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ABSTRACT

Between 1624 and about 1635, Nicolas Poussin (1594-1665) produced a series
of mythological paintings that depict women looking at passive men. Read by modern
commentators as a sign of the painter’s fear of women, these pictures have contributed
to the myth that this artist created predominantly masculine works of art. Laying aside
biographical interpretation, this thesis investigates the relationship between Poussin’s
representations of masculinity and femininity and the social affairs of the gentlemen

who bought these paintings.

In order to address fully the paintings’ unusual iconography, it has been
necessary to take into account the importance of femininity in the sociality that
permeated Poussin’s visual repertoire. I analyse how culturally constructed gendered
positions of viewing informed the design of these paintings and the kinds of viewing
that occurred before them. By considering the social possibilities, the pictorial
processes, and the physical locations through which these paintings affected their
patrons, I establish that a connection existed between social experience and Poussin’s
representations of gendered looking., This discussion sets the parameters for an
examination of how these paintings related intimately to the familial and status concemns
of the painter’s Roman clientele. I aim to demonstrate that Poussin’s early mythological
paintings functioned within a complex visual culture where gentlemen sought to utilise
representations of powerful women positively. At the same time, this thesis attempts to

restore aspects of femininity to perceptions of the gender of Poussin’s early artistic

production.



TABLE OF CONTENTS

Acknowledgements

Abstract
Table of Contents

List of Illustrations

PREFACE

INTRODUCTION

Painting Mythologies in Rome
Framing Poussin’s Paintings

The Social Significance of Gender Reversal

PART I: REGARDING GENTLEMEN AND WOMEN VIEWING

Looking in Poussin’s Echo and Narcissus
Chapter One: Women as a Gentleman’s Medium
1.1. The “vecchiarella’ Anecdote;: Women as a ‘method’ of Viewing

1.2. Women in Poussin’s Painting/Women in the ‘vecchiarella’ Anecdote

1.3. Cultural Constructions of the Feminine Body
1.4. The Ideological Use of Emotional Women

1.5. Poussin’s Tancred and Erminia: Ladies Judging the Tournament

1.6. Ladies and Cardinals Share Places
Chapter Two: Regarding Gentlemen and Women in the Gallery
2.1 The Gentleman’s Gallery

2.2. Poussin’s Theory of Viewing
2.3. The Gallery’s Narrative
2.4. Inducing Gender by Mythological Painting

2.5. Poussin and the Feminine Effect

PART II: IMPRESSIONS OF SIMULTANEITY

Simultaneity in Poussin’s Rinaldo and Armida
Chapter Three: Poussin’s Visual Rhetoric

3.1. The Language of Gendered Gestures

3.2. Painted Simultaneity versus Poetry

11

111

\%1

10

23

23
235
25

31
32
35
37

39
43
43

46
47
49
51

9

35
57
57

61

i1



3.3. Picturing the Oppositional Metaphor
3.4. Armida-as-Narcissus

Chapter Four: Affecting Painting: Music, Humours, Genders

4.1. Painting Gendered Affetti
4.2. Gender and the Musical Modes

Chapter Five: Regarding Simultaneity in 1620s’ Rome

5.1. Getting Drunk on Hermaphroditic Metaphor
5.2. Marino’s ‘Conjoined Twins’ Poetry
5.3. Representing Marvels

5.4. Taxonomic Viewing

PARTIII: THE LANDSCAPE OF MYTHOLOGICAL PAINTING

Picturing Landscape in Poussin’s Landscape at Grottaferrata

Chapter Six: Privacy, Privilege and Transgression

6.1. Landscape between Reality and Fantasy
6.2. Mythological versus Civic Gender

6.3. Locating Poussin’s Paintings

6.4. The Arcadian Gallery

6.5. Feminine Looking

Chapter Seven: The Landscape of Feminine Leisure

7.1. The Gender of Masculine Otium
7.2. Feminine Desire and Otium

7.3. The Feminine Gallery

PARTIV: THE SocIAL LIVES OF POUSSIN’S PAINTINGS

Chapter Eight: Negotiating Status with Poussin’s Venus and Adonis

8.1. Positive Passivity

8.2. Masculine-Feminine Adonis
8.3. Upwardly Mobile

8.4. Pious Masculinities

8.5. Dangerous Liaisons

8.6. Degrees of Desire

Chapter Nine: Marital Tensions in Poussin’s Mars and Venus

0.1. A Painting for Marriage
9.2. Forming the Dal Pozzo Household

64

68
72
72
75
81
81
83
87
01

95

95
06
96
98
100
103
106
110
111
115
119

125

126
126
128
130
135
142
146
151
151
152

1v




0.3. Changing Positions
0.4. Mixed Messages
9.5. Troubling Masculinity
9.6. Producing Children with Venus
0.7. Fathering Venus’ Gaze
Chapter Ten: Caring for Children: Poussin’s Touching Looks
10.1. Touching and Looking in Tancred and Erminia
10.2. Complicating Mother
10.3. Men and Children

10.3. Maternal Touches
10.3. Religious Looks

10.4. Feminine-Masculine Devotion

10.5. Fleshy Instruments

CONCLUSION: REGARDING GENDERED MYTHOLOGIES
Bibliography

Illustrations

157
160
165
168
170
174
174
175
179
181
185
189
193

196
202

224




LIST OF ILLUSTRATIONS

All measurements are given in centimetres.

Fig
Fig
Fig
Fig
Fig
Fig

Fig

Fig.
Fig.
Fig.
Fig.
Fig.

Fig.
Fig.

Fig.

Fig.
Fig.

Fig.

Fig.

. 1: Nicolas Poussin, Venus and Adonis, oil on canvas, 57 x 128, Caen: Mus¢e des Beaux

Arts, ¢.1627.

. 2: Nicolas Poussin, Mars and Venus, oil on canvas, 155 x 213.5, Boston: Museum of Fine

Arts Boston, ¢.1627-30.

3: Nicolas Poussin, Cephalus and Aurora, oil on canvas, 79 x 152, Hovingham, N. Yorks:
Hovingham Hall, Private collection, ¢.1624.

4: Nicolas Poussin, Tancred and Erminia, oil on canvas, 98 x 147, St. Petersburg:
Hermitage, ¢.1631.

. 3: Nicolas Poussin, Tancred and Erminia, oil on canvas, 76 x 100, Birmingham: Barber

Institute, ¢.1635.

. 6: Nicolas Poussin, Rinaldo and Armida, oil on canvas, 95 x 113, Moscow: Pushkin

Museum, ¢.1628.

. 7T: Nicolas Poussin, Rinaldo and Armida, oil on canvas, 82.5 x 109.6, London: Dulwich

Picture Gallery, ¢.1629-30.

8: Nicolas Poussin, Echo and Narcissus, oil on canvas, 74 x 100, Paris: Musée du Louvre,

c.1628-29.

9: Pietro da Cortona, The Sacrifice of Polyxena, oil on canvas, 273 x 419, Rome:
Pinacoteca Capitolina, ¢.1623.

10: Giovanni Battista Ghisi (Scultori), Mars and Venus, engraving, 28.1 x 20.2, London:
British Museum, 16™ C.

11: Guido Reni, St Andrew in Adoration of the Instruments of his Martyrdom, fresco, ¢.410
X 6035, Rome: Oratorio di Sant’Andrea, San Gregorio al Celio, 1608

12: Domenichino, Flagellation of St Andrew, fresco, ¢.410 x 605, Rome: Oratorio di
Sant’Andrea San Gregorio al Celio, 1608.

13: Detail of figure 12.

14: Nicolas Poussin, Death of Germanicus, oil on canvas, 148 x 196.5, Minneapolis: The
Minneapolis Institute of Art, 1627.

15: Andrea Sacchi, Filippo Gagliardi and Manciola, The Joust at Piazza Navona 1634, oil
on canvas, 300 x 220, Rome: Museo di Roma, ¢.1634. Photograph: Antonto Idini.

16: Detail of figure 15.

17: P, Chenu after Niccold dell’ Abate, Francoys en guerre, engraving, Paris: Bibliotéque
Nationale, c.1545.

18 Gianfrancesco Romanelli, Countess Matilda Greeting Pope Gregory VII, fresco,
Vatican: Sala della Contessa Matilde, 1637-42.

19: Nicolas Poussin, Pieta, oil on canvas, 49 x 40, Cherbourg: Muse¢ Thomas Henry,
1625-27.

Fig. 20: Nicolas Poussin, Nymph and Satyr, pen and wash, 12.5 x 26.2, Windsor: Royal Library,

c.1625-26.

Fig. 21: Nicolas Poussin, Nymph and Satyrs, oil on canvas, 66 x 50, London: National Gallery,

c.1626.

Fig. 22: Marcantonio Raimondi, Nymph and Satyr, engraving, 15 x 12.9, Vienna: Graphische

Sammlung Albertina, 16 C.

Fig. 23: Master L. D. after Primaticcio, Satyr Brought Towards a Woman, engraving, 22.6 x 40,

Paris: Bibliotéque Nationale, Cabinet des Estampes, 1547.

Fig. 24: Master L. D. after Primaticcio, Women Brought Towards a Satyr, engraving, 23.7 x

42.4, Panis: Bibliotéque Nationale, Cabinet des Estampes, 1547.

Page

2235

225

226

227

227

228

228

229

230

231

232

233

233

234

235

236

237

237

238

239

240

241

242

242



Fig. 25: Giovanni Baglione, Rinaldo and Armida, ceiling fresco, Rome: Palazzo Pallavicini
Rospigliosi, casino dell’ Aurora, 1613-14.

Fig. 26: 1l Passignano, Battle between Rinaldo and Armida, ceiling fresco, Rome: Palazzo
Pallavicini Rospigliosi, casino dell’Aurora, 1613-14.

Fig. 27: Nicolas Poussin, Polyphemus, Acis and Galatea, pen, wash and chalk, 18.6 x 32.5
Windsor: Royal Library, 1622-23.

Fig. 28: Emmanuele Tesauro, diagram from I/ Cannocchiale Aristotelico (Turin: Zavatta, 1670),
p. 281.

Fig. 29: Guercino, Mars, Venus and Cupid, oil on canvas, 139 x 161, Modena: Pinacoteca
Estense, 1633.

Fig. 30: Cesare Malfatti, ‘Bearded Venus’, woodcut in Vincenzo Cartari Vere e nove imagini
degli dei (Padua: Tozzi, 1615), p.486.

Fig. 31: Nicolas Poussin, The Landscape at Grottaferrata, oil on canvas, 75 x 113, Montpellier:
Musée Fabre, ¢. 1625-26.

Fig. 32: Abbey at Grottaferrata; photo: author.

Fig. 33: Hills from Grottaferrata; photo: author.
Fig. 34: Detail of figure 31.

Fig. 35: Nicolas Poussin, River God from the Landscape at Grottaferrata, oil on canvas, 77 x
80, USA: Private collection, ¢. 1625-26.

Fig. 36: Nicolas Poussin, Cephalus and Aurora, Pen and brown wash, 220 x 280mm, St.
Petersburg: Hermitage, c.1628.

Fig. 37: Pietro da Cortona, Rape of the Sabines, oil on canvas, 277 x 423, Rome: Pinacoteca
Capitolina, ¢,1626-31 (detail).

Fig. 38: Nicolas Poussin, Rebecca at the Well, oil on canvas, 93 x 117, Private collection,
c.1627.

Fig. 39: Anon., frontispiece to Ottavio Tronsarelli, La Catena d’Adone (Rome: Corbelletti,
1626).

Fig. 40: Nicolas Poussin, Midas and Bacchus, oil on canvas, 98.5 x 139, Munich: Alte
Pinokothek, c.1624.

Fig. 41: Nicolas Poussin, Landscape with a Faun, oil on canvas, 75 x 90, Montpellier: Musée
Fabre, ¢.1626.

Fig. 42: Domenichino, Erminia and the Shepherds, oil on canvas, 124 x 181, Paris: Musée du
Louvre, 1622-25.

Fig. 43: Titian, Jupiter and Antiope (The Pardo Venus), oil on canvas, 196 x 385, Paris: Musée
du Louvre, ¢.1535-40, retouched c.1560.

Fig. 44: Nicolas Poussin, Numa Pompilius and the Nymph Egeria, oil on canvas, 75 x 100,
Chantilly: Musée Condé, c.1627.

Fig. 45: Annibale Carracci, Diana and Endymion, fresco, Rome: Galleria Farnese, 1597-1608.

Fig. 46: Paul Bril, Villa Garden, fresco, Rome: Villa Ludovisi, ¢.1621

Fig. 47: Antonio Carracci, Landscape with Bathers, oil on canvas, 40.5 x 61, Boston: Museum
of Fine Arts, ¢.1616.

Fig. 48: Michelangelo Cerquozzi, Festa Campestre, oil on canvas, 98.5 x 132, Rome: Galleria

Corsini, ¢.1630-60, Photograph: Archivio Fotografico Sopraintendenza Speciale per il
Polo Museale Romano.

Fig. 49: Detail of figure 48.

Fig. 50: Nicolas Poussin, Carlo and Ubaldo, oil on canvas, 119 x 101, New York: Metropolitan
Museum of Art, late 1620s.

Vil

243

244

243

245

246

246

247

248
248
249

249

250

230

251

252

253

254

255

255

256

257

257

258

259

259

260



Fig. 51: Copy after Nicolas Poussin, Penance, oil on canvas, 120 x 94.3, New York: Private
collection, original ¢.1638-39.

Fig. 52: Domenichino, Venus and Adonis, fresco, 174 x 330, Rome: Palazzo Farnese, Garden
Loggia, 1603-4.

Fig. 53: Nicolas Poussin, Endymion Sarcophagus, Pen and chalk, 205 x 1070mm, Chantilly:
Musée Condé, ¢.1628.

Fig. 54: Francesco Albani, Venus and Adonis, oil on canvas, 203 x 252, Paris: Musée du
Louvre, 1621-22.

Fig. 55: Jacopo Caraglio after Perino del Vaga, Venus and Adonis, engraving, 21.7 x 13.5,
Bologna: Gabinetto delle Stampe, Pinacoteca Nazionale, ¢.1527.

Fig. 56: Titian, Bacchanal of the Andrians, oil on canvas, 175 x 193, Madrid: Museo del Prado,
c.1523-4.

Fig. 57: Detail of figure 1.

Fig. 58: Anon., Il mondo alla riversa, enfraving, Paris: Cabinet des Estampes de la
Biblioth¢que Nationale, late 16" C.

Fig. 59: Detail of figure 58.
Fig. 60: F. Greuter after Andrea Camassei, G. Teti with F. Greuter and A. Camassei Presenting

a Copy of the ‘Aedes Barberinae ad Quirinalem’ to Urban VIII, frontispiece to G. Tety,

Aedes Barberinae ad Quirinalem (Rome: 1642).
Fig. 61: Titian, The Madonna of the Rabbit, oil on canvas, 71 x 87, Paris: Musée du Louvre,
1530.

Fig. 62: Baccio Ciarpi da Barga, St Mary Magdalene and Angels, oil on canvas, Rome: Basilica
of S Giovanni dei Fiorentini, retouched 1627.

Fig. 63: Ludovico Carracci, St Sebastian Thrown into a Roman Sewer, oil on canvas, 167 x 233,

Malibu: Paul Getty Museum, 1612

Fig. 64: Nicolas Poussin, Bacchus and Erigone, pen and wash, 181 x 143mm, Cambridge:
Fitzwilliam Museum, c.1626-27.

Fig. 65: Annibale Carracci, Love of Honour, oil on canvas, 174 x 144, Dresden:
Gemaldegalerie, ¢.1588-89.

Fig. 66: Andrea Sacchi, Marc Antonio Pasqualini, oil on canvas, 244 x 194, New York:
Metropolitan Museum of Art, 1641.

Fig. 67: Cornelius de Baellieur Cabinet d’amateur, oil on panel, 93.5 x 123, Paris: Musée du
Louvre, dated 1637.

Fig. 68: Roman sarcophagus, Marriage Ceremony, Rome: S Lorenzo fuori le mura, 164-82 A.
D. (detail).

Fig. 69: Anon., Centre of a Sarcophagus Relief, drawing, Museo Cartaceo (A 45:160; Fol. 20),
Windsor: Royal Library, 16-17" C.

Fig. 70: Roman funerary relief, Married Couple as Mars and Venus, Ostia: Museo Ostiense,
140-150 A.D.

Fig. 71: Nicolas Poussin, Mars and Venus, pen and brown wash, 20 x 27.5, Chantilly: Musce
Conde, c.1628

Fig. 72: Giuseppe Maria Mitelli, Trista é quella casa, dove la gallina canta e il gallo tace,
engraving from Proverbi figurati (Bologna, 1678), 26.7 x 19.5.

Fig. 73: Cesare Ripa, ‘Matrimonia’, woodcut from Iconologia, 2 vols (Turin: Fogola, 1986), 11,
p.28.

Fig. 74: Caravaggio, Victorious Cupid, oil on canvas, 191 x 148, Berlin: Gemildegalerie,
c.1601-2.

Fig. 75: Agostino Carracci (attrib.), Castigo d’Amore, oil on canvas, 160 x 260, Vienna
Museum, late 16th C.

Fig. 76: Anon., Polia’s dream, woodcut from Hypnerotomachia Poliphili (Venice, 1499), fol.
Bllv.

Viii

261

261

262

262

263

264

264

265

265

266

267

268

269

270

270

271

272

273

273

274

275

276

2717

277

278

278



Fig. 77: Pietro da Cortona, Castigo d'Amore, drawing, Vienna: Albertina, 17% C. (detail).

Fig. 78: Roman sarcophagus, Venus and Adonis, Mantua: Palazzo Ducale, 2™ C. A.D. (detail).

Fig. 79: Julius Casserius, Male Reproductive Organs, engraving from Adrian Spigelius, De
humani corporis fabrica (Venice: Deuchinum, 1627).

Fig. 80: Anon., frontispiece from Giovanni Benedetto Sinibaldus, Geneanthropeia sive de
hominis generatione decateuchon (Rome: Caballi 1642).

Fig. 81: Nicolas Poussin, Arcadian Shepherds, oil on canvas, 85 x 121, Pans: Musée du Louvre,
c.1638 or ¢.1650-5

Fig. 82: F. Greuter after Andrea Camassei, Erminia Carving Tancred’s Name and Ergasto,
engraving, 36 x 24.2, from Michelangelo Rossi, Erminia sul Giordano: Dramma
Musicale (Rome: Masotti, 1637), plate between pp. 71-72.

F1g. 83: Nicolas Poussin (attrib.), Portraits of the Children of Carlo Antonio, black chalk, 8.7 x
20.5, Windsor: Royal Library, ¢.1630s.

Fig. 84: Giovanni Lanfranco, The Salvation of a Soul, oil on canvas, 279 x 186, Naples: Museo
d1 Capodimonte, ¢.1612-13.

Fig. 85: Nicolas Poussin, Virgin and Child, oil on canvas, 58.5 x 49.5, Brighton: Preston Manor,
1625-27.

Fig. 86: Jan Brueghel I and Hendrick van Balen, Hearing, Touch and Taste, oil on canvas, 176
X 264, Madrid: Museo del Prado, 1617-18.

Fig. 87: Jan Brueghel I and Hendrick van Balen, Sight and Smell, oil on canvas, 176 x 264,
Madrid: Museo del Prado, 1617-18.

Fig. 88: Detail of figure 86.
Fig. 89: Detail of figure 87.

Fig. 90: Anon., Christ Child, Florence: Museo Bardini, 15% C.

Fig. 91: Guercino, Incredulity of St Thomas, oil on canvas, 110.3 x 142.2, London: National
Gallery, 1621.

Fig. 92: Simone Cantarini, St Anthony of Padua and the Christ Child, etching, 6 x 8, Vienna:
Graphische Sammlung Albertina, c.1637-48.

Fig. 93: Nicolas Poussin, Return of the Holy Family from Egypt, oil on canvas, 112 x 94,
London: Dulwich Picture Gallery, ¢.1633-34.

Fig. 94: Bemardino Capitelli, Ecstasy of Mary Magdalene, engraving, 25.2 x 29.7, Vienna:
Graphische Sammlung Albertina, 1627.

Fig. 95: Bemardino Capitelli, St Theodora of Alexandria, engraving, 27.4 x 20.5, Vienna:
Graphische Sammlung Albertina, 1627.

Fig. 96: Guercino, Endymion, oil on canvas, 125 x 105, Rome: Galleria Doria Pamphili, 1644 or
1647.

Fig. 97: Gian Lorenzo Bernini, Nicolas Poussin, oil on canvas, 52 x 45.7, York: York Art
Gallery, ¢.1625-28.

Fig. 98: Giovanni Maria Viani after Guido Reni, St Benedict Presented with Gifis by Farmers
(lost mural of 1604), oil on canvas, 498 x 300, Bologna: S. Michele in Bosco, 1689.

