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SYMBOLIC HISTORY 

Through Sight and Sound 
 

12.  Ars Nova:  14th Century 
 
 
1) Chinese, attributed to Li ch'eng 10th cent., but probably 11th cent., Buddhist 

Temple in the Mountains, detail of hanging scroll, Kansas City  
1a) Same, closer detail of the Temple  
 

In Xanadu did Kubla Khan  
A stately pleasure-dome decree:  
Where Alph, the sacred river, ran  
Through caverns measureless to man  
 Down to a sunless sea.  

 
 Coleridge's Road to Xanadu led from Purchas' Pilgrimage through the "green and 
fountainous wilderness" of Bartram's Florida; but the actual journey to the Khan's 
summer palace at Shandu, north of Peking, was described by Marco Polo, with other 
marvels of the opulent East — tales for which the Venetians of 1300 called him "Marco 
Millione," fable-monger.  
 
 The architecture of that China has largely perished, but pictures, from the 9th 
century down, display a space and atmosphere unparallelled in Dark Age Europe.  
 
2) Spanish (Asturian), c. 845, exterior, Church of S. Miguel de Lillo 
 
 Europe, shortly to transform the world, juts from the landmass of Asia and Africa 
(linked by racial migrations even to America) like the eye of a potato.  And through the 
Dark Ages — as in this forest outpost of the Byzantine, a small 9th-century church near 
Oviedo, in the rim of Spain not quite conquered by the Moors — the geographical 
disproportion might equally have applied to the culture.  
 
3) Mexican, Totonac, before 9th cent., El Tajin (CGB '75) 
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 Over how much of the globe were those the centuries of great temple-building 
civilizations:  in Mexico the forest and upland cities whose offshoots would astonish 
Spanish conquerors, even after 600 years, when Europe had peaked to the Renaissance — 
here one of many pyramids at El Tajin, north of Vera Cruz.  
 
4) Japanese, c. 749-60 (rebuilt c. 1700), Buddha Hall of Todai-Ji  
 
 And all over Asia, religious houses, monasteries and abbeys, with gilded idols, as 
Marco Polo says, "in masterly style" — this from 8th-century Japan (rebuilt about 1700, 
after a fire), the Great Buddha Hall of Todai-Ji — a transplant from Tang China, like the 
silk painting and poetry, or the music of the bamboo flute.  
 

Music: Shakuhachi played by Goro Yamaguchi, from "A Bell Ringing in the 
Empty Sky," Nonesuch 72025 (1/2 through)  

 
5) Chinese, c. 9th cent. (Tun-Huang), Kuan-yin leading a soul toward Paradise, 

British Museum, London  
 
 From China, about the 9th century, Kuan-yin leading a soul toward paradise;  
 
6) Japanese (Kamakura), 13th cent., The Descent of Amida, Kyoto, Zenrin Ji 
6a) Same, detail ['95 video addition] 
 
from Japan, 13th, the mystical descent of Amida.  

(fade Shakuhachi, on low note)  
 
7) Indian (Orissa), c 975 A.D., Mukteswara temple at Bhubaneswar  
 

Music: "Ritual for Attaining the Quality of Spiritual Adepts" (close), Mus. Anthol. 
of Orient, Tibet I (BM 30 L 2009) 

 
 In the then Buddhist center of India, the Mukteswara temple at Bhubaneswar — 
with ritual music preserved in Tibet.  
 
8) Cambodia, early 12th cent., Angkor Wat, Temple to Vishnu (or V8) 
8a) Same, c. 1200, Buddha figures in former Vishnu shrine ['95 video addition] 
 
 From the jungles of Cambodia, where the Kingdom of the Khmers rose toward the 
12th century climax of Angkor... 
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(fade Buddhist Ritual)  
 
9) Mohammedan (Abbasid), 842-52, Minaret of the Great Mosque of Samarra; 

video uses V9, a wider view 
 
 Or the power of Islam, spread at its height from the Indus through Spain, with its 
centuries of Moslem and Jewish lore:  Avicenna on geology, precursing Leonardo by 500 
years:  
 

Mountains may be due to two different causes.  Either they result from 
upheavals of the earth's crust, such as might occur in violent 
earthquake; or they are the effect of water, which cutting for itself a 
new route, has denuded the valleys...  

 
(An argument still pursued in Goethe's Faust.)  
 
 How these world glories overshadow  
 
10) Asturian Spain, c. 845, interior, Santa Cristina de Lena, near Oviedo  
 
all Christian Europe could vault in its time of troubles — 
 

Music: Mozarabic, 9th cent., lst Lamentation, MHS 1584  
 
the followers of Charlemagne barely holding out against Moors, Vikings, Magyars.  Here 
an interior of another 9th-century church of Asturian Spain, with the Mozarabic chant 
which, as revived, can hardly be distinguished from Gregorian.    (fade 

Lamentation) 
 
 Who could have guessed the germinal force of that backward landmass, that 
potato's eye?  
 
11) Norman French, c. 1151, Geoffrey Plantagenet tomb-plaque, Le Mans 

Cathedral; first, video detail of face, Va11 ['95 video addition] 
11a) Same, upper half of the figure 
 
 Yet from the first Crusade, the earliest reaching of Romanesque toward Gothic, 
the scale is tipped.  
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Music: Richard Coeur-de-Lion, 1193, "Je nuns hons pris," AS 18  
 
Through the enamel flattening of a tomb-plaque in Le Mans, Geoffrey Plantagenet draws 
the sword of redeemed heraldic self, the fleur-de-lys, the rampant lion — keen as the 
Trouvère cry of his grandson Richard Coeur-de-Lion from his Dürenstein captivity.  
 
a12 & 12) 
 Arnolfo di Cambio, 1277, Statue of Charles I of Anjou, King of Sicily, 

Capitoline Museum, Rome; three-fourths and full-face views, with video 
detail of a12 [so 1995 video] 

(cut Richard Coeur-de-Lion)  
 
 The earth-assertion is bolder by the Italy of Dante's youth:  here, from his Valley 
of Princes, "colui dal maschio naso",  Charles of Anjou, carved, 1277, by Arnolfo di 
Cambio, architect of the Cathedral of Florence.  Thus from the close of Dante's De 
Monarchia:  
 

Twofold are the ends which unerring Providence has ordained for man:  
the bliss of this life, typified by the earthly Paradise, and the bliss of 
life eternal... And since none, or very few, can reach temporal 
happiness unless mankind enjoys the tranquility of peace... this must 
be the constant aim of him who guides the globe and whom we call the 
Roman Prince, in order that, on this threshing floor, mortals may exist 
free and in peace.  

 
 As if the travels of Marco Polo had set the half-barbaric but exploratory West, 
already individual, outward, utopian,  
 
Va13) Li Ti, c. 1150, Hunter Retuning in the Snow, whole (Iris) ['95 video 

revision] 
13) Same, a central detail  
13a) Chinese, Yen Hui (Yuan), 13th cent., Taoist Immortal, in crippled beggar's 

body, sees himself taking the Sky Road, Kyoto, Japan ['95 video revision] 
V13b) Same, detail 
13c) Chinese (Sung), 11th-12th cent., A goddess carried away on a Phoenix, 

Museum, Peking  
 

Music: Shakuhachi, again "A Bell Ringing in the Empty Sky," near close, 
Nonesuch 72025  
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against the continuance of an Eastern passive, meditational way, its roots coeval with the 
soul-search of the Greek and Alexandrian — the Tao Te Ching (CGB, from Waley):  
 

The way that can be told of is not an Unvarying Way...  
All things, however they flourish, return to the root from which they 

grew;  
This return to the root is called Quietness.   
Quietness is called submission to Fate...  
Only one who rids himself of desire sees the Essences...  
The ten thousand things are born of Being, but Being itself is born of 

Not-being...  
Therefore the sage arrives without going,  
Sees all without looking,  
Does nothing, yet achieves everything...   

