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SYMBOLIC HISTORY 
Through Sight and Sound 

 
19.  1600:  The Tragic Divide (Shakespeare) 

 
 
a1) Michelangelo 1536-41, The Last Judgment, detail, Sistine Chapel, Vatican, 

Rome  
For 1st 1) 
 Cornelis van Haarlem, by 1588 (copy?), two followers of Cadmus devoured bv 

a dragon, Ovid Metamorphoses, III 1-151, National Gallery, London 
 
 It is current to think of history as made by those who enact it;  
but enacted, it builds a landscape of the causal must-be:  "there is special providence in 
the fall of a sparrow.  If it be now, 'tis not to come."  
 
 In that topology of spirit, there are watersheds and mountain divides — none more 
charged, "twixt...extremes of passion," than that through which the arts and thought, the 
very space and humanity of the West, passed around the century mark of 1600.  
 
 That range, which is the apocalyptic inturning of Renaissance pride and power,  
 
For 1st 2) El Greco 1608-14, view and map of Toledo, detail, Museum, Toledo  
 
El Greco scaled in painting, Giordano Bruno in flaming act and word:  "He who in 
himself sees all things, is all things."  
 
 In poetry, the radical violence of Marino, Gongora, de Sponde and Donne finds its 
height and depth  
 
For 1st 3 and 2nd 2) 
 El Greco c. 1610?, view of Toledo, Metropolitan Museum of Art, New York 

City (video:  detail only) 
 
in the storm and madness of Shakespeare's King Lear: 
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     Let the great gods  
That keep this dreadful pother o'er our heads  
Find out their enemies now.  Tremble thou wretch,  
That hast within thee undivulged crimes,  
Unwhipped of justice.  Hide thee, thou bloody hand;  
Thou perjured, and thou simular of virtue  
That art incestuous.  Caitiff, to pieces shake,  
That under covert and convenient seeming  
Has practiced man's life. 

 
2nd 1) El Greco 1610-14, St. John's Vision: the Fifth Seal, Metropolitan 

Museum of Art, New York City (CGB '74); first, video detail  
3rd 2) Same, close detail of figures, center (CGB ‘74) 
2nd 3) Same, of figures to the right (CGB '74) 
 

Music: Gesualdo 1611, Aestimatus sum, opening. (Craft) Col. Y 32886  
 

    Close pent-up guilts  
Rive your concealing continents, and cry  
These dreadful summoners grace.  I am a man  
More sinned against, than sinning...  

 
 In music. the chromatic venture is at its peak in Gesualdo da Venosa — here from 
the 1611 Responsories.  
 

(on "liber")  
Va4) Same, Vision (CGB '74; upper spread of 2nd 1)  
4) El Greco, 1605, Adoration of the Shepherds, Metropolitan Museum of Art, 

New York City  
4a) El Greco, 1612-14, Adoration of the Shepherds, Predo, Madrid; copy in  

Metropolitan Museum of Art, New York City 
(fade Gesualdo)  

 
 In El Greco after 1600, Apocalypse and Nativity stir the same frenzy.  So in Lear 
the comic and tragic are fused and transcended.  With Lear going mad:  "Hast thou given 
all to thy two daughters?  and art thou come to this?"  Edgar pretending to be mad: "This 
is the foul fiend Flibertigibbet:  he begins at curfew and walks till the first cock"; the Fool 
clowning like a madman:  "Prithee nuncle. be contented; 'tis a naughty night to swim in" 
— we are caught in the delirium of a chromatic capriccio, where sorrows lighten with 
electrical play.  
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5) French, Tapestry, c. 1510, Sight, from The Lady and the Unicorn, Cluny, 

Paris; + V detail 
V5a) Same, from Lady and Unicorn Tapestries, Hearing (video:  detail only) 
 
 In that crucible of transformations the dreaming thin idealism of the Gothic past is 
consumed — the 1500 poignance of The Lady and the Unicorn, with de la Rue's 
"Incessantly my poor heart laments":  
 

Music: Pierre de la Rue, c. 1510(?), Incessament mon povre cueur 
lamente,  (Cape) EMS 213  

 
a6) Poussin, c. 1628, Inspiration of the Poet, right detail, Louvre, Paris  
6) Same, whole (video takes these from a lighter slide, V6) 
 
and is reborn in the spatial earth and human confidence of the Baroque: 
 

Music: Louis Couperin 1650-60(?) from Chaconne, Suite in D, Leonhardt, 
VICS-1370  

 
Louis Couperin's chordal celebration of our mastery — like Rubens, like this Poussin, 
pride made art, art ripened into pride.  The deities praised in Cymbeline are temporally 
responsive, temporally benign:  
 

    Laud we the gods,  
And let our crooked smokes climb to their nostrils  
From our blessed altars.  Publish we this peace  
To all our subjects...  

(fade Couperin) 
 
a7) S. Vouet Tapestry, 1627, Finding of Moses, Louvre, Paris; + V detail 
b7) Arras Tapestry, c. 1430, Offering of the Heart, Cluny, Paris  
c7) Again a7, Vouet Moses (video:  detail only) 
7) Double:  [A] Arras Heart, b7; and [B] detail of Vouet Moses, a7 
 

Music: Dowland, 1600-04, Lachrimae Antiquae pavan, viols and lute, 
VICS-1338  

 
 It is the contrast I experienced long ago at a tapestry exhibit in the Metropolitan, 
where, standing at the portal of two rooms — in one the dreaming flatness of late Gothic 
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(this most refined allegory of The Offering of the Heart), in the other the Cartesian vaunts 
of Baroque (this 1627 Finding of Moses, designed by Vouet and woven in the pre-
Gobelin factories of the Louvre) — I thought of Shakespeare (with the musical glory he 
invokes, this Dowland) a bridge over that style-gap, as between two separate civilizations, 
though indeed they were one; the grandchildren of the first manor could actually have 
been working in the second.           (fade Dowland)  
 
8) English, c. 1590(?), Elizabeth I, "Ditchley Portrait," National Portrait 

Gallery, London; + V detail 
8a) Jacobean, 1607-11 ff., Robert Lyminge (for Robert Cecil, Earl of Salisbury), 

The Library, Hatfield House, Hertfordshire 
8b) Again 8, Elizabeth I (video:  detail only, from 8) 
 
 So Elizabeth stands on her island between the Gothic flatness and the opulence to 
follow —  
 

This... demi-paradise...  
This precious stone set in the silver sea...  
Against the envy of less happier lands...  

 
The Armada cloud is at her back, before her the sunlit calm of Good Hope, which the late 
plays wrest from storm and ignorance, "these surges/ Which wash both heaven and hell."  
Thus Bacon in the New Atlantis:  
 

The end of our foundation is the knowledge of causes... and the 
enlarging of the bounds of human empire, to the effecting of all things 
possible.  

 
Though the pictorial flatness reminds us how far the Medieval stars still ruled over 
Shakespeare's nativity.  
 
9) Elizabethan, late 16th cent., Sheldon Tapestry, rural pleasures (video:  two 

details only, one from V9a) 
 
 His early songs, Sheldon tapestries, the plaintive turns of lute and virginals 
(Farnaby's "Dreame," "His Rest") carry the inconsequent bright awakening through the 
century:  
 

Music: Giles Farnaby, c. 1590(?), "His Dreame," (Dolmetsch) Col 5713  
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When daisies pied, and violets blue,  
 And lady-smocks all silver-white,  
And cuckoo-buds of yellow hue,  
 Do paint the meadows with delight,  
The cuckoo then on every tree  
Mocks married men, for thus sings he,  
       Cuckoo.  
Cuckoo, cuckoo.  O word of fear,  
Unpleasing to a married ear.  

