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Reframing the Renaissance
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The initial idea for this collection of essavs arose out of my own interest inthe sixeeenth

century change in sttos of the visual ares in [aly, [ wanted o learn whether and how
extensive plobal commerce affected sixreench-cencury [talian discussions of art. [ soon
realized that existing accounts of the history of western aesthenic theory do not consider
contact with non-European societies to have been o contributing factor before the
pineteenth centary, so T began to wonder how complete our historical understanding
really was. [t never occurred to academicians discussing the problem of che arts at cthe
seventeenth-century Académie Rovale de Peinture et de Sculpure, or to writers who
populirized systematic classifications of the beany arts 11 the eighteenth century, to
include nonwestern styles of artistic production.” Yer the history of the classification of
the arts and categories for judging artistic excellence deserves ro be studied from a poine
of view broad enough to take inte account the extensive migration of visual culoore long
before clobal contact was initiated at the end of the fifteenth century, and even more so
during the era we stll call the Renaissance # Non-European art and artifacts were present
nt Europe chroughout the Maddle Ages and, after the Otoman Tuarks caprured Constan-
tinople in 1453, great gquantities of new material began arriving from the eastern
Mediterrancan basin, then Africa, the Americas, Asia, and elsewhere, During this period,
the appreclation of art increased dramatically in laly and elsewhere in Furope. A few
extraordinary records — such as Albreche Direr's frequently cited admiration for Aztec
goald- and silverwork — even attest o the appreciation of non-European objects as
products of extraordinary artistic ingenuity.” At the same time, the value of certain kinds
of arnfice became the subject of violent controversy. What did new awareness of other
eultires contribute to Eurapean conceptions of the arts during this initial period of glabal
contact? And how did the exportation of Renaissance ideals and material culture, from
ltaly to other parts of Europe and worldwide, fare in this envirenment of inrensified
cultaral interaction?

[ alser had to ask why the contribution ol non-European cultures to western aesthetics
and to the theoretical literature on art that preceded it was not widely acknowledged
when the disciphine of art history was professionalized in the nineteenth century, The
herarchy of the fine arss, of course, but alse the organization of the discipline in terms

of navional cultures suggest some preliminary answers, It is o complex matter, however,

o examine the history of our modern catcgories of artstic production and aesthetic
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appreciation, The recorded swonders of architecture and portable artifacts, even live

specimens, that reached Furope during the Renmssance were classified in a variery of
wavs, My ininal investigation of the histery of the sxteenth-century status ol the ares
viewed in historiographical and crosscultural rerms opened up a vase interdisciplinary
field of research that invited a collaborative approach. This volume, which pools the
resources of specialists in many subfields of sixteenth-century studies, is the resule of
that collabaraton.

Reframing the Renafssane tries to define a new program for the study of Renaissance
visual culture forused on cultural exchange, The essays throughout are addressed 1o

enaissance specialists and the subjects will, we hope, mterest an interdisciplinar
audience concerned with the early modern period. The collection grew out of the
awareness that any attempt o reimagine Renaissance are as aculturally and historieally
specific stvle that originated in Central ltaly and was dissermnated around the globe
should carefully seexamine the functon, reception, and power of specitic kinds of 1mages
and other objects of human manufacture, The fivst, historiographical section of Reframing
the Renaissance, entitled “New  Problems, New Paradigms: Revising the Humanist
Model,” identifies significant problems of ethnocentism e past coneeptualizations ol
Renaissance art, The second section, entitled “Renaissance Theories of the Dmage,”
presents specialized studies of various conceptual frameworks mowhich visual representa-
ton functioned. The third section, “Early Collecting Practices.” treats an impaortant
source of information about sixteenth-century cultural exchange. The individual studies
throughout the velume emphasize the essentially heterogencous character of the many
kinds of objects and activities we now loosely call art. The final section, entitled
“Mediating Tmages: Developing an Intercultural Perspective,” presents case studies of
culturally hybrid images = of unruly women. colonial maps of Central Mexico, and a
negative ethnic stereotype prominently depicted inan Talan Renaissance religious
fresco, The auchors adapt taditional techmques of are history — formal analysis, 1conog

raphy. connoisseurship — to study the asvmmetrical process ot cultural exchange. An
Epilogue relating the central issues explored i this volume tw contemporary discussions
of how we construct the human subject completes the study.

The quincentennial observance of Columbus's fateful first voyage encouraged many
scholars with interests in crosseultural studies to focus on exchanges between “OId™ and
CMew World” cultures. [ have retained this focus in Refranning the Renatssance, mainly for
pragmatic reasons. First, in attempting to control a very large topic. 1t seemed prudent to
restrict some of the parameters. Second, there already exists an mterdisciplinary field of
studv concerned with cultural interaction in the Spanish colonmal waorld. As the five
contributions to this volume that weat relations between transplanted Europeans and
indigenous Americans in Latin America demonstrate, crossculmural investigations of early
modern visual culmure in this area are able to draw upon an extensive, thearetically
sophisticated foundation of recent scholarship. This is a grear advantage in defining 2 new
program for the study of Renaissance art focused on the migration of visual culrure and
the conditions of reception.

[INTRODUCTION

s

[ hose Renaissance? Revisiting “The Renaissance Problem”
)

MNearly every reevaluanon of the Menaissance = this one is no excepton — beging by
acknowledimng [eeol Burckbardts The Civdization of the Renaissance in fraly A Die Kolar
der Rewaissance in Italien, first published in 1860, Supplemented by Burckharde's histonical
suide o the visual arts m ltaly and s other writings on art and architecrure, this
study — and writings by his immediate contemporaries including Michelet, Ruskin, and
Taine = established the concept of the Renaissance as central o the discipline of art
historv. More than any other scholar, Burckharde also established a role for visual
evidence in the writing of culoural history As o result of extensive interest in the social
and intellectual history of the visual ars over the past thirty years, we have become
mereasingly aware that our medern distinetions of art matured out of the particular
historical and culoural circomstances i which Burckhacde lived and wrote.” Realizing
that art defined as the abjeer of individual aesthene contemplagon s a relatvely recent
cotstruct, Peter Burke, in his awn reassessiment of the Talian Renaisance, recommends
a shift in the focus of our attencion o a wider mnge of “communicative events.” such
as popular songs, sermons, grathio, and nwals” Burke's revisionist approach to culoaral
history retains the spirit of Burckbardcs Cieilizarior botly historians examine ritual,
popular images, and other cultural actvities with regard 10 2 wider range of purposes
than the category vsually implied by “work of art.”

J’\h".'j':ulrir{f e Renaissance also examines 1 broad range of communicative events, The
present collection of essavs tries to sapeest, however, that much more is involved in
reassessing the history of Henaissance art than rrading one modern category tor another,
presutnably less restrictive, one, The aestheric system of the “fine ares” that designates che
wriad of painting, sculpture, and architecrure emerged gradually over several hundred
vears, The system of classification thac distinguishes the “fine ars™ from the liberal arts
and from the sciences was codified only in the eighteenth cencury, on the foundation of
an extensive body ol theorvetical and crncal heerature in French, Gernan, Tralian, and
English, and institutionalized artistic instruenion ar the professional level,” Burckhard's
writings are firmly grounded in this humanist model of cultire, Yet his inclusion of
popular culture to characterize the Irlan natonal spint m the carly modemn penod,
together with his Bunous characterization of the stare as a “work of art,” presents a much
broader concept of what constitutes & work of art chan his predecessors in aesthetie
theory had envisioned. The terms of his argument abour the state as the product of
reflecrion and deliberation would ke s fr afield from the present discussion. Yeu i is
warth noting in the present contest that Borckhards conseraeted o generlized concept
of art by borrowing a metaphor from political theory and analvtical philosophy.®

The concept that a work of art can be something produced tor indradual contem-
plation i any medium or style by any culture or period 15 even more recent. At the
Beginning of the nineteenth century, Amerindian art was considered only to be of Iis-
torical interest.” Some of BurckhardCs contemporaries challenged existing artistic norms
associated with the revival of classical antiquity, being the first to suggest thar the entre
human rece was engaged in the spiritual activity of making “visual art.™ It has been wadely

claimed, however, that nineteenth-century art historians and theonsts such as Semper,

