistic attempts at illustrating manusecripts. . The Herbal .

15

of Apuleius Barbarus -~ written perhaps at Bury St. Edmuﬁas about

1120, contains for example, a painting of a bramble, decoratively
disposed in an S shape on the ﬁage, which appears to be drawn from
nature. A late twelfth century manuscript16 has a drawing gf:an
ants' pest‘apopg wheat which shows an attempt at observing nature
first-hand, in spite of the disqgepancy in'sizé between wheat stalk

and insect, and the schematic character of the drawing.
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From the thirteenth century on, drawings and paintings
of 1living creatures increased both in quantity and accuracy, both
as illustrations in scientific works and as decorations in the borders
of various. manuscripts that had no relation to the subaect of the
texts. Such an isolated example as Villard de Honnecourt's sketch-
book also .contains drawings of animals and birds, although often
posed in heraldie groupings.17 The fampus lion "fut contrefais al

vif¥18 is rather too confined by the artist's attempt,td méke its
19

while the rendering of twb parrots on

a perch is_more. successful .20 ' L

parté conform.to geomgtfy,
JFor the most part, the naturalistic illustration of
animals madeé in the thirteenth and fourteenth centuries were
decorative_in intention, and accompanied no text as seientific
exposition.%.ln-many instances, the close and accurate'observation
of nature might have been directly inspired by religious.symbolism,
but the symbols tended to be less specific, and the religious motive.
found expression in the contemplation of nature as a whole.. Vincent
~ of Beauvais,. .the. medieval encyclopedist, less a personal observer of
nature, and less discriminatory in his scientific attitudes.than
Albertus Mégnus, said in the prologue to hié Speculum Maius: "y
am moved with a spiritual sweetness towards the Creator and.Riler
of this.wqud,ubecéuse I behold the magnitude and beautysand
permanencehofuhis creation."z1 The beautifuil naturalistic carvings
of plants on the capitals of Gothic cathedrals (Notre Dame, .Sens,

Laon, Rheims) where the forms are simplified but not distorted, and
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many of which Emile Mile has been able to identify as.the native
flora and fauna of the Ile-de-France region, reflect the same
spirit that is exp:é#sed by Vincent of Beauvais. As M8le says,
the Middle. Ages "gézed at every blade of grass with re‘veren{:e.""z2
Animals éppggrﬁgimilarly without didactie-purposevon various parts

of the cathedrals, and are carefully observed and given their
tharacteristicrmovements.23 The cathedral of the Middle Ages was

an epitome of ﬁhe world; on and within it the sculptors wished to
represent every living thing, both real and observed from nature,

and those that lived only in their imagination.

.Another conﬁributiﬁg factor to the phenomenon of:naturalistic
plant and ,animal illustration was the cultural milieu .of the courts,
in particulér in the southern realm of Frederick II Hohenstaufen,
and later on .atithe courts of the despots in the North Italian states,
Basically these courts had avwide fange of secular interests,
especially secientific interesﬂs, that often centered on hunting and
allied sports that generated curiosity and knowledge about animals.

Dur;ng the reign of Frederick, the court at .Palermo was
the leading cultural centre. In mény ways, Frederick .could.be
considered as the prototype of the later Renaissance despots who
patronized the arts to énhance thgir own glory. Frederick, .however,
was not merely a patron but a partiéipant as weli, and his inguiring
and intransigent mind dominated the scholars who were attracted to

his court. Chief among his interests were law, astrology, medicine,
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litéerature and hunting, with the latter interest resulting in hié
famous treatise on falconry.?4 This treatise, still an excellent
intréduction to_faleonry, proves that Frederick was a keen observer

of nature,..and contributed toward dispelling some popular misconceptions
about the habits of birds. He alsc collected a zoo, and&kept exotic
animals like lions, elephants, and even giraffes. He .was insatiably
curious, and experimented both with humans and animals, although these
generally did,an result in significani discoveries. .The real’
cbntribuiipns, aside from his own falconry treatise, were made by

some of the scholars he attracted to his court from as far afield as
Moslem Africa and the Greek speaking east. Since he himself spoke
many languages, had friendly relations with the Sultan, and, tolerated
both Jews and qulems,‘the atmosphere at his court was particularly
receptive ,;to the enlightening influence of Arabic séience.

This variety of interests led qf course to literary
production.. Whether Frederick was as prolific a patron of the visual
arts as of vernacular poetry and science, has not been sufficiently
-documented,.butrthe~above mentioned falconry t:eatise.guggests that
the commissioning of illustrated manuseripts may not have been
uncommon. , .

The northern Italy of circa 1400 shared some common
characteristics with the nearly oriental splendour and.variety of
Frederick's court at Palermo. The two cultural spheres had,a greater

vaffinity to each other than to the intervening Gothie period.25
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The cosmopolitan court of the Visconti in Milan and the
smaller feudal lords of the neighbouring regions had similar secular
preoccupations, and were prolific art patrons. ' The Visconti can be
taken as pepresentative of the type of rulers who could afford to
éﬁonsor art. The dynasty was established early in the fourteenth
century, when the condottiere Francesco Sforza usurped control. The
height of Milanese power and territorial expansion under Gian Galeazzo
Visconti (1385-1402), who purchased the title of duke.fram Emperor

Wenceslas in.139526

» and aspired by means of viblgnce-énd treachery
to control‘Italy27, was accompanied by considerable artistic
production., Especially secular art was produced on an unprecedented
scale, both in quantity and quality.28 No doubt the wealth:of Milan
under.the businesslike administration of the Visconti, particularly
of Gian Galeazzo, was an important factor.29 That the . secular arts
should be emphasized at despotic courts, where the aggrandizement of
the ruler was a necessary expense, comes as nho surprise., Calculated
magnificence, as an investment in power, included at this period (as
even in the fifteenth century) the maintenance of scholars_and poets,
the collection of libraries and the production, copying aﬁd.
illustration.of books,. Lombard miniaturists specialized in.the
illustration of secular books, and this category of art gradually

established new aesthetic canons that opened the way for néw artistic

pursuits, such as specialization in the portrayal of animals.
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Medieval science, and the pseudo-scientific and secular
interests of the courts and cultu;al centres both were contributing
factors in the development of naturalism. In addition, earlier
medieval art of course contains numerous examples of accurately
observed, naturalistic detail, especially in the sculptured.
foliated capitals of the previously mentioned cathedrals. Arabic
art, too, may have furhished examples in manuscript form, prcbably
in herbals or in other medical texts, that may have served as models
for naturalistic illugtrations of plants or animalsé ?ufiit is
difficult to asceriain'just how many of these manuscfipts were in
fact available.;‘We know that Arabic texts began to bé translated
in the twelfth and thirteenth cenﬁuries, but little attention has
been paid ,to whether these texts were illustfated, and 'if they were,
whether they represented an important influence. Often the, only clue
availablelis;a,trace of oriental.syyle that occurs in. some. western
manuscript, as in that of Cybo d'Hydres, discussed in,the next
chapter. If stylistic qualitié# could be transmitted, thehn content
as well, in the_.form of realistic plant and animal studies may also
have teen fransmitted, but whether the Arabic manuscript illustrations
were in fact more naturalistic than their contemporary western
counterparts is.a debatable point, and only a thorough and exhaustive
comparative examination could resolve it.

Similarly, it would be very difficult to ascertain if any

classical or late classical illustrated manuscripts had served as



models or stimuli forimore naturalistic plant or animal studies in
the thirteenth and fourteenth centuries.  Here the only’eviaence

is to be found in herbals, discussed in the next chapter. A few
isolated examples like the Anicia Juliana Codex éuggest, but cannot
adequatglywprqvg, that other classical herbals might have influenced
plant portrayalﬁdufing the period in question. Although Pliny3o
'makes numerous references to the degree of naturalism attained in
animal portrayal in classical times, at least in the media.of bronze
and marble,.there is no evidence that enough exémplesAsurvived to
be emulatqg,wﬁThéic;pitoline wolf: and the horse of the Marcus
Aurelius mgnumeﬁt ére two examples that come to mind, but these are
isolated, ;and . in the case of the Marcus Aurelius at least, the
emulation did not come until well into the fifteenth century.
Moreover, it wpgld be dangerous to use the évidénce ofwsuiviVing
statuary to. support naturalistic iliustration in manuscriéts, since
thé twé medi;;make rather different, if not some£iﬁeshinc§m§atible,
requirements. of ,the artist.

;Asideqfrom'medieval science and the other factors.discuésed
above, Ohg.other hasvto be asséssed as a possible contribution to
the aspect“of.naturalism under discussion, if only because‘it has
traditionally been linked to the whole concept of naturalism and
the birthcof Renaissance art. .

Since 1864, when Hippolyte Tainedl first tried to. explain

the serenity of Rapahael's madonnas by the influence of Perugia

16
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and Assisi, Ste. Francis and his movement as z determining factor
in Renaissance. art seems to have fascinated art historians..
.FpllQWing Taine, both Ruskin and Hermann Hettner linked
the influence of St. Francis and the florescence of Italian painting.
Hettner in‘parﬁiéﬁlar, stressed the influence of Franciscan,
literature on the fine arts and iconography.j2 L ;
In the 1880'5, Ernest Renan in an essay,33 and Henry Thode
* in an extensive study,3“ enlarged upon the theme of Franciscanism as
a foundation qf\ﬁgnaissance art. Basically, Thddé!ﬁ,thesis rested
on two mainﬁpoiﬁ£s: first, that Franciscan thought and teaching was
the spiritual foundation and necessary complement to the expansion
of the burgher classes and the rise of the towns, and second, that
St. Francis, in changing the religious outlook of medieval man,
helped to establish the new, yorld-affirming atmosphere that made
Renaissancé art possible.35
Alth&ugh Thode's thesis is well.known, and the influence
of Franciscanism upon Italian civilization cannot be evaded, its
specific influence upon the fine arts has not been satisfactorily «
demonstrated, either by Thode himself or by other scholars who have
dealt with the subject. |
| . That St. Francis did have a novel and extraordinary love
for nature and its creatures is beyond question, as his legends
amply prove. But whether this attitude could actually have influenced

specific artists, or inspired specific naturalistic works, would be



almost impossible to prove. No>scholar in recent years has applied
himself to demonstrating, by citing actuallexamples of works
commissioned for Franciscan churches, that such a connectioh resulted
in more accurate representations of nature, or had induced the
artists to include more plants and animals of landscape elements

than the subject called for.

It 'is far easier to prove the Franciscan influence in the
realm of li$efaturé, especially inuvpoetry, than in the visual arté.
The intensity of Franciscan piety created the form of the 'laude?’,
characterized by deep religious feeling, mysticism, realism and
simplicity, that could appeal to all men, the plain men as well as
the educated.37 Latin gave way to the language of the people, and
the first hymn in the *lingua volgare' was St. Francis' own Cantico

dello Frate Sole. The laude of Jacopbne da TOdi,.similarly inspired

and expressed in the vernacular, followed'fhe éantico_as the first
great monuments of Italian literature.