(cut Farnaby)  
 
a10) Rubens, c. 1608(?), Samson and Delilah, National Gallery, London (video:  

detail only) 
10) Rubens, c. 1608, Mulay Ahmad, Museum of Fine Arts, Boston; first, V detail 
10a) Tintoretto, 1579-81, Temptation of Christ, Sala Grande, Scuola di San Rocco, 

Venice 
 

Music: T. Tomkins, published 1622, from "When David Heard," Odyssey 
32 16 0171  

 
 But Shakespeare died in the volitional grandeur he helped to form — as of 
Tomkins' Absalom or of this Mulay Ahmad painted by Rubens five years after Othello 
had dignified his own crime and self-punishment:       
       (fade Tomkins)  
 

It is the cause, it is the cause, my soul —  
Let me not name it to you, you chaste stars  —  
It is the cause...  

 
And say besides, that in Aleppo once,  
Where a malignant and a turbaned Turk  
Beat a Venetian and traduced the state,  
I took by th' throat the circumcised dog,  
And smote him — thus.  

 
 But such human power still walks the symbolic stage, as in old moralities, 
between a star-fretted heaven and the cellar traps of hell.  The expanded Renaissance 
earth  
 
al1) Giselbertus, 1130-40, detail of Weighing of Souls from the Last Judgment, 

Cathedral of Autun, Saone-et-Loire  
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b11) Hans Reichle, 1602-07, Lucifer detail, bronze St. Michaels' Group, façade of 
Zeughaus, Augsburg  

11) French Romanesque, c. 1075, Soul between Devil and Angel, St. Benoit sur 
Loire 

 
reels under the Dark Age battle.  It is that demi-devil Iago, the negation of Jahwe's "I am 
that I am," who has so ensnared Othello, body and soul, that he cries for the lash of fire:  
 

   Whip me ye devils  
From the possession of this heavenly sight...  

 
On the same "bank and shoal of time" where flights of angels are to sing the sweet Prince, 
Hamlet, to his rest, Lady Macbeth, summoning spirits to take her milk for gall, goads her 
tempted thane to "jump the life to come."  
 

Banquo:  
The instruments of darkness tell us truths,  
Win us with honest trifles, to betray 's  
In deepest consequence.  

 
 From the earliest carvings of Romanesque,  
 
12) Hieronymus Bosch, 1500-02, Good and Evil Angels, detail of the Haywain, 

Prado, Madrid; + V closer details 
12a) Same, entire Triptych (video:  center panel only, from V12a) 
 
to 1500 Bosch and beyond, the reappearing pair of Good Angel and Bad from the scaffold 
of God and the scaffolds of World, Flesh, and Belial attend Mankind in The Castle of 
Perseverance.  Even Marlowe's Faustus sits in his study between the same prompters:  
 

Good:   
Faustus, repent, yet God wil pitty thee...  
 

and the Evill:  
 

Ay, but Faustus never shal repent.  
 
 In Shakespeare the Medieval ground lies most exposed in the early Histories — 
Hastings:  
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O momentary grace of mortal men,  
Which we more hunt for than the grace of God!   
Who builds his hope in air of your good looks  
Lives like a drunken sailor on a mast.  
Ready, with every nod to tumble down  
Into the fatal bowels of the deep.  

 
13) El Greco, 1578, Adoration of the Holy Name, The Escorial, Spain  
13a) Same, detail lower right (while video shows from 13:  first, upper half, then 

two lower details, then the whole); 13a is from El Grecol's Sketch, National  
Gal.lery, London.  

 
Music: Pomponio Nenna, c. 1610(?), Tenebrae, Responsoria, Nonesuch 

H-71277  
 
 In that ghostly forehall to the Day of Wrath (chromatic now with all Pomponio 
Nenna shared with Gesualdo), El Greco's Philip II (though cushioned) prays to the Holy 
Name, over the Leviathan mouth of hell.  Mad Tom:  
 

Nero is an angler in the lake of darkness.  Pray, innocent, and beware 
the foul fiend.  

 
For both Lear and Gloucester the turning point is prayer:  
 

Poor naked wretches, wheresoe'er you are...  
   ...I have ta'en 
Too little care of this!  

 
and:  
 

   Heavens, deal so still,  
Let the superfluous and lust-dieted man  
  ...feel your power quickly.  
So distribution should undo excess,  
And each man have enough.  

 
Charity itself become Utopian!  
 
14) El Greco, c. 1610, Laocoön, National Gallery, Washington D.C. (CGB '75); 

+ V upper left detail 
14a) Same, Laocoön, center detail (CGB '75); video returns first to 14 
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 Under a conscious pagan surface of plural gods and daemonic nature —   
       (skip in Nenna to "Exclamans")  
 

As flies to wanton boys, are we to the gods;  
They kill us for their sport —  

 
and far transcending the opposite tragic truth, the wheel of retributive justice —  
 

The gods are just, and of our pleasant vices  
Make instruments to plague us —  

 
Lear more than any other play builds a Christian mystery of love out of humbled pride:  
 

   Men must endure  
Their going hence, even as their coming hither;  
Ripeness is all.  

 
 From the same time, El Greco's Laocoön turns the Homeric fable and recovered 
Hellenistic carving to a sacred involvement of the human family in the toils of the god-
snake.  
 
15) Same, closer detail of Laocoön (CGB '75); with video details (also from V15a 

and 14) 
 

Gloucester:  
Let me kiss that hand —  
 

Lear:   
Let me wipe it first, it smells of mortality.  

 
But can El Greco's fevered art rise with Lear through Christ and the woman taken in 
adultery:  
 

Thou rascal beadle, hold thy bloody hand;  
Why dost thou lash that whore?  

 
to the old king's waking in Cordelia's care?:         (close Nenna) 
 

   Do not laugh at me,  
For as I am a man, I think this lady  
To be my child Cordelia... Pray you now,  
Forget and forgive; I am old and foolish.  
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16) Jacob de Gehyn II, 1603, Devil Sowing Tares, pen and ink, Staatl. Mus., 

Berlin  
16a) Bertoia Parmese, 1570-72, Judgment of Paris, detail, National Gallery, 

Washington D.C. (CGB '75) 
 
 On Shakespeare's stage, as in any perspective field by his contemporary Jacob de 
Gheyn, the devil may be sowing symbolic tares.  Where is the cave in Macbeth called 
Acheron? is Hamlet mad or sane? how does the 24 hour action of Othello go with the 
time implied: "What keep a week away, a month"; "The deed of shame with him a 
thousand times committed" — in 24 hours?  If these flights rest on Medieval 
earthlessness, they show such mastery of earth's dimensions as the spatial foreshortenings 
of Tintoretto and the Mannerists.  Where the causal mingles with the symbolic, the 
dramatic why broods "yet hanging in the stars."  
 
17) English late 13th cent., Harlech Castle, Wales; first, V detail  
 

Music: 13th cent., In Seculum Artifex, "Jolly Minstrels," VICS-10049  
 
 The history Shakespeare chronicles begins with King John, 1200, a time when 
even the secular held the chivalric distance of sacred surrender.  If the crisis of tragedy in 
Shakespeare is a crisis in Christendom, what it requires (over the Judgment ground) is a 
world-affirming grandeur as far from Harlech Castle as is 13th-century song from chordal 
pomp or the mighty line.  

(fade In Seculum)  
 
Va18) Jacobean, 1607-11 (Robert Lyminge), Hatfield House, South Front (detail), 

near London (slide show substitutes a18, Hardwick Hall, 1590-94, South 
Front)  

Vb18) Same, Hatfield, interior, The Long Gallery  
18) Again, a18, Hatfield exterior, wider view 
 

Music: William Byrd, c. 1600(?), In Nomine à 5, (viols, Jaye) Turnabout, 
TV 34017 

 
 Whereas in the history plays, everything from Constance Plantagenet —  
 

Here I and sorrows sit,  
Here is my throne, bid kings come bow to it —  
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to the fall of Wolsey —  
 

    I have ventured,  
Like little wanton boys that swim on bladders,  
This many summers in a sea of glory —  

 
might be enacted in the Jacobean courtyard of Hatfield House to the swelling harmonies 
of a Byrd In Nomine.     (fade Byrd)  
 
19) Limbourg Brothers, 1413-16, February, Tres Riches Heures, Chantilly; 

+ V details 
 
 Yet for all his vastness, Shakespeare is happy heir to the naive vitalities of Gothic:  
this Limbourg winter, the birds, the drifted road, the woman blowing her nails:  
 

When icicles hang by the wall,  
 And Dick the shepherd blows his nail,  
And Tom bears logs into the hall,  
 And milk comes frozen home in pail,  
When blood is nipped and ways be foul,  
Then nightly sings the staring owl,  
  Tu-whit, tu-who,  
  A merry note.  
While greasy Joan doth keel the pot.  