Rieel, and Fiedler (who claimed that a work of art is the product of perceprion, regardless
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ol i stylistic conventions) merely naturalized the Renmssance metaphor that art imitates
nature, Most of the criticism has come from art historians who, justifiably, point to the
untenability of this scheme, Yer they have considered the problems af privileging
representational art only within the narrowly circumscribed limits of European are™

[ light of all the attention that art historians have paid to the history of our formal
categories of art, it is surprising that no ene has drawn a connection to the issues ratsed
by Henry Louis Gates, Jr., and others, such as Samir Amin, coneerned with the history
of Eurccentrism., When Bureckhardt's conception of the Tralian Renaissance first became
the *Renaissance problem”™ in historiography fifty years after the publication of The
Civilization of the Renaissance, justification for his concept of pertodization gravitated o
the center of discussion. Then it was argued, largely on the basis of early humanist
histories, that Burckharde's scheme was justified because early humanists like Alberti and
Vasari had used metaphors of revival and rebirth to define their histonical position as
separate trom the past.!! Today Wasari's humanist model of culture should make us ask
different questions. Vasari's faimous account of the birth of modern at {the hiena
smamiera moderna”™), the mast complete history written during the Renassanee, follows the
established humanist model of historical change as a process of cultural decline and
revival: the revival of the ancient art of [111',[;1[1“11_ nature arrested ]Lm;__', dechne in\lig.lh'd
by “barbarians” who practiced the Byeantine manner (maricea greca o marticat veerliia e
wort antichi™ in painting and the German manner (maniera fedesar) in architecture.” No
one would wish to dispure the historical influence of Vasari’s humanist scheme, or deny
the popularity of metaphors of rebirth during the period we still call the Renaissance.
What counts as historical truth has, however, shifted considerably since the first contri-
burions to the “Renaissance problem” nearly a century ago.

Vasari's praise of Ialian artses at the expense of “barbarian™ others could once be
unselfeonsciously used as evidence justifying the concept of periodization. Gates and
other critics like Edward Said have charged chat contemporary scholarship keeps itself
pure by not taking certain kinds of contexts mto account.™ Sad himselt” has been
criticized for imposing his own binary oppositions (sucl as the oversimplistic concept iof
cultural domination and subordination}), Yer his crtque of the conflictual self—other
relationship embedded in the European construction of the Orient provoked a richly
concetved field of thearizing about the complexities of cultural interaction. Writers like
Said whao adopt the position of the formerly colonized subject are entirely new voices in
the discursive space of cultural history writing — and their ongoing conmbutions are
radically changing our understanding,

This collection of essays accepts Said's challenge of examining the assumpuons on
which “Renaissance” art history is conventionally based, not by rejecting historical
schemes like Vasari's arti del diseano. but by making the history of our categories part of
our subject of study. As the following specialized studies mdividually and collectvely
make clear, the mechanisms by which we discern differences in other cultures and the
values we attach to these differences are not linked in any stable union. Samir Amin, the
author of a leading study on Eurocentrism, defines Eurocentrism as a phenomenon that
emerged fully in the nineteenth century.' According to s most sophisticated enitics, the
term Furocentrism describes a complex set of dominant wdeas associated with the rise of
modern national identity, colonialism. and capitahsm.” Said. Amin, and other critics

e
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regard the academic practices they associate with Ewracentrisin as misleading hecanse
they are based on the Aawed assumpion that “internal factors peculiar to each sociery are
decisive tor ther comparative evolution” culminating m the achievements of ]_'11m-.}'ur:1r1
civilization.” The Renaissance 1w regularly charged with providing the roows of these
nineteenth-century practices,” Bmerging interest in the insoocional history of the disei-
pline is beginning to reintegrate art history into a broader field of discussion centered on
issues of methodology.™ To open o discussion of methodology here 15 not meant w
discredit the vigorous schalarship that goes on within the established perimeters of
Henaissance art history, bur rather to ask whether the caregories into which our
discipline 13 currently subdivided are really well suiced o analyzing questions of
incerculeural exchange — significant historical questions that Said and many others have
been pursuing and asking others to pursue in recent years, There already exists an
established field of historical soudy, greatly envigorated by the Columbian Cuincen-
tenary, that examimes che global expansion of Europe i the eurly contact period of the
late fifteench and sixteenth centuries, As might e expected, however, historians Like
Lewis Hanke. John Elhott, Edmundo O'Gorman, Anthony Pagden, and others
grounded their studies 1 rexrs, not visual tmages."”

RHESS

It is not an casy matter to explain why enaissance art historians have remained
isolated from these debates and fram interdiseiplinary attempts o recognize Eurocentric
pracrices and instituee a more pluralistic historical vision, Mo doubt part of the answer lies
with the polanzing effects of the “Eurocentrsm™ and “western canon” debares them-
selves, One ol the III.I_il!'I' abstacles (o revision is the natonalistne concern ar the ftoun
dations of the scholarship. Perhaps another partial answer is embedded i our formal
procedures of stylistic analysis, which are snll closely associated with the rvpological
thinking of the nineteenth century ™' r I

Our underseanding of Renaissainee cultare,  fundamentally shaped by Burckhardy’s
study of Ttaly. has been changed and ennched by generations of debate aver his
charactenizanion of historical periods. of indiadualicy, of the Middle Ages and, most
recently, of his ereatment of gender.” Yer we stll need integrated accounts that allow the
disparate voices that have contributed to European conceptions of art to be heard,
Parallel accounts that represent the same events from mutually exclusive points of view
do not ofter this perspective = the narraoves presented by Paul Oskar Kristeller and
Caates, respectively, can serve as examples, Kristeller examines only the dominant el
lectual traditton wich is roots in classieal antiquity, while Gates dismisses western
agsthetic theory our of hand for 1t racise elements, What are still missing are integrated
attempts to define che issues that produced mually exclustve narradives in che first place.

Gates grimly reminds us that written  language, historically speakimg, has been g
significant, ethnocentric marker of cultural difference: in his revised narrative af aesthetic
theory, Kant was the first to posit difterences with regard to mental capacities and
aesthetie 4.'.!}'!.11'.-1||Ei-:'\ o the basis of skin colors e gel added 2 pew feature when he
claimed that, becanse Africans had not mastered the European art of writing languages,
they had no history, and what Africans presumably lacked collecovely, they also lacked
individually: the childlike nature of slaves was due to their absence of memory.™ Yet
WrilLen |i|]2!_{l.|.1':‘,l.‘ I:_'I|".l'.l.|'|'-:'||' in FI.H'H}'I-l,‘.IH termms = that s, E'|:.' s of an 1I|E‘l|'|;'||_'!|,;'|_i|:' _\_|_'-|'ir.1:|
s not the only ethnocentric indication of cultueal difference. In the western tradition.
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other umportang criceria have been social organization: that is, forms of government. civil

codes and customs, educational system, and artifacts or productions, including rrual anid

wtilitarian ohjects, drama, music. and dance — what we loosely call art. All of these areas
lansuage. socieral organization, and are — have been powerful indexes of humanness.
Many of the Eurocentnc practices that €
and other economic conditions have a miveh longer history concerning the

see and others associate with the rise aof the

slave trade
respective roles of men wl operatons such as re
defining humanness. It well known that during the same period when European
hitecture first came to be defined as “thearetical” pursnits that
Furopean unages were exported on a global scale

asoning, memory. and the HragInation in

paintig, sculpture, and are
depend on intellect and T AT,
and artificts alsa entered European collections from other parts of the world,
yosetting for the development of new culoaral

rl'll"ﬁk'

circumstances provided a pardeolarly rick
boundaries finside and outside Europe) in which artistic production played an important

role. We are, however, only begimning to formulate strategies for studying the ConLri-
bution of fluctuating sixteenth-century senses of "art” to later ideas about cultural

identity and aesthetie sensiblity.”
The essays i this volume suggest son
and aesthetic boundaries that interfere with our ability to see the complexity of artistic

te avenues for undercurting anachrontsue culral

the sixteenth century, The history of the category “work of art” s a

interactions during
Inguiry, Coansidered as 1 whole, this volume freframes”

significant part ol our subjject of
the geographical, cultural, chronological, and conceprual boundaries of the Lenaissance
as it is wsually defined. Pare ot the challenge of redefining the
i which newly emerging nations i the nineteenth

ILenaissance i1 terms af

cultural interaction is the nanner
century imagined themselves as antigque. Why, asks Benedict Anderson, “|was] supposing
“antiquity” ac a ceren historical juncture, the necessary consedquence of noveltys™ — why
should awareness of a radically changed form of consciousness th
“pationalist memeory” reaching back in ime? Unlizing a

e mineteenth century

lead to the construcnion of a
“Jouble vision” — to barrow a term from Joan Kelly — our essays mdividually and
collectively look “inside™ and toutside” the frameworks maditionally associated with the
R enaissance.” The “inside and outside™ that the problem of “national identiny™ poses for

the study of [Renaissance art s this the history of the concept of national idenaey

emerged along with the history that national idenoey frames. Consudering nacionalism
this light, scholars have helped to construct the modern idea of a nation as an enduring
collective. A significant aspect of the problem of nationalisim for historians of Renaissance
culture, therefore, is to take into account the rale of scholars who produced histories of

“narional culoare.”