(close Shakuhachi) 
 
The West as if created to revolutionize that Oriental transmission of quietist dream —  
 
14) Dante Death Mask, 1321, one of three supposed copies, Palazzo Vecchio, 

Florence [or V14, wider view] 
 
down to the Victorian blatancy of Tennyson's claim:  "Better fifty years of Europe than a 
cycle of Cathay."  
 
 In all history two cities stand out as transformational, Athens and Florence; and 
while no maker can be isolated in such an interplay, Florentine Dante (of this alleged 
death mask) comes as close as any to world-center.  
 
15) Michelino, 1465, Dante and his Book, Cathedral, Florence  
 
 Thus the next century saw him, by the domed and towered town, guide to the 
eternal realms, Hell, Purgatory, the starry spheres, which his art has humanized, 
mediating the incarnate birth everywhere nascent in Gothic Christianity — a birth which 
reached at once toward Reformation and Renaissance.  
 
16) German Gothic, 1290-98, Head of a Prophet, Strasbourg, W. Front  
 
 The North was no less roused:  Roger Bacon, 1271 — like the prophets of 
Strasbourg:  
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More sins reign in these days than in any past age... The Holy See is 
torn by deceit and fraud... The new Orders, horribly decayed, follow 
lechery, gluttony, pride... Princes, barons, knights, oppress one another 
and the people with wars and exactions — the people more debased 
than tongue can tell... The ancient philosophers, though without 
quickening grace, lived incomparably better than we... Among the wise 
there is no doubt but that the church must be purged.  

 
 Yet that lean monastic reproof  
 
a17) Giovanni Pisano, 1302-10, Prophet from the Pulpit, Pisa (A of 17) 
17) Double:  [A] Pisano, Prophet from the Pulpit, and [B] Bernini, 1620, Head of 

Neptune, detail, Victoria and Albert Museum, London 
17a) Bernini:  B of 17; while video has shown the Double, then A; again, Double, 

then B, detail 
 
swells in the Divine Comedy to such deliberate might as Giovanni Pisano gave the 
prophets of the Pisa  pulpit (left) or the Pistoia inscription:  
 

Giovanni carved it, who does no empty works — born of Nicola but 
blessed with greater science — him Pisa bred and gave knowledge 
over things of sight.  

 
While Dante's Peter flames against his Church:  
 

 
Rapacious wolves dressed in the robes of shepherds  
Are seen from here in all the Christian pastures — Avenging wrath of 
God, how long, how long?  (CGB) 

 (Paradiso XXVII) 
 
No wonder the opening prophecy of a saving greyhound, VELTRO (V and U 
interchangeable) would seem a Lutheran anagram:  LUTERO.  
 
 And as Pisano's gesture of assertion points over 300 years to Bernini's conscious 
Baroque (right); so Dante's St. Peter has only to widen the bellows and open the stops of 
Milton's cloudier organ, to become in "Lycidas" that "Pilot of the Galilean Lake":  
 

He shook his Miter'd locks, and stern bespake,  
How well could I have spar'd for thee, young swain,  
Enow of such as for their bellies sake,  
Creep and intrude, and climb into the fold...  
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Blind Mouthes!  
 
18) Double: [A] Hellenistic, 1st cent. B.C., Medici Venus, Uffizi; and [B] G. 

Pisano 1302-10, Temperance, Pulpit, Pisa; + V detail of Double 
 
 In Dante's Ulysses, recovery of the antique seeds the future:  "And of our oars 
made wings for the mad flight."  So Giovanni Pisano's Temperance (right) remakes the 
Classical Venus de Medici (left).  "Instead of looking in the same direction as her body 
and thus affirming her existence in the present," Kenneth Clark writes in his book on The 
Nude, "she turns and looks upward over her shoulder toward the promised world of the 
future."  Clark does not pursue how that sowing of negation raises a body of actual flesh 
and blood, energized by the unfolding of Christian paradox — as, in Weber and Tawney, 
Christendom hosts the Capitalism it condemns.  
 
a19 and 19) 
 G. Pisano, c.1284-96, Sibyl (contrasting details of the head), Cathedral 

Museum, Siena 
 
 It is somehow the hallmark of the Divine Comedy to give life-glory to what is 
theologically disclaimed:  Paolo and Francesca, lashed on the dark wind — (compelling 
as Giovanni Pisano's Sibyl):  
 

When we read how the desired smile was kissed by such a lover, 
(Quando leggemmo il disiato riso/ esser baciato da cotanto amante), 
this one, who will never be parted from me, kissed my mouth all 
trembling (la bocca mi baciò tutto tremante.) The book became our go-
between; that day we read in it no further (quel giorno più non vi 
leggemmo avante).  

 
1st 20) Norman French, 1195-99, Richard Coeur-de-Lion's Chateau Gaillard on the 

lower Seine  
 

Music: French, 13th cent., Dance, (Cape) AS 16 (A,2)   
 
 When the blood of the North, northern poetry and dance, the chivalric castle — 
here Richard Coeur-de-Lion's Chateau Gaillard over the Seine — (fade French Dance) 
respond to the stimulus of Italy, Roman, Byzantine, Moorish —  
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a21) Italian, c. 1240, Frederick II's Castel del Monte, Apulia, from a distance, 
over pine trees (CGB '84)  

1st 21) Same, Castel del Monte, from closer (CGB,'84)  
 

Music: Italian, 14th cent., Lament of Tristan, AS-16 (B,2) 
 
they take the heightened torque of conscious mind and person: — the Castel del Monte, 
built for Frederick II fifty years later in Apulia — a pride like that to which Dante 
compares the giants who rim the pit of lowest hell and whom Jove still threatens when he 
thunders.  
 
 Even the musical dance, in the Italian Lament of Tristan, 14th century, draws its 
passions to the formal contrast of supertonic against tonic phrase.    
     (fade Lament of Tristan)  
 
2nd 20) Chateau Gaillard, nearer view of 20,  
 

Music: Again French, 13th cent., Dance 
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The French 13th-century dance has not a shadow of that consciousness.  
 
 So too with plot.  In the old French romance of "The Palfrey," the timeless is 
hardly stretched by human will.  The knight does not scheme to get the rich vavasour's 
daughter, nor she to avoid the knight's uncle, her father's choice.  It is the vavasour who 
requests the knight's horse to bear his daughter.  In self-sacrifice the knight accedes.  
Moonrise misleads the bridal party; the horse, "with the will and guidance of God," brings 
the girl through dreamlike forests to the castle of her love.  In that plot nothing is plotted.      
(close Estampie)  
 
2nd 21) Again Castel del Monte, view of portal (CGB '84)  
 
 A century later, in Boccaccio's "Falcon", also of a wealthy woman and a poor 
man, stellar chance admits the tug of will:  Frederigo wills to sacrifice his falcon to his 
love; Madam Giovanna wills to marry him for his act.      (close Lament 

of Tristan)  
 
22) Double: [A] French Gothic, mid-13th cent., Shepherd from the Old Jubé, 

Chartres (CGB '80); and [B] G. Pisano, 1302-11, Musica, from the Pulpit, 
Cathedral of Pisa  

22A) A of 22: Shepherd, Chartres; video:  detail only  
22B) B of 22: Musica, Pisa; video:  detail only  
22c) G. Pisano, c. 1312, Head of Temperance, from Margaret of Luxenbourg's 

Tomb, Priv. Collection (here video repeats the Double, 22)  
 
 Such aesthetic form-shaping assimilates the Pastourelle of 13th-century France to 
the Italy of the "sweet new style."  The French poem has the naive charm of the shepherd 
of the old Choir Screen at Chartres (left):  
 

Riding out the other day  
From Saint Quentin to Cambrai,  
I saw a shepherdess who stood,  
In a wood,  
Her color like the rose in May,  
Who sang:  I have a true love  
Deft and gay,  
Though I am dark of hue.  (CGB) 

 
En non Deu, J'ai bel ami,  
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Cointe et joli,  
Tant soie je brunete.  

