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INTRODUCTION

The relationship between medieval animal symbolism and the ico-
nography of animals in the Renaissance has scarcely been studied. A
glance at the bibliography dealing with western animal iconography
and its literary sources, published roughly in the last fifty years, reveals
an abundance of studies focused on the medieval period and a relative
scarcity of equivalent works devoted to the Renaissance. Literature on
bestiaries and the bestiary tradition, studies on animals in medieval
literature and art, and research on the implications of the man-beast
relationship, concentrate primarily on the medieval period, ignoring the
implications of subsequent continuity or change. Are we to conclude
that the bestiary moralizations, as well as symbolic animal depictions
in medieval sculpture, allegorical frescoes, and manuscript illumina-
tions, had no following after the thirteenth and fourteenth centuries?
Judging from the lack of related studies and the sporadic references
in the literature, there appears to be a tacit assumption among most
scholars that Renaissance artists related to animal depictions as part of
the new naturalistic perception of nature and rejected the symbolic and
didactic function assigned to them for over a millennium by Christian
tradition.

It is my aim to demonstrate that Renaissance artists, particularly in
Italy, perpetuated the symbolic contexts of ancient and medieval ani-
mal symbolism, and to illustrate how this was disguised under the veil
of genre, religious or mythological narrative and, so-called, scientific
naturalism. As repeatedly demonstrated in the following case studies,
this implies a reading on more than one level which, in some cases,
accrues an inherent conceptual ambivalence. Basically, my contention
is that animals continued to act as metaphors and similes and subtly
provided the key to profound levels of meaning, which are not super-
ficially evident to the viewer.

Traditional assumptions regarding a fundamental divide between
medieval and Renaissance culture have obscured many aspects of
conceptual and moral conservatism as well as deliberate archaisms,
which find expression in the persistence of medieval iconography after
1400. Although the theme of continuity has increasingly occupied some
of the more focused art-historical studies in the last decades, we still
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lack explicit arguments that question or dispute the basic premises.'
It appears that our perceptions of the Renaissance are influenced by
assumptions and generalizations that once served to define it in terms of
carly modern history and characterized its art as a kind of revolution-
ary breakthrough. Thus we should expect to discover in art expressions
of an increasingly secular as opposed to religious cultural orientation,
homocentric as opposed to theocentric conceptions, and innovations of
empirical science replacing authoritarian encyclopedic knowledge. In
fact, tendencies towards secularity, homocentrism and empiricism have
traditionally been underlined in Renaissance art-historical literature.

These traditional assumptions have often excluded art-historians from
the ongoing historiographical debate regarding questions of medieval
tradition versus innovation in Renaissance culture. Among the scholars
who sought to define the relation of the Renaissance to the Middle
Ages was Wallace K. Ferguson, who declared that “The historians who
followed in Burkhardt’s footsteps must have been very happy men. They
knew what the Renaissance was’.? Ferguson opposed those historians
specializing in other fields, as he put it, ‘who take the various inter-
pretations of the renaissance more or less for granted and have been
unconsciously rather than consciously influenced by them’.” Although
more than half a century has passed since this observation, the old
assumptions still pervade much of our art-historical scholarship.*

In 1969 Ernst Gombrich published his brilliant criticism of the
Hegelian theory of Keitgeist (world spirit) and the Burckhardtian meth-

! Tor an interesting discussion of recent literature on the subject of religious versus
secularizing and paganizing interpretations of the Renaissance as reflected in art, see
Alexander Nagel’s book review of Jorg Traeger, Renaissance und Religion: Die Kunst des
Glaubens im Zeitalter Raphaels, Art Bulletin, vol. LXXXII, no. 4, Dec. 2000, 733-77.

2 WK. Ferguson, “The Reinterpretations of the Renaissance,” in K.H. Dannenfeldt
(ed.), The Reniassance, Basic Interpretations, Lexington, Mass., Toronto, London, 1974,
200214, esp. 200. The reference is to Jacob Burckhardt, Die Kultur der Renaissance in
Ttalien, Basel, 1860; translated as The Ciilization of the Renaissance in Italy, London, 1958.
See also: WK. Ferguson, The Renaissance in Historical Thought: Five Centuries of Interpretation,
Boston, 1948 and “The Interpretation of the Renaissance,” in PO. Kristeller & P.P.
Weiner (eds.), Renaissance Essays, Rochester, 1992, 61-73. For a medievalist approach,
see Walter Ullmann, “The medieval Origins of the Renaissance,” in The Renaissance,
Essays in Interpretation, London & New York, 1982, 33-82.

* Ferguson, 1974 (as above), 201.

* C.M. Soussloff; in J. Woolfson (ed.), Palgrave Advances in Renaissance Historiography,
Chippenham and Eastbourne, 2005, 145, wrote: “unlike other disciplines formerly
invoked by the term ‘Renaissance studies’, art history has not found a letting go of an
extreme 1dea of the Renaissance to be particularly advantageous”.



INTRODUCTION XXXV

odology that postulated ‘the unity of all manifestations of civilization’.”
Gombrich, reassessing the aim of the cultural historian, suggested that
‘he will not deny that the success of certain styles may be symptomatic
of changing attitudes, but he will resist the temptation to use changing
styles and changing fashions as indicators of profound psychological
changes.® Gombrich called for the study of the individual and particular
to replace ‘the study of structures and patterns which is rarely free of
Hegelian holism’.”

Aesthetic formalism has also been a factor in distancing Renaissance
art studies from such historical debates. A recent statement that ‘the
Renaissance assumes a unity in the visual culture of the period, one that
is often said to transcend specific geographical, historical, and linguistic
boundaries in favor of stylistic coherencies, usually called formalistic’,”
exemplifies the over-emphasis on formal or stylistic methodology that
has often isolated art-historical studies from historical, socio-economic,
theological and other perspectives, denying the multiplicity of associa-
tions and contexts.”

Opposition to stereotyped interpretations of the Renaissance was
set forth by some early critics, who considered the fifteenth century
Renaissance of Classical Antiquity to be part of a recurrent cultural
phenomenon. This stand was methodically refuted by Erwin Panofsky
in his Renaissance and Renascences in Western Art."" Panofsky related issues
of the literary and historically oriented Renaissance debate to interpre-
tations of visual art and underlined essential criteria for distinguishing
between medieval and Renaissance artistic approaches to antiquity.
The studies by Panofsky and his colleagues of the German school were
invaluable in elucidating the nature and innovations of Renaissance
Classicism, both from a formal and iconographical point of view, but
this inadvertently contributed to the undermining of medieval origins
and recognition of their survival in Renaissance culture.

The tenacity of the traditional conceptions of Renaissance art may
also be associated with the inextricable link that has bound the discipline

> E.H. Gombrich, In Search of Cultural History, Oxford (1969, 1974), 1978.

® Gombrich (as above), 37.

7 Ibid., 46.

8 Soussloff’ (as in note 4), 143.

9 See Heinrich Wolfflin, Classic Art: An Introduction to the Italian Renaissance, trans.
by P. & L. Murray, London, 1952. Wolfflin combined the Hegelian approach with a
formalistic method.

1 E. Panofsky, Renaissance and Renascences in Western Art, Stockholm, 1960.
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of Renaissance art-history to its early historiography. Burkhardt’s con-
ception of Renaissance art was founded on the Italian sources of the
period, beginning with the proto-Renaissance perceptions of cultural
history and followed by humanistic concepts of art and the artist elabo-
rated in fifteenth century writings.!" But his main source was Vasari’s
Lives of the Most Excellent Painters, Sculptors and Architects (1550 & 1568),
in which the traditional concept of rinascita was applied to a vision of
artistic progress, conceived as part of a cyclic historical process involv-
ing decline and death (i.e. of the ‘dark ages’) and rebirth."

How are these conceptions of artistic progress and innovation to be
reconciled with the more recent findings of scholarly studies that reveal
anachronistic or retrospective attitudes and medieval conservatism cam-
ouflaged beneath innovative Renaissance forms? Gombrich’s caution
against the temptation to use changing styles and changing fashions
as indicators of profound psychological changes is particularly relevant
here. There are many cases where artistic form has undergone change
while content, or so it appears, has not. It is not a question of regressive
tendencies, mental conservatism, or anachronistic attitudes, that linger
on alongside the innovations and eventually lose their raison d’étre. On
the contrary, we can perceive highly conservative themes and attitudes
concealed beneath the most innovative formal and technical manifesta-
tions of Renaissance art. Furthermore, methods of disguising meanings,
representing a deliberate challenge to the contemporary Renaissance
viewer, have often misled even the more sophisticated modern viewer
in his interpretations.

D.C. Allen’s comprehensive work on the rediscovery of ancient and
medieval allegorical interpretations in the Renaissance (1970), and
Leonard Barkan’s study of the pagan metamorphosis in the artistic
forms of the Middle Ages and Renaissance (1986), both demonstrate

"' Regarding the contribution of Burckhardt and other 19th century historians, and
their influence on subsequent Renaissance historiography, see D. Hay, “Historians and
the Renaissance during the Last Twenty-Five Years,” in his Renaissance Essays, London
& Ronceverte, 1988, 103-32; J.B. Bullen, The Myth of the Renaissance in Nineteenth-Century
Whiting, Oxford, 1994 and Wolfson (as in note 4).

2 G. Vasari, Le vile de’ pini eccelenti pittori, scultori e architetior: nelle redazioni del 1550 ¢
1568, ed. by R. Bettarini & P. Barocchi, Florence, 1966-87, 8 vols. Gombrich (as in
note 5), 18, notes that Burckhardt (Die Kultur der Renaissance in Italien, 3, iv, 30) collected
700 excerpts from Vasari’s Lives. For an excellent study of the concepts of renovatio,
revival and rebirth in Italian literature, see M.L. McLaughlin, “Humanistic concepts
of renaissance and middle ages in the tre- and quattrocento,” Renaissance Studies, vol. 2,

no. 2, March 1988, 131-42.
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the continuing Renaissance preoccupation with occult truths that are
concealed in myth."” Barkan emphasized that ‘some of the intellectual
achievements in the Renaissance revival of paganism look remarkably
like their medieval equivalents’ and recognized that ‘where the works
of Renaissance paganism do not resemble their precursors, they usually
represent the fulfillment of intellectual possibilities that were born in
the millennium between Augustine and the Ovid moralisé’.**

The medieval expositions of Ovid’s Metamorphoses were instrumental in
introducing to the Renaissance exegetical methods that sanction several
levels of meaning."” These were similar to the conventional four levels
defined for exegesis, generally comprising: a natural, euhemeristic or
scientific meaning; theological meanings relating to Christ; theological
meanings relating to salvation or damnation; and moralistic or tropo-
logical meaning. The methods were transmitted and popularized during
the Renaissance through printings of these medieval texts augmented
by new commentaries.'® The multiplicity of interpretations, resulting in
contradictions, ambiguities, and inherent moralistic ambivalence, had
far-reaching implications not only for mythological illustrations, for they
affected the entire approach to Renaissance allegorical depiction. It will
be demonstrated that two aspects of the above, the systematic use of
multiple meanings, and the preservation of traditional connotations
in new, often veiled, forms, are fundamental to animal iconography in
Renaissance art. Consequently, any reliable method of analysis should
take both elements into account.

Among the more recent studies to demonstrate the perpetuation
of animal-related medieval iconography in the Renaissance is Joanne
S. Norman’s exposition of the psychomachia tradition that continued,
primarily in manuscripts, prints and tapestries, well into the fifteenth
century, and her study of the fifteenth and sixteenth century procession

¥ D.C. Allen, Mysteriously Meani: The Rediscovery of Pagan Symbolism and Allegorical
Interpretation in the Renaissance, Baltimore & London, 1970 and L. Barkan, The Gods Made
Flesh: Metamorphosis and the Pursuit of Paganism, New Haven & London, 1986.

'* Barkan (as above), 17.

P E.G. Arnulf d’Orleans (13th c.), the anonymous Ouvid moralisé, the Ovidius moraliza-
tus of Pierre Besuire (completed ca.1340-50 and first published 1489) and the Ovidio
metamorphoseos vulgare of Giovanni di Bonsignore (14th c., first published 1497). See
Allen (as in note 13), ch. VII, 163-200.