Theorizing Culrval Interaction

The sggo—yz seasons offered an u|1[‘-1'n'rd¢.-nln! puinber of musewm exhibinons con
cerned with the early phase of European expansionism in a revisionst framework.
Blockbuster exhibidon formats were both diachronic (the “splendors™ of Mexico
spanned thirey centuries) and synchronic (the theme "rju2” suggested reasons o survey

artistie production around the globe).™ As even the most spectacular of these exhibitions
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1 time when our inherited paradigms cannot be taken for ‘Eliilttlu‘ti because L]'Ill.“:':l:l|.l.'l'l:|llil
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chanpe our existing paradigm to define this new puzele? These are the n::lllu]g
u.|u¢:ﬁh::$ that cireulate throughout the individual Lssays. -'“'L.L'ki'lﬂ'-‘n!L'LH?_.E'llfl_l.ﬁ- th L-I fu It.r:-u
berween the actual effects of emerging nationalistic practices :1:|d. TIZ{L‘:!.]I-?{‘IJI ]:11r:.1}n.m.r
notions of cultural integrity and discreteness is central o the ]'.l.:k-'l:-'ll-'.}]]lil'. _c:lu:-rp?rmu ut
Reframing the Renaissance. To historians of art — and especially o |11.\I.|.!||.I-H!.‘\.0.f- .Ln\.n.\l-:::;
.u'é — 1 hope that the organization of the varlume .ll‘l]‘n.:n.ra a5 a H}'xrl:qn.mi{ 1I.|.%~ I:.]l s
reground the discipline in the historical circumstances m. its own ma ]l]TE. t u_ll S
want to make unjustified claims for the wmry of _wi]a[ ]_ﬁ'._t"lif-:‘!t' all, an .mLml.fhhj.l. u
volume is soll an eclecric representation of the 5|1|!.E1n.!.r. of 1|-.~||.|.:-F.:ud rr.nu?u.-uw.:l]».n t |1.1r ..It.L.
cureently under way in a number of academic disciplines. 'T.hr format ot an .I.11-l]'ll‘.l m.n |~.
well suited to our interdisciplinary effort of rucﬂncfpm.ﬂ.:zlang the Illhcu;u-.:-.';lnu- bc.:jm%\
anthologies, by their nature, avoul the unpression of 4 unificd narTaive. ."".L-1|.11n plr{ u:::‘
nary :il;{gy of defining new analytical eategories, it would l.u: I.111'~]L‘-IL!I.H'L._', o claim that the
\p:.-:wnli;:c:i papers included in this volume fr;m.u* all the .<1I5,r1ul_fir:u|1 I'G.'il.'n.:ﬁ.l < it
Visible symbols are prominent indicators ol q‘ulmr;?.! dentity j:c:, as l-lraln-:1; :-} :..r
emphasized i Hisfory and ifs Images, it 15 notoriously |._|.|I]Ic.'L|il to r_-st.l.TInh the value u I
as historical evidence, A potentially important :-nmrﬂmn:::n that this wiul_w: hopes n".:
make 1o interdisciplinary discussions n'nu-uE cultural int-;*mctnlm EEOWS (:m.t l;:nr tlhcﬂaultllq:::
overriding concern with interpretations of visual representation. In 1111. following I:.:.:. .
of the Introduction [ have tried to suggest how the contributors . 511:1E’n1 nterest in
methedology intersects conceptually with the hook's focus on the migraton and recep-

b

: 1 onerete e > fi - own research,
tion of visual culture, by drawing a concrete example from my « ;

INTRODUCTION
The Grotesque i the Miror of Furopean Thearies of the Tnagination
From the mid fourceenth to che mid seventeenth century — the period broadly designated
by the term Renaissance — as painting, scolpture, and architecture “rose™ from cheir

m'.*'.]iv'-.'.'ll association with the mechanical arts and i‘l1'-:uh||.‘l;i1.--.‘ SCTETICES, 1||-:.'~_;' became
associated with other theorerica

branches of knowledge, such as optics, anatomy, and the
arts of discourse.™ Whether the “nobility”™ of paintng and the other vwo and del diseano,
seadprure and architecture, depended on their association with the mathematieal sciences
ar with letters, however, their intellectualization was granted by a neo-Aristotehan model
of cogmition that privileges the role ol vision above all the other special senses. In the
course of the Renaissance, European writers put increasing emphasts on che distncely
linan ;1l‘i|'l1'}' te think i'll‘-\'”.l".'l':n.' and o mvolve the visualizing powers of sighe in
combination with the imagination in the process of giming a ratnenal understanding of
the created world and revealed knowledoe of Cod ™
Transtornuations in g neo=Aristotelian theory of the dragination that granted inereas-
mgly rational powers to the artist’s mental dehberations, tosether with the classification
of human knowledse 0 a hierarchical scheme that had abways subordinaced ficoion and
tuntasy to rational thought and divine revelattion, are owo very imporane factors in the
historical notion of a hicrarchy of the ars, Benaissance painting, seulpture, and architec-
ture — defined as theoretically grounded pursuits associated with poetry or perspective, or
both, and based on expenience — provided the normanve stndards against which
nomwestern cultural products were measured by Eurapeans for hundreds of vears.
[c s impartant to bear inomind that the word art did not vet mean what it does today,
In the sixteenth century. art moest often sigmfied skill, as defined by che rherorical
traditien, or procedures, and as such 1 was the equivalent of erms like method or
compendinm, ™ Both skill wd procedures were associarted with artises” meneal activity,
their ability to mvent new things oue of their imagmarions. The evolving definition of
art s enly one thread moa complex weave of changing arioudes towards human
knowledge during tus period, but perhaps a conerete example can clarify the negative
implications glimpsed in the oew sxweenth-century understanding of art for non-
European cultures. To anticipate a point rased v W | T, Mirchell in the Epilogoe
about the relevance of an African spoon to the Siscine Ceiling, whar would have been
the appeal for European audiences of the laee fifteenth- or carly sisteenth-century ivory
Sapi—Portuguese salteellar wath an ltahan provenance reproduced in the Frontispiece?
Certanly, a sixteenth-cencury ltahan {or anv humanist) collector would have appreci-
ated this magnificent ohject, commissioned from Sapi artists by Portuguese traders, [or its
precious material, skillful carving, and especially che figures as produces of the argist’s
tertile imagination. Bue ac the same nime, the figures’ elongated proportions and dispro-
portienately large heads may have signified the arnst’s deficient knowledge ol anatomy
and ignorance of clissicizing principles of proportion. Consequently, the maker of this
object, should the Sapi carver’s identity have been considered ac all, might have been
characterized as possessing an acoive bat irrational imagination, unaccompanied by the
ratiomal powers exemphified n contemporary lalian and lalianate productions, where

