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INTRODUCTION

KARL ENENKEL AND PETER LIEBREGTS

One of the puzzling aspects of Renaissance culture is what Burckhardt has
called “the rise of the individual”. In his Die Kultur der Renaissance in
Jtalien it is a leitmotif penetrating all other aspects of the new culture:
politics, social life, the arts, religion and the mentality of Renaissance
man — his inclination to explorations, inventions and discoveries (“Die
Entdeckung der Welt und des Menschen”). Although some of
Burckhardt’s conclusions are far-fetched — as they are very much
influenced by his background, the Biirgerkultur of nineteenth-century
Switzerland — his views have given rise to a problem that deserves
closer attention. On the one hand, it is true that the categories of art
which depict individual persons increased to a spectacular degree in the
Renaissance: biography and portrait are among the most popular genres
ofits art and literature. Of nearly every Renaissance writer, even of minor
ones, we possess one or more biographies, while biographies were also
collected to constitute comprehensive series such as the Lives of the Popes
(for example, Platina), the Lives of militaryleaders (for example, Giovio),
the Lives of writers (Giovio), and the Lives of artists (for example, Vasari
and Karel van Mander). Series of writer’s biographies represent the first
efforts to compose literary history, and series of artist’s biographies were
the first steps towards art history. Furthermore, the genre of
at'ltobiography emerged, with some striking specimens (Petrarch, Enea
Silvio Piccolomini, Cardano). With respect to the arts, there was an
enormous production of painted portraits, many of them representing
mc'hwdual detail and, as such, deserving the qualification “realistic”. The
painter’s self-portrait developed, in a sense parallel to the development of
the genre of au'tobiography: first modestly in the framework of religious
narrative paintings, but later on more explicitly and daringly, in the form
of autonomous self-portraits in which the painter represented himself as
a nobleman or as an artist.
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the other hand, the very fact that Burckhardt’s theory of the rig,
f(t)hne individual was regarded as convineing dissuaded ‘following
0 .ons of researchers from closer analysis. However, interest ;
ge;i:‘:;::;; ersons is not necessarily the same as the — modern j
;Z,;,.est in purely individualistic aspects of persons. Thi's is the problem
of Burckhardt’s theory in a nutshell and (’)nc‘of the main th.emes of this
book. In marked difference to Burckhardt s views, the Renaissance to g
is no longer predominantly' a mirror of m9d§rn1ty, .b.ut rather a period of
stimulating alterity. The hterary' and artistic tradlt'lons, the social and
ideological backgrounds, the motives of the production of literature have
changed profoundly: Renaissance biography and autobiography and
portraiture and self-portraiture have little to do with modern biography
and portraiture. It is the aim of the contributors to this collection of
essays to create a better understanding of Renaissance biographies and
portraits through an analysis and reconstruction of the traditions, contexts,
backgrounds and circumstances of literary and artistic production.
Through these articles it will become clear that the Renaissance was
not a period entirely dominated by tradition, but, in intellectual and
artistic terms, one of rapid development and remarkable changes. In the
ﬁellfd of lit_e}'ature, new intellectuals appeared — the humanists. For them
:}‘:e ;ieii?rllg(;?a:iu:;rimgpnt asthey had to contend for a position within
vl Bioge, ho mlgllectual.lnfe: the church., the courts and the
constituted the most ?myori:n t autqblography ﬂourls.h.e G omoe Ly
intellectuals Petrarch’g : :tn br_nedla for the self-definition of the.sc new
Boccaccio’s Biographyof p to e e Le.”er o Posteriy. &
they offered the relevant me Sarch o landm'ar!(s in this respect, because
Tnthe course of . . odels for humanistic self-definition.
deﬁn}ti o1 are charactory eIldauljsamce the efforts of the intellectuals at self-
may infer from the increase i A ever growing self-confidence, as one
TePresentation, whicl, cam Interest in biographical and autobiographical
Personality, Ope of ¢ ¢ t0.mclude more and more aspects of the
Physical aPPearance\e new Issues concerns the description of the
i er i
to the g;:‘z’girl:ﬂrt of @aissanfe au?:btize lzh)}/l51c:¥h§p%earalrlce bef’;;a]f:;
Gerolamg Cardg Autobiography of the 1% 1~p el b S holar
Profoung g, 10, Who explajneq his <12 ppician ke by 2
diagnogti, hist 'S of his physica) personality in the first place bY
darip, step; ory of his nesses Cp ecmlar,l ties, and, above all, b3
Menta]) ¢ o‘na‘;t"_lography i h‘al'dano s conception repre.sented 3
Alen js entirelml 8S. In the pres lStoFy of a person’s physical (an
¥ dedicateq ¢ C eNt series of essays, one by Anne van
ardano’s innovatjon,
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Other important developments with respect to self-definition by the
Renaissance painters can be observed. The rise of the self-portrait and the
innovative painter’s biographies (Vasari, Karel van Mander) show the
painters’ battle for social recognition as well as their growing self-
confidence. The Renaissance painters — unlike their medieval
predecessors — wanted to be regarded not just as craftsman, but as
“artists”, as equals to the men of literature. In the history of the self-
portrait, we see this phenomenon in the rise of the autonomous self-
portrait, as well as in its development from the simple self-portrait to self-
representations as a gentiluomo and/or an artist and, finally, to playful
reflections about the role of artist and the status of the art of painting.
Anton Boschloo discusses these development with regard to Italian
Renaissance painting, while Eric Jan Sluijter focuses on the latter step in
his analysis of a series of self-portraits by sixteenth- and seventeenth-
century Dutch painters.

