ANNE DuNLOP

ANDREA DEL CASTAGNO
AND
THE LIMITS OF PAINTING

HARVEY MILLER PUBLISHERS



Andrea del Castagno
and
the Limits of Painting

ANNE DuNLOP

h 4
A

HARVEY MILLER PUBLISHERS



HARVEY MILLER PUBLISHERS
An Imprint of Brepols Publishers
London/Turnhout

British Library Cataloguing in Publication Data
A catalogue record for this book

is available from the British Library

ISBN 978-1-909400-18-4

© 2015, Brepols Publishers n.v., Turnhout, Belgium

All rights reserved.

No part of this publication may be reproduced,

stored in a retrieval system, or transmitted in any form or by

any means, electronic, mechanical, photocopying, recording, or
otherwise, without the prior permission of Harvey Miller Publishers
D/2015/0095/111

Printing and binding
by Grafikon, Oostkamp, Belgium



ANDREA DEL CASTAGNO
AND THE LIMITS OF PAINTING

ANNE DuNLor



RENOVATIO ARTIUM

STUDIES IN THE ARTS OF THE RENAISSANCE

General Editor

Lorenzo Pericoro - University of Warwick

Atlvisory Board

MicHAEL W. CoLE - Columbia University
JEANETTE KoHL - University of California, Riverside
StuarT LINGO - University of Washington, Seattle
MitcHELL MERBACK - Johns Hopkins University
ALEXANDER NAGEL - Institute of Fine Arts, New York
AvLINA PAYNE - Harvard University
FeLIPE PEREDA - Johns Hopkins University



Acknowledgments

obookiseverreally ‘single-authored’; itemerges from years of conversation, collaboration,
Nand exchange. I am grateful to many people who have helped to shape what follows.
Above all,  wish to thank the staff and the 2012-2013 fellows at the Center for Advanced Study
in the Visual Arts at the National Gallery of Art in Washington, D.C. Much of the first draft
was written while I was a Samuel H. Kress Senior Fellow at CASVA, and it was a privilege to
be part of such a diverse and thoughtful community of scholars. I am also grateful to the staff
of the National Gallery’s Paintings Conservation Department, especially Elizabeth Walmsley,
and to the Department of European Painting,.

In the early stages of my work, I benefitted from the chance to talk to the Honors Colloquium
at Dartmouth College, and to present the 2010 Andrew Martindale Memorial Lecture at the
University of East Anglia. The feedback from these events shaped the second chapter of this
book, and I thank Adrian Randolph, Margit Thefner, Simon Dell, and Sandy Heslop for the
invitations. The last chapters emerged from the 2011 Clark Workshop on agency in early
Renaissance art that I co-organized with Jean Campbell. Jean has been a constant intellectual
inspiration. I also thank Michael Ann Holly and the staff of the Clark for making the workshop
possible, and the participants who made it so important: Stephen Campbell, Paul Hills, Megan
Holmes, Klaus Kriiger, Rebecca Miiller, Carl Brandon Strehlke, Marvin Trachtenberg, and
Claudia Ceri Via.

In Florence, Padre Gabriele Alessandrini, Prior of the Servite Community at the Santissma
Annunziata, allowed access to the usually hidden fresco of Saint Julian. Angelo Tartuferi,
Director of Medieval and Quattrocento art at the Uffizi, permitted examination and
photography of the Uomini Illustri housed in San Pietro Scheraggio, and Lucia Dori of I'Officina
del restauro srl discussed her on-going work on the painting techniques of Alesso Baldovinetti
and other Quattrocento artists close to Andrea. I also thank Christa Gardner von Teuffel, who
arranged this meeting and shared her knowledge of the Florentine Quattrocento with me.
The Soprintendenza arranged access to the remaining frescoes of the Villa Carducci, allowing
a memorable visit with Francesca Fiorani, Lorenzo Calvelli, and Duncan Bull. I also wish to
thank the staff of the Archivio di Stato di Firenze, the Kunsthistorisches Institut in Florenz, and
the Biblioteca Berenson at Villa I Tatti, where much of the primary and secondary research was
carried out.

At home, Tulane University provided support for research time and travel. The Art History
section of the Newcomb Art Department awarded funds for image rights and publication
costs, and my colleagues at Tulane and former colleagues at Yale University offered many

3



ACKNOWLEDGMENTS

helpful suggestions and comments. I have also had two excellent research assistants. Before
there was even the idea of a book, Jennifer Ng compiled an initial bibliography on Castagno
that became a basis for research; as the book has gone to press, Sonya Wohletz has helped with
everything from obtaining images to checking commas in the bibliography. At Harvey Miller,
Johan Van der Beke has been an ideal editor.