Fig. 99: Artemisia Gentileschi, Self Portrait as the Allegory of Painting, oil on canvas, 96.5 x
73.7, London: Kensington Palace, ¢.1630s.

1X

278

279

279

280

281

282

282

283

284

285

285

286
286

286

287

287

288

289

290

291

292

293

294



Des Amants (Lovers)

When [Poussin] paints a Lover resting his head on his lady’s breast,
It is as if [the Lover] is, quite truly, dying and giving up his soul.
The look of pleasure is so strong in his languishing eyes

That only the ignorant, unseeing, can fail to see it.

...In front of this painting, Envy, affected strangely

Turns away from its black poison to proclaim its praise,

And [Poussin’s] winged infants who descend from Heaven

Make all its bitterness as sweet as honey.
Hilaire Pader, La peinture parlante, 1653.]

In 1624, Nicolas Poussin arrived in Rome. During the next decade, he painted a
series of works with the kind of Amants described by Hilaire Pader in the poem La
peinture parlante. In these paintings, the protagonists display behaviour that is atypical
in terms of patriarchal forms of femininity and masculinity: women are alert, gazing
with desire upon languishing men. In his poem, Pader described the sensual effects of
this imagery; he may have seen Poussin’s early mythological paintings during his stay
in Rome between 1635 and 1642.%> According to this spectator, Poussin’s paintings of

Amants had the potency to turn the spite of even the most recalcitrant viewer into sweet

pleasure.

It 1s less evident how such paintings affected Poussin’s Roman clientele. In the
1620s and 1630s, Poussin produced for these gentlemen the following works: Venus
and Adonis (Caen), Mars and Venus (Boston), Cephalus and Aurora (Hovingham), two

versions of Tancred and Erminia (St Petersburg, Birmingham), two paintings of

Rinaldo and Armida (Moscow, Dulwich), and Echo and Narcissus (Paris) (figs. 1-8).°
Although they are diverse in date and ownership, scholars have considered these

paintings as a group for reasons similar to those found in Pader’s poem.' These

! (Toulouse: Colomiez, 1653), pp. 21-22: ‘Lors qui’il peint un Amant sur le sein de sa dame,/ On diroit,
sans mentir, qu’il expire & rend I’Ame:/ L’aise parest si fort dedans ses yeux mourants/ Qu’il ne se peut
cacher qu’a ceux des ignorants./...L’envie en cét endroit par un effet estrange/ Quittant son noir venin
publie sa lotiange;/ Et ses enfants aisles qui descendent du Ciel/ Rendent tout son absinthe aussi dous que
le miel.” I am grateful to Russell Goulbourne and Elizabeth L’Estrange for help with the translation.

2 On Pader see The Dictionary of Art, ed. by Jane Tumer, 34 vols (Basingstoke: Macmillan, 1996), XX,

748. Pader may have had links with Cassiano dal Pozzo through their joint connections with Cardinal
Maurizio of Savoy.

> Several other related paintings will be considered at pertinent points of the discussion.

* Anthony Blunt, Nicolas Poussin, 2™ edn (London: Pallas Athene, 1995), pp. 103-49; Richard Verdi,
Nicolas Poussin (London: Royal Academy of Arts, 1995), pp. 21-22; Louis Marin, Sublime Poussin,
trans. by Catherine Porter (Stanford: Stanford University Press, 1999), pp. 152-70; Malcolm Bull,
‘Poussin’s “Loves of the Goddesses’’, Gazette des Beaux Arts, 137 (2001), 61-70 (pp. 67-68).



paintings all manifest a particular iconography. A man reclines; he is dead, dying,
sleeping, or subjugated. Beside him is a woman. In contrast to his passivity, she 1s

active. She mourns, cuts her hair, attempts murder, falls in love, or restrains her partner.
In all but one painting, she also directly looks upon the body of her beloved.

Pader’s poem demonstrates that this group of paintings had the ability to interact
in the lives of their audience by moving them to feel certain emotions. In this thesis, I
argue that these paintings offered to Poussin’s Roman patrons a means of testing,
negotiating or appraising the contradictions present in contemporary ideologies of
masculinity and femininity.’ Parts I to III of the thesis (chapters 1-7) chart the social
possibilities, the pictorial processes, and the physical locations through which these
paintings affected their patrons. Part IV (chapters 8-10) addresses how these works

contributed to the formation and maintenance of social relations on an intimate, familial

level ®

In this thesis, the emphasis on the social and cultural meanings of Poussin’s
early mythological paintings challenges and complicates previous interpretations of
these works. Before moving to the main body of my argument, it is necessary to address
briefly the problems inherent in these other interpretations.

The similarity between the events of the artist’s life and the paintings’ theme of
heterosexual love has been used repeatedly by scholars as a frame to constitute the
works’ significance. This approach limits our perception of the paintings’ meanings.
The paintings are chronologically proximate to the late 1620s, when the painter suffered

from a serious illness, perhaps syphilis. The family of the French trattoria owner,
Jacques Dughet, helped Poussin recover; in 1630, one of Dughet’s daughters, Anne,

married the painter. These two events involved relations between men and women. In

this respect, they appear to be similar to the paintings’ subject matter. Scholars have
conflated the negative events behind Poussin’s disease and his marriage into the

narrative of the painter’s depictions of mythological romantic liaisons.

T. J. Clark, “The Conditions of Artistic Creation’, Times Literary Supplement, 24 May 1974, pp. 561-62
(p. 562); Griselda Pollock, Vision and Difference: Femininity, Feminism and Histories of Art (London:
Routledge, 1988), pp. 18-20.

® Igor Kopytoff, “The cultural biography of things: commoditization as process’, in The Social Life of
Things: Commodities in Cultural Perspective, ed. by Arjun Appadurai (Cambridge: Cambridge

University Press, 1986), pp. 64-91 (pp. 66-68, 89-90); Dirk Pels, Kevin Hetherington and Fédéric

Vandenberghe, ‘The Status of the Object: Performances, Mediations and Techniques’, Theory, Culture
and Society, 19 (2002), 1-21 (pp. 1-2).
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Examples of this reading of the paintings have appeared frequently. In the
catalogue for the grand Poussin exhibition held in London in 1995, Richard Verdi
argued that Poussin’s paintings of passive men ‘suggest the extent to which the young

artist may have felt himself enslaved by the power of woman’. Verdi interpreted the

works as a psychological response to Poussin’s illness. Of the artist’s representations of
water, he wrote: ‘one is naturally led to wonder if the illness that Poussin suffered
around 1630 scarred him not only physically but psychologically as well, leading him to
feel tainted and unclean’.’ In 2001, Malcolm Bull speculated  cautiously on a
biographical link between the paintings and Poussin’s bachelor status.® Elizabeth
Cropper and Charles Dempsey have also argued recently that the Mars and Venus 1s a
personal exploration of Poussin’s own sexual and artistic creativity. Poussin’s
motivation, according to the authors, came from the ‘wound of love’ he suffered
through syphilis, and his, apparently, sexless marriage.’

These biographical accounts are problematic for several reasons. On a simple
level, firstly, Poussin’s Tancred and Erminia in Birmingham has been dated c.1635,
five years after the supposed resolution of Poussin’s fear of women in his marriage with
Anne Dughet. Secondly, at this time, Poussin executed his paintings rapidly and made
subsequent modifications.'® This working method suggests that he was more interested
in satisfying his clients’ tastes than his own psychological needs.

The ideologies at work in these readings are much more problematic. These

explanations evidence the tendency of modernist art historians to rely on biographical
details in order to delimit a painting’s multivalency and to disregard the historical and
social conditions in which an artist produced his or her work."' The virulence of the
biographical approach in current expositions of Poussin’s early mythological paintings
may arise from the fact that Poussin studies, as a whole, reached their apogee in the
1960s, at the height of the Modemnist era. Biography and chronology dominated the art
history written in this period, including literature on Poussin.'” In Denis Mahon’s

Poussiniana (1962), for example, Poussin’s life events order the sequence of ‘artistic

T Verdi (1995), pp. 19, 22, 36.

® Bull, ‘Poussin’s “Loves of the Goddesses™’, pp. 67-68.

? Elizabeth Cropper and Charles Dempsey, Nicolas Poussin: Friendship and the Love of Painting
(Princeton: Princeton University Press, 1996), pp. 222-23, 228-30, 246.

'» Jacques Thuillier, ‘Poussin et la laboratoire’, Techne, 1 (1994), 13-50 (p. 15).

'! Linda Nochlin, ‘Why Have Their Been no Great Women Artists? (1971)’ reprinted in Women, Art and
Power (London: Thames and Hudson, 1989), pp. 145-78 (pp.153-58); Fred Orton and Griselda Pollock,
‘Cloisomusm’, Art History, 5 (1982), 341-48 (p. 342); Rosalind Krauss, The Originality of the Avant-

Garde and Other Modernist Myths (Cambridge, MA: The MIT Press, 1986), pp. 28-30.
2 Orton and Pollock, p. 342.
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evolution’."” This book appeared after the major retrospective exhibition of 1960, which

sought to establish the development of Poussin’s early oeuvre. Chronological studies of
the artist’s early works have continued to use biographical data, not without

complication.'®* Konrad Oberhuber noted that his strict adherence to biographical

interpretation meant that he had overlooked the social functions of the paintings."

Misogyny is the second ideology at work in the biographical model. It has been
observed that representations of powerful women often invite interpretations predicated
upon male chauvinism.'® The biographical readings discussed above link Poussin’s

suffering with the painted women and men. This explanation conditions us to read the

paintings’ themes negatively. Indeed, scholars have read these works as being about
‘female desire and romantic loss’, or the ‘unhappiness of love’.!” The works are far
more complex than is allowed by this ‘negative’ outlook. Cephalus, for example (fig. 3),
appears to ward off the ardent Goddess of Dawn, yet his intertwined and parted legs
suggest the lower parts of his body are more receiving of Aurora’s embrace than a
misogynist reading would tolerate.'® Instead of permitting us to be sensitive to such
visual complexities, the implications of these biographical readings encourage us to
believe that when women assume the position normally reserved for men only disease,

death and destruction can prevail.

The biographical readings further encourage us to believe that Poussin painted

for his own two male eyes alone. In this respect, it is possible to identify links between

these explanations and patriarchal forms of art history.!”” These accounts ignore any
relevance paintings may have had for women. In contrast to such approaches, feminist
art historians have demonstrated how an awareness of the gender politics at work in
pictorial representation can elucidate the significance of art objects within the social

relations of the people who made and looked at these objects.”” I believe that the

’3. faussini’ana: Afterthoughts Arising From the Exhibition (Paris: Gazette des Beaux Arts, 1962), pp. v-
XIi.

' Konrad Oberhuber, Poussin: The Early Years in Rome: The Origins of French Classicism, (New York:
Hudson Hills Press, 1988); Alain Mérot, Nicolas Poussin (London: Thames and Hudson, 1990), p. 38;
Jacques Thuillier, Nicolas Poussin (Paris: Fayard, 1988), p. 124.

'> Oberhuber, p. 16.

'* Mieke Bal, ‘The Genius of Rome: putting things together’, Journal of Visual Culture, 1 (2002), 25-45

p. 29-32).
l(E)Bull,,, ‘Poussin’s “Loves of the Goddesses™, p. 67; Blunt, Nicolas Poussin, p. 103.
'* Compare Verdi (1995), p. 150.
*? Pollock, Vision and Difference, pp. 23-24; Nanette Salomon, ‘Sins of Omission: The Art Historical
Canon’, Engendering Knowledge: Feminists in Academe, e€d. by Joan E. Hartman and Ellen Messer-
Davidow (Knoxwille: University of Tennessee Press, 1991), pp. 222-36; Griselda Pollock, Differencing
éﬁ’e Canon: Feminist Desire and the Writing of Art Histories (London: Routledge, 1999), pp. 3-69.

See Nochlin, p. 158; and Pollock, Vision and Difference, pp. 18-30, 50-90. For useful overviews see
Thalia Gouma-Peterson and Patricia Mathews, ‘The Feminist Critique of Art History’, Art Bulletin, 69
(1987), 326-57 (pp. 338-42, 355-56); and Gill Perry, ‘Introduction: Gender and Art History’, in Gender



responses engendered by Poussin’s paintings move us to perform such a revisionist

commentary.

In this thesis, I resist limiting the meaning of Poussin’s paintings to a simple
biographical reflection. I attempt to explain their significances to the people who
purchased Poussin’s work. In addition, I demonstrate that Poussin’s early mythological
paintings do not vilify powerful women. Writing just a few years after Poussin painted
these works, Hilaire Pader did not read the artist’s women as usurping and challenging
the position of men. On the contrary, Pader wrote that Poussin’s representation of a man

‘resting his head on his lady’s breast’ made one’s ‘bitterness as sweet as honey’. The

exact nature of this viewer’s pleasure deserves our investigation.

and Art, ed. by Gill Perry (New Haven: Yale University Press, 1999), pp. 8-31. For the early modemn
period see Patricia Simons, ‘Women in Frames: the gaze, the eye, the profile in Renaissance Portraiture’,
History Workshop, 25 (1988), 4-30; and the overview by Geraldine A. Johnson and Sara F. Matthews
Grieco, ‘Introduction. Women and the Visual Arts: Breaking Boundaries’, in Picturing Women in

Renaissance and Baroque Italy, ed. by Geraldine A. Johnson and Sara F. Matthews Grieco (Cambridge:
Cambridge University Press, 1997), pp. 1-13.
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INTRODUCTION

Painting Mythologies in Rome

Nicolas Poussin arrived in Rome in 1624, a year after the election of Mafteo
Barberini as Pope Urban VIII. Poussin quickly established a good reputation and
successful career working primarily for members of the newly formed Barberini papal
administration. The artist’s success came despite the death, in 1625, of his first Italian
protector, the poet Giambattista Marino, and the absence from Rome, during 1625 and
1626, of his main patron, the papal bureaucrat and scholar Cassiano dal Pozzo.

Before 1630, the papal doctor, Giulio Mancini, noted Poussin’s respected
reputation for his many ‘opere private’: paintings displayed in ‘private’ gentlemanly
households. Mancini’s text explains that his patrons particularly appreciated Poussin for
his manifest erudition in Latin and in the literature of histories and myths, and for his

ability to express with his brush histories, mythologies, and poetic narratives. Indeed,
Mancini described Poussin’s very appearance and behaviour as ‘noble’, indicating that
the artist seemed to belong to the class that had privileged access to such learning.'

Mancini’s comment foreshadows Bellori’s later statement that in these years Poussin

was a ‘pupil’ of the noble household and collection of the Cavaliere and Commendatore
Cassiano dal Pozzo who worked for the papal nephew Francesco Barberini.”* Poussin’s
patrons were professional administrators, but aspired to aristocratic status.

The subject matter, size and appearance of the paintings described in the Preface
indicate that they were among those for which Mancini particularly praised Poussin:
works displayed in exclusive ‘private’ spaces. Reflecting Mancini’s adjective, the
mythological genre existed on the margins of ‘public’ or civic society. Traditionally,
mythological paintings were displayed in more discreet areas of the town palace or in
the country villa.’ In addition, the subjects of these paintings were certainly part of the

repertoire that established Poussin’s reputation as a skilled interpreter of ancient

mythology and Christian poetic narrative.

! Giulio Mancini, Considerazioni sulla Pittura, ed. by Adriana Marucchi, 2 vols (Rome: Accademia
Nazionale dei Lincei, 1956), 1, p. 261: ‘haver apreso la lingua latina et havendo acquistato erudition di
storie et di favole... con quei studij s’¢ condotto ad un termino molto riguardevole, onde vien reputato per
molte opere private che si son viste di suo./ E homo... di aspetto et costume nobile et, quello che importa
assai, per I’erudition litterale & capace di qualsivoglia historia, favola, poesia per poterla poi, come fa
felicemente, exprimerla con il pennello.’

2 Giovan Pietro Bellori, Le Vite di Pittori, Scultori e Architetti Moderni, ed. by Evelina Borea (Turin:
Einaudi, 1976), pp. 428, 431: ‘allievo del suo museo e della sua casa’.

* Claudia Cieri Via, ‘I luoghi del mito fra decorazione e collezionismo’, in Imagini degli dei: Mitologia e

collezionismo tra 500 e 600, ed. by Claudia Cieri Via, exhib. cat. (Milan: Leonardo Arte, 1996), pp. 29-48
(pp- 31-33).
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Poussin’s choice of merchandise was not in itself startling. Small-scale

mythologies painted on canvas and copper were already a profitable specialization for
Poussin’s contemporaries, particularly Francesco Albani.* In other artists’ work in this
genre, however, images of passive men and desiring women were relatively rare. A
survey of the work of seventeenth-century Italian painters who produced mythological

works shows that they only painted a few pieces that addressed the theme over the

course of their careers.” Poussin’s sustained production of a group of works with this
unusual iconography was a striking phenomenon. He produced at least nine paintings in
ten years that depicted this combination.®

The relations between men and women in Poussin’s paintings also stand in
marked contrast to those depicted by his rival, Pietro da Cortona, in the grand
mythological canvases produced for the Sacchetti family at the beginning of the 1620s.
The difference between the two painters’ works may have arisen from their patrons’
interest in the conditions of the paragone: in 1624, the Sacchetti family had
commissioned Poussin and Cortona in such a competition.7 This method of inspiring
artists was common in Rome; artists often responded to this challenge by playing with
their opponent’s imagery.® Poussin’s early mythological paintings certainly destabilise
Cortona’s representations. Poussin depicted women in active, dominant positions, such
as Armida wielding the dagger about to kill Rinaldo (fig. 7). In contrast, in his The
Sacrifice of Polyxena, Cortona had depicted, a meek, pathetic girl. She is waiting for the
death the dagger will bring (fig. 9). Unlike Armida, Polyxena does not possess manly

valour. Her strength is a passive resilience to suffer a fate dictated by men.” Cortona

* Clare Robertson, “The Classical Tradition’, in The Genius of Rome 1592-1623, ed. by Beverley Louise
Brown, exhib. cat. (London: Royal Academy of Arts, 2001), pp. 116-39; Francesco Cappelletti, ‘The
Enticement of the North: Landscape, Myth and Gleaming Supports’, in The Genius of Rome 1592-1623,

pp. 174-205; Patrizia Cavazzini, ‘Towards the Pure Landscape’, in The Genius of Rome 1592-1623, pp.
208-47.

> I surveyed the catalogue raisonnés of Annibale Carracci, Domenichino, Pietro da Cortona, Lanfranco,
Guercino, Albani, Reni, and Vouet.

° The ninth painting is the Diana and Endymion in Detroit. 1 have excluded this painting from my
discussion because Endymion is not shown reclining. He is however in a subservient position to the
goddess; see Judith Colton, ‘The Endymion myth and Poussin’s Detroit Painting’, Journal of the
Warburg and Courtauld Institutes, 30 (1967), 426-31 (pp. 430-31).

" David Freedberg, ‘Poussin, Ferrari, Cortone et 1’ “Actas Florea™, in Nicolas Poussin 1594-1665: Actes
du Colloque, ed. by Alain Mérot, 2 vols (Paris: Louvre, 1996), 1, 339-61 (p. 351).

8 Beverly Louise Brown, ‘The Black Wings of Envy: Competition, Rivalry and Paragone’, in The Genius
of Rome 1592-1623, pp. 250-73.

? Donald Posner, ‘Pietro da Cortona, Pittoni and the Plight of Polyxena’, Art Bulletin, 73 (1991), 399-414
(pp. 399, 404.).
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probably painted his work to celebrate the institution of marriage for the seigniorial

Sacchetti family. In 1639, it was displayed in the wife’s apartment. '’

Poussin may have intended to distinguish his production from that of Cortona
through his use of unusual iconography. Whereas Cortona’s large mythological
paintings stayed within patriarchal notions of gender, the challenge of the paragone
may have encouraged Poussin, and his gentlemen advisers, to subvert these
conventions. It is significant that in 1623 Cortona painted a now lost Rinaldo
lasciviously lying on the breast of Armida for the poet Giambattista Marino, Poussin’s
protector in Paris during the early 1620s and in his first few months in Rome."! The

appearance of Poussin’s early mythological paintings struck a chord with his patrons’

tastes.

Poussin’s early mythological paintings, which make up a sizable proportion of
the works by which the painter gained his success, must have been greatly appreciated

by his gentlemanly patrons. The nature of the attraction of papal bureaucrats to these
works deserves investigation in order to further recent research into the dynamics of
Roman private patronage during this period."?