evidenes of scientific knowledpe 1 anatomy and perspective was manifested in the work,
For European audiences. the value of African—Pormuguese ivories and similar objects
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might even have diminished had the amusing, grotesguely 5‘_\|'-:1l'~-;1tlf||'||1|.'-.1 Figruares {.|m|.|.~.:m:_-,
aned srotesque i European eyes, that is) hecome vehicles of c'rnsm;.ulTLn'nl ..-nrn.nmnu-.umn
instead of decontextualized signs of otherness and of universal artistic ingenuicy. ot the
native inhabitants of Sierra Leone, as Suzanne Blier has recently shown, such .-.'._u-wa
fmases belonged woan entirely different conceptual Framewark.™ The Targe seated figure
at the top, l.!{"‘\']"i-ll.‘ its negroid physiognamy, was probably meant to represent an .11‘|L‘C.\-.LT;1L
spirit incarnated in the form af a Portuguese trader {since both were white in the Sap
fmacinary), made by ardiss who may not have had aceess o a living |’H1't1|:_',-l|-;_'\_\' el
The function of this hvbrid object as a container of salt was forcign o the Sapi r1.1]_tm'-:.
bur the severed heads and the main figure’s seated posion can he connected specibically
with Sapi burial tradioons. By contrast, the same scene ds llk-:l','"u:- Im:vu: L'III-..'-'iIi'.I'.L:_[L";.l
Luropean fntasies of decapitation and cannibaliss among ":».u'.n‘z.e.'n to _|n_|.lf,.r,|: from l..]n-
popularity of such stories n sixteenth-century travel literature, Sensationahzing fantasies
may even have prompred the commission of the object, although ‘~‘-’:.'.'<11'k‘.|!lil_‘]'y' never to
know because no records survive. This lack of documentation — which is f.'||.|!.'.°||.'tl.il'l$ln
of the entire class of fifteenth- and sixteenth-century  African |’¢1-I'L"I'I!{I.I'.‘.‘il.‘ ivories
further suegests that these hyvbrid cultural products were valued primanly as exonc
collectors” items, not as representations of Sapi beliefs, by the Europeans wha sought
them and assimilated them to their own frames of reference.

Taking pare in a complex cultural exchange, exotic abjects :']i.d not carry Just one HE
of connotative meanings. A wide range of artifacts, regardless of thewr origins, may have
evoked similar responses from European audiences. It seems to me that we have not
considered the complex discursive field abour artistic mvention th.u_ may have encour
aged such generalizations. The artifice of any work of are was ||_m~."r It'.nTtu:n evaluared as part
(_"I[: A contest I,'?'l.‘n‘u-'l:_‘l_"l'l IEATLTe .'II]{_I ATt l|'.IL|{_ ‘\-"'\-'l'hl'[l_‘".'l._"l' rl'll.'L arralive franmew Lﬂ'k. Ll]L' ArCIST =
invention was always conceptually conjoined with the needs of both the subject -_I!H| the
particular viewing audience, Tn this three-way relationship Ao sulyect, Artist, .umll.
udience. the intentions of the arrificer were considered manitese n the work of art.”

Thar is. as early as the sixteenth century (and much earlier, in fact), European viewers
thouehe 1 was ]‘J;H,mlﬂl.‘ o read the mentality of the artist out of his .IL'I.-i\Ii-:'. lrrm_hu'['mm.
Artistic invention. conceived in sisteenth-century terms as any kind of arrifice invented
by the artist. is a histarical, culturally specific category for assessing the epistemological
status of a work of art as well as its maker. Groteseli = the word refers 1ill.-r.|l]§.-.u:|. a kind
of pictorial embellishiment composed of plaviul, monstrous fgures in .ltnn;'i-;nr ]'-.mmn:;?.m'.!
architectural ormament — had long been associated with the acove powers ol .le
imagination. In the circle of Michelangelo, gronesdi were regarded as emblematic of the
|_1:'u:'{-xl11r|: of invention in architeeture, where the parts are compaosed in a way not to b
found itn natore,™ Such fl’"”i"“"'”""“ .,I,l;'{'l:ll'i::lil'l:.‘: o Vincenzo ant, define an L‘]'IUTL‘]\_-;
new senius of the art of design, separate from painting, sculpture, and archirecture. the
arts that can “imitate or truly porvay all things that can be seen.™

Crotteseld and similar artistic inventians signified in a doublehanded way, hnv.'l."r'q-.r. Oin
ane hand. they stood for artists freedom and capacity o invent mmages oue of their
I NAtIens nh.-.u: nature could never create: on the other hand, and for the same reasons,
.3.:1:-.-;4-5.'!.-[ were assoctated with irrational mental activity, the active 1ti§.l_:_',i:l.l.1'ln-1_] unre
wrained by human reason. The centrality of pure artfice to discussions ot arostc
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mvention s osugeested by che circomstance thar o563 the Council of Trene adopred o

theory of mmages which effecoively censured all unnecessary embellishments in sacred
wnages. ™ The religions decorum of sacred 1images decreed by the post-Tridentine Church
redireeted previous apprecianons of wciste leense: too muoch artistic freedon mamfbested
as too grear a display of are was perceived as a threar to ecclesiastical authorite, Reformed
stvles of optical namrahsm were often considered ourward signs of the outh-telling
power of images.

[n the saber religious climace of che Lacer part of che sisteenth century, the subject of
grott

schi gravitated to the center of discussions abour arr in Tralv.™ Under pressure to
justify and retorm devaoonal pracoices, writers who once might have prased aratfesdli,
capricit, and other pure jantesie as inventions intended solely we delighe and amaze e
viewer, emphasized other possibilivies in the age-old European contmst between the
fictions of human imagination and the mysteries of divine revelaton. One mteresting
exchange which suggests thar non-European objects directly altected these consideranons
took place i 1582 between Archbishop Gabricle Paleoud, author of a Sinous treatise to
reform contemporary painting {discussed in another context in Chapter 6 of this volume
by Pamela Jones), and his close friend Ulisse Aldrovandi, renowned natural scientist and
collector of American material, a professor at the University of Bologna® Paleot’s
discussion of gromescli (some filty pages in e moder edition of Tis oreatise] points tooo
crisis in representation that led o the creaton of new cultural boundarnes and new
discussions of e,

In observing how old categories stretched o fit new sinmatons, we can begin o
understand  how non-Euvropean art may have contributed to theoretical and  critical
discussions of western art which never dircetly mentoomed their existence. Palearti and
Aldrovandi case their discussiens ol grottesddil in terms of the Plarone problem of dis-
tinguishing between truch and the semblinee of truth in artistie representations. ™ Their
greatest challenge lay in defining the Tomis of artistic license, hased on the premise that
capricious fantasies which have no counterpart n the real world are inadmissable, But
what it the capricious licoons of poets and painters acoually existed? How is one o
distinguish between inappropriate fantastic grotteschi and such virtmous nataralistic rep-
resentations, visually or ontologically? The sandard authorides Paleotti summoned o
define inappropriate ornament could not have imagined the world char the prelate Gced
at the end of the sixteenth century, Palecttn, apparently heeding Aldrovandi's arguments,
rried to make room for representations that condd be capricious fantasies, but should o
be considered as such because they actually do exist in natre. ™

The exchange of wdeas aboue groeselel and other caprier in Taly further suggests how
unclassicizing images, regardless of thewr origin or significance for the cultures tha
produced them. became emblematc of the opposition buile into the western definition
of image as likeness. I difficult o imagine thar Aldrovandi’s material collection of
Aamerican artificts and el specimens Jdid not contribure substanally o Paleotn’s
theoretical considerations, Aldrovandi councered Paleotti’s arguments by offering that the
painter, out of scienttic necessity to document objects, like those in his own collection,
semmetimes ciploys vivid colors and other forms of artitice (that the Council of Trent

eaplicitly rejected for therr “sensuous charm™), These visual documents contribute o
human knowledge, sametimes they even revise uwitren authoriry, ™ The ideas that Paleott and
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(e

Aldrovand) exchaneed about dhe nature of represcittion, while exceprional in '|1|'|:-1;1|.ii1_15.;
historans with direct connections between Amerindian artifacts and theoretical dis-
cussions of art in Tely, were not unique. These and many other such condutts of culrural
ansmission thar wait to be assessed suggest that non-European art played an important
role in the constrtetion of European conceptions of the perception of art.’™ For texts can
document how exotic alyjects, regardless of their cultural arigins, resonated for European
culrares o similar ways,

