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Abstract

This thesis examines from an original point of view the relationship between technique
and subject matter i n Jus e pRiberadrevisitBRd theetopig 6 s
throughout his careepainting it more than any artist dhe timei there are eighextant
paintings showing the Bttyrdom of St. Bartholomew and Apollo flaying Marsyas. Scholarly
interest in Ribera has thus far been predominantly biographical and attributieatthg his
paintings mostly in terms of style inherited from Caravaggio and subject matter as a reflection
of the supposedly violent nature of ANeaf
paintings of flayingoffer viewers a visual paradox by never aligniogmaking coherent the
relationship between the force of their subject tuair technique

This thesis focuses othe relationshig between corporeal and pictorial surfaces in
order to explore life and death, chiaroscuro and spirituality, touch asveraatl destructive,
violence and materiality. The fundamental question of life and death is treated in relation to
corporeal fragmentation and the integrity of pictorial surfaces. The chiaroscuro is considered
as a moving fold in relation to apophatic aradaphatic theology. Touch, as the key gesture of
these paintings, is explored in relation to making and unmaking. And finally, violence is
examined in relation to materialitfthis thesispays special attention tte working of the
canvas, impasto, ancthi ar oscur o, i nterpreti ngnatrativem a
temporality, and spiritualityUltimately, this dissertation shows thRti ber ads pai |
flaying should be conceived as powerful, distinct pictorial bodies, rather than altarpieces or

gallery pictures representing an extravagant subject matter.
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INTRODUCTION

Mutilated bodies, faces twist with pain, flayings and ruthless martyrdomghese are the

subjects that occupy much of Jusepe de Ri
early writers asLo Spagnolettcand Lo Spagnolo( it he Li ttl e Spani ar
Ri b er ad s becomengynomymous over the centuries with a terrifying art of victims and
executioner§ a confl ation of #ASpani shnesso and v
in the nineteenth century by his Romantic admirers, among whom were Théophile Galtier a

Lord Byron'The Romantics found Riberads paintin

in their gruesome bl oodshed. Lord Byron p
with all t he bl d¢Dom Juanfxii.&1) whild Gaatr wsote iinrhts sothniet
Prometeus fAiThou cruel Ri beir a, harder than Ju

gashes, / Rivers of bl oSorde Promé&hge du Muséeals Naritle s
1843). Even today, most scholarship tends to inketpr Ri ber adés vi ol ent
of either his supposedly tormented lifeaccording to his eighteentientury biographer
Bernar do dé &is Spamsh wrigio,i or/and the purportedly violent nature of

Neapolitan society. My thesis offers adi f f er en't i nterpretation
violence by <challenging the view that t h
societyo or of the artistds personal idi

artworks that have the #iby to produce new modes of perception and artistic engagement.

|l was drawn to Riberads paintings init:
have always found this difficult to articulate into words, because they do not offer a clear
interpretation either in terms of subject matter or technique. While researching my Master
di ssertation, | became interested in the
Longinusdé concept of t he Subl i me ssewihated h

during the second half of the sixteenth century in places like Parma, Rome and Naples.

ENFER I SYRNREST G¢KS wSLidzA 4598 dzNB R BaliyESrEndtiSss A §F ¢ 2 N
Preoccupations with the Human Body in Esbdern European Cultur&lorike Egmond and Robert
Zwijnenberg eds., Ashgate, 2003, 68.
% Craig Felton and William Jordalysepe De Ribera: "Lo Spagnoletto”, 15652, Kimbell Art Museum, 1982,
35-36; Clovis Whitefield and Jane Martine&ainting in Nales: From Caravaggio to Giordamat Books Intl
Ltd, 1983, 22.
15



initially analysed features such as: chiaroscuro, colouring, composition, graphic depiction of
violence and strong emotions in relation to characteriaticdbuted to the sublime. However,
| soon found this approach limiting and unsatisfactory as it restricted images to rhetorical
tools, concentrated mainly on style and subject, and assumed viewers were aware of
Longinuso writing myadcordingtoa ppstaldisheddet of hetorigala i nt |
prescriptions. This approached risked | osing si ¢
by imposing a grand narrative constructed around a rhetorical and literary concept, rather than
inquiring into what initially drew me to them.

I realized that the fascination | have with
to either the gruesomeness of their subject, the dramatics of the gestures, the brilliance of the
impasto, or the lavish handling of the chiaroscuro, although all edfettaspects form an
essential part of that mixture. Instead, my enthrallment springs from what | perceive to be a
constant friction and displacement at work between subject matter and technique. A crucial
turning point was also my encounter with the paigsiin the flesh, having the opportunity to
indulge in the pleasure of looking and exploring their surfaces. This experience helped shape
my argument t hat Ri berad paintings offer Vi ewel
making coherent the relatioriptbetween the force of their subject and their technique.

In order to explore this tension, | focus on eight paintings by Ribera depicting the act
of flaying in two scenes: first Apoll ods punish
Saint Bartholome. The paintings areThe Martyrdom of Saint Bartholomey¥ig.1) (1618
1619; Colegiata de Santa Maria Church, Osuii&g Martyrdom of Saint Bartholomew
(Fig.2) (.1620; Palazzo PallavickRospigliosi, Rome), The Martyrdom of Saint
Bartholomew (Fig.3) (€.16281630; Palazzo Pitti, Florence)lhe Martyrdom of Saint
Bartholomew(Fig.4) (€.16251628; Basilica Cattedrale di San Nicola di Bari, Nicostaollo
flaying MarsyaqFig.5) (1637; Museo di Capodimonte, Naplespollo and MarsyagFig.6)
(1637; MuséesRoyaux des BeauRrts, Brussels),The Martyrdom of Saint Bartholomew
(Fig.7) (1644; Museu Nacional d'Art de Catalunya, Barcelona)TdredMartyrdom of Saint
Bartholomew(Fig.8) (1634; National Gallery of Art, Washington).

| have chosen to restrict my & r ch t o Ri berads paintings of
removal of skin as a method of torture and execution permits the possibility of questioning the
complex nature of surfaces as skin, and raises the problem of the relationship between
pictorial and corpordasurfaces. Ribera offers in his paintings a prolonged and visceral

engagement with these issues. At the core of the problem lies the difficulty of conceiving skin
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as the only corporeal surface, gi ven wihha't
the muscles and veins of a | imb exposed a:
between the notion of corporeal surface and skin, while reinterpreting the relationship betweer
skin and pictorial surfaces. The surface of the body igmbe equated only with skin; and
hence the surface of the painting can be conceived as skin, rather than merely as paint o
canvas. The surface of Ri berads paintings
surfaces are not to be interpretedoaa | v s ki n. Bel ow | argue |
paintings should be conceived as complex layers of skins; the visible rough canvas anc
mul tiple | ayers of pai nt take on the pote
painting of flaying herefore offers a new way of thinking about skin in relation to corporeal
and pictorial surfaces. In the paintings what is set up is a relational referencing of skin by paint
and paint by skin the other in a complex relationship where the act of flaypugex the
tension between subject and technique.

Through the depiction of the act of f1 &
facet of the outside. I relate this to tl
mat er i al i ihtgrest inRooriragimgah® aging skin of elderly men it is related to his
subtle questioning of the nature of surfaces and the relation between interior and outside. I
Ri berads paintings of flaying, skin is p
different textures, density and elasticity of skin are explored by the artist through the
versatility of the canvas and paint. Ribera emphasizes the materiality of the canvas and pair
through diverse meank such as the impasto technique and the opatfityhe surface.
Moreover, the theme of flaying allows for the play between his different pictorial strategies to
emerge more sharply, hi ghlighting Riberad
violence, spirituality, and the senses.

While bothApollo flaying Marsyasand theMartyrdom of Saint Bartholomedepict a
scene of flaying, there are also notable differences between the two types of subject mattel
One depicts a mythological scene of divine punishment, where Marsyas is flayed as
punishmerfor his hubris of challenging the god Apollo and his celestial music, thus disrupting
the given order and balance of the universe. The other shows an act of human cruelty an
injustice as well as the power of the saint to withstand this. The ApostleoBanw is
flayed alive by Astyages for converting his brother Polymius, King of Armenia to Christianity.

In their own unique way both subjects makes the viewer question his position as embodiec

17



viewer and witnes§ t he Gr eek wor k &Y} (bgsif and that witl per ) means
explored further in the following chapters.
Ri ber ads ppollorlayingnMassyadFig.5) (1637; Capodimonte Museum,
Naples) and théMartyrdom of Saint Bartholome\{Fig.8) (1634; National Gallery of Art,
Washington) illustra the displacement between subject and techniquépbilo flaying
Marsyas the dramatics of the subjectc onveyed through the Marsyaso |

face, the drama of Apoll ods purpl dddednatyi ng cape
matchwi t h t he handling of the impasto, which is es
bodi es. What 6s mor e, t he r estMartyidomeda Sainht ensi ty

Bartholomewi a moment just before the flaying when the executioner stops aed stathe

saint with a look that betrays a touch of empdtiioes not match with the broad, rough, and
coarse use of the impasto, especially on the figures of the saint and executioner. Both these
paintings articulate a relationship between subject ecithique that is fraught with tensions,
frictions, and contradictions. The aim of my thesis is to explore this relationship by analysing
not only the strategies though which the artist achieved them, but also how they affect our
process of interpretatiomd most importantly what they allow us to see.

The displacement bet ween subject and technic
properly addressed in the literature. The literature focuses either on questions of style,
attribution and biography, or attespt t o pl ace Ri berads art within
milieuHowe v er , the paradigm used by these studies
work fails to address my problematic. For instance Spinosa accounts for the violence of
Ri berads peaiimtlilryg,hiess scenes of martyrdom t hus:
man against man, giving visual form to the conflict between spirit and matter, nature and
history, and dream and reality. Using strong slashes of light and shadow and dynamic
contrasts of resplendent materials and gloomy tones, Ribera participates more sorrowfully in

the dr ama oMorteher ecwvearttl .yg in 2011, Javier Portu:

® For questions of attribution and style, see: SpindRibera. The Complete Wotklectra Napoli, 2003; Gianni

PapiRiberaaRoma 9 RAT A2y A RSA {2y OAy23 Oihk2 CardvaghihsfRome¢ KS | 2dzy 3 wA

Rossella Vodret ed., Skira, 2012, 40mT ® LYRSSR GKSNB Aa | INBogAYy3I AyaSNBad Ay

arrival in Italy and settling in Naples, evidenced by the 2011 itinerary exhiliitipovane Riberand El dven

Riberain Naples and Madrid. See: Spinosa #djiovane Ribera tra Roma, Parma e Napoli. 16684 Arte'm,

2011; and the Spanish versidat: Joven RibeFa . NAT T 2f A4X Hammd C2N) aiGdzRASE GKFG O2)

Naples see: Felton and Jorddusepe de Riber&ilvia Cassani ed &t R { S/ | bl L3fA Electra 1984;

Whitfield and MartineauPainting in Naplee C2 NJ | addzReé GKIFd O2yaARSNA wAOSNIQa I

Spain, see: Alfonso E. Perez Sanchez and Nicola Spine3al(iEdpe de Ribera, 1594652, Yale University

Press, 1992.

YLAYy2alE awAoSNI FyR bSILRfAGHJusepdde Kiler@g23.x¢ Ay t SNBT { I yOK
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violence by attributing them t mordehte coaveyt i s
fervent religious feelings: Afand within t
explored those aspects related to devotion

Some schol ar s have interpreted Ritber a
philosophical and literary ideas that circulated in Naples in the early years of the seventeenth
century. Juan Luis Gonz8lez Garc?2a interpr
and violence as reflecting the rising popularity in the earyvent eent h cent ul
Poeticsi with its emphasis on tragedya n d L o rOg the 8ubliné Harald Hendrix
argues t hat t he Raesthetic of extreme vV
Neapolitan painting of which Ribera stands as case in point can be interpreted as a
response to the dissemination of me@uighanhbat t
meaning fAshock, o f wo n'Beth these studies atferaps toocexplais h n
Ri berads pai nt i nansandphilosapghipabcaricapts;@n approadh that eisks
turning artworks into mere reflections of the changing taste of patrons or literati.

What all these studies overlook is the fact that Ribera approached each painting in 8
unique way, using it as an jp@rtunity to explore new aspects of the relationship between
subject and technique. | f one pays attent
what emerges is that the interplay between surface, materiality and corporeality is at the heal
of his work. Each times Ribera seeks new dissonances and dislocations by altering the
relationships in his paintings between touch, violence and spirituality. This is evidenced not
only by his use of impasto, but also by his chiaroscuro. Ribera never had ipeefoeaising
the chiaroscuro in his paintings of flaying and his use of it was certainly not restricted to his
early worksi as suggested in the literatfrli col a Spinosa, for inst
o f chiaroscuro to rteheet ianrgt iistt 6&s efirhfyl pemra

which the artist Aevolvedo by the 1630s t

® Javier PortusRibera Ediciones Poligrafa, 2011, 92.
®Wdzl y [ dzA & D2yl tdé bera plo thagde bublimé. Wmdp8sitd3iel Martirio de San Bartolomé y
ddz Y2RSt t S (iGhya: Révisia derndi@D@0, 244925,
TENFfR | SYRNAES & -OK endiSalshizitribited he risidgpapilérity ofyaintings
depicting violent subjects to the late sixteentand early seventeent® Sy i dzZNE RAAASYA Yl A2y
PoeticsSee alsodenz a ¢ KS wSLINBaSyidl dAz2y 2F {dZFFSNAyYy3I I yR wS
Forms of Faith in Sixteen@entury Italy (Céiblic Christendom, 1360700) Abigail Brundin and Matthew
Treherne eds., Ashgate, 2008ene awSylF Aaal yO0S w2234 2F (KS {domfAYSd
a2RSNYy LOGFftAlFLY 5So0lGSa 2y [ AdSNI {dzNBndBsftRandeNdbéele Ay
(Eds.)Histories of the Sublimé&oninklijke Vlaamse Academie voor Wetenschappen en Kunsten, 2005.
8 SpinosaRibera Electra, 2003, 8211.

19



later works’Spi nosadés approach is grounded in a teleo
progression, where Ribeksecomes a receptacle of stylistic influences from previous artists.
Ri berads art and originality risks being treate
originality reduced to finding new pictorial solutionstooldern d ot h eirquegien® pl e 6 s
Spinosa writes that through chiaroscuro Ribera
means of giving a quality of concrete reality to their subjects and an air of truthfulness to the
most hidden aspects of the mind, sometimes pushing thesrésuh heavy physicality and
rut hl es £ Gianei®api gpes smfar as to suggest that because Giulio Mancini in his
book Considerazioni sulla pittura(16171 6 2 4 ) menti oned Ri ber a among
Af ol | ©tegethes with Bartolomeo Manfredi al@kecco del Caravaggib he must have
been in Adirect contact with Meri si (and al so ¢
became a painter tthrough that experience.d

In the 2011 exhibition catalogu@aravaggio and his Followers in Rom8ebastian
Schy t ze more cautiously pl aces i 8thdoghinsistngon Car avagg
a stylistic connection, rather than a physical oner i t i ng t hat Ri berads fivio
and tremendo impastg € | represents embl emaftCaradVagagtihoedsdi v
earl vy f YIFloo weScsh ot z e, t he relationship bet ween
foll owersodo can best be described as a compl ex
central star while the other artists are individual planets, with tveir laws and substance,
moving around t he *mhissinterpretaton is eonpopukar thataextires .
exhibitions were dedicated to the supposed infl
seventeentitentury Neapolitan paintef.While thesestudies are helpful in emphasising
Ri ber ads use of chiaroscur o, their approach te
Caravaggio, overlooking the ways in which the artist radically departed from what his
predecessors or contemporaries achievedsdt gioups artists according to style, a move that
risks imposing a coherent, rationalized grand narrative onto artworks and artists that are
substantially and fundamentally different. It is clear however that a linear mode of viewing

°SpinosaRibera 146175.; See alsddem José de Ribera : bajo el signo de Caravaggib31633) Generalitat
Valenciana, 2005.
Welmayz2als awAoSNI FYyR bSILREAGEY tEFEAYGAY3IASE HN D
Yt FPLAS a¢KS | 2dzy3d wDD SNIY wSTFESOGA2yasé nny
“iSolatAaty {OKNGTSsS &/ FNF@GFIAIAAY Ay 9dzNBLISY ' tflFySal NE {:
and Sebastian Schutze edSaravaggio and his Followers in Roviale University Press, 2011, 29, 38,
“1dem 4546.
' See for instance: Thomasughman ed Fierce Reality: Italian Masters from Seventeenth Century Naples
Skira, 2005.
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Ri ber aod s thesseowrvir eo f teleol ogical progressior
Titian into which Ribera is supposed to féallis not adequate simply because it does not
explain why the artist returns time and time again throughout his career to the use of
chiaroscuran specific paintings and to what end.

My thesis argues that the question of \
closely connected to the depiction of the body, skin and flesh, and the senses, in particular th
sense of sight and touch. I@are the tension between the subject of flaying and the technique
of rendering skin. Few scholars have spec
Javi er Portus, in 2011, argues, At he wrin
earhy range of colours that served to formulate the theory of realism in fact belong to a
codified vocabulary, some of the roots of which date back to Antiquity, which emerged as an
alternative to the idealization conventions that had governed painting e the
Renai s'3lathacye . ®api r provides a fresh interpt
and surfaces in relation to the hierarchy of the sefises c or di ng t o Sapi r,
of the martyrdom of Saint Bartholomew create a play betweenorporeal, tactile experience
of the saintdéds suffering and his deficient
from above a tension that challenges sight and privileges td(ch.

On the one hand, existing scholarship on Ribera doeaddress the problematic of
displacement at work within his paintings simply because their various paradigms focus on
providing a coherent stylistic narrative, or creating a literary or social context that should
account for the pa.iOn the athgrshénd, ¢he tare Bnmee wheni schblasn
do actually acknowl edge t hthe inpasd) canvgsuleeads,f
and chiaroscurd they fail to set it into a correlative relationship with the subject matter and
its effect withh the process of interpretatioh.

I argue that Ri berads paintings of fla

pictorial bodies, rather than altarpieces or gallery pictures representing an extravagant subjec

> portus,Ribera 40.
PLOGF® {FLANE a. f A VAR BddEFET SINWAYENYS YA CqaSidts B AlsBiyMI & NR 2 Y 3
Winter 20145, 2939.
*"1dem,37-38.
B y2ito0f$S SEOSLI Adnhg thaiSurtatam A NRNIt OB yBES GdziAzya 2F . |
Marsyas ¢ Bild-Riss: Textile Offnungen im dsthetischen Dishaseusz Kapustka ed., Edition Imorde;
Reimer, 2015, 8 n n & | Zartitld canye ®uR &hen | was just about to submit my thesis | was not able to
engage with it extensively and integrate it into my thesis. However, on a first read it appears that some of his
ideas are close though not similar to my own, especiallywheRA 8 Odza Ay 3 ! LIt f 2Qa (2dz
unmaking.
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matter. By i nt erinys astbodegl diRmobmeamté squate gpaintirigs to
human bodies or suggest that paintings are in any way organic entities. Instead, my
interpretation rests on a repositioning of the body in a conception of changing matter and
mat er i al i t Wartyrdom of RSaifit @arthofose\iFig.7) (1644; Museu Nacional
d'Art de Catalunya, Barcelona) the canvas and paint are worked in such a manner by Ribera
that they take on the potentiality of ruptured skin and open flesh. The materials appear here to
influenceons 1 nterpretation of the paintingbs tempor a
and violence. My interpretation of matter as active, which | call materiality, is indebted to
scholars including Katie Lloyd Thomas, Andrew Benjamin, and Caroline WaHweum. |
also draw on the scholarship of Lorenzo Pericolo, Jodi Craston, and Georgétubaiman
i n understanding how the paintingds materi al st
subject.