 
 When Dante's friend Cavalcanti seized on the form, "In un boschetto trovai 
pastorella" ("In a small wood I found a shepherdess"), its passion sets a torch to the earth-
denials where it burns:  [Pound]  
 

She drew me on to a cool leafy place,  
Where I gat sight of every coloured blossom,  
And there I drank in so much summer sweetness  
It seemed Love's god connived at its completeness.  
 
Menommi sotto una freschetta foglia,  
La dov' io vidi fior d'ogni colore;  
E tanto vi sentio gioi' e dolzore,  
Che Dio d'Amor mi parve ivi vedere.  

 
Such arts of the profane have not survived, though flesh makes a related plea (right) in the 
smiling translucence of Giovanni Pisano.  
 
23) Arnolfo di Cambio, c. 1281, Thirsty Old Woman, Perugia  
23a) Giotto, 1306, Injustice, detail, Arena Chapel, Padua; + V closer detail 
 
 Wherever the Gothic flame strikes, it kindles, in the timeless, a revelational 
realism — thus Arnolfo di Cambio's Old Woman from a fountain, unforgettable as 
Dante's swollen counterfeiter in the fever of dropsical thirst:  
 

You who pass by, pity the grief of Master  
Adam.  I had what I desired in life;  
Now I crave a single drop of water.  
Always with me are the little streams  
That down their cool rills murmur to the Arno  
From the green summits of the Casentine,  
And parch me worse in memory than this fever.  (CGB) 

 
 In the polytonal modulations of Giovanni da Cascia, music, about 1320, explores 
such descriptive intensities:  here the setting of a single word for gloomy thickets, "cupi" 
— thick as Dante's wood of suicides in the Inferno:  "Non fronde verde, ma di color 
fosco;/ non rami schietti, ma nodosi e 'nvolti;/ non pomi v'eran, ma stecchi con tosco..."  
 

Music: Giovanni da Cascia, c. 1320, from Per larghi prati, Phil 802904  
(fade)  
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 As these chords stretch a residually bare-fifth structure,  
 
a24) Giotto, 1297-1300, St. Francis' Miraculous Spring, Upper Church, Assisi, 

especially the mountain background [cf. Va24 video revision, '95] 
24) Double:  [A] Roman, c. 10 A.D.(?), Temple of Minerva, portico, Assisi; and 

[B] Giotto, 1300, Homage to St. Francis, Upper Church, Assisi  
 
the art of Giotto and his followers reaches for the basis of its earthly claim.  Cennini's 
advice almost a century after this Giotto St. Francis — how to paint a mountain:  set up a 
jagged rock in the studio and paint it large — reminds us that the very seeing of objects 
was suspended in the nominal (mountain is rock).  Could Giotto's eyes have shown him 
the Augustan temple in the square of Assisi as slim and weightless as he has painted it, 
though he could walk every day under its actual brooding mass?  How great, then, the 
recovery which Renaissance required.  
 
a25) Giotto, 1297-1300, Christmas at Greccio, whole, Assisi; + V detail 
25) Same, Christmas at Greccio, closer detail of Cross  
 

Music: Again, Giovanni da Cascia, same passage, but starting earlier at 
"entrando"  

 
 So with Dante's explanation of spots on the moon, where he invokes the strangest 
experiment with mirrors, to dismiss material cause in favor of an immediate and occult 
operation of God's virtue.  Or Giotto's startling naturalism:  the Greccio cross suspended 
against the sky, made surreal by the tensionless ring placed not where it should be, but 
where it will show, on the back side of the pole.  
 
a26) Giotto, 1304-06, Marriage Feast at Cana, Scrovegni (Arena) Chapel, Padua; + 

V detail 
26) Double:  details of a26 and 26a (video takes these singly, as shown) 
26a) Giotto, 1304-26, Meeting at the Golden Gate, Scrovegni Chapel, Padua; 

+ V detail  
 
 Everywhere causal imagination lays hold of a world shrouded in faith acceptance.  
Why did they run out of wine at the Feast of Cana?  Giotto's glutton answer (right) is as 
naively comic as Dante's Ciacco in Hell, or Belacqua dawdling and joking on the slopes 
of Purgatory.            (close da Cascia)  
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 On the other hand, at the joyful meeting of Joachim and Anna before the Golden 
Gate of Jerusalem, it is from symbolic transreality that the hooded dark figure of Sibylline 
prophecy interrupts a delight from which Mary, with the sword that pierced her heart, 
would spring.  
 
27) Giotto, 1304-06, Three Heads of Christ, from Scrovegni Chapel, Padua 
27a, b, c) Same, right, left, and center details, separately  
 
 Here, as in the pocket tragedies of Dante, a realism of Gothic suspension — what 
we can only call symbolic realism — drives a temporal wedge into the eternal kingdoms.  
The projection of person into creed, which marks these Christ-heads from Giotto's Padua 
Chapel — (left) from the hypnotic raising of Lazarus; (far right) lashing the money-
changers out of the temple; (center) the mystic removal from accusing Caiaphas:  "Thou 
hast said" — no less attends Dante's passage "through an eternal place":  his fury on the 
wrathful Styx:  "I saw him so fanged by the muddy people, that still I thank and praise 
God for it." — his pity for the noble damned:  "Are you here... Siete voi qui, ser 
Brunetto?" — up to the smiling peace of Piccarda, lost and found:  "E'n la sua volontade è 
nostra pace."  
 
28) Double: [A] Roman Christian, mid-3rd cent.(?), Resurrection of Lazarus, 

Catacombs of St. Callixtus, Rome; and [B] Giotto, 1304-06, Lazarus fresco, 
cropped, Scrovegni Chapel, Padua; + V single of A 

28a) B of 28: Giotto, Lazarus fresco; + V detail  
 
 In two treatments of the Raising of Lazarus, that heightening of drama looms (as 
in recorded masses our Solesmes-droned incipits break to polyphony — here the Tournai 
Creed).  
 

Music: Missa Tournai, c.1300-30, Credo, opening, SAWT 9517-A Ex  
(fade)  

 
 On the left, the scene from the Catacombs of St. Calixtus (3rd century) dissolves 
classical outwardness in Gospel mystery:  "If it were not so, I would have told you."  
 
 But Giotto's Padua fresco, from which we have just detailed Christ's summoning 
face, in its bold grappling with the scripture ("Lord, by this time he stinks"), matches 
Dante's most startling encounters — Buonconte da Montefeltro, in Purgatory:  
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1'angel di Dio mi prese. . .  
 
God's angel took me; and a spirit of hell  
Cried: "You of heaven, with right do you rob me?   
You take this shadow to eternal weal  
For one small tear that defends him from me;  
But on his hulk I will work otherwise.  (CGB) 

 
(So the charged sky, loosing floods, sweeps the corpse down the Arno.)  
 
29) Double: [A] Irish, c. 800, Temptation of Christ, Book of Kells, Trinity College, 

Dublin, + V detail of single; and [B] Duccio, 1303-11, Temptation, from the 
Predella of the Maesta, Frick Collection, New York City; + V single 

 
 In this pair, the Kells' Temptation of Christ, about 800 (left) offers a first 
emergence of drama from the Dark-Age symbolic and caligraphic; yet how could this 
cockroach Satan, this bodiless Lord of 
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Flies, stage a real temptation?  If we leap from that over 500 years, the Temptation from 
Duccio's Maesta (right) penetrates Sienese Byzantine (about 1305) with the already 
advancing spearhead of Giotto.  Here the allegorical kingdoms of this world begin to 
spread themselves before the dramatic precursor of Milton's conscious Messiah.  
 