Visual homolosies made it casy to project ideas specific w one culture on to another,
a6 many of the contributors to this volume elaborate, Anthony Pagden has 1|.:|rm.-d the
mechanism for translating varieties of experience under these CITCLINEENCes 11 I:wr:lrf:.
texts the “principle of atachment” thar keads 1o (nusjrecogninon.™ In che process ol
detaching a motif from its original cultural context, Pagden explains, expropriation also
l.‘I]l.'ﬂl.:I'.Ig;l.“i positive belief in a universal category of humanicy. At present, wu need o
learn more abour the various ways that the so-called visual arts have cantributed o this
complex process of collective identity formanon. _ _

The term “hybrid image”™ used throughout this study o desigmate certan types ot
culturally complex objects is indebted o contemporary colonial discourse ;.u].l.]f;.\l'w. ]-]m.m
Bhabha, whe has developed a concepr of hybridity as "]‘.II'L][‘IJL‘]]]HI.H'_ o n.'ulc::hl.x]
representation,” maintams that, when the colonial subject mimics the rnruuu_ul the
dominant cultre, the resulting hybrid forms introduce slippages and excesses of mean-
e The doubled form or hybrid repears the fixed and empty presence of autharity h‘;'_
.1ri'1uu|nr1'!z-_; it with differential knowledges and positienalivies that ke the form o
multiple or contradictory beliefs,” These hybrids pose a threar o "1|n|‘|n;.1|.i?l.‘ﬂ" kncjwl_
edge and disciplinary power,”" Bhabha shifts the study of cultural mteraction away 11'-:.-n.1
deterministic frameworks of interpretation, and the discussions of hybrid images i this
volume are indebred to his model, Yet there are also problens with Blabha's description
af cultural authority, Historically, hybridity is far from being a neutral coneept, The
possible effects of human hybrdizaton were debated at length by mneteenth-century
racial theorists. ™ The overdetermined langnage of polygenism is inseribed (iu-uh-'url-:nt]g.;:
to be sure) in Bhabha's negative view that the “mutation” (e, the hivbeid) “weakens
and “deforms” cultural anthority, The studies of ybrid mmages which follow here do nat
take issue with Bhabha's underlving critique of cultural autfronry. but they focus on a
ditferent problem: this collection of essays stresses the alaliny u!'_l:l'u' lL'-:'l.'nl'.id _l_n. I'l"'..'il!-\.\'_' and
envigorate cultural identity, Consequently, our understanding of “hybridiey™ is different.
To restate this difference in the nineteenth-century language of racial theory, the anti-
evolutionist anthropologist Franz Boas inroduced the concept af fermle hybridizaton at
the wrn of the owentieth century. Fertile hybrid images, accordingly, produce a
surplus of meanings — that is, the same image can b interpreted i:_a mulaple wWays '1.”?1 no
single interpretation 15 authoritarive, just as is the case in Bhabha's mculdu:] ol I_11_.-'h|'1u.’|115_' =
but they exemplify the notion of culture as 4 constimly emerging form of colleetive
identity, always in a state of transformation. A hydrauhie metaphor can i]|11-_¢1'.|':1' the
difference between the two representations of culture, Bhabha's critque ot -:1.1.]l|.lr;lﬂ
autherity and our critque of exisung madels of cultaral identiry: ulm'.m.'_.zl authority s
cinptied out by hybndiey, identry s overflowing lor the same reason — it is multiple and

contradictary, !

INTRODUCTION 13
Coritical Studies in the Migration and Reception of Viswal Cuftore

A responstble history of the dramatic transformation in the status ot painting, sculprore,
and architecture n the carly modern period — and a better understanding of why the arts
were hierarchically classified acall = must tke many fictors into account: the formation
of critical lirerary practices, the rise of academic artistic theory and training, the emerg-
ence of aesthetic theory, the mstnonalizaton and professionalization of the discipline
abart history, the origins of museums and the lustory of collecting, the changing hunction
of mages — from devorional icons, for example, to objects of aesthetic contemplation, As
anthropologist James Cliflord observes, the corpus of texts we produce and reproduce
about culeure constitutes what we call culoure™ The following scudies, some reconstruct-
g forgotten European frmeworks for the reception of visual culture, others recon

structing the contributions of dispossessed indigenous cultures to composite collective
idennnies, acknowledge the powertul assimilative mechanisms of mdividuals and culures.
Fhese mechanisims, Stephen Geeenblate quips, "work like enzvimes to change the idea

logical composition of foreizn bodies”™ Our model of diversity is based less on
autcnomy and cultural “punty” and maore on interrelatons and the zones of contact and
mntersection,” The following subsections of the Inroducton briefly introduce the prin

cipal arguments of the contributors and set them into the concepoual framework of the
volume.

New Problems, New Pavadigms: Revising the Hionanist Model

The three historiographical contributions w this section continue che line of inguiry
begun in the Introduction by addressing the manner 0 which Talian Renaissance are
came ta occupy a normacve rale in the history of art. The anthors stress that che
humanist model of cultural opposition was applied o 2 wide variery of historical
sicuations. Anthony Cutler leads off with an examinavon of the humanist model of
caltural opposition that made Byvzantium into Lvrope’s inferior other over o four
hundred vear period of historical writing., In Chapeer 1, “The Pathos of Distance:
Byzantium in the Gaze of Renaissance Europe and Modern Scholarship.” Cutler crici-
cizes the attempt to treat the orthodox Christian East as emerging from the same classical
maold as the “West,” because this interpretative framework, initiated by early humanist
writers, does not evaluate Byzantine culture on 1ts own terms. Judging Byzantine cultural
products by enaissance standards has emphasized factors of minor sigmficance over
matters of central importance to Byzantium, Cutler ealls for a better interpretative model,
one that scrutinizes the “liminal position”™ atmbuted to qualities of Byzantine art thae do
aei it the classical maold.

The construction of East and West as aneciehetical RII!?I_iU(_‘I_\ Wik L'{u:\:in_l.;_'r.l]:h}-' assisred Dy
the process Cutler describes. Whar Justifies this crude binarism tochiy? The presence of
Byzantine art m Eurepe, especially in Italy. 15 considerable. The contribution of Byzan-
tne art {and  Byzanone theories of inages) o European art and woestern aestherics
urgenthy dennnds reexaomination in lighe of the obvious Get that, when Tadian hunsnist

writers and artists associated themselves directly with their ancient Greco-IRoman roats
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(hence the term “Renaisance™). they neglected to mention prolonged cultural inter
actions with Byzantium {and elsewhere) that bad taken, and contnued to ke, place on
lome soil,

Thomas DaCosta Kaufimann makes a similar case for the manner 1 which the
humanist model of cultural apposition has affected studies of Renaissance stvle outside
fraly. In Chapter 2, “Talian Sculptors and Sculprure Outside of Ttaly (Chiefly in Central
Furope): Prablems of Approach. Possibilities of Receprion,” Kaufimann argues that the
cransformations of Renaissance style in central Europe andd elsewhere ouside Ttaly have
been inadequately conceprualized, above all due to the nationalist interests of (nitially,
maostly German) art historans, Kaufinann presents evidence of similar transformations of
lealianate forms that occurred in places widely separated by geography and culture. e
proposes a modern anthropological moedel o oack the diffusion of these forms through
iteraction and circulation, and to account for the mediating condinons of active
reception, even rejection, of the imporeed style m differing local circumstances,

My own contribution, Chapter 3. “yision leell Has ls Own History™s "Race)
MNartton, and enaissance Ar Flistory,” also exanunes mattonalistic categories constructed
by nineteenth-century Cerman-speaking art historans, but the focus of this study s the
paradigmanc role played by Reenatssance arc in theories of artistic change, The argument
develops the prenuse that woltiin, Riegl, and other are historians participated in an
interdisciplinary dialogue centered on racial thearies of cultural evolution that was
disrupred by two world warst in the incerim, in the increasingly hostile navonalistic
imate of social democracy, Panofiky and his peers reinstituted the Enlightenment
concept of humanist culture thar cheir immediate predecessors like 1Riegl questioned. By
neglecting the broader cultural context in which theories of artistic change developed.
we imadvertently reproduce the natianalistic biases of our predecessors without under-
standing that their arguments were meant 1w counter prevailing ethnocentric asumptions
of the day,

The nest section of Refrmmng the Renatssanee s o the primary evidence for che
function, Teception, and power of specific kinds of visual representations in the sixteenth

centary,

Renaissance Theores of the Inage

Sisteenth-century  European appreciations of naruralistic 1mages are grounded inoan
Aristotelian theory of the nmagination which holds that the mind transtorms sensc
ipressions into internal mages which are stored in the memory and become the basis
for higher fiorms of thoughe,”™ The next five essays deal with the reception of various
kinds of naturalistic images in the sixteenth century. All the authors emphasize that
lifelike images were thought to be powerlul munemonic toals working on the
Iriation.