 
20) Flemish MS, c. 1510, February, Grimani Breviary, St. Mark's Library, 

Venice; + V detail 
 
 The Grimani variation moves a hundred years toward the fulness of Shakespeare's 
nature and clowns:  
 

When all aloud the wind doth blow,  
 And coughing drowns the parson's saw,  
And birds sit brooding in the snow,  
 And Marian's nose looks red and raw.  
When roasted crabs hiss in the bowl,  
Then nightly sings the staring owl,  
  Tu-whit, tu-who,  
  A merry note,  
While greasy Joan doth keel the pot.  
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 By Shakespeare's birth that Gothic observation was opening  
 
21) P. Brueghel, 1565, Hunters in the Snow, Kunsthistoriches Museum, Vienna 

(CGB '59)  
21a) Same, detail of bird and mountains, upper right  
21b) Same, detail of hunters, lower left  (CGB '59) 
 
to the recess of Brueghel, the foreground hill dropping to a valley under snow peaks and 
the bird's wing, a funnel of force into which we, like the hunters, are drawn.  
 
 So the winter of Gawain and the Green Knight, 1390 —  
 

When clear cold water, shed from the clouds,  
Froze before it could fall to the fallow earth...  
And clattering from the crest the running stream  
Hung over his head in hard icy-ikkles — 

 
broadens through Douglas, 1510 (CGB): 
 

Over crags and dark brows of the broken rocks  
Hung long icicles like giant hoary locks...  
And the wild geese also were clacking and crying,  
In the dark night above the city flying;  

 
through Sackville's 1563 Induction,  
 

The naked twigs were shivering all for cold,  
 
And Spenser's Winter,  
 

Chattering his teeth… 
Whil'st on his hoary beard his breath did freeze,  

 
to  Shakespeare's:  
 

    ...the icy fang  
And churlish chiding of the winter's wind...  

 
22) P. Brueghel, 1568, Peasant Dance, detail of piper, Kunsthistoriches, Museum, 

Wien; video:  first, central detail from the whole, see Va22 
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 All over Europe, as the Renaissance deepens, the features of Shakespeare's world 
take form:  folk life in Brueghel gaining in volume, as from mystery plays and farces, 
through Rabelais, toward Sancho Panza, Bottom, Dogberry:  
 

Come hither neighbor Seacoal… You are thought here to be the most 
senseless and fit man for the constable of the watch.  Therefore bear 
you the lantern.  This is your charge.  You shall comprehend all 
vagrom men...  

 
23) Elsheimer, 1609, Night Flight to Egypt, whole, Alte Pinakothek, München  
23a) Same, Night Flight, detail of sky (cf. Giants 80; while V takes a detail from 

23) 
23b) Rubens, 1637-40, Landscape by Moonlight, Courtauld Institute; + V detail  
23c) Again 23, Elsheimer, Night Flight, cropped (CGB '59) 
 

Music: Dowland 1612. From Silent Night, close, (Deller) SRV-306 SD  
 On the Keplerian divide of 1600, German Elsheimer turns nature to an infinite 
starry dark, a Sidereal Messenger, as rich and Italianate as the chromatics of Dowland's 
"From Silent Night".  
 
 Hard to realize, in the nocturnal glory of the Juliet balcony scene:  
 

But soft, what light through yonder window breaks? 
 
that the only scene-painting is in Romeo's vow:  
 

   by yonder blessed moon...  
That tips with silver all these fruit tree tops.  

 
A description slightly extended in The Merchant of Venice:  
 

The moon shines bright.  In such a night as this,  
When the sweet wind did gently kiss the trees,  
And they did make no noise...  

 
and  
 

Look how the floor of heaven  
Is thick inlaid with patens of bright gold.  

(end Dowland)  
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24) Mantegna, 1474(?), Gonzaga Court, Ducal Palace, Mantua; first, V detail 
 
 To nature must be added the Renaissance court, jester (here dwarf) and all.  It 
begins, with Mantegna's 1474 fresco of the Gonzagas, to have the right Twelfth-Night 
look, the combined retinue, if Duke Orsino had married the Countess Olivia.  
 
a25) Titian, 1532, Cardinal Ippolito de' Medici, Palazzo Pitti  
25) Moretto da Brescia, c. 1525(?), "Alas I desire too much," National Gallery, 

London 
V25a) Veronese (1553-4) Juno pours gold on Venice, Doge's Palace, Venice (CGB '59) 
 
 The individual Claudios and Benedicks first perfect the airs in which even the 
19th century conceived them, when the followers of Giorgione — Titian, Lotto, Moretto 
— painted such portraits as this inscribed: "Alas, I desire too much."  Not only The 
Merchant of Venice, where Portia is the golden fleece and everything hinges on gold, not 
only Shakespeare, but the whole northern late Renaissance is artfully Venetian.  
 
26) P. Pourbus, c. 1580(?), Court in a Park, Wallace Collection, London; 

with V details 
 

Music: Morley, 1595, Now is the month of Maying, Westminster XWN 
18764  

 
 Like a Morley "fa-la-la," Pieter Pourbus blends north and south in this mannered 
banquet in a park, 1581, as if the jester Touchstone had lured all the "country copulatives" 
to an As You Like It hymen, by Jaques’ "ducdame" burden — an "invocation to call fools 
into a circle."          (cut Morley)  
 
a27) N. Hilliard, 1572, Man aged 24, Victoria and Albert Museum, London  
27) Hilliard, c. 1590(?), George Clifford, National Maritime Museum, Greenwich; 

+ V detail 
27a) Hilliard, 1588, "Shakespeare as Mercury," Victoria and Albert Museum, 

London  
27b) Hilliard, c. 1585, Sir Walter Raleigh, miniature, National Portrait Gallery, 

London 
 

Music: William Byrd, c. 1590(?), Wolsey's Wilde. Landowska, G-AD 1014 
(78)  
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 In England the same blend produces the best match for the airier moods of 
Shakespeare.  Hilliard expresses as finely as anyone the high Platonic idealism which 
lingers somehow from the Lady of the Unicorn and the Offering of the Heart:  
 

Romeo: 
I dreamt my lady came and found me dead —  
Strange dream that gives a dead man leave to think, 
And breathed such life with kisses in my lips,  
That I revived and was an emperor.   
     (Romeo and Juliet, V, i)  

(fade Wolsey's Wilde)  
 
If only we could find (like a chest of old viols) actors so clean ("speak the speech... 
trippingly... beget a temperance that may give it smoothness"), perhaps even Hamlet 
could be restored to the veiled nuance of consort-tone, with which the revival of early 
instruments has blessed the harmonies of Byrd.  
 
28) English, c. 1590, Tomb of The Good Earl of Warwick, St. Mary's, Warwick  
28a) English Tomb Effigies, c. 1576, Monument to Alex Denton, d. 1576, and his 

first wife Anne, died in childbirth, 1566, Hereford Cathedral, South Transept 
(CGB '84)  

28b) Again 28, Earl of Warwick tomb, detail 
 

Music: William Byrd, c. 1590(?), Earl of Salisbury Pavan, viols, G-DB 2416 
(78)  

 
 In death as in life a dignity, ultimate containment of the tragic storm:  
 

     O here  
Will I set up my everlasting rest;  
And shake the yoke of inauspicious stars  
From this world-wearied flesh...  

 
The agony of Marlowe's Faustus returns to the choral ground:  
 

Cut is the branch that might have growne full straight,  
And burned is Apollowes Laurel bough...  