Caroline Walker Bynumos ra@d materiatith in @ate t he r ol
medieval Christianity is central to the development of my interpretation because it goes
agai nst a restricted understanding of At he b o
repositioning it in conceptions of mattendterig.’® Bynum argues that there is a paradox
lying at the heart of late medieval Christianity where matter was seen as both threatening to
and offering salvation because of its capacity to suffer ch&rger. Bynum, medieval art
encapsulates this paradox by insigly displaying and commenting on materiality; images do
more than reference the divine, they actually nal
mat t?By.ndu mo6 s insights provide a wuseful framewor
paintings as bodiegnd informs my interpretation of pictorial matter as showing a spiritual
movement, which | di Martyrdosn ofi Saint BagtHolanme{fFig.B) ct o Ri ber acd
16281630; Palazzo Pitti, Florence) in Chapter Two.

Jodi Cranstonods stbwshstrokesns u3efult whannadrsiderding o
Ri berads handl#dAfg eaf rtelj ee cit mmaysneghtiag illRsionistid ssanceds
transparency of the surface, Cranston argues th

as an index for sixtegh-century conceptions of beauty, embodiment, artifice, and viofénce.

9 Caroline Walker BynungGhristian Materiality. An Essay on Religion in Late Medieval Eufope Books,
2011, 32.
*%1dem 34-35.
' |dem. 35.
22 jodi CranstoriThe Muddied Mirror, Materiality and Figurayio Ay ¢ A (0 A | Yy, ®@énnspMariaSState - A y G A y 3 &
University Press, 2010.
?1dem 1618.
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Cranstonb6s study is cruci al for my thesis
between subject matter and technique, interpreting it as a corresponding relatioenbetwe
subjectivity and disfiguratiod? | t al so offers an excellent
impasto tremenddt helps to sharpen understandings of the unique strategies through which
Ri berads i mpasto emphasi ses ntaldothe way y whiche r
it can alter the violence of the subject matter.

Lorenzo Pericolobs research on Caravag:¢
been important to my resear€hPericolo interprets the dramatic language of figures as
s ubnoartdeid t o, someti mes even subdued by,
surffdéeus, Car avaggi o amtinito Miasacrqaid a ler oa na nwn |
independence by configuring a syntax of their own, which does not necessarily match, anc
occasbnally even surmounts thstoria. P er i col o6s study is cruc
my argument because it offers a rare analysis of the way materials such as canvas and pai
were conceptuazised and interpreted in the sixteenth and seventeentlesentrglation to
pictorial narrative.

To accentuate the peculiarity and origi
each painting, | avoid adopting or creating one single definition of materiality. My thesis
therefore will not provide a cohanmt, conceptually consistent classification of what materiality
i's in Riberads paintings, but will adopt
detail in question. That being said, | do resort to a broad understanding of materiality as the
insistence of the mediumi t hin the generation of the wo
indebted to Andrew Beninatenngn 6orc oBe®ejpamiah j
always, and only, an after effect of the way matter works. As such, the wakimatter is
the precondition for the possibility of meaning. This aspect of a work can be understood as its
mattering ®Accor di ngly, Benjaminés | ooks at the
matter, within the gener at rgoing foothe poshikelity of dinkikgd s
materiality to the conceptual and ideational, without imposing an idea upon matter. Benjamin

claims that to insist on mattering is to consider matter as a locus of activity. For Benjamin, to

**|dem 6.
*®Lorenzo PericoldCaravaggio and Pictorial Narrative: Dislocating the Istoria in Early Modern Paidgngey
Miller Publishers, 2011.
*°1dem 423.
" |dem.
ZILYyRNBS . Syel YAYS a/ 2f2dz2NAY 3t KA f Gritical HitiBoNs11/3,12008,f = [ & |
401.
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analyse the work of mattewg is to pay attention to the particular characteristics of each
painting?® Taking my cue from Benjamin, | consider materiality as specific to each work of
art, bearing in mind the uniqueness of every process and the effects it produces. This approach
involves a way of looking and interpreting paintings that moves from the particular to the
gener al , resisting the 1 mposition of an ideal (
individual approach. Thus, by looking at paintings as bodies | not ontyatesthe body in
materiality, but also consider each painting as an individual body with its own tensions and
frictions, constituting a unique repositioning of the relationship between the technique and
representational.
The work of George DidHubermanhas proven to be of great significance in
exploring the tense relationship between pictorial technique and represeritabii-
Huberman criticized the art historical approach of interpreting paintings inherited from Vasari
and Panofsky because it assurtteat visual representation is made up of legible signs, which
|l ends itself to rational scholarl y'iInstteadught pers
Did-Huber man argues that i mages have an O6undersid
forms lo® their clarity and definition, ultimately defying rational understanding. -Didi
Huberman calls this underside of images tkgmptom an action of the image that deforms
resemblance and legibilif?.Didi-Huber manés conceptual i praat i on of t
psychoanalytical understanding of the gaze and dream processes. Ryimpitenthat brings
the image into the realm of ndmowledge and mystery, removing the viewer from his/her
position as a person of knowledge. Thus, dhmptomintroduces theisk of norrknowledge
and of friction within the imag@® By following Didi-Huberman, | look at paintings as objects
embedded with ruptures, contacts, inflections, collisions, and deformations. | believe it is the
tension arising from the limits and contretittns within the pictorial body that wields a
fascination over viewers, urging them to return and engage with the artworks time and time
again.
By referring to Riberads paintings as bodies
pictorial 0 agesof @mplexamaedan burfaces, devoid of any supposedly

meaningful interior. This body is not made of a superficial surface and a valuable interior

 |dem.
%0 George DidHuberman Confronting Images: Questioning the Ends of a Certain History,d?érh State
University Press, 20085-124.
*1dem 85139.
*?1dem 139144.
*1dem 144162.
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where knowledge is supposedly located, but is an assemblage of surfaces capable of effectir
meaning®* This is made visible through the act of flaying where the removal of one siirface
skin as surfacé reveals another surfaget he sur face of the muscl
Apollo and Marsyas(Fig.6) (1637; Musées Royaux des Be#dux t s , Brusssel s
gesture of flaying does not uncover what
surfacei the surface of the flesh, muscles and veins as the smooth surface of the painting
Dani el a Bohde 6 sFlagng ofdarsyasprovides & toastru@ts contrast to

Ri berads approach of unveiling *tSpeeificaftyaini f o
questions the various ways in which depictions of flaying can challenge the binary of
exterior/interior and looks at surfaces as bearers of meanthgdantity, as places where
interpretation is produced.

My ar gument t hat Ri berads paintings ar
centers on the acknowledgement of the potentiality of corporeal and pictorial surfaces in
producing new interpretatisn. My approach her e S i nde
conceptualization of the surface. In discussing architectural surfaces, Benjamin argues that th
surface is fAthat which wil!/ have an effec
process of itgreation. Once a surface can effédte. it can bring something abaouthen it
can be understood as that which works to distribute program. The effect will not be
instrumental; rather it will be*Benoahiredrast i
a distinction between the surface as a structural or decorative element and what he call
Asurface effects, o0 the ability of a parti.i
Thus, a consideration of the surface involves not onlyraniehg of the opposition between
interior/exterior, but also the way meaning is produced.

I argue that Ri berads paintings shoul d
multiple surfaces that enter into a tense relationship with each other; thessanebéages of
di sjointed surfaces, rather than coherent

conceptualization of the baroque fold is crucial as it shows how a surface can be fragmente

*On the importance of surfaces in the process of producing meaning see: Guliana Butflace: Matters of
Aesthetics, Materiality, and Medi@Jniversity of Chicago Press, 2014.
®5 | y A St I kin ahKteS&archfpr the Interior: The Representation of Flaying in the Art and Anatomy of
G KS [/ Ayl dBsdiNEytieritles) Préogcupations with the Human Body in Early Modern European, Culture
Florike Egmond and Robert Zwijnenberg eds., Alder2f68, 1648.
% Andrew Benjamin, "Surface effects: Borromini, Semper, LooghénJournal of Architecturé1, 1/2006, 1
35.
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and made up of divergent parts without implying sevétglsind complete detachmef{tFor

Deleuze, the entire universe is a process of folding and unfolding of the inside into the outside.

This process creates an interior that is not an inside developed separately from the outside

world, but in fact it is a dabling of the outsid& My interpretation of paintings as bodies

made of complex surfaces hinges on Del euzeds ic
notion of the inside being a fold of the outside.

By considering Ri belirgopindd ipm@atenality and siadeecs bodi es
complex surfaces | point out two key features that define them as such: the fact that they are
living bodiesand distinct or separate from the world of the beholdewhen | claim that
Ri berads pai nt i n gbktoframliyingbadied, luargueyfor thes possibilivy wf
conceiving them as inorganically alive, rat her t
actually appearsto be alive. To support my argument | turn to Gilles Deleuze and Felix
Guattari 6s c o meorgapd lifled lairecangideration obthe notion of life as
permeating all things organic and inorgaffi#hus, my thesis interprets paintings as hawng
i fe of their own, d e Ppha Living mnwage finr Remaissénceeltdly i ka Jac
(2005), which discusses the Alifelikenesso and 7
of the contemporary natural scienéé8y emphasising the materialit o f Ri berads pain
surfacei through the impasto, for instantemy interpretation permits a consideration that is
not limited to the representational model. They offer a surface that is full of blind spots,
contradictions, frictions and tensions, ratttean a transparent plane that reflects agmisting
coherent reality.

Ri berads paintings therefore appear as disti
reference an existing Areality, o but are set ap
offer a bond with or access into their own world, but position the viewer on their surface as the
site of visceral experience, subtle reflection and tense interpretation. This interpretation is not
restricted to Riber ads athendrtwarkg of the dJamnerperiodd can al
What is productive about thinking of artworks in this way is that it surmounts binaries, such

as: representation/technique, inside/outside, inorganic/organic, and allows the contradictions

¥ Gilles DeleuzeThe Fold5-6, 13.
%8 |dem, 39, 104, 109, et passim.
% My interpretation of paintings as living bodiesisindeB R 2 DAt §a 58t Sdd S FyR CStAE Dd
AY2NEIFYAO tAFSd® C2NJ I RSGFIATSR Fylfeaira 2y K2g wAoSNFQa LJ
O Gilles Deleuze and Felix Guatt#iThousand Plateaus: Capitalism and Schizophrenigersity of Minnesota
Press, 1987.
* Fredrika H. Jacob%he Living Image in Renaissance &ambridge 2005.
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and paradoxes imbedded withiime work to emerge more sharply and produce new forms of

i nterpretation. The i ncoherent and rupt u
distinctiveness from the world of the viewer. This is not to say that | consider the world of the
viewer as a stae reality, but that both painting and viewer constitute distinct, separate worlds
that are in themselves incoherent, fractured, and paradoxical. The relationship between viewe
and painting takes place bet we esightand ®wuch af mi t
the viewer; t hi s 1 fas comceptualized by Rlears leip Maricavill beo n 0
discussed in Chapter Three.

My interpretation of Ri berads-Lpai Nahnoy
thinking on the image. Iifhe Imagé The Distinct(1999) Nancy argues that images should
not be thought in strict mimetic terms as portraying a scene or figure from a recognizable pre
existing reality*?’l nst ead, Nancy is more interested
image detache from other surfaces by lines and shadows, a phenomenon that endows the
image with intensity. Nancy points out that viewers are not simply exposed to an environment
that mimics Areality, o but to fAa i ndoathe ni t
threshold of the line, the line that simultaneously divides and shares inside and outside, ligh:
and shade, l' i fe and art. This is possible
distinction, to separate and to communicate or cdnfe@@mmunicating also separation
itselfé), that is because the traits and |
(somet hi ng fr om9$Thusttse imagetdoemmrot represent this imtimate force,
but it is it; it activates ithrough a play between drawing and withdrawing it, extracting it by
withholding it.

By interpreting Riberads paintings as
ontological status from the rest of thingg s Nancy wr i t es thHatishnetai ma
thing: it distinguishes from it, essentially. But what distinguishes itself essentially from the
thing is also the forcé t he energy, pr &Jdhwuse, whrat i makr
paintings distinct is their force and the energy @e@dhrough the tension arising from subject
and technique. The lines, patches of paint, canvas threads, shades and light, do not imitate
body existing i n Areal l' i fe, 0 but create

The intensityof Rier a6s pictorial bodies originate i

“Jean] dzO bl yO& sct KSEK $ A laYhe §ididdoEthe AmAgEordham University Press, 2005, 1
14.
“1dem 5.
“*1dem,2.
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techniquei never cohering one with the othewhi ch gives rise to the pai
ability to generate new forms of engagement.

Ovi doés | iMemmofphosigni.38Bi490D0) descri bing Marsyasodo t
while being flayed alive by Apoll o, AWhy tear
rupture and tear at work within the painting as
pai ntingso t ecubjact maiter, Riberaowas ablé t icreate powerful surfaces
capable of effecting force and energy. It is this force and intensity of the split surface that
fascinates and urges viewers to return in front of the canvas time and time again.

An aspect of m approach is the relationship between historical specificity and theory.

My engagement with historic specificity springs from an interest in theoretical debates on

issues such as corporeality, spirituality, materiality, and violence, present not only theri

time Ribera painted his paintings of flaying, but also in the present day. As such, | am

interested in questions that were not only discussed during a specific moment inthiene

moment an artwork was creatédbut also contemporary debates thatuence our present

mode of engaging with Riberads artworks. My r e
reducing the interpretation of a work of art to documents and ideas that existed at the time of

its creation in an effort of pinning down its m@amnto a particular place and time in histery

a stable fixed meaning that art historians have the duty of retrieving.

Did-Huber man argues in his analysis of Fra Ang
Marco in Florenceharhmanitehsed fiscou crhu cohi thatdss cect ed by
the relationship between a visualiarewplaghed and a A c
with problems and inadvertencies that ultimately do not aid in understanding the affworks.

Thi s i s leeposades @&tenifad  nnderstand one another any better than individual

who are separated in time: all of the contemporanieties are marked by anachronism. There is

no tempor al “°Rid-Hubeymad iaterprats. adpainted surface as a complextobjec

wi t h i mpur e t extnaprdimarg Imorttage of Nederogeneous times forming
anachronism®Thi s interpretation challenges -the supre
historical research; it also threatens the presumed stability and assignatiemudaning of a

work of art within to certain place in the past. For Bilu b e r ma n Athe history of

> DidiHuberman,Confronting Imagesl1-52.
“*1dem,37.
*"1dem,38.
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history of objects that are temporarily impure, complex, overdetermined. It is therefore a
history of polycronistic, heterocronistic, or anaghios t i ¢ *obj ect s. o

Moreover, | do not consider historical specificity as a given narrative that awaits
discovery nor do | intend to retrieve meanirigpm a particular place in timenstead, my
approach explores specific problems and issues present posed by the artwork and the way th
were conceived and interpreted at differe
with sixteenth and seventeenttentury treatises of adriticism and theology, travelogues,
journals, and poetry as much as contemporary theory and philosophy. This allows an
exploration of the artworks and the way they alter our perception of things such as the
relationship between corporeality, time, andlemze. By looking at the way these accounts
rel ate questions of corporeality, materi a
aim to explore the ways in which these artworks were interpreted as visceral bodies at the
moment of their creatioas well as today. My engagement with historical specificity therefore
i's deeply Il inked with theoretical i ssues
mixture of questions from earlier periods and the modern to come.

In each chapter | focusn t wo of Ri berads paintings
a specific lens: life and death, surface and spirityatibyporeality and touch, and materiality
and violence. | have chosen these specific themes not only because they are central to tt
slbject of Riberads paintings, but because
stake in the relationship between technique and representatiqgmaradoxical conjoining of
two opposites without falling into a dialectical or a binary payad

I contrast Ri ber ads paintings with ot
including Caravaggio, Artemisia Gentileschi, Titian, Bartolomeo Manfredi, Bernardo
Cavallino, Diego Velazquez, and Francisco de Zurbaran. By doing this, | intend teufraw
the different ways in which artists conceived the relationship between technique and subject
and to sharpen Riberads own distinctive af
bet ween Riberads painti ngrgdo lawshlto pokeogeestions 6f t
style and influence. Instead, | will focus on how these paintings problematize, in divergent,
often conflicting ways, issues such as touch, chiaroscuro, and violence. The relationship
bet ween Ri ber ads odemporaries id treatddderein terins of disparities,

contradictions, and ruptures in approaching similar problems.

8 dem,42.
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Caravaggio in particular features preeminently as a fruitful point of comparison and
contrast to Riberabds woerckasus eOnCacmesr aglye obangai b
problems such as touch, spirituality, life, and violence in a comparable, yet distinct way to
Ri berads own approach. For i nstance, t he way th
used to evoke violence is similar tgpa pointi both artists use a variation of rough or smooth
impasto, but their brushstrokes are distinct and the way they are used in relation to the subject
and its temporality is dissimilar and brings about divergent interpretations. On the other hand,
my reliance on Caravaggio as a point of contrast is also due to the immense secondary
schol arship avail abl e on tT hmoee thanr any pdinter Car av ag(
contemporary to Riberd were written about by contemporaneous scholars and siece th
have been interpreted by scholars in relation to both sixteanth seventeenitentury art
theory and contemporary theory. Thus hugely facilitated a mowepth analysis and
provided a strong point of comparison to my own questions and researdbeoa. R

| consider sixteenth and seventeentbent ur vy aut hor s, i ncluding
Dominici, Ludovico Dolce, and Antonio Palomino, by placing their ideas into a direct
dialogue with writers including Gilles Deleuze, Jaarc Nancy, Andrew Benjamin, Geasg
Didi-Huberman. In so doing, | draw out, on the one hand, the difference between ideas and
ideals about works of art, and on the other hand, exploring these ideas in relation to what the
painting itself has to offer. That is, | do not attempt to recredu&t was assumed to be the
Aoriginal 6 meaning and interpretation of an art.\
expose the friction between what the art criticism seen as relevant and important and what the
work of art itself reveals today.

In Chapter One | | dvarkyrdomtof Saiht Barthole@WR.l)b er a 6 s
(16181619; Colegiata de Santa Maria Church, Osuna)Madyrdom of Saint Bartholomew
(Fig.2) (€.1620; Palazzo PallavickRospigliosi, Rome) become living thingisbodies tha
possess a life of their owinr at her than being simple iIimitations
with questions of coloui particularly flesh tone$ and the fragmentation of the body in
relation to the pictorial surface, | investigate how and questionRibgra brought figures to
life only to portray them being put to death. The chapter therefore aims to reconsider the
relationship and boundary between life and death, as well as sacrifice and threshold.

In Chapter Two | address the thorny problem of Rilke6 s handl ing of | ight
his Martyrdom of Saint BartholomeWFig.3) (€.16281630; Palazzo Pitti, Florence) and
Martyrdom of Saint Bartholomey¥ig.4) (€.16251628; Basilica Cattedrale di San Nicola di
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Bari, Nicosia). | argue that the juxtapositiof light and dark creates a folding surface that
simultaneously affects cataphatic and apophatic modes of spirituality. While chiaroscuro is
usually credited with creating an illusion of depth aiti@vo, in this chapter | explore the
alternation of lidp t and darkness in relation to the
between surface, movement, and spirituality.

In Chapter Three, by focusing on the question of pictorial corporeality, expressed
through sight and touch, interiority/exteriorityaln al y z e ApoRa flayeng Marsyas
(Fig.5) (1637; Museo di Capodimonte, Naples) akgbllo and Marsyas(Fig.6) (1637;
Musées Royaux des Bealxts, Brussels). First | seek to demonstrate the inadequacy of the
representational model and the suprematgight by exploring passages in the paintings
where the legibility and visibility of the figures are challenged by the working of the materials.