Poussin produced his paintings for a particular clientele at a particular time.
After 1635 or so, Poussin largely abandoned the theme and format of his early
paintings. Increasingly throughout the 1630s, Poussin used smaller figures set within a
more detailed landscape. Poussin’s rising fortune and status contributed to this change.
Paintings such as the Bacchanals, executed for Richelieu in the mid 1630s, demanded a
mass of figures and erudite detail uncalled for in the earlier paintings.”’ Poussin’s
French patrons, who dominated his clientele after 1635, favoured classical histories with
multiple figures and clear gender stereotypes rather than mythologies that centred on
two ambiguously gendered protagonists.'* The mythological canvases he did produce

for his French clientele concentrated on voyeurism of the female body and images of

' Jorg Martin Merz, ‘Pietro da Cortona’, in The Dictionary of Art, VI, 906-10 (p. 906); Sergio Guarino,
“Con Grandissima Leggiadria et Diletto dei Riguardanti” Note su Pietro da Cortona e 1 Sacchetti’, in
Pietro da Cortona (1597-1669), ed. by Anna Lo Bianco, exhib. cat. (Milan: Electa, 1997), pp. 67-72 (p.
69).

"' Giambattista Passeri, Pittori, Scultori ed Architetti che hanno lavorato in Roma (Rome: Natale
Barbiellini, 1772; repr. Bologna: Forni, 1976), p. 401.

'2 The authonity on this general topic remains Francis Haskell, Patrons and Painters: Art and Society in
Barogue Italy, 2™ edn (New Haven: Yale University Press, 1980), pp. 95-116.

'> Walter Friedlaender, Nicolas Poussin: A New Approach (London: Thames and Hudson, 1966), pp. 46-
50.

'* Todd Olson, Poussin and France: Painting, Humanism and the Politics of Style (New Haven: Yale
University Press, 2002), pp. 53-55, 111-21.
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rape. These were more suited to the pictures collected by the French bourgeoisie.

After 1630, Poussin only used large-scale figures for religious works that required a
more iconic figure size. It is significant that Poussin returned to the theme of passive
man and active woman in the Pyramus and Thisbe, which he executed around 1651 for

Cassiano dal Pozzo. This late commission supports the thesis that Poussin’s repetition

of this theme arose from his Roman patrons’ interests.

Framing Poussin’s Paintings

In order to consider the social meanings of Poussin’s works, I employ the
strategy of using contextual frames. This approach is necessary because there are no
extant verbal reflections on these paintings written by his Roman clientele. Several art
historians have developed a method that respects the paintings’ original context despite

the lacuna of primary evidence; it involves working from the frame of the surrounding

culture.” I use the word ‘frame’ to describe this methodology because it is a concept
which allows a recognition that context is always produced. ‘Frame’ signifies the
relationships with other cultural entities that constitute an object’s meanings, just as a

painting frame determines the enclosed object as a work of art. ‘Framing’ 1s also an
event conducted by the art historian.!’ In order to elucidate further the rather complex

double practice of interpreting (framing) a historically constituted (framed) object I will

briefly outline my reasons for using the various cultural entities, or frames, that are

present in this thesis.

The frames reflect something of the social experiences of Poussin’s clientele. At
a basic level, the patrons of Poussin’s paintings responded to these works through their
lives as Roman, papal bureau-aristocrats, musical, poetry-loving, natural philosophers
who lived in a particular kinship system. A methodology that recognises the relevance

of intimate social experiences to the formation of modes of viewing can help us to

interpret Poussin’s paintings whilst maintaining a historical sensibility. "’

13 George Wildenstein, ‘Le golt pour la peinture dans la Bourgeoisie Parisienne au début du régne de
Louis XIII’, Gazette des Beaux Arts, 37 (1950), 153-273 (pp. 185-86): the combined list of works
includes only two paintings of Mars and Venus and two paintings of Venus and Adonis, whereas there are
twelve paintings of The Judgement of Paris and eight of Diana and Acteon. These subjects correspond
with those of Poussin’s Nymphs Bathing ¢.1634 for the Duke de Crequi; Hercules abducting Deianira
1637 and Apollo chasing Daphne ¢.1637 for Jacques Stella; and Pan chasing Syrinx 1637 for La Fleur.

' Michael Baxandall, The Limewood Sculptors of Renaissance Germany (New Haven: Yale University
Press, 1980), p. 145; Svetlana Alpers, The Art of Describing: Dutch Art in the Seventeenth Century
(Chicago: University of Chicago Press, 1983), pp. xxiv-xxv.

'7 Jonathan Culler, F raming the Sign: Criticism and its Institutions (Oxford: Basil Blackwell, 1988), p. ix;

Mieke Bal, Travelling Concepts in the Humanities: A Rough Guide (Toronto: University of Toronto
Press, 2002), pp. 133-73.

18 Mich?el Baxandall, Painting and Experience in Fifieenth-Century Italy, 2" edn (Oxford: Oxford
University Press, 1988), pp. 29-108; Baxandall, The Limewood Sculptors, pp. 143-63.



10
The multitude of frames utilised in this thesis reflect the multivalent forms of

viewing present in this culture. Rome was a centre for optical innovation, such as the
microscope, which encouraged detached study of each individual object. It was also a
centre of devotional ritual where looking was part of a rich sensory experience that
could connect viewers with each other and with God. At the same time, it was a city
where aristocrats vied with each other through opulent courtly display. Poussin’s
patrons participated in many of these practices of viewing. In depicting the act of
looking in his mythological paintings, Poussin responded to the multivalency of his
patrons’ visual habits.

Finally, certain frames operate for my own reasons. The unusual depictions of
men and women in Poussin’s work intrigue me because I want to contest my own
society’s representations of ‘male’ and ‘female’. The concerns of this thesis are partly
an outcome of my own politicisation. I first thought about these paintings only in terms
of Roman gentlemen looking at depicted men; but then, in part after reading Simone de
Beauvoir’s Second Sex, I became aware of Poussin’s women who look. However, my
connection with Poussin’s paintings is one of intersubjectivity rather than of dominance
and submission."” It is important to state that the study of Poussin’s paintings has
contributed to my greater awareness of the confines of patriarchy. The concept of
‘framing’ can elucidate what I mean. A frame emphasises the separation and difference
between oneself and the object of study. At the same time, it provides a linking element
between one’s own space and the painting.”’ The particular peculiarities of Poussin’s
early mythological paintings discussed in this thesis glimmer at present because our

society primes us to be aware of them.”!

The Social Significance of Gender Reversal

On a formal level, Poussin’s early mythological paintings manifest a reversal of
established conventions for depicting men and women. The most obvious example of
this feature occurs in the Mars and Venus (fig. 2), which I discuss fully in Chapter Nine.
At present, the painting will function to introduce many of the distinctive features of the

paintings considered throughout this thesis. In this work, Mars takes up a position

occupied by Venus in the various Loves of the Gods prints produced in the sixteenth

'> Bal, Travelling Concepts, p. 24.
2 Bal, Travelling Concepts, p. 153.

21 1 am working with a hermeneutical approach here broadly based on the work of Hans Georg Gadamer,

Truth and Method, (Guildford: Sheed and Ward, 1975), pp. 266-67. This approach has been explored by

the art historian Michael Ann Holly, Past Looking: Historical Imagination and the Rhetoric of the Image
(Ithaca: Cornell University Press, 1996), pp. 4-28.



11
century. Poussin’s Mars, like Venus in the print shown in figure 10, has one leg raised
up upon the bed, an action that emphasises the open ‘v’ of the crotch. Poussin’s Mars
twists his body to look at Venus, just as in the print the goddess of love turns towards
her admirer. Throughout the thesis, it will become apparent that similar formal reversals
occur in many of the paintings in question.

Seventeenth-century notions of gender provide a context for understanding
Poussin’s formal inversions. I consider ‘gender’ in this thesis as the social and cultural
constructions: ‘masculinity’ and ‘femininity’. Following a sociological approach to
gender, I understand these categories as the ideological interpretations that a particular
culture assigns to the physical characteristics of biological sex through the prism of
culturally legitimate sexuality.”* In the early modern period, Italians interpreted the
concepts ‘masculine’ and ‘feminine’ in the terms of a heteronormative division of
labour between child raising and government. For example, in his Discorso della virtu
femminile of 1582, Torquato Tasso argued that the differences between women and men
‘were introduced for many reasons, not only from nature, but also from the uses and
laws’.** For Tasso, men’s virtues were fortezza - strength - and liberalita - freedom
from prejudice - suiting their life conducted through the public business activities of the
city. By contrast, women’s virtue was pudicizia - modesty or chastity - which suited her
role within the private sphere of the house.”* Poussin’s paintings show interactions
occurring between men and women. In this sense they reflect the basic semiological
structures of opposition that helped to generate the meanings of ‘masculine’ and
‘feminine’ in seventeenth-century culture.

Poussin’s inversions of the positions of men and women indicate that his
paintings explored the instability of this semiological system. Analogous
representations provoked anxiety about their effects upon society. Filippo Sassetti
criticised the aggressive female warriors in Ariosto’s Orlando Furioso because he
believed that women’s actions must always be understood in relation to the behaviour of

their male peers. Sassetti feared that if women were not represented properly they would

22 Sherry B. Ortner and Harriet Whitehead, ‘Introduction: Accounting for Sexual Meanings’, in Sexual
Meanings the Cultural Construction of Gender and Sexuality, ed. by Sherry B. Ortner and Harriet
Whitehead (Cambridge: Cambridge University Press, 1981), pp. 1-27; Stevi Jackson, Heterosexuality in
guestion (London: Sage, 1999), pp. 132-34.

¥ Torquato Tasso, Discorso della virts femminile e donnesca [1582] ed. by Maria Luisa Doglio

(Palermo: Sellerio Editore, 1997), p. 57: ‘con molta ragion, dunque, non sol dalla natura, ma dall’usanza

ancora e da’legislatori é stata introdotta la distinzione delle virty’.
* Tasso, Discorso della virt, pp. 54-55.
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constitute a violation of the entire system of differences among people.” Sassetti
perceived that depictions of men and women could affect how real men and women
acted. Representing Mars in Venus’ position played with conventions of gender:
Poussin’s paintings had the ability to express dissidence to societal norms of behaviour.

Poussin’s paintings had the potential to provide a method for gentlemen and
women to experience a sense of transgression of the gender roles that they were
expected to perform in their day-to-day lives. Since Natalie Zemon Davis’ seminal
essay ‘Women on Top’, many historians and art historians have posited that in the early
modern period men and women addressed the straightjackets of their roles through
popular representations of gender inversion and subversion.’® My contribution to this
body of scholarship demonstrates that noble people also required a pictorial means to
negotiate the gendered and classed positions that society had granted them.*” It has been
argued that representations of sexual difference often work to establish meanings of

social differentiation.”® In this respect, Poussin’s paintings offered a means for
exploring inversions of patriarchal hierarchies of both gender and class.

Papal bureaucrats, as much as peasants, were subject to the instability of the
gender hierarchy. Contrary to perceptions that the Eternal City was an entirely male
dominated society, recent research has shown that in the late 1620s and early 1630s the
number of women in Rome began to significantly increase, temporarily overtaking the
male population during the plague years of the 1640s.2° This demographic shift
paralleled perceptions about the growth of women’s power in the sixteenth century.
Tommaso Campanella, a friend of Cassiano dal Pozzo and a favoured philosopher of the

Pope during the 1620s, had reflected upon the frightening political ascendancy of
women in his book La Citta del Sole (1602):

In this century women have reigned — like the Amazons between Nubia and
Monopotapa — and among the Europeans the Red One in Turkey, Bona in Poland,

 Deanna Shemek, Ladies Errant: Wayward Women and Social Order in Early Modern Italy (Durham,
NC: Duke University Press, 1998), p. 87.
* The bibliography on this subject is vast. For the classic discussion see Natalie Zemon Davis, Society
and Culture in Early Modern France (London: Duckworth, 1975), pp. 124-51. On the Roman context see
Sara F. Matthews Grieco, ‘Pedagogical Prints, Moralizing Broadsheets and Wayward Women in Counter
Reformation Italy’, in Picturing Women in Renaissance and Baroque Italy, pp. 61-87.
*’ There has been a distinct aversion to connect elite ‘Art’ with the subversive functions of gender
reversal imagery. Grieco, for example, has seen the popular imagery of the broadsheets as ‘potentially
more subversive’ than high art images of gender inversion see ‘Pedagogical Prints’, p. 67. Such aversion
has been less common in the treatment of literature; see, for example, Shemek.
* Joan W. Scott, ‘Gender: A Useful Category of Historical Analysis’, American Historical Review, 91
591986), 1053-75 (pp. 1067-74); Ortner and Whitehead, p. 9.

Eugenio Sonnino, ‘The Population of Baroque Rome’, in Rome Amsterdam: Two Growing Cities in

Seventeenth-Century Europe, ed. by Peter van Kessel and Elisja Schutte (Amsterdam: Amsterdam

University Press, 1997), pp. 50-70 (pp. 62, 65). Rome was a male dominated city due to the constant
immigration of single male workers.
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Maria in Hungary, Elizabeth in England, Catherine in France, Margaret in Flanders,
Bianca in Tuscany, Mary in Scotland, Camilla in Rome, and Isabella in Spain: the
inventress of the New World. And the poet of our century began with women,
saying “Of ladies, knights, arms and love.” And all the poets of our day are critics of
Mars; and under the influence of Venus and the Moon they talk of gederasty and
prostitution. Men turn effeminate and call each other, “Your lordship”. 0
Poussin’s mythological paintings may have played an ideological role in the
physical renegotiation of men and women’s roles that occurred in the streets of Rome
and in the courts of the world. Through depicting men and women in positions that
reversed established conventions, Poussin’s paintings presented a testing ground to
explore changes in the gender hierarchy. Campanella perceived that social change was
replicated in poetic mythological representation. Poussin painted Mars in a pose that 1s

analogous to Campanella’s description of men falling ‘under the influence of Venus’.

Poussin’s mythological paintings explored the nature of social change.

This thesis considers the meanings and possibilities of Poussin’s iconography of
gender reversal. There is one feature that demands particular attention. Poussin’s formal
inversions of men and women cast the latter as pronounced viewers of the male body.
For example, in the painting of Mars and Venus (fig. 2), Venus takes up the appraising
position that Mars occupies in the antecedent print (fig. 10). Viewers of Poussin’s
paintings were encouraged to identify with the gaze of women. In order to understand
the nature of the engagement between these works and their first viewers it is necessary
to analyse carefully the social functions of Poussin’s representations of women looking.
This theme structures the development of my argument.

Part I of the thesis demonstrates that Poussin’s women staged an intersection

between feminine and gentlemanly modes of looking which related to contemporary

* Tommaso Campanella, La Citta del Sole, in Opere di Giordano Bruno e di Tommaso Campanella, ed.
by Augusto Guzzo and Romano Amerio (Milan: Ricciardi, 1956), pp.1073-116 (p. 1114): ‘in questo
secolo regnéro le donne, come 1’Amazoni tra Nubbia ¢ ’1 Monopotapa, e tra deli Europei la Rossa in
Turchia [Rosselana wife of Suliman I], 1a Bona in Polonia [wife of Sigismund I], Maria in Ongheria [wife
of Ludwig I, sister of Charles V], Elisabetta in Inghilterra [Elizabeth I], Catarina in Francia [Catherine
de’ Medici], la Bianca in Toscana [wife of Francesco I de’ Medici], Maria in Scozia [Mary Queen of
Scots], Camilla in Roma [unidentified, possibly Camilla Peretta, sister of Sixtus V] ed Isabella in Spagna
[Isabella I], inventrice del mondo novo. E 'l poeta di questo secolo incomincié dalle donne dicendo: “Le
donne, 1 cavalier, I’armi e ’amori”. E tutti son maledici le poeti d’ogge per Marte; e per Venere e per la
Luna parlano di bardascismo e puttanesmo. E gli uomini si effeminano e si chiamano “Vossignoria™.
Translated in Shemek, p. 89. On Cassiano’s relationship with Campanella see Blunt, Nicolas Poussin, pp.
327-31. On Campanella at the Barberini court see Frederick Hammond, Music and Spectacle in Baroque
Rome: Barberini Patronage under Urban VIII, (New Haven: Yale University Press, 1994), pp. 20-21.
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practices of viewing. By depicting feminine looking, Poussin’s mythological paintings
allowed their gentleman owners to identify with a type of viewing that they were
culturally circumscribed from experiencing due to their gender. The word standpoint,
meaning ‘the position at which a person stands to view an object’, helps to describe
what I mean.”! The word ‘position’ in this definition is interpreted as a culturally
constructed entity into which a privileged person imaginatively, rather than physically,

stepped. I perceive the process as a rather superficial, conscious performance in order to

gain prohibited pleasures.>’

The viewers analysed in Chapter One indicate that gender was crucial to
perceptions of how women and men reacted to visual stimuli. Opinions about what
happened when different people looked were based on the medical theory of the four
humours. People believed that bodily fluids, which corresponded to the qualities hot,
cold, wet, and dry, determined a person’s physical and mental qualities, including their
sex and gender. Woman’s cold and wet state made her emotionally unstable and
suggestive, a condition reflected in Poussin’s paintings.”> The Dulwich Armida is the
most striking example: she reacts to the sight of her beloved’s body with murderous
hate and tender love (fig. 7). In the early modem period, practices and depictions of
4

women looking emphasised perceptions of women’s physical and mental weakness.’
At the same time, gendered practices of viewing had an element of fluidity permitted by
humoral theory. For example, certain women could have a dominance of male fluids

and behavioural qualities. Sixteenth-century, as well as more recent, commentators have

noted that powerful women had the ability to adopt positions usually associated with the

3 ¢standpoint, n.’, Oxford English Dictionary, ed. by J. A. Simpson and E. S. C. Weiner, 2** edn (Oxford:
Clarendon Press, 1989), OED Online, Oxford University Press, <http://dictionary.oed.com/
cgi/entry/00236108>, [accessed 10 May 2004]. An implicit use of this word in the way I describe it
occurs in Teresa Brennan, ‘““The Contexts of Vision” from a Specific Standpoint’, in Vision in Context:
Historical and Contemporary Perspectives on Sight, ed. by Teresa Brennan and Martin Jay (New York:
Routledge, 1996), pp. 217-30

*2 My theory is not directly analogous with current theories of gender performances which constitute the
emergence of whole subjectivities; see Judith Butler, Bodies That Matter: On the Discursive Limits of Sex
(New York: Routledge, 1993), pp. x, 2.

* Galen, ‘Mixtures’, in Selected Works, trans. P, N. Singer (Oxford: Oxford University Press, 1997), pp.
202-89, (p. 247), Ian Maclean, The Renaissance Notion of Women (Cambridge: Cambridge University
Press, 1980), pp. 29-46; Elizabeth Secars, The Ages of Man: Medieval Interpretations of the Life Cycle
(Princeton: Princeton University Press, 1986), pp. 24-26; Zirka Z. Filipczak, Hot Dry Men, Cold Wet

Women: The Theory of Humors in Western European Art 1575-1700, exhib. cat. (New York: American
Federations of Arts, 1997).

** Simons, pp. 4-30; Paolo Berdini, ‘Women under the Gaze: A Renaissance Genealogy’, Art History, 21
(1998), 565-90; Adrian W. B. Randolph, ‘Renaissance Household Goddesses: Fertility, Politics and the

Gendering of Spectatorship’, in The Material Culture of Sex, Procreation and Marriage in Pre Modern

Europe, ed. by Anne McClanan and Karen Rosoff Encarnacién (New York: Palgrave, 2001), pp. 163-90,
(p. 1735).
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masculine gaze.”®> I consider the other side of the same coin: a gentleman had the

possibility to identify with feminine viewers because of his class. The consideration of
women as tournament spectators in Chapter One elucidates how the privileged status
and gender of Poussin’s clientele allowed them to draw upon the feminine points-of-
view depicted in Poussin’s paintings.’® A history of feminine tournament viewing
remains to be written and would surely help to argue against modern perceptions that
women were only objects to be looked at.>’

It is important to outline here the relationship between ‘feminine’ viewers and
the type of viewing which dominated the period. In this thesis, I utilise the theory of
‘scopic regimes’, a term that Martin Jay has used to signify the concept that specific
cultures have a dominant form of organising and prescribing what it is to see. A “scopic
regime’ is not necessarily organic, arising simply from life skills, as suggested by the
term ‘Period Eye’, nor does it characterise all ways of seeing as evoked by the term
‘Visual Culture’.”® At certain points of this thesis, I shall discuss how Poussin’s
paintings reflect divergent residual or anticipatory forms of viewing.” A ‘scopic
regime’ connotes a relationship with a particular political moment; here I interpret it as
an 1deology of the ruling power: in Rome’s case, the Catholic Church.