1% Eg. the Ovidius metamorphoseos of Raffaello Regio (first published 1493), Le meta-
monrphost by Niccolo di Agostino (first published 1533) and Le trasformazion: of Lodovico
Dolce (first published 1555). For discussions and bibliography on the various Ovid
commentaries and their influence on Renaissance art, see Chapter Six.
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of deadly sins that closely parallels the Etymachia allegory with its ret-
rospective iconography of moralistic personifications mounted on ani-
mals."” This material was interpreted in the context of lay spirituality,
but the perpetuation of medieval doctrinal and moralistic interpretation
was equally important in mythological contexts. Jane C. Nash’s, in her
study of Titian’s mythological paintings for Philip II, demonstrates how
the medieval exegetic commentaries on Ovid, with their multiple and
often ambivalent meanings, were visually interpreted.'® The studies
by Norman and Nash are especially interesting for our discussion as
they provide evidence of medieval animal symbolism and methods of
interpreting animals that had significant implications for Renaissance
iconography.

A challenging approach to the relevant debates on Renaissance
iconography has been that of Bernard Aikema, in his recent book on
Jacopo Bassano. Opposing the tendency to regard Jacopo merely as
a provincial painter of realistic genre, Aikema interpreted his animal
depictions, as well as elements of rural landscape and low-life, in mor-
alistic terms of contemporary spirituality and evangelism. In addressing
the broader context, he suggested that ‘even the faithful depiction of
nature in the art of the quattro- and cinquecento, could be tied to this
religious movement’, which would call for a revised explanation of why
Renaissance art developed as it did."” The questions called forth by this
study relate, in my opinion, to the retrospective aspects of sixteenth
century spiritualism in general, and its artistic expressions in particular.
In other words, were medieval sources and attitudes significant? And,
more specifically, can we explain what appears to be the deliberate

17 J.S. Norman, Metamorphosis of an Allegory. The Iconography of the Psychomachia in
Medieval Art, New York, 1988 and “Lay Patronage and the Popular Iconography of
the Seven Deadly Sins,” in C.G. Fisher & K.L. Scott (eds.), A7t into Life, Collected Papers
from the Kresge Art Museum Medieval Symposium, East Landsing, Michigen, 1995, 213-36.
The literary work called the Psychomachia, literally “battle of the soul”, was written by
Prudentius in the 4th c. and profoundly influenced the allegorical depiction of man’s
moral conflict as a battle between personified virtues and vices. A later variant of the
Psychomachia, the Etymachia, also known as De septem apparitoribus (ca.1332) is an anony-
mous preacher’s handbook that appeared with illustrations, both independently and as
part of an encyclopedic work called the Lumen animae, in manuscripts and four printed
editions. The Etymachia llustrators depicted the sins and virtues as knights mounted on
symbolic animals with additional animal attributes on their armor.

18 J.C. Nash, Veiled Images, Titian’s Mythological Paintings for Philip II, Philadelphia,
London & Toronto, 1985.

9 B. Aikema, Jacopo Bassano and His Public, Moralizing Pictures in an Age of reform
ca. 1535—1600 Princeton, 1996, 59.
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anachronism of this moralistic animal iconography? These and other
related issues will be studied in the following pages from various view-
points, sometimes with the detailed scrutiny of the magnifying glass,
or else from a distance that permits a broader perspective, hopefully
to reveal that which is disguised.

My first chapter, reviewing medieval sources of symbolic animal
imagery in the Renaissance, will be followed by chapters focusing on
animal symbolism in selected works of the period.






PART ONE

THE HERITAGE AND SOURCES






CHAPTER ONE

MEDIEVAL SOURCES OF RENAISSANCE
ANIMAL SYMBOLISM

Concealing the Tracks: The Physiologus and Bestiary Tradition

When did animals first appear in the context of Christian literary
and artistic symbolism? How were they interpreted in theological or
moralistic allegories? Was there a continuous tradition that linked
the early sources to Renaissance manifestations of disguised animal
symbolism?

Before tackling the broader issues called forth by these questions, let
us examine a case of the symbolic lion in the Renaissance. In an early
sixteenth century printed book entitled Libellus de natura animalium (On
the Nature of Animals), we learn that “The lion when it comes down
from the high mountains and feels that it is pursued by a hunter, wipes
out its tracks with its tail—so God when he descended from heaven
to earth, that is to the Virgin Mary, hid his tracks lest the devil should
recognize his appearance’.! This description of the lion’s behavior and
the anagogical interpretation thereof originated over a thousand years
before in a Greek compilation called the Physiologus, which dealt in a
similar manner with other imaginative leonine characteristics. The two
versions are amazingly alike, with one salient exception. The Physiologus
(ca.4th c.) claims that the lion erased his foot-prints with his tail as
‘Our Savior, the lion of the tribe of Judah, concealed all traces of His
Godhead, when He descended to the earth and entered into the womb
of the Virgin Mary’.? There is no sign here of the devil, whose pres-
ence became significant in later medieval exegesis. This typical example
illustrates the tenacity of a literary tradition that perpetuated a way
of perceiving animals in terms of established similes and metaphors,

U Libellus de natura animalium, Vincenzo Berruerio, Mondovi, 1508; reproduced in
facsimile with an introduction by J.I. Davis, London, 1958.
? Translation by E.P. Evans, Animal Symbolism in Ecclesiastical Architecture, London,

1896, 81.
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but nevertheless permitted the subtle transformations of meaning that
reflected contemporary attitudes and concepts.

The Physiologus and bestiary tradition, which exerted the greatest
influence on the development of animal symbolism in western culture,
was basically a medieval phenomenon. The Greek Physiologus, which
probably originated in fourth century Alexandria, is thought to have
originally contained between thirty-six to forty-nine chapters, each one
devoted to a real or imaginary creature, including beasts, birds, fish, rep-
tiles and insects. The text, of purely didactic orientation, concentrated
upon religious moralizations, based primarily on fanciful descriptions
and fictive tales. Each of the creatures was associated either with a
virtue or a vice, often supported by a biblical passage and some, such
as the lion, became metaphors of Christ or Christological dogma.’
The earliest extant miniatures illustrating manuscripts of the Greek
Physiologus, dating from the ninth and eleventh centuries, demonstrate
the importance of these precedents, of classical derivation, for subse-
quent symbolic animal imagery.* In the fifth century the Physiologus was
translated into Near Eastern languages, such as Ethiopic, Syriac, and
Armenian. Although a Latin translation probably existed by the late
fourth or early fifth century, the oldest extant Latin Physiologus manu-
scripts date from the eighth century.’

Bestiaries were produced throughout Western Europe from the middle
of the twelfth century, reaching a peak in the thirteenth and decreas-
ing their numbers in the fourteenth century.® The number of chapters

* For discussions of the Physiologus and its influence on bestiaries, see R. Baxter,
Bestiaries and their users in the Middle Ages, London, 1998, esp. 28-82 and F. McCulloch,
Medieval Latin and French Bestiaries, Chapel Hill, 1962, 15—44.

* The ecarliest extant illustrated copies of the Latin Physiologus are Bern, Stadtbiblio-
thek 318 (9th c.) and Brussels, Bibliotheque Royale 10066—77 (10th c.). For a facsimile
of Bern 318, see Physiologus Bernensis, ed. C. von Steiger and O. Homburger, Basil,
1964. For bibliography, see D. Hassig (ed.), The Mark of the Beast: The Medieval Bestiary
in Art, Life and Literature, New York, 1999, 196, n.4.

> Bern 233 and Bern 611, Stadtbibliothek. Bern 233 is considered to contain the basic
Latin text from which most subsequent Latin bestiaries and translations derived.

® Among the major sources and studies of the Physiologus and bestiaries, see Baxter
(as in note 3); A. Carrega & P. Navone (eds.), Le proprieta degli amimali, Genova, 1983; FJ.
Carmody (ed.), Physiologus Latinus: éditions prélimiaires, versio B, Paris, 1939 and Physiologus
Latinus versio 1, Berkeley, 1944; EJ. Carmody (trans.), Physiologus: The Very Ancient Book of
Beasts, Plants and Stones, San Francisco, 1953; W.B. Clark & M.'T. McMunn (eds.), Beasts
and Birds of the Middle Ages: The Bestiary and its Legacy, Philadelphia, 1989; M,J. Curley
(trans. & intro.), Physiologus, Austin & London, 1979; D. Hassig, Medieval Bestiaries; Text,
Image, Ideology, Cambridge, 1995; McCulloch (as in note 28); F. Maspero & A. Granato,
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and creatures gradually increased, encompassing new material and
structural changes derived, directly or indirectly, from classical sources
and medieval writings, such as Isidore de Seville’s Etymologiae (7th c.),
Rabanus Maurus’s De universo (8th c.) and Hugh de Fouilloy’s Aviarium
(ca.1132—-1152). Later bestiaries adopted material from the AMegacosmos
by Bernard Silvestris and one fifteenth century version is based on De
proprietatibus rerum by Bartholomeus Anglicus (13th c.).”

About thirty percent of the bestiaries in medieval libraries were asso-
ciated with texts on virtues and vices, penance and heresy, and almost
the same proportion were associated with texts of sermons and lives
of saints. These combinations may be taken as evidence that bestiaries
were used by preachers in the preparation of sermons.® The increased
production of vernacular bestiaries in the thirteenth and fourteenth
centuries, and certain modifications in the texts that are linked to oral
culture, have been interpreted in terms of their adaptation to the needs
of popular liturgy as well as their widespread popularity in general.
Among the popular French vernacular bestiaries, based on the Latin
prototypes, were those by Philippe de Thaon (ca.1211), Gervaise (early
13th c.), Pierre de Beauvais (before 1218) and Guillaume le Clerc’s
Bestiaire Divin (ca.1210), to which may be added Richard de Fournival’s
Bestiaire d’Amour (mid 1250s) that represents a divergent secular tradition
allied to love poetry.” Several of the French bestiaries mentioned above

Bestiario medievale, Casale Monferrato, 1999; L. Morini (ed.), Bestiari medievali, Parma,
1987, Torino, 1999; F. Shordone (ed.), Physiologus, Milan, 1936.

7 Isidore of Seville, Etymologiae, Migne, PL.82, 9-728; Rabanus Maurus, Allegoriae
wn unwersam sacram scripturae, Migne, PL.112; 849-1088; Hugh of Fouilloy, De avibus,
Migne, PL.177, 14-55; The Medieval Book of birds: Hugh of Fouilloy’s Aviarium, ed. & trans.
W.B. Clark, Binghamton, N.Y., 1992; Bernardus Silvestis, The Cosmographia of Bernardus
Silvestris, trans. W. Wetherbee, New York, 1990; Bartholomew the Englishman, On the
Properties of Things, 2 vols., trans. J. Trevisa, ed. M.C. Seymour et al., Oxford, 1975.
See review by Hassig (as in note 21), 1-8.

8 Baxter (as in note 3), 188-94, 211-13.

? See E. Walberg (ed.), Le Bestiaire de Philippe de Thaiin, Paris & Lund, 1900; P. Meyer
(ed.), “Le Bestiaire de Gervaise”, Romania, 1, 1872, 42—43; C. Hippeau (ed.), Guillaume
Le Clerc, Le Bestiaire, 1852, Geneva, 1970; R. Reinsch (ed.), Le Bestiaire, Das Thierbuch
des normannischen Dicters Guillaume Le Clerc, Leipzig, 1892; G.C. Druce, The Bestiary of
Guillaume le Clerc, 1936; P. Meyer, “Les Bestiaires,” Histoires littéraire de la France, XXXIV,
1914, 381-90. Among the modern editions of Richard de Fournival, see Li Bestiaires
d’amours di Maistre Richard de Forniwal e li reponse du bestiaire, a cura di Cesare Segre,
Milano, 1957 and J.M.A. Beer, Beasts of Love: Richard of Fourniwal’s Bestiaire d’Amour and
a Woman’s Response, Toronto, Buffalo, London, 2003. The French bestiaries and their
authors are discussed by McCulloch (as in note 3), 45-69.
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were still copied in manuscripts of the fifteenth century,' but basically
the tradition in France and England had ended by the late fourteenth
century. This was not quite the case in Italy.