I i nvestigate the nature of Apoll obés touc
body, problemtizing the issue of corporeal surface and depth.

Il n Chapter Four | t ackl e ThelMartyrdoe tofuSaiet o f
Bartholomew (Fig.7) (1644; Museu Nacional d'Art de Catalunya, Barcelona) &he
Martyrdom of Saint Bartholome\Fig.8) (184; National Gallery of Art, Washington). |
explore violence as something worked through the materiality of the surftoe rough
texture of the canvas threads and the coarse impasther than something restricted to the
representational. | examin@lw mat eri al ity disturbs the su

order to open up new forms of pictorial and corporeal violence.
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Chapter One: Living Bodies

Painting paints the threshold of existence.
In these conditions, to paint does not mean to represent,
but simply to pose the ground, the texture,

and the pigment of the threshold.

JeanLuc Nancy,On the Threshold

Introduction

Francisco Pacheco, the Spanish painter and author éfrthale lapintura, su antiguedad, y
grandezag 1649) , described Riberadés paintings
los Gazules:

Such is Jusepe de Riberads manner of

great paintings owned by the duke of Alcala his figures and

heads appear alive, while the rest seem only paintegen

though his works hang next to those of Guido Bolognese

[Reni].*®

A similar qualitywas not ed and de s Daminii@lchosttayentBrg r n ¢

| ater when he de s crténisefdifeliRendsdyreraphasising sheimsénsen g <
of physicalpresence, and how they creatgpowerful sensation that the painted figures are
becoming alive:

Ribera was painting astonishing [meraviglia] and beautiful

heads of old man so truthfully that theasemble the living, and

at that time deemed inimitable, and judging from all the master

4/ 2ar t2 FI WdzaSLIS RS WAOGSNIST AyTFLdGA €8 adzS TAIdd
RQIEOIflIYT aSYoNly2 @OAOGS S Af NBad2 aSYON} RALAyYyG2Z
Translation mine. Francisco PacbgArte de la pintura, su antiguedad, y grandezas descrivense los hombres
eminentes que ha auido en ella, assi antiguos como mod@etms Seville: Simon Faxardo, 1649. Quoted
from: Perez Sanchez and Spinai#sepe de Riber&8.
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of our arts, it is believed that no painter of our time has depicted
paintings more alive and true (29).

There is a long tradition of considering works of arttowe sii| i f el i ked t hat the
to move, speak, breathe, and pulsate; they are considered for a brief moment living entities
with which one can interact and reldtdf he concept of the work of art
central to artisticeception, which stafs within a tradition stretching back to Pliny the Elder
and the Pygmalion myt¥.This trend reached its climax during thetsenth and seventeenth
century, when the critical vocabulary of describing works of art as living presence was
codified. Expressims such as: Ovitvlve) , ( @lvievamenodei vewve & s(m
alive), 6una cosa vivad (a living thing), and O
the Italian artistic theory of the sixteenth and seventeenth century, buaatdimsed a way of
looking and interpreting works of att.

Thi s chapter focuses on t Magyrdomu af sSaint o n o f [
Bartholomew(Fig.1) (16181619; Colegiata de Santa Maria Church, Osuna)Madyrdom
of Saint BartholomeWfFig.2) (c.1620; PallavicirRospigliosi Palace, Rome). Scholarship on
Alifelikenesso in art tends to treat the issue
assumes qualities and powers of the thimaft it is supposed taepresent. In this chaptér
resist treating art in a representational framework, in which something references or imitates
an external object or person, by suggesting that paintings hiéieech their own. The first
part of the chapter focuses on the question of inorganic lirRiinb e Maatyddom of Saint
Bartholomew(Fig.1) (16181619; Colegiatale Santa Maria Church, Osuna). As an alternative
to | ooki ng at thuglteerlendakilfub imitatonsil wighgo interpret them

PaFF OSyR2 Af WAOSNF F YSNIOGAIEAL o6StfArzarvysS t£8 GSad
Ay jdzStt GSYLR2 aGAYFGS AYAYAGEFEOAEAZT S LISNI IAdzZRAT A

LI &2alF 423 yR2 aRISNK Al SV LA | 0 A ITrai®latiodinyhéBerndrdoRISDENGIVE d8 OGS NRA ¢ §
Pittori, Scultori ed Architetti Napoletaniip. Trani, 188%6-6.

*1 Most lifelikeness responses are treated in a representational framework where the thingtdeps
supposed to act for the thing represented. Oh@d@ F SNByYy (i G KS2NASa FyR GlFfSa 2F af AGAy3
LINS &Sy OS HN&DavidErgaiiied Ehe Power of Images: Studies in the History and Theory of Response

University of Chicago Press, 298 a transhistorical and crossultural study on livingpresence responses;

KennethGross,The Dream of the Moving StatuBenn State University Pre4992¢ a study on how writers,

artists, and filmmakersreacted i K S L322 6 SNJ 2 ¥ NBdatd I 2AiINESAAYZIET AdyalIANBT S EF YL S& FNR
Charlie Chaplin; FredriklacobsThe Living Image in Renaissance Bdambridge University Press, 2605

studies lifelike artworks in the Renaissance by looking at the medical discoveries and natural philésbphy o

time; Caroline van Eclassical Rhetoric artde Visual Arts in Early ModeEurope Cambridge University

Press, 2002 coy’ & A R S NRINB & 8aBdosek inhe context of visual rhetoric.

Zhy GKS Qteayltiazy ST 7T Snddaysed: NBOr Stoicliitdie Pygialién Effegt. Fioikk S LINB &4 S

Ovid to HitchcogKkUniversity of Chicago Press, 2008; Barbara JohR&yepns and Thingbslarvard University

Press, 2010.

>3 The list of critical terms is indebted to: Jacobse Living Image iRenaissance Arl661.
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as surfaces endowed with inorganielif argue that paintings do not have an agency that can
make viewers believe that what they are seeing is alivagency grounded in a
representationairamework - but instead that they do actually have a life of their own. To
argue my point l'turn to Giles Del euze and F ®Iindrganic@ife®aFort ar i
Deleuze and Guattari, material existence is not dividedorganic and inorganic things, and
therefore life is not to be restricted only to the organic sphere, as for instance biologgsassum
Di scussing Wil helm Worringero6s interpretat
that fAit is inorganic, vyet al iTauslifecadalsa | |
be articulated in all objects and things regardless of tliganic or inorganic nature.

The second part of the chapter looks at the relationship between lifelikeness and colout
in his Martyrdom of Saint Bartholomewfig.2) (c.1620; PallavicirRospigliosi Palace,
Rome). It questions the meaning of bringing tigeire of Saint Bartholomew to life only to
have him put to death. It does this by investigating the way colour has the ability to express
the complicated relationship between life and death. For this | turn teL.Jeam Nanc y
interpretation of painting sasomething that does not represent the world, but that locates
viewers on its threshold, the threshold of the impossibility of the world and of existence.
Nancy outlines his ideas about paintagthresholdinhi® s say on Car athaggi
Death of the Virgin (Fig.9) (16011606; Louvre, ParisNancy argues that
painting locates the viewer on the threshold of death, of the world, and of existence. | am
arguing that Ri berads painting camwheledhei nt

living image ofSaint Bartholomew becomes a threshold of death.

Inorganic, yet alive

Ri b eTheaMastyrdom of Saint Bartholome(#ig.1) (16181619; Colegiata de Santa Maria
Church, Osuna) confronts viewers with a force and intensity that proclaims its distinctiveness
by creating a rift bet ween the vVviewers?~o
complexity of corporeal and pictotiaurfaces, the painting draws attention to its own nature

as something separate from whasigpposedo bea stableil r e a Thie Martyrdom of Saint

> Gilles Deleuze and Félix Guatt#iThousand Plateau$rans. Brian Massumi, University of Minnesota Press,
1987.
%5 dem 550. For a genealogical critique of the concept of inorganic life from Worringer to Deleuze, see: Joshua
Dil G NAOKXZ 4! [AFS 2F al GidSNI YR 58I (KY DisyordeHdlughd O [ A
33, Issue 2, Spring 2011, 22@2.
“phrydes ahy (i KBe MudesSBrfokd2hiRIEity Prasy, 19967-68.
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Bartholomewis part of a series of five paintings depicted by Ribera between 1617 and 1619

for Pedro Tdkz Girén, 3rd Duke of Osuna, Viceroy of Napl@$161620)°’ The painting

shows the saint leaning back on a tree trunk with both hands tied above his head; one leg
stands on the ground while the other rests on a
the entire canvas, leaving little room for the bystander who is tucked in the upper right section

of the canvas. In viewing the painting, one is left with an extraordinary sense of movement
coming from the saintoés body.lespate thatsextendst a move
through the fictional depth of the landscape, but a movement forward, an emergence towards

the surface of the canvas. This is underlined by the squeezed position of theldyystan

(Fig.13) Barthol omewds f i gu asurfabeeoCirdemstysthaigpushesthee of f or
saint onto the surface of the painting. The movement of the saint is one of the key forces that

endow the painting with its distinctiveness, transforming its entire surface into a separate

entity that eludes imitatioand representation as it reflects upon its own preséftes self

reflection is accomplished through the spatial construction of the painting that defies a fictive
continuation with of the viewerds space. Far f
something coherent and unitary, the painting shows them to be in a state of fragmentation. The

sur face Martyrd®m bfeSairst Bastholome({l6181619; Colegiata de Santa Maria

Church, Osuna) can be interpreted as an assemblage of different elepteint® a tense

relationship with one another.

The executioner, wearing a whi essowhthe c her s afy
skin from Barthol omewbés | eft arm with his bare
The brutal flayingshowsa det ai |l ed view of the saintdés anat

anatomical drawing%. However, what is interesting about the cut and the method of flaying is

not the display of anatoniy or interpretations of whether it is accurate or hdtut what it

does to the painting. I n effect, the cut separ a
ground; it raises the body forward, turning it
body therefore becomes a piece of the assemblage, an element foreriragthented surface

of the painting. The cut exposes the inside of the body by presenting it as a complex surface, a

surface effected through violence that becomes the surface of the painting. Theifl&éging

> Spinosall giovane Rib@, 184.
*What | am arguing is that the figure of the saint is one of the key forces that make the painting distinct. Other
elements such ashiaroscurgtouch,impastg materiality, and temporality will be discussed in the following
chapters.
PwA o SiNdredt in anatomy can be observed in his etchings and drawings. See: Perez Sanchez and Spinosa,
Jusepe de Ribera93231.
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from making corporeal and pictorial depthsibie i creates an intensity thaeparates the
painting from the exterior worldy turning it into a distinctsurface ofviolence The
relationship between the flayed surface o
different muscles and veins vigbin the wound on the other, is one of violence and
movement; it is a dynamic relationship between two elements of the same boalyirnhates

the surface witlinorganic life.

Ri berads painting t her efconstrectep froendifferert s i
elementsset into a tense relationship with each other. This relationship forms an assemblage
of surfaces capable of effectingprganicl i f e. To i nt er dtrato Ddeuze e r a
and G u adnteptualizétisnof inorganic life. Accoding to Deleuze and Guattari,
everything is inorganically alive because everything is assemblgduze and Guattari set
out to challenge the way biology has appropriated ilifeestricting it to organism$ by
offering an alternative interpretation in igh life permeates many diverse modes of existence.

In other words, they are interested in the question of Wfieais, and whether life is limited

only to the organic sphere. W Thousand PlatecauB el euze and Guattar
organism is that wibh life sets against itself in order to limit itself, and there is a life all the
more intense, all the m&Aceordmgywieisnbtisd muéhdhat b e
organisms are not alive, but that life aarceedorganism As such, therganismi including

cells, genetic codes, populations, species, or ecosystdosesits privileged place as the
definitive unit of life.* The following section offers an interpretatiaf the topos of

l' i feli keness i Nartyrdoinaf St 8arthotormeWR61816&10; L dlegiata de
Santa Maria Church, Osuna) by appealing t

inorganic life

Blurred boundaries?

I n order to explore the radical new waeey | r
space, time, andisegno(compositional arrangement of actions) in connection to lifelikeness,
I turn to the question of art and its rel

Arealityo. Amongst t he ma thgissdeioVlikelikeness, sne bfo | :

® Deleuze and Guattarh Thousand Plateau3.
®! Gilles Deleuzand Claire ParneDialoguesColumbia University Press, 20@4.
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the most challenging is that adopted by Caroline van®Evlan Eck argues that in early

modern lItaly, paintings or buildings were considered to be so lifelike that they actually

become alive i n t hethervwiordswtberadwbrk dick motepossessmadife of | n

its own, but had the ability to make viewers believe that what they were seeing was not a

representation, but the represented thing itself. Her stance is particularly helpful here to draw a

sharp distincbn between interpretations based on visual rhetoric and my interpretation of

surfaces as effecting a |ife of their own, a f

argument is that representation dissolves into what it represents; in other wordk,cd aror

reaches its highest quality and is most persuasive when it ceases to lookffleeceotding

to van Eck, the artistodos goal matches the orato

response through compelling description and skilful use pefsuasive techniques.

Accordingly, van Eck points out that painting as well as speech reliesaygeia(vividness)

andenergeia( actual ity) to create a strong suggestion

achieved by blurring the boundarieswet e n fAgods and men, I n the sens

make dead matter seem alive or the absent present was a capacity generally attributed to the

g o d % Bluriring of the boundaries between viewers and artworks can be achieved by

artwor ks t hsauta sdivsepl o ye aft puer re si slich ds gurdsrioakimgati ¢ gest u

the beholdei and a credible extension of space and finfer instance reproducing the tiles

of the churchdés floor i nto the painting and d

clothes®® For these pictorial strategies to function one must also presuppose a rhetorically

informed viewer, familiar with the writings of Aristotle, Cicero, and Quintilian. Van Eck

grounded her interpretation of lifelikeness in the Horatian tropetgdictura poesis(as

painting sopoetry) not because one art resembles the other, but because both have the same

aim of i mitating |ife. Life is here taken in a

human beings engagétevents and situationstsep e ct at or c&h identi fy with
Van Eck asserts that artists like orators need to create a common ground between

artworks and audience so as to persuade them in such a manner that they can identify with

®2\/an EckClassical Rhetoric arlde Visual Arts in Early ModeEurope See also the recent collection of
studies by: Caroline van Eck, Joris van Gastel, and Elsje van ResS&z#gcret Lives of Art Works: Exploring the
Boundaries between Art andé,iLeiden University Press, 2014.
% dem 57.
®dem 7.
®®1dem 6573.
®®1dem 156.
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what is representéd.This is achieved through a ficé continuation of space which relies on
techniques like compositional arrangement and linear perspective; this creates an apparet
extension bet ween the vieweros wor |l d and
Renaissance authors such as Alberti, Borgn i Dol ce, and Pino Ad
while considering paintings as autonomous, bounded images, offering a pictorial seality
generis clearly di strienagluiwdreldd 6f rofm tthe Behol
Renaissance discsisns of composition start from the assumption of continuity between
reality ®3nd i mage. o

The question of temporality is central in establishing a common ground between
painting and viewers. Van Eck argues, for instance, that Venetian painting sé¢¢ad half
of the sixteentltentury showshatAristotelian considerations of a good plot can be combined
with Al bertian use of per s pleeastintheHosed Leei. |
(Fig.10) (157 3; Gall eri a ,danlEckbsg desatde mitd,at Vern
monumental size, theatrical architecture, and arrangement of figures into groups encourage
the viewers to look at it as if they were watching a fldyor van Eck, Vero
transf or mdimensibral piGtéerislogr esent ati on of an eve
succession in the act of looking at it, not unlike the way we watch a play and only grasp the
whol e when we h'8Thes, taneaahcotererice aadity coupleddwith the
use of perspective and the dilde arrangement of figures in spacehe theatricality of the
work ofarti encourage spectators to get involved in the unfolding of pictorial elents.

In a recent essay, van Eck enriched her theory of living presence respynses
coupling classical rhetorit especially the concept of the sublifhend the anthropological
theory of art as agency developed by Alfred G&.an Eck argues that C
better understanding of such responses since it does not fo¢hs artworks, but instead on
their agency’® Thus, van Eck suggests that in order to understand such experiences

historically 1 t h a't i s, t o ¢ o n raethrapolodgical latcéust wighhan @t o r

®7 |dem 5584.
%8 1dem, 73.
% dem 81-82.
O1dem
Thy NI FyR GKSFOGNROFEAGE a8SY /FNREAYS Ly 901 |y
Modern EINR LJS Bhéatridalty in Early Modern Art and Architectu@aroline Van Eck and Stijn Bussels eds.,
Wiley-Blackwell, 2011, -23.
I NREAYS by 901f G[AGAYy3I {GFGdzSay !t FNBR DSffUa
Art History 2010, 33, 648659.
3 1dem 644.
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historical approacli one must turn to the concept the sublime. Conceptuaéd over the
centuries byLonginus, Boileay and Burke, the sublime encapsulates two aspects: one
rhetorical, focused on stylistic techniques, anit
experience. For van Eck,thesubdm i s fAso transcendent al that 1t n
represent at i"“dneasublime Wistorta the oundadies between art and what it
representsDespi te the shift to Gel |i6 famedbyetber vy , van E
principle thatthe agency of art, articulated by the sublime, is so powerful that it creates in the
vi ewer 6s exper i e mrowerkstbdc@ne thelpingdaing they mepre<éna t

On the contraryfollowing Nancy and Deleuze, | argue thii b epaiatidgs ceate a
disruption or difference between the world of the viewers and the world offered by the
pictorial surface. Not only do paintings not dissolve representation into the represented, but
they actually affirm their separateness by staging their surtacgdanes of inorganic life.
This distinction arises from the relationship b
whi c h | nMa®rdbmreaof SatntsBartholomeare not completely consistent andlyul
integrated with each other. In believargings seldom, iever, readily conform to theoretical
and rhetorical strategies of spatial, temporal, and compositional unity and coherence.
Therefore, the essenti al di stinction between v
considers artworks in terms afencyi whereart becomesnore and moréike the living as
its agency comes closer and closer to human agemayile | argue that they are in fact alive
on their own terms as inorganically alive. Also, while van Blekmsa blurring of space and
ti me between the pictor ilylconstrocting dcommod grauhde Vv i ewer
between the twd | argue for a sharp separation between painting and viewer as well as the
incoherence and fragmentation of the pictorial surface.

Fragmented surfaces

To investigate further the fragmented nature of paintings,odnt r ast Ri berads wor
Car av aghg iSevénsWorks of Merd¥ig.11) (1607; Pio Monte della Misericordia,
Naples)® The painting depicts the seven works of mercy in arsuauway as Caravaggio

chose not to depict them separafielhe acts were generally depicted individually in pictorial

*Idem 658
5 ¢The sublime experience is based on the effective affigures. This dissolves thepresentational character
of painting or speech and transforms art into living beiadgem 653.
76 SebastiarBchiutzeCaravaggio. The Complete Workgaschen, 2009, 18802.
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cyclesi but instead combined all of the works in a single large compodition. the right

hand side of the canvas there is the epigddiee secalledCarita Romand Ci monés da
giving her father suck in prison), which contains in itself two charitable acts: visiting prisoners
and feeding the hungry. In the background one can see a priest holding ahiech dead

body is carrid away suggesting the charitable act of burying the dead. In the foreground the
charitable act of dressing the naked is illustrated by Saint Martin and the beggar. Next to this
scene, the host and Saint James of Compostela portray the offering of hggpitaligrims

while Samson drinking from the ox jaw stands for relieving the thirsty. The young man on the
ground behind the beggar of Saint Martin suggests the merciful gesture of caring for the sick
Looking upon the scenes unfolding is the Virgin Mang Christ the child held by two boyish
angels.