 
Even in Lear a moral order survives in which the gored state can be maintained.  Like this 
effigy of Warwick, Wolsey carries nobility into the grave.  
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   I feel within me  
A peace above all earthly dignities,  
A still and quiet conscience...  

 
29) Hilliard, c. 1590(?), Man leaned against a tree, Victoria and Albert Museum, 

London; + V detail 
29a) Spanish, 1486, Tomb of Don Martin Vasquez de Arce "el Doncel," Siguenze 

Cathedral; + V detail 
 
 It is surely a gift of Shakespeare's "blessed plot, this realm, this England," that the 
dainty groupings of Rosalind and Orlando, Viola, Feste, Orsino —  
 

If music be the food of love, play on,  
Give me excess of it...  
That strain again — it had a dying fall —  

 
could revive, after Lear, in the romance deepening of The Winter's Tale and Cymbeline:  
 

Fear no more the heat o' th' sun,  
Nor the furious winter's rages:  
Thou thy worldly task hast done,  
Home art gone and ta'en thy wages:  
Golden lads and girls all must,  
As chimney-sweepers, come to dust.  

(close Salisbury Pavan)  
 
30) El Greco, 1594-1604, Female Portrait, Johnson Collection, Museum, 

Philadelphia  
30a) Double:  [A] Botticelli, 1482, Birth of Venus, detail of head, Uffizi, Florence; 

and [B] attributed to El Greco, now to Sofanisba Anguissola c. 1585, Woman 
with Ermine, Stirling, etc., Museum, Glasgow  

 
 Yet also in that island the wormwood of El Greco's "La Desilusionada" had fallen.  
The lightly balanced joy of the early comedies slides into a vortex of evil; the clowns 
thicken to the bawd and pander Pompey Bum:  "Does your worship mean to geld and 
splay all the youth of the city?"  Troilus, "The argument of a cuckold and a whore," 
bequeaths us nothing but Pandarus' diseases.  As if Botticelli's Venus had been infected 
with such a brand as  
 

    takes off the rose  
From the fair forehead of an innocent love,  
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And sets a blister there...  
 
a31) Caravaggio, 1607-08, Beheading of St. John the Baptist, Malta (video:  left 

group only) 
b31) Same, detail, head of old woman  
31) Same, closer detail of left group 
V31a) Double: [A] Caravaggio, 1586-98, head of the Medusa, Uffizi, Florence; 

and [B] El Greco, 1590-1600, Crucifixion, detail, Angel and Magdalen, 
Prado, Madrid  (1996:  this has been replaced in the slide show and video by 
31a, Double:  [A] Caravaggio, 1600, Fleeing youth from Martyrdom of St. 
Matthew, S. Luigi dei Francese, Rome; and [B] El Greco, 1605-10, Stunned 
guards from Resurrection, Prado, Madrid) 

 
 Yet we search in vain for a specific inception of what has been called the 
"Baroque disillusionment" — however the more than Othello rhetoric of dark —  
 

     O heavy hour!  
Methinks it should be now a huge eclipse  
Of sun and moon, and that th'afrighted globe  
Did yawn at alteration — 

 
fan out from Caravaggio's 1600 Rome and Naples.  Earth's betrayal is ubiquitous:  it fell 
on Abelard, Petrarch, Botticelli, Michelangelo, and Spenser, as on Jonson and Donne:  
"all in fragments, all coherence gone."  The pain of Fulke Greville's  
 

If nature did not take delight in blood,  
She would have found more easy ways to good,  

 
appears in Shakespeare's earliest tragedy — and the least resolved — Titus Andronicus:  
 

O why should nature build so foul a den,  
Unless the gods delight in tragedies?  

 
What changes, even with pain, is the style — Caravaggio's Tenebrist weight, against the 
space-dissolving whirls of El Greco.  Is Shakespeare affined to both?  
 
32) Michelangelo, 1492, Battle of Centaurs, Casa Buonorotti, Florence; 

+ V detail 
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 The Florentine embodiment had set the terms for the crisis of 1600.  In 
Michelangelo's beginnings, 1492, year of Lorenzo il Magnifico's death and Columbus' 
discovery, power wars on itself.  heightened and consumed.  The phases of cathartic pain 
— Hybris, Dikê, Soteria — swell toward an incarnate Trinity:  Hegel's Fathering Idea, 
alienating Passion, synthesis as Comforter; for Blake the Innocence, dire Experience, 
Renewal of prophetic history.   
 
33) Michelangelo, 1508-12, Adam Created, detail, Sistine ceiling, Vatican 
 
 The dawn hope Michelangelo drew from that Florence:  Pico's human wonder, 
man lifting himself on the wings of choice beyond the stars.  While Shakespeare's early 
rapture is Platonic love, transplanted from the same humanist ground:  
 

Let me not to the marriage of true minds  
Admit impediments.  

 
34) Michelangelo, 1530-33(?), "Young Giant" (1st Captive), Accademia, Florence; 

+ V detail 
 
 But Michelangelo's liberation strikes on a rock of impossibility as hard as any in 
Shakespeare:  
 

Down, down I come, like glistering Phaeton,  
Wanting the manage of unruly jades...  

 
Cover your heads and mock not flesh and blood  
With solemn reverence...  

 
He that hath suffered this disordered spring  
Hath now himself met with the fall of leaf...  

 
a35) Michelangelo, 1542-50, Conversion of Paul, Pauline Chapel, Vatican  
35) Same, detail of Paul 
 
 Pathos and glory fuse:  Michelangelo's Paul thrown down and struck blind by the 
lightning of God.  So Gloucester's reversal in Lear:  "I stumbled when I saw... our mere 
defects/ Prove our commodities."  His dying reunion with Edgar, "His flawed heart... 
burst smilingly," is the clue to Lear's immortal insight. as he dies, that Cordelia is coming 
to life:  "Look on her, look, her lips,/ Look there, look there."  "Upon such sacrifices... the 
gods themselves throw incense."  
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36) Michelangelo, 1542-64, Rondanini Pieta, Castello Sforzesco, Milan; 

first, V detail of Mary's head from 36a 
36a) Same, upper detail 
 

Music: Vicentino, 1567, Heu mihi, opening, Vanguard. HM - 34 SD  
 
 Though it is in his last broken Pieta, from the time when Vicentino first rounded 
the chromatic sea, that Michelangelo went beyond what any other artist, in any other 
image, has ever made of tragedy:  
 

No, no, no, no; come let's away to prison:  
We two alone will sing like birds i' th' cage.   
When thou dost ask me blessing, I'll kneel down,  
And ask of thee forgiveness...  

 
      And we'll wear out  
In a walled prison, pacts and sects of great ones,  
That ebb and flow by th' moon...  

(fade Vicentino)  
 
a37) Michelangelo, c. 1539, Brutus, whole bust, National Museum (Bargello), 

Florence (for this color whole, the video uses Va37, a black-and-white detail 
of the face) 

37) Same, Brutus, a black-and-white view of the shoulder and full face 
 
 What broke the Rondanini Pieta, applied an infinite torque, even to revived 
antiquity.  Like Michelangelo's Brutus, Shakespeare's Romans have a flawed grandeur 
unknown to the pagan past.  North's Plutarch:  
 

Antonius spake... Of all them that had slain Caesar.  there was none 
but Brutus only that was moved to do it, as thinking the act 
commendable of itself... the other conspirators... for some private... 
envy...  

 
against Shakespeare:  
 

This was the noblest Roman of them all.  
All the conspirators save only he  
Did that they did, in envy of great Caesar;  
He only, in a general honest thought,  
And common good to all, made one of them.  
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His life was gentle, and the elements  
So mixed in him,  

 
38) Rembrandt, 1661, Conspiracy of Julius Civilis, National Museum, Stockholm; 

first, a video detail, from Va38 
 

          that Nature might stand up  
And say to all the world, this was a man.  

 
 Only the great can parallel the great.  The next depicted conspiracy of such 
magnitude comes from as far after Shakespeare as Michelangelo was before him — and 
in the deepened formal contrasts of Huyghens’ light and shade — it is Rembrandt's 
mutilated Oath of Julius Civilis (Batavians, in this case, against Rome).  
 