“ It is. also easier-to suggest a relationship.between
Franciscanism and the new philosophy of Niominalism, than between
'Francisganism and art. In the scholastic philosophy of the;Middle
Ages, the ruling sphool of thought was Realism. Nominalism replaced
realism when Aristotle had replaced Plato as the philosophical
'éuthority@ The Realists had acknowledged the reality.of the genericv
notiqns; while the Nominalists believed in the reality of the specific

notions, a philosophy that was more receptive to the affirmation of

18



the world. It was sHortly after the appearance of St. Francis that
the assimilation of Aristotelianism and Nominalism began.38
Franciscanithinkers especially were instrumental in advocating
Nominalism. Alexander of Hales, a Franciscan ftiar, introduced
Aristotle as an authority in the systematic éxposition,of Christian
doctrine. Robert of Grosseteste, £he founder of the Oxford.
Franciscan,échodi, anburaged Roger Bacon, the English scholastic
philosopher, to enter the Franciscan order. 1In paiticular, the
Franciscan order fostered Nominalist thought, and it was to. the
Franciscan order that Nominalist philosophers were attracted.
Franciscan thought, in embracing Nominalism, and in affirming the
beauty of the wbrld and the delight of corporeal vision, could
perliaps be interpreted as having encouraged a philosophy that was
receptive to a naturalistic art.

If any relationshiﬁ can therefore be demonstrated, between
Franciscanism and naturalism in art, then this relationship. appears
to have been manifested indirectly through literature. and philosophy
rather than by the direct inspirational effect on the visual

imagination of either artists or patrons.



CHAPTER II

ANIMALS AND PLANTS IN MANUSCRIPT ILLUSTRATION

In Italy, whefe Romanseque architecture and decoration
persisted longer than in the northwest of Europé, the first traces
of naturalisﬁ in thé representétion of plant and animal life appeared
in manuscript illustration. Appropriately enough, the best and
earliest example of accurately observed aniﬁal life occurs.in a
manuscript of southern origin, where the Arab and Moslem;influences,
so crucial to the revival of science in the twélfth;gnd-thirteenth
cénturies, wefe'always étrong. The manusceript in qugstiqﬁ is a

copy of the remarkable De Arte Venandi cum Avibus by.Frederick the

Secdn@. This manuscript (Palatino Latino 1071), now in the Vatican
in Rome, represents & rare instance where the quality and.significance
Aof'the visual material equals the originalify and importance of the.
text illustrated. o

~ The manuscript, of parchment, has 111 folios, 360 x 250 mm.,
aﬂd is inscribed in Italian Gothiec, in two columns.®. About two
thirds‘of the total mumber of pages are illustrated; so that the
marginal‘illustrationé, ﬁearly all in color, add up to approximately
900 representations of birds, animals, falconers, perches, and other
falconry equipment.2 The first folio is badly damaged, which makes it

difficult to read the dedication but it has been deciphered as a
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dedication to Manfred, the son of Frederick II;3 If the reading is
correct, then the manuscript must date from after 1250 and possibly
not‘later than 1265 or 12661'L when King Manfred died. This codex is
already ; revised edition, and it is still-# matter of dispute whgther
~ the book originaily had ahy illustration other than Frederick's
portraif.5 In any case, by Mapfred's time, at the latest, the pain-
staking literary descriptions of the Emperor-author had been translated
into ﬁisual language. Frederick's empirical approach to.nature bore
" fruit in the sphere of artistic representation and generated a kind of
pictorial naturalism. It is noﬁ yet a fully naturalistic style, since
the painter is limited by a two-dimensional method.of. .representation,
and‘he.res§rts to nature observation almost exclusively. where his -
- special. ornithological interest is involved.6 Hdwever,.the illustrations
‘are imbuedzwitﬁ'the spirit of an almost scientific.nature observation
thatriswnot(toibe found for another century. |

,The immediate problem in discussing this.document is the
need foruéelectivity, since the illustrations are abundantvahd, in spite
éf their.charm, often repetitive. One has the feelipgmﬁpat the
illustrator was carried .away both by his passion forAbirds and‘his
decorative .urge, as well as by the desire to repeatedly demonstrate his skill.

| Some gengrél comments may be made befbreidiscu§sing individual

pages. in detail. As has been mentioned above, theimethod of representation
is two.dimensional--the birds are clearly outlined.against the un-
specifiéd,background,of the blank page (the exceptiqns will be discussed

later) with the ground lines generally indicated, are drawn in
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PTOflle, and are by far the beot observed subgects, show1ng

a wide varlety of types, with perhaps a preponderance of

: aquatlc birds in addition to falcons., Other animal life,

- .figurés, buildings, rocks, ﬁater, plants and vegetationvaro
Lreoresented lorgely by soheMatic formulas tha£ are no different
ffo@ any.otﬁer contemporary painting. For exomple, on the
verso of folio one, the »twa i1lustrations (they can hardly be
‘called portraits) of a kiné; pfesumably Fredorick, seated on
a tﬁrono, dictating (or so it seems fromnthe'gesture of the
’hghds)iandraccompanied by.a‘falcon on a low perch, wﬁile two
falconers wifﬁ birds are kheeliﬁg before‘him, appear more
romanesoue in character than, for example, a oimilar seated
figure of the yoong King Louis IX in a French manuScri§t7v
of some'thirty-odd years earlier.

| The other animals besides birds that occur are not
as well observed? but are still superior to most of the human
figures and'the'attempts atliaodscape, or father, landscape
' elements like lakes, rivers and trees. The illustration is
truly sunerlor as an exp051tion of the text, since equlpment
1ike falcons' hoods, shears, perches and nooses are. rendered
in detall, in order-to make the treatise,useful as a textbook,.
In one instance, there is even a‘sequenco of three drawings,
'showing'a falconer tying a bird's lead to a perch. On closer
"OBServation, what'éeemé~like three identical represenfations
turns out to be a "how to do it" diagram, with the knot

. "appearing in various stages of COmpletion.Q’
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It is, however, in.the naturalistic rendering of

-dozens of‘varieﬁies of birds that this manuséfipt particularly
excels. Falcéns, gerfalcons, vultures, hawks, owls and horned
Aowls, swallows, storks,_peliqéns, cranes, ducks, geese, swans,
peacbcks,“and pheasants are only a few of thé birds that can

be recognizéa even by a laymén. The ornithologist undoubtedly.
could 1dent1fy many more of the lesser blrds that are also
"~ included. Throughout, the blrds are given their 1nd1v1dual
- éharacterlstlcslof feathers,.bills, feet, crests and wings,
and,even'the fendering éf appropriate movehents is sometimes °
lsuccessful. Thg series of flying ducks, geesé,.and particularly
the storks on folio 16 are a gfaéeful attempt at the rendering -
:cf an elusive'movement. The rendering of birds walking on
land, for example on folios 4 verso and 22, 1s less accomplished,
since the artlst could not place their feet on the ground
convineingly, or else would not in order to.more cléarly‘
démonstrate ?he charadteriéfics‘pf the feet. He has,préblems"'
' eépecially ﬁhén atfempting’to show a vulture standing on a
 slope, as on folio 22, Not surprisingly, the birds which one

‘suspects were more familiar to the artist and more accessible
.,for bbservatiop while_alive_are more naturalistic. The sténc§~
”»of the falcon sitting on its'ﬁerch, répeated innumerable times
(eege. folios 53-57), is always well:done,'eveg considering th;t‘
the closed form of the birdvof.prey at rest présents few reai
i_ difficulties;u The unmistakable emphasis throughoutAis on

.
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accuracy of representation, and the object is to identify the
'birds_iﬁ éuestion. Indeed; on many ﬁageé the birds are _
actually identified by name, although this might be by a later
hand, ard is clearly unnecessary. (e.g. folio 42v, 39, 41, etc.)
‘With this purpose in mind, the correct siée'of_various birds‘is
_ sacrificed in favour of eaée of recognition, aiong with the
size of birds relétive fQ‘other objecté. Folio 15, for example,
'shbws‘a faicon restinngn a boat, (léréé ehough for a single
mast and two crew members); nearly as large as the crossbar»of
_ thevmast; Similarly, birds in trees (folio 51) and birds' nests
on mouhtains (folio h9v),,as well as people and buildings (folio 61v)
are completely out of proportion. -None of thié is of‘course'§¢tv
-of thé ordinary—-ﬁhat'is rather remarkable is thét the artist was
ablé to,depart from coﬁvention in favouf of nafuralism as ﬁuch as
':he‘did._ On other pointé,'too, the artist folléwé medieval practice.v
“ABirdé bn a lake are shown in profile, but the 1ake itself; a‘
schematized series of.ééncehtric scallops is shown from.above,
while. the flowers growiﬁg'on the shores are again in profile, and
eveniuﬁside down at the closer shore, (folio 42v, 69). -Elsewhere,
flowers are dispersed decoratlvely to fill a blank space created
between rows of birds (folio 45v). ‘ |
Other animals, a goat (follo 35v), two greyhounds 7

-attacking a stag (folio 11), and a doe and a deer (folio 49)
iére aiéo encountered. Of these, the latter two are naturallstlc,

even to the point of suggestlng the characterlstlc timidlty of the
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animals, though lacking in natife grace, while the goat is
quite schematized into a éalligraphic design aﬁd.the”iean
hounds with their grasping fangs remind one most of all of
lacertine orﬁament that is 8till found on Romanesque
architecture. of this period. Mention must alse.be made of the
equestrian figures that appear tbw;rd the end of the codex
(beginning with folio 81). These are quite well observed, both
in relative proportion of horse and rider énd in.the movement
of thevéhimals, although the horses; heads appear .a .bit small.
The.ridérs actually appear to be sitting in the.saddle, rather
than‘standing astride the horses. Convention stillnpgrsists in
detailswsuch;as the articulation of the muscles.on . the upper