The painting is far from exhibiting an articulated and integrated compositional
arrangement; instead, it is more assemblagef various scenes that do not engage with one
another. Despite the fact that certain acts are amalgamated into one group aridsactioas
the Carita Romanai the relationship between them is fundamentally fragmented and
disjointed. Each group has ibsvn specific spatial and temporal dimension. This difference is
sharpened by the presence of the Virgin and Child supported by angels. Most scholars trec
Caravaggiods angels as nothing more t®han
Caravaggio bwever makes use of their physicality to open a place of dark, temporal infinity
between their arms; this infinity bypasses the fragmented human temporality unfolding
bellow, creating a separate spatial and temporal register of darkness dashed by af streak
white paint a cloth of light.

Lorenzo Pericolo di scusses Caravaggi c
prescriptions on the coherence and upitylisegng decorum andinvention He emphasises
Car av algggcy throwgh which painters understood addpted his innovative narrative
features.Art theorists found it difficult, or rather lacked the conceptual instruments to
appreciate the pai nt eistodias’ Perio \argues thay seventelerdhn g «

century criticiswer e fstCalrlavdaagaploy ss-teatgrye d ¢

Idem, 192.
BLGSLIKSY haliNRs NBOASHa GKS | NI KdirclidnhgRetrRobb K 2 £ | NS
Spike, Roberto Longhi, and Charles Demgggynself taking an opposite view thatt NI @+ 33A 2 Qa | y 3
liminal creatures precisely because they are rooted inbed { SSY hadNR 6> &/ | NI @ 33IA
CaravaggioReflections and Refractionsds. Lorenzo Pericolo and David M. Stone, Ashgate, 20148, 11363.
& Pericolo,Carawaggio and Pictorial Narrative?1.
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conception ofistoria.?° Critics such as Malvasia and Scannelli relied on such a system
they claimedC a r a v afigugeis appesr to baead®’ Pericolo takes these sources as a point
of departurd or hi s analysis and concludes that fany r
idealisation is unfit t o % Thisi is pecaase Caravaggio Car avag
combines in the same/i figarésrihatiare gondeiped asiagmiaeed 0 f i gur e
for a narrati vieanidn fAlghuaretsi 6osf stehnesemost extr eme |
Pericol o, Caravagagi o0 s istoead lthe iplguside appficatibndof s | ocat i n
figures in time, space, and narrativhad a great impact aarly seventeentbentury painters
by urging them to explore the indeterminacy of pictorial narratives. This indeterminacys create
anaporia that isinterpretedoy Per i col o as <characteristic of nCe
followers™

Art historiansusually focus on the unity of the scene and the way Caravaggio managed
to integrate the diverse episodes into one presumed coherent surface. Sybiechifienter,
for instance, points out that the pathating i s a
each figure is assi gn%gberiSohifferef takascpains msowthat meani n ¢
Caravaggi oods painting i s far from being a fra
sophisticated viewers feach fidgureeals®odesmetami it
EbertSchi f f erer disregards the paintingbds composit
an idealistic key, producing a spiritually coherent meaning grounded inTRdshtine

precepts. She poi nt the pragtice of rheecy witli thehLast Jydgmente | l i nks

which in turn was | i nked®Thiois ultimatelydtanmeated toof t he p

what EbeSc hi f f er er -Reedlolrsmait Cownntteerachi ngso on justif

At he Dbel i evthe torrseatwl pdirgatry onlydhrough active charity, which also

helps alleviate and shorten the sufferings t he soul s a% ready in Purgato
EbertSchi f fererds determinism in interpreting C

contrasted with Helen iHI | s&é i nterpretation of -cantarg i ndet er I

Neapolitan art and spirituality. Hill § argues t

8 dem

# |dem 3565.

%2 1dem 58.

8To argue his position, Pericolo discusses in three long chapters paintings by Cecco del Caravaggio, Diego
Velasquezand Valentin de Boulogne. Seericolo,Caravaggio and Pictoridlarrative 481-558.
84 Sybille EberSchifferer Caravaggio: The Artist and His WoikPaul Getty Museun2012, 201.
% dem
86

Idem 202.
8 |dem
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and therefore of painting and sculpture as welli | e s s as mi meti c r
Ospilriittyda (preconceived) [/ liturgy, etc. , |
enhance t he huma®hThareforegnstead of thinking af anteas areflection of
the fulfilment of PosfTridentine precepts, one might consider itpwsducing effects and
affects that operate a change in the spiritual life of the befidgveart as generating new
meanings and new forms of spiritual becoming. Moreover, Hills also draws attention to the

fact that when thinking of spirituality during thperiod one must be carefaibt to treait as a

monolithic phenomenon, since fithere was n
there was no distinct f%Ilrnm foafctl,i faes whiilclhs
within the main religb u s order s, religious 9P Tharefard, c e s
Caravaggiods painting can be interpreted

fragmentation, but also as spiritual fragmentation, where each act of charity can work
autononously or in conjunction with the others in effecting a spiritual engagementthgth

beholders.

Assemblages of surfaces and temporalities

Ri b e Matyrdom of Saint BartholomeWFig.1) (16181619; Colegiata de Santa Maria
Church, Osuna) presents the relationship between space, time, and narrative as a sum
fragmented surfaces set in a tense relationship with eachiocthexlationship thatreateghe

pai nt i ng 0 seamdrineemasityi Qne such eefationship exists between the three figures
and the surrounding landscape. A close inspection reveals that the figures do not occupy
credible place within the receding landscape as they appear to be glued on the surface of tr
painting. This is especially true for the figure of Saint Bartholomew, as the position of his leg
on the foreground and his leaning torso on the tree trunk in the ryduled is spatially
inconsistent, giving the impression that the body is paintedprot the ladscape and not
within it (Fig.12) This discrepancy is also at play between the figures themselves. Saint
Bartholomew does not interact with the executioner, while the bystander paradoxically looks
away from the scenfFig.13). The bystanderds figure has
though his place should be behind the executioner. His face actually appears closer to th

viewer than the figures of the saint and executioner. The painting therefore is less a single

88t 8 y Intdetefminacy and Architectural History: Holiness in southern baroque architéatufield, vol
1, no. 1, 53.
8 Idem 45.
% |dem
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coherentsurfacei with consistent space, time and narrativeand more an assemblage of
surfaces: the surface of the | andscape, the sur
surface of the executioner, and the eerie surface created by the profile faedogétdmder.

The landscape and the individual figures can therefore be interpreted as autonomous surfaces

with their own temporality and narrative set into a colliding relationship wittaoo#her.

The fragmentation of s urefttooegbtfinrelatoRitober ads p s
Gill es Deleuze and F ®assemblagebon DedeazeanddGsiattari@am c e pt o f
assemblage can be a | ot of particuadsingle it hi ngso
context or environment

a multiplicity whichis made up of many heterogeneous terms

and which establishes liaisons, relations between them, across
ages, sexes and reigrdifferent natures. Thus, the assemblage's

only unity is that of cdunctioning: it is symbiosis, a
Asympat hy. o lidns whigh areeimpertant, fout | 1 at
alliances, alloys; these are not successions, lines of descent, but
contagions, epidemics, the wifid.

Therefore, thenotion of assemblage is opposed to essentialism and reification as there
IS no centre or point of focus fromhich everything emerges or returns. It is a gathering of
discrete parts or pieces that is able to produce a large variety of effects, rather than a closely
organisedlogically coherent totality offering one dominant interpretation. Deleuze insists that
what is important is the relationship between tl
effect:

But an assemblage is first and foremost what keeps very

heterogeneous elements together: e@gsound, a gesture, a

position, etc., both natural and artifitelements. The problem

is one of Aconsi stencyo or Acoherence, 0
problem of behaviour. How do things take on consistency? How

do they cohere? Even among very different things, an intensive

continuity can be found?

%1 Deleuze and ParneDialogues 69.
2 Gilles Deleuzelwo Regimes of Madness: Texts and Interviews-18385 (Semiotex/Foreign Agentey.
David Lapoujade, MIT Press, 2007,d7®
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It should be stresde her e that Del euze and Guatt
actually closer to the way cement is thoughtdefscribing t as fAsoupy, 0 fco
of stone and | ime, 0 rathdm toharerfilwaalkdisng 7
not to be understood here as a synchronised state of being without logical contradiction, bu
more as the way heterogeneous elements or objects manage to stay together. An assemblz
can be plagued with contradictions whilst still effecting consistency areteate.

I n Ri Meaetyrdord sf Saint Bartholomeyl6181619; Colegiata de Santa Maria
Church, Osuna), the consistency in the Deleuzian sense of the painting as an assemblage
surfaces gives rise to a tension not only in terms of space and placksobot Bme.Time is
fragmented here as each figusemade to belongp a different temporality. On the one hand,
the figure of Saint Bartholomew belongs to ancient times while the executioner is dressed in
contemporary seventeententury clothes. The seventeeatimtury man is flaying the ancient
man flaying the past vah is made presenfThis gives rise to a tension between how
temporalities engage with each other in the painting and how the seventeenth century
interacted with the past, flaying it and revealing its depths as surfaces. On the other hand, th
man in the hckground pertains to a different temporality, a temporality that is neither human
I ancient or earhmoderni nor divine.His time isthe temporality of thep a i n tsurfacg.6 s
By turning away from the act of flaying, the figure withdraws itself fromtémeporalities of
the two other characters. This move creates a further rift between the temporality of the figure
as the surface of the painting and the two distinct temporalities belonging to the saint and
executioner. The paintintperefore distances @l in order to become a critical time that looks
away from the subjectds temporal engagemen

The tension generated by the figures and their distinct temporalities contributes to the
surfacebs creative force andothenfdrce atsibutedyto T
painted figures by Ludovico Dolce, ms Dialogo della pittura(1557):

What is needed is that the figures should stir the soul of the
spectatorg disturbing them in some cases, cheering them in
others, in others again incitindgpem to either compassion or
disdain, depending on the character of the subject matter. Failing
this, the painter should not claim to have accomplished
anything. For this is what gives the flavour of all virtues.
Exactly the same thing happens with thetpt®e historian and
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the public speaker; if their products, thatwd)etherwritten or
recited, lack this power to move, they lack also spirit andife.

I nforming Dolcebés passage is the notion tha
connected withthe i gur edés abil ity to move the soul of the
visual persuasion, but an intensity that creates a new form of life. It is the stirring of the soul
through the surfaceds materi al bcerporeahlevely t hat r e
There is a distinction to be drawn here between the idea that the effectiveness of figures rests
in their ability to persuasively imitate an ext e
notion that these figures are autonomthisgs or surfaces endowed with spirit and force. The
figures are therefore not simple imitations of real human beings, but inorganic surfaces of
intensities with a life of their own.

My interpretation at this point is indebted to Deleuze @ud a t t anceptualésatian
of becoming™ Becoming is a process of change or movement within an assemblage. Instead
of thinking about the pieces of an assemblage as an organic whole, within which the different
elements are held together through a stable harmongrabkess of becoming accounts for the
relationships between what Deleuze and Guattari catlifuweeteelements of the assemblage.

In the process of becoming, one piece of the assemblage enters into the area of another piece,

thereby changing its naturedasignificanceby generating a new unioécording to Deleuze

and Guattaripbecoming is not simply a case of A becoming B through imitation, or A turning

into B. Instead, A becomes B when B itself takes a new direction of movement to become

something els& The process of becoming removes or dislocates an element from its original

place in order to bringabouta new one The process therefore is not one otlagy or

imitation; in Deleuzeand Guatair i 6 s wor ds: AA becoming is not a
releti ons. But neither is it a resembldhce, an iri
Becoming instead is generative of a new way of being, functioning more on the principle of

movement and change rather than resemblance.

BavdSaidz2 83 GKS TOMBRND/ Y2 @KyS2 JEAFYAYA RSQ NRIdzZd NREYGAS | ¢
alter sospingenfogli a pieta, & alter a sdegno, secondo la qualita della historia. Altrimenti repute il Pittore di non
havere fatto nulla: perche questo e il condimentuite la sue virtu: come aviene parimente al poeta,
FEEfQI Aad2NRO2: 3 FEfQhNI G2NBY OKS a$S £S 02a$S aONRGGS I NB
ALANRG S RA GAGE ®é 5 Dbl@'S Aretitjodnd VénBtiarFARFNEoftheaGindecenyc?2 & 1 A f £ X
University of Toronto Press, 2000, 157.
% Deleuze and Guattar® Thousand Plateau$06.
% Deleuze and ParneDialogues73.
% Deleuze and Guattarh Thousand Plateap@37.
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In light of the above, Rier ads wor king of the painti
entering into a tense relationship with each other can be interpreted as generating th
paintingdéds surface into a plane of intensi

from a mere aemblage of individual surfaces into a surface of inorganic life.

Slashing living surfaces

At this juncture, | turn to the relationship between the force and intensity effected by the
flayed surface and the depiction of blood as the source of inortiEni¢ suggest that the
executionerodos gesture of opening up the b
act that draws attention to the surface of the painting as a plane of intensity and fierce
flayed surface enters into a tense relatigmshkith the blotches of blood flowing from the
wound, a relationship that endows the surface of the painting with inorganic life. Slicing
Barthol omewés body therefore becomes a cre
into a plane with the gentiality of becoming alive, rather than being a mere gesture of sadism

fulfilling a narrative.

Ri berads working of the surface in rel
Art emi si a Jodth SlayihgeHoloférnefrig.14) (c.161420; Galleria degli Uffizi,
Florence)'Genti |l eschi 6s painting depicts the bi

in order to save her home city of Bethulia from destrucseduces and beheads the Assyrian
general Holofernes. The painting shows theattic moment when Judith, with the help of

her faithful servant Abra, manages to pin down the General in his bed and slash away his hea
with a sword. Gentileschids work has recei
as a female artist ia maledominated world®As one of Gentileschi &
Judith Slaying Holofernelas been interpreted in a psycho sexual key. Indeed, Mary Garrard
associates the subject of the painting wi

suggesting that it functions as fia cathai

TeKS LI AYGAYI Aa 2F0Sy 02 Y LI Blayng olofernés. a1 %618 3 OK A Q&
National Museum of Capodimonte, Naples), especially in terms of composition and the depiction of violence.
However despite the similarities, the twpaintings offer divergent points of view of the intensity and violence
of the climactic moment.
B see: Marry Garrardirtemisia Gentileschi: The Image of the Female Hero in Italian BaroqueriAdeton
University Press, 1988jem, Artemisia Gentilesararound 1622 : fie Shaping and Reshaping of an Artistic
Identity, University of California Press, 2001. A different interpretation can be found in: Mieke Beheed.
Artemisia Files: Artemisia Gentileschi for Feminists and Other Thinking Réoiplerdly of Chicago Press, 2005.
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repr essed, rageo agai n&A commanplacearpthesliteratkegi®®t i no Ta's
i nterpret Gentil eschi 0s painting i n t er ms of é
depiction of Judith Beheading Holoferned-ig.15 (1598 1599; Galleria Nazicale d'Arte
Antica at Palazzo Barberini, Ront&).My interpretation however does not focus on issues of
gender , rape, or artistic influence.ofthenst ead I
painting into a plane of violence, a place that ndt gn cut s t he vi ewer 6s acc
painting, but that is alstine place of violence of the painting.

Unfolding in the foreground, the event is structured as a triangle formed by the three
protagonists. Standing on the right is Judith wearing a sumpyetiosy dress, with one hand
wielding the sword whe with the otherhand ol di ng Ho |l odveredhead. Blextal most s
to her is her servant Abra strugglinggm down the General. The focal point is built around
Hol o f o r-naked figurdlyng tn ded. The @neral is depicted in the last thrash for his
|l ife as his right hand escapes Abrads hold and
matched by the intensity and forcetgestureHol of er ne.
the expression on his fac@nd in @rticular his white empty eyesuggest that he has already
died. The scene is set against a background dominated by the dark drapes of a tent.

Judithdés sword transforms the surface of t h
intensity, effected through a violent cut. The incandescent steely blade is positioned parallel to
the surface of the painting, thus cutting away I
access into the painting. The sword therefore performs an acioleiht becoming and
movement on the surface, which turns the surface into a plane of violent force. The force of
the surface is made evident by the peculiar rendering of the spots of blood bursting from the
General 6s neck. Ge nt iwb dissinctlways: psagushds spdoutinghfrem bl oo d i
Hol of ernesdé severed neck and as spots of bl ood
particular interest are the fixed spots of blood because they seem to be positioned on the
surface of the painting, rathéran on objects and figures withits fictional depth. In other
words, Gentileschi painted the blood as stains on the surface of the painting as if the murder
happened somehow in front of it, or more accurately on its surfac&Figan on the inside

of the painting. Not only are the spots of blood deprived of all pretence of depth, but they

% Garrard Artemisia GentileschB11; See also ElizabethCoherE Thé Trials of Artemisia Gentileschi: A Rape as
History¢ The Sixteenth Century Jourisgecial Edition: Gender inf§aModern EuropeYol. 31, No. 1Spring,
2000, 47-75.
10ward BisselArtemisia Gentileschi and the Authority of APennsylvania State University Press, 1999; 191
198.
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actually become a creative element of the surface. Together with the cut of the sword they
challengen o t only the viewer s acc etiensthatithete s at h e
depth where one can accede. The relations
therefore transform the surface into a plane of tension and intensity of movement and

becoming.

Planes of time and violence

Bart ol o me oApblla anfl MarsyagBigsl?) (16161620; Saint Louis Art Museum,

St. Louis)shows a different approach to the fragmentation of time and surfac®thame r a 6
Martyrdom of Saint Bartholome(.16181619; Colegiata de Santa Maria Chur@suna):**
Despite the fact that both paintings depict an act of flaying, their engagement with space, time
and the creation of the surface through vi
the gruesome outcome of the song contest betweaticAand Marsyas, where Marsyas is
flayed alive by Apollo. Manfredi offers a close view of the flaying by painting the figures half
length and setting them against a bright blue sky with passing grey clouds. The horror of the
punishment is contrasted hevath the beauty and serenity of the firmament. Marsyas,
wearing animal fur around his waist, is standing tied to a tree trunk. Next to him Apollo,
wearing a red cloak over his back and arm and a laurel crown over his curly hair, slices the
sat yr amslalgefhatthar nt eracti on between figures
arm is fragmented, almost incoherent, producing a sgatigboral tension on the surface of

the painting.

The compositional agreement of the figures in space is disjoistbthesyas is placed
closer to the viewer than Apollo and looks in shock and wonder straight past the god. At the
same time, Apoll o, occupying the place bet
i's |l ooking past Mar s ynarsconsgicpond as lmedsnot ldking at thed e
wound, but past it. The figures, both seen in profile, do not interact with each other. Instead,
through their gazes and the position of their bodies, the figures are creating a series of paralle
planes travesing the surface. One might even be tempted to argue that these planes create
spatial depth inside of the painting. However, the way in which Apollo executes the wound
challenges that interpretation by turning the fictitious depth of the scene intdaaesof

violence played not inside of the painting, but on its surfaceliBipng Marsyas with the knife

WIcaNJ by AYTF2NXYEFGADGS RA & O dygoboaWarsygssee: Nitole Ridrtigxr®lamea | y F N
Manfredi (1582- 1622) VDG, 2004, 34347; Franklin an&chitzeCaravaggio and His Followers in Ro2&0.
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i n a parallel position to the surface, Apol l o
painting and transforming the pictorial surface fromirayglar frontal plane into a violent
plane made up of several parallel surfaces. The wound here does not show a frontal surface,
but rather a cut parallel to the paintingbs surf
well as on the surface of tipainting, splitting open its spatis@mporal coordinates.