39) Roman late Republican, c. 35 B.C., Bust of Mark Antony, Museum, 

Narbonne 
 
 But Antony is the Roman whom Shakespeare most titanically reshapes.  Set this 
Republican bust of him against Cleopatra's praise:  
 

His legs bestrid the ocean, his reared arm  
Crested the world...  

 
or Antony's going off:  
 

Sometime we see a cloud that's dragonish,  
A vapour sometime, like a bear or lion...  
They are black vesper's pageants...  
     thy captain is  
Even such a body...  

 
40) Double:  [A] Roman c. 20-10 B.C., Livia(?) (or Octavia?), Copenhagen; and 

[B] Graeco Roman (Africa) c. 40 B.C.(?), head of Cleopatra, Cherchel, Algeria 
(video also shows 40A singly) 

40a) Single 40B, again Cleopatra 
 
 This matron on the left  — Octavia, or her sister, Augustus' Livia — fits 
Enobarbus' description:  "Octavia is of a holy, cold, and still conversation." (Menas) 
"Who would not have his wife so?" (Enobarbus) "Not he that himself is not so; which is 
Mark Antony... "He will to his Egyptian dish again..."  Against the female policy of 
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Rome, this Hellenized Cleopatra (right), as ideal as sensuous, might give a base for 
Shakespeare's soaring:  "Age cannot wither her."  But for the fatal extravagance of their 
love — "The crown o' th' earth doth melt... O withered is the garland of the war" — for 
images of the sensuous swoon and lethal rapture, "full-drawn, ascendant, like the word 
expire"  
 
a41) Michelangelo, 1520-34, Night, from the Medici Tombs, Florence (detail of 

face from front and below; while video shows profile detail of Va41) 
b41) Same, Night, frontal view of head and torso; while video, Vb41, shows the 

stretched-out body 
41) Same, Night, profile, vertical of head, arm, breast; from which video takes a 

close up, then a frontal head and body from V41a, returning to a profile and 
breast of 41)  

 
(Wilbye's "Draw on Sweet Night") —  
 

Music: Wilbye, 1609, "Draw on Sweet Night," (Deller) Quintessence PMC-
7143  

 
where can we turn but to Michelangelo — the sleeping Night for which he wrote: 
 

Caro m’ é ‘l sonno... 
 
Sleep is dear to me, and better to be stone... 
Therefore do not wake me; alas, speak low — (CGB) 
 
Pero non mi destar, deh: parla basso! — 
 

a carving we can seriously contemplate, even as we read of Cleopatra’s “dateless bargain 
to engrossing death”:         (fade Wilbye) 
 

Give me my robe, put on my crown, I have  
Immortal longings in me.  Now no more  
The juice of Egypt's grape shall moist this lip.  

 
Yare, yare, good Iras; quick.  Methinks I hear Antony call...  

 
I am fire and air; my other elements  
I give to baser life...  

 
    — (O eastern star!)    
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    Peace, peace.  
Dost thou not see my baby at my breast,  
That sucks the nurse asleep?  

 
    — (O break! O break!)     

 
As sweet as balm. as soft as air, as gentle — 
O Antony!  

 
42) Titian, 1538, Venus of Urbino Uffizi, Florence; + V detail (note alternates: 

CGB '59 slide, with gold frame, and without, V42) 
 
 Titian, as different from Michelangelo as Venice from Florence, runs a similar 
threefold course, however richly its phases overlap.  He begins with sensuous delight.  
Though Juliet, Portia, and the rest do not appear on stage in so frank a pose as this, 
Shakespeare shows as much in the double-play which constitutes his bawdry:  
 

What, with my tongue in your tail?  Nay come again  
Good Kate...  

 
We shall ne'er win at that sport, and stake down.  

 
    O that she were  
An open et cetera, thou a poperin pear.  

 
I would I were thy bird. —  
     Sweet, so would I;  
Yet I should kill thee with much cherishing.  

 
43) Titian, 1570-76, Tarquin and Lucrece, Academy of Fine Arts, Vienna  
 
 Titian's later life is a deepening involvement in that tragic century.  By 1570 his 
Tarquin and Lucrezia, in shade and flaming impasto, has more of Othello than of 
Shakespeare's mannered Rape of Lucrece:  
 

Yield to my love; if not, enforced hate,  
Instead of love's coy touch shall rudely tear thee...  

 
44) Titian, c. 1570 ff., Shepherd and Nymph, Kunsthistoriches Museum, Vienna 

(CGB '59) 
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 But a third phase is implicit in those post-tragic works where primordial and 
heroic forms loom through a brushwork like incandescent passionate flakes.  In one of the 
last and greatest of his pictures, Titian returns to the Arcadia of his youth, as if to show, 
with Cervantes in Part II of Don Quixote, the cost of a profound well-being.  This 
pastoral,  
 
2nd 43) Tarquin and Lucrece, detail 
 
with the Lucrece of the same time, might form a Winter's-Tale pair:  from jealous rigor:  
 

   if powers divine  
Behold our human actions, as they do,  
I doubt not then, but innocence shall make  
False accusation blush, and tyranny  
Tremble at patience...  
 
    Look down,  
And see what death is doing —  

 
2nd 44) Shepherd and Nymph, detail (CGB '59) 
 
to the recreated Enna of a shearing feast:  
 

     O Proserpina,  
For the flowers now, that frighted thou let'st fall  
From Dis's wagon:  daffodils,  
That come before the swallow dares, and take  
The winds of March with beauty...  

 
    You gods, look down,  
And from your sacred vials pour your graces  
Upon my daughter's head.  

 
45) Pol de Limbourg, 1413-16, August, Tres Riches Heures, Chantilly (video:  

lower detail only) 
 
 In the brittle poignance of Gothic there was no room for that shadowed 
epithalamium of the conscious heart.  What Pericles calls "the shores of mortality" had 
not been widened for its "great sea of joys".  Between the "naked villainy" and "holy writ" 
of Richard III, a thin soil, vernal with flowers, brightens the rock of our wretchedness.  
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a46) Master of the Rohan Hours, c. 1418-20, Death and Judgment, Bibl. Nat., 
Paris, details of corpse, to which video adds detail of God and whole (Va46) 

46) Double: [A] again, a46, Rohan Master's Death and Judgment; and [B] 
Holbein (Hans the Younger), c. 1525, Dance of Death, woodcuts, The Old 
Woman #19 (video replaces the double with a detail of B, the Holbein) 

 
 The happiness, which in early Shakespeare remains inconsequent — "Lord what 
fools these mortals be" — yields, in 1400 miniatures and poems, at the slightest erosion, 
to the old bleached skull:  
 

The lif of this world  
Is reuled with wynd,  
Wepinge, derknesse,  
And steriinge;  
With wind we blomen,  
With wind we lassun;  
With weopinge we comen,  
With weopinge we passun.  
With steriinge we begynnen,  
With steriinge we enden;  
With drede we dwellen,  
With drede we wenden.  

 
The whole age of faith had voiced that lean tragic ground, yet could not rise to the proud 
forms of tragedy.  
 
 Although from first-Gothic to Chaucer, from this Rohan Hours page to Dürer and 
Holbein, the quickening life pulse sharpens a cadaver-dance and death's head 
contemplation —  
 
a47) Durer, 1521, St. Jerome, Museum Nat. de Arte Antiga, Lisbon  
47) H. Golzius, 1614, "Quis evadit, nemo",  drawing, Pierpont Morgan, New York 

City; + V details 
47a) Giorgione, 1505-10, Sleeping Venus, detail, Gallery, Dresden  
 

Music: Gibbons, 1618, close "Behold thou hast made..." (Deller) VICS-
1551  

 
it is only in the time of Shakespeare (of the verse anthems of Byrd or of this Gibbons), 
when the romance of late-Renaissance has gauded the doublet and plumed the cap, 
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plumped lip and cheek and brightened the eyes of mortality, that the sun of glory, as in 
this Golzius, lures the tragic tulip from the skull:  
 

Why so large cost, having so short a lease,  
Dost thou upon thy fading mansion spend?  
Shall worms, inheritors of this excesse,  
Eat up thy charge?  