" hind legs,wwhich are presented by a series of half .circles.
.The naturalism of the animals in this.treatise has

a precedent.in the mosaic.of the Creation of Birds.and Fishes

in MonrealeﬂCathédral; dating from circa'1180-90,(a1though the
mosaic.medium is.hardly conducive to naturalistic.representation),
but there is no descendant tilll the second half .of.the fourteenth
centur&win North Italy, where the cultural.and political milieun

of the despotic courts had certain similarities to the court

of Frederick the Second more than a century earlier.
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Just how the idéa»of“aésembling almost scientifically
aécurate ﬁature<studies into zoological picture books made‘its
wayAfrom'thevsouth to the north is uncertain..«Veryalittle.of
the relevant materlal, such as Italian bestlaries, is acce551ble
) under present cond1t10ns.10 But by the turn of the century,

a con51derab1e number of Lombard artists seem.to haVe spe01a1izéd

in the portrayal of animals. There is evidence of this in the

fre@ﬁent use of’aﬁimai motifs in manuécripﬁ fragmenté.of skétcﬁ-

‘books, which are invariably"of'Lombardrorigin.n; At>any rate,

a greatef number 6f:Lombardidraﬁings 6£_the trecento and early 4

quattrocento have sgrvivedvthaﬁ thosé of_aﬁy other--gchool,

Perhaps the ngture étudieé,"espéciallylanimal: portf;its,vwere

aﬁ obligétory'partAéf the artists' training in-this~area32
Probably the earllest North Itallan example of such

anlmal studles is the extraordinary manuscrlpt known as the

rCogharelll Treatlse on the Virtues and Vices, now in the British
';Muéeum in;London. It consists of three fragménts, MSS Additional
27695'ahd 28841,:containing fifteen and sevenvlea§es respectiﬁely,
and MS Egérton 3127 consiSting:of two leaves. The pages of

plain vellu@, about 6% x 4 inchés, are used on both sides. The
'illustrétiéns'aré'exécﬁted in clear line and tinted with colour
and gold paint. The origiﬁal book contained two Latin texts; and
.the schemé of_decoration was different in each. The first féxt,'
to which belbng MSS Additional 27695 and Egerton 3127, and the

first leaf of Additional 28841, is a treatise on the vices, -
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'written in prose ey a,membef of the'Cocharelli family of

Genoa for his children. The tales with which he illustrated

the theme he attributed to_his grandfather; Pelegrino Cocharelli.

The same ;authority’ is cited in the second text (in NS .‘Add. 28841),

ca- hlstory 1n loose rhythmlcal verse of 51011y in the time of the

Emperor Frederlck II.13
‘The manuscrlpt has been dated to the late fourteenth

14 and may have been produced in Genoa or its nelghbourhood.15

century
Almost nothlng is known of the Cybo d'Hyeres to whom the
,111ustrat10ns are- attrlbuted It is even unllkelj that all the
'*illustrations are by the same hand.16 Possibly, the monk of
;;Hyéres was a member of the Cybo‘(or CiEo) family of Genoa, who
fiourished toward the end qf the fourteenth centﬁry;i7 “He may
- have beenta,monk 0£ St; Honoratious, a monestery on the island of
Lerino off the‘coeet of Pfovence, aﬁd seems also to have 1ived on
one of the_neighbeuiing islands of Hyeres;18 The artistic
coneectione of the'painter,iwhich ﬁouid_be ef great ihterest;
are unfortunately totally obscure. The,more.discriminating
authoritiee<such as.PQcht'eten hesitate to class him eith_thew
Lombard school, preferriﬁg to settie for the less specific
VdeeignatiOn of 'north Italiant. Only ohe influence on the
ueknown peinter is indisnuteble: he seems to have been acqualnted
with Oriental, p0551bly Arablc or Persian manuscripts. from whlch
19 )

‘he may have copied.’:

" Here we ere chiefly concerned with the illustrations
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in the fragments Addltlonal 28841 and Egerton 3127. The
prose treatlse contalns a series of full page palntlngs
:111ustrat1ng the text, and_most of the text'pages are themselves
framed in purely decoratlve borders.- These borders are insef
© with roundels contalnlng mlnlature scenes with palntlngs of
1nsects, birds, mammals,‘and grotesques. In the_yerse treatlse
the illustrations are all in the borders, which are not contaihed
in formal frames. Nlnlature studies of animal life are also
used as line fillers w1th a truly oriental sense of 'horror
vacuil, ' in both the prose and verse texts. In the-latter,'
sprays with leaves and fruit, and soﬁetimes grass and water,
stray between the lines‘scfoss the whole width of the.columnfx)
This manﬁseript se farrstsnds_completely isolated
as an example ef easlfnltalian nature studiesZl
© . The 111ustrat10ns of the verse treatlse, where the |
animals are not contalned 1n formal borders, are perhaps the
most’ 1nterest1ng.. Thls partlcular example of marginal
a 111ustratlons, with the zoologlcal speclmens freely disposed
" over the page and among the llnes of text, has been cited as
a forerunner:of the "strew—pattern" borders of Flemish
illuminatiosﬁzf The variety of zoological specimens is
astonishiﬁg. There are pages with representations of wild
animals, a lion fighting with a bear or killing a doe (Add.
28841 f.1) or exotlc beasts such as elephants, camels and

giraffes. (Add. 28841 f+«3) The animals are more remarkable



for their wide choice than for their naturalism, although
even here the arfist‘haﬁ realized life-impressions, although
greatly simplified and schematized> The artist's knowle&ge
of exotic]ﬁeasté need not have come from travel to the east,
since all of these animals could have been found in the
" zoological pa:ké-that were kept for the amusement of the rulers
of the despotic states. Fredefick the Second (again we refer
back to the sOuth. for paralleis) travelled w:ith an exotic -
menagerie, and alread& in the late fourteenth century the
Viscontl kept 4 zoo in their castle at Pavia?u A more
remoteﬁpossibilitylisfthatithe artist coﬁied'the foréign
animals from Oriental manuscripts, perhaps Arabic or Persian
bestiaries?5' |

Far more ihtéregting than the 'big game' for the
étudy of the devélopmént ofﬁnaturalism:are pages in which
the artist has ﬁsed the‘}epresentatives of the”insect world
and of marine life such as sﬁells and crustaceans to decorate
the margins of the>text§6' The caterpillars; bees, moths,
and butterflies are recognizable and can even be identified.
as to genus, and are accurate enough to illustrate an

entomologist's handbook 27

This type of accuratg répreéentation could only
have been accomplishéd‘by a specialist who spent endless
time observing nature's microcosm at first hand. The insects
28

are fairly accurate even as to relative scale with the

sméller insects being lifesize or even smaller.zg‘ The
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scientific §pirit in which these illustrations were made 1is
further demonstrated by the artist's tendency_io_put together
on the same page animals that are traditionally alotted to the
same group: 1aﬁd guadrupeds, mafiﬁe invertebfates, insects
'and'arachnids;‘with_the latter being the most poéular group.

| Also these marginal illustrations of fhe verse text are careful,
impressioniétic‘studies with no dramatic or expository content,
as in the margins and miniatures of the prosé text, thus
‘reinforecing the scientific nature of the‘artist'S‘interest.

‘ Iﬁ most cases, the insecfs such as butterflies are
-shown with wings spréad out flat, as they would appear if the
artist wereistudying them from pinned specimens in his own
éollection;; cher'types, such as the caterpillar, grasshopper,
-.ahd dragon fiy_ére.shpwn in profile, which is the more
characterispié impression of these insects. A similar practice
is followed ih the treatment of the shells and crustaceans,
where the desire to use a shape apprdpriate for the space
available is also evidént,'for example in the lobster on folio 5
in Additional MS 28841,

| That the artist should have been more successful with
‘the insect wbrld‘than with the larger mammals is simply explainea _
by the fact‘that he was a miniaturist. Obviously, there is less
;distortién or simplification necessary in dréﬁing a2 bumble bee
life-size thaﬁ in reducing a lion to an inch loné,drawingf But

there'islaISO a further consideration. The micro-world of insects



(és well as mariﬁe'life) has.the still-life quality thatimakes :
close oBservatipn easy as wéil as poésible. Objécts which can
“be brought close to the eye in a purely physical sense, and
 which atAthe same time are unaffected by the symbolical -
aséociations of the 1argér animals that were also the subjeét
of the bestiaries, were more likely to be observed witﬁ un-
pfejpdiced curibsity. -The same artist was content tovfoliﬁwb
ifaditionél'formulas where £ﬁe human figure was concerned;ao
In general, the human figure was the'laét ;f natﬁre's creatures
to be freed_frbm the medieval ban on analytic observation;34
The de;eldpment of descriptive‘hatgralism in animal

life is instruétive, if one examines the bird studies'thgt
predominate in the pfose texﬁ'of this manuscript (Add.:27695

gnd 28841 f.1). 'In‘ the observation of Vdét;ail. and species they
bare not much more sophistigate@ than Frederiék's treatise, but

in the dépiction_of'movement and the charécteristic pgsture

whiie at fést;;théy‘are_faf:suPéribr. The various~quai1, oﬁls,
and cbck that are foﬁnd in the medallions of folio one’arernow
correctly éeen frbm‘profile, wiﬁh»the feetAseemingly easily
résfiﬁg on the curved gdgés of the roundeis, while the more
dramatic éceﬁésvsﬁéh as an eagié killing a stork are-figrcer

and more convincing.tﬁan simiiar scenes ianredérick's treatise,

» But:if is a hawking‘scéne (on folio 1 verso,iEé. 3127); |

the favourite'péstime of the feudal world, that ShOWS'the distance

travelled aiong the roadAtd naturalism since the time of Frederick.
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Again we are concerned with a folio that combines both text
and,illustrationgrbut now the wbole bottoﬁ half of the page

has been used to creete an illustration.of landseape‘that
providedlan excuse for "compOSing‘e syhoptical table of bird
e.iife"ethat "reveals e,truly prefessionel knowledge‘of.the
vhabits of birds end cf.tﬁe ehafacteristics of their flight,
matched by a great skill in depic{c_ingj ’t;irde in 'their individual
_shapes.ahd“their typica1 movernents., " 52 For instance, the wing
—‘movements of various birds are differentietea, as well as the-
_‘paftern and directieh of their flighi. ;Even the characteristic
groﬁping of a number of birds of the same species'flying together
"is ~observed, whlle in Frederlck's treatise such groups are more

llkely to be flying one by one, in orderly rows.

By 1400, the Lombard school piroduced another - spe01allst

. in animal studles, Giovannlno de Gra551~(or Glovanni dei Grassi),

,‘whe worked for the Visconti33 and was also llsted among. the
englneers worklng on Mllan cathedral.34 Glovannl is flrst
vmentloned in 1389, and in 1391 in connectlon w1th the cathedfal;
vBetween 1392 and 1398 when he died, he ‘was assoc1ated w1th |
.several commi851ons. a gllded relief for the cathedral, a

" design for‘windoes;ﬁthe palntlng of sacristy sculpture, and

the illumination of the transcript<of Beroldo's Treatise on

.ithe Usage of Nllan Cathedral (Blblloteca Trivulziana Cod, 2262)

The organlc quallty of the architectural decoration in thls

manuscrlpt 1ends support to the attrlbution to Giovanni of a

735
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sketchbook or 'tacuino' at Bergamo, which contains a number
of interesting animal studies,

The Bergamo Tacuino (Bergamo Biblioteca Communale

MSAVII. 14) consiéts of about sixty pages filled mostly with
studies of animals.37- This set of drawings can pefhaps be .