Since Burckhardt associated the Renaissance with the revival of optical natralism
culminating in Raphael's late work. it 15 only fitting 1o open this secoion with 2
reassessment of Raphael's pivotal role in detining Renassanee classicis, Janis Bell, in

Chapter 4, “Revisioning [Laphael as a Seientific Painter,” ™ compares four centuries of
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HJE‘]LH‘_].l.'1'1l'_1t'|'~|11. arguing that maodern aesthetic appreciations of classical stvle, cast
rerm .Uf ﬁ't_rm'mrﬂ order, are symptomatic of an epistemolosical break with Aristotelian
theories of images that emerged 1o the larer part of the seventeenth century. Our
vnderstanding of naturalisim should cncotpass o rnge of meaning consistent 'L:.'-ith I
a'.ll'|ii‘l' hiscorical wse because (here Bell dranas enslasions Sl v Cutler and
[{;letm.nri} visual qualities that fit the mneteenth-century stereatvpe of clasicism over-
cinphasize certain gualities while neglecting the scientific innovations in Iaphael’s
treatment of color, shadow, and atmospheric effects = visual effects that find support in
recent phvsiclogical theomes of perception.

e MEXE WO essays, by Alessandro Nova and Pamela Jones. examine wavs i which
:'.u:wlht.'lil. Cresponse (e, an appeal o the mind |:|'Il'l-'l|.IL:]-! the senses) was !I?Ic'nl""l::-l"m'd
e sixteenth-century el L Aling v

Ineo six : gious practices in Italy, In complementary studies dealing with
wsttutional attitedes towards sacred images in Taly, both authors indicate that the
rodern category of “high art™ i inadequare to circomscribe the functions of sisteenth-
century images becavse our secular approsch o seyle bas obscured the manner o which
||jltu:r;1|1"~'1i{' detail in devonional images was intended o elicit emotional reponses from the
viewer. Their researches corroborate Cuoder's view {in Chapter 1) that the kind L:r'
relationship beeween viewer and the Divine established through the medium of the icon
indicates fivsdamenial cultural differences. ‘

[r the western Church, contace with the Divine s mediated throngh human inter-
cessors. Mova's Chaprer 5, 7 Popular™ Art in Renwssance ltaly: Early \]‘{m]mnw ra the
|.lu|':.' _1'11.:1.It!l.!ill L le'.l“ﬂ," stuchies docwimentation tor the ].!ll.': I'Jr-lx'c';rl||—:'q_'r|[|.||:l..- (NSTWATE|
struction of Jerusalem ar Monte Varallo 0 the Piedmont, founded by the FI:.II1L'i‘iR"lII
{]:H.\I:P-'.ll:ts and a popular pilgrimage site throughout the sixteenth cenm ry. The rmn"tlil-'-::
_L.llj'll_'.lll.\i at Varallo fearnred litesize figures embellished wich “real” details such as 4:;1111]
hair, clothiong, turnitre, and candles that are conventionally regarded today as .|]ﬁ.|1L~.|]i|;--
to an uneducated andience. This interpetation, Nova 41':_:11._“,:_ L{:;ru not v:-{|'s.|.1.in why F‘;:IL'T:
Monte was parronized by a fashionable, sophisticated Milanese anstocracy, {-‘“I_Wm
~.._-I_1ul.n".|np i tissing the main point: pilgrimage sites document o 'i.].\'[q'u]]l_i]—-:_‘|_‘.:1|_'|_||.':.,'L LT
of materzal culture thar offered a participatory religious experience to all ranks of society
regardless of taste and educarion, I l o Y

Mowva cites the early sixteenth-century humamse Gurolamo . Morone's enthusiastic
|{'|.l1l..|1']-; that the dramatic episodes at Varallo were completely artless (made "'..'.'i.L|L1;1L|l'.
art”). Dows this mean thar period writers could consider venistic .n*prfwrn.lri-:rm in generl
te be ardess, or thar posed figures clothed with actual clothing and hair were ";u-l_r.;g\” ]_'“
away thar painced representations could never be? Based on .|~;'|chq' reading ol the l{:'.\LllI'Il
.|m|- material evidence for Varallo, Nova coneludes the Tacter; but the I'nll:'u..'..'irq_ri r]];q.|'||;c,-l|-
which examines slightly later statements about painiing, makes one suspect that du:ulml'
Issues ..Ll'nmlr the nature of imitation were routnely implicated in sixteenth-century
discussions of “art,” Our maodern, secular readings of Renaissanee discussions nl'lj!u:]ikuf

ness i art need to be reconsidered carefully in 1 “the funcri SRR '
dered carefully in lighe of the funcrion of religious images,

Wehar constitures th Fective it “a v

at cons e effective : e R :

o ; e .r.l.n c :IIIlHLllH}[t ot a living, divine presence was aheays a highly
e ¥ : e i g ' ' i# r i

charged ssue for the Church implicating bochy artse and audience — longe betore the

R.\.';} ] . - i . ., 2 n - - . - :

. l_llal]_ﬂl _].n ne i oesnd ied to legislae whae kinds of arostic license exceeded the

limits of religious decorum,
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Pamela Jones' essay, Chapter 6, entitled “Arc 'l heory as ldes rlmt_:w-:-:_ {i_;|_l-|1'1-:1-: _I’-'llmnn 5
Hierarchical Notion of Painting’s Universality and Ieception.” s :~|§.rmhr:;1nt k_'.-r.nl-:‘nlL.'n
menting the emergence of consciausly aestheticizing artirudes and a hierarchy n.i HL. ﬁm!*;:.
practices based on educanon (and. therefore, on class). In the tense atmiosphicere o
discussion about the limitations of artistic license after 1503, a central i'll't'Llﬂl.‘l]'l that
precceupied Paleart in his widely disseminated  Drsconrse ol x.‘mrlmf -i‘u.rll FI-::T{:JJI'( h”'w”.
(Tralian edition, 1582; Lann edidon. 15040 was how to justiby ..u.':dh::m: enjoyment of
landscape and other non-religious elements. He argued L]!.Hl elie viewers, Lll]llkL‘.il;L"
uneducated masses, would not be seduced by artistic L‘IHk'lc'”hl'llﬂ:’.‘l-ll\ I:lt'\lg:il{.'d to :lt'l.lg it
the senses. To what extent, Jones wants to know, did pnrct—Tndcntuw theories ol rhrl
image succeed in creating a category ol desiemared 1_[]:[_01':1:1' persons’ ar the Fmtfmuknr
the viewing hierarchy, a hierarchy that might have assumilated L_l'I'H prers, peasants, women,
and perhaps all the native inhabitants of “new worlds,” in a :~i|1;:1,]-: category? . .