The Renaissance was a period of some spectacular innovations and
discoveries. Certainly one of the most important was the discovery of a
new continent. Burckhardt interpreted this according to his thesis of “die
Entdeckung der Welt und des Menschen”: Renaissance man, he claimed,
had an innate interest in discovering new things. In Burckhardt’s opinion,
the discovery of America meant a fundamental extension and change of
the then existing Weltbild. Recent research, among others by Wolfgang
Neuber, however, has demonstrated that to some extent exactly the
opposite was the case: that the discovery of the New World did not
fundamentally change the Europeans’ Weltbild, but that the picture of the
New World was created by the conceptions of the Old World. Europeans
were not so much concerned to perceive new things; rather, they used the
“alterity” of the new discoveries to reinforce their self-definition: the
conception of the “Red Indian” is, in fact, a mirror of the “civilized”
European identity and its contemporary problems.

Alterity and individual representation, however, form an unequal
partnership. When the Europeans stressed the alterity of the Indians, it
was for them, as Wolfgang Neuber shows, nearly impossible to render
them as individuals. On the other hand, when European travellers were
willing to represent certain Indians, such as chieftains, in European
categories and terms, they were able to render them as individuals, as
Sonia Rose demonstrates in her essay dealing with the Aztec king
Moctezuma.

These changes and developments will be reflected in the present series of

studies. It seemed practical to present these essays in the chronological
order of their subject-matter. First the outlines of the new Renaissance
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biography are drawn by discussing its starting point — Bocceaccig’g
Biography of Petrarch (1342) and the Letter to Posterity (1371/2) by
Petrarch, the “Father of Humanism”. Petrarch’s autobiography, either
directly or indirectly, became an authoritative model for humanis
biography, while Petrarch’s life became the model for a humanist’s [ife,
However, despite the enormous importance of the work, there is stil] no
satisfactory analysis of its structure, and no correct picture of its main
sources and its genesis. Karl Enenkel tries to fill this gap with the first
article, and because there is still no reliable edition, we also offer at the
end of this book a new critical edition with an English translation.
Anton Boschloo discusses in a substantial overview the self-portrait in
Italian Renaissance painting, from c. 1380 to ¢. 1600. It should be noted
that no general study about the self-portrait in the Italian Renaissance
exists as yet. Boschloo carefully analyses the development of the self-

portrait fi m being an clement Ofrell 1 i
.
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painter’s brush. An important part of Boschloo’s study forms the section
about “The self-portrait as a statement about painting”. Boschloo
discusses this interesting new development with regard to the example of
the mannerist Annibale Carracci’s brilliant and innovative Self-portrait
on an Easel.