The Bestiaire d’Amour, which generated French imitations and inspired
writings till the sixteenth century,' has been shown to be the most
influential among the sources adopted for several Italian versions,
including the Bestiario toscano and the Libellus de natura amimalium. The so
called Bestiario toscano or Libro della natura degl amimali, which probably
originated in northern Italy towards the end of the thirteenth or the
fourteenth century, survives in sixteen manuscripts written in Tuscan
or Venetian dialect.'” The first thirty two chapters are derived from
Richard de Fournival, while the following eighteen are related to other
sources, such as the Latin Libellus de natura amimalium and a provencal
version, De las propriotas de la amimangas, generally called the Bestiario
valdese. The latter has been found to be a derivation from the original
Latin versions of the Libellus, but it is interesting that the Valdese ver-
sion is known only from two sixteenth century manuscripts (now in
Cambridge and Dublin), which are presumably based on a common
source now lost. The Libellus de natura animalium has survived in two
extant fifteenth century manuscripts and two illustrated printed editions
of the sixteenth century. Both of these manuscripts are of Franciscan
origin.”” In addition to the Libellus the second codex contains texts
of theological and mystical speculation. In 1508 the Libellus de natura
amimalium perpulcre moralizatus was published by Vincenzo Berruerio in
Mondovi, with the presumed attribution to Albertus Magnus. This was
the first text issued by the Berruerio printing house. Vincenzo’s son
Giuseppe issued a second edition in Savona in 1524." Both editions

1 McCulloch mentions several extant 15th ¢. manuscripts of Guillaume Le Clerc
and Pierre de Beauvais, 57-58, 62-63. Baxter (as in note 3), 147, lists two surviving
Latin bestiaries of the 15th c. that were produced in England.

""" See Beer (as in note 9), 165-66.

12 Tor a detailed discussion and bibliography of the Libellus and related manuscripts,
see P Navone, Introduzione al Libellus de natura animalium, in Le proprieta degli animals,
Carrega & Navone (as in note 6), 169-87. The text of the 14th c. Bestiario moralizzato
di Gubbio with a study by A. Carrega, is included in the same volume.

5 Ihid., 183-84. Codex VII.AA.32, Biblioteca Nazionale, Naples, which has marginal
glosses in Latin and volgare, bears the date 1453 and the signature of the scribe and
owner, Antonio d’Alfidena dello Terzo Ordine de S. Francesco. Codex VII.G.21, Biblioteca
Nazionale, Naples, is the product of a workshop or monastic scriptorium, bears the
inscription Pertinet ad locum S. Bernardino de Camplo—a convent of the frati minori osservanti
in Gamplo, near Teramo.

1" Ibid., 185-86.
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included vernacular translations entitled: 1/ libro della natura degli animali
in vulgare & Primo de la Natura de Lomo. Each of the two editions has
a different frontispiece but they both contain the portrait of Albertus
Magnus at the beginning and end as well as the same series of fifty-one
contemporary black and white woodcuts depicting each of the animals
in an ornamented frame."

The prologue of the Libellus de natura animalium discusses the hierar-
chical order of the cosmos and man’s privileged place as the rational
creature, produced in the image of the Creator, to whom all other
creatures are subjugated. These are divided into four classes, those of
birds, quadrupeds, fish and reptiles, in accordance with the hierarchical
and quadripartite vision of the cosmos derived from classical zoology.
Another quadripartite subdivision appears in the middle of the work,
based on the four cosmic elements and their animal symbols. This
theme, with the underlying dialectic approach, also found in other
Italian bestiaries, derives from Richard de Fournival’s Bestiare d’Amour.
Richard was also the direct source for associating a particular animal
with each of the five senses in the Libellus de natura animalium and the
Bestiario toscano, although he himself took the theme from Thomas of
Cantimpré’s Liber de naturis rerum (13th c.),'" whose own source was the
Naturalis historia of Pliny the Elder (2379 AD)."” These were important
precedents for the subsequent associations of animals with cosmic
elements and senses in sixteenth century emblematic illustrations and
prints.'® The printed editions of the Libellus also contained sixteenth
century interpolations, including citations from Ovid and medieval
encyclopedic extracts that demonstrate a conservative and retrospective
approach. The Latin Libellus and the related vernacular versions referred
to above transmitted conceptions of animals as a key to deciphering the
cosmos, with its mystical and theological connotations, for the explicit
aim of moral and didactic edification.

' The Berruero edition was reproduced in facsimile by J.I. Davis (ed.), Libellus de
Natura Amimalium, A fifteenth century Bestiary, London, 1958.

'® Thomas of Cantimpré, Liber de natura rerum, Editio Princeps Secundum Codice Manu-
seriptos, H. Boese, ed., Berlin, New York, 1973.

7 Regarding Richard’s association of senses with particular animals, see Beer (as
in note 9), 50-63. Cf. Pliny the Elder, Naturalis historia, book XI. For the Renaissance
editions, see note 80 below. Among the modern editions: Natural History, trans. & intro.
by M. Beagon, Oxford, 2005.

'8 See S. Assaf, Visualizing the Senses: Printed Image of the Five Senses in Northern Europe in
the Sixteenth Century, Doctoral Dissertation (unpublished), Tel-Aviv University, 2004.
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It should be underlined that the publication of two Italian editions
of the Libellus de natura amimalium with vernacular translations in the
sixteenth century was instrumental in bringing animal allegories, potent
with accumulated connotations and moralistic implications, to a broader
segment of the less educated population. Some extant bestiary manu-
scripts, primarily in the vernacular, were transcribed and illustrated
during the fifteenth and sixteenth centuries. Several illuminated bestiary
manuscripts in Greek survive from the Renaissance; one was copied in
1585 and edited by Ponce de Leon in Rome in 1587. Latin and Ital-
ian vernacular bestiary manuscripts provided the texts for the printed
editions mentioned above, which were issued in northern Italy in the
sixteenth century with their contemporary woodcut illustrations.

Bestiaries may have decreased in popularity, but their influence was
far from obsolete in the Renaissance. Their images, tales, commentaries,
and moralizations were mediated in varied literary forms, from Dante
Alighieri to Conrad Gesner, Edward Topsell, Shakespeare and Milton.
They assumed varied forms in religious and secular painting, from the
proto-Renaissance on, and were later popularized in single-leaf prints
and book llustrations, finding new impetus with the genre of emblematic
art in the sixteenth and seventeenth centuries.

A Monkey on the Roof: Animal Moralizations in
Exempla Literature and Sermons

The exempla literature, in comparison with the bestiary tradition, was
a more flexible and innovative genre. How were these two currents of
moral discourse combined? In what ways were the metaphoric and
moralistic modes of viewing animals adapted to contemporary issues
in preacher’s manuals and sermons from the fourteenth century on?
Animal fables and bestiary stories were among the most popular
forms of exempla incorporated into preacher’s sermons from the first
half of the thirteenth century. Exempla were didactic aids, geared to
illustrate doctrinal or moral issues in a popular and concrete manner,
which would be comprehensible and captivating for both clerical and
lay audiences as well as diverse levels of society."” The exempla collec-
tions often combined bestiary lessons with secular and non-Christian

9 See Joan Young Gregg, Devils. Women and Fews; Reflections of the Other in Medieval
Sermon Stories, Albany, New York, 1997, esp. 3—16; Larissa Taylor, Soldiers of Christ;
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animal fables, folk tales and anecdotes; some of these were imported
through cultural interchange with the Middle and Far East and Chris-
tianized by the addition of moralizations.”’ By the second half of the
thirteenth century the monastic, urban, rural or itinerant preacher
could draw material for his sermons from a broad selection of moral
exempla in manuscript compilations that were alphabetically arranged
with cross-references according to subjects. These were produced until
the fifteenth century, contributing to the dissemination of moralized
animal symbolism throughout the Christian world. From the late fif-
teenth century sermons were printed, making the themes all the more
accessible.”!

The association of bestiaries with sermons and moralistic texts in
medieval books, their use of oral grammatical forms, vernacular expres-
sions in the Latin text and abbreviated or partial quotations, as well
as the frequent use of animal symbolism in the exempla literature, led
Ron Baxter to the conclusion that bestiaries were used for preacher’s
sermons.”” The use of bestiaries for preaching is reflected in the follow-
ing reference taken from the catalogue of a monastic library: “Libellus
qui dicitur bestiarum de naturts amimalium et avium et aliarum rerum quarundam,
que valent ad predicandum.”® The fact that one Libellus codex belonged to
a convent of the Frati Minori Osservanti and was combined with texts
of mystical and theological speculation, suggests that it may well have
been a product of a monastic scriptorium. Research has shown that
there are variants in the text of this manuscript, in which moralizations
reflect strong emphasis on ascetic-penitential practices that might be
connected to San Bernardino of Siena and his mystical preaching.**

Preaching in Late Medieval and Reformation France, Toronto, Buffalo, London, 2002,
esp. chapter 4: The Study of Sermons, 52-80.

% See Gregg (as above), 7-8; M.A. Polo de Beaulieu, “De bon usage de ’animal
dans les recueils médiévaux d’exempla,” in J. Berlioz & M.A. Polo de Beaulieu (eds.),
L’Animal exemplaire au Moyen Age, V'—XV* siécles, Rennes, 1999, 147-70.

2l Taylor (as in note 19) based her study on sermons printed in France; see esp. 53-55,
22628 & 328-330 and E. Eisenstein, The Printing Press as an Agent of Change, Cambridge,
1979.

# Baxter (as in note 3), 188-90; Navone (as in note 6), 173-83. C. Segre, “Intro-
duzione a Richard de Fournival,” in C. Segre & M. Marti (eds.), Introduzione a La prosa
del Ducento, Milano & Napoli, 1959 (La letteratura italiana. Storia e testi, vol. III); J.T.
Welter, L“exemplum™ dans la littérature religeuse et didactique au Moyen Age, Paris & Toulouse,
1927, repr. Geneve, 1973.

% Segre (as above), Bd.A, p. IX, note 1.

# Navone (as in note 6), 177, note 31.
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Among the earliest authors of the arles praedicandi, the Franciscan
Luca di Bitonto already made extensive use of animal metaphors and
similes in his sermons (written between 1220s and 1240s).” Like his
contemporary, St. Anthony of Padua, he perceived the material world
of nature as the reflection of divine knowledge manifested in creation.
Both Luca and St. Anthony referred to classical animal treatises for
their allegories. Ambivalence was maintained in their sermons by
assigning positive and negative interpretations to the same animal, in
the manner that had been prevalent since the Physiologus.*® Only some
creatures, such as the wolf and scorpion, were assigned exclusively
negative connotations.

The metaphor of ‘rapacious wolves’ was repeatedly used by the
Renaissance mendicant preachers Giovanni Dominici (1356-1419)
and San Bernardino of Siena (1380-1444) to describe the Florentine
money-lenders.”” The ‘wolf of avarice’ led one to the ‘house of the
devil’. Dominici devised picturesque images of leaders who are ‘pigs
drowned in their earthly desires’ and powerful men who display their
vices like ‘a monkey on the roof”. In his famous sermons in Florence
and Siena (1424-1427), Bernardino employed the bestial image for all
the evils he perceived in his society, the degrading passions of the flesh,
sexual perversions, such as sodomy, the merchant sins of avarice and
gluttony, and vices that infiltrated into clerical circles. In his sermons he
adopted a whole catalogue of predators, such as wild boars and rabid
dogs to depict such men. We shall see that such penetrating animal
images of a debased society were not lost on contemporary artists in
Italy and the North (Fig. 1).%

» See F. Moretti, “Le rapprasentazioni animali nei sermoni di Luca di Bitonto,” 1
Santo, XLIII, 2003, 263-93.

% The concept of ambivalence in exempla has been rejected by Gregg (as in note 19)
14, who stated that “the exemplum was required to have a single unequivocal meaning.
Ambiguity in character or situation that permitted multiple interpretations would have
clouded the eschatological issue at hand and diminished the drama of the tale”.