. called the first real zoological picture bbok, althougﬁ theré
are still a few mythological creatures, such as the unicorn,
‘that are retained from the medieval bestiary.38 The natufe.
of this volumé of drawings needs explanation, since up to ﬁow
we have been dealing with manuscripts whose priméﬁj purpose
was the transmission of a text, and the illustrations were
associated with the content or were a decorative adjuncf to
the written material. In the Bergamo Tacuino we encounter an
example of the artist's sketchbooks which become more fréquent
in the fifteenth century. The aniﬁal drawings in this
manuscript are not sketches in the modern sense, since they
are not rough drafﬁs of an expefimental character, but are
finished drawings to which nothing need be added. (Villard
de Honnecourt's drawings mentionedvearliér would more |
accurately qualify as 'sketches'.) A number of the animal
motifs from Bergamo have been recognized in contemporary
ménuscript illuminations»which are élso considefed to bé'by.
Grassi h:i.mself.3~9 That is, the drawings in Bergamo are foﬁnd
" in almost identical form in manuscript paihtihgs which are

certainly considered finished works. That the drawings are



nature studies is unquestionable,uo since their sensitivity
and attentionrto detail has no precedent.. While the Cocharelli
treatise relied on the characteristic shape.and movement 6f the
birds for likeness, the Bergamo drawings include interior
‘modelling and such fine detail as feather markings and even
céﬂﬁeyié distinetion Between the texture of the feathers of
various pérts of a bird's-aﬁatomyv(e.g. £he vulture on folio 13
verso)s The lack of spontaneity in soﬁe of the drawings has
bééﬁ citedhi as pfoof that they are not t?uevnature studies,
- but péssibly workshop copies. Admittedly, the animals show’
'liﬁtle moVement,~indeed'many are pértfayed in an absolutely
motionless state, and‘appear in manyrcases as though the
"exhibits of a‘éoological museum and not living specimens had
Eeen the artist's models."gz Indeed, all the carefully
observed details of plumage would have been impossible if.the
artist had had ; living model. What must be remembered is
thét naturalism first took the form of accurate observation
offfaéfs;nand only after this had‘beeﬁ mastered did it move
 on to the more difficult aim of seizing the definitive a#pectl'
of tthénimal alive. Aé Pacht hés put it, "nature study in
art did not-star£ with mak;ng snapshots."ua Previously
(Eg. MS 3127 folio 1 verso, the hawking scene in the
Cocharelli manuscript), when the characteriétic movement of
the ;nimal or bird was realized even with relative success,

the renderings were slways so minute that there was no room
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for ‘contradictory detail. in fact, accurately ébserved detail
-is not compatible with the rendering of movement, which is
almost always necessary to convey the sense of life that is
néturalism at its'uitimate. The chrondlogicalAiimitsbof_this
study do not permi£ the discussion of this typé of naturalism,
which is not achieved by any artist until Leonardé, and bj

: #ery few even after him. Dﬁrer's nature.studies, for exémple,
_ also suffer from this 'nature morte! character?gt But one
need notigo so far afield. ?1emish péinting,‘and especially
the work of Vaﬁ‘Eyck, has the quality of being preserved under
" glass, a fragmen£ of - nature, flower,.of inSect,~Being captured
‘in a crystal prism, with all its living detail aﬁd color intact,
-yet immovable and lifeless. - Only in the pen of ﬂeonardo dées
- one getAthe detaii compatible'with minutevobsérvation'ahd'
understanding of structure,"asvwe11 as'the innate Qitality of
the organism, and this perhaps is conveyed less by movement

" than by the magic of Leonardo's line.’

- The development of naturalism in_ plant studies is

' infimétély'connected with tﬁevillustrétion of herbals. Since
” antiquity,rthe study‘of plants had been approached from two
.standppints;-the philosophical and the utilitarianﬂét From
the first pdintvof view, botany is an integral branch of
Avnatural'philosophy, while from the seéond, it is a by-product
of medicine or aériculture. It is thisylatter practical—point

of view that is chiefly responsible for the existence of herbals,
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~which are not tracts on natﬁral science, but handbosks.of
-applled science or manuals on med1c1neﬂ62 Frsm-the'bsginning,
the herbal was a klnd of descrlptive drug catalogue that listed
the remedies to be extracted.from vegetable substances. ‘As a
matter of courss3 these manuals had to be illﬁstraiéd, since
they would be useless to the herbalist or doctor-unless the
 plants listed could be 1dent1f1ed a doubtful poss1b111ty from
.mere wrltten descriptlon.

In general,vthe;mediéval herbais are derived from

the antique prototypes dealing with the system of folk medicine

‘«"developed in Greece.. That herbals in antiquity reached a high

‘ degree of accuracy in the.portrayal of plants is evident from

' the earliest surviving illustrated herbal, the Dioscorides

b7

Codex Anicia Jullanae of circa 512 A.D.y, now in Vlenna.

The ancestry of this partlcular text should be of
‘1nterest here, 51nce 1ts antiquity amply 1llustrates the
_Lcontlnulty of tradition in the area of herbals that goes
unbroken from the secohd century B.C: to the sixteenth and
‘even bejoﬁd. |
| Dloscorldes, who was born in Asia Mlnof probably

in the flrst century of the Chrlstlan era, complled the .

- wrltlngs of ‘an earlier nhyslc1an, Cratevas, who served the

‘_'klng Nlthrldates in the second century B.C. Pliny noted,that
~ Cratevas produced a herbal w1th‘colored pictures of plaﬁts,

~and although this was lost, the compilations of Dioscorides,



“titled De Nateria Medica, culled from a number.of writers,

‘who in turn followed Cratevas, 1ncluded the descrlptlon of
about flve_hundred‘plants. No contemporary -version of the

Dioscorides exists. The earllest version we have is the

" Vienna Codex, made for Anicia Juliana, the daughter of a

-sometime Emperor of the West.“s'
The text of this manuscript consists of an account
of the names and healing properties of certaln herbs.

‘Descrlptlons are scanty, and only a few plants can be -

recognized with certalnty. Yet unt11 the -Renaissance pericd,

_the text of De Materia Medica was accepted as almost infa}lible.
| The illustrations; however, indicéte’the dééree.of

perfection achieved in the rehdéring-of plaﬁts in antiguity.

' Thesélaré not priginal'qbservations, but were probably copied

ffom eafliérAHellenistic models.ug Examining akfew of the

: full page;drawihgs,.§uch as folio 315, (paintings would

| perhaps-bé more appr§priate, since all the plant portraits
-;re cpléﬁreaj, one één-see that tﬁe’treatment'Of the |

individual botanic speciméns is highly natﬁralisﬁic. The

plants are drawn w1th care and attentlon to detall and are

v'defln;tely recognlzable. The only touch of formalism is

probably due to the didactlc purpose, which apparently’ :
;réquired that a plant should beiéhown.upright and iﬁ total,

1”ihc1ﬁdihg the roots. Although the plant ifself is laid dﬁﬁ

in a rigid format, the individual leaves are drawn from a
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natural viewpoint instead of flattened out in diagrammatic
fashion.

The.naturalism of these plants is more remarkable
if one remembers that the portrayel of individual human
physiognomy was shortly to be completely submerged by
byzantine convention. During the Dark Ages, the herbal
illustrations, like everything else that was handed down
'from'antiquity, underwent a transformation that rendefed
thls type of 111ustrated manual practically useless.:
.Comparison w1th an illustrated herbal of the late eleventh
-or early twelfth century is sufflcient to show the extent to
which naturalism had been transformed. A page from a Latin
herbal of Apuleius Plate,.now in the Bodleian Library‘at
Oxford50, purporting to illustrate a sword 1iiy, eouch grass
and rosemary (one has to take the word of tﬁe editor for this)
demonstrates the difficulty that the medieval herbalist must
have had in trying to use the manuscript as a sotirce of
information.. In the process of handing down the prototypes
from copy to copy, the medieval illuminater, not‘being even
an amateur herbalist,tsoon.lost the meaning of the origiﬁal
forms, so thét the picture became totally unreliable.sr |

 The twelfth century revival of science also -
t'resurrected the herbal as a pfactieal manual. Such develop-
~ments as the establishment of the medical school at Salerno

‘helped create a need for new texts. Soon the old and new



knowledge about herbs was collected into .an alphabetical
arrangement. and became ﬁidely circulated as the Compendium

Salernitanume. - At first, the text was probably‘not illustrated,

but by the early fourteenth century this omission was rectified,

~and the Compendium Salernitanum became a prototype for a whole

sefies of illuStreied herbals.

| Fortunately, there exists an early example of this
Latin text that is ef Italian origin and dates from the early‘
foufteenth century. On‘stylistic grounds, this manuscripi
(Egerton'74?) has been givenla south or eent;al Italian
provenance; aﬁd it is considered possible that'it may even
be a dlrect descendant of the original pictorial cycle that
accompanied the text.5z Compared tq the crude schematization
of the twelfth century, the Egerton manuscript represents a
great improvement ih'ﬁhe illustrator's ability to record his
' ebservations. The plants are still drawn in either frontal
or;ﬁrofile.views, and arranged either decoratively (folio 104v)
as ﬁhe.eonvolvolus, or symmetrically and diagrammatically as
theipihe;'but they now contain enough individﬁalistiéedetail .
to render identification possible. Their failure as plant
portrayals are not due to lack of distinctive detail, bﬁt to
-a woodenness ana rigidity thatfdenies the organic qualities
of plant life. Such an illustration as the pine is correct

as to detail, with pine ‘cones and needles recognizably

rendered but conveys a totally erroneous concept of the whole,,~,l
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which resembles a plant fgthér than a tree. Like the Anicia
Juliana codex illhstrations, these plgnts aré usually depicted
not és a growihg ofganism, but as é1specimen plucked out By
the foots and prepared for'obéervatioﬁ and study. |
The reasons for the more naturallstlc representatlon

of plants at thls ‘time are the same-as for animal life-~the
new cr1t1ca1 and searching splrit of the tlme. The same
'compulclon for emplrical knowledge that was manifested by -
 scho1ars like Albertus Magnus and even Frederlck the Second

uct also have inépired the herbal illustrators to consult
nature to verify or correct the plctures in the texts to be
-cppied. But it is p0551b1e that they also resorted to copying
from oider,-1ate cla551ca1 ‘'sources, perhaps 1ike the Vienna
ggggg;.ﬁhiéh;had'far more,naturalistic_iilustrations than.

the more recentvwofks. Such examples were still to be found
in 1ibraries:in southern Italy, forAinstance at Monte Cassino.53
Perhaﬁs' orientval-.herbalé were also available in t;xe couth for
copy1np, although the one example of an Arabic manuscript
 that has been available here for comparison does not encourage
the 1dea that this was a source for the naturallstlc impul se.
An 1llustrated page from an Arabic translatlon of the
Dioscorldes, dated from the'early four;eenth century5» does
" not seem to be.as~wellvobserved as a;comparable'éage of the
VEgerﬁqh MS of apprpximatel&'the_saﬁe_date, and ‘of cpufSe‘itsA
stylistic peculiafities énd ornéméntal qualitiéé are of an

essentially different character.