30) Double: [A] S. Italian, c. 1260, Mosaic detail, Apse, Salerno Cathedral; and 

[B] Giotto, 1304-06, Wedding Procession, detail, Scrovegni Chapel, Padua; 
first double, then 30A and 30B, singles  

 
 How truly Vasari saw Giotto as the turning point from Byzantine to the new 
nature and humanity.  From the apse mosaic of Salerno Cathedral (left), we sample what 
he calls "that gross and incompetent age," inherited from the Greek and Roman fall:  
 

the great artists having died out... the few Greeks who survived, 
belonging to the old but not the Ancient world, could only trace 
outlines on a ground of color... Over and over again they produced 
figures in the same style... standing on tiptoe and staring as if 
possessed... as can be seen in every old church in all the cities of Italy.  

 
While, Giotto's Bridal Procession of the Virgin, in its melodious dignity of space, renews 
the wonder of Vasari's praise:  
 

And it was indeed miraculous that in those days Giotto could paint 
with such sublime grace, especially when we consider that he learned 
his art, so to speak, without any instructor.  

 
 Though there is a liability in separating Gothic observation from the old God-
possession of supernatural forms.  Giotto's miracle is his harmonization of the sacred — 
his deification of earth's beauty.  
 
31) Triple: [A] S. German, c 1290, Queen Emma, Emmeramskirche, Regensburg 

(CGB '59); [B] Duccio, 1308-11, St. Catherine, from the Maesta, Museo del 
Duomo, Siena; and [C] Botticelli, 1483-85, Madonna of the Magnificat, 
detail, Uffizi, Florence  

31a) Duccio, St Catherine, B of the triple 31  
 
 By 1300 the saintly queens of transalpine Gothic (this Emma of Regensburg, left) 
had brought the chivalric to such refinement as would sweeten through Duccio (center), 
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the St. Catherine of his Maesta, about 1310 — as in poetry through Dante's Beatrice and 
Petrarch's Laura — toward the Simonetta Virgins of Botticelli (right).  
 
 Thus Petrarch of Laura in Paradise:  
 

God's chosen angels and his spirits blest,  
Tenants of heaven, when my lady died,  
Came in sacred wonder to her side:  
"What light is this, what glory manifest?"  (CGB) 

 
Like Dante, Petrarch makes his lost love an intercessor:  
 

Lady in bliss, pray that I may join you.   
 
32) Giotto, 1306-10, Madonna Enthroned, Uffizi, Florence (CGB '59) 
32a) From the same, Angel to the right (from CGB '59, Dante 32a;  digital: both 

angels) 
 
 Such, in Giotto's enthroned Madonna, is the rapturous fusion of earth and heaven, 
in a glorified art-body.  
 
 Petrarch, at the last, would turn from love's idolatry to Christ alone ("no hope in 
any other" — "tu sai ben che 'n altrui non ò speranza"); but what would move Wyatt 
("The long love that in my thought I harbor") and Surrey ("Swete is his death that takes 
his end by love") was that "worship of a mortal thing," which gives the Laura sonnets 
their incarnate sheen, as of Giotto's flower-bearing angels.  
 
1st 33) Giotto, 1304-08, Noli me tangere, from Resurrection, Arena Chapel, Padua  
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 It was an evocation everywhere latent in the analogies of Gothic love.  Chaucer's 
early elegy, The Book of the Duchess, draws its bowers of Zephyrus and Flora from the 
French Romance of the Rose:  
 

As thogh the erthe envye wolde  
To be gayer than the heven.  

 
By that suspension (as in Giotto's Christ and the Magdalen) precision floats in a mystery 
of suggetive mood — Chaucer's hound through the forest to the man in black,  
 

That sat and had yturned his bak  
To an ook, an huge tree.  

 
1st 34) Simone Martini, c. 1340, Frontispiece of Petrarch's "Virgil," Ambrosiana, 

Milan; + V detail  
34a) Giotto, 1304-06, Annunciation, double: half-figures of [A] Angel and 

[B] Virgin, Scrovegni Chapel, Padua (cf. whole-figure double, Dante 28) 
2nd 33) Detail of 33, Giotto's "Noli me tangere" [video dwells on the above slide and 

this]  
2nd 34) Detail of 34, Simone's Virgil (video skips this detail, used with 1st 34) 
35) Ambrogio Lorenzetti, c 1340, St. Dorothy, Pinacoteca, Siena  
35a) Same, close-up of face (cf. Mozart 8)  
 [Note:  video somewhat varies the placement of the above slides, 34-35a]  
 
 Such veiled artistry reaches its height when Petrarch by the stream hears the voice 
of Laura.  Perhaps Simone Martini, painting in Avignon this frontispiece for a Virgil 
commentary owned by Petrarch, his friend, best catches its illumination of nature [CGB]:  
 

If birds' lament, green leaves' or tendrils' stir  
To the soft sighing of the air of summer,  
Or through the wave-wash at the petalled shore  
Of a clear stream, crystal's liquid murmur  
Sound, where I sit bowed to the forest floor —  
Her, whom heaven showed and earth now covers,  
I see and hear and know, as if the power  
Of her live voice responded from afar:  

 
"Why do you spend yourslf before your years?"  
She asks in pity.  "Or wherefore and for whom  
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Pour the wasting river of your tears?  
You must not weep for me.  My life became,  
Dying, eternal; and to eternal skies,  
The dark that seemed to close them cleared my eyes."  

 
Se lamentar augelli, o verdi fronde  
mover soavemente a l'aura estiva,  
o roco mormorar di lucide onde  
s'ode d'una fiorita e fresca riva,  
 
là v'io seggia d'amor pensoso e scriva;  
lei che '1 ciel ne mostrò, terra n'asconde,  
veggio et odo et intendo, ch'ancor viva  
di sì lontano a' sospir miei risponde:  

 
"Deh perché innanzi '1 tempo ti consume?"  
mi dice con pietate:  "a che pur versi  
degli occhi tristi un doloroso fiume?  
 
Di me non pianger tu, che' miei dì fersi  
morendo eterni, e nell' eterno lume,  
quando mostrai de chiuder, gli occhi apersi."  

 
 That dawn-in-Purgatory shimmer, as in Ambrogio Lorenzetti's Dorothy, music, 
too, marvellously parallels in the spectral equivocations Dante's friend Casella may have 
taught the "First Generation" of Petrarch's time.  
 
36) Score:  Jacobo da Bologna, c. 1340, "Lux purpurata radiis," last page (video:  

details only)  
 
 The last page of Jacobo da Bologna's Lux exhibits the techniques.  Next to last 
bar:  the "double-leading-tone" chord:  G#, C#, E, the sharped G leading to A, the sharped 
C to D, a bi-tonal suspension before the bare fifth close.  (Music:  last bars of the "Lux...") 
Such enigmatic minors, under rhythmic runs, with the syncopated pulses called hocquetus 
or "hiccough" (bar 55 and faster in 61 and 63) stamp the whole piece with the compelling 
search of Ars Nova; all are illustrated in the performance of this last page. 

(Music:  same piece, last page - end)  
 
37) Simone Martini, 1325-26, Musicians from Knighting of St.  Martin, Lower 

Church of St. Francis, Assisi  
37a) Same, detail of heads  
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 The piece, the rendition we require, could not be better exhibited than in the 
musicians Simone Martini paints in the Knighting of St. Martin — an expectance of 
gaiety in sadness, both dissolved in the bare-fifth distance of the eyes — as if de Van, 
Archimbaud, and Bonté had studied the fresco before they recorded in 1937 for L'Oisseau 
Lyre.  
 