Portraiture, of course, was not limited to men of literature and of the
arts. As, for example, Andrea del Castagno’s famous cycle of paintings
in the Villa Carducci shows, army commanders also constituted a very
important category of persons that “deserved” portraits. Jan de Jong
analyses the image of military commanders (condottieri) which was
created either by their employers, the towns, or their families. He uses as
his examples four famous portraits of condottieri: Paolo Ucello’s
monumental painting of John Hawkwood (1436), and Andrea del
Castagno’s portrait of Niccolo da Tolentino (1455/6), both in the
Cathedral of Florence; and two impressive statues on horseback,
Donatello’s Gattamelata(1446-1450) and Verrocchio’s Colleoni (1496),
both of which were frequently used as icons of the artistic progress of the
Renaissance. Jan de Jong’s study sheds a light on the purpose, the artistic
tradition and the ideology behind these portraits. It becomes clear that the
most important aim of the artists (and of their patrons) was not to
underline individualistic traits of these army leaders nor “realism” as
such, but to present them in an idealized and heroic way, in an
ideological context which points to the tradition of classical antiquity.
Donatello’s Gattamelata, for instance, calls to mind the statue of the
Roman Emperor Marcus Aurelius on the Capitoline Hill in Rome, and the
shapes of his face resemble portraits of Roman antiquity, notably that of
Julius Caesar. In Burckhardt’s Die Kultur der Renaissance in Italien,
Donatello’s Gattamelata and Verrocchio’s Colleoniwere taken as typical
examples of Renaissance individualism. In De Jong’s study, however, it
appears that the representational aspects of these statues were far more
important than their realistic and individualistic features.

In the conceptional framework of identity and alterity indicated,
Wolfgang Neuber demonstrates the manner in which the early modern
travellers to the New World, such as Columbus, Amerigo da Vespucci
and Hans Staden, depicted the indigenous Americans. Neuber shows that,
although the European travellers based themselves on the rich topology
of Latin rhetorical handbooks concerning praise and blame, they almost
exclusively focused on bodily categories: the strength, beauty, the dark
complexion and, above all, the cannibalism and nakedness of the Indians.
Traditional European conceptions, such as thos_e _of Paradise and of the
Golden Age, the rhetorical topology and the religious background, were
decisive factors in the portrait the Europeans drew of the indigenous
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Americans. To get an idea of the importance of the European
conceptional (and religious) background, one only has to remember the
Protestant writer Hans Staden who regarded his stay in South America as
a prisoner of the cannibalistic Tupinamba as proof for the truth of hjg
religious beliefs. Neuber’s article offers a glimpse at the Renaissance
discussion about the moral qualities of the Indians. Opinions varied: thus
we see the picture of Indians as noble savages living in the ideal state
before the Fall (as, for example, Columbus wanted to see them), next to
their portrayal as sinners who have not escaped the Fall (Amerigo
Vespucci and others). In Vespucci’s opinion, the Indians were even worse
than animals: “Other meat than human flesh they very rarely eat. By
devouring human flesh they have become so inhuman and uncivilized that
in this they surpass the ferocity of all animals.” One can understand that
such a stress on the uncivilized, even inhuman state of the Indians
thwarted European writers to describe them as individuals.

Sonia Rose demonstrates in another respect how deeply the portrait of
the Indians was influenced by European literary traditions. She analyses
theliterary portrait ofs ixteenth-century Spanish American historiography,
above all in the chronicles of Lopez de Gomara (1552) and Bernal Diaz
del Castillo (1575). Her article shows that the portrait of the famous
Aztec chieftain Moctezuma was influenced by the Spanish mirrors of
princes, such as Alfonso the Wise’s Siefe partidas and Setenario. These
works ol?fereq to the historians the categories and conceptions enabling
them to idealize an Indian king. In their portraits of Moctezuma, Lopez
th(:Fsr:?lri Tir;:s?clamal Diaz attribute to the Indian not only the virtges
also enabled ther)r; ig ?egted Of?n l?uropean monarch. These categorles

€pict an indigenous American as an individual,
» 3 Wolfgang Neuber has shown, hindered by
marrors of princes, however, also caused some

restrictions as to the individual detail: primar:
would fit the princely ideal) cansented, Bt eenets, S