These parallel surfaces have their own distinct tempaoyralig is made clear by
Marsyaso facial expression which does not cohel

reaction is one of wondemd surprise, even shock, and not one of horror and excruciating

pai n. It has more in common with tHeagngsfl i ght won
Marsyas(Fig.19 (1570157 6; Nati onal Museum, KromRS2g), rat
seen iNnRi b e Amlb sand Marsyas(Fig.6) (1637; Musées Royaux des Bedrss,

Brusselsf®?Mar syaso6 body has its own temporality, di s
occupy different planes of the same surface. Be't

figure of Apollo, with his own place and temporality. The play of temporalitiddann f r edi 0 s
painting stands in stark contrasMartywdomm &f t he t e mp
Saint Bartholomew16181 6 1 9 ; Col egiata de Santa Maria Churcl
the temporalities of the painting are built around the figusast Bartholomew belonging to

ancient times, the executioner to seventeenth century, and the bystandehegemporality

of the painting itself. Il n Manfredi 6s <case, on
planes, depicting distinct momenterh the same narrative. The division of time therefore is

not played here on a grand scale, but reduced to the narrow temporality of the event.
Moreover, if in Manfredi s case the surface is f
I n Ri bistingaitdis the drantality and detailed rendering of the wound that come into

focus.

The body as an assemblage

I n Ri Matyrdord sf SainBartholomew(Fig.1) (16181619; Colegiata de Santa Maria

Chur ch, Osuna), t he | ar g eevealsoan ramhtonucally &aectt h ol o me w.
interior, with veins and muscles, while thew of blood is reduced to a minimur{Fig.19).

The wound can be interpreted as a constituent surface making up the assemblage of the

painting. It is in itself a surface thatcobtit es t o t he becoming of the pa
plane of inorganic life. The other element is the drops of blood, subtly rendered dripping on

2C2NJ I RA & Odzagoliozand Marsyassed Ghapteny3Qrd 4.
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the hands and apron of the executiohefore reaching the grounddR20). | suggest that the
tensionarisng from the relationship between, o]
glossy surface and, on the other hand, the surfaces of the subtle drops of blood creat
inorganic life. In other words, it is the relationship between the two elements that create
inorganic life, rather than the mere depiction on of an anatomically correct human body.

A challenging interpretation of &toposo f fi | isfsel iiknenene art of
seventeenttcentury in relation to scientific anatomical discoveries ierefl by Fredrika
Jacobs?® Jacobs interprets the sixteerttntury depictions of Apollo flaying Marsyas in light
of the anatomical studies presented at theaflemia del Disegn8?* Seeing that the academy
required its members to attend annually the dissection of a corpse, Jacobs argues that tt
dismembering of a body became an important factor in the creation and reception of artworks
This dismembering and fragmentation of bodieswrucial because artists were encouraged
to follow the ancient example set by Zeuxis, who created an image of Helen of Troy by taking
the best features from the most beautiful girls he could find in order to unify them into a
perfect wholé'® This fragmetation of the body is not, however, one where the parts are used
to create a process of becoming, but one where each part is selected to fit-@stlpished
framework. Jacobsd6 interpretation thernefor
figure, and although she points out that artists used to paste together different anatomical par
to create an entire body, that process was governed by a desire to imitate a perfect idea of wh
a perfect human body should look I8 Therefore,Jacobssuggests thait is the accurate
anatomical imitation of a human body that makes viewers interpret a figure as being lifelike.

By cont r as tMartyrdom of BSairi Bartlolboree@e6181619; Colegiata de
Santa Maria Church, Osuna), the anatomy p&aypsrt in creating the surface of the painting
into a plane of force and intensity, not by suggesting an ideal accurate imitation of human
anatomy, but by engaging its parts into a relationship of becoming. This engagement betwee
the various parts of B&rtto| o mewdés body gives rise to it:s
Inorganic life therefore appears to be more of an effect rising from the relationship between
different surfaces and their distinct force rather than properties of a single elemeist that

either wholly present or wholly absent. I n

193 jacobsThe Living Image in Renaissance Art

1% 1dem 11, 62104; see especial?2-86.
1%1dem, 12.
1%)dem 94-96.
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this streaming, spiraling, zigzagging, snaking, feverish line of
variation [which] liberates. power of life that human beings had
rectified and organisms hadmfined, and which matter now
expresses as the trait, flow or impulse traversing it. If everything
is alive, it is not because everything is organic or organized, but,
on the contrary, because the organism is a diversion of life. In
short, the life in qué®n is inorganic, germinal, and intensive, a
powerful life without organs, a body that is all the more alive for
having no organ¥”’
According to LesleiDema, inorganic life can be characterised as a type of
emergentism; however, not in the sense of materg endowed with emergent lifbut that
life steams out of the special relationship or becoming at play within an asseriblage.
such, in Riberabs painting, i norganic |ife does
of the wound or in theksi | f u | rendition of Barthol omewds body
the relationship between them. The flayed surface of the body can be considered in its own
right an assemblage, as the different anatomical parts are held together by the tenserinteract
between them, while the skin as the coverngan supposed to hold everything together is
removed. The force and intensity of the flayed surface originates in the way the various
muscles and veins are shown as moving, pulsating red flesh. The atatigmoothness of the
woundds surface is put i nto stark contrast with
brushstrokes with colours varying fromtense red, visible on the face artest (Fig.2), to
various yellow hues on the waist and legsg@?). The subtle variation between the
smoothness and roughness of the surface, coupled with the significant difference between the
colouration of its parts, suggest a boay a sum oflifferent fragmented surfaces. These
disjointed and patchy surfacester into a tense relationship with eaather, transforming
Barthol omew6s body into an assembl age. In turn,
produces a tension capable of effecting the pai
The fows therefore falls not only on the wound, but on the tense relationship of movement

and alternation that takes place between the two distinct surfaces of flayed and still intact skin

7 peleuze and Guattarh Thousand Plateapg99.

W S4tAS 58SYFSE aQLY2NBFYyAOs [ SG ' §A06SQY 126 /1y 58t8ddS |y
Rhizomes: Cultural Studies in Emerging Knowletigie(Winter2007),
http://www.rhizomes.net/issuel5/dema.html# ftn{accessed 12,12,2014).
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(Fig.26). I n ot her wor ds, i n Ri b e ffrend the dgnamian t i |

relationship at play between the various fragmented surfaces worked into an assemblage.

Moving materaility

The subtle variation between the smooth a
i nto focus the paintingds materiality. | a
into an assemblage produce a living pictorial body. In other w&dsp er adés pai nt
not be conceived only as an assemblage of (equally rendered) surfaces effecting inorganic life
but as a |iving body, body grounde®&orthisil t he
tumt o Car ol i ne YoadkpkalizatioBly anange Gustnaterialityin relation to
holy images®Bynumés study investigates the medi
relation to the sacreid a materiality that does not point beyond itself to the transcendent, but
one that assestits material quality even after undergoing a process of transformation through
the sacred. The aim of Bynumdés study i s toc
would have been conceived during the high and late Middle A§&s spite of he common
conception that during the late Middle Ages peoaseribedto a dualist conception of
mind/body,which entailed a hatred of the bodynum argues that theorist®m Isidore of
Seville to Nicole Oresme and Marsilio Ficifiod i d n o tprineayeas theoedeyny of the
soul, the container of soul, or the servant of soul; rather they saw the person as ¢
psychosomatic wunit, ‘aaccondimgty Byaumghedigvalthéorists o g e
were more concerned wi t hteriél landisgritual argl totgikieeto g a
body positiwvé significance. o

Of particular interest is Bynum6s i nves
matter as locatable, divisible, temporal, and changeable on one side, and the Christian God ¢
whole,i mmut abl e, and transcendent . i Mmpoksély, Vv i
l]iS

inconceivably, paradoxicallyi capabl e of Aralgzing uhe t mediaval 0

109
110

Bynum,Christian Materiality 25-36.

The conception of matter as active within Christianity was based on the doctrine of the Incarq&toist

the Word was made flesh (matter). Bynum argues that the doctrine of creation was at the time considerably
more important, because the concept ofrpora ¢ also encompassing the doctrine of the Incarnation of Clarist
refers not only to the human bodies, but also to trees, comets, etc; that is the entire creation. Therefore, when
Christ resurrected, he took to heaven not only his flesh, but fleshattemSee Idem 261.

W osydzyYs 6¢KS CSYFES . 2R& FyR wSft AFgnedationtand OGA OS Ay
Redemption: Essays on Gender and the Human Body in Medieval RgbgierBo&s, 1992 222.

Y2 1dem 223.

"31dem 175.
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conceptions of mattar betweenl1150 to 1550, with allusions to the late setiehcenturyi
Bynum draws attention to | si dater(eother, m&egri | | eds d
the fundamental nature of matter maternal, namely fertile and capable of betting.
complex argument that includes considerationsieflieval attitudes or@emy, the Ovidian
reception of theMetamorphosi@8 st ori es concerned with matter ar
comment ar i es OmoGeneration and Corrupod sBynum concludes that
fifteenth century, authors began to see all matter simptyms ma tAeording to Bynum,
since Aristotle was uncleaion the fact thatall matteris endowed withmovement and
potentiality, the late medieval Aristotelian tradition assumed matter to be more labile and
fertile than the philosopher initially intendétf On the othehand even theéNeo-Platonists of
the fiteenthc ent ury fAtended to assume, in spite of the
ma t t"'&A case in point is the Florentine physician Tignosi da Foligno whose analysis of
matter andchange irhis two treatises on platonideas offers Bynum a further consolidation
of her argument t hat matter was perceived as d
creation, forever in motion exactly BPecause im
Bynum arguesthat animated images or relid® not point beyond theiown materiality to
heaveni asis usually assumed but that thg offer arelationship with the sacred through
visible and tangible thingS? Thus, the outbreak of the holy in matter was mbes a simple
change, the ani mated objects Abursting forth of
over exactly the'™ hange it represented. o

A distinction needs to be drawn at this poin
images through divine hange and Riberads I|iving pictori al
Ri berads paintings become ani mated through a pr
operated by the divine. In contrast, | argue thats the process at work between the
materialiy of these surfaces that produces the inorganically alive assemblage into a living
pictorial body. Therefore, it is the process between the materiality of one distinct surface, such
as the wound, in relation to another distinct surface, like thengsfades of still intact skin,

that produces the pictorial assemblage of the painting into a living pictorial body.

141dem, 231.
115 1dem, 237.
1181dem, 236.
171dem, 239.
118

Idem, 238.
119

Idem, 250.
1201dem, 256.
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Accordingly, Ri berads painting should be
the inorganic life of the assemblage and body t@tbanding of the surface in materiality.

On the Threshold

Ri ber ads p aMantyrdom of Sairft BattholemewfFig.2) (€.1620; Pallavicin
Rospigliosi Palace, Rome) confronts viewers with a paradoxical image of a body that is
brought t dobd puttd @eatln It is albogly always set on the threshold of life and
death. The figure of the saint is shown kneeling on a stonevaliibhoth hands tied to a dark
tree trunk. Barthol omewds body occurmilit#ges al
room for the figure of the executioner, who is constricted to the extremehaghtside of the
painting. Bar t hol dsskeowrherepdrderadigudatb the torgoimvitindgaa n d
comparison between the surface of the flayed flesh and the surface of timagtilskin. The
variation in potraying the body of the saint can also be observed on other parts of higsbody
there aresectionswhere the colours suggest a tissue thalready deadike on the right leg,

and others where it is still aliysuch as his chesthe colous depicting the body of the saint
thereforeshow aparadoxical relationship between life and death coexisting on the same
surface.

This relationship s defined by t he surfaceos p C
existential states, such as life and death. However, what the viewer is made to see is not
simple progression frortife to death, or vice versa, but the body of the saint turned into a
living threshold of deathMy interpretation of the body of Saint Bartholomew as a living
threshold of death is indebtedto Jédam ¢ Nancyds conceptualOnsat
the Threshold1996).Both life and death appear as impossible necessitidimitsthat touch
each other on the surface of the pai.2)ting
where the flagging skin is coloured in nuanced flesh tones that reveal a complex multilayered
surface; a colour that changes according togktite of the skin as it varies besvesmooth
and rough areaRough fleshstahs next to i ntact skin, whil
ingreenbluey el | ow nuances are shown next -pink- Al i
yellow. The relatioship with deathbecomesproblematizedthrough colour and surface as
viewers are made aware that there is no communication between what is before and beyond i
one can never gain access to the mystery of death, just as one can never go beyond the surf
of a painting. The coloured surface®fa r t h o | body keasoinss a threshold; not only the

threshold of the painting, but also the threshold of death.
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The surface as threshold

Apoint of contrast CwirtalvaRigh o daidh of dgath,l e tmian ¢ zi s
threshold, and surface in hBeath of the Virgin(Fig.9) (16011606; Louvre, Paris*
Caravaggio painted the canvas as a commission for the papal lawyer Laerzio Cherubini, to
adorn his chapel in the Carmelite church of Santa Maria della Scala in Traskwere The
monumental cangshows the Madonna unceremoniously laid on a bed, moments after her
passing, in the presence of the grieving apostles and Mary Magdateftee Virgin is
depicted in a redoloured dress, surrounded by grieving apostles; some of whom have their
heads burié in their hands, while others are pensively holding their head, a few in the
background are turning to each other in silence. Only the y&lt@ated figure identified as
Saint Paul is shown in a state of distress, raising his hands in surprise. This @eetrtayed
in a semiobscure room, with the only source of light coming from the uppesiléét of the
canvas. Against the illuminated empty wall in the background stands a radiantly rich scarlet
drapery attached to the wooden ceiling, high above tleipgof mourners. Although
Caravaggio painted the scene as a desolated image of the passing of a dedr hson
than a glorious depiction of the Queen of Heavehe painting is far from devoid of subtle
grandeur and monumentality.

Soon after it wasnstalled in the chapel, the Carmelite friars removed the painting,
forcing Cherubini to put it on private sale in 1607. The same year it was purchased by the
ducal ambassador Giovanni Magni for his master, Vincenzo | Gonzaga, Duke of Mantua and
Montferraf f ol | owi ng Pi et er P aXiThe rétnovaleohthedpaintigc o mme nd a t
caused a sensat i on biogmphersp specolage of the ratioralg lgehidd s
this extreme action, as well as giving rise to an immense amounttustmtical schtarship.
For instance, Gulio Mancini in hiSonsiderazioni sulla pitturg1621), gave an unflattering
account of Caravaggiodbs painting, deeming the

decorumd on account of i t s fPlodead,rnmughiohthe a cour t

121 30hn T. SpikearavaggipAbbeville Press Inc2010, 156156; EberSchifferer Caravaggip 179184;

SchutzeCaravaggio 125, 138, 14t 142.

122/ N} @1 332204 RSLIAOGAZY 2F al NBE al 3Rt SyS Aa dzyO2y@Syidarzy

be found in: Pamela Askew,I NI @ 33 A 2 Qa 5 Rihcéténh Ugiversity Rr&ss, 1900y 8nkthe

importance of gender regarding the witnesséBo 1l KS +* ANBAY Q& RSI KX aSSY {(iSLKSy {K?2

+ANHAYU& CdzySNIfY aSy | yR 2 SwudaPathisicaz, RWDY5S268 Sa (2 GKS 52NYA

12 SchutzeCaravaggidl25.

124 Mancini, guoted from: Howard Hibbar@aravaggipWestview Pressl 985, 347. Frances Gage argues that

Mancini regarded the painting as a blasphemous gesture because it portrayedAhrdB A Y & I¢ G RANI & ¢ K2 NE
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literature dedicated to the painting is devoted to its controversial removal from the church and
its alleged lack of decoruff® It falls beyond the scope of this study to speculate on the
reasons behind its rejection. Instead, | willypattention to Caravaggid s portr ay a
subject of death and his working of the surface in relation to the notion of the threshold.

Without a shadow of a doubt the women lying on the bier is dead: the body lacks any
articulation in the musculaturber head tilted to the left while theft arm hangs outsidef
the bier; her face is swollen as the skin acquireseothured greenish tinge (Fi§)2 Indeed,
Caravaggio |l eaves little room to interpre
state as a corpse showing the first stages of détAgcording to Giovanni Baglione, the
appalling appearance of the Virginds body
from the chapel.

For the Madonna della Scala in Trastevere, Caravgmgjitted

the Death of the Virgin, but because he had portrayed the Virgin
without decorum, swollengbnfia) and with bare legs, it was
taken away?’

Todd Olson argues that by using the wgahfia or swollenBa gl i one i mpl
corruption of the body tlmugh pathology or poshor t em di st ensions, 0
ithe overt repr esent%3Accodling toOlsor, Baglione attengptechto a s
associate Caravaggiods depiction of the Vi
th e Apuffing up of t he member s, 0 as a
f or es h o t*Tkeus,®lsomjrgerpretsC a r a v adgpiction 6f the Virgiras a departure
f r om A kritegaroh ho@ $ paint a dead body; an endeavour thacwasderedt the

among other things. Gage points out that blasphemy must be interpreted not only as a heretical behaviour
condemned by the Church, but first and foremost as an expression of social and cultural marginalisation and
NBoStftAz2yd {SSY CNIyOSa DI3IST a4/ I NX@dF3a3rz2Qa 5854 (K
in Caravaggio. Reflections and Refractiomds. Lorenzo Pericolo and David M. Stone, Ashgate, 2014433
125Apart from the entries on the painting in the above quoted monographs, see also: Avigdor Poséq,
Gt GK2aF2N¥SAas 5S8S02NHzYy | yR (KS W!I NI Kapsthist®iska i dzNB & Q
tidskrift/Journal of Art HistoryVolume 61, Issue-2, 1992, 2 n T CNJ yOSa DI 3S3 aLffySa
/NI @F 33X 2Qa 5 SGifts K R&un: Essa inHANNUE ¢f ¢haarles Bemedelvlelinda Schlitt,
Centre for Refomation and Renaissance Studies, 20327-362
26 This remark is indebted to Todd P. Olsbrt, N} @ 3 3 A 2 Q¥ale tUhiviérsity Paéss, 208434404 ¥
Yot SNI £+ al R2yyl RStf { OF t IDorng, ma pedokhavéadaBd\Bn pech LIA v & S
RSO2NRzI fI alR2yyl 32y FTAlL X S O2dglotafromoHbbaidCezavaf§givli S F
354.
80lson, + NI & | PHifdIReliEsA39, 142.
2%1dem 143.
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time the fAultimate application of @Grethearti st ods
other hand, Olsoargues n Bagl i oneds term an indirect, unwi | |
processes that go b e yistoriganddn bppaaltto adtigue doar€es.mi t i on o f
view of that, Caravaggi o & pxpeimentsig vétls prirmersi c o mmi t t e
grinding shells and mine'®lkon suggess @tconeectien pi ct or i
bet ween Caravaggi #os giamp@Ps odboldy t @and he he depicti
recommended by Cennino d'Andrea Cenniniinthis L i b r o(c.1899)l Whén pAimtihge

a corpse, Cennini advised painters to leavedlre vertei the green undgpainting wsed for

flesh in the fourteenthenturyi exposed in order to highlight the transition between shadows

and morbid flesh. Rejecting thuse of pink, Cennini restricted the tones of flesh to three tones:

ochre tempered with red white, lead white to signal the reflection of light on desd &nd

verdacciof or shadows and hair. Thus, Ol son points o
Virginéds body has more in common with Cenninio
decorousistoria, since for Cennini , d e aundhriesiand thet he nego
visibility of the |l ayer Fosurof asoea, tChe avaggl adis

was an example of perishable materiality that was no longer attuned to the political, social,

and religious requirements for the depiction diay body, not to mention the body of the

Virgin.'*¥0l son6s observations on the complexity of |
di fferent strata is significant here since it
Bartholomew (Fig.2) .1620; PalazzoPallavicini-Rospigliosi, Rome) as a complex layered

surface showing death.