 Chaucer, too, had come, by Italian mediation, from the timeless immersion of The 
Book of the Duchess to the ambivalence of Pandarus:  "I have a lusty wo, a joly sorrow"; 
the dramatic poignance of Troilus' speech to the moon: "Iwis, whan thow art horned 
newe,/ I shall be glad, if all the world be trewe".  
 
 Let us hear the whole Jacobo da Bologna motet, moving from these musicians  
 
1st 38) Simone Martini, 1333, Annunciation, double detail: [A] Angel and [B] 

Mary; Uffizi, Florence 
 
to Simone Martini's Annunciation, where the intended moods, as of Mary, may never be 
fathomed, yet imperatively advance the question.  
 
2nd 37) Again, Simone Martini, Musicians, St. Martin Chapel, Assisi, top half  
 

Music: Jacobo da Bolgna, c. 1340, "Lux purpurata radiis," OL-2  
 
2nd 38) Again, Simone Martini, Annunciation, central panel (CGB '59) 
39) Same, Angel, upper half, with lilies (CGB '59)  
39a) Same, Virgin, upper half (vertical Alinari detail)  
40) Same, Angel, horizontal upper detail  
40a) Same, Virgin, similar detail; for which the video uses V40a:  Same, Virgin, 

vertical of the whole figure 
41) Same, Angel, vertical of the whole kneeling figure  
41a) Same, the whole Altar, showing the frame  
 [Note:  in the above sequence, the video varies the order of slide images] 

(end Lux) 
 
 European culture has evolved by circulation.  When Sienese Simone went to 
Avignon, the current of Gothic that had quickened the Italian new art, flowed back to 
quicken the North, as Chaucer would learn from Dante, Petrarch, Boccaccio.  
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42) Double: [A] Taddeo Gaddi, 1332-38, Presentation of the Virgin, S. Croce, 

Florence; and [B] Pol de Limbourg, c.1416, Purification of the Virgin, Tres 
Riches Heures, Musée Condé, Chantilly  

42a) Taddeo Gaddi, Presentation, A of 42 
42b) Pol de Limbourg, Purification, B of 42 
42c) Double ['95 insert]: [A] T. Gaddi, Drawing (after 42), Louvre, Paris; and 

[B] Pol de Limbourg, Purification, repeat of 42b  
V42d) Lorenzo Monoco, 1413, Adoration of the Magi, Predella of the Coronation 

of the Virgin, Uffizi, Florence ['95 insert] 
 
 How far that Italy inspired the Burgundian, a comparison of Taddeo Gaddi's 
Presentation of the Virgin fresco, about 1335 (left).  with Pol de Limbourg's miniature, 
about 1415, will imply.  After Giotto's massive advance, his school seems almost to lose 
ground.  Yet the imitative and softening continuance quietly confirms an observational 
base by which the style of 1400, all over Europe, would prepare for the next great natural 
thrust of Masaccio and the Van Eycks.  So from Gaddi (perhaps through the drawing now 
in the Louvre ) the Giottesque livens to the Duc de Berry's Tres Riches Heures.  From this 
International crest, the style-tide (as in music) was already returning to the Italy of 
Lorenzo Monaco, Gentile da Fabriano, Fra Angelico.  
 
a43) Taddeo Gaddi, 1332-38, Vault of Baroncelli Chapel, Santa Croce, Florence  
b43) Romanesque, early 13th cent., Fresco of battle, simulating tapestry, Cathedral 

of Aquileia, near Trieste  
43) Taddeo Gaddi, 1332-38, Annunciation to the Shepherds, Santa Croce, 

Florence; + V detail 
 

Music: Solage, c. 1370(?), (Avignon), from Fumeux Fume, Seraphim SIC-
6092 (face 3)  

 
 Two conquests seem related:  in music, of expressive modulation (here 14th-
century Solage); in painting, of light through darkness.  By the deceptive ease of words, 
12th-century Chrestien had told how a thousand men in search of Erec rode toward 
Limors "in the moonlight shining clear"; as Dante later had touched the glowing mosques 
of Dis with prophetic chiaroscuro: "red as if come from fire... as you see in this low hell."  
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 But the first known art depiction is by Giotto's pupil, Taddeo Gaddi, a fresco of 
shepherds on the night ground lighted by an angel glowing in the sky   to which 
Boccaccio's Latin Eclogue "Olympia" offers a radiant parallel:  when the poet's lost 
daughter appears as a spirit, lighting the shepherds' cottage and refulgent wood:  "Look, 
the beeches are untouched, the leaves luxuriant and hazels verdant in the flaming light." 
       (end Solage) 
 
a44) Piero della Francesca, 1452-59, Constantine's Vision, lower spread, San 

Francesco, Arezzo  
44) Same, whole; first, V detail of angel, from v44a ['95 video addition]  
 

Music: Ockeghem, 1475(?), Intemerata Dei Mater, close of lst section, 
(Munrow) Seraphim SIC 6104 (face 6)  

 
 It was a magic the Renaissance would perfect (as Ockehgem the noble deepening 
of tessitura).  Skipping Pol de Limbourg's Burgundian Gethsemene, with torches and a 
starry sky, we reach the Italian middle term, Piero della Francesca's 1455 Dream of 
Constantine.  Vasari:  
 

Above every other consideration of skill and art is Piero's 
representation of Night, where he depicts an angel in flight, 
foreshortened with his head downwards, bringing the signs of victory 
to Constantine, who sleeps in his tent... as revealed in darkness by the 
angel's light.  

 
Through such imitation of nature (Vasari says) artists have reached "the perfection we see 
today."  
 
a45) Raphael, 1513-14, St. Peter's Escape from Prison, Vatican, Rome; center & 

left of fresco; + V detail: angel, center 
45) Same:  slide shows the whole; video returns to the left side (cf. V45) 
45a) Same, left section, guards, moon on armor; + V lower detail  
 

Music: Josquin Des Prez, c. 1415(?), Huc me sydereo, opening, ARC 
2533-360  

 
 Thus (contemporary with Josquin's motet of Christ's descent from the stars) 
Raphael, in the Vatican fresco of St. Peter's escape from prison, kindles on armor the 
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gleam of torches and moon — a magic to which literature also would aspire:  Spenser, 
when the Red Cross Knight goes into Errour's "darksome hole":  
 

   his glistring armor made  
A little glooming light, much like a shade...  

(fade Josquin)  
 
a46) Simone Martini, 1328, Guidoriccio, detail, Palazzo Publico, Siena  
46) Same fresco, whole (video gives the whole, then the detail)  
 
 In the cities of Italy, freed by the decline of the Empire and the 1305 withdrawal 
of the Papacy to Avignon, we seek the terms of that first clear Western rush of spirit into 
time.  At its core is the tension of new humanism and old faith.  
 
 The same Simone Martini who curtained beauty in ritual gold, painted in the 
public hall of Siena the pride of Guidoriccio, an oriflamme of force, against the 
unvalidated bare expanse of Middle-earth.  
 
 The same Petrarch who gave mystery to love, revived the heroic in his Latin poem 
Africa, was crowned Laureate in Rome, wrote the first patriotic ode of the modern West, 
a call to Cola di Rienzo to restore the empire to honor:  
 
a47) Simone Martini, 1325-26, St. Martin before Emperor Julian, Chapel of St. 