Other thanks go to Joanne Allen, Elena Calvillo, Elizabeth Cropper, Charles Dempsey,
Nicholas Eckstein, Cecilia Frosinini, Julian Gardner, Cynthia Hahn, Margaret Haines, Joseph
Hammond, Dale Kent, Herbert Kessler, Estelle Lingo, Stuart Lingo, Wolf Léhr, Sarah Monks,
Alexander Nagel, Irma Passeri, Brenda Preyer, Stefano Riccioni, Dennis Romano, Patricia
Simons, Nicholas Terpstra, Stefan Weppelmann, Christopher Wood, Alison Wright, Johanna
Zaccharias, and Rebecca Zorach. Jana Graul deserves special gratitude for sharing her work
on envy with me, and for many conversations about Castagno and his peers. Above all I thank
Adrian Randolph and Michael Cole, who read the manuscript for Harvey Miller, and Una
Roman d’Elia and Morten Steen Hansen, who read chapter drafts at an early and very messy
stage. Together, they made this book something better than it could otherwise ever have been.

This book is dedicated to my mother, Joan McLean Dunlop, with love and admiration, and
to my father, James Craig Dunlop—you are missed.



()mages are the remnant, the trace of what
men who preceded us have wished
and desired, feared and repressed.

—GIORGIO AGAMBEN, ‘NYMPHS’



Table of Contents

Acknowledgments ............ i i i e i et e 2
LiStOEPIZUTEE o o mmiss o b 5 vrms i 5 5 aos wsms & ismms s & 6 8,50 505as S840 & & % 519150575 5 & 24 5 7
Introduction . .. ... e e 13
I. A Portraitof the Artistas Judas . ............. i 21
B RO EUMEINS: 5 -5, 5 & sesrcemirs w2 o rsrm s 6 4 s 5 o s 505 ¢ . MBS S50 5 NS i ] YRR G 1 47
LI DTROHEREEMNRD 5 505 b b b i 0 550 B o o s o et i i o s s o o i 0 e 6 e B B O B B 69
IV VSIS, o crcs oviwmsin s s 50w mm s s 0 4 mafmes mdggis 6 5 515 578 A5 8% 515 58 0% B9 515, 5% £ 568 5 3 5400 i b3 51§ 91
Conclusion: Painting, Deception, and Sphinxes .......... ... ... ... 129
TR & snpr gy s 5o b @RS ol ke 50 8 Gl o g ot g B P SR PR EEEREE) PIENESS (TSNP ES § 139
Bibliography . ... e 163
BRI : - sl f R R B B P 3B R Femd e d e m T i im e gy @ B SIS ERA A4 T2 B B s s 1B EES b} 183



Table of Contents

Acknowledgments ............ i i i e i et e 2
LiStOEPIZUTEE o o mmiss o b 5 vrms i 5 5 aos wsms & ismms s & 6 8,50 505as S840 & & % 519150575 5 & 24 5 7
Introduction . .. ... e e 13
I. A Portraitof the Artistas Judas . ............. i 21
B RO EUMEINS: 5 -5, 5 & sesrcemirs w2 o rsrm s 6 4 s 5 o s 505 ¢ . MBS S50 5 NS i ] YRR G 1 47
LI DTROHEREEMNRD 5 505 b b b i 0 550 B o o s o et i i o s s o o i 0 e 6 e B B O B B 69
IV VSIS, o crcs oviwmsin s s 50w mm s s 0 4 mafmes mdggis 6 5 515 578 A5 8% 515 58 0% B9 515, 5% £ 568 5 3 5400 i b3 51§ 91
Conclusion: Painting, Deception, and Sphinxes .......... ... ... ... 129
TR & snpr gy s 5o b @RS ol ke 50 8 Gl o g ot g B P SR PR EEEREE) PIENESS (TSNP ES § 139
Bibliography . ... e 163
BRI : - sl f R R B B P 3B R Femd e d e m T i im e gy @ B SIS ERA A4 T2 B B s s 1B EES b} 183



VIR, /%

R

B

PDFiE 17 0] : www. ertongbook. com



Acknowledgments

obookiseverreally ‘single-authored’; itemerges from years of conversation, collaboration,
Nand exchange. I am grateful to many people who have helped to shape what follows.
Above all,  wish to thank the staff and the 2012-2013 fellows at the Center for Advanced Study
in the Visual Arts at the National Gallery of Art in Washington, D.C. Much of the first draft
was written while I was a Samuel H. Kress Senior Fellow at CASVA, and it was a privilege to
be part of such a diverse and thoughtful community of scholars. I am also grateful to the staff
of the National Gallery’s Paintings Conservation Department, especially Elizabeth Walmsley,
and to the Department of European Painting,.