In seventeenth-century Rome, there was a general perception about what

happened to a spectator when he or she looked at an image: the depicted message

moved, persuaded, or affected the viewer. Bishop Gabriele Paleotti’s Discorso on
images, published in 1584, outlined the Catholic Church’s opinion: painting’s principles
were to ‘delight’, ‘teach’ and, in addition to these two traditional functions, to ‘move’.*

The iconoclasm of the Northern Reformation and the use of images by the Catholic

% Tasso, Discorso della virts, p. 62: Regina Stefaniak, ‘Correggio’s Camera di San Paolo: An
Archaeology of the Gaze’, Art History, 16 (1993), 203-228; Veronica Biermann, ‘The Virtue of a King
and the Desire of a Woman? Mythological representations in the collection of Queen Christina’, Art
History, 24 (2001), 213-30. See also Carole-Anne Tyler, ‘The Feminine Look’, in Theory between the
disciplines: Authority/ Vision/ Politics, ed. by Martin Kreiswirth and Mark A. Cheetham (Ann Arbor:
University of Michigan Press, 1990), pp. 191-212 (pp. 198, 202).

** Ortner and Whitehead, pp. 7-8; Catherine King, ‘Made in Her Image: Women, Portraiture and Gender
in the Sixteenth and Seventeenth Centuries: Introduction’ in Gender and Art, pp. 33-36 (p. 36).

*7 Kim M. Phillips, ‘Bodily Walls, Windows and Doors: The Politics of Gesture in Late Fifteenth-Century
English Books for Women’, in Medieval Women: Texts and Contexts in Late Medieval Britain, ed. by
Jocelyn Wogan-Browne and others (Turnhout: Brepols, 2000), pp. 185-98 (pp. 190-93).

** Martin Jay, ‘The Scopic Regimes of Modemity’, in Vision and Visuality, ed. by Hal Foster (Seattle:
Bay Press, 1988) pp. 3-23; Baxandall, Painting and Experience, pp. 29-108; Baxandall, The Limewood
Sculptors, pp. 143-63; Alpers, The Art of Describing, pp. XXi-XXVil.

¥ On this theory of culture see Raymond Williams, Problems in Materialism and Culture: Selected
Essays (London: Verso, 1980), pp. 38-42.

¥ ‘Discorso intorno alle imagini sacre e profane’, in Trattati d’Arte del Cinquecento ed. by Paola
Barocchi, 3 vols (Bari: Laterza, 1961), I, 117-509 (p. 148): ‘il dilettare, I'insegnare, ¢ commovere’;
Rensselear W. Lee, ‘Ut Pictura Poesis: The Humanistic Theory of Painting’, Art Bulletin, 22 (1940), 197-

269 (pp. 226-28); Phillip Salman, ‘Instruction and Delight in Medieval and Renaissance Art Criticism’,
Renaissance Quarterly, 32 (1979), 303-32.
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Church to propagate the faith had stressed the efficacy of images to persuade and
convert.*! This belief manifested itself in Italian high-class painting in the interest in the

conveyance of emotion - the affetti.** Both the fascination with affective paintings and
the stress on gendered points of view can be located in the society of the seicento papal

court. The peculiar nature of this institution meant that ecclesiastical-bureaucrats had to
aspire to the Catholic ideal, that images were powerfully affective, whilst distancing
bodily emotion from their rational, administrative selves. The notion of feminine

viewers was central to this scopic regime.* The figure of a woman, an inconsistent
body easily affected by external stimuli, was a logical standpoint to utilise in order to
both explore affection by image and maintain a gentlemanly detachment from such an
experience. A Roman gentleman could have utilised Poussin’s paintings to experience a
feminine standpoint and to maintain his status.

In order to signify the type of viewing gentlemen practiced before Poussin’s

paintings, I have resurrected the defunct sixteenth-century English word ‘regarder’,
which is also a direct translation of the Italian word riguardante used in seventeenth-
century treatises on painting.** This rather uncomfortable English word reminds us that
we need to make an imaginative leap to a world where paintings had very real effects on
people’s bodies.* The words used to describe viewing in this period reflected the wider
socio-historical context of the Reformations and iconoclasm.*® The word ‘regarder’
captures something of the dominant scopic regime. Unlike the detached connotations of
our word ‘viewer’, ‘regard’ means to have a relation to, or to have some connection

with, the object concerned.*’ The word ‘regarder’ helps us to recognise that in the early

Y David Freedberg, The Power of Images: Studies in the History and Theory of Response (Chicago:
Chicago University Press, 1989), pp. 358-71.

2 Denis Mahon, Studies in Seicento Art and Theory (London: Warburg, 1947), pp. 50-51.

3 Elizabeth Cropper has speculated that the possibility of ‘a beholder not necessarily gendered as male”’,
posited by certain art works of the sixteenth century, arose in relation to affective art forms; see ‘The
Place of Beauty in the High Renaissance and its displacement in the History of Art’, in Place and
Displacement in the Renaissance, ed. by Alvin Vos (Binghamton: Medieval & Renaissance Texts &
Studies, 1995), pp. 159-205 (p. 201).

¥ tregarder, n.’, OED Online, <http://dictionary.oed.com/cgi/entry/00201128>, faccessed 10 May 2004];
Mancini, Considerazioni, 1, pp. 142-44.

*> Michael Baxandall, Patterns of Intention: On the Historical Explanation of Pictures (New Haven: Yale
University Press, 1985), pp. 113-16.

% Joanna Woodall, ‘Wtewael’s Perseus and Andromeda: looking for love in early seventeenth-century
Dutch painting’, in Manifestations of Venus: Art and Sexuality ed. by Caroline Arscott and Katie Scott
(Manchester: Manchester University Press, 2000), pp. 39-68. (pp. 60-61)

‘" ‘regard, v.’, OED Online, <http://dictionary.oed.com/cgi/entry/00201121>, [accessed 10 May 2004].
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modern period people believed that transcendent subjects such as God or Fate, or even a

painting, had the power to direct human activity.*s

The potential of the activity of regarding Poussin’s paintings to convert a
gentleman regarder into a ‘feminine’ viewer is considered in Chapter Two. This
conversion was facilitated by the particular social space where regarding occurred: the
intimate mythological gallery of the private gentleman. I end this chapter by considering
the relationship between regarding and Poussin’s own theories of viewing.

Part II of the thesis considers the role of Poussin’s painterly techniques in the
fulfilment of this experience. From visual evidence, it is clear that Poussin was deeply
interested in exploring the affetti during his first years 1n Rome.” The belief in the

power of painted afferti to affect a viewer meant that people responded to secular

paintings as active agents. We can understand this concept by comparing how religious

works of art can be ‘person-like’ in the sense that they are sources of, or targets for,

social agency.” In the seventeenth century, depictions of profane love came to have

similar powers to the divine agency that worked through religious icons.”!

It is worth noting here that the interrelationship between the effects of sacred
and profane paintings in seicento Rome can shed light on Poussin’s use of religious

motifs in his mythological works. Modern writers have remarked upon the iconographic
similarity of these paintings to pictures of holy women mourning Christ.>* These
religious motifs have not been considered in terms of how religious practices of viewing
may have informed the ways in which Poussin’s audience responded to his paintings.
Poussin’s ecclesiastical patrons would have responded to his paintings through practices
of religious viewing which stressed how visual form could convert the nature of the

regarder.”” 1 address specifically how such religious motifs may have functioned in
Chapters Eight and Ten.

“ Evelyn Birge Vitz, Medieval Narrative and Modern Narratology: Subjects and Objects of Desire,

(New York: New York University Press, 1989), pp. 145-46; Michael P. Carroll, Veiled Threats: The

Logic of Popular Catholicism in Italy (Baltimore: John Hopkins University Press, 1996).

¥ Jennifer Montagu, The Expression of the Passions: The Origin and Influence of Charles Le Brun's
‘Conférence sur l'expression générale et particuliéere’ (New Haven: Yale University Press, 1994), pp. 60-

61; Charles Dempsey, “Nicolas Poussin between Italy and France: Poussin’s Death of Germanicus and

the Invention of the Tableau’, in L’Europa e l'arte italiana, ed. by Max Seidel (Venice: Marsilio, 2000),
p. 321-35. --

?0 Alfred Gell, Art and Agency: An Anthropological Theory (Oxford: Clarendon Press, 1988), p. 96.

°! Freedberg, The Power of Images, pp. 317-71.

** Blunt, Nicolas Poussin, p. 115; Richard Verdi, Nicolas Poussin: Tancred and Erminia, exhib. cat.

(Birmingham: Birmingham Museums and Art Gallery, 1992), pp. 14-15.

> Francesco Solinas has outlined some of the connections between dal Pozzo’s commissions and the

prevailing taste in religious imagery in ‘Cassiano dal Pozzo e le arti a Roma nella prima metd del

Seicento’, in I Segreti di un collezionista: Le straordinarie raccolte di Cassiano dal Pozzo 1588-1657, ed.
by Francesco Solinas, Rome exhib. cat. (Rome: Edizione de Luca, 2000), pp. 1-11.



18

It is evident that Poussin used gendered affetti to convey emotive tension to his
regarders, a feature I discuss in Chapter Three. Poussin’s pictorial strategy makes sense
because in the seventeenth century gender was intimately linked to emotion.>* Many of
Poussin’s mythological paintings reveal stories where the protagonists express
simultaneous contrasting gendered emotions. In order to foster this multivalency, the
painter conflated different versions of the myths into a single figure, a technique used
by contemporary poets and mythographers.” For example, in the Mars and Venus Mars
displays a conflict of duty and desire that arises from the use of two source texts (fig. 2);
[ discuss this point further in Chapter Nine. Here it is sufficient to note that Mars both
adopts the pose of the goddess of love and gestures towards his civic responsibility as
the god of war. Mars’ simultaneous adoption of masculine and feminine poses figured
his emotive tension. I develop the analysis of Poussin’s painterly techniques in Chapter
Four in order to consider his ability to affect the humoral gendered physique of his
regarders. It can be demonstrated that Poussin depicted his characters in terms set out by
theorists of the affetti and musical modes which had the power to effect this change.
Finally, Chapter Five considers the contemporary reception of representations of gender
simultaneity in order to illuminate the willingness of Roman gentlemen to enter a

feminine standpoint.

Part III addresses the role of the relationship between the gallery space and the
paintings’ mythological landscape in the processes outlined in Parts I and II. Chapter
Six considers social uses of the landscape in relation to the effects of Poussin’s
paintings in their domestic setting. My interpretation of the significance of Poussin’s
landscapes develops the work of Anthony Blunt and Clovis Whitfield in order to

connect these paintings to the social context of the Italian countryside, as has been

** Poussin is often described as a very ‘psychological’ painter without considering the historical nature of
emotion; see, for example, Jane Costello, ‘Poussin’s Drawings for Marino and the New Classicism: I -
Ovid’s Metamorphoses’, in Journal of the Warburg and Courtauld Institutes, 18 (1955), 296-317 (p.
315); Blunt, Nicolas Poussin, p. 45; and Claire Pace, ‘Nicolas Poussin: “peintre-pocte”?’, in
Commemorating Poussin: Reception and Interpretation of the Artist, ed. by Genevieve Warwick and
Katie Scott (Cambridge: Cambridge University Press, 1999), pp. 76-113 (p. 79).

*> Robert B. Simon, ‘Poussin, Marino and the Interpretation of Mythology’, Art Bulletin, 60 (1978), 56-
68; Frangoise Graziani, ‘Poussin Mariniste: la mythologie des images’, in Poussin et Rome: Actes du
colloque de I’'Académie de France a Rome, ed. by Olivier Bonfait (Paris, RMN: 1996), pp. 367-86; Ann
Moss, Poetry and Fable: Studies in Mythological Narrative in Sixteenth-Century France (Cambridge:
Cambridge University Press, 1984), p. 125; Beatrice Corrigan, ‘The Opposing Mirrors’, Italica, 33
(1956), 165-79 (p. 170). Vincenzo Cartari, Vere e nove imagini degli dei... l'adietro offeruate simiglianze
... da Lorenzo Pignoria, ed. by Stephen Orgel, (Padua, Tozzi, 1615; repr. New York: Garland, 1979). The
editor of this edition, Pignoria, was an associate of Cassiano dal Pozzo. Cartari and Pignoria’s lengthy
descriptions provide the reader with an awareness of the multifaceted and complex nature of the
characters of classical and Christian mythology, including instances of dual gendered divinities such as
Venus and Bacchus. The multifaceted nature of pagan gods and goddesses ensured their survival into the

early modern period; see Jean Seznec, The Survival of the Pagan Gods (New York: Pantheon/ Bollingen
Foundation, 1953).
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recently considered in the French environment of Poussin’s work.”® The analysis of the

mythological painting gallery, which is also developed in this chapter, demonstrates that
a gentleman viewer could have imagined that he was compelled to experience a
feminine standpoint because of this room’s connotations. Chapter Seven relates this
experience to representations of male pastoral leisure brought about by the power of
feminine desire. This discussion furthers our understanding of the relationship between
gender and landscape in Poussin’s art.”’

The three case studies that form Part IV of the thesis consider in depth the social
functions of the depiction of women viewing for Poussin’s gentlemen clientele.
Important recent work has begun to explore a similar process. Susan Siegfried has
discussed how the images of women in the paintings of Joseph Wright of Derby
responded to social rituals of scientific viewing. Wright’s paintings of women could
have ‘functioned’ to express the kinds of emotions, elicited by the disturbing
developments in science and industry, which men shared but could not display in public
due to the limitations of social etiquette.”® Siegfried’s approach offers a social
dimension to supplement the literary analysis of ‘focalizers’ that has recently entered art
historical literature. A focalizer’ is the look of a represented viewer that influences and
organises an external spectator’s act of looking.”” Looking perceived as a series of
1dentifications between the viewer and different focalizers, has helped to challenge
perceptions that only men can be active participants in the practices of viewing, an
important conceptual point to my thesis.®’

The role of Poussin’s mythological depictions of feminine gazes in the
negotiation of familial gender roles is established in Part IV. This approach is justified
by the genre of the paintings under consideration. Art historians have established that
strong connections existed between mythological painting and kinship 1issues,
particularly marriage and birth, in the early modem period. These studies have
demonstrated how such images encouraged women to be active, sexual viewers

contradicting the chaste personas that they had to display to the outside world.®! 1

* Blunt, Nicolas Poussin, pp. 269-300; Clovis Whitfield, ‘Poussin’s Early Landscape Paintings’,
Burlington Magazine, 121 (1979), 10-19; Olson, pp. 213-43.
> Blunt, Nicolas Poussin, pp. 327-30; Filipczak, Hot Dry Men, p. 198.

* Susan Siegfried, ‘Engaging the Audience: Sexual Economies of Vision in Joseph Wright’,
Representations, 68 (1999), 34-58 (p. 43).

> Micke Bal, On Story Telling: Essays in Narratology (Sonoma: Polebridge, 1991), pp. 86-88.

® Norman Bryson, ‘Introduction: Art and Intersubjectivity’, in Meike Bal, Looking in the Art of Viewing

(Amsterdam: G&B Arts International, 2001), pp. 1-40 (pp. 8-19).

°! Christelle L. Baskins, Cassone Painting, Humanism and Gender in Early Modern Italy (Cambridge:

Cambridge University Press, 1998), pp. 26-49; Jacqueline Marie Musacchio, The Art and Ritual of
Childbirth in Renaissance Italy (New Haven: Yale University Press, 1999), pp. 67-68, 109-11, 120: Sara
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discuss how the particular structures of the families of Poussin’s clientele determined

specific concerns about chastity, the generation of children, and infant care.”* Poussin’s
distinct depictions of masculinity and femininity appear to have responded to these
issues. The nature of kinship in the period under discussion excludes the relevance of
psychoanalysis to my discussion as this model arose out of a later concept of the
family.63 Modem theories of sexuality have been shown to be inapplicable to concepts
of desire and selfhood of the past.** Furthermore, an awareness of the family’s historical
nature helps to illuminate how Poussin’s paintings negotiated the contradictions
between different ideologies of kinship that arose during the Counter Reformation.
Sheila McTighe and Todd Olson have demonstrated how profitable
considerations of the social network of Poussin’s French clientele are for interpreting
the reception of his work.® A similar approach to the Roman context of Poussin’s work
has so far been lacking, This lacuna has occurred partly due to the influence of Anthony
Blunt’s perception that Poussin’s main patron, Cassiano dal Pozzo, lived ‘apart from the
main stream of political and ecclesiastical life’.°® Blunt’s thesis has been successfully
challenged through important research on dal Pozzo’s collecting practices and his
activities in the Accademia dei Lincei, an institution intimately connected to the
political life of 1620s’ Rome.®’ This research has, in tum, impacted upon our

understanding of the relationship of Poussin’s work to the religious and political events

F. Matthews Grieco, ‘Matrimonio e vita coniugale nell’arte dell’Italia modemna’, in Storia del
matrimonio, ed. by Michela De Giorgio and Christiane Klapisch-Zuber (Rome: Laterza, 1996), pp. 251-
82, Rona Goffen, ‘Sex, Space and Social History in Titian’s Venus of Urbino’, in Titian's ‘Venus of
Urbino’, ed. by Rona Goffen (Cambridge: Cambridge University Press), pp. 63-90.

*> On Roman family structure see Renata Ago, Carriere e clientele nella Roma barocca (Rome: Laterza,

1990), pp. 60-71, 118; Renata Ago, ‘The Family in Rome: Structure and Relationships’, in Rome
Amsterdam, pp. 85-91.

63 Michel Foucault, History of Sexuality: Volume One, An Introduction, trans. Robert Hurley (London:
Allen Lane, 1979), pp. 110-14, 129-30; Jackson, pp. 22-24.

* Stephen Greenblatt, ‘Psychoanalysis and Renaissance Culture’, in Literary Theory/ Renaissance Texts,
ed. by Patricia A. Park and David Quint (Baltimore: John Hopkins University Press, 1986), pp. 210-24;
Debora Shuger, ‘Excerpts from a Panel Discussion’, in Renaissance Discourses of Desire, ed. by Claude
J. Summers and Ted-Larry Pebworth (Columbia: University of Missouri Press, 1993), pp. 269-276 (p.
270). Laura Mulvey’s work has been used repeatedly within studies of the gaze in the early modem
period; see for example Stefaniak, ‘Corregio’s Camera di San Paolo’, p. 204; and Serget Lobanov-
Rostovsky, ‘Taming the Basilisk’, in The Body in Parts: Fantasies of Corporeality in Early Modern
Europe, ed. by David Hillman and Carla Mazzio (New York: Routledge, 1997), pp. 195-217 (p.197);
Mulvey argued for psychoanalysis’ specificity within Hollywood cinema. This argument is often
overlooked; see Visual and Other Pleasures (Basingstoke: Bloomington, 1989), p. 14.

% Sheila McTighe, Nicolas Poussin's Landscape Allegories (Cambridge: Cambridge University Press,
1996), pp. 18-77; Olson.

° Blunt, Nicolas Poussin, pp. 102-3.

°" The bibliography on Cassiano dal Pozzo is vast. Important revisionist accounts are Donatella L. Sparti,
Le Collezioni dal Pozzo: Storia di una famiglia e del suo museo nella Roma seicentesca (Modena: Panini,
1992); Francesco Solinas (ed.), I Segreti di un collezionista, Rome exhib. cat.; and Francesco Solinas
(ed.), I Segreti di un collezionista: Le straordinarie raccolte di Cassiano dal Pozzo 1588-1657, Biella
exhib. cat. (Rome: Edizione de Luca, 2001); David Freedberg, The Eye of the Lynx: Galileo, his friends
and the beginnings of modern natural history (Chicago: University of Chicago Press, 2002).
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of the papal court.”® However, whilst it has been observed that it was the papal court
that linked all of Poussin’s early Roman patrons, there has been no study of the social
reasons for their attraction to his works.®’ For example, while Elizabeth Cropper and
Charles Dempsey have produced a useful discussion of the relationship between
Poussin’s paintings and some of the social concerns of his Roman patrons, they

considered each Roman separately thus perpetuating Blunt’s thesis that these men

operated in isolation.”

The relative lack of research on the patronage of Angelo Giori, who owned two
of the works in question, has perpetuated the singular focus on Cassiano dal Pozzo. In
Chapter Eight, I focus on Giori’s ownership of Poussin’s Venus and Adonis. Reasons
for the similarities of the tastes of Giori and dal Pozzo appear to lie beyond personal
intellectual interests. Whilst Giori was, like Cassiano, a member of the Barberini
administration, he does not seem to have frequented the circles favoured by Cassiano,

such as the academies of the Lincei, Humoristi or Crusca.’’

When Poussin painted his mythological works the activities of Giori and dal
Pozzo were motivated by the need to aspire to and to perpetuate aristocratic
conspicuous display, the creation of clientele networks through patronage and marriage
alliances, and the establishment of a new dynasty. The latter two activities involved
women. Most of the studies discussed above consider the social spaces where Poussin’s
works were received as being exclusively inhabited by men.” In contrast, I take into
account the women and children who also lived in the rooms where Poussin’s paintings
were hung. Chapter Nine looks at the relationship between Poussin’s Mars and Venus
and the marriage of Carlo Antonio dal Pozzo to Theodora Costa; whilst Chapter Ten

explores Poussin’s motifs of touching and looking in the second version of Tancred and

1
¥

Erminia 1n relation to the childrearing concerns of his patrons.