Martin, Lower Church, Assisi  
b47) Same frescoes, detail of Emperor and Saint, from the Knighting of St. Martin 
47) Bonino da Campione, c. 1363-70, Tomb of Bernabò Visconti, Castello Sfor-

zesco, Milan; + V detail  
 

For you, as for no other, fate unfurls  
The banner of its good, immortal fame:  
I say you have the power to redeem  
The noblest state that ever ruled the world.  (CGB) 

 
 In life as in art, this eruption of tonal vigor in the modal void prompts Petrarch's 
ambivalent cry (Phisicke against Fortune, Twyne translation, 1579):  
 

There is no warre woorse then this, no not civile warre:  For that is 
between factions of citizens in the streetes of the cities, but this is 
fought within the minde, betweene the partes of the soule.  
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 Boccaccio also lived that strife, in which the claims of heaven and earth stood 
almost at parity.  Even his De Casibus, written as a penance for the Decamerone, and to 
teach the vanity of earth, precurses Renaissance tragedy in its fall of the great (see 
Farnham):  "The human mind has a fiery vigor, a celestial origin, an insatiable desire for 
glory."  In Milan, the Visconti tomb mounts the mailed fist of power on the grave.  
 
1st 48) Ambrogio Lorenzetti, 1337-40, Good Government in the Country, section to 

the left; Palazzo Publico, Siena  
 
 In Petrarch's 1336 letter on the ascent of Mont Ventoux, the romance of man and 
nature — Leonardo, Goethe, Thoreau — pierces the Medieval.  So in the vast panorama 
of Good Government in the Country by that Sienese painter-humanist, Ambrogio 
Lorenzetti, the Dimensional table unfolds, contending against spacelessness.  
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49) Chinese Buddhist, 8th cent., landscape from Queen Vaidehi's meditation at 

sunrise; Cave 172, Tun-huang, W. China  
 
 Of course, from the silk route in the Asian highlands of West China, Buddhist 
frescoes from 600 years before might have staggered the Dark Age traveler with a 
preview of that space the West must search for.  Though if Marco Polo had passed the 
cave-city of Tun Huang, he would surely have felt the quiet of all the East had refined 
from the Classical —  
 
2nd 48) Again, Lorenzetti, Good Government in the Country, right (or V2nd 48)  
2nd 48a) Same, Good Government, detail of wheat harvest; digital: left, moutains 
 
against the lunge of the embryonic West .  
 
 So the often quoted yet still amazing passages of Petrarch's mountain climb:  
 

Nothing but the desire to see so conspicuous a height drew me on... 
There is a summit higher than all the others... I stood there almost 
benumbed, overwhelmed by a gale of wind and the wide and open 
view... Clouds were gathering below my feet... the Alps were frozen 
stiff and covered with snow... One could see the sea and the waves that 
break against Aigues Mortes... The Rhone River was directly under our 
eyes...  

 
But these are excerpts, wrenched from a frame of moral and Christian symbol:  on the 
vanity of life, the waste of years; finally, as Augustine opened the Bible in the garden, 
Petrarch opens his Augustine to a page which admonishes against the climb itself:  "And 
men go to admire high mountains, oceans, stars, and do not heed themselves."  
 
2nd 49) Tun-huang, Landscape, whole, with Queen seated below  
 
 Where Queen Vaidehi, imprisoned by her son, sits in meditation before a vision of 
the (now oxidized) rising sun — the whole outward realm mild inwardness.  
 
50) A. Lorenzetti, same, detail of party leaving the city gate  
50a) A. Lorenzetti, c 1345(?), view of Castle and Lake, Museum, Siena  
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50b) A.Lorenzetti, 1331, detail from St. Louis of Toulouse admitted to the 
Franciscans; frescoes in San Francesco, Siena  

 
 In the foreground party leaving Lorenzetti's 1340 town, it is the actual which is 
contended for — to order the phenomenal by a rule of hand and mind.  So in the search 
that would bring mathematical science out of theology and alchemy, Nicholas of Oresme, 
about the same time, was examining the Breadths of Forms, how rates of change can be 
graphed as curvatures:  
 

...no two changes whereof one is uniform or uniformly non-uniform, 
while the other is uniformly non-uniformly non-uniform, are to one 
another in a rational proportion, since one is pictured by a rectilinear 
and the other by a curvilinear figure.  

 
Analytical geometry and calculus lurk in that insight of the backward West.  
 
 It is the "Human Comedy" of Boccaccio, the Decameron, which exemplifies Ars 
Nova realism.  In its plots of will and wit, reality sharpens the modes of the transreal:  
 
51) Lorenzetti, 1337-40, Good Government in the City, whole, Palazzo Publico, 

Siena (video may vary the following details)  
51a) Same, detail of a street, a Lady on a white horse  
51b) Same, detail of buildings and meeting streets  
 
so too in Lorenzetti's Well-governed City.  Boccaccio:  
 

under guise of confession and pure conscience, a lady makes a solemn 
friar her go-between, he ignorant of the matter...  
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 We must not ask how an attractive wife, left on her own when her husband is out 
of town, can need such a stratagem.  From her balcony she admires, desires.  Hardly a 
plot of wit if she could drop the man a note.  She goes to a friar, his observed companion:  
"Father, tell your tall acquaintance, whatever his name, to let me alone.  I scorn his 
solicitations."  The friar summons his friend:  "I have it from the lady, the rich merchant's 
wife:  she can hardly stand on her balcony without your pestering her." The roused youth 
seeks the balcony, smiles.  
 
52) Same, closer detail of the Lady on a horse  
52a) Same, foreground center, detail of dancing ladies  
 
Back goes the lady, hot-foot, to the friar:  "He has sent me this purse and girdle.  Return 
it; I am not as he thinks."  Her gift conveyed, a last move remains:  "Holy father, I know 
not how he has learned that my husband is out of town, but last night he stole into my 
garden, climbed the tree to my bedroom window, so that I had to shut the casement.  
Either you stop him, or I tell my kinsmen."  Once more the priest's rebuke:  "Rake-hell!  
Because her husband's out of town, you climb the tree to her window."  Night has only to 
fall for the puzzle-plot to be solved.  
 
53) Anglo-French, c 1425, page of the Flood and Drunkeness of Noah, 

Bedford Book of Hours, British Museum, London  
53a & b) Same, vintage and drinking below; Ark detail above  
 
 As that ingenuity spreads north, it generates a fabliaux realism of nature under 
stylized devices (this Noah page from the Bedford Hours).  In Chaucer's "Miller's Tale," 
the clerk, Nicholas, who sings to the psalter ("and Angelus ad Virginem  he sang"),  
 

Music: English, c. 1300(?), Angelus ad virginem, RCA V LM-6016 (I,4)  
 
boards in the very house with Alisoun, and the carpenter-husband is so much at Osenay 
the two can frisk it as they please, Queynt-catching, holding by the haunch-bones: (fade 1-

voice opening) "Lover, love me all at once." (to 3-voice close) Why then that incredible 
device of Noah's flood, the great tubs hung in the attic for the night they all sleep there, 
until Nicholas and Alisoun descend for their pleasure; why the counter-plot of Absalon, 
jolly clerk pleading at the window:  "Speak, sweet bird", until the hot coulter scalds 
Nicholas' tout — why, but that his screaming "Water!" may wake the cuckold as to the 
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Biblical flood, to cut loose the tub and break his leg as he crashes through the floors? 
      (end Angelus ad Virginem)  
 
a54) English Carving, c 1380(?), St.John the Baptist, Hereford Cathedral, from old 

Church of St. Nicholas, (CGB '84)  
b54) English Gothic, 1220-60 (spire 1334), Cathedral, Salisbury (CGB '86)  
54) Same, the tower and spire (CGB '66)  
 
 But in those last works of Chaucer, northern Gothic, having absorbed the Italian, 
stands on the threshold of 15th-century humanization.  Two phases precede that fulness, 
the perfection of high Gothic, and the impact of Ars Nova.  For High Gothic — with the 
close of a 1300 Motet to St. Thomas of Canterbury — we range Salisbury tower, 
Worcester nave, and a scene from the Douce Apocalypse.  
 