7 See N. Ben-Aryeh Debby, Renaissance Florence in the Preaching of Two Popular Preachers;
Giovanni Dominici (1356-1419) and Bernardino of Siena (1380—1444), Turnhout, 2001,
esp. 97-103 & 118-25; . Mormando, The Preacher’s Demons, Bernardino of Siena and the
Social Underworld of Early Renaissance Italy, Chicago & London, 1999, esp. 114-19, 121,
128, 295-96; J.W. Oppel, “San Bernardino of Siena and the Dialogue on Avarice,”
Renaissance Quarterly, 30, 1977, 564-87; C.L. Polecritti, Preaching Peace in Renaissance Italy,
Bernardino of Siena and his Audience, Washington D.C., 2000, esp. 121-22, 142—43.

% An aspect of this is discussed in Chapter Seven.
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Fig. 1. The Seven Deadly Sins Represented by Animals, illumination from St. Augus-
tine, Le cité de dieu, ca.1475-1480, Book 2, 19, KB, MMW, 10Al1, fol.68v.,
Den Haag, Koninklijke Bibliotheek.

It has been demonstrated that fifteenth century preachers in northern
France also adopted bestiary examples for their sermons. Three cases
were presented by Hevré Martin, among them Pierre-aux-Boeufs, a
Franciscan friar, theologian and eminent preacher in Paris, who adopted
a mixture of animal and bird moralizations, often conveying the same
ambivalent approach mentioned above.? Martin noted a predilection
for familiar animals in Pierre’s work, which he also found in a codex
of sermons written by an anonymous Cistercian monk between 1440
and 1450. A third example of bestiary moralizations was demonstrated
in a codex of sermons written by the Augustine friar Simon Cupersi
in 1460. Each of his twenty six exempla animals represent either a vice

? H. Martin, “Un prédicateur franciscain du XV¢ siecle, Pierre-aux-Boeufs, et les
réalités de son temps,” in A. Vauchez, Mouvements Franciscains et société frangaise, XII*~XX*
sécles, Paris, 1984, 107-20 and Le métier de prédicateur en France septentrionale a la fin du
Moyen Age (1350—1520), Paris, 1988; Pole de Beaulicu (as in note 20), 162-63.
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(e.g. the pig of ingratitude), a virtue (e.g. the bees of solidarity), or a
religious concept (e.g the vulture and the cadaver of God and the sin-
ner). Animals that fall into traps (the hare, bird and fish) were said to
symbolize the human sinner. Both Martin and Polo de Beaulieu under-
lined the ambivalent interpretations applied to most exempla animals,
whose role could alternate between positive and negative, or combine
both, from one fifteenth century source to another, in accordance with
the function it was meant to fulfill. This fundamental ambivalence,
which was rooted in the Psychomachia and early exegetic methods of
animal interpretation, consistently characterized animal symbolism
in medieval as well as Renaissance literature, as attested by various
scholarly studies.”” We will see how this supports my contention that
fifteenth and sixteenth century animal images are more often than not
meant to be read on several levels.

Printed sermons in sixteenth century France provide interesting
evidence for the use of animal analogies to describe both preachers
and their flocks. Fourteen collections of sermons by the outstanding
French theologian, monastic prelate and preacher, Guillaume Pepin
(1465—1553), were published between 1510 and 1656. Pepin claimed
that ‘morally, a good preacher can be compared to a peacock’, explain-
ing that his golden plumes signify the sacred doctrine and his terrible
voice signifies the constancy of the preacher and his sharpness in
reproaching vice. One of the traditional analogies he used was that
of the preacher who, like a dog, should bark out against vices and
bite sinners. A more graphic image served Pepin to describe the man
who gets to the top quickly but whose inexperience makes him like ‘a
monkey, who when he climbs a tree, exposes his backside’, somewhat
like Dominici’s ‘monkey on the roof”.

Animal analogies employed to describe the preacher were not always
edifying. The eminent Irench theologian and preacher, Aimé Meigret
(ca.1485—15277), called the pastors wolves that neglect their flock and
loose their sheep.” There was nothing new in the idea of a wolf or
a fox disguised as a preacher. Inspiration for so describing a corrupt
preacher was found in Matthew, VII, 15: “Beware of false prophets
which come to you in sheep’s clothing, but inwardly they are ravening

% See F. Morenzoni, “Les animaux exemplaires dans les recueils de Distinctiones
biblique alphabétiques du XIII siécle,” in Berlioz & Pole de Beaulieu (as in note 20),
171-87, esp. 178-79.

! Taylor (as in note 19), 206. See Aimé Meigret, In Henry Guy (ed.), “Le sermon
d’Aimé Meigret,” Annales de I’Unwersité de Grenoble 15, 1928, 181-212.
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Fig. 2. Reynard the fox as a pilgrim, Mlumination from Book of Hours of Mary
of Burgundy, MS.Lat.1857, £.86r, Flemish, ca.1470-1480, Austrian National
Library Vienna, Picture Archive.

wolves”. The wolf-preacher or fox-preacher analogy had been popular
in literature and art from the thirteenth century, as seen, for example,
in illuminations and sculpted choir stalls (misericords).* These disguised
animals could also represent the ruler’s misuse of power and corruption
of justice, or demonstrate the hypocrisy of the heretic (Fig. 2). Other
animals masquerading as preachers were also pictured in late medieval
and Renaissance art, particularly in northern manuscript illuminations,
either to illustrate the preacher’s vices or to ridicule the kind of impo-
tence described by Meigret (Fig. 3).

During the period of the Catholic Reformation in Italy and the
inquisition of the sixteenth century, when the pulpit became a power-
ful means of diffusing reform ideas and affecting popular culture, we

2 For examples, see C. Grossinger, The World Upside-Down, English Misericords, London,
1997, figs. 2, 159, 162 & 163.
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Fig. 3. The monkey as a monk preaching to animals, llumination from MS.133M82,
fol.114r, Den Haag, Koninklijke Bibliotheek.

find mendicant preachers reviving bestial metaphors with a new zeal.
The documented sermons of Bernardino Ochino (1487-1564/5), a
profoundly influential preacher who became vice-general of the Cap-
puchin order, and of Matteo di Bascio (d.1552), a zealous evangelist
of the same order, illustrate the continued use of animal imagery in a
penitential context.” These preachers influenced not only the illiter-
ate masses, but intellectuals, like Vittoria Colonna and Pietro Aretino,
writers involved with the literature and art of their period as well as
religious reform.*

3% Prediche nove predicate dal reverendo Padre Frate Bernardino Ochino, Venezia, 1539; I Frati
Cappuccini, Documenti e Testimonianze del Primo Secolo a cura di Costanzo Cargnoni, Perugia,
1988; C. Urbanelli, Matteo da Bascio e I’Ordine dei Frati Cappuccini, Ancona, 1982.

% See Chapter Seven.
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Animal Moralizations in Medieval Encyclopedias

Medieval encyclopedic compilations provided another major source of
animal allegories and exempla. The question that concerns us here is
whether the medieval encyclopedic heritage contributed to Renaissance
concepts of animal symbolism?

Among those sources that remained highly influential during the
Renaissance were the Liber de natura rerum (ca.1230-45) and the Bonum
unwersale de apibus by the Dominican theologian and preacher Thomas
de Cantimpré (1201-1272?).%° The Liber de natura rerum belongs to the
medieval encyclopedic tradition, deriving directly from the De naturas
rerum of Rabanus Maurus (9th c.) who, in turn, had composed an alle-
gorized version of the twelfth book of Isidore’s Etymologiae (7th ¢.).*® He
had also borrowed from classical authors, such as Pliny the Elder and
Solinus,*” the Physiologus tradition, more recent writers, such as Jacques
de Vitry,® and owed much to the zoological corpus of Aristotle, trans-
lated into Latin only two decades before the completion of his Liber.”
Thomas devoted about half of his encyclopedic work to fauna, which
he divided into six categories. Out of the five hundred animals he cited,
one hundred and sixty one were allegorized in the spiritual, moralistic
or anagogical vein of biblical exegesis.* Thomas de Cantimpré’s Liber
was used by many later authors, including Albertus Magnus in his De
Animalibus, Bartholomeus Anglicus in the De proprietatibus rerum, Vincent
de Beauvais is his Speculum naturale, and the Dominican Jean Nider in

% See note 33 and J. Block Friedman, Thomas of Cantimpré, De natura rerum [Prolo-
gue, Book III, Book XIX), in La science de la nature: théories et pratiques d’études médidvales
2, Paris, 1974, 107-152; Thomas of Cantimpré, De natura rerum (lib.IV-XII), L. Garcia
Ballester, ed. & trans., Granada, 1974; J. Engels, “Thomas Cantimpratensis redivivus,”
Vivarium, 12, 1974, 123-32; D. Gatewood, llustrating a Thirteenth Century Natural History
Encyclopedia: The Pictorial Tradition of Thomas of Cantimpré’s “De natura rerum” Valenciennes
M;s.520, Pittsburgh, 2000.

% Rabanus Maurus, De naturis rerum, Opera omnia, V, Migne, PL.111, 217-58 (also
known as De unwerso); Isidore of Seville, Etymologiae, in Migne, PL.82, 9-728 and
Etymologiarum stve originum, 2 vols., ed. WM. Lindsay, Oxford, 1911.

37 Solinus, Collectanea rerum memorabilium, ed. T. Mommsen, Berlin, 1958.

% Jacques de Vitry, The Exempla or Illustrative Stories from the Sermones Vulgares of Jacques
de Vitry, ed. 'T'F. Crane, London, 1890.

%9 Aristotle, Generation of Amimals, trans. AL. Peck, Cambridge, Mass., 1990. C. Steel,
G. Guldentops & P. Beullens (eds.), Aristotle’s Animals in the Middle Ages and Renaissance,
Leuven, 1999. See esp. B. van den Abeele, “une version moralisée du De animalibus
Draristote (XIV® siecle), Op. cit., 338-54.

“ See B. Van den Abeele, L'Allégorie animale dans les encyclopédies latines du Moyen Age,
in Berlioz & Beaulieu (as in note 20), 123-143, esp. 125, 129-134.
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Fig. 4. Lucas Cranach, St. ferome in Penitence, 1525, Innsbruck.
Copyright Tiroler Landesmuseum Ferdinandeum.

a moralistic exempla book called the Formucarius (1424-25).*" Although it
was not published in the Latin original during the Renaissance, a Ger-
man translation of the Liber de natura rerum was printed in Augsburg in
1475 by Konrad von Megenberg under the title Buch der Natur. Herbert
Friedmann identified an interesting example of Cantimpré’s influence
in Lucas Cranach’s painting of St. Ferome in Penitence (1525), where two
murderous harpies are shown weeping with remorse (Fig. 4).** He

' See P Aiken, “The Animal history of Albertus Magnus and Thomas of Can-
timpré,” Speculum, 22, 1947, 205-225; J. Block Friedman, “Albert the Great’s topoi of
Direct Observation and his Debt to Thomas of Cantimpré,” in P. Binkley (ed.), Pre-
Modern Encyclopedic Texts, Leiden, 1997; B. van den Abeele, “Bestiaires encyclopédiques
moralisés. Quelques succédanés Thomas de Cantimpré et Barthélemy 1’Anglais,”
Remardus, 7, 1994, 109-228.

2 H. Friedmann, A Bestiary for Saint Jerome, Washington D.C., 1980, 223, n.99.



MEDIEVAL SOURCES OF RENAISSANCE ANIMAL SYMBOLISM 17

attributed this to an ‘awareness of Konrad von Megenburg’s Buch der
Natur’, but the tale appears in the first book of the Bonum unwersale de
apibus, which had already been printed in Strasbourg (1472), Cologne
(1475) and Paris (1506).