Contrary to Caravaggiods biOCagmapddpghsqg 6 Pamel a
of the Vignwas conceived fessentially as aanmedi tati on
irealisticd event that def i'®ssked @ansroutrlit and Al be |
during the early seventeentbntury the Catholic Church did not have a definitive doctrine on
the Virgin death ottransitus did she di e a sheassuméddsheadamat h and
three days later, or was she assumed before her death, still alive? These were open questions

for Catholic theologians, clerics, and believErsAccording to Askew, there was a growing

1301dem

Idem

%2 1dem 144,

%% 1dem 184.

¥ipskewCarat 334204 55 184 2F GKS +ANBAY

idemd C2NJ GKS2t 2320t RSolF(GSa 2y (GKS yThéAmidht 2F GKS +ANAEAYQ
Traditions of the Virgin Mary's Dormition and Assumpti©onford University Press , 2006, 201.
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consensus among theologians that the Virgin matked experienced death as any other
mortal; the word used wdsansitus meaning death, as death is a transitory state before the
resurrection of the flesh at the Last Judgem&his view was shared by theologians from
John of Damasscs to Cardinal CesarBaronius. Baronius, in hisnnales Ecclesiasti¢iL588-
1607 , writes: AThe Catholic Church admits
God because it knows that she shared human nature; it affirms that she experienced equal
the human necesst y of'™ Hlkwms h. €ar avaggi o dssexclusion oft i n
supernatural manifestations, emphasises the physicality of her death as a universal hume
necessity. Askew points out that because the painting does not show the depiction of Chris
takng the Virginds soul i nto Heaven and tF
Caravaggi o6s commitment to HvAskew fargued tha e
Caravaggio took inspiration from thesuhedi a
as Pi et r oTra@saus (&it).24)i (12964390; Basilica di Santa Maria in Trastevere,
Ro me ) a n drhe®eadhtot tlee &/8gifFig.25) (c.1310; GemaldegalerieBerlin) i and
favoured what she call s fAa tr uforran immhedidieu ma
pres®nt . o

An interesting interpretain is offered by Askew in relation the attitude of the figure
cloaked in yellowi identified as Saint Pailand t he natur e 8 faultishe
the only apostle who raises his handsvonder as he responds to the sight of the dead body, a
gesture interpreted by Askew as one of stupor and recognitiocicbidy saw something that
he wasnot expecting to see in a person tF
apostle who mclaimed the universal law of death as the result of original sin, which applies
to all except those who will live at the Last Judgment, who instead of dying will be instantly
transformed from corrupt flesh into incorruptible. According to Askeayl beomes aware
that the Virgin did not suffer theonsequences of death because she was exempt from Original
Sin; interpretation that accords with the emergiaief of the Immaculate Conceptidft:
What Paul sees therefore is the incorruptitdeure of the Mi gi nés body i mme

death, sharing albeit on a subordinate stage to Chfisthe divine privilege of becoming

1% |1dem 20-21.
137Quoted from:ldem, 22.
Bldems oo0o® C2NJ G(KS f838SyR 2F (KS WSg LINBaSyid G GKS
.2R28QY ¢KS LYI3S 2F (KS WS g LhukclyHisioke8.4,4990NT 78235 2 NV A G A 2
391dem 37.
10T he following interpretation is taken from Askew,-42.
“dem 42.
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immortal before the Last Judgment. Askew finally argues that this interpretatimmesent

with the Carmelite devotion to the Virgi€aravaggio replaced the visible presence of Christ

with an invisible divine intervention into the
Saint Paul.

One can note here the underlying difference betw€eh s on 6 s and As kewod
interpretations of Caravggi o6s depiction of the Virginbds body
the morbid materiality of the body, and the material processes used by Caravaggio to
underline its condition, Askew sees in the depiction the promise of corporeal immortality and
incormuptibility. Indeed, Olson concludes his analysis of the painting by stating that it was
already anachronistic at the time it was installed becausel¢hs aboutelics had changed
and fAithe dead Virginds mat er i théfigare, theviolkre r i sk of
traces of competing c on¥Thaplaylsesveen theocortuptibiiyot be s u:
and incorruptibility of the body after deat h, p
boundaries and layered surfaces, as welAask ewds i nterpretation of i n
transformatio will prove significant for myi nt er pr et ati on of Ri berads c
Bartholomew.

A key interpretation of the painting is given by Jéarr Nancy in his essa@n the
Threshold™ Fundamen al |y di fferent from Ol son and Askew
anal ysis of Caravaggi o0s p acemutyiartisgc, tdeolegisal, not cent |
political, and soci al debates surrounding the 1
Nacy argues that Caravaggiods painting position:
world, existence, and implies that art also operates this way in general, not so much
representing the world as presenting it, locating the viewer in the impossibititye world,
and of existence. Nancybds miselin amdgumeat fishe hatl
of this painting [is]: WRrirlee i desncerviebri nge aCahr alv
depiction of the body of the Virgin, Nancy writ
were still on this side of death, or else already beyond it. But, is not death itself already both
on this side and beyond deatl#® What Nancy is pointing out is that because there is no death

in itself, one is always on this side of death or beyond it. Focyyaleath appears as event,

“201son/ F NI @F 33A2QH91.t AGATFdzx wStAOa
Whrydes ahy (k. ¢KNBaK2fRZ¢é prT
144Ider’r159.
145 1dem
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wher e: AThere is no o6death, 6 but a dead n
whole present among us woven with us into |

Nancy supports his claim by pointing towards the relationship between the Virgin and
Mary Magdalene. For Nancy, the Virgin appears dead because Mary Magdalene appears aliv
as their presences are made toraltea t e , as fione appears to s
bringing the other to | ight. According to
of death, where there is nothing but ligimd the thin line of shadow that runs along the edges
ofthebodi es, the folds of*Bechuse of theringividuadity af the h e
event of deat h, there is no access to ndc¢
through artistic means, or indedtdrough any other means. Martta Heikkilégg@es that
Nancyds interpretation of death is relatec
fiDaseinpostpones its own death and thus makesnis its own: we are never and always in
death, both inside and outside of it, but never in atvaiythere would be mediation. Thus, at
the core of this notion of WeathHesklkispec
notion of death is closely related to the problem of space, where not only death creates :
threshold, so does the paintimgdeedthe spectator too is turned into a threshold.

Nancy extends hi s a Death ¢f the \dirgifora gemeraCramaek v a ¢

about paintings, sayingi Thi s i s the ordinary command o
very humble, even derisarysee the invisible, not beyond the visible, nor inside, nor outside,
but right at it, on the threshoff8hus$j kNamd
interpretation of the threshold goes beyond death, arguing that paintings as welvars
become threshol ds. According to Nancy, Ca
plane. It lays it out fla¥,o producing its

So, we have entered there where we will never enter, into this
scene painted on a canvas.| @&lonce, there we are. We cannot
exactly say that we have penetrated there, but neither can we say
that we are outside. We are there in a manner older and simpler
than by any movement, displacement, or penetration. We are

there without leaving the thskold, on the threshold, neither

148 1dem

“71dem 60.
148 Martta Heikkila At the Limits of Presentation: Comiigo-presene and Its Aesthetic Relevance in Jean
Nancy's Philosophyeter Lang International Academic Publishers, 2008, 236.
Whydes ahy (GKS ¢KNBaAK2tRZ¢ cno
*01dem 67.
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inside nor outsidé and perhaps we are, ourselves, the threshold
just as our eye conforms to the plane of the canvas and weaves
itself into its fabric'>*
According to Nancy, Caravaggescénsathaghnt i ng i nv

this entry is granted only on its surface, as one is neither outside, nor inside thie fivork e

painting is our access t®0ne ibtherefore trapped dnahe we do r
surface of the painting with its paint, weaveand pigment since all that needs to be seen is

already there. There is no need to Ago behind
Ai nvisibled either beyond the picture, or i nsi

Everything is there on thauss f ace of the paintingPWharis ght at i
visible for Nancy is the matter of the paintinghe canvas, the paint, the pigment and the
texture, and most importantly of all, the effects created by these: light.

Nancy thus suggesthdtviewers have no access to what is thought of as the invisible,
inside, or behind the surface of a painting, simply because one is unable to go through the
paintingb6s i mpenetrabl e mat er iidleialtppinting8By | ocat i n
Caravaggiods work evokes a position which is an
Nancy, if there is not death itself, neither is there before or beyond: one is never in death, and
one is always there. Between the two planes, there is no mediatommunication, just like
there is no passage between the inside and the outside of a painting. Not only are viewers
positioned fAon the thresholdo of the painting6bs
thresholds of death. From one point odwij there is the unapproachable, unknowable side of
death that awaits the submissive coming of the living. From the other, there is the side of life,
where the viewer encounters death and face up to their own mortality through the death of

others.

Colour z Living Threshold of death

I suggest t hat t Natyrdem of fSairt @BartlmlbmevFEig.B) €a.1620;s
PallavicintRospigliosi Palace, Rome) effects a threshold as a meaningful site where the
relationship bet ween frddslife s nagdtiated.gnbosder outhig ect of

surface to be considered a threshold, one must distinguish it from other surfaces, like the

511dem 57.
152Idem 61.
153Idem 59.
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surface of a closet or the surface of a we
image as distinctin his essayThe Image’ The Distinct Nancy rejects any notion of art as
imitation or mimesis, challenging the representational model through which art can be
considered to reflect, or reference an event, figure, or object from some determinate ol
recognizable prexisting external reality>* Nancy argues instead that a painting traces or
figures a form through a line which has no-prasting model or reality. The key word used

by Nancy trdit)s a chricaptritatdentdils a double functiongtaw a line may suggest
tracing a figurd that is, drawing it and enforcing a separation or distafite.

Nancyargues thapaintingsextractan intimacy and forcdn hiswords6t he t r ai
lines of the image (its outline, its form) are themselveméthing from) its intimate force: for
this intimate force is not Orepresented6 L
draws it and withdraws it, it extracts it just as it withholds it, and it is with that force that it
t o u c h®®Thug acéording to Nancy, an image communicates with its beholders through
touch. However, this touch does not imply continuity and immediacy and it is not a sentiment
of feeling, but a form of closeness in distance; touch is the force of the line thaasmouisly
brings the beholder into contact and separates him/her from the painting. Touch is a form of
contact in separatioh’

This separation and distance i sipgaatmg ar
or any form of ari asdistinct Nancydiscusses the distinct by introducing two oppositions:
one between the sacred and religion and one between what can and cannot be touched. Nar
argues that despite the fact that there is a long association between art and religion, it does n
have its oigin in religion but in the sacred. While religion forms and maintains a bond, the
sacred is forever set apart and separated; there is no connection which could be constituted a
preserved with the sacred. | n , Nmains sebapart,vato r d
a distance, and with which one forms no bound (or only a paradoxical one). It is what one
cannot touch (or onl y®Tthegimage belongsctdthewacrechandithat c

is what makes it distinct.

154
155

Nancy,The Image; The Distinc®.

Ly bl yOeé&vary imaydiRidsomedway a portrait, not that it would reproduce the traits of a person,

but in that it pulls anddraws(this is the semantic and etymological sense of the word), in treattiacts

something, an intimacy, a force. &nto extract it, it subtracts or removes it from homogeneity, it distracts it

from it, distinguishes it, detaches it and casts it fottlilem, 4.

%%1dem, 5.

Bc2NJ Ly Fylfteara 2y blydeQa O02yO0SLI 2F dcRaitdR Ay &85
158 Nancy,Thelmageg The Distinct, 1.
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The distinct for Naay is something that is separated by marks; it is both withdrawn by
a line, and marked as withdrawn with a line. The distinct marks something that belongs to

what cannot be touched, although thisisii s gi ven
given in by this di®%ven ¢hough thenimagehimdacred, étiisngte s it . 0O
sacrificial. Sacrifice belongs to religion as it involves a transgression of boundaries, whilst the

sacred maintainthe separation and ruptuie the limit. Ihnc ont r ast , the distinct

di stance of the withdrawal even whifBismaintaini
type of crossing does not create continuity: it

while also making contact: stio, confrontationtétea-téte or embrace. It is less a transport
than arapport, or relation. The distinct bounds toward the indistinct and leaps into it, but it is
not interl™nked with it.o

The double movement of the distinct creates the intimate édritee image with which
it touches the behol der. 't is through this for
but what it brings into'™3Fhehi mhgeéspdoxbmiet move
withdrawing in drawing and drawing in widrawal establishes a twofold separation. It is
through this double separation that the i mage e
i mage is a thing that is not the {t%mhimg: it di:
separation from theorld of objects is one way in which Nancy disconnects the image from a
representational model . The second separation i
from a groundfiond and it is cut out within a ground. It is pulled away and clipped ooeut
The pulling away raises it and brings it forwar
whereas the ground i t°Tais$ rhising af the image dmplassesdts s ur f ac
material quality; for Nancy the image is always materiat, i s fAt he matter of th
mass and its th'PBlkneéexnd,er pt ephimimgd asRlisting, rthe 6 s
pictorial body acquires a different ontological status from the rest of thingsthrough this
distinction that the surfacef the pictorial body acquires the potentiality ofcbming a

meaningful surfacen our case a threshold.

159
160
161
162
163
164

Idem 2.

Idem 3.

Idem

Idem 4.

Idem 2.

Idem 7.

*®1dem 12.
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Il n Ri Mastyrdrd ef Saint BartholomeyFig.2) (€.1620; Pallaicini-Rospigliosi
Palace, Rome)the flesh-coloured suiice of Saint Bartholomevis setinto a constant
movement or turning the paintingés surface ir
of Riberads use of col our wa ¥itededbRiterg Scoltgri, Be r
ed Architetti Napolitan{1742):

Thus Jsepe, matching the valiant nature of Caravaggio, chose
the naturalism and the beautiful colour of the Lombard school,
from which he created his own manner. Ittisily a wonder
[meraviglia] to see how, with hisnpastoso dense ircolour, he
madethe muscles of the human bodyn [girare] but every
small part of the bones and of the hands and Vel®th were

always finished withunmatchabledegree of diligence and

mastery:®®
According to Ded Dominici, I t iblaigogeferb e r
with theimpastotechniqué f or movi ng, or Aturningo the f

of lifelikeness®®’ De d Domi ni ci 6s sixieenthand seventeerithecentury lare
historical discourses on colour, in particular the colafumuscles as a source of lifelikeness.
Marco Boschini, in hid.e minere della pittura veneziar{d664), opens the long quotation of
Pal ma il Gi ovaneds recollection of Titian
undeniably the most excellent afi those who painted because his brush always created an
expr essi §Sixterthcehtury teeoristargued that in order for painters to achieve
an effect of lifelikeness it is capital that artistic invention, gestures, expressions, surrounding,
movement, composition, and colouring be succesfully worked together into a consistent,
harmonised whole. Ludovico Dolce, for instance, inDiglogue on PaintingorL 6 Ar gt i n
refers to movement in painting as a source of astonishment:

For it is genuingl pl easing and astonishing t

eye to see in stone or on a canvas or in wood an inanimate object

¥4/ 2aW Rdzyljdz8 DAdzASLIIS | O02LILALFYR2 FEtl FASNBITI R

scuola lombardane compose la maniera che fu sua propria; e fa veramente maraviglia il veder come col suo

impasto cosi denso di colore egli facesse girare non solamente i muscoli del corpo umano, ma eziando le parti

minute dell'ossa delle mani e de' piedi, iqualisiv@2 y2 FAYAGA O2y RAftAISYyIT I S Y

GNF yatrdA2yvie B5Q 52YAYAOAZ

¥caNI b RSGF AT SR RA aidpmtaioicafe azshsewlca@mait@ia reldtiando t@udh, see

Chapter 3.

Ba ND2 . 230KAYAQa SYyGANB ljd2dldA2y A& RA2O0dzaaSR Ay
65



which gives the appearance ofoving. (...) And again it is
necessary that every movement shaulds | remarked earlier
when speaking of inveion i discharge it§unction well*®°
The importance of movementgestures, arrangement, expressiomgs also stressed

by Gian Paolo Lomazzo in higea del Tempio detta pitturél590), where it is pointed out
that : ARThe great es ture gum leaeeas damomstraeed By gisamoveenenta  f 1 g
which painters call °Hoswevér rfdr ®gice iartdyLomazzo, theh e f i gur
successful delivery of lifelikeness meant more than artistic invention and movement; it was
also an effect of the credibles e of col our . Dol ce argued that #Aco
hues with which nature paints (for one can say as much) animate and inanimate things in
veget HfThos. & s not a passing observation on Dol
conviction,as it is repeated several times throughout his treatise. For instance, Dolce observed
that:

Certainly colouring is so important and compelling that, when

the painter produces a good imitation of the tones and softness

of flesh and the rightful charactstics of any object there may

be, he makes his paintings seem alive, to the point where only

breath is the only thing missing in thef.

On a similar note, Lomazzubserved of Titian that
The flesh has so much loveliness and grace, with its blend of
colours that it appears real and alive, and particularly the

gracefulness and tenderness that are so natural tdhim.

94+ 33a3NI RS@2t8Ss S RA aiddzLl2NBY OKS | 33N} RSG2tS S ySf @SNR:=
tela, o in legno una cosa inanimata, che par, che si mova. (.esfieno ancora, che tutte facciano bene (come
ho detto parlando dell'inventione) lufficio loro, in modo, che se uno havra a tirare un colpo di spada, il
movimento del braccio sia gagliardo, e la mano stringa il manico, nella guisa, che conviene: ecsecateyn
RAY2YaiGNAE OKS 23yA LI NGS RSt O2N1J2 asSN®BIF +tf O2Nm2Y S &S
Dolce, quoted from: RoskilQolce'sAretino, 147.
170 omazzo, guoted from: John Sherm&fannerism Baltimore, MD: Penguin, 19671.8
MeLt 02t 2NAG2 aSNBS | jdSttS GAayasSs O2y t8ldzkrtA tF bl ddzNT
FYAYFGS 3 AYlFYAYIlF GS ¢ D' MSim1llf.dz2z i SR FNRYY w2a{Aftfz
269 OSNI 2Af O2f2NA G2 S RA Fitbrg\via Imitahds badeN@tintgdla S F2NJ I = OKS
morbidezza delle carni, e la proprieta di qualunque cosa, fa parer le sue Pitture vive, e tali, che lor non
YIYyOKAY 2 | f (iDoRerquaded Bainf RoFkildlaé'® 'Arétinp153.
a9 yS8ttS QGdntlyenustke gratigdatmi qielle sue mischie e tinte, che paiono vere e vive, e
LINAYOALI £ YSYydS S aNIraasSii§ § tS GSySNBI TS OKS ylGdzNT t YSy:
Mannerism,81.

66



Thus, when speaking of colour and lifelikeness, sixteeattiury theorists refer to the
use of soft tonal contrasts, abovewhen depiting flesh and skin. In hiBialogo di pittura
(1548), Paolo Pino used the depiction of flesh and its effect of lifelikeness as the ultimate
argument for painting as the paragon of the arts:

Painting and sculpture were born together and were both
producedby human minds to the same end and for the same
purpose: to imitate and simulate natural and artificial objects.
We come much closer to such an end than sculptors, in so far as
they can only give their figures shape, which is mere being, but
we painters, bsides giving them shape and being, we adorn
them with total existence, and this means that we also simulate
the carnal body, where one notices the variety of complexions,
the eyes as distinguished from the hair and from other parts,
distinguish, that isnhot only through shape but also through
colours as they are distinguished in fifé.