In the early stages of my work, I benefitted from the chance to talk to the Honors Colloquium
at Dartmouth College, and to present the 2010 Andrew Martindale Memorial Lecture at the
University of East Anglia. The feedback from these events shaped the second chapter of this
book, and I thank Adrian Randolph, Margit Thefner, Simon Dell, and Sandy Heslop for the
invitations. The last chapters emerged from the 2011 Clark Workshop on agency in early
Renaissance art that I co-organized with Jean Campbell. Jean has been a constant intellectual
inspiration. I also thank Michael Ann Holly and the staff of the Clark for making the workshop
possible, and the participants who made it so important: Stephen Campbell, Paul Hills, Megan
Holmes, Klaus Kriiger, Rebecca Miiller, Carl Brandon Strehlke, Marvin Trachtenberg, and
Claudia Ceri Via.

In Florence, Padre Gabriele Alessandrini, Prior of the Servite Community at the Santissma
Annunziata, allowed access to the usually hidden fresco of Saint Julian. Angelo Tartuferi,
Director of Medieval and Quattrocento art at the Uffizi, permitted examination and
photography of the Uomini Illustri housed in San Pietro Scheraggio, and Lucia Dori of I'Officina
del restauro srl discussed her on-going work on the painting techniques of Alesso Baldovinetti
and other Quattrocento artists close to Andrea. I also thank Christa Gardner von Teuffel, who
arranged this meeting and shared her knowledge of the Florentine Quattrocento with me.
The Soprintendenza arranged access to the remaining frescoes of the Villa Carducci, allowing
a memorable visit with Francesca Fiorani, Lorenzo Calvelli, and Duncan Bull. I also wish to
thank the staff of the Archivio di Stato di Firenze, the Kunsthistorisches Institut in Florenz, and
the Biblioteca Berenson at Villa I Tatti, where much of the primary and secondary research was
carried out.

At home, Tulane University provided support for research time and travel. The Art History
section of the Newcomb Art Department awarded funds for image rights and publication
costs, and my colleagues at Tulane and former colleagues at Yale University offered many

3



ACKNOWLEDGMENTS

helpful suggestions and comments. I have also had two excellent research assistants. Before
there was even the idea of a book, Jennifer Ng compiled an initial bibliography on Castagno
that became a basis for research; as the book has gone to press, Sonya Wohletz has helped with
everything from obtaining images to checking commas in the bibliography. At Harvey Miller,
Johan Van der Beke has been an ideal editor.

Other thanks go to Joanne Allen, Elena Calvillo, Elizabeth Cropper, Charles Dempsey,
Nicholas Eckstein, Cecilia Frosinini, Julian Gardner, Cynthia Hahn, Margaret Haines, Joseph
Hammond, Dale Kent, Herbert Kessler, Estelle Lingo, Stuart Lingo, Wolf Léhr, Sarah Monks,
Alexander Nagel, Irma Passeri, Brenda Preyer, Stefano Riccioni, Dennis Romano, Patricia
Simons, Nicholas Terpstra, Stefan Weppelmann, Christopher Wood, Alison Wright, Johanna
Zaccharias, and Rebecca Zorach. Jana Graul deserves special gratitude for sharing her work
on envy with me, and for many conversations about Castagno and his peers. Above all I thank
Adrian Randolph and Michael Cole, who read the manuscript for Harvey Miller, and Una
Roman d’Elia and Morten Steen Hansen, who read chapter drafts at an early and very messy
stage. Together, they made this book something better than it could otherwise ever have been.

This book is dedicated to my mother, Joan McLean Dunlop, with love and admiration, and
to my father, James Craig Dunlop—you are missed.



()mages are the remnant, the trace of what
men who preceded us have wished
and desired, feared and repressed.

—GIORGIO AGAMBEN, ‘NYMPHS’



3

T,

e

=
\
-



10.

11.

List of Figures

Last Supper. c. 1447-1448. Fresco. Cenacolo di Sant’Apollonia, Florence. Photo: Scala/Art
Resource NY.

Portrait of Andrea del Castagno from Giorgio Vasari, Le Vite de’ piu” eccellenti pittori, scultori, et
architettori (1568). Photo: Gutenberg Project, Public Domain.