_To. follow the progress of naturalism_in:plant
studies, one‘again has to move from south to north, this
;time.to‘Padua and-Venice instead of Genoa and Milan‘as was
m‘the case in the field of animal studies.‘ |

A herbal in the British Museum (Egerton MS 2020) A
has’ the distinction of being the finest and most naturalistic -
. herbal so far discovered. Thls herbal 1s an Italian translation"
of an Arabic.texti(Serapion»the Younger) and was written and
illuinin’ated‘for Francesco Carrara the Younger, last lord of
"Padua, as the frontispiece with his coat of arms te'stifie_s.
'Since Francesco's-reién'came to an endrin 1403, the herball
must have been executed prior to that date.é5 Unfortunately,
the Paduan artist whose work this is remains anonymous, but
his talent for the naturalistic portrayal of plants.is at
‘least.on a: par with Giovanni de Grassi's skill at the portrayal
of animals.: |

It is ot certain that the Carraradherbal was the
vfirst naturalistic herbal produced, but in the absence of |
earller models one has to grant 1t ‘the honour. At any rate,
the anonymous Paduan artist brought a novel treatment to the
ancient practice of herbal illustration: instead of showing
the plants as exhibits pulled up by roots, he shows a liv1ng
plant, or more often, a part of a 11ving plant such as a
_\spray of flowers or a bunch of grapes on a vine. This
:31gn1f1es a fundamental change in the purpose of herbal
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illustration from the functional to the aesthetlc con51deration.
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'The didactie and functional'cheracter of all previous herbals
- was expressed by show1ng the total plant--includlng the roots
below the ground as well as the upper growth, and often
{includiﬁg the fruit along with the flower.

For the first time in herbal illustration, the
Carrara paintings qualify ae works of art and not mereiy as
expository5diagrems. The artist prefers the empirical truth‘
of.nature, é casual glance rather than £he abstraetion of a
complete plant that is no longer a flourishing organism.§7 .

The ﬁaiﬁting of ﬁhe eonvolvolus no longer conforms
'to the abstract decorative curvee that earlier illustrators
;found apbropriate for a climbing vine. The curves of the
eteﬁ'are no 1onger-regﬁlar,_but have, ae it were, an orgénic
lifebef their owbﬁthat determines theif movement across the
page,;even:conveyihg a sense of epace and depih. The naturel
‘irreguiarities of‘the plantbare lovingly detailed-~the full-growm
‘leaf &nd the immature'fendril, the flower in bioom'and ﬁhe'
_unopehed bud,are all there, yet wifhout the didactic spirit
of the earlier herbals.v Now it is the text that accommodates -
itself to the space instead of the plant £illing in the margins
:end gaps 1eft by the text. Detail such;as the indentatioﬁs
‘and veins of'the grape'leaf;-and the intricate corkscrew
‘growtﬁ.ofba tehdfil are'inciuded, yet the total effect mahageé
to be 111usionistic, largely on account of the - informal

arrangement and comp051tlon of the plants relative to the page.vA_



~ The novelty of the Carrara herbal is obvious if

-it is compared to:a nearly contemporary manuscript, the

Lombérd Histqria Plantarum {(Rome Casanatense MS 459 folio4125).
Here the plant is shown in the traditionai way, pulled up by’
the roots and spread out to form‘a symmetrical arrangement of
regular-lobed 1eave§ and a pgir of floﬁer stalks curving
together in an abstract heraldic pattern, with' the total
effect being deéorative and fofmal rather fhan'haturalistic.

~ This new conception of the herbal was su§Cessful |
enough to be'imitated with much enthusiasm. A herbal compiled
in 1419 in Veni¢e-by Behedéitb Rinio, a doctoriqf the university
of Padua, was illustrated by an ofherwiée unknoWﬁ painter,
Andrea‘Amédio.58 At first glance, the illustrations seem 7
equally to have been observéd firstrhand from nature, but a
' détailea comparison with the Carrara herbal reveais that
Amadio not only did not do life étudies, but aétually’madef’
almost exact copiés of a ngmbgr of théxplénté in tﬁe'older

59 In the process of copyihg;vhe abstraéted and

manuscript.
simplified the little irregularities fourd in nature that
.were'faithfully transmitted‘by the anonyﬁbus a;tist of the 
'Carfara herbal. o

" While thé angulér branches ofAthe grape in the
.Carrara herbal aré'realistic,rthe same branch in the Rinio

‘Herbaljhas had the angles femOVed andrmanages.to resemble .

a piece of rubber hose., Similar transformations in favour
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of deéprative abstraction (not always éuccessfui) are.visible in
the pé;ntihgs of the popular conulvulus. |

| ; The.achievémentsrof the Italian trecento in descriptive
natu&alismvweré, however, not éxploited--further by the majority
of Itdlian\artisté éf théAnext century, with the,excéption of the
International School and Pisanello. The reﬁresentétion of the
variéty of plant and animal life, no matter how far. advanced in
naturalistié(portrayal, was of little interest and importance to
thé.Flgrentines, whose major artists dominated theﬁquﬁttrocento
aﬂdgwhoseuinterests were almost solely concerned. with..the discovery
df perspective and the development of the monumental style and its

chief subject, the human figure.
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CHAPTER III

CONTRIBUTIONS OF THIS ASPECT OF NATURALISM

Thg specific cbntribﬁtions of fhe naturalistic portrayal
of plants and animals in Italian manuscript iliustration}therefore
falls outsidé the mainstream of Italian painting, and is concerned
chiefly with the North Italian and the Interhatiénal Gpthic styles.

One aépedt of this contriBution was ‘a deﬁelopment towards‘
_landscape, and in that context a developmenf,towardsza more total

treatment.ofqépace rather than the depiction of single, isolated
landscape elements. Another aspect was an improvement in the
descriptivahﬁendering of natural objects, both in..terms of their
observation. ard knowledge -about them.

. Man's intere;t in nature was first focused. on individual

natural .objects. Eventually, these objects were.increasingly
-picﬁur?d.in,gheir natural settings--in aétual fact,.in rudimentary

and halting'attempts at landscape. The transition.from the observation
and recording of individual natural objects to the perception of
landscaﬁe as .a whole can begt be traced from nature studies.of
plants!Ath:oqgh the herbals to the Secreta Salernitana and Tacuinum
Sanitatis type manuscripts, which first expanded. the.plant

portraiture of the simple herbal into 'genre within.a.landscape'
scenes. Related to tﬁis type of manuscript also are..the early

calendar illustrations which developed from the four seasons, and



related illustrations of the Tacuinum Sanitatis type manuscript

into fullfledéed landscapes for each of the twelve months of
the year. -
‘..The'herbal illustrations described in the previous
chapter are.ﬁerely simple, diagrammatic and didactic plant
portraits, -and are but seldom iﬁterrupted by thenintrdduction
of short scenes, usually related to the history and utility of
the plantAinﬂ;hiéosé narrative form. Sometimes in herbéls of
Arabic,origin, the plant illustrations devéloped intod;éenre'
sceneshofghenﬁalists gathering the plant or apothecaries
preparing medicipes.1< In these examples, the plants.afpeared
as partwof;é scene éven where there was no accompanying‘story
of discovery. | |
It.was this idea of illustrating the herbal.with the
plant shown in a characferistic setting that waspa.cruqial step
from herbal.to 1andécape. .This step was taken most.successfully

in the.Italian Tacuinum Sanitatis type manuscripts dating from

circa 1400. .,
These Tacuinum Sanitatis manusceripts really.represent

a cross. between the alphabetically arranged herbél.compilations

of the Seereta Salernitana type which sometimes contain figured
scenes relating to the plant being illustrated, and the ordinary

herbals of the Dioscorides type, which merely show the isolated



" plant for i&entifiéaiién purposes. Bésicallj; the Tacuinum
Sanitatis manuscribts were picture books illustrating the
Latin translation of an Arablc treatise on hyglene by
VAlbulkasem, a Chrlstlan phy51c1an of Baghdad 11v1ng in the
eleventh century.2 .

quth’chht and Berti-Toesca have singled out a
Hispanb-PrOQéngal manuscriét‘in theABiblioteca Nazionale
in Florence (Cod.Pal. 586) as a transiiional herbal of the

Secreta Salernitana’ type that contains numerous plant

vlllustratlonc enriched by anecdotal horticultural scenes
including human flgures.
~ The previously mentioned Codex Casanatense 459,

éntitled Historia Planiarum, is also in reality a close

associate, if not a forerunner, of the Tacuinum Sanitatis

manuécripts.‘ In fact, it is a sort of encyclopedia of
natural history, dealing in alphabetical order with plants,
animals- and minérals with medicinal properties, and therefore

represents an amplification of the Secreta Salernitana

treatises, which dealt only with plants. This manuscript
apparently incorporates two novel pictorial inventions--the
chapters dealing with animals are illustratedvby designs -

baséd on nature studies, and second, the Tacuinum Sahitatis

idea of presenting the plant or animal as part of its natural

setting is also 1ncorporated.



Th1= type of illustraticn, i.e., the plant in its
natural settlng, developed as a new departure in herbal
1llustrat10ns, was eventually reintroduced into the older,‘
and alphabetidally arranéed version of ménuals 6f hygiene,

the Tacuinum Sanitatis, which apparenfly develbped into

a popular and luxurious medical book for laymen.