Music: English, c. 1300, from "Thomas gemma Canturiae," (Deller) 
Nonesuch H-71292  

 
55) English, 12th-14th cent., Worcester Nave and Choir (CGB '74)  
56) English MS, c. 1265-70, Douce Apocalypse, p.58, Mystical Vintage, Bodleian 

Library, Oxford; + V detail  
(close Thomas motet) 

 
 Into the lilting and linear sweetness of that Ars Antiqua,  
 
57) French-Italian, c. 1343-47, Fish Pool, fresco, Papal Palace, Avignon  
 
Italian late-Gothic unmistakably drives.  We pick it up from mid-14th century in an 
Avignon fresco (surely the Pope, like Chaucer's Franklin, "had many a bream and many a 
pike in stuwe");  while the Amen of an English Gloria asserts the new rhythms and 
double-leading-tones.  
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Music: English, c. 1370, Gloria, Amen, (Deller) from BGS 70680  
 
58) Bohemian, c. 1350, Nativity from Vyssi Brod Altarpiece, National Gallery, 

Prague; video:  detail only  
(close Gloria)  

(Here a Nativity from Prague.)  
 
 As such vitality spreads over Europe,  
 
1st 59) Master of the Rohan Hours, 1420(?), Portrait of Louis II of Anjou, 

Bibliotheque Nationale, Paris  
 
two trends appear, complementing the 1400 expansion of consciousness.  One, of the 
court, points (like the works of Chaucer) to Renaissance;  
 
1st 60) Master Bertram, 1379-83, Creation of Animals, Panel from the Grabow (or 

St. Peter’s) Altarpiece, Kunsthalle, Hamburg; video: detail only  
 
the other, of the people, points (like Langland's Piers Plowman) toward Reformation.  
Both feature in Froissart's History.  
 
2nd 59) French, c 1360, Portrait of John the Good, Louvre, Paris  
 
 This 1360 portrait of John the Good of France suggests, in Froissart, the pre-
Renaissance ruler, Count Gaston de Foix, who combines Frederick II's political boldness 
with the devotions of a faithful son of the Church.  "More gallant deeds of arms," he says, 
"have been performed within these last forty years, and more wonderful things have 
happened, than for three hundred years before."  
 
2nd 60) Master Bertram, same alterpiece, Rest on the Flight to Egypt, Kunsthalle, 

Hamburg; + V detail 
 
 While all over northern Europe, the humbler religious arts (here Meister Bertram, 
1379) draw from Gothic itself the simple humanity and active piety which spoke in the 
Peasants' Revolt in England, 1381.  "The mischief," says Froissart, "was all through the 
too great comfort of the commonality."  
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A crazy priest of Kent, John Ball, excited crowds in the market place:  
"My good friends, matters cannot go well in England until all things 
shall be in common.  Are we not all descended from Adam and Eve?  
Yet by our labor they support themselves in pomp... We must 
ourselves seek to amend our condition.  

 
a61) Le Mans, 14th-15th cent., South Transept with window (CGB '74)  
61) French Gothic, early 14th cent., Rose and Lancets of North Transept, Amiens  
a62) Amiens, 14th-15th cent., South Transept, with window (CGB '76)  
 

Music: Ars Nova (French?), c. 1320, Opening of Gloria, Messe de Tournai, 
SAWT-9517  

 
 The change to the 14th century is least felt in architecture — that high Gothic 
soaring over town-center hard to supercede.  Though construction went on, and transepts 
especially, at Beauvais, Le Mans, this north window at Amiens, display a lighter openness 
a bolder filigree.  In music, the Gloria of the Tournai Mass about 1320, initiates that 
brilliance.             (fade Tournai Gloria)  
 
 But the masterpiece of French Ars Nova is the Mass Guillaume de Machault 
wrote late in life (some like to think for the 1364 Coronation of Charles V —  
 
62) Albi, Southern France, 1282-1365, Cathedral interior (painted 1500-10)  
a63) Hannequin de Bruges and Nicholas Battaille, c. 1373-81, Apocalypse Tapes-

tries, 41st scene, Chateau d'Angers, France  
63) Same, detail of the 7-headed beast  
 
about when this vaulting of Albi was carried through in Italian Gothic — its polychrome 
completed after 1500).  Machault too had learned from Italy, as from the French Ars 
Nova of de Vitry.  His Mass thews the organa of Notre Dame with the rhythm of quavers 
against wholes, and with that double-leading-tone chord, by which the entire Credo is 
fiercely punctuated — its cadences, as in Jacobo da Bologna, a bi-tonal homing-in on 
both tonic and dominant (here Deller).  
 

Music: Machault, c. 1364(?), Mass, from Credo "Et in unum... saecula", 
(Deller) BG-LM 1 SD     (fade Deller) 

  
Stirring, with the isorythmic acerbities so stressed in De Van's older recording, to 
associate the Apocalypse tapestries of Angers, late-Gothic at its most forceful, hung 
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between two realities — medieval symbol blazoning the art-force of concrete Rebirth.  
Thus the tremendous Amen which closes the Creed.  
 
a64) Same Angers school, Angel from an Apocalypse, Palace of the Legion of 

Honor, San Francisco, California  
64) Again Hannequin and Battaille, Fall of Jericho, Angers  
64a) Angers Tapestries continued, Fall of Fire  
a65) Same, St.John and beast, left detail of 65 to follow  
65) Same, St. John, Beast and Woman, whole 
 

Music: Guillaume de Machault, Messe de Notre Dame, close of Credo, (De Van) 
AS-3        (end De Van)  

 
Va66) Video pans first to the Woman, from right side of 65 
66) Double:  [A] Angers Tapestries, from 65, closer detail of the Woman; and 

[B] Franco Flemish, c. 1400, Crescent Madonna, from Philip the Bold's 
Prayer Book, Brussels; + video 66B, and slide, 66A)  

 
 Yet the designer Bondol, who so far sacrificed softness to Apocalyptic strength, 
was, like Machault, in touch with that other advance of late Gothic.  So his Virgin seated 
on the moon and crowned with stars (left) slightly yields to the Flamboyant grace which 
by 1400 would perfect a flower-ultimate:  this Crescent Madonna (right) from the Prayer 
Book of Philip the Bold.  Thus even Machault's driving Creed relents for the "Ex Maria 
Virgine."  
 

Music: Machault, Mass, cont., Ex Maria,  from Credo, AS-3    (fade) 
 
 Indeed, this Gothic Mass, in a contrasting performance by the lyrical Cape group, 
lures to that other pole —  
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67) Giottino(?), c. 1360, Pieta Uffizi (CGB '59); video:  close detail only  
 
the rich humanization of mood flowing from 1360 Florence  
 
68) French late-Gothic, c. 1375, from Altar Frontal of Narbonne, Pieta and 

Harrowing of Hell, Louvre, Paris  
 
and generating in many northern centers (here the altar frontal of Narbonne), a passionate 
harmony of God in the world.  Such is the homely wonder by which, in Langland's 
Vision, Piers the Plowman becomes Christ,  
 

Come with a cross before the common people.   
And right like in all limbs to our Lord Jesu.  

 
2nd 67) Again, Giottino, Pieta, central section (CGB '59); first, video of the whole, 

from 1st 67 
 
 So the softer Machault:  
 

Music: Machault, Mass, lst Agnus, (Cape, etc.) ARC-3032    
 
2nd 68) Again from Narbonne Frontal, detail of Pieta; video adds V66B  
2nd 68a) Again, B of 66, Crescent Madonna ('95 insert) 

(end 1st Agnus) 
a69) Bohemian, 1348 (completed in the 19th cent.), Karlstejn Castle, SW of 

Prague  
Vb69) Same, interior, Chapel of the Holy Cross  
c69) Master Theodoric, c. 1364, Church Father, Karlstejn Chapel  
69) Master Theodoric, c. 1363-65, Magi, detail of Mary and Child  
69a) Same, closer detail of the face of Mary, Karlstejn Chapel  
 
 In the visual arts, the center of that ripe Incarnation was probably the Prague into 
which the reformer Hus was born.  The works Master Theodoric painted in the Holy 
Cross Chapel there just before 1365 seem, by their shadowing and touch of flesh, of a 
later date.  
 