Wall of the former refectory of Sant’Apollonia, c. 1447-1448. Fresco, approximate
measurements of the wall 4.53 x 9.76 m. Cenacolo di Sant’Apollonia, Florence. Photo:
author.

Detail of the fictive architecture, Last Supper. Cenacolo di Sant’Apollonia, Florence. Photo:
author.

Detail of inscription and floor, Last Supper. Cenacolo di Sant’Apollonia, Florence. Photo:
author.

Portrait of an Unknown Man. c. 1450-1452. Tempera on panel, painted surface 54.2 x 40.4 cm.
Andrew W. Mellon Collection, National Gallery of Art, Washington, D.C. Photo: National
Gallery of Art.

Pisanello, Studies of Hanged Men. c. 1434-1438. Pen and ink over metalpoint, 283 x 193 mm.
British Museum, London. Photo: © The Trustees of the British Museum /Art Resource, NY.

Deposition, designed by Andrea del Castagno. 1444. Stained glass oculus, diameter
approximately 4.8 m. Cathedral, Florence. Photo: Scala/ Art Resource, NY.

Assumption of the Virgin with Saints Miniatus and Julian. 1449-1450. Tempera and gold on
panel. Gemaldegalerie, Berlin. Photo: Jorg P. Anders/Bildarchiv Preussischer Kulturbesitz /
Art Resource, NY.

Monument to Niccold da Tolentino. 1456. Detached fresco, 8.33 x 5.12 m. Cathedral, Florence.
Photo: Scala/Art Resource, NY.

Paolo Uccello, Monument to Sir John Hawkwood. 1436. Detached fresco. 7.32 x 4.04 m.
Cathedral, Florence. Photo: Scala/Art Resource, NY.



12.

13.

14.

15

16.

17.

18.

19,

20.

21.

22,

23.

24

25.

LIST OF FIGURES

Andrea da Firenze and Francesco da Faenza. Vaults of the Chapel of San Tarasio. Signed and
dated 1442. Former convent of San Zaccaria, Venice. Photo: author.

Domenico Veneziano. Madonna and Child from the Carnesecchi Tabernacle. c. 1440. Detached
fresco, 241 x 120.5 cm. National Gallery London. Photo: © National Gallery, London/Art
Resource, NY.

Detached Sinopia of Saint Jerome's Vision of the Trinity from the Santissima Annunziata.
c. 1453-1455. Cenacolo di Sant’ Apollonia, Florence. Photo: author.

Parade Shield with David and Goliath. c. 1445-1450. Tempera ‘on leather over panel, now
cradled, 115.5 x 76.5/ 40.6 cm. Widener Collection, National Gallery of Art, Washington,
D.C. Photo: National Gallery of Art.

Detail of the head of David. Photo: National Gallery of Art.

X-radiograph showing nails and bolts of leather sleeve on the back of the shield. Photo:
Department of Paintings Conservation, National Gallery of Art.

Detail of the head of Goliath. Photo: author.

Taddeo di Bartolo, Parade Shield with the Arms of the Bonamici Family. c. 1410. Tempera on

leather over pearwood, 142 x 68 cm tapering to 62 cm. Museo Bardini, Florence. Photo:
Scala/Art Resource, NY. o

Apollonio di Giovanni, attributed. Cassoni panel with a Tournament in the Piazza Santa Croce,
Florence. c. 1440. Tempera on panel, painted surface 45.4 x 153.4 cm. Yale University Art
Gallery, New Haven CT. Photo: Yale University Art Gallery.

Detail of the tournament. Photo: Yale University Art Gallery.

Maso Finiguerra and circle, Death of Absalom from the Florentine Picture Chronicle.
c. 1470-1475. Pen and brown ink and brown wash over black chalk. 326 x 226 mm. The
British Museum, London. Photo: © The Trustees of the British Museum.

Antonio Pollaiuolo. Battle of the Nudes. Second state. c. 1470? Engraving, 42.4 x 60.9 cm.
British Museum, London. Photo: © The Trustees of the British Museum.

Dioscuri of Montecavallo. Fourth-century copies after Greek originals of the fifth century
B.C.E. Marble. Photo: author.

Circle of Benozzo Gozzoli, Drawing of the Dioscurus by ‘Phidias.” c. 1447-1449. Silverpoint
in black ink with white lead on blue prepared paper, 359 x 246 mm. British Museum, inv.
pp- 1-18. Photo: © Trustees of the British Museum /Art Resource, NY.