would 7 : ) Were transmitted. But fortunately, their
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: ; i ! Tole in one of the most famous Neo-
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normally kept silent: his self-mutilation, his attacks of mental disorder, his
neurotic fears, and his bodily shortcomings, even his impotency. Anne
van Galen focuses in her article on these interesting features of Cardano’s
autobiography. She unfolds the medical background a_nd analyses the
medical conceptions Cardano used for his auto-diagnosis. Furtl:lermore,
she shows to what extent other contemporary scientific conceptions and
models, such as humoral pathology, physiognomy and metoposcopy
influenced Cardano’s self-representation. ] A
How intense the Renaissance’s interest in biography was, is lqdlcated
by the fact that it was frequently parodi'ed. Mock blog‘raphles and
invective-biographies, distorting a person’s life, were fa'vounte genres of
the humanists. Paul Smith shows that two highlights of French
Renaissance literature, Francois Rabelais’ Pqntagruel and ('?arjgantua aI.rIe
in fact composed as mock biographies. Using thg prescriptions bolft e
ancient rhetorical handbooks for biography, that_ is, praise and blame,
Smith analyses Rabelais’ topical invention and discusses the ‘mannfert }lln
which he attained his comical effects through the perversion of the
” i i f his contemporary readers. For
“normal” and topical expectations o
issance biographer was expected to say
example, although the Renm;s il gl o g
i an
something laudatory about the offspring : e
i i an enormous genealogy o
Rabelais perverts this topos by composing ¢
giant Pantigmel, with sixty-one ancestors, thus mocking the contemporary
reoccupation with genealogy. ) . .
i Eric ?an Sluijter discusses the self-portraits of Dutch p;mt;rs(,lrsagsg) tg
Leiden painter-burgomaster [saac van Swanenburg ¢
NP e 3 h in which these Dutch painters deal w:t}} the
g il as artists and as socially
ifies to their self-confidence d 9
v Sluijter demonstrates, self-definition for t em
Isspectatle gRAt 0% i i bove all about the illusionistic
tements about their art, abo t o
mentiggmeke o2 i Mirrors play an important role in

inting to capture transience. Mirrors pia v
power of painting . of time and space. Van

transcend the limitations ol B e i
ffiese: S 1 depicted himself in a doubled” portrait,
Swanenburgh, for examps, *°p i he mirror represents Van
looking in 2 mirror: e G outslllqle t;eeman in the mirror exhibits

i inting, while "

h at the time of painting, ¢ e GATEEDR
Sl the future Van Swanenburgh. The old man ll’; i
Bl i but the fact that Van Swane 8
points to vanity and transnenc.e,t' Somonsirates that art gave him the

is in his paintin a :
able to express this in his p Argtistic tatements like this make clear
power to overcome transience.

i ftsmanship.
i burgh were of their cra _
how proud painters a$ Van Swam:ncf tghis o Sty e

; Dutch painters hes.
ﬁccordll\[/]fsl{:/ittgihe tools of their art, the palette and the brus
themse
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he seventeenth century offered many occasiong for
thel?ililst;?a;ugf"l;eri?ife‘tand self—conﬁdenc_e. Itis no coincidence that this
period brought forth some striking autoblographxes, such as the one by t_}}e
diplomat, writer and assistant of the Princes of Orange, Constantijn
Huygens (1596-1687). Indeed, Huygens left a.remarkable \/York: 2 sub-
stantial metrical autobiography, De vitq propria sermonum inter liberos

libri duo, composed in the last years of his life. Although Huygens -

claimed that he wrote it for private use as a kind of educational fargily
book for his sons and their male offspring, he did his very best to deliver
itin a perfect form, that is, in the Latin language, embellished with ample

private Huygens, but always the official, honourable person. In his very
self-confident autobiography Huygens not only wanted to give a
descriptive narrative of his life, but g moral example as well. His
intention was to teach his readers how to become as successful in social
and political life as e himself had become. Within this framework,

Huygens stresses, as Blom demonstrates, the importance of a broad
gentiluomo-education,

The f_act that Huygens was 5 self-made man influenced his self-
Presentation: he dig pot care much aboyt exercises in modesty and told

with nearly najve pride, the story of his sycgess. Given the huge amount
pf details and facts, Huygens certainly g

individualistic traits are throughoy¢ tempered
above all, courtly life. Hy, i

: when, for instance, old

is still ag strong as in his
las good ag it was then. There is
marks, Certainly if ope considers that at the

d from seyerelg diminjshegd eyesight, and

Seventeenth- and g ght
1n the private life of

Mportant rgle th f
e Ury biograpm: » the readers o
é Writers, Saphies
€ exception than t

i We_rte above gJ interested
He i, 1ter’s spy)
Nevertheless, the biographerz 2;‘&;?::;2:
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d up new horizons, as, for
tch poets, such as Vondel and Hm;ft, opene

g;;pf; Geeraerdt Brandt did in his Life of Hoofft, where he analyse;
Hooft’s 'i“acitean style. Brandt, however, was only one of the many Dutc
authors who composed writer’s biographies. In his overview, }t{algmie}r:
offers a glimpse of this rich, but as yet unexplored field of Dutc
literature.
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