Another vernacular translation that enjoyed continued popularity
was the Middle Dutch translation of de Cantimpré’s Liber de natura
rerum by the Flemish poet Jacob van Maerlant (ca.1235—after 1291).
Entitled Der naturen bloeme, it has survived in eleven manuscripts of
the fourteenth and fifteenth centuries, seven of them illuminated with
colorful miniatures (Figs. 5 & 6).*

The moral obligations of prelates and their subjects, with analogies
and moralizations derived from the properties of the bees, is the subject
of the Bonum universale de apibus. Among its exempla one also finds birds,
farm animals and fantastic creatures, such as the unicorn and the griffon.
The popularity of the treatise is attested by the surviving manuscript
copies and six editions of this work printed between the fifteenth and
the seventeenth centuries.** Symbolic bee themes were ubiquitous in
Renaissance and Baroque iconography. Emblematic analogies similar
to those found in the Bonum unwersale de apibus appeared, for example, in
Alciato’s Emblemata (1531) with the motto ‘Principis clementia’ (The Mercy
of the Prince), in Barthelemy Aneau’s Picta Poesis (1552), the emblem
‘non nobis nat’ (We are not born for ourselves alone), in emblem III, 90
of Symbola et emblemata of Joachim Camerarius (1590-1614) that reads
‘Labor omnibus unus’ (To each his own work) and in Jesuit emblems, which
reiterated the theme of pastoral obligation.®

Another encyclopedic work that remained exemplary for later authors
was the Liber de proprietatibus rerum (ca.1230—40?) by the Franciscan monk
Bartholomeus Anglicus, which included nineteen books of natural his-
tory. Extensive contributions on birds and animals are found in books

¥ Van Maerlant attributed the Liber de natura rerum to Albertus Magnus. For printed
editions and manuscripts of the Der Naturen Bloeme, see the web site of the Koninklijke
Bibliothek, Den Haag (digital library), including color reproductions of miniatures from
their cod. KB, 76 E 4, Flanders or Utrecht, dated ca.1450—1500.

" On the sources and meanings of the bee, see Hassig (as in note 4), 52—61. The
Bonum universale de apibus was published in Strasbourg, 1472; Cologne, 1475; Paris, 1506;
and Douai, 1597, 1605 & 1627.

# See R. Dimmler, “The Bee-Topos in the Jesuit Emblem Book: Themes and Con-
trast,” in A. Adams and A J. Harper (eds.), The Emblem in Renaissance and Baroque Europe,
Tradition and Variety, Leiden, 1992, 229-45. The works of Alciato and Camerarius are
discussed below.
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Fig. 5. Beaver, llumination from Jacob van Maerlant, Der Naturen Bloeme, KB,
KA 16, fol.49v, Flanders, ca.1350, Den Haag, Koninklijke Bibliotheek.

Fig. 6. Harpy, illumination from Jacob van Maerlant, Der Naturen Bloeme, KB,
KA 16, fol.751, Flanders, ca.1350, Den Haag, Koninklijke Bibliotheek.
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XII and XVIII. This highly influential compilation has survived in
more than two-hundred manuscripts, some of vernacular translations,
and a series of early printed editions, in Latin, French and English.*
Manuscripts of this work were still produced in the fifteenth century
and were richly illuminated.*’

Among the late medieval writings that sustained their popularity in
the Renaissance was the Dialogus creatorum (also known as Contentus sublimi-
latis et liber de amimalibus, ca.1326), a didactic work containing dialogues
between various elements and creatures of nature, including animals,
as well as Aesopic fables and moralizations.* It was translated into two
French versions in 1482, one of which appeared in three printed edi-
tions. Varied sources were adopted for the Dialogus creatorum, including
Isidore of Seville’s Etymologiae (Bk.XII), Thomas de Cantimpré’s De
natura rerum, books on animals and birds, collections of fables, biblical
expositions, and the thirteenth century Legenda aurea, which contains
more than 450 cases of animals associated with saints.* Animals in
the Legenda aurea sometimes appear in symbolic or metaphoric contexts,
but are more frequently employed as a means of illustrating the super-
human powers of the saint and ascetic. This late medieval source had
a tremendous influence on Renaissance iconography.

The Psychomachia Tradition and Images of Mounted Vices

We have already noted that preachers did not necessarily have to consult
bestiaries to find bestial metaphors for their sermons. Penitential litera-
ture and imagery, geared to the increasing demands of lay spirituality,
provided new media for the transmission of animal metaphors in the

¥ See Bartholomacus Anglicus, On the Properties of Things, ed. R. Steele, London,
1983 and On the Properties of Things, John Trevisa’s translation of Bartholomaeus Anglicus, De
proprietatibus rerum, critical text by M.C. Seymour, Oxford, 1975. This was published
in Latin in Nuremberg (1483, 1492 & 1519), Cologne (1472 & 1483) Heidelberg
(1488), Strassbourg (1485 & 1491), Lyons (1480) and elsewhere. A French translation
by Jean Corbechon was first published in Lyons (1482), and an English translation of
the late fourteenth century by John Trevisa was first published in Westminster (1495)
by Wynkyn de Worde.

7 E.g. Paris, Bibliothéque Nationale de France, Ms.Fr.135 & Ms.Fr.136, 15th c.; see
reproductions on the BNF web site.

% Dialogus creatorum, Bruxelles, 1985, 40-120.

* Jacobus de Voragine, The Golden Legend: Reading on the Saints, 2 vols., trans. W. Granger
Ryan, Princeton, 1993. See L. Guilbert, “I’animal dans la légende dorée,” in Legenda
Aurea, sept siécles de diffusion, (Cahiers d’Etudes Médiévales), Montreal, Paris, 1986,
77-94.
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late fourteenth and fifteenth centuries. Many of these appear to be
derived, directly or indirectly, from the bestiaries. In the area of Ger-
many and Austria, handbooks for preachers, such as the Lumen animae
(ca.1332), and the independent treatise called the Etymachia, with which
it was combined, adopted exempla from natural history.™ In the fifteenth
century Etymachia illustrations a series of animals and birds, symbolizing
virtues and vices of the soul, were appended to the traditional figures of
the psychomachian allegory.’’ Mounted knights in armor in the earlier
illustrations are later replaced by female personifications still mounted
on their symbolic animals. But while the ‘bestial’ vices continued to
retain their animal mounts, the virtues discarded them in the various
renditions of this theme executed towards the end of the century. We
will see in the case studies to follow how this juxtaposition of human
and animal figures affected visual metaphors in Renaissance painting,
prints and emblematic art.

A new iconographic scheme of mounted sins was established in
the areas of Piedmont, Val d’Aosta, Savoy, the Hautes-Alpes and the
Alpes-Maritimes, by the second half of the fifteenth century. Joanne
Norman claimed that ‘the procession of the seven deadly sins in late
Gothic art was French and secular’,” assigning the earliest examples to
the end of the fourteenth century and the majority of the depictions
to the period between 1450 and 1520 (Fig. 7). Marco Piccat, on the
other hand, basing his study on a broad representative selection of
frescoes from north-western Italy (primarily Piedmont and Liguria), as
well as the Irench Hautes Alpes, Alpes Maritimes, Alps of Provence
and Savoy, perceived this iconography to be an innovation of the mid
Quattrocento pilgrimage routes of northern Italy.”® He observed that the
procession of sinners on animals reflects the religious pilgrimage as well
as the celebration of actual, public cavalcades. It should be underlined
that the riders are not the abstract personifications of the Psychomachia

% See J.S. Norman, Metamorphosis of an Allegory: The Iconography of the Psychomachia in
Medieval Art, New York, 1988, esp. 181-82, 196-200.

U Op. cit., 200-14.

2 J.S. Norman, “Lay Patronage and the Popular Iconography of the Seven Deadly
Sins,” in C.G. Fisher & K.L. Scott (eds.), Art into Life, Collected Papers from the Kresge
Art Museum Medieval Symposium, East Landsing, Michigen, 1995, 213-36, quote from

. 215.
P % M. Piccat, “Nuovi Documenti sulla Tradizione e Ipotesi della Cavalcata dei Setti
Peccati Capitali in Alta Italia,” in L. Secchi Tarugi (ed.), Lettere e arti nel Rinascimento,
Atti del X convegno internazionale, Luglio 1998, Firenze, 2000, 327-50.



MEDIEVAL SOURCES OF RENAISSANCE ANIMAL SYMBOLISM 21

Fig. 7. Procession of the Mounted Sins (detail), wall painting, Chapelle Notre-Dame-
des-Graces a Plampinet, Savoy, 1490 (Photo: Y. Cohen).

allegory, but rather human beings who exemplify the stages of life and
contemporary social classes commonly associated with particular sins.
By contrast to the famous French miniature of mounted vices dated to
about 1390 (Paris, B.N.fr.400), and early French frescoes of this theme,
Piccat distinguished three innovations in north Italian wall paintings.’*
The sinners have collars and are linked by a heavy chain, they are mov-
ing in the direction of an infernal cavern where demons await them,
and they are tormented by diabolical creatures. Norman stated, however,
that ‘the chained procession of human figures on animals remained
a peculiarly French phenomenon of the late fifteenth century’.”” She
stressed the influence of the lay confraternities of penitence and the
central role played by the seven deadly sins in their teaching, citing trade
routes as the medium of transmission from one region to another. It
1s significant that, despite these efforts to differentiate between suppos-
edly French and Italian traditions, we are dealing with geographical
areas which for centuries retained a cultural and artistic unity across

* 0p. at., 333
» Norman, 1988 (as in note 50), 230.
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mountain passes and natural obstacles. This is especially true of the
outlying alpine areas, which were cut off from prominent urban centers,
fostering a popular culture that reflected unique conditions of existence.
We might ask why the depiction of humans on animal mounts, in
particular, was popularized in remote alpine chapels and small parish
churches. In the peripheral rural areas and remote mountain villages,
where animals were a major adjunct to human survival, supplying food,
clothes and heat, and functioning as beasts of burden and transporta-
tion, the human supported by his animal would be a natural way of
portraying the human-animal analogy.

The mounted animal series in accordance with the so-called Saligia
sequence of deadly sins generally precedes as follows: Superbia rides a
lion, Avaritia an ape, a dog, boar or bear, Luxuria a boar or goat, Ifra
a mad dog, bear, leopard or wolf, Gula a pig, boar, wolf or fox, Invidia
a bear, ape or dog, and Accidia a donkey.”® By comparison with the ste-
reotyped bestiary images, the realistic portrayal of animals and riders in
these frescoes is striking. We might also note the disappearance of fictive
bestiary creatures that were commonly employed as symbols of sin in
medieval art, notably the hybrids, as opposed to the increased portrayal
of animals that inhabited the village or the surrounding mountains
and forests. We have observed the same tendency to portray familiar
rather than fantastic animals in the fifteenth century exempla literature.
Despite the realistic portrayal with its contemporary overtones, however,
this procession of deadly sins is still portrayed in the traditional Saligia
sequence, conveying the classic lessons of the bestiary, promoting the
human-beast analogy, and retaining the moralistic context with its late
medieval penitential and didactic implications.

% The sequence of mounted animals in the 15th and 16th c. wall-paintings are sum-
marized in charts by Piccat (as in note 53), 340, 348-349. The sequence of seven or
eight Cardinal or Deadly Sins was modified throughout the Middle Ages in accordance
with changing emphasis. The Saligia initials, representing a formula probably introduced
in the 13th century, stand for superbia, avaritia, luxuria, ira, gula, nvidia and accidia. See
M.W. Bloomfield, The Seven Deadly Sins, Michigan, 1967, esp. 66—104.



CHAPTER TWO

RENAISSANCE NATURALISTS AND ANIMAL SYMBOLISM:
FACT AND FANTASY

Progress of experimental science and the humanist revival of classical
texts were two major factors in precipitating a turning point in the his-
tory of zoological literature and illustration by the late fifteenth century.
Nevertheless, it will be underlined below that, while more objective ways
of looking at animals were introduced, this did not necessarily entail
a rejection of the allegorical tradition. There is a tendency in modern
literature to overemphasize the predominance of descriptive and empiri-
cal elements in Renaissance zoological texts, based on the assumption
that moralizations and religious allegory were passé. If we examine the
more focused Renaissance naturalist studies, such as Pierre Belon’s De
aquatilibus libri duo (Paris, 1553) and L'ustoire de la nature des oyseaux (Paris,
1555), or Guillaume Rondelet’s Libri de piscibus marinis (Paris, 1553), this
indeed seems to be the case.! Contemporary and later writings, however,
by Conrad Gesner (1516-65), Ulisse Aldrovandi (1522-1605), Joachim
Camerarius (1534-98) and Edward Topsell (1572-1625), demonstrate
that the traditional allegorical approach, and moralistic conceptions
of the natural universe and its fauna, maintained their popularity in
encyclopedic compilations well into the seventeenth century. Before
clarifying the relationship between innovative and traditional elements
in the zoological literature of the sixteenth century, let us examine two
contributions that represent stages of transition.