Srvles of scientifie nataralism were intended 1o communmcate with viewers l.llll:“rug]l the
.x'l.l.]_1p.~lmudl~,- universal language of sight. But .Lt_u: .HZLHJ.|. I'I.il..-l_"l.'l‘till:ll'l al .Il'.lll!l".l]hlll; 1‘111..15_;::‘
oueside Luly presents a very different view of the negotiations x'|1'|.'1l1l.|:|11|:.: .u.nnngj patra :
artist. and viewer in the early colonial period. The last owo studies vlrr this section, by
Pauline Warts and Thomas Cummins, cross u!isu:pluﬁur}', seographical, and {:LL]L11|.4L|
boundaries to ask how the same European theories o images were translated to Latin
America. Both authors examine records of crosscultural exchanges 1_13' cxplnrmg_ the
wanslation of classical and Christian values in Latin America at a tme when visual
communication was considered an absolutely necessary 1I:t.‘§.L.!'I.lIIH:lll hj OV ETEoLY .l_luj
wpter 7, “Languages of Gesture in Sixteenth-Century Mesico:

language barrier. In O : _ _ o
Some Antecedents and Transmutations,” Waets discusses a wide range of cn]lnnml Texts o
reconstruct perfarmative aspects of 4 purportedly uniw:mlli l;11_1;ualgu: of }_gcﬁl;uru:_;m\ui
expression grounded m classical/ Christian rhetorical theory, H]:L‘-Imd.\ thae l!!le_I]L‘FHIH.IlLi
Clristianities of state spectacle and religious drama record ar aclive process of mf. t!:vnm-H
reception and strong indications af European phobic reacnon to native riual “]Su}]“\t'l
Like Watts. Cummins investigates how the mimenc aspects ol inages -.-.‘1:].1 mnemoenic
funcrions wm'.r.- used 1o correlate two unrelated cultures, Chapter %, “T.-'I":I!IH I.u-n to Truth:
Colonial Ekphrasis and the Act of Crosseulral -[""““]“ri'“"'._- il }TTL1I].HFT1H.“|T:;1.
material for shippages between the western s and 165 colonial ngl-ﬂilc;l.l':-..l_‘. The smgle
common thread among all the categories of visual evidenee that Curmmans exanmines
including indigenous colontal paintings used e legal cases .'|I.I..§.;| ."-"Ia'mr:uf pntr-:n.m..l 11-1:1-r|u-
seripes — is unexpected; Commin finds that rt;gru'd'n'r'_.:.w T“ .T|'l-;_'il' conventions c:.l [ﬂ.ﬁ-]?\.m_.
rarion, colonial images were Judged to contan truthful information i they gave evidence
af a prior oral dialogne. o . . _
It could be argued further that Mexican calendrical 1|]I.I.~'~EI':H‘1H||_~: were I]l'll{g":'-.‘d.'i'il ﬁlﬂ'lllnll”
“eruthful” information because astronomical caleulanions had sciennofe STatis 10 [—.ur_upu.
Ta state this in the broader terms of Cummins’ argument. the relaionship o the
Mexican calendrical diagrams to prior evidence, and the relationship ht'l'.“'l.‘ﬂ'l.l .T|'||.‘ legal
pictorial evidence and prior testimony, are based on the same assumprion ‘u[ l-':i!..‘il]li...‘-']]-
strability. Indeed. Cummins speculates thac the mestizo Writer ].Jn:gu Valadés }llal.mscLE
the reliabiliey of the Mexican calendar i his Hhrrm'f'e'.r {.'J.I.T.mn.ruu. {15707, written in I.i.mln'.
and published three years before the institution of the Gregorian calendar, as an nten-
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viomal alluston o the mpendmg retorne, In other words, Valades defended the trath
value of Mexican images in terms that could be recognized by Europeans. [n this process
of culrural exchange, MNahua picrorial rradicons were resituated in a European frame of

relerenee,

Larly Collecting Practices

The third section continues to examine the construction of new epistemological car-
egories and the rearing down of ald ones as people and things migrated on an unprec-
edented scale. A rapidly growing field of publications an the history of collecting suggests
that private museums constitute a distinet form of documentary culture that preserves a
rich font of under-ucilized information abour che contributions that non-European
cultures made 1w Buropean concepnions of the visual aris™ The three essavs included
here discuss che theories that supported the practice of collecting in some unusual areas,
The ﬁl*.:iwr.x' considered occupy a liminal position in the history of the wisual arts in that
thev were initially sources of sensual and inrellecrual delight for European aundiences, but
were later excluded from the acsthetic systematization of the fine arts, Even the present
ereat interest in the early history of collecting tends to marginalize these early collecting
activities, weating the objects as mere coriosities of the “minor ars™ or relegating them
tor the history of science — thus reproducing eighieenth- and nineteenth-century acstheuc
categorics and viewing practices that are anachronistically applied to the material under
consideration,

e of the dominant themes 1o emerge from the three studies included here 15 the
central role plaved by the Anstotelian parallel between nature and art across a broad
spectrum of collecting activities, Martin Kemp, in Chaprer o, " “Wrought by no Arist's
Hand™: The Natural, the Artificial, the Exoue, and the Scientific in some Arofaces from
the Renaissance.” emphasizes the madequacy of any sgid svstem of classification to
account for contemporary motivations behind the making and viewing of objects. From
his study of virtwoso examples of human crftsianship that incorporate nataral objects
fuch as coconut shells and deer anders), Kemp argues that these “cultural migrators™
mentonally defied stable classticanon and mterpretation of meaning, As Kemp discusses
bvbrids of pature amnd ar invented by Weneeel Jamniczer, Bernasd Palissy, amd others
in the context of the intellectualization of the crafis, he finds that their display pieces
were meant o conter status on 4 wider mnge of patrons than we wsuallv assume. These
objects were orginally ordered by princely rulers, university seientists, courtly crattsimen
engineers, even ity councils {as the illusteation of the WUppsala cabinet in Figure g8
attests), who displaved not only their power bur alse genuine piety before God's
magniiicent creations.

The process of expropriating objects from cultuees sacked and colonized by Buropean
conguest, as Claudia Lazzaro and Eloise Cuinones Keber both discuss, also created new
wavs of thinking about culture. Lazzaro, who takes a semuonce approach to fitteenth- and
sinteenth-century nnages of amimals, bods tat the display of wild and domeste creatures
produced o new category of culture against which the Rmilae could be defined. o
Chaprer 1o, “Animals as Culearal Signs: A Medior Menagene i the Groceo ar Castello,”
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[ azzare discusses in detail the groteo of Cosimao [ de” Medier's g rdden, begun in 1337 and
developed in the 18008, a8 @ conveyor of political messages beyond s ostensible
constractions of humanist allegory. Paradoxically, mmported natural specimens functioned
{alongside their domestic counterparts] as cultural signs grounded m the Tmanist revival
of classical antiguiey: live antmals and their pictorial representations were wsed o svimbal-
ize political dominion and power for Furopean rulers in a variery of cultural sertings. As
sixteenth—century collections of exotica were form
within maxonomic frameworks inherited from clasical antiquiry, which were often
beyond recogmtion in the process, The elassical framework of Renassance

ci new formation was mdorpoerated

stretehed
culture translated alterity into terms that were in use for centuries.
Kemp and Lazzaro both focus on the European reception of torcizn material

completely decontextualized from it origing] cultural contexe, In Chaprer 11, Hallect-

ing Cultures: A Mexican Manusenpt in the Vatican Library,” Quifiones Keber addresses
4 different side of the asymmetrical culwral exchange when she examines a highly prized.

sixteenth-century illustrated  manuscript known as Codex Vaticanus A, This hybrid

document preserves the record of o lost Aztec screenfold book as it was copied mto a

European-stvle codex and provided with an extensive Itlian commentary. In the process
of physically refraning the native book format, the compiler of Codex Vaocanus A alsa
framed Azrec culture i European values. Chunonus Keber argues, however, that the
cadex is more than a record of cultural expropriation because 10 preserves an anonyimous
ltalian patron’s attempt o understand a completely foreign culture. In her view, the
failure of this early ettort to “get things right” is @ good moral lesson [or contemporary
art historians hecause it shows how unrealistie it s to aim for a prejudice-free understand-

ing: we always understand the other by analogies o ourselves.

Mediating Tnages: Developing an Intercltieral Perspective

The preceding sections af the anthology as described here have already begun w consider

how European artistic ideals fared m the semiologically complex environment of the
i )

dvteenth century, The case studies included n the final section of the book are

concerned entirely with the multivalent signifying power of hybrd images. Lingusts
argue that the potenally endless process of reproduction and transformation of mening

in language is arrested by the consensus of “community of native speakers.” One of
the most hasie problems with the linguistic paradigm of community consensus, however.

is its under-conceprualizadon of what happens when there is no homogeneous audience

of native speakers to arrest the potentially endless transformations of meaning. The
conditions of reception and the strategies of interpretation are different in each of the
following studies, but every case emphasizes that hvbrid images signify i mulaple, open-

ended wavs.