°® Marc Fumaroli, ‘L'Inspiration du poéte’ de Poussin: essai sur l'allegorie du Parnasse (Paris: RMN,
1989), pp. 33-66; Cropper and Dempsey, pp. 121-23; Francesco Solinas, ‘Poussin et Cassiano dal Pozzo:
Notes et Documents sur une collaboration amicale’, in Nicolas Poussin 1594-1665: Actes du Collogue, 1,
289-336.

% Elena Fumagalli, ‘Poussin et les collectionneurs romains au XVIle siécle’, in Nicolas Poussin 1594-
1665, ed. by Pierre Rosenberg and Louis-Antoine Prat, exhib. cat. (Paris: RMN, 1994), pp. 48-57.

" Cropper and Dempsey, pp. 64-105.

" Giori and dal Pozzo may have met each other through their jobs. Both were responsible for liaising
with Bernini on projects for their patrons. See, Lorenza Mochi Onon, ‘Il Cavalier dal Pozzo ministro dei
Barberini’, in I Segreti di un collezionista, Rome exhib. cat., pp. 17-20 (p. 19); B. Feliciangel, 1]
cardinale Angelo Giori de Camerino e Gianlorenzo Bernini (Sanseverino-Marche: Bellabarba, 1917).

"2 Olson has considered women but only as an outside force in relation to the masculine culture associated
with the reception of Poussin’s paintings; see pp. 116-21, 172. At least one of the paintings he discussed,

The Holy Family in Egypt, was painted for a woman, in this case Madame de Montmort; see Olson p. 63
and Blunt, p. 214.
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The last chapter returns to an issue discussed in the first. I consider how a
particular feminine standpoint, which involved an element of touch, figured both in
Poussin’s paintings and in a representation of Theodora Costa, the wife of Carlo
Antonio dal Pozzo. This material offers a means to critique the modern notion that a
positive haptic look relates to female biological experience.’ In contrast, I argue that an
actual woman, as much as a painting, could represent a culturally constructed
standpoint. Rather than locating feminine looking within female experience, the chapter
sustains the argument, developed throughout this thesis, that gentlemen were able to
utilise ‘feminine’ modes of viewing. In this respect, I counter an ideology that appears
to be at work in some modemn readings of the ‘female’ gaze." Theories that locate
positive modes of looking in the female body work to limit our perception of women’s
subjugation under patriarchy. It seems that inferiority gave women exclusive access to
certain positive experiences. In opposition to this perception, I demonstrate that
gentlemen were able to identify with elements of womanly behaviour. It 1s important to
note however that my argument also highlights the social reasons behind the necessity
of gentlemen to perform this process. The practice of looking at mythological paintings

by Nicolas Poussin provided a means through which his male patrons contested

patriarchal notions of gender.

" Bracha Lichtenberg Ettinger, The Matrixial Gaze (Leeds: Feminist Arts and Histories Network, 1995),
pp. 2, 8, 22. The mother’s touching gaze is privileged, despite Ettinger’s argument that it can be
experienced by men. See also Luce Irigaray, This Sex which is Not One, trans. by Catherine Porter
(Ithaca: Cornell University Press, 1985), pp. 24, 79.

" Randolph, ‘Renaissance Household’, pp. 173-74. Martin Jay, Downcast Eyes: The Denigration of

Vision in Twentieth-Century Thought (Berkeley: University of California Press, 1993), p. 592; Mary

Anne Doane, The Desire to Desire: The Woman’s Film in the 1940’s (Basingstoke, Macmillan Press,
1987), p. 9. For a related critique see Shuger, p. 276.
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PART I: REGARDING GENTLEMEN AND WOMEN VIEWING

Looking in Poussin’s Echo and Narcissus

This part of the thesis introduces how Poussin’s mythological paintings had the
potential to stage an intersection of feminine and gentlemanly viewing. I have
established that Poussin represented women as significant viewers of the male body in
his early mythological paintings. This formulation did not reflect the patronage of
Poussin’s paintings. We know of no women who commissioned or bought these works.
Instead, the paintings produced an encounter between the gentlemanly gallery viewing
practiced by his Roman patrons and Poussin’s depictions of feminine spectators.

One of Poussin’s early mythological paintings visualises a similar intersection of

different viewing positions. In Echo and Narcissus (fig. 8), Narcissus appears as a
feminine viewer of himself. The painting shows Narcissus metamorphosing into the
flower that bears his name. In the background, Echo, the spurned lover of Narcissus,
fades into a rock as she changes into sound. By including Echo psychically in the
painting, thus subverting the chronology of the Ovidian myth, Poussin invited his
viewers to compare formally the behaviours and fates of the two characters. Through
the composition of his painting, Poussin indicated that Narcissus inhabits Echo’s
previous position of unrequited desire. Narcissus’ body, stretched along the rock,
rhymes that of Echo; his drapery visually quotes Echo’s unmistakeably female fold
between her legs. Narcissus’ eyes, like hers, are no longer able to focus on the object
that escapes possession. Both characters change because of their unreciprocated passion.
Narcissus appears as an echo of Echo: the irrational feminine desirer of Narcissus.
Poussin may have been inspired in his iconographic choices by the curse that
was placed upon Narcissus by his spurned lovers in Ovid’s Metamorphoses: ‘May he

himself fall in love with another, as we have done with him! May he too be unable to

gain his loved one!” (II. 4s).! The painting also reflects the fact that in Ovid’s text
Narcissus is described as being ‘at once boy and man’ (Il 3s52). In the seventeenth
century, this simultaneous state would have been understood as an instance of dual
gender. Narcissus’s body, as boy and man, partook in two sets of gendered humours. In
humour theory and social practice, young boys were considered to be cool and wet, akin

to the humoral physique of women, rather than hot and dry like adult men.’ Reflecting

L All translations are taken from Ovid, Metamorphoses, trans. by Mary Innes (London: Penguin, 1955).

? Galen, pp. 233-37. Although Galen considered children to be ‘hot and wet’, he argued that they were
colder than men in their prime because the ‘child is an incomplete animal’, This description can be
compared to Galen’s notion of women as colder than men; see pp. 247-48. See also Sears, pp. 24-26. On
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this state, in Poussin’s painting Narcissus’ masculine body enters the viewing position
of Echo, his most disappointed female admirer. Both characters wither away into the
earth emphasising the consequences of their shared feminine standpoint.

The intersection between masculine and feminine viewing positions, visualised
in Poussin’s Echo and Narcissus, was paralleled in the performances of viewing before
Poussin’s other mythological paintings. Gentleman regarders looked as gentlemen. This
part of the thesis demonstrates that they could have also looked as women. When
considered through the frames of related practices of viewing it is possible to recognise
that Poussin’s paintings had the potential to shape gentlemanly looking. Furthermore,

the particularities of the mythological painting gallery enabled gentlemen to replicate

Narcissus’s adoption of the position of Echo.

social practice see Michael Rocke, Forbidden Friendships: Homosexuality and Male Culture in
Renaissance Florence (Oxford: Oxford University Press, 1996), pp. 107-9.
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Chapter One: Women as a Gentleman’s Medium

Poussin’s Echo and Narcissus (fig. 8) was not an isolated representation of the
interaction between masculine and feminine ways of looking. Another instance of such
an intersection in seventeenth-century Rome was the story of the master painter
Annibale Carracci who utilised the reactions of two women viewing paintings. In art
historical literature this story has come to be called the anecdote of the vecchiarella,

meaning poor/little old woman. There are three reasons why the vecchiarella anecdote
is key to understanding the function of the women viewers depicted in Poussin’s early
mythological paintings. Firstly, to draw out the similarities between motifs of feminine
viewing contained within the anecdote and Poussin’s women. Secondly, to consider
how cultural representations of female viewers could be utilised by Roman gentlemen.
These two points will be considered in this chapter. Finally, the anecdote is useful to
explore the potential of seventeenth-century exhibition spaces in encouraging gentlemen

regarders to identify with feminine spectators. This point will be considered in the

following chapter.

1.1. The ‘vecchiarella’ Anecdote: Women as a ‘method’ of Viewing

The vecchiarella anecdote directly utilised the processes of identification

between a gentleman regarder and a woman. It can therefore elucidate the possibilities
for a gentleman to identify with the women depicted in Poussin’s mythological
paintings.

The anecdote appeared for the first time in print in the 1646 edition of
engravings by Annibale Carracci depicting market workers. The preface was written by
Giovanni Antonio Massani, the personal companion and household manager of Pope
Urban VIII, under the pseudonym Mosini. Massani included the anecdote as an example
of Carracci’s superior wit in his ability to find a method, ‘un modo’, to praise the
painting of one of his disciples. Annibale Carracci’s ‘method’ involved viewing
paintings through the eyes of women."

The anecdote tells how the painter Annibale Carracci was asked one day

whether he preferred the fresco by Domenichino, or the fresco by Guido Reni, both of

' G. A. Mosini (ed.), Diuerse figure al numero di ottanta, disegnate di penna nell'hore di ricreatione da
Annibale Carracci. Intagliate in rame, e cauate dagli originali da Simone Guilino (Grignani: Rome,
1646), p. 20. Printed in Mahon, Studies in Seicento Art, pp. 271-72. For a detailed discussion of the
composition of the anecdote, though not explicitly in terms of gender, see Felix Thiirleman,
‘Betrachterperspektiven im Konflikt. Zur Uberlieferungsgeschichte der ,,vecchiarella® — Anekdote’, in
Marburger Jahrbuch Fiir Kunstwissenschaft (Marburg: Philipps Universitit, 1986), pp. 136-5S5.
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The Martyrdom of St Andrew, in the Oratory of Sant’ Andrea at San Gregorio al Celio in

Rome. Massani wrote:

To this question Annibale replied that these two History paintings had been the
reason that he had himself realized he was a very great fool, because he had never
known how to make out which of them deserved the most praise, until he learnt to
understand by an old woman. She, holding a little girl by the hand, stopped one day
to look at both paintings, and he observed that whilst she fixed her gaze on one
painting [by Reni] and turned her eyes to every part to admire all of it, she never
said a word, nor did she give any sign of any emotion, that in her had been caused
by the painting. But then having turned to the other painting [by Domenichino], she
began to say to the little girl: ‘See, see daughter that man, who is doing such and
such a thing’ and with her finger she pointed out to her the figure who represented
the action she was describing: and so hand in hand they admired other figures, the
old woman pointing them out and declaring with enjoyment the actions depicted to
the child, who also seemed to be taking delight in it. Then I saw (said Annibale to
the man of letters) how I had learnt to know, which of our two Painters had more
vividly expressed the affetti.”

In Massani’s story the bodies of the old woman and young girl were available to
the gaze of Annibale Carracci as blank canvases upon which were registered the ‘true’
affective powers of the products of two great male painters. By investigating the tropes
and motifs of this story it is possible to come to some understanding of the possible
functions that Poussin’s depictions of women looking may have had for seventeenth-

century viewers. Poussin particularly admired Domenichino’s fresco in the years he
painted his mythological paintings.’ He must have been familiar with the kinds of
affective reaction Domenichino’s painting was meant to elicit in the viewer; he certainly
utilised Domenichino’s and Reni’s motifs of feminine reactionary viewing from the San
Gregorio frescoes in his own work.’ The anecdote has spatial proximity to Poussin’s

own production and, as I argue in the next chapter, can help to clarify Poussin’s theory
of affect verbally formulated in the 1640s.

I discussed in the Introduction how the types of feminine viewing that occur in

Poussin’s painted mythologies are social constructs. Massani’s story too 1s a construct

* Mosini, p. 20: ‘A quale quesito Annnibale rispose, che quelle due Historie erano state cagione, che egli
si era conosciuto se stesso per un grandissimo balordo; perche non haveva mai saputo comprendere, quale
di esse meritasse d’esser piu lodata; sintanto che egli non impard a conoscerlo da una Vecchiarella; la
quale havendo per mano una Fanciulla, si fermd un giomo a guardare 1’una e 1’altra di quelle Historie; &
egli I’osservo; che me[n]tre ella ad una fissd lo sguardo, andd voltando I’occhio da ogni parte per mirarla
tutta, ma non disse mai una parola, né diede altro segno d’alcun affetto, che in lei havesse cagionato il
guardar quella Pittura. Ma poi all’altra Historia voltatasi, comincio a dire alla Fanciulla: Vedi vedi figlia
quell’huomo, che fa la tal cosa; e col dito gli accennava la Figura, che quell’attione, ch’ella diceva,
rappresentava: e cosi di mano in mano mirando 1’altre Figure, le additava, e ne dichiarava con gusto le
attioni alla Fanciulla, la quale ancora pareva che se ne prendesse diletto. Hor vedete (disse Annibale al
Letterato) com’1o ho imparato a conoscere, quale delli nostri due Dipintori habbia pil vivamente espressi
§li affetti’. I am grateful to Brian Richardson and Rhiannon Davies for help with the translation.
B

ellor, p. 427; André Félibien, Entretiens sur les vies et sur les ouvrages des plus excellens peintres

anciens et modernes, 4 vols (London, Mortier, 1705), IV, pp. 15-16.
* Blunt, Nicolas Poussin, p. 59; Olson, p. 172.
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of feminine viewing practices that draws on established literary topoi and social
convention. The story explicitly refers to Cicero’s argument that a passer-by, ignorant of
the contents of a speech, could judge an orator’s talent by observing the reactions of an
audience: their signs of assent, applause, laughter and tears.” There are, however,
important differences between Cicero’s text and Massani’s story. Unlike Cicero’s
ignorant passer-by Carracci, the teacher of both Domenchino and Reni, must have
known the content of the works back to front, and following Cicero’s logic should have
had no trouble judging the quality of the communication. The Ciceronian trope does
serve to isolate the specific quality of rhetoric, the ability to arouse emotions in the
audience, which we have seen was a central concern of painters at this time.® The

quality that Annibale could not judge in Massani’s story was precisely the skill at

depicting the affetti through which the dominant scopic regime was manifest. In
Massani’s story it was, as in Cicero’s text, ‘ignorant’ passers-by who registered the
emotions of the painting. However, the passers-by in Massani’s story were specifically
classed and gendered as ignorant, i.e. lower-class women who did not have access to
education, unlike Cicero’s unspecified person whose ignorance comes from not being
able to hear the speech. Massani effectively wrote that is was only women and children
who experienced the type of affective viewing that was so central to this scopic regime.
Massani’s story registers the role that distinctions of class and gender had in the
production of different viewing positions in seventeenth-century Rome. The story is a
repository for the kinds of visuality that conditioned the experiences of Poussin’s
patrons when they looked at representations of women viewing.

Massani’s different types of classed and gendered viewers can be understood in
the context of the Counter Reformation and the widening access to the practices of
collecting quality paintings. The link between social change and differentiated viewers
occurs in a treatise written in the late 1610s and early 1620s by the papal doctor, and
side-line painting dealer, Giulio Mancini. Mancini was an associate of Poussin’s mentor
Cassiano dal Pozzo and, as we saw in the Introduction, Poussin’s first biographer. The
treatise was designed to help his fellow gentlemen fulfil their desire to collect paintings.
In the chapter on ‘The Rules for Buying, Displaying and Conserving Paintings’,
Mancini distinguished between several different types of classed and gendered viewers

citing as evidence the differences between the collections of princes and gentlemen and

* Cicero, Brutus, trans. by G. L. Hendrickson (London: Heinemann, 1939), p. 253 (84. 290).
® On the text’s location in the different discourses of the seventeenth century see Thiirleman, pp. 140-41.



28
the Church’s censorship of imagery.” Mancini was not alone in distinguishing viewers
in this way. In his treatise on painting written about 1607 to 1615, the papal bureaucrat
Agucchi distinguished between the viewing abilities of learned men and the ‘people’. It
was the former alone who could appreciate the ideal, whilst the latter could value only
naturalistic representation.® These views were also expressed by rhetoricians at the
Papal court. In the context of counter-reformatory fears about heterodoxy these men
revived the theories of Cicero that an orator should tailor his address to specific
audiences.” I have argued that the nature of the dominant scopic regime made such

distinctions necessary.

Determinations in viewing positions coincided with concerns over the power of
images to destabilise a gentleman’s claim to authority based on his position as a rational
agent. The interest of painters and patrons in the power of the affetti to intluence a
regarder coincided with the growth in the concept of the ‘gentleman of taste’.'” These
two cultural phenomena were interrelated. Increasingly in the seventeenth century,
violent affection by image was represented through the bodies of women, the lower
classes or uncultured aristocrats.!' In contrast, gentlemen were interested in maintaining
the decorum that befitted their particular role as administrators of the papal court. Such
a distinction is evident in the diary of Cassiano dal Pozzo where he condemned the
action of a castrato and courtier kissing in church. Cassiano laid blame for the behaviour
at the viewer of the castrato, particularly ‘grand persons who behave with disordered
emotion towards these emasculated people’. He recommended that these grand persons
become educated. They should read Raynaudo’s ‘very curious and very learned’ book

on eunuchs in order to learn how to behave decorously.'? These comments indicate that

T Mancini, Considerazioni, 1, pp. 139-48: ‘Regole per Comprare Collocare e Conservare le Pitture’. On
social distinctions of viewers in the French context of Poussin’s work see Olson, pp. 134-33, 139-40, 180.
% Mahon, Studies in Seicento Art, p. 127; Ricardo de Mambro Santos, Arcadie del Vero. Arte e teoria
nella Roma del seicento (Sant’Oreste: Apeiron, 2001), pp. 39, 206 n. 47.

 Marc Fumaroli, ‘Cicero Pontifex Maximus: le tradition rhetorique du college romain et les principes
inspirateurs du mecenat des Barberini’, Melanges de L’Ecole Francaise de Rome, 90 (1978), 797-835
(pp. 820-24); John Beldon Scott, Images of Nepotism: The Painted Ceilings of the Palazzo Barberini
(Princeton: Princeton University Press, 1991), p. 196.

' Marc Fumaroli, ‘Rome 1630 entrée en scéne du spectateur’, in Roma 1630: Il trionfo del pennello, ed.
by Oliver Bonfait, exhib. cat. (Milan: Electa, 1994), pp. 53-84 (pp. 53-60); Robert Klein, ‘Judgment and
Taste in Cinquecento Art Theory’, in Form and Meaning: Essays on the Renaissance and Modern Art,
trans. by Madeline Jay and Leon Wieseltier (New York: Viking Press, 1979), pp. 161-69 (p. 167).

'1 phillippa Plock, ‘Framing Kant’s Notion of the Sublime Before its Time? The Politics of Looking Up
in Baroque Rome’ (unpublished master’s thesis, University of Leeds, 1999), pp. 18-37; Thiirleman, notes
that the motif of women and children as reactionary spectators became widespread in the seventeenth
century, p. 144.

"2 Printed in Giacomo Lumbroso, Notizie sulla vita di Cassiano dal Pozzo (Turin: Paravia, 1875), p. 79:
‘il curiosissimo € dottissimo libro di tutte le sorti degl’eunuchi del padre Teofilo Raynaudo apportera non
poco benefitio in universale e massime a persone grandi che portandosi.con disordinato affetto verso
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dal Pozzo believed that his private gentlemanly status could be demonstrated through

manifesting a correct learned reaction to the viewed object rather than getting
sensuously carried away.

By locating affect within the bodies of women and children, Massani reserved
rational reactions for the male viewer represented by Carracci. This latter figure was a
spectator who could stand as a member of a particular class: the gentleman. In his
painting treatise Mancini directly compared the ‘artefice o huomo di gusto’: ‘the painter
or gentleman of taste’.!” The figure represented by Massani’s Carracci was a synonym
for Poussin’s patrons. I established in the Introduction that Mancini believed Poussin’s
reputation came from his many ‘opere private’ that could be seen in Rome. The word
‘private’ signified that the paintings concerned were not part of the lavish displays of
conspicuous consumption which depended on a public, civic audience.”* Mancini
outlined the exact nature of the economic and social status of the men who owned these
‘opere private’; ‘huomo private’ (private gentleman) were distinct from the ‘principe’
(prince) and the huomo publico (civic gentleman).ls

Mancini’s huomo di gusto was clearly a member of the third type of patron. This
fact is established through Mancini’s further distinction of skill. The skills utilised by

the huomo di gusto were those of the private gentlemen for whom Poussin worked:
bureaucrats in the middling ranks of the papal administration. Mancini advised his
readers that whereas princes could afford to buy quality of paintings, gentlemen must
use their ‘grand wits or liberality’, and their ‘taste, hard work and discretion’ in order to
purchase paintings at more moderate prices.'® These social and connoisseurial skills
were demonstrated by the wily Mancini himself as he kept an eye out for potential
sellable paintings when visiting his sick patients."” Mancini considered those blessed
with these skills of business acumen, judgement, and behavioural restraint, to be the

painter and the gentleman of taste. These men both had to rely on their professional
skills to make money. The figure of an artist, such as Massani’s Carracci, operated as a
stand-in for the type of gentleman who looked at Poussin’s paintings.