Bestiaries of the Fifieenth Century: The Monsters of Pier Candido

Decembrio’s De animantium naturis

In 1460 the eminent humanist Pier Candido Decembrio (1392/99—
1477) presented his unique five-book bestiary manuscript, called De

' Pierre Belon, De aquatilibus libri duo, cum eiconibus ad vivum ipsorum effiegem, quoad eius
fiert potuit expressis, Paris, 1553: L'lustoire de la natura des opseaux, avec leurs descriptions & naifs
portraicts retirez du naturel, Paris, 1555 and Guillaume Rondelet, Libri di piscibus marinis in
quibus verae piscium ¢ffigies expressae sunt, Paris, 1554—55.
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animantium naturis, to Lodovico Gonzaga, the marquis of Mantua.? Pier
Candido was the son of Uberto Decembrio, former diplomat at the
Visconti court and secretary to the bishop Pier Filargo da Candia, who
subsequently became Pope Alexander V. He himself was a proficient
scholar and translator, having written numerous philosophical, histori-
cal and literary works, including an imaginary elaboration of Virgil’s
Aeneid.?

Pier Candido Decembrio’s De animantium naturis focused on the theme
of monstrous and marvelous creatures. Some were derived from myths
and legends, others from traveler’s descriptions. Adopting the zoological
categories of Thomas de Cantimpré, and references from Pliny’s Historia
naturalis, as well as other sources,* he used descriptive terminology and
dropped the traditional moralizations that would later be reproduced
by Gesner, Aldrovandi and Camerarius. In this respect his work has
been cited as a precedent for the later development of scientific zoology,
but scientific accuracy was not Pier Candido’s concern, and another
century would pass before such compilations contained descriptions
that were based on direct observation.

Although areas were left blank for miniatures, this codex was enriched
by magnificent tempera illustrations over a hundred years later. Some
of the latter were influenced by the printed illustrations in Conrad
Gesner’s publications of 1553, 1560 and 1587, which included deri-
vations from drawings and prints by Durer (Fig. 8).” It is curious that
Andrea Mantegna, who began painting at the Gonzaga court in 1460,
just when the text was completed, and probably executed miniatures
early in his career, was not enlisted for the undertaking. The hybrid
creatures he subsequently painted in the Triumph of Virtue for Isabella
d’Este’s Studiolo (ca.1502, Paris, Louvre), for example, and the marine
monsters in his mythological prints, attest to Mantegna’s talents in this
field. Decembrio’s descriptions of zoological marvels and the analogous

2 De omnium amimantium naturis atque formis, XV & XVI c., Cod.Urb.Lat.276, Rome,
Biblioteca Apostolica Vaticana. See Animalia Prodigiosa, elementi di storia naturale e aspetti
prodigiost in de omneum animantium naturis atque formis di Pier Candido Decembrio, Societa
Storica Vigevanese, 2001.

* Decembrio composed his book XIII of the Aeneid, entitled “Liber tertius decimus
Aeneidos suffectus per Petrum Candidum adolescentem™ (1419). For a bibliography
of Decembrio’s writings, see Animalia Prodigiosa (as above), 25—29.

* Ibid., 11-24, for Decembrio’s sources.

> See Animalia Prodigiosa (as in note 2), 48-84, regarding the extraordinary miniatures
in cod. Urb.Lat. 276 and comparisons with the Gesner illustrations, as well as other
visual sources.
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Fig. 8. Serra ¢ Syrenae, Miniature from Pier Candido Decembrio, De omnium
amimantium naturis atque_formis, Cod. Urbinate Latino 276, fol. 139r.
Copyright Biblioteca Apostolica Vaticana.

depictions by Mantegna represent the growing fascination with hybrid
and monstrous creatures during the second half of the Quattrocento, and
anticipate the flowering of the grotesque in the following century.

The Timid Hare and Lustful Camel: Leonardo da Vinet'’s Bestiary

The literary legacy of Leonardo da Vinci (1452-1517) includes an Ital-
lan bestiary in three parts, preserved in twenty-two handwritten pages
of codex H (Paris, Institut de France).® Leonardo described eighty-seven
creatures, including quadrupeds, birds, insects and fish, in concise entries
derived from traditional bestiary lore. Legends are usually followed by
the standard moralizations or by some popular metaphor, although in
some cases the conclusion is left to the reader. Efforts to identify sources
for Leonardo’s bestiary text and relevant animal illustrations have been
inconclusive. Luisa Cogliati Arano has suggested that, during his stay in
Milan, Leonardo had the possibility of consulting the Visconti library
in Pavia that contained, according to the 1426 inventory, De animalibus

b The notebooks of Leonardo da Vinci Compiled and Edited from the Original by Fean Paul
Richter, New York, 1970, vol. II, 316-34.
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by Albertus Magnus, Liber de proprietatibus rerum by Bartholomeus Angli-
cus, De mirabilibus mundi by Solinus, Fiore di virtit, De avibus by Hugh de
Foilloy, Bestiaire d’amour by Richart de Fornival, and probably De bestis,
attributed to Hugh of St. Victor.’

Following my own textual comparisons, it appears to me that Leon-
ardo used two main sources for his bestiary, both written in Italian.
The first, an anonymous moralized bestiary called Fiore di Virti (14th c.),
has survived in several fourteenth and fifteenth century manuscripts
and was issued with woodcut illustrations in early printed editions.?
Virtues and vices serve as titles for the chapters, each one followed by
the animal exemplum. There are salient parallels between the animal
exempla in the Fiore di Virtn and those of Leonardo’s bestiary. Among
the less conventional tales found in both we might note, for example,
the toad who lives exclusively on earth and never eats enough as a
metaphor of Avaritia, the lamb who submits himself to everyone’s will
as an example of Umilita, the hare who fears the falling leaves as an
example of Timore over Vilta, and the lustful but temperate camel that
represents Temperanza.’

LAcerba by Cecco d’Ascoli (1269?—1327) has been summarily men-
tioned by several authors as a source for Leonardo’s bestiary."” Cecco
d’Ascoli was an astrologer, mathematician, physician and poet, who
taught at the University of Bologna (1322-24). He was denounced
as a heretic for his defense of astrology and burned at the stake.
L’Acerba, written in Italian, is a didactic allegorical poem covering an
encyclopedic range of contents, which were probably modeled on De
proprietatibus rerum by Bartholomeus Anglicus and the Tuscan version

7 L. Cogliati Arano, “Font figurative del ‘Bestiario’ di Leonardo,” Arte Lombarda,
1982, 2, 151-60 and “Dal ‘Fisiologo’ al ‘Bestiario’ di Leonardo,” Riwvista di Storia della
Munmiatura, 1-2, 1996-1997, 239-248.

 The earliest editions of the Fiore di Virti were printed in 1471, 1488 (Parma),
1487, 1488, 1490, 1491, 1492, 1493 and 1499 (Venice). See Prince d’Essling, Le Livres
a Figures Vénitiens de la fin du XV* siécle et du commencement du XVI‘, Florence, 1907-1914,
vol. I, 2, 348-57 and The Florentine Fiore di Virti of 1491, trans. by N. Fersin, Wash.
D.C., 1953.

9 Cf. Leonardo (as in note 6), “Avaritia”, 317; “ Timore”, 319 & “Umilita”, 320, “ Temperanza”,
320; and. Fuore di Virta, 1953 (as above), “Avaritia”, 42; “Timore”, 77; “Umilita”, 92;
“Temperanza”, 87.

10" See Cecco d’Ascoli, L'Acerba, edited by A. Crespi, Ascoli Piceno, 1927 (available
on web site: Biblioteca dei Classici Italiani, ed. G. Bonghi, www.classicitaliani.it) and
L. Morini (ed.), Bestiari Medievali, Parma, 1987, 575-611.
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of the Tesoretto by Brunetto Latini.!" It was reproduced in numerous
manuscripts and a series of printed editions until 1581, at which time
it was banned by the Catholic reformation.'? Although Leonardo may
have consulted one of the manuscripts of LAcerba that were located
in the Visconti and Sforza collections, it seems likely that he was also
familiar with the several printed editions issued in Italy before his
departure for France.”

The application of animal symbolism to religious moralistic alle-
gory is demonstrated in fifteen out of the eighteen chapters in &bro 111
of L’Acerba. The first ten titles orient the reader towards the spiritual
and ethical content, but starting from chapter III the titles themselves
introduce the theme as well as the animal metaphors. We read, for
example, ‘Dell’intelletto attivo, ¢ dell’aquila suo simbolo’ (chapter III) or ‘De:
simboli di Fede, Speranza e Canita, ossia lumeria, stellino e pellicano’ (chapter
IV). In chapters XI to XV ‘simboli d’animal’ are organized in accor-
dance with encyclopedic zoological categories, the changed emphasis
in the title indicating that a description of the animal will precede the
moralization.

The titles to the first thirty-four entries of Leonardo’s bestiary ap-
pear to follow Cecco’s example. We might recall that the Physiologus
and medieval bestiaries listed the names of the creatures as titles to
the chapters. Thus the entry was simply entitled Leo or Chaladrius or
Formica."* Leonardo, by contrast, captions thirty-four of his entries with
a concise introduction to the moralization or metaphor rather than the
animal, and reverses the system in the following chapters. The first entry;
called Amore di Virtii, precedes the tale of the goldfinch (cardellino), who

" A facsimile edition of the beautifully illustrated, original manuscript of Brunetto
Latini, Zesoretto, ms. Strozzi 146, in the Biblioteca Medicea Laurenziana, Florence, was
issued as 11 Tesoretto, Firenze, 2000. Among the modern editions is an English transla-
tion by J.B. Holloway, 1984. The Tesoretto, written during the author’s self-imposed
exile in France, reflects northern encyclopedic, literary and philosophical influences.
His use of animal imagery and metaphors influenced Dante who, for example, echoed
Brunetto’s description of having been lost on the crossroads and meeting with “beasts,
serpents and wild creatures”.

12 Manuscripts of this work that were located in the 15th c. collections of the Vis-
conti and Sforza are: Milano, Bibl. Trivulziana, cod.1021 (illustrated by a follower of
Zavattari) and Vienna, B.N., ms.2608. Among the earliest editions of L’Acerba were
those of 1473 (Brescia) and 1476, 1487, 1501 & 1510 (Venice).

' The influence of the Milanese manuscripts was suggested by L. Cogliati Arano,
1982; see her article of 1996-1997 (as in note 7), 239-48, regarding early medieval
animal illustrations.

" See R. Baxter, Bestiaries and Their Users in the Middle Ages, London, 1998, 30-33.
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looks towards a sick person in order to augur his cure or turns away
from him to signify his death. As suggested by the title, this serves as
a metaphor for the love of virtue and the avoidance of vile or base
things." Pace is the caption chosen for the tale of the beaver (castoro)
who, in order to be at peace, bites off his testicles and leaves them to
his pursuers (cf. Fig. 5). The title Gratitudine introduces the legend of
the hoopoe (upupa) bird, which broods over his old and ailing parents
and restores their sight.'®

Not only does the system of titles demonstrate the dependence of
Leonardo on Cecco d’Ascoli’s precedent. The sequential order of the
animals 1s often the same, and the themes of the animal metaphors
as well as the terminology are similar, though not identical. Leonardo
appears to have extracted several pivotal sentences out of each of
Cecco’s long entries. His bestiary reads like a synopsis of L'Acerba,
without the cumbersome didactic and allegorical elaborations typical
of late medieval exegetic writing.