This Tacuinum Sanitatis group consists of three

' manuscripts: Paris R.N. Nouv.Acg. lat. 1673; Vienna, N.Be
ser.nov. 26l4; énd>Rome, Casanatense, MS r182. The oldest
“of these is the Paris Codex, which Pgéht believes was
illuminated by Lombard artists, contémporaries of Giovannino
de' Grassi, iﬁ:circa 1380-90. The Vienna manuscript was
painted for a member of the Cerutti family before 1403, while
the manuscfipt in Rome alsé dates from circaAlLtOO.3

In the Paris Codex every plant is alreaéy incorporated
in a 1andscape setting, but onlj occasionally, as iﬁ the
miniature showing grain being harvested and tied int§ bundles,u
is the plant in question fully integrated with its setting.
-. However, in anothér miniaturé5, the plant stands isolated ;nd
out of proporfioﬁ,'agéihst a.backdroﬁ of unrelated vegetétiCn,
heraldically fléﬁked by two figures, didactically pointing to
the object of the'illustration. Such illustrations were not

entlrely new--in Codex Pa. 586, a herbal compilation (wrongly

identified by E. Bertl-Toesca as a Tacuinum Sanitatis, accordlng

“to Pachté) 51m11ar scenes occur, but in the Paris Codex, a riew
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dimension--a narrow strip of landscape and the illusion Qf
space has been added.

| N The mbst.successful léndscapes are those thgt‘illustraté
graiﬁsiof rice, plants that are morevcommonly thought of in
the mass rafher than ﬁs individual plants. For the artist
the préblem of compésiné é number of plant»units does not exist;
‘énd therefofé ﬁhe 1and§cap§ ié not a conglomeration of individual 1
objects-but rather an intégrated ﬁhole in which the human figures,
the éeasants 1aboﬁring in the countryside, beloné to the
surroundings. Because the scene as a totality is studied from
'naiufe;rathervthan'cohstrﬁcféd,Ait approaches a degree of |
indiviaualizéiion that is uncommon-even within the samé' :
manuécript as well as for the ?eriodf

The later Vienna Tacuinum'7a1ready makes extensive

use of the more progressive type of landscape illustration.
The scenes are more distinectly like landscapes and genre
_scenes;fthey afe viewed from a greater distance, and the-
indiviéual_plants'are less prominent, not being isolatéd agéinsf
,cﬁnﬁras;ing vegetatioh. The proportions of the plants relati§e.
to the human figures have become more realistig, and the
figures'gb longer point to the plant béing‘illustrated, buf

2o about their daily tasks, tending the plants, gathering

the fruits in their natural milieu, which, instead of the
individualAplant, has become the primary ébject of the

miniature. The figures, too, are more absorbed into the
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setting, so that the miniatures are both 1ahdscape and genre
scenes foiled'info one. |

Thermostvremarkable innovation of the Tacﬁinum is,
however, the fact that in a number of the miniatgres the
.:subjectvis not ‘a plaht, or mineral, or.aniﬁai, noflevén a
particular occupation, but rather a specific gondifion of
-nature, like‘the four §easoné, or some~pheﬁ§ﬁenon of weather
‘associated with them like a storm or a rainfall.v.This is
completely new- subject mafter;—the setting itself becomeé
the subjéct, and what was previously the raison d'étre of the
A éetting; the human figﬁres performing some chaiacteristic
,iéboﬁf'or play; becomes a mere accessory. OA$ Pgéht'points
out, the poftrayal of the four seasons'had;.in Ambrogio
‘Lorenzeitis frescoes, still been achieved by méans’of '

allegorical figures.8

On the recto of féiio 5?.6f the Vienna Tacuinum
is a miniature entiiled "Wentus orientalis", a scene in
ﬁhich the weather can be‘said to be the principal subject
matter. A woman is shown hurfying'toward a castle déor,v
: cpvering her head with her mantle, a.child hanging on to ;
her windblown skirts. On the right, three trees on an A
>abruptly’rising hill are‘bending in the stormy_wind. Above,
fééainst a plain par@hmént background, a cloud is depositing
:its'bounty upon the land. It is a swmer storm with wind end

rain, to my knowiedge the first one in painting, unless ﬁhe

earlier Paris Tacuinum also contains such scenes.
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On the &erso of the same folio 57, there is stillA
another unusual phenomenoh depicte& ig a scene illustrating
the "Ventus occidentalié." Two hunters in eastern dress (the
oniy miniature in the manuscript that shows this peculiarity)
with pointed #aps, and equipped with bows and arrows, are
walking against the wind, their long hair and beards billowing
‘éut behind ﬁhem. Hill§ framg the landscape on each side, while

[,_ébove, beyond the pléin pafchment background; there is painted

. an odd, triangular strip of blue sky with flamelike streaks

and a'bright'orange_sun settiﬁg behind the'hiil at left. It
ié the only insténce of the illﬁstration of the sun in the
‘i-manuscript, perhaps one of the first such'illustrations in éll
manuscript illumination,

Elsewhere, the Vienna Tacuinum has country scenes

of fishing and hunting, of fields of gfain being reaped, that
manage to convey the verdant mood of stfeams'and lush 
vegetation, of summer heat and somnbie$qence,Athat are
unexpectedly evocative for sﬁch small, detailed illgstrations.

) Tﬁié manuscript then is almost a competitof'ofvthe later calendar

. of the Tr&s Riches Heures, and makes up in abundance and

| éponténeity what it lacks of the Limbourgs' perfection and
refinement. There is even a miniature devoted to that

} ?henomenon of life neglected by medieval art--snow--but its
rendering as small whité patches on a decorative, stiil
‘vbyzahtine and most unlikely looking hill is so meagre thaf

it can hardly qualify as a snowscape.



The Tacuinum Sanitatis manuscripts generally have

illuetrations of the four seasons of the year. These were
'derived.from the 'labours of the months® type of eubjeots
thatIWere so popular in the middle ages that they were often
oaroed in'quatﬁefoils'on the cathedral pdrtais.: In theeeg
and also in the Italian trecento caleﬁdaf illﬁstrations, the
emphasis was on the human‘activit& and not its setting. The
novelty of the Tacuinum seasons' illustrations is that the
‘settlng becomes more 1mportant than the human flgures and
their work.,

Shortly after the appearanoe of the Tacuinum-
seasoﬁs landseepes, the firstVcomprehensivefcycle of
calender landsoapes in Italy was painted, not in a manuseript,
but es e fresco deeoration inoe tower room of the bishop's

residence in the Torre Aguila. This splendid fresco cycle,

on a monumental scale, has been called by Morassi the
vriohest and most complete of medleval "plttura cavalleresca" 9
The author ‘of this cycle is unknown, but it is belleved that
it wasvpalnted between 1390 and 1419, during the bishopric
of George of Liechtehsﬁein. ﬁowevef; the.ooter 1limit- of these
dates_can be furthervreduced-to'1407, the yea:‘when the bishop

had to flee from Trento, because on one of the frescoes a

B fcontemporary legend refers to the entry of Frederlck of

:Austrla in Trento, proving that the frescoes must already have>

) been there at that date10



The. attribution of the frescoes is not as easily.

solved. They have been considered Italian, German, and even

" French, or a combination of 211 three by a number of scho]_.ars./"t*1
Morassi. himself has tried to analyze the-icohographicrand‘
stylistic_peculiaripies.of the frescoes, noting that the
‘,architeCture,'the>Vegetation, and even the mdnthly_activities
of thé'péasants in the field, point to a northern origin for
the artist. Morassi points to such clues as the.iaté flowering
of th; meadows, the laterimaturing of the grain; and the fact
thét'most of the figures are blond and dressed in the northern
-style. .The decofafive details such as the medallions’ around
the windcws belonglto the tombard—Veronese stylé of the 1a£é |
trecento. VStefano‘da Zevio is conside;ed and then rejected

as the érfist, ard Morassi himself leans towardeeingartner‘é
view that the ar£ist who painted the iorre Aquila cycle was

the same artistfwho produced the frescoes representing the -
 epip£a£j~in_a chur&h of Bressanone, the_fréscoés in a chapel
iﬁ Riffiano;_and also in a campanile in Merano.j-2 Most
recently, G. Inamavﬁaé suggesfed fhatfthevidentity of the

" artist is master Wenceslas, painter of Trento, who is

' mentioned ih the records of the confraternity of San Cristéforo
in Arlb.erg, and w}ib probably"served the bishop. George of - - |
; Lieéhteﬁstéin, du;ihg whose reign the Torre Aqﬁila was
deéorated w:ith-f‘rescoes.l"3 . |

WhateVér the actual identity of the artist may be,
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stylistically the frescoes confirm his internatibnal gothic
pfedilections. 'Iﬁcongruous as it may seem, this monumental

_ fresco cycle in every respect follows the conventions of the
' caiendar cycies in French books of hours, énd_in.certain
particulars it has a close resemblance to the famous calendar

illustrations in the Trés Riches Heures by the Limbourg

‘brothers. A detaiied examination_of the individﬁai scenes
reprbduced by Morassi bears this éut. To begin with, the
general aspect of the scenes, their>wealth of detail that
‘amounts almost to busyness, suggests the training of the
miniaturist and illuminator. The arrangemeht of the figures,'
with the principal actors in the-foreground, usually fhe
gentry pursuing their pleasures, ;nd the smaller figures of
the.péasants toiliﬁg at a variety of tasks in the background,
suggests the artist!é preoccupation with juxtapoSing the
social classes, a convention that was poiﬁted out as a major
characteristic of the internationai style by Panofsky.iy

The size of the background figﬁres does not, however, diminish

to the same extent as, for example, in the Trés Richeé Heures,

but here the unknowﬁ artist may have been trying to compensate
for the requirements of viewing a large scale fresco whose
upper parts are some diéténce above eye-level}si' In many of
the months the fiéures are distfibﬁted on a 'winding paths'

pattern, pointing'to the early quattrocento compositions of

the Adoration of the Mapi, with the colorful retinue of the
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kings winding in_zig-zag fashion into the backéio#nd. Such
are th; séénes of‘Aprii, Ocﬁober and November, énd'even the
compositibns fof,June and July give this impression at first
glanée;

The major difference between the Torre Aguila frescoes

- and the Trés Riches Heures occurs in certain of the landscape

elements, most hotably in the hills that fill the upper part

of the'piéture.- In the Tr&s Riches Heures, these are naturalistic,

rounded and gently rolling, while in the Torre Aquila frescoes
.they areistillAsteeply ragged_and b3'rzantine':'Ln»‘app‘earance;"‘1"6

There is, however, little difference between the Térre Aquilal
frescdeé and'tﬁe Trés Riches Heures as far as‘tﬂe relative
proportion‘of the architécturé to'the human figures is concerned;
- nor is this to be expected until well into the fifteenth century.&% -
In eécﬁ case, the figﬁres aﬁd the architecture are not drawn ;
to the same scaie,,with thé‘figures being lafge.in comparisoh

to the buildings. In the caserof the vegetation, a close;up
| of the May scene in the Toffe Aquilalfeveals the_artist's~;v
‘relighce_oﬁ thé decorative,paitern of'Gothic fapestriesa%ﬁ

.Such flower strewn meadows afe also.éharacteristic of ﬁhe':

Tacuinum Sanifafis:illustrations, (probably derived from the
'_s‘ame _séu’:v"c;e), “foz'- “example‘ Figure. 179, pe. 293 in Morassi,,WHére

an illuétratioﬁ is reproducéd from the Casanatehsetmanuscfipi

in,Roﬁe;7showing 1adies sitting in a field picking flowers.
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The relation to the Tacuinum Sanitatis type

illustrations is not altogether surprising, since George of

Liechtenstein, the patron of the Torre Aduila artist,

was the second owner of the Vienna Tacuinum Sanitatise

Moét likely; then, the artist (and one has to suppose his
vLombafd brigin.or training) had access to the bishop's

hanuscript and‘uséd it as a model for hiS'caléndarvcycle.
This Vienna manuscfipt is of Lombard origin, ﬁhich.could

account for the northern, and even decidedly International

Style. tendencies of the Torre Aquila fﬁescoes.
‘The more obvious differencé between the two calendar

cycles is the fact that in the Torre douila cycle the human

activity assumes a more important role in each scene as a ~

whole. Yet, insofar as the development of landscape as a

subject for paintiﬁg is concerned, the Torre Aguila frescoes

are the most advariced since the countryside of Ambrogio .