As AnnSophie Lehmann observes in a recent study on the depiction of flesh and
artistic theory from the fifteenth tobthe
was to go beyond the tendency of portraying skin as monochrome in an attempt to capture it
subtle textures and nuancES.A key role is occupied here by the human body, as the
referential point for flesh colour, known aarnatura*’® According to Lehmanndiscussions
on flesh colour during the sixteenth and seventeenth centuries revolve around studio practice:
with Paolo Pino warning painters about skin looking like wood or stone, and \das#ing
artists not to use black in shaded aréa€olour theefore was an important visual element

that established the material identity of the object depicted. On the other hand, the use of fles|

el LAGGdzZNY S f 1 a Qudzholoibeldue prodoie dadiN@lettiuphaniadinodsessé T
fine e a un solo effetto, per imitar e fignere le cose naturali e artificiali, al qual fine noi s'accostiamo molto piu
perfettamente che gli statuari, imperd che lor non puono dare a una figaa ethe la forma, ch'é l'essere; ma
noi pittori, oltre la forma e I'essere, I'orniamo del ben esser integramente, e questo é ch'insieme figniamo la
forma composita di carne, ove si discerne la diversita delle complessioni, gli occhi distinti dai cdpglylakri
YSYONRAS y2y RAO2 &a2ft2 RA F2NX¥I X YI RA O2f2NAZ 0O2YS
Trattati d'arte del Cinquecento, fra manierismo e ControrifarmBari, G. Laterza, 1968P, 127128.
Translation from: Robert Klein and Henri Zerneljan Art 15001600: Sources and Documentorthwestern
University Press, 1990, 15.
An{ LR KAS [SKYlIyYyys 4CfSakiayd 2dzi (KS 62Red ¢KS a0z
theory, 1400m ¢ n n Z €-Sophje Léhgighn, Herman Roodenburg (e@oyly and Embodiment in
Netherlandish Art/Lichaam en lichamelijkheid in de nederlandse kanstlle, 2008, 82.09.
7% 1dem 89.
177Idem, 97.
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colour, orcarnatura was not restricted to the depiction of human figures seeing that Cennino
Cennini talks aboutthe incarnazionei flesh-colouredi of the paper'’® Thus, the set of
nuances and shades depicting the human figure become powerful incaunédeds that have

the ability to move and change.

However, for sixteenthand seventeenttentury art criticghe appearance of life was
still subordinated to ideas of decorum and invention; colour being just one of the pictorial
elements that established the appropriateness of decorum, together with gestures, expressions,
landscape or architectural space, amdperality in depicting théstoria. This can be observed
i n Francesco Scannelliés <criti MicrecosmmodellaCar avaggi
pitura( 1657), describes Caravaggiobs paintings as:

The work by Caravaggio is not natural, except on theslpu
superficial level because he gives it no life, it is without spirit,
grace, and appropriate expression so that one could say that
everything appears deaf.

Scannel | i suggests that the apparent l ack o
primarlyreponsi bl e for his figures appearing dead. @)
can be contrasted with Gi ov aWieide Ptiorg Sauliwri Bel | or i 0 ¢
et Architetti Modern{1672):

Sincehe [Caravaggid aspired only to the glorgf colour, so that

the incarnation, skin, blood, and natural surfaces might appear
real, he directed his eye and work solely to that end, leaving
aside all the other aspects of &ft.

Thus, by avoiding althe cosmeticandvanity in his colour, he
strenghen his hues, giving them blood and flesh again, thereby
reminding painters tonitate nature!*

Although Bellori recognised the importance of colour in portraying flesh and
endowing figures with the appearancehadf i fe,

8 1dem 92.

e 8qlrt NI RSt/ | AlastudlEzza2che/nlg pul app@ehtsiipbidicie, perche non valendo

in fatti per animarla, si ritrova priva dello spirito, gratia, e debita espressione, che si puo dire per ogni parte

Y2NI I ®¢ . St f 2NA 3 Cdjadaggio8@®. FTNBYY | A00F NRZ

%49 LISNDOKS S3ItA FALANFOE +FffQdzyaAOl f2RS RSt O02f2NBs= 4

ddzLISNFAOAS yl GdzNI £ S + ljdzSad2 az2t2 @2t3S@F AydaSyaz fQ

RSt f QI NI S d¢ om:$libdardl Chkavagdipd2.0 SR F NJ

1814 aonde costui, togliendo ogni belletto e vanita al colore, rinvigori le tinte e restitesse il sangue e
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superficial. For Bellori, Caravaggio missed what veasually essential to aiit invention,
decorum, and desigh remaining dependent only on the surfaces that presented themselves
before his eyes:

Such praise caused Caravaggio to appreciate himiselé, and

he claimed to be the only imitator of nature. Nevertheless, he

lackedinvenzione or any knowledge of the science of painting.

The moment the model was taken from under his eyes, his hand

and his mindemainedempty%?

Bel l ori t heref or e c otredtntent of cdloured swfacpstas sies r ¢
of meaningf ul effects, calling them Asupe:
only the skin pigment of a body, artists missed the internal strucfutee body, which for
him corresponded to the internal mechani sn
treatment of coloured surfaces in Bisath of the Mgini s f ar from bei ng i
paintingo6s sur f acelayers, bnelthtesholdd.i f f er ent textu

I f in Caravaggiods painting |ife and d:¢
and Mary Magdalené& one dead, the other alive, and vice vdérdan Ri ber ads p a
life and death are simultaneously effected ythc ol our ed sur face of t
and flesh of Saint Bartholomew are depicted as complex surfaces composed of many subtl
nuances, joining soft and rough, smooth and wrinkled areas. This is particularly true of his
torso, leg, and face, whicare simultaneously opaque and transparent, creating fetrica
shadows and reflection&dcd ose scrutiny reveals that i n
colour in itself, just like there is no death in itself; instead, there is a particular colour, a
nuance, or shade, unique to each area. This treatment of colour touches-bruJean Na n c y
thinkingof@ | our as fAal ways :behch tineadn each pladacél colowe,a ¢ h
| i t e¥*adcdrding to Nancy, one cannot speak of colour in gEneed or green as a
general colour; rather, any colour is local by nature, it is the empieicahique of the local
belonging to a particular pla¢&Nancyal so points out that @Al oc

of a thing, but is the result of diffient sets brelations. What colour opens up is not the

1824 t S NailfloSi il Gadavaggio non apprezzava altri che se stesso, chiamandosi egli fido, unico imitatore della
natura; contuttocio molte e le megliori parti gli mancavano, perche non erano in lui ne invenzione, ne decoro,
ne disegno, ne scienza alcuna della pitmentro tolto da gli occhi suoi il modello restavano vacui la mano e
f QAy3IS3ay2dé . St 2 Qravagljigh?li SR FNRYY |1 A006l NRZ
Bhirydes dhy t I Ay XhéBirthid BfeRehcStardBdaUBiveSiy Presk, 993, 352.
BphyOes a¢KSF ¢BOXK ytANBIZSS v (i Mutigle Ants/ Th¥ Musds Barfoéd Univérsity
Press, 2006, 191.
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quality of the thing, rather it is the act through which the presence of the thing is set forth, into
the fiworld of its various connection®¥: origins,
Accordi ngl vy, what i s at stake in Riberads use
this particular colour of flesh and skin sets into motion. The torso of the saint and his legs
shows colour turning, alternating, and moving between ggeeyyellow areas hat suggest
dead tissuand pinkredyellow areas implyin@ still living membrane (Fig.96These areas
are not stable as one changes position in the painting; one can observe that these areas acquire
a different nuance. In fact, the entire area coeed by t he saintds skin ap
effecting a threshold where areas of surface are both alive and dead. There are also transitional
areas where the skin seems to exfoliate, suggesting a body in full transformation from one
state to another. The paularity of colour depicting théigure of the saint sets into motion
concomitantly the potentiality for life and death, effected through the moving surface.
The critical detail of the painting is nonekbgs the woundRiberapainted it with
restrainechuances of reddishellow paint for flesh and skirsmall bluish linedor the veins,
theintense red spotgotrayt he dr ops of Dbl ood. Ri berads meticul
can be contrasted wi t h Ber naMadydomCai Baitl | i no 6 s a
Bartholomew (Fig.27) (1634; National Museum of Capodimonte, Napl&)Cavallino
depicted the saint seated on a marble slab with arms and legs tied for execution. On
Barthol omewods ri ght Cavallino painted hi mself
execut oner s are set at work with one proceeding t
the other one secures the ropes. On the side there is a group of bystanders watching the scene
with attention. Cavallinods useblueodkyicanlyour s i s
matched by the strength of the blood-pedch of the wound. Taking a closer look at the open
wound (Fig28) onenoticesthat it does not resemble an anatomically correct human interior,
with muscles, fibres, and veins, asonecanseeforst ance i n Riberadés paint.
wound here is depicted as a red surface, a patch of undifferentiated red paint. One cannot tell
where the uncovered muscles and veins are and where the interior of the removed skin is. One

can only see a patch t#lood red paint r enched bet ween the execution

1851 dem

For a recent study on the painting, see: Nicola SpinGsazia e tenerezza in posa : BERNARDO CAVALLINO e
il suo tempo 1614656 Ugo Bozzi2013, 29e293.
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against the saintds ar m. This patch of pa
into the wound, and therefore the painting, preseritsedf as a compact surface of pdiftt.
Cavallinobs treatment of the wound as :
from Riberads delicate colouring and det ai
painting as a threshold, one is construdi@ugh uniform paint Wile the otherthrough
nuanced local colouring. The locality of colours making up the wpuoduceshep ai nt i ng
surface into a threshold where wiers are granted access to the fact that they have no access.
What the viewer is made to see is not a singptgyression from life to death, or vice versa,
but the body of the saint turned into a living threshold of death. Both life and death appear as
impossible necessities, as limits that touch each other on the surface of the phattinget

into a contacof intimate distance

¥7Eor an interpretatiorof surfaces opaint as a patch that resist legibility and representation, see Chapter 3.
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Chapter Two: Folding Light and Darkness

Introduction

JeanBaptiste Mercier Dupaty, the Président a mortier of the Parlement de Bordeaux,
commentedinhif et t res sur | 6l énadrucigt r( ®ictr i d fe sSRiI leer 4
L o Sp a gsmpentiléstather gloomy and severe, it is true;
but it is vigorous and boldly aimed, as that of Caravaggio, to
strike with terror, and astonish the eye by contrasts, rather than
to move or flatter it bygradations and shades; Lo Spagnoletto
lavishes his light and shad®&.

Du p a bbgdivationascribesa t radi ti on of pamingsiistdedr i n ¢
foremostintermsodh strong chiaroscuro associated w
altarpeces from NaplesThe Seven Works of Merdyig.11) (1607; Pio Monte della
Misericordia, Naples) an@ihe Flagellation of ChrisfFig.31) (1607;Museo d Capodimonte,
Naples). In 1724Antonio Palomino writes that Ribefaa p pl i ed h i mdcethef a
school of Caravaggio, and reached that manner of chiaroscuro, to which he was increasingl
dedi cat e d® ewteerother ihadiberdavoided adopting a r a v achigrésaui s
unequivocally. h reality,the young artist e s ponded t o r@saurodandizegaeni o O S
ways buil ding upon the technique while expl
use of astrong chiaroscuro didot pass unnoticed at the tim@iulio Mancini wrote that
Gui do Reni At houglh Ri b edgardasation atce lrahdling diotowr t
[colorito], which for the most part follows the path of Caravaggio, but is more experimental
and bbt% der. o

This chapter focuses on Riberads handl
spirituality and surfaces in thdartyrdom of Saint Bartholomeyig.3) (€.16281630; Pitti
Palace, Florence) and tiartyrdom of Saint BartholomeFig.4) (c.16251628; Basilica

168 Dupaty, CharleMarguerite JeanBaptiste Mercier|ettres sur I'ltalie, en 178®e Senne, 1788, vol.2, p. 189;

My transhtion.
WG A FLILX AO2 Yzfaz Fffl a0dzfl RSt /FN}GFIIAZ2E § N
AQAYLINBIAYF @I 23yA IA2NY2 RA ROBga®x Myttransla@ionA y 2 X 1lj dz2 4§ SR
1% Mancini, guoted from Perez Sanchez and SpinB#zera 81.
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Cattedraled i San Nicola di Bar i, Ni cosi a) . I resi st t
mere theatrical prop that supposedly enhances t
Chiaroscuro as a technique is usually credited witlcteation of volumes and the illusion of
threedimensionality, making figures and objects appear to jump out of the picture frame, a
view grounded in the Cartesian interpretation of space, clarity, and mimesis’isstead, |
offer an interpretation thaoes beyond binary oppositions of depthiface and lightlarkness
by deploying Gilles Deleuze concept die fold'®* Del euze argues that the
perception of objects and surrounding is united ksingle, curving vigal surface that is
dependenupon motion in time!®In his bookThe Fold: Leibniz and the Baroque988),
Deleuze outlines an aesthetic of changeable curvilinear shapésrarsdin a non-Euclidean
geometric spacéhat rejectshe Cartesian thredimensional coordination of spat¥As an
alternative Deleuze proposes an understanding of spacertretcends the principle of point
positions by replacing it withesibles ur f ace i n curvilinear space. De
the world is grounded i n apeedetvedifrandhss difecentiale pt i on o
geometry. According to Leibniz, the whole universe relentlessly experiences curvilinear
changeas a result obeing compressed by an active force #radowsmatterwith a constant
curvingmovementThis conceptiorof unending movement of flat and distorted plamdisws
for an interpretation gberceptionss eventshat unfold in a single surface, or field of vision.

The unfolding of light and darknesiises distinctcharacteristics of space and surface.
Deleuze arguethat curve affectall materialsn different sizs, speeds, and vectors of forae,
process thashapesand consolidake t hem 1 nt o 0 dhkepealatosship beveemat t er . 0
folding and chiaroscuro is articulated by textured surfaces of color that bear a subtle
resemblance to the folds of fabric. For Del euze
rather to an operative functipto atrait. tend e s s | y p r §*tHoweees whileotherd s . o

are many typeof foldsi Eastern, Greek, Romanesque, étéit he Bar oqued trait tw

L Eor a study p early seventeenth century chiaroscuae a technique of depth and illusionism and its relation

G2 DIfAfS2Q4a A ydieSemibEeheteitiA"Raykne’standiiglit,Madness and Light.
Caravaggio and His Worldds. Edmunt Capon and John Spike,Galery of New South Wale2004 2832.
Y2 For the implication of the Deleuzian notion of tfwdd in art history seet A f f & = & ¢ KRabricatioN® |j dzS> ¢ Ay
The Journal of the Society of Architectural Historidnsralia and New Zealand, 17:2,-48; Mieke Bal,
QuotingCaravaggio: Contemporary Art, Preposterous Histdniversity of Chicago Press, 2001.
% peleuzeThe Fold7.
WeKS F2tt26Ay3 AYGSNLINBGLEGAZ2Y 2F 5S8f Sdzl Eabada, O2y OSLIGAZY 2F
"Deleuze's Aesthetics: Curvature and Perspectivieinculturatiord.2 (Fall 2002):
http://enculturation.net/4_2/kafala.html
*DeleuzeThe Fold3.
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turns its folds, pushing them t o®Thefoldisi ty
empl oyed by Polgaiene s ads Andwnecdocheo and
rel ati onshi ps™ Riileroaafipearsaasnttae ofotextures and complex
surfaces, rather than one of structures, illusionist tireeme nsi onal i ti es, an
I nt er pr et handgng & ilighteandadarls as a fold, draws attention to the key
role played by inflection. In th#artyrdom of Saint Bartholomey¥ig.3) (€.16281630; Pitti
Palace, Florence) the inflection between light and dark can be interpreted as staging the
paintingds sur f ac becommgofbspirittal\mevernentoThis is notita sayt u «
t hat Riberads pai nt i ngousimages ortrelics donlrstead,tthyough s u
the inflection of Il i ght and dark the sai
between parts that gives rise to a spiritual movement of becomitige Martyrdom of Saint
Bartholomew(Fig.4) (c.16251628; Basilica Cattedrale di San Nicola di Bari, Nicosia) |
suggest that Ri ber abs uoomparedofthe diving mystery, witkre d a 1
darkness resists legibility and representation. In this painting, the material obscurity of the
dark surfice espouses a simple analogy to a divine state: invisibility or visibility, presence or
absence, immanence or transcendence, precisely because its surface is staged as a mate
symptom or trait, of the divine mystery. Both paintings use the chiarosturstage their
surfaces into potentialities, or processebefomingn relation to the divine. These processes
entail movements that change the texture of their surfaces, a phenomenon that invites viewel

to reassess their spiritual lives starting fritr@ir embodied selves.

Moving Surfaces

Ri b e Mat@grdom of Saint BartholomeWfig.3) (c.16281630; Pitti Palace, Florence),
confronts viewers with a forceff working of light and dark Among a restless crowd of
bystanders and exaiioners lurking inlte dark the figure of Saint Bartholomew stagedn
the intensive light as thésual climax of the painting. Thenoment when light and dadome
into contact with each oth&rmost visibleon, though not restricted, to the figure of the saint
can be interpreted as moments of inflection onsiinéace of the painting. These inflections
produce movements that stage the potentiality of the surface into an ewenting from one

value to anoter. The interse shifts between light and datkeate areas that challenge the

1% 1dem.

Yot s 4904 nConibelling\dsiiakitg tihe Warké of Art In and Out of Hiseaty.Claire Farago
and Robert ZwijnenbergUniversity of Minnesota Press, 2003 19.
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organic coherency of bodies and surfaces, fragmenting them into apparent unrelated
fragments. The relationship between these fragments is one of costimmeement and
reconfiguation, shapinghe potentiality of themoving surface into an event of continuous
pendulating between knowing and-kimowing
To contrastRi ber ads wuse of chiaroscuro it iI's usef.
approach to light and dark, especiadliithe tension between pictorial surfaces and the so
calledrilievo effect. Rilievo is the relief effect created by the strong juxtaposition of light and
darkness, and credited dugithe sixteenth and seventeen#ntury with a powerful effect of
lifelikenessas well aspowerful sense of volume in modelling threémensionalobjects,
particularly the human body. The earliest description of Caravaggio use of chiaroscuro
appears in Giulidancinio €onsiderazioni sulla pittur&l621):
That these | iving painters [ Caravaggiobs
into four categories or classes, or better schools, one of which is
that of Caravaggio, which had a wide following and was taken
up with vigor and knowledge byBartolomeo Manfredi
Spagnolettp Francesco also calle€Cecco del Caravaggio
Spadarino Giacomo Gallj, and partially byCarlo [Saraceni]
Veneziano A characteristic of this school is lighting from one
source only, which beams down without reflections, as would
occur in a very dark roomvith one window and the walls
painted black, and thus with the light very strong and the
shadows very deep, they give powerful relief to the painting, but
in an unnatural way, something that was never thought or done
before by any other painter like Raphagtian, Correggio, or
others'®
Manci ni di scusses Caravaggiods use of chiaro:
out that the strong contrast between light and darkness achieves an efibevmfthat is

wholly fAunnat-natuelist ®. t Marnciimi hsoncondemnati on der.