Few scholars have taken an interest in Leonardo’s bestiary. They
have no relation to his animal drawings, which are scientific studies in
anatomy and movement, or to the illustrated codex, known as codice sul
volo degli uccelli (1505), that was devoted to the flight of birds. Leonardo
proceeded from observations of birds to the construction of flying
machines. The fact that he saw no connection between his moralized
bestiary and his life drawings of animals indicates that the bestiary was
perceived by him and, assumedly by his educated contemporaries, as a
literary genre. But his bestiary interpretations are reflected by symbolic
animals in his paintings. Most of them are presented in unequivo-
cal symbolical contexts, as in the Portrait of Cecilia Galleriano with an
Ermine (ca.1483, Cracow, Museum Czartoyski) or in the Madonna Litta
(ca.1485-90, Hermitage, Leningrad), where the Christ child holds a
cardinal. The ermine, as a symbol of moderanza or gentilezza (purity), and
the cardinal, signifying Amore di virtil, are interpreted along traditional
lines both in Leonardo’s bestiary and in his paintings.'” But the fact
that the ermine was also an emblem of Cecilia’s lover, Lodovico Sforza,
illustrates Leonardo’s use of double meanings, a strategy which we also
find in the floral devise on the reverse of the Portrait of Ginevra de’ Benct

1 Leonardo (as in note 6), 315.
5 Ibid, 316.
7 Ibid., 321 & 316.
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(ca.1478-80, Vaduz, Liechtenstein Gallery) and elsewhere in his paint-
ing.'® In most cases, however, conventional animal images, such as the
lion of St. Jerome (ca.1483, Rome, Vatican), the lamb in the Vigin and
Child with St. Anne (ca.1508—10, Paris, Louvre) or the swan with Leda
(sketches in Rotterdam and Chatsworth, ca.1504), simply provided the
artist with occasions to describe the beauties and intricacies of animal
anatomy and movement.

Presumably Leonardo did not believe that goldfinches had super-
natural prophetic powers, that beavers castrated themselves when
pursued by hunters, or that hoopoe birds restore the sight of their
ailing parents. Nevertheless, the greatest scientist-artist of the Renais-
sance, who prided himself on his empirical methodology, considered
these fantastic animal tales with their appended moralizations, to be
worth copying. Thus symbolism and empirical naturalism coexisted in
Leonardo’s art. He valued and preserved the bestiary tradition, despite
its encumbering legends and ethical appendages; it did not conflict
with his highly innovative scientific work on animals. Fact and fantasy
existed side by side.

Natural History in the Sixteenth Century

Conrad Gesner, a medical doctor, humanist scholar and unbelievably
prolific writer, was born in Zurich in 1516, one year before the death
of Leonardo da Vinci." Like Leonardo he was a passionate observer
of nature and incessantly studied the multiple forms of flora and fauna.
His four-volume Historia animalium (1551-58), the most widely read of all
Renaissance natural histories, ushered in a new chapter in this genre.?’
It is remarkable not least for the comprehensive and methodological
approach that combined precise observations of animal forms and
phenomena, with a plethora of veterinarian, medicinal, culinary, agri-
cultural, religious and philological information, as well fictional material

'8 J. Fletcher, “Bernardo Bembo and Leonardo’s Portrait of Ginevra de’ Benci,” in
C. Tarago (ed.), An Overview of Leonardo’s Career and Projects Until ¢.1500, New York &
London, 1999, 297-302.

19 Forty-seven of his works were published during his lifetime, thirteen more were
published posthumously; see L. Braun, Conrad Gesner, Geneve, 1990, 156.

2 Conrad Gesner, Historia amimalium b1 De quadrupedibus viviparis, Zurich, 1551;
Historia amimalium b 11 De quadrupedibus oviparis, Zurich, 1554 Historia animalium hb 111
De aevium, Zurich, 1555; Historia animalium Ub I Qui est de piscu, et aquatilium animalium
natura, Zurich, 1558.
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derived from the various traditional sources we have discussed above,
including the bestiary. His classifications of animals and four-book divi-
sion were based upon Aristotle’s De animalibus, which was published in
five Venetian editions by 1498.?' Among his classical sources Gesner
also cited Pliny, Aelian, Oppian, Dioscorides, Terrence and Plautus;
Albertus Magnus was his most important medieval source.? It is known
that Gesner copied two illustrations from an illustrated manuscript of
Oppian’s Gynegetica (ca.217 AD).* In his first book Gesner established
rubrics for each of the eight chapters marked by the letters A to H.
A. dealt with the names of the animals in different languages, B. with
their geographical locations, C. with their life-styles, reproduction and
life expectancy, D. with instincts and communication, E. with their
use by Man, E with their alimentary value, G. with their adaptations
for remedies, and H. covered philological and etymological aspects of
animal names as well as myths, proverbs, symbolism and religion.

In an attempt to define the place of fictional sources in Gesner’s
book, William B. Ashworth wrote the following: ‘What are we to make
of this barrage of folktales and myths? Why are such stories here, in a
work of natural history? One might choose to believe, as many com-
mentators have, that Gesner was simply a lousy natural historian; that
for all his humanistic fervor he patently lacked the common sense to
discriminate between fact and fiction. But such a conclusion makes a
dangerous presupposition about natural history; it assumes that good
natural history consists only of true facts, and that a natural history
containing mythical or apocryphal material is somehow inferior. But
perhaps Gesner did not feel that way. Perhaps he thought that a proper
essay on the fox would include not only information on the fox’s name,
size and appearance, but also every fox folktale, every vulpine myth,
every Reynardian legend that has come down to us. Perhaps Gesner
believed that such tales reveal to us a great deal about the place of
animals in human culture, and that one of the goals of natural history,

21 Aristotle, De Animalibus, Venetiis, 1476, 1489, 1492, 1495, 1498.

2 Pliny’s Historia naturalis was first published in Latin, in Venice, 1469, Treviso, 1479
& 1483 & Venice, 1491 & 1496, and in Italian in Venice, 1476 & 1481; De animalibis
by Albertus Magnus was first published in Rome, 1478, with 15 incunabula, and at
least 43 editions in the 16th c.

% See W.B. Ashworth jr., “Emblematic Natural History in the Renaissance,” in
N. Jardine, J.A. Secord & E. Spary (eds.), Cultures of Natural History, Cambridge, 1996,
17-37, esp. 26 & Zoltan Kadar, Survivals of Greek Zoological Illuminations in Byzantine
Manuscripts, Budapest, 1978.
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perhaps the supreme goal, is to understand the intricate web of rela-
tionships that interconnect humans and animals. Gesner used every
available thread because he was trying to weave the richest tapestry
possible’.* T have quote this passage almost in its entirety because it
illuminates the issue so well.

There are several points to be underlined here. The first is that out-
standing texts in the field of natural history, written in the sixteenth
century by men like Gesner, who were formally educated in natural
science, included material from the spheres of cultural or literary his-
tory that we would define as unscientific. The importance attached to
this material as part of a compilation of knowledge reveals an attitude
that imparts to literature and art a documentary value. In other words,
if animal myths and fables convey attitudes towards animals, or reflect
‘relationships that interconnect humans and animals’, they are valid
sources of knowledge. This implies that strategies of veiling and con-
cealment, as employed in simile, metaphor and allegory, are perceived
as legitimate means for transmitting truth and reality, subjective as well
as objective reality. This might be compared to the way a modern day
psychologist approaches a child’s poem or drawing as a valid and reli-
able document of his attitudes and emotions.

Gesner the scholar collected information from every possible written
source, but he also traveled, collected specimens, and corresponded with
friends, in order to present as comprehensive a picture as possible. The
second point that I would like to emphasize relates to the multiplicity
of sources, approaches, and interpretations found primarily in section
H of Gesner’s Historia animalium. The epithets, metaphors, symbols,
emblems, tales and proverbs, associated by Gesner with each animal,
were those that concurrently found expression in visual art. Medieval
books on animals, adopting exegetic methodology, had offered mutually
exclusive modes of interpretation that were often conflated in artistic
adaptations. This method of multiple interpretations assumed new
form and content under the direct influence of classical sources, and
contemporary adaptations of these in emblems and proverbs. Ashworth
stated: ‘it is clear that the idea of the emblem captured the very essence
of Gesner’s view of nature: that the natural world is a complex matrix
of seemingly obscure symbols and hidden meanings, which can sud-
denly become clear in a burst of illumination, if only you view it from

2 Ashworth (as above), 20.
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enough different angles’.* Regardless of Gesner’s aim, however, we
will see that viewing obscure symbols and hidden meanings from dif-
ferent angles did not necessarily lead to a synthetic coherence. In fact,
Gesner’s entries are full of conflicting tales, reports and estimations of
each animal, which he made no effort to reconcile.

Among the most innovative aspects of Gesner’s books on animals
are the illustrations. The four books, on live-bearing quadrupeds,
egg-laying quadrupeds, birds and fish (1551-58), together with the
posthumous book on serpents (1587), contained a total of 1,200 beau-
tiful illustrations, mostly woodcuts. Many of the prints in the Historia
amimalium were based on original water-color studies by Hans Weiditz
(ca.1500-1536), who had worked in Direr’s studio in Nuremberg
(Fig. 9). In fact, Direr’s well known rhinoceros was among the many
illustrations that were subsequently copied or reprinted. All are precise
depictions based on careful observation; there are no illustrations of
animal fables, myths or emblems. This clear-cut differentiation between
fact and fancy, between objective visual depictions and fictional tales,
recalls Leonardo’s disassociation of naturalistic animal drawings from
bestiary myths and moralizations.

The Historia animalium was reprinted in 1604, 1617-20, and 1669.
This work was also transmitted by a condensed German version that
dated from Gesner’s lifetime, and an English translation by Edward
Topsell, with some modifications and supplements, called The History
of four-footed Beasts (London, 1607 & 1658).° The continued popular-
ity of Gesner’s work and its translations is notably in contrast to the
ebbing interest in the focused zoological studies of Belon, on birds
(1553), and Rondelet, on fish (1554). The latter were not reprinted or
translated. Ashworth explained this as part of the tendency towards
allegory and the emblematic view of animals that flourished in the last
half of the sixteenth century.” In fact emblematic material from the
earliest [talian emblem book, Alciato’s Emblematum libellum (first issued in
Augsburg, 1531) was already incorporated by Gesner (1551-1558) and
subsequently by Topsell. Michael Bath has noted that “Topsell was used

more than once as a pattern book for decorative artists, and may well

» Jbid., 23.

% The History of Four-Footed Beasts and Serpents and Insects by Edward Topsell, introduc-
tion by W. Ley, 3 vols., New York, 1967, is a republication of the 1658 edition that
contained additional material in the volumes on serpents and insects by authors other

than Gesner.
2 Ashworth (as in note 23), 30.
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LATINE Canis, ITALICE Cane,
GALLICE Chien. GEMAN, %und.

Fig. 9. Cani, engraving from Konrad Gesner, Icones animalium quadrupedum
viviparorum et ovirarorum, Zurich, 1553, p. 15.
Copyright Bibliotheque Centrale du Muséum National d’Histoire Naturelle, Paris.

have helped to confirm the links which animals traditionally had with
more strictly allegorical or emblematic subjects in decorative schemes’.”
I found additional support in Topsell’s book for my interpretation of
the three animal heads in Titian’s London Allegory as images of sins
(Fig. 54).% In his discussion of Cerberus, Topsell explains the heads
of the lion, the wolf and the dog as follows: ‘Cerberus himself with
his three heads signified the multiplicity of Devils; that is, a Lions, A Wolfs,
and a fawning Dogs; one for the Earth, another for the Water, and
the third for the Air: for which cause Hercules in flaying Cerberus, is
said to overcome all temptation, vice and wickedness, for so did his three heads
> 30

signify’ > (My emphasis).

% See Ashworth (as in note 23) 30-32 and M. Bath, “Some Early English Transla-
tions of Alciato: Edward Topsell’s Beastes and Serpents,” Emblemata, 11, 2001, 393-402.

# See Chapter Seven.

% Topsell, (as in note 26), 113.