 
Only then that Hamlet — as the gravedigger singing  
 

In youth when I did love, did love,  
Methought it was very sweet,  

 
throws up the skull of Yorick, "a fellow of infinite Jest," at whose lips the child-prince 
had hung ("Where be your gibes now?  Your gambols?") — can weigh loss against an 
As-You-Like-It dawn, when he had courted the fair Ophelia in ideal love, before the 
Ghost walked or flesh was so far sullied:  
 

But look, the morn in russet mantle clad,  
Walks o'er the dew of yon high eastward hill.  

 
a48) El Greco, 1584-1610(?), St. Gerome as Cardinal, Museum Bonnat, Bayonne  
48) Elizabethan, c. 1570(?), Pleated picture, Mary Stuart and a skull (two views), 

National Portrait Gallery of Scotland, Edinburgh  
48a) Jacob de Geyn II, c. 1600(?), Seated Gypsy(?), Prof. Altena, Amsterdam 
 
 Of course tragedy is reared on the old pessimism of earth.  But what exploits of 
power have wrought, from Dark Age Alcuin's "vermibus atque cibus",  Hotspur's fall of 
pride:  "For worms, brave Percy.  Fare thee well, great heart."  So in this pleated picture, 
its corrugations viewed from left and right:  Mary Queen of Scots and a death's head — 
(Shakespeare)  
 

Like perspectives, which rightly gazed upon  
Show nothing but confusion; eyed awry,  
Distinguish form...  

 
Thus Macbeth meteors to the tragic ground:  
 

Life's but a walking shadow, a poor player  
That struts and frets his hour upon the stage  
And then is heard no more:  it is a tale  
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Told by an idiot, full of sound and fury,  
Signifying nothing.  

(end Gibbons) 
 
49) H. Eworth, English 1591 (copying from 1550), Sir John Lutrell, Dunster 

Castle, Somerset; first, a video detail (cf. V49) 
 
 If contempt of the world is one pole of the tragic tension, man's belief in its worth 
is the other.  An age of great tragedy takes its tone from that stretch.  Sir John Lutrell 
strides the ocean under the laurel favor of the gods, one of those Elizabethans a 
contemporary described: "free, stout, haulte, prodigall of life and blood."  
 
50) Tintoretto, c. 1550(?), Sebastiano Veniero, Prado, Madrid  
50a) Tintoretto (attr.), c. 1560(?), Portrait of a Sculptor, Alte Pinakothek, Munich 

(CGB '59) 
 

 From Italy north runs a wave of self-validating pride:  Tintoretto's Venetians; 
Marlowe's aspirers, robed in the mighty line — Tamburlaine:  
 

Nature that fram'd us of foure Elements,  
Warring within our breasts for regiment,  
Doth teach us all to have aspyring minds...  
Still climbing after knowledge infinite...  

 
a51) Andrea del Sarto, 1527, St. Michael Weighing Souls, Predella panel, Four 

Saints' Altar, Uffizi, Florence; + V detail  
51) Titian, 1545, Portrait of Pietro Aretino, Pitti Palace, Florence; + V detail 
 
 But the titan will — "Here, Faustus. try thy braines to gaine a deitie" — strikes on 
the Satanic compact:  
 

Adders and Serpents, let me breathe a while:   
Ugly hell gape not, come not Lucifer.  
Ile burne my bookes, ah Mephastophilis.   
           (Exeunt with him.)  

 
Titian's Aretino, "poison-flower of the Renaissance," fits Jonson's Volpone, Shakespeare's 
fallen Angelo:  
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    But man, proud man, Dressed in a little brief 
authority, Most ignorant of what he's most assured, His glassy essence, 
like an angry ape, Plays such fantastic tricks before High Heaven  
As make the angels weep.  

 
Va52) Hilliard, c. 1600(?), George Clifford, Earl of Cumberland, Nelson Gallery, 

Atkins Museum, Kansas City  
b52) Titian, c. 1570, Punishment of Marsyas, Mus. Naz, Kromeriz, Czech.  
c52) Michelangelo, 1555-64, Rondanini Pieta, Milan (video takes a detail 

from 36, above) 
52) Tintoretto, 1587, Self-Portrait, Louvre, Paris; + V detail  
 
 There lies the crux of tragedy:  man, on the old morality stage, blown to such 
"fantastical puff-paste":  
 

It will come. Humanity must perforce prey on itself, Like monsters of 
the deep.  

 
What such currents have washed over they reduce to scoured rock, bones of the once 
assertive.  But there remains a shattered Pieta, gathering incredible tenderness in its ruin:  
"No cause, no cause"; or some last death mask, as of Gloucester or Lear, inalienably 
noble — Tintoretto's final self-portrait, pride divinely broken and affirmed, reaching 
beyond itself with matchless power:  
 

     O sun,  
Burn the great sphere thou mov'st in.  Darkling stand  
The varying shore o' the world...  

 
53) English (Droeshout), pub. 1623, First Folio engraving of Shakespeare; 

+ V detail 
 
 Laughable, in the flash of Promethean genius and thunder of tragic words, to turn 
back the pages to the quiet impersonal mask of the folio engraving.  Beyond the giants of 
the Continent forged in the furnace of spiritual war, could the sweet swan of Avon, in the 
easy success of his investments and art, opening trim lips to the curse and blessing of all 
that lives —  
 

Thou must be patient; we came crying hither.   
Thou know'st, the first time that we smell the air  
We wawl and cry... —  
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54) Double:  [A] Hilliard, c. 1590, Robert Dudley, Earl of Leicester, National 

Portrait Gallery, London; and [B] Rembrandt, 1629, Self, Dean Cavat 
Collection, London  

54a) Again, Hilliard's Dudley, the single A of 54  
54b) Again, Hilliard and Rembrandt, the Double 54 
54c) Again, Rembrandt, Self, the single B of 54 
 
mediate the deepening of humanity and art, as from Hilliard about 1590 (left), with 
Morley —  
 

Music: Morley, 1600, "It was a lover and his lass, (Cuenod) Westminster 
WL5085 

 
a realm of Puckish caprice and changing loyalties,  
 

And those things do best please me That befall preposterously,  
 
where moral questions hardly arise, and happy endings can grace the discomfiture of testy 
Egeus, Malvolio, even of Shylock's malice (fade Morley) — to Rembrandt, 1628 (right), 
with Schein —  
 

Music: J.H. Schein, 1623, from Die mit Tränen säen,  near start, MHS 
4288  

 
over the moral divide, so causally aware, that reconciliation is hard to come by, must be 
paid for at a commensurate, almost at a tragic price:  
 

Methought the billows spoke, and told me of it;  
The winds did sing it to me; and the thunder That deep and dreadful 
organ-pipe, pronounced  
The name of Prosper... 

(fade Schein)  
 
 Only fifteen years separate that Tempest utterance, which basses the world's 
trespass, punishes, and rewards,  
 
55) School of Parmagianino, c. 1560(?), Allegorical Landscape, detail, National 

Gallery, Washington, D.C. (CGB '75); + V detail and return to the whole 
 
from the tetrameter yearning of Oberon and Titania:  
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Then my Queen, in silence sad, Trip we after the night's shade. We the 
globe can compass soon, Swifter than the wandering moon. — Come 
my lord, and in our flight, Tell me how it came this night, That I 
sleeping here was found, With these mortals on the ground.  

 
As if from Platonic withdrawal, all things earthly "Like far-off mountains turned into 
clouds" (this 16th-century transreal dance of spirits), weightless as the astronomy of 
angelically guided spheres,  
 
56) Rubens, c. 1630, Feast of Venus, Kunsthistoriches Museum, Vienna (CGB 

'59); + V detail  
56a) English Tapestry, 1611, detail from Four Seasons, Hatfield House  
56b) Again 56, Rubens' Feast of Venus 
 
we rode the voluminous and life-affirming masque of Rubens' Feast of Venus toward the 
astronomy of Newton's gravitating masses.  So Shakespeare:  
 

You nymphs called Naiads of the windring brooks,  
With your sedged crowns and ever-harmless looks,  
Leave your crisp channels... You sunburnt sicklemen of August weary, 
Come hither from the furrow, and be merry...  