Cecelia Klein, lke Quinones Keber, recalibrates traditional techniques of formal and
iconographic analysis to derect tensions between coexisting cultures manifested in hybrd
colonial objects. Readers can decide whether these two authors really hold murnally

exclusive points of view, or whether they focus on different aspects of the sante situation,

Quifiones Keber emphasizes the limies of true cultural exchange (while praising an early
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ALt overcome cthoocenond, In Chaprer c2, Wild Woman in Colomal Mexice:
An l;IIL'{.Pilf?lL‘T of Eurepean and Aztec Conceprs of the Other.” Klein -:.'rll}"hwi?-'.‘; TEH:
extent of crosscultural commumcanon (while oiricizing the cthnocentrsm of .J_:.'I.'I!I'I.J"I._""I]!I
:I.:Ii“IL:-II.It"lL'*i during the carly contact period), Klein situates ber arguiment agaist 1-~<1|'}:'|;|n'
deconstructionist readings like Stephen Greenblate's Mirvefous J"{:u.u-wr'u.::x- xxT]I;ii-|1 deny the
possitbility of rea i ol

episternoelegical exchanges across the cultural boundaries of completely
cirelated societes, This atrude, Klein mainins, s vel another permcioLs r':]:m k;|
I-.||.'m'_l'11l.r!*~m becavse it dispenses with any serions attempt to understand the ndigenous
i'i"-]ﬂl]]:ﬂ (.'.‘\'.[.J(..'riﬂ.'rli.'L‘ such writing dismisses the ways that representation actually -:'IL_';-."I"'IT{?\
in a colonizing context. Supportng her argument with extensive evidence f;-m1}1 l‘ll|:[|]
]'.11!'{r]1¢_'.lll and Precalumbian sources, Klein documents the naove madition of Cihuacoatl
as it .I."EHJ‘»-'i‘!':..'..L‘Li with European ideas of wanton, demonic wamen under .iwnllml-lri:'-tl
c'i‘!]fii]t]tﬂl.‘i ot cultural exchange. As che Nahua supernatural was progressively Forced intln
a F,J]mujm mold, the nanve Cihoacoat], parroness of women u_'hli-..ilnrth and guarantor
of leng lfe and prosperity as weell as deach, was reshaped i erns meanngful Lllhi r" I iliar
to Europeans. RS

.l he reception of hybrd visual svmbols and s implications are also the focus of Dan
Leibsohn's study of maps made by natve painters in carly colonial Mexico, In Cha ;Lq_":'
I?i-. “Colony and Cartography: Shifting Signs on ]||-.ii;_r:x.'||n|.|'i Maps of ?':Ju:“-' “;]1I|Ii.1] .
Leibsohn argues that the ways in which signs are used on indigenous maps — l|'|;-*i1'l |']r.l‘k
ol .hmm:gulluily: the accommodation of European sians lh1'mll_r_ll1lduuhlin-r and/or ~:-1L:.I-:1'1—
tution, .un.l the resstance to European introductions — never ;L.:pphw.l thfir ~.-i|:x-n.-r: w:ilh
an '.IIIiIiillTI.‘I_ﬂI.Ii'II.Ii" image of the actual world, Her study emphasizes che rmnpluuil.v il
|11|.|-.'L-:I~11u11:1t*_: Uf. tes chat bind forms of visual representaon and colonial }11;]i;it-u
Letbsohn recognizes that the way we read maps and other svmbaolic r..-pr-:_--.uunﬂm.:;
|.|I'_:.',l'.'|.‘_-' l.lc.'l._l.‘Tm'Jlll.'\ what we understand about colomization: ver 1['. i equally i|||1.m|'1~11|[ !:-}
bear i mind thar the tansformarions of European and indigenous pi:'rm'i.ﬁl i.*.-::tlullh‘ are
anly partially sustained by political motives and events. ) o o

[ e extent to which the original conditions of recepuion can be reconstructed from
the SurvIving dilt"-llﬂl-‘ll?_‘i is also central 1o Jonathan Fiess's examination of the fundumen
tal historical }‘-:Jr.!thgln for the subordination of all other cultures during the I{v:'rmi;vmn"
the censure of Jews and Muslims within Europe. In Chaprer 14, “Luca Si.LEJJUl‘L‘“];:H.If!'-:-'
if .|r-'r."c'n'.'.|'1'~cr and the Christian Encounter with the Infidel,” 1Riess r'n_':':n.'ur:; .|-\'\.'|nm.{l[1'1'u|[
L':!ltur;ﬂ interactons with the oaditional tools of iconographical analvsis, This inter m';
ative strategy enables him o draw connections berween 5i:_f_|'|l.‘1fl‘||.!1.\'..rFi_‘pTl:_"i.c'lIléli.l(]]!}f.]t. L
usuricus _]t"'.:' in the Cappella Moova frescoes, Orviceo Lf:urh;dr\ul,, Lty |~;c_|._|,, and texen ;l
:-1\ Hlﬂ.m' of the pro-Spanish, anti-semitic views of Pope Alexander VI, Riess finds 1|1.I|l:
Fxf:n.n:.:xs;uu:-: humanist culture created false and pernicious ethnic stereotvpes — an aspect
of Chrstoan humanism that has been elided from previous art historical :1L'.cu=.:|‘|lxhp

Fhe final essay s o challenging reflection on che manner in which western writers have
-.'-:.I'nl"-tTIJII't-'.‘d the human '\:l|.|'|l."-'\.'l.‘t. In the E}'Iﬂ(]!{lli‘, entitled "[:'mmlng» Idealo ",.' I|:| 1
i.l_llllur.L] Encounrer: Panotsky, Althusser, and the Scene of I{-;*{um]]:Lliun s WIL‘I L| . T
Mitchell examines the process by which social and culwural |'||m';|r'u_'hi-;_":~. are [L:n|_|]'.|li.‘-:.:;1.1 lr-.;
':;‘.xu.l] TS, |-||.*_ compares Panolsky™ dconological method with Louis .""H]I,]'Il,l.ht.t,'r;"i
Marast crioque of ideology by constructing an imaginary encounter between them.
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Mirchell finds that the problemanc assumpuan, s fmiliar to the Renaissance, that there
is 2 universal ("natural”) form of representacion il Thaunts vs, The closing essay seTves
as a striking reminder that no mterpretative paradigim s universally walid — however
universal its claims might be, every theory is the product of specilic historical
CITCULTLELANCLS.

In opening this collection of essays, | would like to remind our readers of anather
antholowgy, one that has been an nspiring model of scholarship for its mehusionary tacnes.
I think [ can speak tor all of my contributors n hoping that we live up to our chosen
marmiesaloe ar least in chis one respect., I the Inroduction o Rewriieg the Renaissance: The
Dhsconteses of Sexaal [ifference T Farfy Modent Enrope, editors Margaret Ferguson, Maureen
Quilligan, and Naney Vickers write that:

e

Although the representations of Renaissance culture perceived and created in the
present volume of essays are by e means complete or in perfect harmony with each

other, they do represent a colloctive effore to see, and talk, across several sets of

boundaries. These include the boundaries that shibit communication between schal:
ars of different generations, different academic disciplines, and different methodological
schools within a single disciphne.

Reframing the Renaissance alio represents a collective effort 1o bridge generational,
disciplinary, and methodological distanees. Yet no matter how conscientiously we nter-

rogate the field of our disciplinary knowledge, we stll answer to a “finite system of

conseraints,” as Derrida says.® It will be casy to criticize our anthology for bemg oo
ambitious, for neglecting Spain, over-emphasizing Central Mexico, ignoring the Trish,
slighting culoural exchanges within Eurape, not dealing with the 14 efarmation — for any
number of valid reasons that, as editor, 1 can defend only by saving, ves, write those
chaprers! Ta get stuck in such a debate at all. however, is 10 misunderstand dhis volume,
le will take more to revise our histories ol western art than eliminating an anachronistic
term, enlarging the canon, or reducing the complexity of historical events o a few
meracate EoTIes., leyond the objects of wvisual culture are historical theories of human
agency that the contriburors 0 this volume emphasize throughout — problematic notions
of how the human subject has been constructed that have eraditionally been written out
of the history of art history altogether. It -« worth reconsidering whese Renaissance is at
the foundation of the discipline. While the official observance of Columbus's landfall has
passed, many questions that five hundred years of intensive cultral interact pon raise soll
need to be addressed, The authors of Reframing the Renaissance join voices in encouraging
our readers to define many additional subjects worthy of study.

PART 1

New Problems, New Paradigms:
Revising the Humanist Model
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