Lorenzetti in the Palazzo Pubblico in Siena. ‘The observation

of the diverse aspect of the landscape throughéut the yéar is
reﬁérkablé,'and in orie instance perhaps even unique; iﬁ the>',bu
January illustration, a group of lords and ladies are disporting .
themselves outside the cgstle gates, while two peasénts
acébmpanied'by dogs:are hunting'rabbitse—but remafkébly enough,
thié'quite sﬁandard scene t;kes plaée in a snowy-landééape and

the lords and ladies are actually having a snowball. fight.

If one can accept the dating of this cycle as prior to 1407,
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then surely this is the first genuine snow landscape in

painting, .and the February miniature of the Trds Riches Heures

has to relinquish its claim to this distinction.19 To be

sure, the frgsco artist‘has not been as successful in the
rendéring“of;this natural ph@noménon as the Limbourgs~-in the
Torre Aqui}g; the snow'covers the ground, but there.ang ﬁo |
traces of it;on the castle roof, or on the trees, most of which
" still appear.to have their foliage intact, altﬁough\the snﬁw is
deep enouéh.for the peasants to sink in it abovevthe~ankles.2°

It is worth.remarking, however, that the gentr& appear not to

be inconvenienced by the depth of the snow since their feet are

in full.view. A dstail of the hunter with the rabbit..also confirms
thatvtheucommoners are treated in a more naturalistic .way--he is
bundléd;upnin.a hood and mittens against the cold,.while the
1édiesftossing snowballs are sporting unseasonal décolletage.

"s..... The contribution of manuscript illustration .to the
.development. of 1andscape is easy to describe, but.it.is rather
more difficult to asse;s.its total impact on the.development of
the genre. as.a whole, since simultaneously with the. advances in
manuscript.illustration, apparéntly unrelated developments (with
the.exception noted‘above) towﬁrds the mastery offtotglAspace were
also oecurihg in the media of panel and freéco paintiégs.

.= -.It .was Sienese taste that was alﬁayé more. favourably

predisposed to the idea of lahdscape than the Florentine. Ducecio's



Maesta, completed between 1308 and 1311, includes several scenes

with landscape settings, among them the Agony in the Garden,

that displéys a rgmarkably poetic sensibility towards nature, as

well as a feeling for space. In contrast, Giotto's compositions

were always.far more concerned with the human drama.than with

its setting,gthe latter being merely an adjunct to the former.
.....Simone Martini's Guidoriccio (1328), although spatially

primitive,. yet expresses a no lésser lyric sensitivity towards

the couptryside, while somewhat later, Ambrogio Lorenzetti's

Good Govermnment in the Country fresco mérks a milestone in the

spatial rendering of panoramic views.

However, it would be difficult to establish.a relationship
between. Ambrogio's unique and seemingly unprecedented.:achievement
and the.mare.gradual and less spectacular progress.made by the
ménuscriptmillustrators, since the concept of the panoramic
1aﬁdscape was not followed up. The spiritual devastation folloﬁing
the Black;Dpath in and after 1348 appeared to precipitate a
withdrawal.from the world, manifested in art by a.return to concerns
of an abstract and transcendental quality.

v--» The more limited medium of manuscript illustration
does not..seem to have been affected to the same gxtent, and when
naturalistic.concerns again reappeared in painting. at.the. turn
of the fifteenth century in North Italy, they occurred in manuscript

illustration rather than in panel painting or fresco.



At'the same time that a moré total treatment of space
developed from the interest in rendering individual natural objects,
the accuracy of both observation and rendering improved considerably.
The improveﬁent appeared not only in the recording of what was
observed, but also in the increase of knowledg9 about.the plants
and animals that were subject to observation.

,Thé imp;ovement becomes evident if one .compares the
earliest. example of naturalistic plant portrayal,discussed‘hefe,

i.e., the illustrations in De Arte Venandi, with.the drawings of

Giovanniidéuérassi and Pisanello. That progress.should have been
made in.the degree of naturalism achieved is not of.course
surprising,..since the art of painting and drawingmdéveloped over
the course.of approximately one hundred and fifty.years. .It is
remark#bl§,~however, that the.nature of the interest.that prompted
observafiqn.in the timé of Frederick IT was still.the.same in

the time.of.de Grassi and Pisanello. That is, the primary object
of the.artist was still the accuracy of_representation»in itself.
Stylistic. features are of course another consideratiom, but in
essence%the-andnymous illustratof of the falconry,treatisé was
concernedmwith the transmission of knowledge about. the subjects
of his.art,.as were de Grassi and Pisanello. This.is.especially
true iﬁmonquonsiders for comparison the finished.manuscript
illustnationJof the earlier peridd, and only the drawings in

the sketchbooks of the artists of the early quaitrocento.
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Although in many cases these sketchbooks contain what we would
consider to be finished studies, they differ from the earlier
manuscript in that they were not intended to be used as drawings,
but were made for later usé as models for painfings. ﬁIhﬁs they
too are”concerned.with the transmission of accﬁrate'visual data.

‘- .Taking first for compafison a greyhoun&'fndm‘folio 12
recto of theqfalconry treatise, and one from thefskgtchbook of
Giovanni dgﬁérass;?i it is éﬁvious that in the.c;sé of this animal
both artists.considered the profile view to be the.most characteristic.
Indeed, throughout the manuscript, the animals are.generally shown
in profile,.wWith a few exceptions in the case ofmbird§, where
occasionally.a profile body will have a head tﬁrnédtf?on@glly.

The differences in treatment occur'éhieflylin:thefin§erior

modelling.. In De_Arte Venandi, the hounds have a profile silhouette,

with only one or two lines near the beily:within;ﬁhe outline to
'suggestfthree-dimensionality, and a few spots across.the back

to give.an.idea of the texture of the coat. In de.Grssi's drawing,
the_mugcles of neck and shoulders are modelled, as.well as the
ﬁinews;dethé iegs, and even the claws on thé;paﬁs;hgﬁe been observed.
Also the pqd& how has more substance; not only becauéé of the
modelling; bﬁt éléo because the form itselffis 1éss.§tten§ated

and pogférmsfless to a preconceived idea of the ;piméi. No doubt

the thiryeénﬁb century iilustrator.was accurate ?nougp to describe
the an;m;i sﬁfficiently-for identificgtiop, but thefs@ylistic means

available to him limited the emount and kind of information that
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he could convey. If one compares the falcons in the manuscript

22 similar conclusions can be

with a falcon drawn by Pisanello,
drawn. The manuscript.falcon, on folio 1 verso, is shown from

the back, resting on the falconer's hand. However, the artist
apparently .did not feel that a rear view was sufficiently
informative,..since fhe falcon's head is showh in. profile to redress
the inadequacy of.the fear view. Pisanello's hooded falcon, on

the other hand, is:shown completély from the back, as.it perches
on a glcved»hénd, and yet no information is lost. from..the lack of

a profile.ofwthe head. The manqscript illustrator.had shown a
compact .silhouette--Pisanello's is compact also,uﬁut it allows for
greatern.detail, such as the hunching of the\wings¢atuthe shoulders,
and the.overlapping of one wingtip over the other.to.break the
smooth ,outline. The earlier artist had drawn in.the..scalloped
pattern formed by the feathers, but Pisanello has.gone even further,
and haéQindiqated by fine hatching the textures as well as the

- pattern.of_the féa$hers; Even the fine‘and coarse.feathers are
differentiated by a difference in the firmness of .the.hatched
lines. ; It.could of course be argued in both the..examples cited
above that .the difference.in scale accounts for the.difference in
the amount.of detail shown. However, the vefy fact.that in the
thirteenth.century it was only in miniatures that.this type of
jllustration.was found indicates that the amount. of .information

_conveyed in this form was considered sufficient. By the early



fifteenth century, however, demands on the artist for greater
versimilitude to nature apparently were far more strihgent, and
the artists' technical ability had developed to satisfy this

- demand . of taste.
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CONCLUSION

The naturalistic description of plants and animals
that has here been examined. was never,‘during the two centuries
under: study, a major concern of Italian art, but it represented
an important minor interest that eventually.surf;ced ih‘ihe first
half of the. fifteenth century, during the heyday of. the Inter-
national Gothic St&le. ‘

. ...This style, first so named by Louis Courajod, came late
under scrutiny, and it wés only in the latter part.of the nineteenth
century_that%ité florescence begah to be studied fér its own sake
rather;than-as a foll for ihe antithetic developﬁents of the
Renaissance.} ‘ : .

This International Gothic Style, éo—ca;ledﬁnot because it
was widespre;d, but because it incorporated diverééﬁnétional
tendencies, was formulated in Ffance, Paris, and’ Burgundy about
the year 1400. In Italy, it flourished in the first half of the
fifteggﬁyﬂcentury and was still practised by artists like Benozzo
Gozzoli as léte as the 1450'S,Ibut it was always localized, being
'1arge1& nati&e to the.North of Italy, and no really major painter,
with the excéption of Pisaneilo,'is associated with it.

‘The style developed from a fusion of three national
ﬁendengies:vthe Gallic as represented by the French,.the Latin as
represented by the Italians, and the Anglo-Germanic as représented

by the Flemings. It then spreéd throughout Europe--to Germany,
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Austria, Sﬁain, England, Flanders, and even back to.Italy by way
of multilateral repatriation.2 B

| The style as a whole incorporates a number .of contradictory
characteristics: manneristic tendencies were manifested by an
emphasis on_calligraphic lines, an excessive refinement .of proportions,
a love .of variegated color including:gold aﬁd silver,.and a
preoccupation with pattern; and a detailed naturalistic tendency
is also.evident in the realistic portraits, recognizable landscapes,
retinués with accurately observed animals, and the.rendering of
seldom recorded phenomena like night scenes and snowséapes.