CHAPTER THREE

EMBLEMATIC LITERATURE AND RELATED SOURCES

The Renaissance emblem, as a model for disguised animal symbolism,
introduces several new characteristics, in comparison with the sources
we have been discussing. Bestiaries, exempla literature, encyclopedic
works, epics and fables were basically literary forms; illustrations were
optional. When illustrations existed, as in the bestiaries, they served as
visual aids or embellishments to the text but contributed nothing to the
exegetic or moralistic interpretations. In the case of the emblem the
image was indispensable, but it depended on a brief text, and often
a title, to explicate its meaning. The interdependence of image and
word, so typical of Renaissance culture, enhanced its potential as a
model for the visual arts.

By the 1440s, long before the publication of emblem books, Pisanello
and other medalists were creating emblematic images with symbolic
animals and birds on the reverse of portrait medals. On the reverse of
his bronze portrait medal for Alphonse of Aragon (Florence, Bargello),
Pisanello added the inscription Liberalitas Augusta to his depiction of
an eagle who leaves a dead gazelle to the vultures. Another medal for
Alphonse, attributed to Pisanello’s workshop (London, British Museum),
portrays an angel/cupid on a quadriga, modeled on contemporary illus-
trations to Petrarch’s Trionfi, with a motto extolling Fortitudo." Among the
carly examples of emblems in Renaissance portraiture is the floral devise
and motto on the reverse of Leonardo’s painting of Ginevra de’ Benci
(1474, Washington, National Gallery). The complimentary relationship
of text and image is also seen, for example, in Holbein’s portrait of
Erasmus (Longford Castle), which includes a Greek inscription from
his Adages. Emblems were widely used in the decorative arts, court and
religious festivals, printer’s marks, frontispieces, and elsewhere.? Michael
Bath has also shown how an epigram originating from Theocritus was

! For these and other examples of his emblematic medals, see L. Syson, “Opus pisani
pictoris. Les médailles de Pisanello et son atelier,” in Pisanello, Actes du colloque, 2 vols.,
Musée de Louvre (1996), Paris, 1998, 377 426, esp. Figs. 18-23.

2 See D.S. Russell, “Emblematics and Court Culture,” in his Emblematic Structures in
Renaissance French Culture, Toronto, Buffalo, London, 1995, esp. 191-94 & 206-209.
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used by Lucas Cranach in his paintings of Cupid and the Bees, even
before the subject was adopted by Alciato in two emblems.” The adop-
tion of animal symbols and allegories from bestiaries, heraldry, fables,
epigrams, and emblems, for the iconography of political propaganda
in the Renaissance has been the subject of various studies.* Aspects
of the influence of the emblematic genre as a source for disguised
animal symbolism in non-emblematic art are examined in my chapters
on Carpaccio’s Miles Christianus, Titian’s London Allegory, and the San
Lorenzo lavabo (Chapters 4, 7 & 8).

What were the sources of Renaissance emblematic literature and how
did these affect animal iconography? As we have seen in the cases of
Gesner and Topsell, the categorical differentiation between Renaissance
‘scientific’ natural history and ‘allegorical’ emblematic literature, as
two unrelated genres, is not always valid or consistent. In fact, diverse
sixteenth century literary genres dealing with animals from different
view points were variously interrelated. Animal proverbs from the
Adagiorum collectanea (Paris, 1500) of Erasmus, for example, were used
by Gesner and Topsell, and reappeared in the book on quadrupeds
by Ulisse Aldrovandi (1522-1605), published in several editions after
his death.” Animal emblems were taken by Gesner, and subsequently
by Topsell, from the first Renaissance emblem book, Andrea Alciato’s
Embelmatum libellus, first printed by H. Steyner, in Augsburg, 1531 and
reprinted with additions in more than one-hundred and thirty editions
between 1532 and 1790.°

* M. Bath, “Honey and Gall, or: Cupid and the Bees. A Case of Iconographic
Slippage,” in Andrea Alciato and the Emblem Tradition: Essays in Honor of Virginia Woods
Callahan, Ed. Peter M. Daly, New York, 1989, 59-94, esp. 68-70.

* See e.g. L. Jillings, “The Eagle and the Frog: Hutten’s Polemic against Venice,”
Renaissance Studies, vol. 2, no. 1, March 1988, 14-26 and R.W. Scheller, “L’union des
princes: Louis XII, his allies and the Venetian Campaign of 1509,” Simiolus, vol. 27,
1999, nos. 1/2, 195-242, esp. 195, 201-205.

> Ulisse Aldrovandi, De quadrupedibus digitatis, Bologna 1605, 1616, 1621, 1637. See
also his Ornithologia, Bologna, 1600.

® Among the sixteenth century editions of Alciato were those of 1534, 1539 &
1542, Wechel, Paris; 1546, Aldus, Venice; 1546 & 1547, J. de Tournes, Lyon; 1548
& 1550, G. Rouille, Lyon; 1558 & 1564, Totti, Padua. See M. Bath, “Some Early
English Translations of Alciato: Edward Topsell’s Beastes and Serpents,” Emblematica,
II, 2001, 393-402.
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Andrea Alciato’s Emblematum libellus: fts Sources and Influence

The Hieroglyphics of Horapollo Nilus and the Planudean Greek Anthol-
ogy of Greek epigrams have been identified as important models for
Alciato.” The Greek Anthology is a collection of lyric and epigrammatic
poems by ancient and medieval writers. It was published in Florence
in 1494 by Janus Lascaris, based on the work of the monk Maximus
Planudes (13th c.). Of the one-hundred and three emblems in Alciato’s
1531 edition thirty one were based on poems from this source, which
contained moral instruction and were often of an ambiguous nature.
But these included a relatively small number of animal images.?

The Hieroglyphics of Horapollo provided a more fertile source of ani-
mal symbolism. It was first published in Greek by Aldus Manutius in
1505 together with Aesop’s fables, indicating that the former was seen
primarily in terms of animal symbolism or, more specifically, animal
ideograms.” The first Latin translation, by Trebazio Vicentino, came
out in Basel in 1518. A French translation of Horapollo, made in 1529
for Louise of Savoy, bore the following dedication:

Doncques pour mon essay et commencement mest venu entre les mains
ung livre en grec lequel a fait ung aucteur nomme Orus apollo en egyptien,
qui parle comment et en quelle maniere les prestres degypte escrivoient
leur secretz sans lettres seulement par figures de bestes & autres choses
lequel ma semble plaisant. Car il descript la nature de plusieurs bestes
mieulx que aultre livre que je puisse trouver.'

7 The Hieroglyphics of Horapollo were published in Venice, 1505; Bologna, 1517 and
Paris, 1521; the Greek Anthology was published in 1494, 1528 and 1529. Regarding their
use by Alciato, see D.S. Russell, Emblematic Structures in Renaissance French Culture, Toronto,
Buffalo, London, 1995, 113-115.

8 In later editions of Alciato there was additional material from the Anthology.
See comparative list by Denis Drysdall: http://www.mun.ca/alciato/greek.html
and additional literature in the Glasgow emblem site: http://www.emblems.arts.gla
.ac.uk).

? The manuscript of Horapollo, discovered on the island of Andros in 1419, is
thought to originate from the 5th c.

10 “Hence for my essay and beginning, there has come into my hands a book in Greek, written
by an author called Horus apollo, an Egyptian, who tells how and in what manner the priests of
Egypt wrote down their secrets without letters, only through figures of beasts and other things that
seem pleasant to me. It is because he describes the nature of many beasts better than any book that
1 have found.” (my trans.), from Chantilly, Musée Condé¢, ms.682; quoted by Russell (as
in note 2), 120.
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Among the thirty-four editions of Horapollo’s Hieroglyphics that
appeared in the sixteenth century, several included illustrations.'" Each
of the fifty-eight books, dedicated to one or more animals, contained
multiple interpretations. Michael Bath has shown that the Hieroglyph-
ics of Horapollo influenced the iconography of the ‘Oldest Animals’,
a classical theme unknown in the bestiaries that was revived by the
emblem books of Alciato and Ripa.'? The legacy of the Hieroglyphics
of Horapollo and its approach to animal symbolism was expanded by
Pierio Valeriano in his Hieroglyphica of 1556, which was dedicated to
Cosimo de’ Medici."”

Another favorite source for emblematists were the Aesopic fables,
which dealt mostly with animals. They were widely popularized in late
medieval manuscripts due to their traditional adaptability to moral
teaching and social satire, and were repeatedly published in Greek,
Latin, and the vernacular throughout the sixteenth century, primarily
in Venice." Animal fables that appeared in Alciato’s Embelmatum libellus
(Augsburg, 1531) and Achille Bocchi’s Symbolicae Questiones (Bologna,
1555) were repeated, for example, in Mathias Holzwart’s Emblematum
Tyrocinia (Strasbourg, 1581) and Nicolaus Reusner’s Emblemata (Frankfurt,
1581) and Aureola Emblemata (Augsburg, 1587).

The revival of classical sources in emblematic literature, in general,
and those of natural history in animal emblems, in particular, is a salient
feature of the genre. Information about the world of creatures was

""" E.g. The edition published by Kerver, Paris, 1543 & 1551, and the one illustrated
by Aloisio Zanetti, Rome, 1597, 1599 & 1600.

12 M. Bath, “The Iconography of Time,” in A.L. Bagley & E.M. Griffon (eds.), Te
Telling Image: Explorations in the Emblem, New York, 1996, 29-68.

13 P. Valeriano (Giovan Pietro dalle Fosse, 1477-1588), Hieroglyphica sive de sacris
Aegyptiorum aliarumque gentium literts, commentari Joannis Valeriani, Basilea, 1556.

" Among the early printed editions of Aesop’s Fables in Italy were the following:
Rome, 1483; Naples, 1485; Verona, 1479; Milan, 1498; Venice, 1502, 1505, 1542,
1549 & 1561. For a comprehensive list, see Short Tutle Catalogue of Books Printed in Italy
and of Italian Boooks Printed in Other Countries from 1465 to 1600 Now in the British Museum,
London, 1958, 8-9. For the collection of fables and their history, see B.E. Perry, Babrius
and Phaedrus, Cambridge, Mass., 1965. Regarding their medieval adaptations, see e.g.
Henderson, A.C., “Animal Fables as Vehicles of Social Protest and Satire: Twelfth
century to Henryson,” in J. Goossens & T. Sodman, Third International Beast Epic, Fable
and Fabhau Colloguium, (Minster, 1979), Koln & Wien, 1981, 160-73, and J.E. Salisbury,
The Beast Within, Animals in the Muiddle Ages, New York & London, 1994, chapter 4:
“Animals as Human Exemplars,” esp. 114—128.

15 See E. Klecker & S. Schreiner, “How to Gild Emblems. From Mathias Holzwart’s
Emblematum Tyrocinia to Nicolas Reusner’s Aureaola Emblemata,” in K.A.E. Enenkel

& S.Q). Visser, Mundus Emblematicus, Turnhout, 2003, 131-72, esp. 137-140.
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derived from the writings of Aristotle, Pliny, Aelian, Solinus and others,
and adapted to new contexts. Most of these sources, however, contained
neither metaphors nor moralizations, and excerpts thereof provided the
basis for imaginative elaborations and interpretations, through which
they became illustrations of moral lessons.'® Consequently, despite its
obvious debt to classical learning, the animal emblem was deeply embed-
ded in the allegorical tradition of the Physiologus and bestiaries. Dietmar
Peil, who studied the Physiologus tradition in emblematic art, found that
the versions ascribed to St. Epiphanius of Constantia (c.315-403) and
Theobaldi (11th c.), each published in both Greek and Latin during the
Renaissance, had some direct influence on emblem books.!” He noted
that examples from the Physiologus were quoted by Joachim Camerarius,
in his Symbola et emblemata (Nuremberg, 1590-1604) and I Picinelli, in
his Mundus symbolicus (1635), both of whom also cited medieval sources.
Henkel and Schone, in their Emblemata, noted ‘the connection of the
emblematic tradition with the symbolic thought of the Middle ages
embodied in the herbals and bestiaries, which transmitted a wealth of
motifs to the books of emblems’.'® But modern writers who emphasize
the revival of classical sources in emblems t