In the vecchiarella anecdote Carracci stands in opposition to feminine viewers.

Mancini’s text also distinguishes between masculine and feminine viewers. Mancini

quella gente evirata, pud essere, che si moderino, essendo 'impertinenza, o sfacciatagine, che vogliam
dire, che coloro accompagna, indicibile’.
13 Mancini, Considerazioni, |, p. 140.

'* Peter Burke, The Historical Anthropology of Early Modern Italy (Cambridge: Cambridge University
Press, 1987), pp. 132-49.

1> Mancini, Considerazioni, 1, p. 139.

'® Mancini, Considerazioni, 1, p. 140: ‘grand’ingegno o liberalitd’, ‘i suoi gusti, fatighe e discretione’,
'7 Mahon, Studies in Seicento Art, p. 329, n. 175.
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clearly related strong or damaging affect by lascivious images with cold and wet

‘feminine’ bodies. Firstly, Mancini discussed how images affect the gestation of a child
and encouraged women to look upon images in order to impress beauty upon the foetus.
Mancini further gendered the occurrence of strong affection by image by warning his
readers that such lascivious images should be kept away from young boys and virgins.!®

The censorship of the Catholic Church was on Mancini’s mind when he wrote
this section. Just preceding the discussion of lascivious paintings, such as Venus, Mars,

the seasons and nude women, there is an aside where Mancini ruminated upon the
actions of Savonarola who burnt ‘many good pictures’ just because they ‘had a bit of
paganism and lasciviousness’ in them. Mancini approved of the more tolerant attitude of
Pope Pius V who had not removed the ancient sculptures from the Vatican.” This
justificatory aside demonstrates that distinguishing between different types of viewers
had become a much more sensitive issue following reforms in religious visual culture.
The father of the household had to be rigorous about to whom he showed lascivious
imagery in order to avoid compromising the honour of his family and dangerously
affecting more sensitive viewers, deemed to be those with feminine bodies. In this
respect, Mancini advises that such paintings should be shown in ‘garden galleries’ and
‘ground floor private chambers’.?’ In Massani’s anecdote it is also women and the
young who are most affected by the paintings they see. Carracci, the standpoint for
ecclesiastical bureaucrats, remains unaffected, like Mancini’s wise pope.

In the story of the vecchiarella, the old woman functions as the ‘proof’ of
Domenichino’s ability to communicate emotions. Domenichino’s painting, which won
Annibale’s competition, was considered to be a particularly affective work of art.
Bellori wrote that whilst Domenichino painted this fresco he was seen acting out the
emotions of one of the soldiers torturing Andrew in order to be able to depict the correct

21

passions of the character.”’ In Massani’s story, the women physically sensed

Domenichino’s superior skill in conveying the affetti through visual form. It 1s likely
that this narrative motif was necessary because of the winning painting’s relationship to
the dominant scopic regime. Carracci only comes to learn of this skill by watching the

women: he himself, like the rational judging gentlemen of the papal bureaucracy, is not

'8 Mancini, Considerazioni, 1, p. 143. Mothers were traditionally connected with this ability, as discussed
below, however Mancini also extended this ability to husbands, a point discussed in Chapter Nine.
19 Mancini, Considerazioni, 1, pp. 142-43: ‘non mi piace quella gran regiditd del Savonarola che fece
brusciare in Fiorenza tante pitture che havevano un po’ di gentilita e del lascivo’.
20 Mancini, Considerazioni, 1, p. 143: ‘le lascivie come Veneri, Marte, tempi d’anno e donne ignude, nelle
gallarie giardini € camare terrene ritirate’.

! Bellori, p. 359.



31
physically affected by the image. Annibale could not decide which picture was best:
‘until he learnt to understand by an old woman’. Through vicariously viewing through
the old woman Carracci maintains bodily control and appreciates Domenichino’s skill
in terms of the dominant scopic regime of affect by image.

In Massani’s text, the stand-in figure for a gentleman, Annibale Carracci, views

through the eyes of a woman. It is this process that I am arguing may have been
encouraged by Poussin’s paintings of feminine viewing. Poussin’s painted women can

be considered as ‘vecchiarelle’: available social constructions of feminine viewing that

privileged male viewers could look through at works of art.

1.2. Women in Poussin’s Painting/Women in the ‘vecchiarella’ Anecdote

I am arguing that the vecchierella anecdote put into words a particular practice
of viewing where men enter a feminine standpoint. This process is remarkably similar to
that depicted in Poussin’s Echo and Narcissus where Narcissus becomes a desirous,
feminine viewer of himself (fig. 8). It is possible that Narcissus, like Carracci, acted as a
stand-in for a gentleman in order to allow him to adopt a feminine position of viewing.

Poussin depicted women in a similar fashion to the anecdote. For example, Echo
responds in a literal bodily sense to the event of Narcissus’ rejection: without his
presence, she disappears. Her pose also mimics that of the suffering body she once
desired. She acts like the women in the vecchiarella anecdote where the ability of the
feminine body to register an image physically allowed the ‘ignorant’ woman to relate
the story depicted to the little girl. The old woman’s lack of education meant that she
could not judge the paintings on an intellectual level; she was able to use only her
natural ability to recognise signs empathetically. The women’s delight was a symptom
that their bodies had registered the emotions depicted in the painting and had by this

means, understood the story.

Echo’s physical rhyming of Narcissus’ bédy also occurs in Domenichino’s

painting. Indeed, the type of affection by image that occurs in the anecdote 1s visualised
thematically in both of the paintings Carracci tried to judge (figs. 11-12)..23 In both
paintings, men in authority watch the scene quietly whilst women and children are

depicted as prominent, reactionary spectators. In Rent’s painting, a mother on the left of

22 Aristotle wrote that the viewer's pleasure and delight comes from recognition: ‘understanding is
extremely pleasant... what happens is that as they view them they come to understand and work out what
each thing is (eg: “This is so-and-so’)’; see Poetics, trans. by Malcolm Heath (Harmondsworth: Penguin,
1996) pp. 6-7 (48b 10f). The similarity between Aristotle’s words and the old woman’s comment in

Massani’s story: ‘See, see daughter that man, who does such a thing’ indicates that Massani utilised
Aristotle’s concept of pleasure.

23 Thiirleman, p. 143.
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the scene points out the saint to her child and seems to explain to him what 1s
happening. In Domenichino’s version two women, also on the left, throw up their
hands, whilst a small child, trying to hide in his mother’s skirts, looks out at the viewer,
communicating the terror of the scene (fig. 13). The foreground woman twists and
curves her body, in a subtle echo of the bend of Andrew’s torso (figs. 12-13). The visual
analogies between the paintings of Domenichino and Poussin may suggest that Poussin
intended to encourage a similar avoidance and mimicry of affective feminine viewing in

his spectators that Massani registered in the vecchiarella anecdote.

1.3. Cultural Constructions of the Feminine Body

Poussin’s Echo and Narcissus, along with his other mythological paintings,
shares the same rhetorical strategies of the vecchiarella anecdote: affection by image 1s
located primarily in the body of a woman. These representations reflected cultural
beliefs that feminine bodies were more responsive to what they saw. Women were
believed to be more moved by passions than their male-counterparts. Cold and moist
objects were more subject to metamorphoses and so women, in their cold and moist
state, were more fervently moved by their imaginations. Women were also subject to

the powers of the womb, thought to affect the mind by weakening rationality and

increasing the violence of the passions.**

Powerful, feminine imaginations were more effective at transmitting the
depicted affetti into women’s bodies. The imagination was believed to be the organ that
received the images that were to teach, delight or persuade. Well constructed images
would impress themselves deeply on the soft ‘wax’ of the imagination, thus making
them available for the mind to contemplate. The body of the individual would then copy
the character of the image. The manner of this final process was mysterious and subject
to debate. In the Politics, Aristotle argued that music, and to a lesser degree ‘objects of
sight’, could get us to feel ‘corresponding emotions’ through a kind of natural imitation.
Sound or form could represent emotions; the great likeness of these representations to
our actual bodily emotions means that ‘when we listen to [or see] such representations
our souls are changed’.” One of Cassiano’s friends Ambrosio Mazenti, a Milanese
doctor, clearly subscribed to such views about feminine affective viewing. Writing to
dal Pozzo about the effects of the plague in 1630, he wrote, ‘The young girls and the

women are touched [by the disease], even though not fully infected, by which one can

* Maclean, The Renaissance Notion of Women, p. 42.
* Aristotle, Politics, trans. by C. D. C. Reeve (Hackett: Indianapolis, 1998) pp. 235-6 (1340a11f).
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argue that the cause of the illness is more fear, imagination, constellations or influence,

than contagion’.

The biological potential of childbirth was central to this perception of women’s
bodies, a theme discussed in more depth in Chapter Nine. Here it is enough to note that
the ancient link between the female gender and affection by image was virulent enough
to survive the challenges of seventeenth-century natural philosophers to the theory that
corporeal spirits and vapours allowed external stimuli to physically affect the body.?’

Descartes himself, whilst trying to explain how ideas are impressed on the interior part

of the brain, wrote ‘they can sometimes even be caused, by certain actions of the
mother, to be imprinted on the limbs of the child being formed in her entrails’.
Traditional methods of controlling the appearance of a foetus through regulating what
expectant mothers gazed upon was reiterated by Tomasso Campanella, the natural
philosopher who was associated with the Barberini and Cassiano dal Pozzo, and, as we
saw above, by the papal doctor Mancini.”> Women, like Echo in Poussin’s painting,
were believed to be affected physically by what they saw.

Another detail of Poussin’s depiction of Echo relates to perceptions that women
were more subject to sexual provocation by image. The separation between Echo and

Narcissus, emphasised by the cleft in the rock, reminds us of Ovid’s description of her
unquenchable ‘fire’ for her untouchable beloved (. 370.374). This uncontrollable
‘feminine’ desire would have been understood as a natural response to the sight of
Narcissus’ beauty. Several anecdotes from the sixteenth century recount how women
were driven to perverse sexual acts by depictions of beautiful or lascivious men.” The
strength of Echo’s desire would have also been connected to her female body. Insatiable
lust arose from an empty womb; barren women were considered to be particularly

unappeasablc-':..?’l Echo, without Narcissus, remains unfruitful. This analysis can be

extended to the other paintings under discussion: Poussin’s feminine characters

26 T umbroso, p. 119: ‘Le giovenette e le donne sono tocche, benché non conversion, dal che s1 argomento
le causa del male pil tosto esser paura, imaginatione, constellatione, 6 influsso che contagione’.

27 K atherine Park, Lorraine J. Daston and Peter L. Gatison, ‘Bacon, Galileo and Descartes on Imagination
and Analogy’, Isis, 75 (1984), 287-386 (pp. 292-93).

2 René Descartes, Treatise of Man, trans. by Thomas Stelle Hall (Cambridge, MA: Harvard University
Press, 1972), p. 87. On this tradition see Musacchio, pp. 126-47.

? 1ina Bolzoni, ‘Tommaso Campanella e le donne: fascino e negazione della differenza’, in Women's

voices in Italian literature, ed. by Rebecca West and Dino S. Cervigni (Notre Dame: University of Notre
Dame, 1989), pp. 193-216 (p. 201).

*0 Freedberg, Power of Images, pp. 327-28; Giorgio Vasari, Lives of the Most Eminent Painters, Sculptors
and Architects, trans, by Gaston Duc de Vere, 10 vols, (London: Macmillan and the Medici Society 1912-
15), Iv, p. 158.

*! Joannes Benedictus Sinibaldus, Geneanthropeia [Rome, 1642], trans. by Erotodidascalus as The

cabinet of Venus unlocked (London: Briggs, 1658), p. 23; Maclean, The Renaissance Notion of Women, p.
41,
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voraciously eye their masculine beloveds within the confines of cultural perceptions of
feminine sexuality.

The fact that women and sexual pleasure were both demarcated from the
activities of the civic sphere lay behind medical explanations of insatiable feminine
sexuality., For example, contemporary writers utilised the fictional voices of socially
marginal female prostitutes in order to talk about sexual matters.’”” Poussin’s
mythological paintings occupied an analogous space to that of women and sexuality, on
the margins of the civic sphere. Indeed, several of his paintings relate to the prints

associated with this erotic literature.>?

Women’s social roles as mourners of men can equally help us to understand the
reactions of Poussin’s women. For example, in Echo and Narcissus, the absent lover
has affected Echo who withers away in grief. Echo’s physical reflection of Narcissus’
pose in Poussin’s painting prefigures how her voice echoes Narcissus’ own lament and

reminds listeners of her love for this man and the loss she has suffered (III. 494.98).
Poussin’s painting has been related to the iconography of Christian lamentation.>*
Certainly this iconography drew upon the idea that women mimicked the suffering of
men, such as Mary’s faint at the foot of the cross mirroring the death of Christ.”> Such

imagery reflected the limitation of women’s activity at funerals to one of response that
occurred during the Renaissance period. Women could manifest the greatness of a dead

man, commemorate ancestors and acknowledge legitimate descent through the strength

of their mourning gestures.®

Women are privileged mourners in Poussin’s paintings as demonstrated by the
translation of an ancient motif of male mourning in his contemporary Death of
Germanicus (fig. 14).>7 According to Félibien, in this painting the woman covering her

face was a motif that ‘could not express better excessive sadness’. Félibien went on to

32 Ferrante Pallavicino, La rettorica delle puttane: composta conforme li precetti di Cipriano: Dedicata
alla vniuersita delle cortegiane piu celebri [1642], ed. by Francesco Fonte Bassano (Paese, Treviso:
Pagus Edizioni, 1991), Bette Talvacchia, Taking Positions: On the Erotic in Renaissance Culture
(Princeton: Princeton University Press, 1999), pp. 97-8, 196, 243 n. 13; Roberto Zapperi, The Pregnant
Man, trans. by Brian Williams (Chur: Harwood Academic Publishers, 1991), pp. 162-63.

33 See Chapters Eight and Nine.

** Bemice larocci, ‘Poussin’s Echo and Narcissus, Female Mourning and the Affected Viewer® (paper
?resented at the Conference of the College Art Association, Chicago, March 2001).

> Emile Male, L ‘art Religieux apreés le Concile de Trente (Paris: Librairie Armand Colin, 1932), p. 7.

% Sharon T. Strocchia, ‘Funerals and the Politics of Gender in Early Renaissance Florence’, in Refiguring
Woman: Perspectives on Gender in the Italian Renaissance, ed by. Marilyn Migiel and Juliana Shiesari,
(Ithaca: Cornell University Press, 1991), pp. 155-68 (pp. 165-66.); Diane Owen Hughes, ‘Invisible
Madonnas? The Italian Historiographic Tradition and the Women of Medieval Italy’, in Women in
Medieval History and Historiography, ed. by Susan Mosher Stuard (Philadelphia: University of
Philadelphia Press, 1987), pp. 25-57 (p. 43); Jasper Griffen, Latin Poets and Roman Life (London:
Duckworth, 19835), p. 149.

37 On this topic see Olson, p. 171.
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write that Poussin drew upon an ancient motif utilised by Timanthes to indicate the
grief, according to Pliny, ‘for which he had reserved no adequate expression"‘.38 It 1s
significant that in Timanthes’s original painting it was a man who veiled his face. In
contrast, Poussin chose to signify the absolute loss brought about by the death of the
noble and successful general Germanicus through the gestures of a woman. Feélibien’s
comment reveals that in the seventeenth century women were perceived as the perfect
vehicles to show violent affection, such as grief.

The particular stress on women as affected and impressionable viewers in
Poussin’s paintings may have been partly a reactionary response to the Catholic
Church’s fears about the messages violently affected women sent out about the

Christian afterlife. In Italy during the seventeenth century, the Church tried to outlaw

the employment of professional female mourners at funerals, who displayed outlandish

behaviour like tearing their cheeks and pulling out their hair, as the immortality of the

soul was questioned by such displays of superfluous grief.*’ Profane mythological

paintings provided a space where women, like Poussin’s Echo, could continue to be

represented mirroring the deaths of their beloveds.

1.4. The Ideological Use of Emotional Women
Gentlemen maintained social control partly through the ideological construction
of the figure of the affected feminine viewer. By locating affect in feminine bodies,
gentlemen justified keeping women out of public positions and maintained rational
positions for men. The excessive mourning behaviour of women helped to aftirm their
inferiority by isolating excessive emotion in women, and calm rationality in the men
who ran the state.** The placement of the rhetoric of sexual desire in the mouths of

women also helped to exclude them from positions of civic power. In La rettorica delle
puttane of 1642 Pallavicino argued that prostitution was necessary for a peaceful and
stable *!'umana Repubblica’ ran by men.*' Woman’s insatiable lusts, spelled out in the

writer’s text, justified Pallavicino’s patriarchal argument.

3% Félibien, 111, pp. 173-74: ‘qui n’a pas cru pouvoir mieux exprimer une doleur excessive’; Pliny, Natural
History, trans. by H. Rackham, 10 vols (London: Heinemann 1938-1968), IX, p.267 (XXXV. 73); Montagu,
The Expressions of the Passions, p. 60.

39 Carroll, Veiled Threats, pp. 96, 100.

40 gtrocchia, p. 166.

*! Francesco Fonte Bassano, ‘Le reti della persuasione’, in Pallavicino, pp. ix-xxvii (pp. xxi, xxiv);
Tommaso Campanella believed women over the age of 19, and men over 21, should have sex every three
days in order to ensure a stable utopia; see Bolzoni, p. 200. See also Zapperi, The Pregnant Man, pp. 162-

3: and Michel Foucault, The Uses of Pleasure: Volume Two of the History of Sexuality, trans. by Robert
Hurley (Harmondsworth: Viking, 1986), p. 149.
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The gendering of particular experiences in the feminine, and their location in the
female body, did mean, however, that if men wanted to share or utilise such emotions
they had to use the medium of female bodies. Writers like Aretino and Pallavicino used
fictional prostitutes’ voices to build their own reputation and to make particularly
abrasive satirical comments about the Church hierarchy.*’ Such textual strategies
provide a context for the possibility that seventeenth-century men identified with
socially constructed feminine subject positions in order to achieve certain ends.
Marginalised from the state, women were characters who could be used to
illustrate freely a viewer who was affected by painting. Increasingly in the seventeenth
century, the gentlemen of the papal bureaucracy were encouraged to regulate their
deportment in civic life. This kind of physical comportment had long helped express the
superiority of the nobility and their ability to rule in opposition to the disorder of the
lower classes. In the sixteenth century, bodily self-control was encouraged by dance
treatises and books such as Castiglione’s Courtier.”” The early seventeenth century was
a moment when the importance of emotional control was intensified in treatises directed
at courtiers.** In early seventeenth-century Rome there was an explosion of etiquette
treatises directed at different members of the papal court, such as that of the Maestro da
Camera, the post occupied by two of Poussin’s patrons Cassiano dal Pozzo and Angelo

Giori, and of the Maestro da Casa, the post occupied by the author of the vecchiarella

anecdote Massani. ¥’

I have argued that in the vecchiarella anecdote Carracei circumnavigated the
cultural prohibitions attached to his gender and status as a gentleman-artist by utilising
the body of the old woman as a translation device. The women viewers depicted in
Poussin’s early mythological paintings may well have functioned in a similar fashion.

For example, a gentleman looking at the painting of Echo and Narcissus (fig. 8) could
have read the feminine bodies of Echo or Narcissus in order to understand the emotional

impact of the event. In this sense, he would have undergone the same process of

42 Talvacchia, p. 97-99; Margaret F. Rosenthal, The Honest Courtesan: Veronica Franco, Citizen and
Writer in Sixteenth-Century Venice (Chicago: University of Chicago Press, 1992), p. 37; Pietro Aretino,
Sei Giornate [1534-6], ed by Angelo Romano (Milan: Mursia,1991); Bassano, p. xi.

43 Stephen Kolsky, ‘Graceful Performances: The Social and Political Context of Music and Dance in the
Cortegiano’, Italian Studies, 53 (1998), 1-19.

“ Norbert Elias, The Civilizing Process, trans. by Edmund Jephcott, rev. edn (Oxford: Blackwell, 2000)
Pp- 169-70, 270, 373-76,477.

Sandro Piantanida, Lamberto Diotallevi and Giancarlo Livraghi (eds), Autori Italiani del Seicento:

Catalogo Bibliografico, 4 vols (Milan: Libreria Vinciana, 1948) I, pp. 1-2; Stefanie Walker and Frederick

Hammond (eds), Life and the Arts in the Baroque Palaces of Rome, exhib. cat. (New Haven: Yale
University Press, 1999), p. 164.
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identification figured in the painting. As Narcissus enters the desiring position of Echo

so a gentleman could have adopted a feminine standpoint.