Music: Jan of Jenstejn, c. 1385, Decet huius cunctis horis, with Bourdon, 
(Deller) BG-680 (last 2 stanzas with Amen)   (close) 
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Yet what they attest was happening all over Christian Europe:  the timeless mystery was 
being reenacted in the immediacy of here and now.  Thus, from the late century, this 
melodious sequence on the Visitation by Jan of Jenstejn, Archbishop of Prague, with 
improvised Bourdon, filling out the progressions of triadic chords.  
 
70) Bohemian, c 1395, Limestone of St. Peter of Slivica, detail, National Gallery, 

Prague  
70a) Same, detail of the face  
 
 In this Bohemian Peter about 1395, by a nameless master, we have quietly turned 
— within faith itself — from the hierarchic severity where Gothic began, to a kind of 
Brotherhood of the Common Life — that lay-community and school founded in the Low 
Countries about 1380, where Thomas à Kempis and Cusanus and Erasmus would be 
trained — a Christ Imitation as heartfelt as the words of John Hus from Constance:  
 

I entreat you, as touching the truth of God, which I did preach and 
write from the utterances of the saints, that ye cleave fast to it... I 
entreat the lords to show mercy unto the poor, and be righteous 
towards them.  I entreat citizens to conduct their trade righteously... I 
entreat teachers that, leading godly lives, they may instruct their.pupils 
faithfully... I entreat you to love one another, to suffer not the good to 
be oppressed by violence, and to grant truth unto all...  
 
 I have written this letter to you in prison in chains, awaiting on the 
morrow to be condemned to death, having full hope in God, that I may 
not swerve from the truth of God... In what gracious manner the Lord 
God is with me amid sore temptations, ye shall know when we meet in 
His presence in joy...  

 
 We have come midway in the journey of the West.  To sense the import of this 
threshold, we frame it in a sequence of heads —  
 
71) Carolingian (Swiss), 9th cent., Apostle from Johanneskirche, Müstair, Grisons  
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with musical closes, where the tonal dynamic mounts toward the assertion by which the 
West would revolutionize the world.  
 
 And first, in seeming denial of what is to follow, the Gregorian cadence (Kyrie, 
4th mode) avoids the tensile quest of tone-center, as this 9th-century apostle of Müstair 
dissolves all claims of earth and self in an aether of God-hope.  
 

Music: Close of Kyrie III (Pentecost Mass), Solesmes, Decca 7543  
 
72) French Gothic, c. 1260, Phillipe II (August) detail, Rheims  
 
 Later Romanesque and Gothic launch the arrow of creative act:  Thomas Aquinas:  
"This is the earthly goal of man... that upon the tablet of the soul the order of the universe 
and all its parts may be enrolled."  In King Philippe II of Rheims, (13th century), as in 
Perotin's rhythmic organizing over stretched-out Gregorian, already, within the tightening 
of creed — its first viable road — the Western gold rush is on.  
 

Music: Perotin, c. 1220(?), "Viderunt," close, lst Quadruplum, Rokseth 
Memorial Album, O.L. 230-31 

 
73) Bonino da Campione, Barnabò visconti Tomb Milan, bust of 47 above  
 
 So much so that sequent modifications seem mere changes of style — the 14th-
century defiance of Dante's heroes stretching the bounds of hell.  Thus the double-
leading-tone cadences of Ars Nova, with this detail from the equestrian already seen, the 
armored Visconte of Milan.  
 

Music: Gherardellus, c. 1350, Caccia, close (Cape etc.) ARC 3003  
 
74) Donatello, 1447-53, Gattamelata, detail, Padua; video:   head only  
 
 By the 15th century of Donatello and of Dufay's Mass L'homme armé,  the Armed 
Man, the fullness of incarnate self operates in a last Machiavellian cleavage — temporal 
giants emergent in the old creed.  
 

Music: Dufay, c. 1460(?), close of Hosannah, Messe "L'Homme armé," 
Ducretet-Thomson 320 c 108  

 
 That first assurance was insular.  
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75) Alesandro Vittoria, 1586, Bust of Doge Niccolo da Ponte, Seminario, Venice  
 
 The Venetian, closing a tragic century of philosophic struggle and religious war, 
deploys its somber powers more vastly in the music of Gabrielli, the universal realism of 
the art of 1600.  
 

Music: Giovanni Gabrielli, 1615, In Ecclesiis, close, Angel S-36443  
 
76) Andreas Schlüter, 1704, Bust of Frederick II of Hesse, Schloss, Bad 

Homburg; video:  detail only  
 
 And still the proclamation would be, if not heightened, fleshed and inflated to the 
1700 breaking point of heroic virtú:  Schlüter's Elector of Hesse, with a tympanic 
ultimatum from Lully's Te Deum.  
 

Music: Lully, c. 1670, Te Deum, close, London, DTL 93043  
 
77) David D'Angers, 1838, Bonaparte, bronze, Angers Museum  
 
 Even there the compulsive ardor did not peak, but rose, after the trough of 18th-
century manners and mockery, to the breaking wave on which the art, thought, and music 
of the time of Napoleon  
was borne —  
 

Music: Beethoven, 1817-24, Ninth Symphony, Finale, close, (Weingartner) 
Col. SL-165  

 
78) N. Korean, 1974, Opera photo: "Fate of a Self-defense Corps Member"; video:  

detail only  
 
a frenzy of expectation, of utopian demand, which would exorcise, by the export zeal of 
Marx, all over the East and rising Third World, the vestiges of ancient adherance — as in 
Malraux's La Condition humaine — the last opium dream of quietist refinement.   
 
79) Italian, 13th-14th cent., Towers of San Giminiano, through Fall trees, 

Tuscany; + V detail  
79a) Another view of the same towered town  
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 How the future kindles in the 1300 departures of Italy: — When the horn sounds, 
like Roland's, in Dante's Inferno —  
 

...io senti' sonare un alto corno  —  
 
and through the dusk the giants who stormed heaven seem, over the rim of lower hell, 
such towers as bristled all Italy then in the rivalry of pride (preserved in the fossilized city 
of San Giminiano, here through autumn leaves)    
 

as error fled, fear grew upon me...  
Like Montereggion of the twelve towers,  
rose, half-sunk in earth, the terrible Giants,  
whom Jupiter still threatens when he thunders — (CGB) 

 
torregiavan di mezzo la persona  
li orribili giganti cui minaccia  
Giove del cielo ancora quando tuona —  

 
San Giminiano, where Dante went as ambassador before he was banished — how it casts 
a time-shadow:  
 

Here and higher we have set our stamp  
All over the rock island of Manhattan.  

 
 Prophetic as Petrarch's invoking God for his Italy:  
 

Saviour, hear my plea:  
By the pity that brought you down,  
Give this earth your care,  
Our blessed human shore;  
And may your truth here sound —  
Such as I am — through me.  (CGB) 

 
80) Bonino da Campione, mailed fist of Bernabò Visconte, close detail of the 

horseman of 46  
80a) Same statue, detail of horse and rider (after an intermediary video detail)  
 
 It is less the mailed fist (the German word Faust) of the Visconti twice seen, than 
the spirit, energized over the polarity of the embodied Kingdom, the Word working in the 
world ("In the beginning was the Deed").  If that is the war of which Petrarch said there is 
no worse, what can we do but sing — Ars Nova — "Benedicamus Domino"?  
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Music: Italian, mid-14th cent., Benedicamus domino, beginning and end, 

SIC-6052  
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