 
Though what we need is not simply a dance of nymphs and reapers, but the whole 
"majestic vision" of The Tempest.  
 
57) Jacob de Gheyn II, c. 1600(?), Witches' Kitchen, Staatliches Museum, Berlin 

(video:  three details only, from left to right) 
 
 Between the two, lies the nightmare passage of De Gheyn and Macbeth, energized 
out of Bosch's demonic seizure:  
 

Fair is foul, and foul is fair; Hover through the fog and filthy air... 
Round about the caldron go; In the poisoned entrails throw. Toad, that 
under cold stone Days and nights has thirty-one Sweltered venom 
sleeping got, Boil thou first i' th' charmed pot... Finger of birth-
strangled babe, Ditch-delivered by a drab... Double, double, toil and 
trouble; Fire burn and caldron bubble...  

 
58) Jacob de Gheyn II, c. 1600(?), Sleeping Nude, A. Ulrich Mus., Brunswick  
58a) Spranger, c. 1600(?), Venus and Adonis, Kunsthistoriches Museum, Vienna 
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 In De Gheyn that souring fell also on flesh, Titian's voluptuous ideal loaded with 
"the strong'st suggestion our worser Genius can":  "It is not words that shakes me thus — 
pish! — noses, ears and lips." What wrenches love, from Donne ("Spermatique issue of 
ripe menstruous boils") to Swift ("Oh Celia, Celia, Celia shits!") rages in the tragedies:  
 

The fitchew nor the soiled horse goes to't With a more riotous 
appetite...  

 
59) Jacob de Gheyn II, c. 1600(?), Witch and Familiar on a Monster, Christ 

Church, Oxford; + V detail 
 
 As in de Gheyn's witch visions, the pure offering of the heart, that "silly sooth" of 
the "old age," becomes the imposthume of Hamlet's fever:  
 

    Nay, but to live In the rank sweat of an 
enseamed bed, Stewed in corruption, honeying and making love  
Over the nasty sty.  

 
 The new fulness of flesh heightens the task, with the need of vindication.  Donne's 
"dialogue of one" from the "Ecstasy" of his own love and marriage:  "To our bodies turn 
we then,"  
 
60) Rembrandt, 1635, Joseph and Potiphar's Wife, etching, Rijksmuseum, 

Amsterdam; + V detail and return to the whole 
 
"Else a great prince in prison lies," will not answer for Milton's Fall or Rembrandt's wife 
of Potiphar:  (Leontes)  
 

No barricado for a belly.  Know't; It will let in and out the enemy With 
bag and baggage.  

 
(and Iago)  
 

Didst thou not see her paddle with the palm of his hand?... Lechery...  
 
61) Rembrandt, 1668, Jewish Bride, Rijksmuseum, Amsterdam (CGB '59); 

+ V detail  
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 But it was not true of Hermione, nor of Desdemona.  The muddy imputation falls 
off under the death-cadence of an old song:  "sing, willow, willow, willow."  Rembrandt, 
too, in one of his last works, as if looking back, "dallying with the innocence of love," 
reconstitutes, in embodied, earth-shadowed harmonies, that blessedness of the soul:  
 

    As I hope For quiet days, fair issue, and long 
life, With such love as 'tis now...  

 
62) Hilliard, 1572, Elizabeth I, National Portrait Gallery, London; + V detail 
 
 Our pictures have ranged over Europe; yet even in Shakespeare's island, where art 
after the Reformation lagged, we might trace the threefold transformation.  The ideal 
phase fares best.  Hilliard's Elizabeth has the refinement of Spenser's:  
 

Tell me. have ye seene her angelick face,  Like Phoebe fayre? 
Her heavenly haveour, her princely grace  can you well 
compare? The Redde rose medled with the White yfere, In either 
cheeke depeincten lively chere.        Her modest eye,        Her 
Maiestie, Where have you seene the like, but there?  

 
63) Isaac Oliver, c. 1600(?), Nymphs and Satyrs, drawing, Royal Collection, 

England  
63a) Same, Nymphs, etc., center detail; while video takes two details from 63 
 
 The deepening comic bacchanal that runs from Titian to the compound mass of 
Rubens pairs English Oliver with a wicked Wylbie madrigal on satyrs:  "Fain wouldst 
thou turn and yield them their delight."  
 

Music: Wylbie, 1609, from "Fly not so swift", (Randoloh) Westminster L 
5221          (fade)  

 
64) Lagneau, c. 1600-10, Young Man in a Fur Cap, Beaux Arts, Lille; 

first, video detail 
 
 While the introspection which throws over many works of 1600 a "To-be-or-not-
to-be" "pale cast of thought" (Lagneau's morbid youth) — Hamlet's "What a piece of 
work is a man... paragon of animals... quintessence of dust," suggesting Pascal's later 
"gloire et rebut,"  "Pride and garbage of the universe" —  
 

June 1996 1600: The Tragic Divide 30 



C.G. Bell  Symbolic History 

65) Hilliard, c. 1600(?), Man against Flames, Victoria and Albert Museum, 
London 

 
stretches the lightness of the English miniature in Hilliard's Man holding a Locket against 
a Background of Flame:  
 

The time is out of joint, O cursed spite, That ever I was born to put it 
right... Look here upon this picture, and on this, The counterfeit 
presentment of two brothers...  

 
66) Tintoretto, 1591-92, Christ on the Sea of Galilee, National Gallery, 

Washington D.C. (the video omits this whole, going to 66a, detail)  
66a) Same, detail: Sea and Ship; + V closer detail  
V66b) Preview close-up of 67, El Greco Landscape; then a video return to 66a 
 

Music: Giovanni Gabrielli, c. 1610(?), Quem Vidistis  (near close), Eng. 
Decca SDD 363 (cf. London STS-15256) 

 
 Even the masterly assault on the physical universe, that superscript of light on 
darkness, which Tintoretto passed (like a harpoon of St. Elmo's fire) to Cretan El Greco, 
who bore it to Spain — while music built to the vast chromatic chords of Giovanni 
Gabrielli, on which brasses blazon, voices leap and trill —  
 
67) El Greco, c. 1610, Toledo Landscape, detail, Metropolitan Museum of Art, 

New York City  
V67a) El Greco, Laocöon, detail of background (taken from slide 14) 
 
such a storm as Lear was invoking:  
 

Blow winds, and crack your cheeks.  Rage, blow...  
   ...all germenes spill at once 
That makes ingrateful man —  

(fade Gabrielli)  
 
68) Sir Nathaniel Bacon, c. 1600, Rocky Landscape, Ashmolean, Oxford  
68a) Sir Nathaniel Bacon, c. 1620, Self, from Gorhambury Collection, Earl of 

Verulam  
68b) Closer view of 68, Bacon Landscape; first, video detail 
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even that has a humble English cognate in a little landscape by the painter amateur, 
Nathaniel Bacon.  So too the musical daring of Italy spills over the north, mostly in 
smaller forms — Weelkes, "O care":  
 

Music: Weelkes, 1600, "O Care, thou wilt despatch me, opening, Decca 
STS 15165 (fade)  

 
a69) Claude Lorrain, 1630's, Tiber above Rome, detail, British Museum, London  
69) Same, Tiber, whole, watercolor 
 

Music: William Lawes, c. 1635(?), Sonata #8, opening, Arco ZRG 555  
 
 The storm has passed in the music of William Lawes.   
 