1.5. Poussin’s Tancred and Erminia: Ladies Judging the Tournament

Poussin’s painting of Echo and Narcissus does not help us to explore the ability
of class to the success of a man identifying with feminine points-of-view. In order to
consider this aspect of the process, we need to shift our focus to another of Poussin’s
early mythological paintings: his first version of Tancred and Erminia now housed in
the Hermitage (fig. 4). This painting foregrounds a type of viewing associated with
high-class women in Roman society that certain elite men were able to share.

In Poussin’s early Tancred and Erminia, Erminia takes up a feminine
‘tournament’ viewing position. Poussin’s painting depicts a moment from Torquato
Tasso’s epic poem Gerusalemme Liberata, published in 1575, which is a mythologized
account of the first crusade.”® The scene shows the Saracen princess Erminia
discovering the body of her beloved Christian knight after his final fight with the
Saracen Argantes (XIX. s¢.119). In contrast to the very emotive description in this section
of Tasso’s poem, Poussin depicted Erminia standing detached from her knight calmly
looking down upon him. The relationship between Erminia and Tancred in this painting

is much closer to Tasso’s description of their distanced relationship in an antecedent

canto of the poem.*’

Canto VI of Gerusalemme Liberata relates Erminia’s former unrequited
relationship with Tancred under his guardianship of her city (VI. ss60). During this
canto, Tasso positioned Erminia in a tower in the palace walls. She can only search out
her beloved with an ‘avid eye’ from afar as she watches him performing in battle below
(VL 61.62)."° This is a refrain of Erminia’s first appearance in the poem: in Canto III she
is on the tower with the king of Jerusalem looking over the battlefield.*’ The king asks
her who shows the greatest valour in battle, to which she replies: Tancred (IIL. 17.20).
Two further descriptions of the bravery and courage of the Christian knights are also
seen through Erminia’s eyes. She identifies each knight by name through his heraldry
and then proceeds to describe their qualities to her companion as they stand on the
battlements. Her comments upon the appearance of the men suggest a tournament is

occurring below, rather than a war, emphasising her position as a chivalric audience for

* Torquato Tasso, Gerusalemme Liberata [1575], ed. by Fredi Chiapelli (Milan: Rusconi 1982).

‘7 In canto VI Erminia dreams about encountering Tancred thus making it a premonition of canto XIX.
8 «avidi sguardi’
¥ Marilyn Migiel, Gender and Genealogy in Tasso’s ‘Gerusalemme Liberata’ (Lewiston: Edwin Mellen

993), pp. 38-59.
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knightly deeds (11I. 374¢). Poussin’s first version of the Tancred and Erminia captures

the position of the princess in these earlier cantos, isolated in her tower, gazing down
upon the knights performing below.

In both of the earlier cantos of Tasso’s poem Erminia shares a viewing position
with one experienced by many aristocratic women of the medieval and early modern
period.”® She watches her knight as women were expected to watch their champions at
tournaments.”’ Honour ceremonies, such as jousts, were an essential component in the
performance of aristocratic gender roles. A demonstration of fighting ability before
women’s eyes affirmed the traditional role of the man as heroic defender of his lady.>?
Reflecting women’s important role as viewers of such events, a joust held in Rome 1n
1634 was dedicated to the women of the Barberini family. At the veglia held to
announce the challenge to take part in the tournament, women were invited in a song
sung by Fame to cast their ‘courteous looks’ at a warrior.>

Women at the tournament were also the spectacle of the event. A report of the
1634 joust mentions that the ladies’ fine clothes, jewellery and beauty added to the
nobility of the evening and also encouraged the performers in their manly pursuits.”*
Women’s role as ‘ornamenti principili’, rather than actors within civic life, affirmed
their inferior position within the patriarchal rule of the court. Tournament viewing

affirmed patriarchal gender roles for aristocratic women as they watched from windows

that enclosed their bodies within the domestic space of the dynastic family.”> This
inferior position did however still include the activity of watching, scrutinising and
judging the bodies of men. Women’s detached position from the activity below is

reflected in the use of the verb guardare in the description of the 1634 Roman

*0 Stephanie Trigg, ‘Observing the Female Gaze in Medieval Art and Literature’ (paper presented at the
International Medieval Congress, University of Leeds, July 2000); Phillips, pp. 192-93; Shemek, pp. 38,
80.

*! This formulation developed in the mid thirteenth century as the joust increasingly become an enclosed
spectacle; see Richard Barber and Juliet Barker, Tournaments, Jousts, Chivalry and Pageantry in the
Middle Ages (Woodbridge: Boydell Press, 1989), p. 7.

% Elizabeth Cohen, ‘Honour and Gender in the streets of Early Modern Rome’, Journal of
Interdisciplinary History, 22 (1992), 597-625; Baldesar Castiglione, The Book of the Courtier, trans, by
George Bull (London: Penguin 1976), pp. 115-6; Chad Coerver, ‘Donna/Dono: Chivalry and Adulterous
Exchange in the Quattrocento’ in Picturing Women in Renaissance and Baroque Italy, ed. by Geraldine
A. Johnson and Sara F. Matthews Grieco (Cambridge: Cambridge University Press, 1997), pp. 196-221
(p. 197). The joust was utilised by Ariosto to signify the warrior-maiden Bradamante’s submission to the
norms of Renaissance femininity., At the end of the story it is Bradamante who watches her husband
Ruggiero compete in a joust against her former combatant; see Ariosto, Orlando Furioso, trans. by Guido
Waldman (Oxford: Oxford University Press, 1974), XLVI. 104-140.

3 Guido Bentivoglio, Relazione della famosa festa in Roma alli xxv di Febbraio mdcxxxiv (Rome:

Passarini, 1882), p. 202: ‘Donne... Siate co’sguardi al mio guerrier cortesi’.
54 Bentivoglio, pp. 202, 212.

55 Shemek, p. 38.
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tournament.>® This word means to look at, to eye, to examine, to watch.”’ The social
ritual of viewing at the tournament produced the construction of an aristocratic female
viewer, a standpoint that could be labelled Donna inspector, from the Italian title for a
Lady and the verb to inspect: to look into.®

Poussin appears to have visualised this type of viewing in Tancred and Erminia
(fig. 4). Erminia is isolated from her beloved. Her blade is angled towards her own body
reflecting Erminia’s detachment from Tancred’s frame. She stares at Tancred’s face, the
prime site of honour, as indicated by the contemporary trend of disfiguring the face, the
‘mirror of honour’, between quarrelling men in the streets of Rome.> Her position of
feminine ‘tournament’ viewing accords with the gender characteristics that Poussin used
to depict her character. In the painting she appears rather soft and mournful, embodying
the type of domesticated femininity that tournament viewing expressed. Later in Canto
VI, Tasso describes Erminia’s weak and tender body, and the incongruity of her
wearing Chlorinda’s armour (VI. ¢2.3), an image that artists were encouraged to paint,..60 It
is such constructions of soft femininity and isolated female viewing that Poussin

seemingly drew upon in his first version of Tancred and Erminia.

1.6. Ladies and Cardinals Share Places

The tournament viewing alluded to in Poussin’s paintings provided his
gentleman regarders with another model for the identification between male and female
viewers. Due to the particular social structures of Papal Rome, aristocratic women and
ecclesiastical men shared positions of viewing at tournaments. Cardinals, like women,
were excluded from participating in jousts. In paintings of the jousts that occurred in
seventeenth-century Rome, the female audience is often located on the same level or in
the same spaces as cardinals. In a painting of the 1634 joust (fig. 15), the privileged
women viewers, ranked by status, inhabit the right half of the top box. The other half of
the box is filled with cardinals (fig. 16). This visual depiction reflects a report that the

joust went ahead to satisfy a general ‘yearning to see’ the revival of the neglected

56 Bentivoglio, p. 202, 212.

57 V1adimiro Macchi (ed.), Collins-Sansoni Italian Dictionary, 2" ed. (Florence: Sansoni, 1981), p. 1688.

*% Bentivoglio called the viewers of the tournament spettatori; p. 211. The root Latin verb spectare means

to examine or test, as well as to look at. These meanings are also present in the Italian noun; see Macchi,
.21109.

?9 Cohen, ‘Honour and Gender, p. 607. Poussin himself apparently experienced such an attack: see

Passeri, p. 349.

% Clovis Whitfield, ‘A Programme for Erminia and the Shepherds by G. B. Agucchi’, Storia dell’Arte, 19
(1973), 217-29 (p. 219).
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ancient taste for chivalry in young Roman noblemen.®' Cardinals, the most privileged
men in Roman society, shared women’s position as judges of the noble masculinity
represented through outmoded martial skills.®

The men for whom Poussin worked aspired to the positions occupied by
cardinals. A mythological painting, such as Poussin’s Tancred and Erminia, which
drew upon rituals of aristocratic female viewing, flattered the social aspirations of his
clientele. Bureaucrats of the papal administration hoped that they would one day be able

to join the other Cardinals in such events as the joust. The joust itself was a symptom of
the use of chivalry to integrate a new service-nobility, employed in administration or
organised ‘state’ armies, into the social status quo.*’ Chivalric culture also provided
ideological support to the increased investment in land in Italy, as industrial and trading
power shifted to Northern Europe.®* The landed classes remained fixated with the
perception of a noble existence that harked back to a culture of courtly chivalry and
mythology.“ The lawyers or administrators who rose in the ranks of the papal court
wanted to participate in such chivalric ideals. Cassiano dal Pozzo, for example, was
made a Cavaliere of the order of St Stephen by his uncle, the Archbishop of Pisa. This
entitlement turned the success of the dal Pozzo family in political and judicial
administration at the courts of Turin and Florence into a signification of nobility. In the
state of Tuscany, the Order of St Stephen helped the rising classes gain influence and
exercise social and political control without causing conflict or antagonism with the

more established nobility. The Order maintained traditional values of knighthood and

the basis of wealth in land ownership.®°

®! Bentivoglio, p. 197. Bentivoglio did not discuss the cardinals’ position in the viewing box. It is only the
women who are described as viewers of the tournament; see pp. 211-12,

% Jousts were, by this time, more a performance of noble skills rather than preparation for battle as the
wide scale introduction of guns in the early sixteenth century had changed the nature of warfare.

63 Maurice Keen, Chivalry (New Haven: Yale University Press 1984) pp. 238-48; Ernest Mandel, Marxist
Economic Theory, trans by Brian Pearce (London: Merlin Press, 1968), pp. 95-121.

* Peter Musgrave, Land and Economy in Baroque Italy: Valpolicella 1630-1797 (Leicester: Leicester
University Press, 1992), pp. 2-4; Carlo M. Cipolla, ‘The Economic Decline of Italy’, in Crisis and
Change in the Venetian Economy in the Sixteenth and Seventeenth Centuries, ed. by Brian Pullan
(London: Metheun, 1968), pp. 127-45.

® The rise of opera, which utilised mythology, has been interpreted in this context, see Lorenzo Bianconi,
Music in the Seventeenth Century, trans. by David Bryant (Cambridge: Cambridge University Press,
1987), pp. 29-33. A nostalgic interest for the chivalric world has been identified also in the themes of
Italian novels which peaked in popularity between 1620 and 1660. The tales often ended in the
triumphant marriage of the protagonists, relating them to the pictures of heterosexual love in Poussin’s
paintings. The audience for these books was both aristocratic and bourgeois, the latter looking to a
perception of aristocratic culture to define their own social aspirations. See Albert N. Mancini, ‘Narrative
Prose and Theatre’, in The Cambridge History of Italian Literature, ed. by Peter Brand and Lino Pertile
(Cambridge: Cambridge University Press, 1996), pp. 318-40.

° Franco Angiolini, ‘La Nobilitd ‘Imperfetta’: Cavalieri ¢ Commende di S Stefano nella Toscana

moderna’, in Signori, Patrizi, Cavalieri nell’eta moderna, ed. by Maria Visceglia (Rome: Laterza, 1992),
pp. 146-67.
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In addition, Erminia’s form of looking would have appealed to the hopes of

Poussin’s patrons for the women of their family. As cardinals, their female relatives
would be admitted to the tournament box alongside other important Roman ladies. In
the eighteenth century, the sister-in-law of Cassiano dal Pozzo, the daughter of a
wealthy banker, was referred to as a ‘contessa’ in family documents.®’ This slippage
between mercantile reality and aristocratic fantasy reflected the desire for social
mobility that influenced so much of Roman society.*® Allusions to rituals of chivalric
and aristocratic tournament viewing must have pleased Poussin’s patrons on a multitude

of levels.

The ritual of tournament viewing also demonstrated how the shared class of

cardinals and noblewomen supported their similar viewing position. Aristocratic women

had greater access to the same humanist culture that helped to position gentlemen as
rational and intellectual subjects; they also had the possibility to inhabit the same
positions of authority as elite men. As a result, aristocratic feminine viewing had
different connotations to the perceptions of poor women viewers such as those in the

vecchiarella anecdote. In his book Discorso della virtis femminile e donnesca Tasso
distinguished between the feminine virtues of a ‘female citizen, a private gentlewoman,

[and] an industrious mother of a family’ and those of the Donna who shared the ‘virile

virtues of all her glorious ancestors’.%’

The status of Poussin’s patrons would have encouraged them to transcend the

limitations of their masculine gender and identify with noble feminine attributes. The

potential of class for the renegotiation of basic gender categories was not only present
so that ruling women could be assimilated into patriarchal ideology by being considered
‘virile’ people.”” Important men in the early modem period also drew upon feminine

virtues in their self representation. Francis I used feminine attributes in a ‘transvestite’

7 Donatella L. Sparti, ‘Carlo Antonio Dal Pozzo (1609-1689): An Unknown Collector’, Journal Of The
History Of Collections, 2 (1990), 7-19, (p. 16 n. 26); Ingo Herklotz, Cassiano Dal Pozzo und die
Archdologie des 17. Jahrhunderts (Munich: Hirmer, 1999), p. 34. On the Costa family see: Luigi
Spezzaferro, ‘The Documentary Findings: Ottavio Costa as a Patron of Caravaggio’, Burlington
Magazine, 116 (1974), 579-86.

% Maria A. Visceglia ‘Introduzione’, in Signori, Patrizi, pp. v-xxxiii (p. xviii); Ago, Carriere e clientele,
. 45.
£ Tasso, Discorso della virtit, p. 62: ‘non gia ad una cittadina o ad una gentildonna privata, né ad una
industriosa madre di famiglia ma ad una nata di sangue imperiale ed eroico, la qual con le proprie virtd
agguaglia le virili virtu di tutti i suoi gloriosi antecessori’.
" For a brief discussion of this tradition in the early modern period see Margaret L. King and Albert
Rabil Jr, ‘Introduction to the Series’, in Lucrezia Marinella, The Nobility and Excellence of Women, and
the Defects and Vices of Men [1601], ed. and trans. by Anne Dunhill, (Chicago: University of Chicago
Press, 1999), pp. vit-xxvi (p. xxiii). See also Sheila ffolliott, ‘Catherine de Medici as Artemisia: Figuring
the Powerful Widow’, in Rewriting the Renaissance: The Discourses of Sexual Difference in Early

Modern Europe, ed. by Margaret W. Ferguson, Maureen Quilligan and Nancy J. Vickers (Chicago:
University of Chicago Press, 1986), pp. 227-41.
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depiction of himself. According to the print shown in figure 17, the King dressed in
feminine garb showed that ‘Francis in war is a furious Mars/ in peace Minerva and
Diana at the hunt’.”’ Likewise, the sixteenth-century Italian poet Navagero compared
himself to Venus in order to demonstrate he was the perfect lover as well as an ideal
warrior.”” In seventeenth-century Rome, Urban VIII utilised feminine imagery, though
in a less obvious fashion than these earlier examples. The Pope venerated the medieval
Countess Matilda, to whom he dedicated an artistic programme in the 1620s and 30s,
including the Sala della contessa Matilde in the Vatican. Matilda, whose virtue Urban
praised in a poem before he became pope, had defended the Church against temporal
powers in the Middle Ages.” By associating himself with this woman, who, due to her
gender, must have triumphed in war only with God’s help, Urban could have justified
Papal involvement in secular affairs without appearing like a Machiavellian prince.
Furthermore, Matilda’s feminine reverence and submission did not exceed spirtual
decorum. In Romanelli’s Matilda greeting Pope Gregory VII (fig. 18), the latter shown
with Urban’s features, the Pope does not appear overly powerful in a secular sense, as
he would if he was shown dominating a male leader. These examples of important men
adopting feminine positions demonstrate how a painting that encouraged men to

identify with feminine standpoints could have nurtured the status aspirations of

Poussin’s patrons.

7! Stephen Orgel, ‘Gendering the Crown’, in Subject and Object in Renaissance Culture, ed. by Margreta
de Grazia, Maureen Quilligan and Peter Stallybrass (Cambridge: Cambridge University Press, 1996), pp.
133-65 (p. 136): ‘Francoys en guerre est un Mars furieux/ En paix Minerve & diane a la chasse’.

2 Edgar Wind, Pagan Mysteries in the Renaissance (Harmondsworth: Penguin, 1967), pp. 86-87.

B Scott A. Schweigert, ‘The Countess Matilda and the Revival of Popular Female Cults in Seicento
Rome’ (paper presented at the College Art Association Conference, New York, February 2000).
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Chapter Two: Regarding Gentlemen and Women in the Gallery

This chapter considers the role of the room where Poussin’s paintings were
shown in the practices of viewing outlined in the last chapter. The particular space of
the gentleman’s mythological painting gallery encouraged the type of viewing that I
have termed ‘regarding’. The peculiarities of being a regarder assisted a gentleman’s

identification with feminine standpoints.

2.1. The Gentleman’s Gallery

In order to consider the possible intersections between different positions of
viewing in the spaces where Poussin’s paintings were shown, I want to first return to the
space of the Oratory of Sant’Andrea, the location of the vecchiarella anecdote. At first
glance, the Oratory might seem far from the gallery space. It was, however, a building
that encouraged the kinds of aristocratic appreciation of paintings as well as other
notions of classed and gendered viewing that sometimes occurred in the gallery. The
space of the Oratory performed the instability of the gallery in the gentleman’s palace,
which was accessible to female members of the family and lower-class servants. Female
servants who entered ‘private’ spaces during cleaning activities could be particularly

problematic. In the sixteenth century, Bishop Ludovico Gonzaga wrote to his sister,
Isabella d’Este, that the servant women in his house were becoming too sexually

interested in a bronze statue of a boy." We might bear in mind here Mancini’s advice
that the father of the household had a duty to keep these diverse viewers away from
sensitive, affective imagery. The space where Poussin’s mythological paintings were
displayed had the potential to bring together different ways of looking.

The changes made to the Oratory of Sant’Andrea in the early seventeenth
century meant that it staged the meeting of gentlemanly and lower-class feminine
viewing. It had originally been formulated as a space for the type of devotional viewing
by the illiterate masses praised by the sixth-century pope and saint Gregory the Great.
From 1602, Cardinal Baronio had restored the oratory as part of a campaign to present
to pilgrims buildings and relics connected with the miracles of St Gregory. The faithful
who visited the church and the adjacent oratories are represented in the vecchiarella

anecdote by the old woman and the little girl. In 1607, Scipione Borghese took over the
commendam of the Church from the dead Baronio. The nature of the Oratory changed

with the new patron. Scipione was interested in refined decoration. He employed his

! Leonard Barkan, Unearthing the Past: Archaeology and Aesthetics in the Making of Renaissance
Culture (New Haven: Yale University Press, 1999), p. 152.
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own court painter Reni, and, in paragone, another Carracci pupil who was popular in
Rome at this time, Domenichino. The aristocratic interests in taste, rather than purely
spiritual motives, of Borghese’s project was emphasised by the illusionistic frames that
appear around the frescoes, replete with Borghese eagles. The pictures appear to be
hung on hooks like easel paintings or tapestries (figs. 11-12).2 The nature of the small
space, the similarity of subject matter, and the way the frescoes were presented

conditioned many seventeenth-century readings of the works to be couched in the terms

of stylistic comparison.’

The figure of Carracci in the vecchiarella anecdote represents the aristocratic,
discerning viewing of different styles that was newly fashionable in the circles of
gentlemen of taste.* The contrast between Baronio’s and Borghese’s intentions for the
space is reflected in the structure of the anecdote: the intersection between low-class
pilgrim viewers, and upper-class connoisseurs of painting. This meeting occurs because
of the different reactions of these viewers brought about by the dual use of the space.
These reactions had to be given equal weight in the story due to the contemporary
scopic regime. Carracci had to view as a gentleman and a woman because the paintings
moved people to adopt these two viewing positions due to the contradictory nature of
the Oratory.