This latter aspect, the naturalistic one,:has been
attfibutedgby Panofsky to the Flemish part of the.trio of nationalities
contributing: to the style. Nevertheless, the possibility exists
that the.naturalistic vein in Lombard manuseript.illustrations of

the Tacuinum Sanitatis type were a contributihg'influence in the

formulation.of this aspect of the style. While direct proof of this
is notmdempﬁstrable, it is possible to:prove that.the.Franco-Flemish
masterpiece of the International Gothic Style, the.calendar of the
Trds Riches Heures of the Duc de Berry (1416), contains naturalistic
elements. for; which precedents can be found in Italian, and
specifically: Lombard, manuscript illustration. Eorwéxample, the
labours..of .the months in the calendar illustrations.are no longer
given the. greatest emphasis, since the landscapes.are.given equal,
if not.greater, importance. As the previous chapterwhas shown, this

development was already documented in the Lombard calendar miniatures
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pf’the preceding decade. Another of the Limbourgs' apparent

innovations is that the calendar landscape takes up the whole page--

again, the Lombard Tacuinum Sanitatis scenes dispuséed earlier were
conceived asﬁfull page miniatures incorporating iandscapes. Even

the seasonal,modifications of thelandscape in theﬂTrés Riches Heures

are nothing new, since in the Viemna Tacuinum one.can see some

rudimentary. .attempts at picturing snow, and somewmoréﬁsuccessful
attempts at describing storms, sunsets, and other. phenomena of
weather. .Even a specific example of borrowing iéAnotMlacking,
since?thémbo;r hunt of the December miniature of;ﬁheédalendar
must have been taken from thg sketchbook of the NértH»Italian

3

who in
L

miniaturist and manuscript illustrator Gibvanhi de.Grassi,
turn'probabl& éopied this scene from a Roman hun;ihém;arcophagus.

. External evidence also suggests that Lsﬁbafd'manuscripts
may havegﬁeen available to the Limbourgs, since ﬁheqiﬁventories
of theQDﬁc,dg Berry list items called 'ouvrages de.Lombardie' which
are generally understood to refer to manuscripts.of. Lambard origin-

" in the duke!s library.

‘mWhile Lqmbard naturalism appears to have.contributed
to~a;annco-Flemish product in the International.Gothic Style, in
Ndrth Italy.the Lombard school of manuscript illﬁstraﬁors, with their
specializing: in naturalistic plant and animal portra&als, seem to
have been among the chief practitioners of the Interﬁgtional Gothic
Style,. or .were the teachers of those who practised.in.the style.

At this point, however, the connection between Lombard naturalism

and the International Gothic Style as it was manifested in Italy
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becomes fathbr tenuous, since it is impossible tgwgsﬁablish which
takes precedence--the Lombards® influence on the;Inte{natiénal
Gothic Style, or the influence of this style on existing
predilections among the Lombard painters and mangséript
illustrators.

The coincidence, however, cannot be ignorg@a Furthermore,
the factﬂthat Pisanello, the major figﬁre ih the Italian Inter-
nétionalquthic Style, was thq chief instrument for improving on
the naturalistic animal studies of the earlier Lombard artists is
indisputable. His drawings of animals, fo;ie#ampie‘the'one discussed
above,:reach a peak of accurate description that'wasfnot surpassed
until Leonardo. These very tendencies toward minute.and accurate
detail.suggest that'Pisanallo owed his training toﬁmaquscript
iilustrat9£s, possibly in Verona. |

Pisanello's peculiar genius lay in qapturing-the essence
of the,animals he obéefved, their characteristicmposegand peculiar
texture,.whether that happened to be fur,vfeathers,gén reptilian
scale.mpCertain}ofbhis early drawings show the influende of Giovanni
de Graési,.and in such drawings as the LeopardAand,”Columns5 the
decoratiie;ﬁtendencies of the International Gothicﬁstﬁle are quite
evident.. .. However, his later work, like the unfinished Studx of a
Dog's Head,§1goes'beyond decorative pattern and mere.objective

observation of exterhals and seizes the animal's distinguishing

traits Qfminteliigence and submission.
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The watercolour studies of birds, including..the falcon
previously discussed, are observed first of all withian objectivity
and thoroughness that belongs to the secientist. .This. extreme
concern for detail in the studies of birds’ results in a static
quality. In at least a few other drawings, for exampie the Studies

of Lynxes, a Wolf and Wildcat,8 he man- =~ to seize the expressive

features of..the nimals as well.

. Yot if Pisanello's drawings are impartially.judged, it
is clear that frequently life and movement elﬁded,his%pen. He is
superbsﬁaﬁdvunsurpassed in rendering detail accurately and minutely,
in'the@craftsmanship of line and its exploitatioh;forAdecoratiVe
effect, in the seizure of an attitude--but like the.subjects of
the earlier. naturalists, his too retain the qualities.of still.life.
It is mhéseﬂqualities that eventually hharécterizemthe animals in

a painting, like the Vision of St.Eustace, the same.qualities that

denotegbothwthe International Gothic Siyle and the:.link with the
vnaturalisticjmanuscript~illustfators of the past.

Thus the uléimate cbntributioﬁ ofithe naturalistic |
portrayal of plants and animalsAin Italian manuscript.dillustration
was the introduction of a highly developed,. and .curious examination

of the.

natural world into a part of the mainstream.of Italian
painting, thereby making a small, but not insignificant mark upon

the character of quattrocento Italian art as a whole.
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the Middle Ages, edited by Joan Evans, New Ybrk, McGraw-Hill, 1966,
ps 190. .

51.FY¥cht, in "Nature Studies," p. 27, and note 1, quotes Pliny's
warning about the unreliability of herbal 1llustrations in the
Hlstorla Naturalis, XXV, 2. . v
52&Pacht, ibid., p. 28.
535Loc; cit., note 4.

54 MS_Arab. d. 138, folio 102, in the Bodleian L1brary at Oxford,
reproduced in Evans, op, cit., p. 190.

55 Pacht, "Nature Studies," op. cit., p. 30.
56. Ibld., p. 31.

57 Lbc. cite

58 Ibid., p. 3.

'»A 5§ Loc. cit.
CHAPTER III

1-He -Buchthal in "Early Islamic Miniatures from Baghdad,"
Journal of.the Walters Art Gallery, Vol. V, Baltimore, 1924, p. 19 ff,
believed that these genre scenes were the original invention of the
" Oriental. Dioscorides illustrations, cited by Pdcht, ibide, p. 33, note 3.
But Pacht, loc. cit., demonstrates that these so called 'genre!
scenes,.originated in late classical herbal illustrations, since similar
genre illustrtions can be found in the two western illustrated herbals
in manuseripts in Turin and London.
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2 G. Sarton, Introduction to the History of Science, Baltimore,
1931, Vol. IT, pe 71« The word 'tacuinum' or 'taqwin' is Arabic
for tables, i.e. referring to the arrangement of the text in tables.
'Tacuinum Sanitatis' therefore means tables of health, according to
‘Lo Thorndike and G. Sarton, Isis, Vol. 10, 1928, p. 489 ff. The
. Arabic text, of which no illustrated copies are known, was translated
into Latin in the second half of the thirteenth century, probably in
Southern Italy, and possibly under the auspices of Manfred, son of
Frederick II, between circa 1258 and 1266, PHcht, ibid., p. 35, notel.

"3.PMcht, ibid., p. 36.
4.TIbid., Plate 12, figure 6,
5.1Loc. cit., figure 6.

6. Ibld., pe 36.

7 A,fac51mlle reproduction in colour was.available for me to
study in.the Woodward Library. :

& PHcht, "Nature Studies," op. cit., p. 37. Two Anglo-Saxon
manuseripts dating from the early eleventh century,in the British
Museum (Cotton MSS Julius A VI, and Tiberius B V) have a set of
calendar pictures that are similarly lacking in the customary
allegorical figues of the four seasons. See J..C. Webster, The
Labours.of .the Months in Antigue and Medieval. Art, Chlcago, 1938,
P. 53 .ff, Plates XVII and XIX.

9 Antonio Morassi, Pittura nella Venezia Tridentina, dalle
origini alla fine del guattrocento, La Libreria.dello Stato, Anno XII,
E. Fo, Pe 273. .

10 Ibid., pe 278.
12 Ibid., p. 288.

13 Loc.'cit.

14fErw1n Panofsky, Early Netherlandish Palntl s Cambridge, Mass.,
Harvard Unlver51ty Press, 1933, Do 66. .

15 It 1s rather difficult to judge from Figure 163, p. 273, in
Morassi, op. ¢itsy  just how far above ground level the frescoes are.



16 But not in every scene: the miniature of the Meeting of the
Three Magi in the Trés Riches Heures has some typical Italianate
cliffs in the background, but the exotic subject matter of the scene
may be responsible for this departure from naturalism.

17 Kathryn Bloom in "Lorengo Ghiberti's Space in Relief: Method
and Theory," Art Bulletin, Vol. LI, Number 2,. June 1969, p. 167,
suggests that in the Torre Aquila frescoes a common-medieval practice
of laying relief space out in vertical zones and measuring in simple
units of common fractions, is followed. According to Bloom, the
panels are.divided into zones based on the heights of the foreground
figures, .with the June fresco, for example, being.divided into four
zones based on the height of the figures in the immediate foreground. -
Thus the distance from the ehads of the foreground figures to the gate
is equal.to ‘the height of the gate; the distnce. from-the top of the
gatehouse ‘to the upper frame is slightly greater: thanfhe height of
the gate, as is the lower zZone.

18 Mora551, 9P clt., Figure 170, pe. 282.
: 19 Panofsky, Earl Netherlandish Paintin ,mp..65.f
20, It 1s, however, difficult to deduce the success of the snow-
scapes from a black andwhite photo made froma.fresco in a not quite

’perfect state of perservation.

21 Enlo Slndona, Plsanello, New Ybrk, Abrams, Supplementary
Illustrations Figure 10.

.22 Ibmd;;“Plate 167.
CONCLUSION

_ 1 Henrik Schulte-Nordholt,'"Dle Geistesgeschichtliche Situation
der Zeit um 1400," in Europaische Kunst um 1400, May 7 - July 31, 1962,
Wien, Kunsthlstorlsches Museum, p. 28.

2 Panofsky, Earl Netherlandlsh Painting, p. 6?.

3 MartuaConway, "Giovanni de Grassi and the Brothers Van Limbourg,"
Burlington Magazine, Vol. 18, 1910-11, Pe- 149,

L A1) these instances of Italian 1nfluence are clted by Panofsky
in Early Netherlandish Painting, p. 6k.

5 Sindona, op. cit., Plate 27.
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6. Tbid., Plate 130.
7 Tbid., Plates 129, 143, 167.

8 Ibid., Plates 165, 163.
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