 What went into the 1600 vortex was the thousand year old doom of the world, 
intensified by the new glory of that world condemned.  What comes out is the causal 
order of human command, the landscape of harmony, most luminous in Claude Lorrain.  
70) Inigo Jones, 1638, Scene for Luminalia, Chatsworth Estates  
 
 And here too, in English art, Inigo Jones' night scene from Luminalia, an ink-wash 
randomly splashed, holds the chrysolite of the classical dream ("What seas, what 
shores...")  
 

The music of the spheres!  List my Marina.  
 
71) Rubens, c. 1615-17, Shepherd with flock in woods, National Gallery, London 
 
 Such the volitional grandeur of the 17th century, in which Shakespeare died — 
Rubens' early pictures entering London about the time Prospero took his leave of it:  
 

Ye elves of hills, brooks, standing lakes, and groves,  
And ye that on the sands with printless foot Do chase the ebbing 
Neptune,  and do fly him When he comes back...    
 by whose aid — Weak masters though ye be —  

 
72) Rubens, c. 1620(?), Philemon and Baucis, storm detail, Kunsthistoriches 

Museum, Wien (video uses V72, an older detail; replace?) 
 

     I have bedimmed The noontide sun, 
called forth the mutinous winds,  
And 'twixt the green sea and the azured vault  
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Set roaring war.  To the dread rattling thunder  
Have I given fire, and rifted Jove's stout oak  
With his own bolt...  

 
(Rubens in ten years to unleash his own tragic storm)  
 

    But this rough magic I here abjure.  
 
a73) Rubens, 1635-37, Landscape with Rainbow, Alte Pinakothek, Munich  
73) Rubens, c. 1638, Landscape with Shepherds and Flock, National Gallery, 

London; + V detail of sunset 
 

Music: William Lawes, Sonato #8, 2nd Movement, Air, Arco ZRG 555  
 

    and when I have required Some heavenly 
music — which even now I do —  
To work mine end upon their senses that This airy charm is for, I'll 
break my staff,  
Bury it certain fathoms in the earth, And deeper than did ever plummet 
sound I'll drown my book...  

 
Rubens too issuing, in age, to the light-streaming landscape of recovery and 
reconciliation.        (cut Lawes)  
 
 In The Winter's Tale the way to that sunlit pastoral is over the flap-dragoning sea:  
 
a74) Rubens, c. 1624, The Storm, detail, Franz König Collection, Haarlem  
74) Rubens, c. 1624(?), Shipwreck of Aeneas, Berlin-Dahlem Museum; + V details 
 

I would you did but see how it chafes, how it rages, how it takes up the 
shore...  

 
And if the chromatic scale, as so many have said, is such a chaos and devouring gulf, it is 
exactly over that ocean of formlessness that the ordered tonalities of major and minor had 
to be sought.  The defiance and victory of that voyage have ultimate expression in the 
Chromatic Fantasy by Sweelinck, Dutch organist, who died in 1621.  It builds, with 
Rubens’ night storms, a peak of energy in all art.  

Music: Sweelinck, c. 1610-20(?), Chromatic Fantasy, opening and close, 
SVBX-5316 (1)  
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75) Rubens, c. 1620-25(?), Philemon and Baucis Landscape, Kunsthistoriches 
Museum, Vienna (CGB '59); with video details (one from 72) 

76) Rubens, same, Philemon and Baucis, stream detail (CGB '59); + V details (as 
V76a) 

76b) Same, Rubens' Philemon and Baucis, detail of drowned mother and child, 
lower left (CGB '59) 

(skip in music)  
 
a77) Rubens, c. 1618, Battle of the Amazons, detail, Alte Pinakothek, Munich 

(copy of CGB '59, Larger Declaration 35) 
77) Rubens, c. 1628(?), Thunderstorm at night, Neuerburg Collection, Hamburg; 

+ V detail  
(end Sweelinck) 

77a) Again, Rubens' Storm, whole (cf. a74) 
 
 The probability matrix we likened at the start to a folded landscape of spirit looms 
in its bewildering complex of dimensions.  The vectors of all phases are at every moment 
alive and working.  Shakespeare, El Greco. Gesualdo, then Sweelinck and Rubens, seem 
to have scaled the energy peak of the range.  
 
a78) Jos de Momper, 1600, Vista from a Grotto, National Gallery, Washington 

D.C. (CGB '75)  
b78) de Momper, c. 1600-1610(?), Mountain Landscape, detail, Alte Pinakothek, 

Munich (CGB '59) 
78) Same, Mountain Landscape, whole (CGB '59) 
78a) N. Hilliard, c. 1595, an unknown poet, Fitzwilliam Museum, Cambridge 
 

Music: Gibbons, c. 1610(?), Fantasia "In nomine"  à 5, opening, ARC 3052  
 
But there were easier passes through the same divide, into the silvery landscape Momper 
had brushed with Prospero's vision; as Gibbons filled the demi-paradise of English 
houses with strains of proud melting — Baroque substance still lightened by Gothic 
insubstantiality.  

    These our actors, As I foretold you, were all 
spirits, and Are melted into air, into thin air! And like the baseless 
fabric of this vision The cloud-capped towers, the gorgeous palaces,  
The solemn temples, the great globe itself, Yea, all which it inherit, 
shall dissolve, And, like this insubstantial pageant faded, Leave not a 
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rack behind.  We are such stuff As dreams are made on; and our little 
life Is rounded with a sleep...         (fade Gibbons) 

 
 The brave new world is  
 
1st 79) Michelangelo, 1556-64, Rondanini Pieta, Sforzesco, Milan; here video 

substitutes a detail from 3rd 79b (CGB '80) 
 
humanized and sustained only by what it won from tragedy.  In that miraculous infolding 
of heart, by which Lear and Cordelia prepare for a restoration they do not live to enjoy, a 
beatitude of earth is born of its own denial.  
 
a80) Titian, c. 1570, Madonna and Child, National Gallery, London (or Va80, 

detail) 
1st 80) Rembrandt, 1668, Jewish Bride, Rijksmuseum, Amsterdam (copy of 61, CGB 

‘59); video: detail only 
 
 So substantial an Innocence, won from the lair of Experience, could not have 
appeared in the earlier plays; it was an element unknown to the world, then being shaped 
by the titans of 1600.  For the arts are no less exploratory than science, open realms of 
being, shoulder out time, forge truth.  
 
 In the sacred tenderness of the old king's waking —  
 

Cordelia:  
O you kind gods, Cure this breach in his abused nature, Th' untuned 
and jarring senses, O wind up Of this child-changed father —  

 
an earthly love (Rembrandt's saving ground)  
 
2nd 79) Again, Rondanini Pieta, detail: the faces, with Mary’s left shoulder; while 

video shows an upper detail of 2nd 79a 
2nd 79a) Same, frontal full-length color (so too the video)  
is alchemized, as from the last pity of Michelangelo:  
 

Thou art a soul in bliss, but I am bound Upon a wheel of fire, that mine 
own tears Do scald like molten lead.  
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 Let Monteverdi, at the close of his 5-voice "Zeffiro torna,"  sound that expansion 
of possibility.  By a storm-crossing of the chromatic sea (Donne's "new Philosophy calls 
all in doubt"), we reach a harbor  
 
2nd 80) Again, Jewish Bride, figures cropped (CGB ‘59); video:  closer detail of the 

man only 
 
of utopian tones.  Donne:  "No man is an Island, intire of itself; every man is a peece of 
the Continent, a part of the maine."  And Campanella:  "The sun strives to burn up the 
earth, not to produce plants and men, but God guides the battle to great ends."  
 

Music: Monteverdi, 1614. close of "Zeffiro torna,"  Cambridge CRS 1708  
 
3rd 79)     Again, Rondanini Pieta, view from the right of the whole curving statue 
3rd 79a)   Same, detail of the two faces; video of Mary’s only 
3rd 79b)   Same, from right, upper detail (CGB ‘80); since video previewed this slide 

for its 1st 79, it returns here to a detail of that 1st 79 slide for its V3rd 
79b 

3rd 80) Again, Jewish Bride, detail of hands  
(close Monteverdi) 

 As the Shepherd says in The Winter's Tale: 
 

Thou mettest with things dying, I with things new born." 
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