The nature of the gallery in the private gentlemanly palaces of Poussin’s patrons

meant that there was a risk of a similar intersection of different viewing practices. The
creation of specific spaces for the viewing of paintings by the gentlemen connoisseur,
signified by the term ‘gallery’, was a relatively new phenomenon.’ It was therefore an
activity that was not fully established. The exact nature of the gallery was subject to the
economic resources of the patron. In his treatise, Mancini advised that whilst a man of
means with an abundance of paintings should consider building a galleria dedicated
exclusively to the display of paintings, the more modest gentleman should use various
rooms within the palace to display certain works that reflected the function of, and the
type of person who had access to, the room.® Poussin’s patrons appear to have followed

Mancini’s advice. Cassiano dal Pozzo certainly owned a copy of Mancini’s unpublished

 Anna Maria Pedrocchi, San Gregorio al Celio Rome (Rome: Istituto Poligrafico ¢ Zecca dello Stato,
1999), pp. 19-20, 69-78.

? Thiirleman, pp. 138-40.
‘ On style as a growing concept in the Roman writers on painting in the seventeenth century see Silvia
Ginzburg, ‘Giovanni Battista Agucchi e la sua cerchia’, in Poussin et Rome, pp. 273-291.
* Wolfram Prinz, Galleria storia e tipologia di uno spazio architettonico, ed. by Claudia Cieri Via
gModena: Edizioni Panini, 1988), pp. 4-5, 8, 27-33.

Mancini, Considerazioni, 1, pp. 142-44,
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manuscript.” By the time of his death in 1669, the successful Angelo Giori — he had

been made a Cardinal in 1643 — had a separate Gallaria, which housed a large number
of paintings, including Poussin’s Venus and Adonis.®

Inventories and descriptions of the Palazzo dal Pozzo reflect the more modest
arrangements of the gallery of the dal Pozzo family - Cassiano never achieved cardinal
status. In this Palace, there was a suite of five rooms designated to the display of
paintings and other objet d’art.” The arrangement of the rooms dates from at least the
1630s, when Poussin painted the Seven Sacraments for the sixth and final room in this
suite. There is little reason to question the assumption that Cassiano planned his picture
rooms as soon as he and his brother started to rent the palace in 1626. It would have
been contradictory for Cassiano to neglect the appearance of his own household whilst
advising a gentlemanly friend on ways to display paintings.'® The fifth room of the dal
Pozzo painting suite was dominated by some of Poussin’s early mythological paintings.

This grand chamber was connected to private family rooms; it was next to the room

where two family members slept in the summer and, in 1695, a chapel and the Lady’s

dressing room.'!

The use of various rooms of the gentleman’s palace in order to create a gallery

meant that different types of viewers must have come into contact with works of art. On
one level, Cassiano aspired to a princely gallery. The late 1620s was a time when
members of Urban VIII’s newly created bureaucracy began to rise in status. A rare
collection could raise the courtier’s profile at court as well as demonstrating his links
with other important members of society through the display of such items as portraits
and expensive mythological paintings.'”> Maestri da camera, the heads of the private

households of high-ranking cardinals and the Pope — the positions held by dal Pozzo

T Sparti, Le Collezioni dal Pozzo, pp. 103-4.

® Rome, Archivio di Stato, Archivio Notarile, no. 6643, fols 334-341v, printed in Sandro Corradini, ‘La
Collezione del Cardinale Angelo Giori’, Anthologia di Belli Arte, 1 (1977), 83-94 (pp. 84-90), p. 87, no.
139.

? Rome, Archivio di Stato, 30 Notai Capitolini, Ufficio 25, vol. 419, 12" September 1689, fols 124r-126v,
151r-152v; 11" October 1689, fols 219r-258r, notary Palumbus Perellus: partially printed in Donatella L.
Sparti, ‘The Dal Pozzo Collection Again: the inventories of 1689-1695°, Burlington Magazine, 132
(1990), 551-70 (pp. 556-61); Rome, Archivio di Stato, 30 Notai Capitolini, Ufficio 6, vol. 210, 5%-7°
March 1695, fols 253r-286r, notary Marius Clarici: partially printed in Sparti “The Dal Pozzo Collection
Again’, pp. 551-69; Robert de Cotte, Memoire, Bibliotéque Nationale, Ms. Fr. 9447, fols 210-13, printed
in Jacques Thuillier, ‘Pour un “Corpus Pussinianum™, in Nicolas Poussin, ed. by André Chastel, 2 vols
(Paris: Centre National de la Recherche Scientifique, 1960) 11, 49-238 (pp. 202-3).

0 S;lgeila Rinehart, ‘Cassiano dal Pozzo (1588-1657): Some Unknown Letters’ Italian Studies, 16 (1961),
35-59.

'! In 1729 some of Poussin’s mythological paintings were in the third anticamera of the palace, the next
room being where the Signora Anna Teresa slept, again suggesting this room was relatively private; see
Sparti, Le Collezioni dal Pozzo, pp. 239-40.

'2 Jay Tribby, ‘Body/Building: Living the Museum Life in Early Modern Europe’, Rhetorica, 10 (1992),
139-63.
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and Giori - were certainly aware of their employers’ ability to purchase the most
expensive items for display: in 1627 Cassiano was engaged in acquiring samples of rich
cloth for his master.”” Giori and Pozzo’s painting collections could add to the
construction of their courtier identity and establish them as ‘princely’ viewers. At the
same time, the gentleman’s collection reflected his limited economic resources.
Cassiano’s collection was divided up into different rooms. These rooms were connected
to the spaces of the family in ways that could have been avoided with the single princely
gallery.

Mancini’s advice to the private gentleman patron - that each type of painting
should be displayed with an awareness of who might see it - reflects concerns about the
different type of people who might enter these rooms. The gentleman’s gallery seems to
have been a space akin to the Oratory, where different perceptions of viewing
intersected. The space also functioned in a similar way to the tournament box discussed
in the previous chapter, where ladies and cardinals sat next to each other in order to
share the same judicial point-of-view. The particular nature of the gentleman’s gallery
would have encouraged viewers of Poussin’s paintings to adopt the types of feminine

viewing outlined in Chapter One.

2.2. Poussin’s Theory of Viewing
According to Mancini the divided gentleman’s gallery was designed to aflect a

particular type of spectator in a particular way.© A suite of small rooms in the
gentleman’s palace offered the viewer a series of different, intimate relationships with
diverse genres of paintings. Groupings of different paintings induced different kinds of
behaviour in the regarder. For example, in Mancini’s treatise he recommended
displaying paintings that related to the public, civic nature of the hall and anti-chambers.
The kind of ‘inducing’ that was expected to occur as a result of this concentration of
imagery is hinted at by Mancini’s statement that in these spaces people have to wait and
are detained ‘per negotiare’.!” The imagery of correct civic behaviour, contained in
grand portraits and historical paintings, impressed upon the souls of those forced to
hang around under them, softening them up for the subsequent business negotiations
with the master of the house. This function of paintings appears to have influenced the

changes in the appearance of Italian paintings that occurred around 1600."°

13 Sparti, Le Collezioni dal Pozzo, pp. 173-74.
4 Mancini, Considerazioni, 1, p. 142,
'> Mancini, Considerazioni, 1, p. 143.

16 Helen Glanville, ‘Veracity, verisimilitude, and optics in painting in Italy at the turn of the seventeenth
century’, Italian studies, 56 (2001), 30-56.
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Poussin’s mythological paintings were, we have seen, shown in the spaces of the

private gentleman’s gallery. They were objects that had the potential to induce certain
behaviours in the people who might lay eyes upon them. Indeed, the experience of
producing paintings for such a space may have helped to shape Poussin’s later
interpretation of looking as a spectacle affecting a viewer. In his famous letter on the
modes of 1647, Poussin formulated his interest in creating a reaction in his regarders.
He explained that the type of style he used had ‘a power to induce the soul of the
regarders to diverse passions’.'’ This theory of viewing was predicated on the regarder

intimately studying a painting. It involved the type of attentive viewing that was

encouraged in the intimate spaces of the gallery, rather than the grand public space
where only a glance could be thrown, a practice which Poussin abhorred."®

A letter of 1646 demonstrates that Poussin considered his paintings to be
powerful affective objects. Poussin wrote to his friend and patron Jacques Stella:

I have not enough joy or health to engage myself with sad subjects. The Crucifixion
has made me ill, I have taken there a lot of pain, but the Carrying of the Cross was
really killing me. I could not resist distressing and serious thoughts with which one

needs to fill the mind and heart in order to succeed with themes which are in
themselves so sad and lugubrious.'”

Poussin’s views expressed in this letter are similar to those of the sixteenth-century
writer Paracelsus: ‘imagination can cause disease, can cause dreadful disease, as joy can
cause health’.?? It is true that Poussin wanted to get out of producing the accompanying
painting of Christ Carrying the Cross and may have used any excuse in order to do so,
but we can at least conclude that he expected Stella to believe what he wrote: depicted
subjects physically affected his body.”! The affects of Poussin’s early mythological
paintings, discussed in the next part of the thesis, can be considered as visual
explorations of Poussin’s ideas that he wrote down in the 1640s, when dealing with

members of a non-Roman clientele.

2.3. The Gallery’s Narrative

Poussin’s early mythological paintings had particular resonance because of their

location within the segmented spaces of the gentleman’s suite of rooms that made up his

17 Nicolas Poussin, Lettres et propos sur l'art, ed. by Anthony Blunt (Paris, Hermann, 1964), p. 124: ‘une
?uissance de induire I’dme des regardans a diverses passions’.

8 Thomas Puttfarken, ‘Poussin’s Thoughts on Painting’, in Commemorating Poussin, pp. 53-75 (pp. 66-

9).

‘9) Poussin, pp. 113-14: ‘Je n’ai plus assez joie ni de sante pour m’engager dans des sujets triste. Le
crucifiement m’a rendu malade, j’y ai pris beaucoup de peine, mais le port croix achéverait de me tuer. Je
ne pourrais pas resister aux pensées affligeantes et sérieuses dont 1l faut se remplir I’esprit et le coeur pour
réussir ces sujets d’eux mémes si tristes et si lugubres.”

20 Quoted in Park, Daston and Gatison, p. 293.

2! Thuillier, ‘Pour un “Corpus’, p. 219.
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gallery. I discussed above that in the Palazzo dal Pozzo, Poussin’s mythological

paintings with themes of dominant women and passive men were gathered together in
one room. This room will be discussed in full detail in Part III of the thesis. Here it is
enough to note that Poussin’s major Roman patron organised his collection to take into
account the different genres of painting Poussin produced.

The concentration of paintings displaying themes of active women and passive
men that occurred in the Palazzo dal Pozzo appeared elsewhere in Rome. In the
Barberini palace at Quattro Fontane, a small private room, beyond the audience
chamber of Cardinal Antonio Barberini, had over-doors depicting Salmacis, the nymph
who seduced Hermaphrodite, Aurora and Cephalus, and Diana and Endymion, all
pictures that have a predominant theme of female desire.”* This arrangement copied the
Galleria Famese which had grouped together Ovidian ‘love conquers-all’ stories in
quadri riportati style. In Bellori’s description of the cycle the stories of Salmacis,
Aurora, and Diana are described in close proximity with each other.”’

Literary constructs of galleries also grouped together the themes present in
Poussin’s early mythological paintings. In his poem La Galeria, Marino grouped
together paintings of Adonis, Narcissus, Cephalus and Hermaphroditos at the beginning
of the ‘favole’ (mythological stories) section. This poem by Poussin’s patron, published

in 1619, replicates the Imagines by Philostratus and describes 620 paintings, sculptures
and reliefs within the metaphor of the gallery space.”

An assemblage of mythological paintings created a particular kind of narrative.
This narrative dominated the room that the paintings were assigned to in the
gentleman’s painting suite. The ability of paintings to refer to each other, creating a
diversity of meanings within a general theme, was an important component of the
mythological gallery space.”> Such a reading occurs in Cassiano dal Pozzo’s diary
report of seeing Titian’s poesie during his trip to Spain with the papal legate in 1626.
Titian’s poesie were hung in pendants throughout a series of seven rooms. In describing
the paintings, Pozzo made conscious comparisons between the works. He paid attention

to the contrasting depictions of female desire, for example, the meek Andromeda paired

22 Marilyn Aronberg Lavin, Seventeenth-Century Barberini Documents and Inventories of Art (New
York: New York University Press, 1975), pp. 159-61. For the layout of the rooms see Patricia Waddy,
Seventeenth-Century Palaces: Use and Art of the Plan (Cambridge, MA: MIT Press/ New York:
Architectural History Foundation, 1990), p. 189; and Scott, Images of Nepotism, p. 33 & fig. 4; the room
can be identified with Waddy’s C25 due to the description of the ceiling fresco in the inventory.

23 Bellori, pp. 67-69.

* Giambattista Marino, La Galeria, ed. by Marzio Pieri, 2 vols (Padua: Liviana, 1979), 1, pp. 11-17;
Marzio Pieri, ‘Capriccio ma non troppo’, in La Galeria, pp. xxv-x1v (p. x1v).

> Anthony Hughes, ‘What’s the Trouble with the Farnese Gallery? An Experiment in reading pictures’,
Art History, 11 (1988), 335-48 (p. 344).
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with Venus ‘trying as best she can to keep Adonis from the hunt’.*° Cassiano’s thematic

reading accords with other examples. In Salvator Castiglione’s 1661 description of
Rubens’ Venus and the Dead Adonis and Hercules and Omphale which hung next to
each other, both women are read within a single narrative of excessive female desire.”’
Castiglione wrote about the mourning and pathetic Venus: ‘if those with lynx eyes
penetrate the emotions of that white breast, you will perceive a certain vivacity with
which one concludes at once the end of her unfruitful battle and her enjoyment of a new
lover’. Salvatore read Venus through the frame of Omphale, the queen who enslaves
Hercules in love and forces him to wear women’s clothes. Venus-as-Omphale 1s also a

voracious desiring woman: she is unstoppable by the death of her man.*®

Evidence from poems, inventories, travel reports and painting treatises clearly
shows that groupings of mythological paintings with similar themes could acquire a
particular narrative when placed within the domestic space of the mythological painting

gallery. Separated from the other various rooms of the painting suite, these mythological

paintings could induce a particular type of behaviour in the regarders that entered the

To011.

2.4. Inducing Gender by Mythological Painting

In the seventeenth century people perceived that the type of narrative produced
by Poussin’s early mythological paintings had the power to affect the gender of an
inducible regarder. This possibility is established in Mancini’s text. Mancini argued that
one must know the nature of the people who would regard in each room in order to
judge what characteristics of that person ‘one will desire to conserve or augment, or
truly diminish and correct and convert to the contrary’. Types of viewers were
distinguished by ‘complexion and passion of the soul, age, sex, behaviour, type of

life’.” As well as mentioning gender specifically, the humoral configurations brought

on by different emotions, times of life and behaviours could also be conceived in terms

%6 printed in Mary Crawford Volk, ‘Rubens in Madrid and the King’s Summer Apartments’, Burlington
Magazine, 123 (1981), 513-529 (p.526): ‘sforzendosi di retenerlo dalla caccia’.

27 Renato Martinoni, Gian Vincenzo Imperiale: Politico, Letterato e Collezionista Genovese del Seicento
(Padua: Editrice Antenore, 1983), pp. 247-48.

28 printed in Giancolo Schizzerotto, Rubens a Mantova (Mantua: [n.p], 1979), p. 126: ‘Iole... gioisce che
al primo lampeggiar delle sue lascivie bellezze habbi reso prigioniero 1l gid invitto Eroe’; ‘Venere.., resa
per il perduto bene inconsolabile, si distilla con le commiseranti Gratie in amarnissime lagrime. Ma perd
da chi con occhio linceo penetra gli affetti di quel candido seno, vi scorge certa vivacita con la quale ben
tosto si argomenta il fine dell’infrutuoso lutto, et il godimento di novello drudo.’

2% Mancini, Considerazioni, 1, p. 142: ‘non solamente dovra esser distintion di luogo, ma in farle vedere
da questa o quell’altra sorte d’huomini, secondo la complessione € passion d’animo, etd, sesso, costume,

genere di vita che si desidera conservare o aumentare, o veramente sminuire € corregger e converter al
contrario.’
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of masculinity and femininity.”® Mancini’s text demonstrates that the gentlemanly
gallery had the ability to ‘convert’ the ‘sex’ of a person. The responsibility for the
change in the regarder lay in the way the host arranged his paintings, but the technology
that produced that change was the paintings themselves.

Contemporary literature fictionalised men’s responses to the kind of imagery
utilised 1n Poussin’s paintings as a process of feminisation. Tasso’s poem Gerusalemme
Liberata describes the responses of two men to carvings of Hercules and Omphale and
Anthony and Cleopatra on the gates of Armida’s castle, the place where she subjugates
men to her bidding. These images arrest the gaze of the two knights who have come to
rescue Rinaldo from the clutches of the beautiful sorceress. The scenes of the mighty
warrior brought low by Omphale, as he holds the distaff, and Anthony awaiting death,
whilst lying in Cleopatra’s lap, foreshadow the scene the knights are about to come
upon: Rinaldo lying in Armida’s lap and holding her mirror ‘in servitit’ (XVI. 2.7, 17-23)-
The gate carvings and the tableau vivant in the garden have been described as three
‘panels’ in a series of very visual illustrations of the Triumph of Love.”' The gate
carvings certainly illustrate the reversal of gender roles that occurs in Armida’s castle.
The combination of these images is part of Armida’s magic that persuades men to enter
such a position of servitude. The poem describes the two dutiful knights turning their
eyes away from these images, pre-empting their ability to resist the temptations of the
feminine delights offered in the castle (XVI. 7 17). Tasso’s literary description
conceptualises how seventeenth-century viewers might be affected by such
mythological paintings.

Tasso’s literary construction of viewing makes sense in Mancini’s schema.
According to the papal doctor, one could ‘convert to the contrary’ a person’s sex
through making them look at specific paintings. In this respect, a painting might make a
woman ‘virile’ by physically affecting her with images of warriors and kings. On the
other hand, a gentleman spectator could have been made ‘womanly’ by being physically
affected by images of men who displayed feminine characteristics, or by being affected
by seeing feminine signs displayed on the surface of female bodies.

Poussin’s series of early mythological paintings that depict dominant, viewing
women and passive men could well have been intended as a similar conceptual painted
narrative of female desire. These works had the potential to affect the gender of a

gentleman regarder. The divided spaces of the gentleman’s gallery were crucial to this

3% Galen, pp. 233-37; Sears, pp. 24-26.
3! Corrigan, p. 177.
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process. It meant that similar paintings were concentrated in one area in order to affect

particular spectators in specific ways. The intimate spaces of the small rooms of the

gentleman’s gallery also encouraged the type of regarding that allowed viewers to

absorb into their souls visual representation.

2.5. Poussin and the Feminine Effect

Poussin described an experience of being affected by a feminine image in a
letter of 1642. Writing to his patron, Poussin commented on the delight Chantelou took

in looking at the attractive girls of Nimes, comparing it to the similar enjoyment he will
take in the beautiful columns of the Maison Carrée. ‘It seems to me’, Poussin wrote, ‘a
grand contentment when, amongst our toil, there is something that intervenes to soften
the sorrow. I never feel more moved to take on effort and work than when I have seen
» 32

some beautiful object’.” Contentment occurred due to the positive effects of the object

upon the regarder, which caused him to relax. Poussin’s experience reflects Aristotle’s

belief that ‘relaxation is of necessity pleasant, since it is a sort of cure for the pain

caused by one’s exertions’.*’

The pleasure gained from looking at a beautiful object, the columns, was
analogous to the desire of a man perusing the body of a woman.”* Poussin’s view
accords with that of his patron Marino. The poet wrote that a painting of Venus,
displayed opposite his bed, was the only thing that could ‘console and cool’ him in his
illness. A man’s health, therefore, could be achieved through erotic pleasure predicated
upon objectification of women.” However, in Poussin’s letter of 1642, the feminised
object, passive and gazed upon, also has an agency. Poussin wrote he was ‘moved’ to
action by the intervention of the object. ‘She’ could enter the soul of the gentleman
regarder and effect change. In this sense, the feminised visual object is analogous to the
beautiful twin sisters Poetry and Music in Marino’s poem Adone. These women are
described as ‘restorers of afflicted human kind/ with power through happy rhymes to
make serene/ the turbid tempests of our guilty thoughts’ (VIL 1).”°

32 Poussin, p. 53: ‘C’est, ce me semble, un grand contentement lorsque, parmi nos travaux, y a quelque
entremét qui en adoucit la peine. Je ne me sens jamais tant excité & prendre de la peine et de travailler
comme quand j’at vu quelque bel objet.’

3 Aristotle, Politics, V1L 15-20.

#* Cropper, ‘The Place of Beauty’, p. 19<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>