%8 6Che questi (pittori) viventi si reducono a quattro ordini o classerovogliam dire scholaina delle quali e

quella del Caravagio, assai seguita, caminando per essa con fine, diligentia e sapere Bartolomeo Manfredi, lo

Spagnoletto, Francesco ditto Cecco del Caravagio, lo Spadarino et in parte Carlo Venetiano. Ryogsia di

a0K2tF S RA fdzyYS33IAlF NI O2y fdzvYS dzyAid2 OKS @GSy3aIKA RQIt (NP

FSYySaidiNr O2y S LINARSGS O2ft2NAGS RA ySaNrR:I OKS 02aArAz KI@S$:

vengono a dar rilievo alla pittay ma pero con modo non naturale, ne fatto, ne pensato da altro secolo o pittori

LlJdzA | YGAOKAZ O2YS wl FFI St 2 guotedirankHibfa2dTaravaghipBbE I A 2 S | £ G NK ®¢
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t hat Caravaggi oo0s chiaroscuro subverts
appropriatenessalues thanot onlyguided the art of Raphael, Titian and Corregdiot are
also responsible for endowingiptings with a naturalistic effectDecades later, Giovanni
Pietro Bellori in his Vite de'Pittori, Scultori et ArchitettiModerni (1672) describes
Caravaggiods use of chiaroscuro the foll ow

But Caravaggio [ é] was becoming mot

becaise the coloration he was introducing was not as sweet and

delicate as before, but became boldly dark and black, which he

used abundantly to give relief to the forms. He went so far in his

style that he never showed any of his figures in open daylight,

but instead found a way to place them in the darkness of a

closed room, placing a lamp high so that the light would fall

straight down, revealing the principal parts of the body and

leaving the rest in the shadows so as to produce a powerful

contrast of lighand dark:*°

Caravaggi od6s chi esadicalf @enelooks abspxtpeathentsry attistic |y

practice and theoretical discourse mlievo. Lodovico Dolce for instance, in hiDialogo
della Pittura (1557)affirms thatrilievo should be achieved through subtle gradations rather
than strong contrasts:

Now the blending of colours needs to be diffused and united in

such a way that it is naturalistic, and that nothifigrals the

gaze such as contolines, which should be avoide$ince

nature does not produce them), and blackness, a term | use for

harsh and unintegrated shadows. These lights and darks, when

they are laid out with judgement and skill, make the figures

rounded, and give them the relief which is needed; whereas

Wgal Af / N} @EIIAZ2E OKS O2 adpatbathiamatd fatevasd Soyfi yidhto pik | G d:
y2i2 LISNI f2 O02f2NAG2 OKQS3ItA FyRIEGE AYGNRRdZOSYR2:

2aO0dzNA 3+ 3T AFNRAYS aSNWSyR2aA | aal A RSfestys8d\idoldS NI R I
2LISNI NB>x OKS y2y TFFO0S@F YIA dzaOANB FffQlF LISNIi2 RSt

SYGNR f QFNAIF ONHzyl RQdzyl O YSNIY NAYOKAdzal X LIAIEALY
principale del corpo, &€ F aOA I yR2 Af NAYIYySydS Ay 2YON} + FAYS RA
Bellori, quoted from: Hibbardzaravaggio 364.
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figures which are devoid of this projection look painted, as you
rightly say, since their surface remains ff4t.
Underlying these accounts of Carawayggi o0s fihe
of thinking grounded in an opposition of binaries, such as @ieigtside, depth/surface,
light/darkness. Following the paradigm estalfise d by Caravaggi,00s cont e
chiaroscurois usually interpretecis a technique of creat volume and illusionary three
dimensionakpace. Some of the scholarship on chiar@spicked up on thisdea, developing

itincreativedi ver gi ng ways. Louis Marin disombissed what
maki ng Vvi ewelrlsadkodo ks pancteo, ;a wihi ch the writer iden
or a tomb like spac€*Mar i n6s interpretation of Caravaggio
Cartesianidea of atriple-axis coordinatd space and stands in stark contr

interest in complex, textured surfac&sr Marin, despite being a contradiction in terms, the
black space depicted iinsuct asluithaBghepadnmg Holofprrees nt i ng s
(Fig.19 (15981599; Galleria Nazionale d'Arte Antica at Palazzo Barberini, Rprhe
resembles a closed cube, without a window opening it up to the world. Thus, the spate with
the frame is a dense and full surface of infinitely dense vollme. Mar i nds aown wor ds
black painting is a represented space that expels the objects the painter wanted to include,
forcing them outside of t#AccopdmgtoMarimthseamd beyond
be achieved by a beam of light projected from outside of the pictorial space, running parallel
to its surface that dwil]l i nstantaneously extr ac
fragments remain caught up in tbempact texture of the surface, but they also move forward
in front of it, doing so aliNbhetmeltesstrbngMar
view, the movement of the objects and figures placed within light does not make the black
ground ecede; on the contrarhethick solid mass of blachll the more extends forwafd’

Thomas Puttfarken, on the other hand, provi

chiaroscuro in relation to pictorial composition that bears greatly on the idea of spiritual

2 ¢0Ora bisogna che la mescolanza de' colori sia sfumata & unita di modo, che rappresenti il naturale, e non

resti casa, che offenda gliocchi: come sono le lineeadeitorni, le quali si debbono fuggire (che la Natura non
Fro S f1 ySaANBITFE OKQA2 RAO2 RSttt 2YONB FTASNB S RAadzyyAlGS:
tondereggiar la figure e danno lorbrilievo che si ricerca; delqual rilevo le figure, che sono prive, paiono, come
0SY RAOS&aGSsE RALAYGSST LISNDA2OKS NS a iDblce's AretitptatJSNF A OAS LA y i
21 _ouis MarinTo Destroy PaintindJniversity of Chicago Pesl995, 160. For a discussion on the relationship
0SGpSSYy LIAYyGAY3a YR G2Y0ZX aSSY al NAyQa haaleé a¢KS ¢2Yo0 2
RepresentationStanford University Press, 2001, 2Z8%.
2 1dem 162.
2% |dem.
2% 1dem
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animation of painting§°Whiledi scussing the rel at fesipesandi p
their effect of lifelikeness, Putf ar k en ar g u e was hadtthinkingdbépaiatimgaog g i ¢
a surface or behind a picture plane. He was painting figures to be seen as present in the wor
of the viewer®® Thus, according to Puttfarken, @aaggio sought to endow his figures with

a sense of figural presence througlevo and difelikenes® to the point where the figas

lack only breath and puls&his gives the impression that things and bodies depicted in the
picture are somehow continu® with thefiworld of the viewem tying the contents of the
painting to a world which Puttfarkererceivesas a stable placd’

Di scussi ng Car aThalgsgiratod o Samti Mathe(pid.2€) ¢1602;
Contarelli Chapel, San Luigi dei FrancdRome), Rt t f ar ken ar gactsbkked hat
foil against which the figures of the saint and his angel are picked out by a realistically
i nexplicable bright 1ight. [ €] there i s nt
the figures a different from the real world of the viewkea badly lit sidechapel on the north
side of S. Luigi®®®® Indeed one can observe that Caravaggio portrays the stool on which the
saint is kneeling as on the verge of tumbling out of the painimg the altgsiece. In relation
t o Car aThakngmbménsof Chriftig.30) (16021603; Pinacoteca Vaticana, Vatican
City) Puttfarken argues that the figubedievo anddifelikenes®make them appear to occupy
the space in front of the pictorial surface. Asgu, t he deposition of (
becomes a lowering onto the altarpiece itseffere hisbodytransforms intcoly host*®®

I n contrast wi t h Mar i n and Puttfar ken
chiaroscuro in relation with the construc
different approach in th&lagellation of Christ(Fig.31) (1607; Museo di Capodinmte,
Naple3.?*° Caravaggio uses darkness here to completely envelop the surrounding of the scene
except for the immediate foreground where darkness dissipates into an opening within the
pictureds space. Il t i s tr uefairly shalow, dr stamydike, e ¢ e
but i1t is nonetheless there, opening withi
out of the painting, but contains them firmly within the painting. This effect is further

reinforced by the figure of the kn&®lj executioner, whose head and partially obscured body

% Thomas PuttfarkenThe Discovery of Pictorial Composition: Theories of Visual Order in Painting 30400

Yale University Pres2000.

?%|dem 148.

T 1dem 123.

% 1dem 149.

% 1dem150.

210Spike,CaravaggiolQZ; EberSchifferer Caravaggio 202208; Schiitze Caravaggip 192193.
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iI's projected onto Christos figure, thus pulling
distinction between the pictorial fiction and the beholder.
This fictitious extension of space, eitheside or outside of the picture frame, gives

rise to a state of tension on the paintingébs sul
theriievoef f ect evoked by critics and Caravaggiood0s e
point of view ispr oduced. I n Bell ori6s account of Car av:
anxiety when he refers to the artistods depiction

It has beensaid that Caravaggio, admonishedr not

understanding either planes or perspective, placed the figures in

sucha position that they appear to be seen from sharply below,

so as to vie with the most difficult foreshorteniiys.

[Caravaggio] colaed all his figureswithin a single light and on

one plane without any diminutidh?

Wh a't Bel |l or i points out here i s Caravaggi oo0s

planes based on perspective, arguing that his figures appear to occupy the same narrow space
of the foreground. This led critics, such as Mancini, to accuse Caravdggoknowing how
to creatastoriai the spatiatemporal unfolding of events in a credible succession. Bellori and
Mancinids criticisms spring from what they per
peculiar fAephemer al 0 B eaxpaigneeloftremworld mthee thanthe t he ar
permanent idea or theory thas supposed to govetine arts. In a study on Caravaggio and
Arealism, 0 Charles Dempsey argues that the arti.
related to his interpretatio of naturalism and the production of pictorial surfatts.
According to Dempseythe discrepancy between Venetian artisfgarticularly Titiani and
Caravaggi ods appr oach gtwdis nbtlrcanfineduo ah appasition 6f t he pali
idealist to natralist styles in the seicento, but revolved around alternative naturalist
manner ?** Dempsey distinguishes between the Venetian rough, loose brushstrokes,
otherwise known amacchiai which he callsnacularor maculatedstylei and Car avaggi o006s

polished,mirror-like surfaced which he namesspeculari arguing that the difference lies in

Oc >

Mas5A08aA OKS Af /NI @gF3IA3IAzy aSYyiSyR2&A o0AFAAYINB RA yz2y
O2tt20FyR2 tfA O2NLIA Ay @SRdzil RFf &a2002 Ay adz OKS @2ftfS
Hibbard, Caravaggio 374.
2 yoloriva tutte le sue figure ad un lume, e sopra un piano, senza digrélarle S t 2NA L ljdz2GSR FTNRYY | A
Caravaggio 364.
B KENI Sa 58yLaSes 4/ FNYGFIIA2 YR (KS ¢CGadvadgib G dzNF f A2GAO {
Realism, Rebellion, Receptien. Genevive Warwick, University of Delaware Press, 20610®@1
M5SyLiasSes a/ N} @gEIIAZ2 YR hK® ¢62 bl GdNIfAAGAO {Gef Sa

80



their relationship which was perceived to be reality and fiitthile the Venetian and in
Dempseyds argument al sAonib&eoCGhrracginseugleto expressthet s |,
verosimile that which could be taken as possible and probably true, Caravaggio as an
alternative rejected the ideal naturalism in favour of \ikeo (true), the raw, experiential
quotidian that lay before his eyé% By doing this, Caravaggio was accused by his
contemporaries of stripping painting of arart understood as grounded in the ideal. Indeed, it

is within this context that Poussin famously complained that Caravaggio came into this world
to destroy painting'’'Demp s ey s ugge st smatehofrealityCagolanic,angt grilyo |
as a matter of style, but also as a matter of interpretéffBithis was achieed by creating

pai nt i ndgrive frorh the undertain and mutable perceptiohsn individual human
psycéandnodfromtheida of a wor | d pdrmanént diinel\dendowed t h
principles regulating the natural univek$e’ Therefore,C a r a v s mpwiralisnd stems from

his own fragmented view of the world rather than tidea an approach thdavours the
depiction of surfaces as the place of phenomenological experience. This doesamot
however that Car av aggipbades as phis iisrfar fromgradt. dags p e a
however entail a new mode of constructing pictorial space, one that is not dependent upotr

binaries such asleal/nature, ideal/timelepth/surfaceor inside/outside, but gmoint of view

Distinction without separability

In contrast to Caravaggo 6 s ¢ h Ra b etseatdiligit and dark in hisMartyrdom of
Saint BartholomewFig.3) (c.16281630; Pitti Palace, Florence) as anlaofion that entails
movemens, or a set of vibrationghrough the inflectionthe surfacef the paintingoecones a
dynamic place oimovement Ribera managed to bypass the antagonism between light and
dark by treating the relationship between tlve as a curve or inflection onto the surface of
the painting. Thetreatment of light and darkn this instanceovercoms this binary by

confronting viewers with a sharp modulation of the two elements folding on the surface of the

1 258SPSNE Al aKzdzA R 68 y2GSR GKFdG /FN}@GF3I3IA204a LI
acknowledgesin this article ¢ they vary from thepolished surfaces of his earligraintings to the loose
brushstrokes of his later works. This aspefc€Caravaggi0 & 6 2 NJ| 6 A f {Chapt& 4Fonithe UamtianS R A
approach of loose brushstrokes, in particutah (i pittuya@idmachiasee @apters 3 and 4
®Dempseys / F NI} GF 3342 +FyR (KS83.¢62 bl dNFfAZGAO {G&f Sa
Ma{2YS LIS2LI) $2 ORIAS REJMSRAKVKE OSNE  NHzA v | dubtedffom2 T LI+ A
Marin, To Destroy PaintindJniversity of Chicago Press, 19847  d&sih éualzBnot bear Caravaggio and said
GKIFd KS KIR 02YS AyilG2 GKS Ax@édiden dgugtedih NIRiS, N3 DétroyR S a (i N2
Painting 99.
Dempseyd / F NI @ 33A2 | yR (GKS583¢62 bl ildNIfAAGAO {Géf Sa
| dem.
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painting. The paintingbdés chiaroscuro is worked
and light. On the righbandside of the canvas, just behind the figure of the saint, darkness is
opague and almost impenetrable, while the left side is worked in brown nuances. Between
these two sides stanfisar t hol o me wé s ds mangem ef mteresel lightt forching
distinct curves on the surfaceFor instance, the torso of the saint shines in the light that
reaches its climax on his chest, while his side and back are made ledgilthe dense
darkness (Fig.32 This relationshipgproduces vibrationsn the surfaceof the paiting that
engagesviewers in a spiritual process of contemplation andnmarnation. The relationship
between light and dark brings to the fore the problem of the union of body and soul, and the
spiritual involvement of the viewers in a material worldateel by God.
In order to approach the issuelight and dark aslarity and obscuty without turning

to an oppositional modewhile at the same time avoiding a blending of the two into a
unifying wholeby preserving thie distinctiveness) turnto Gil es Del euzeds concept
fold. D e | e ucaneeptsalizatiorof the baroque fold has at its ¢ena world of material
fabric, made up of smadlubdivisionscalledmonad. The connection between monads creates
the generatexturologyof the world. For Deleuze, the monad is the smallest unit of a body,
although it can also be an entire bé®By way of Lei bnizéds ontology,
De s c ar t-boslydodualismrbyl arguing thatl@ody i or objecti is made of organically
cohering ad curving partsrather tharseparable extremeBeleuze compares the monads to a
Baroque house, an association that has at its centre a new conception of bodies. Deleuze
brings light and dark into his explanation, stressing their lack of oppositiomgergreting
the relationship between the two as a resonance unfdiéimgeerthe two levels of a house.

The Baroque is inseparable from a new regime of light and

color. To begin, we can consider light and shadows as 1 and 0,

as the two levels of the workkparated by a thin line of waters:

the Happy and the Dammed. An opposition is no longer in

question. If we move into the upper level, in a room with neither

door nor window, we can observe that it is already very dark, in

fact almost decorated inblack,f us cum sdbni grum. 6

Deleuzecompareghe dark n paintings with the upper levef the baroque house. The

allegory of a twestory house allows Deleuze differentiate between two types of folds that

*peleuzeThe Fold121123.
221 Deleuze TheFold, 35.
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move in parallel toward infinity, thereby suggestthgt infinity is composed of two stages, or
fl opeass o6f mat foldsrindsoul’?f the loweefloof of he house has windows
and a dooi a modelcorresponding to the five senseso everything from the outside can be
experiencd inside. Theground floor is open to the outside (exteriorigy)d functions asa
space of coming together and exchange.dnishisfloor thatmatter is amassed and organized
according to the second type of folds. An opening leads us to the uppe(itfi@oiority)
where there are no windows or doors, just a dark room decorated with stretched canva:
diversified by folds. This is the place where the reasonable souls dvsethe floor inhabited
by theincorporealaspect of subjectivityThe second floor is nottally enclosed but either
compl etely open, i tthabhalosy foltlse domwer levelitotintetaet with hes n i
upper level through vibrations or oscillaticif&The pleats of matter envelop the levels and
the souls in the upper floor; soulsat spring into action at the activity of matt€éherefore
the soul suddenly begirte movewhen matter triggers vibration into the lower level; just like
in a body,the activity ofthe soul is a representation of what is happening in the organs. The
relationship between the two aspectaterial and immateridl is one of foldingpreserving
their distinct nature while retaining a fundameiméimacy and inseparability

This interpretation allowed Leibniz to overcome the distinction between mind and
body, putting forward the idea of the two as resonating together in -@stabklished
harmony?**L ei bni z6s destatlishéd rharmongffers par cgiginal, nondualist
explanation tahe problem of theelationship betweemind and bodyL eibniz conceives the
body and soul as two dependent substances, or thihgsing the ability to act on their own,
although set in a harmonious relationsbipsynchronization, agreement, and accdrdese
substances are regulated and depenhdipon God as theeator ofthe best of all possible
worlds. God is the cause of the correspondence between these two substanceibnia
writes in his Discourse on Metaphysicé 1 6 8 i )s :veryfitrue that the perception or
expressions of all substances mutually cowaspin such a way that each one, carefully
following certain reasons or laws it has observed, coincides with others doing th&Same

This correspondence between substaiices body and sodil is solved by Leibniz through

222

Idem.
“BpeleuzeThe Fold4-5.
22C2 NI Ot SENIFYR O2yOAasS +002dzyd 2F [ SAo0yAl Qa LIKAC

see:Mark Kulstadand LaurenceCatin "Leibniz's Philosophy of MindThe Stanford Encyclopedia of Philosophy
(Winter 2013 Edition), ed. Edward Kaltg URL = <http://plato.stanford.edu/archives/win2013/entries/leibniz
mind/>.
*%5 Gottfried Wilhelm LeibnizPhilosophical Essagydackett Publishing Compan}Q89, 47.
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the concept of the prestablise d har mony t hawo clbcksnoc wdtches n | i ke O
perfect agreement® This can occur, according to Leibniz, by having themgrammed so
perfectly that they will constantly be perfectharmony God created the world so flawlessly
that bodiesare set to act of themselvest exactly the moment the soul has appropriate
thought,and in turnthe soulhas this thought only in compliance with the previous states of the
body?’ Thus, in Leibnizés theory, the substances of
each other, but are programmed by God to act concomitantly in perfect, divinely ordained
harmony. Therefore, Leibniz managed to preserve the independence and disthdtoay
and souli something which he observed and could not demyhile overcoming a dualist
model; a model where the mind or soul is usually regarded as the only true substance, while
the body is downgraded to a thing lacking in substantial Gffity.
Lei bni z6s idea stand®fRendhessthatlescomnmnind & st ntwial

conception ofmind and body. Descartes arguiedhis treatisedDiscourse on the Method

(1637) andMeditation on First Philosophy1641) that because the mind is a nonphysical
thing it must besubstantiallydifferent from the o d vy , which is a physical t !
space, 0 e natomsrpnaliarsoichremistgf>’ In contrast to the body, the mind is an
immaterial thing that does not possess a precise location, and canseeér or touched®

Even though the body and mind are ontologically two completislyndt things, Descartes
arguedthat they are set in @asualrelationship to one another, where the body is stripped of

any independence, being completely dependent tiponwishes of the mind. For Descartes

the mind is the total essence of human beings, while the body does not partake to this essence;
a conclusion he reached through his method of detthtthe famous dream argument ahd
hypothesis of an evil demdnt During his meditations, Descartes imagifegmself without a

body, but not without a minitl the mind being his ultimate case for knowing that he exists.
ThisleadDescartes to assert that true knowledge came only from pure reason exercised by the

mind, and not through the senses, or empiricism which he deemed unreliable.

2% 1dem 147.
2T 1dem, 84.
#Kulstad and CarlitLeibniz's Philosophy of Mind."
Zjlan Ravenscroft, KAf 232 LIK& 27F a A yOxfgrd UniversiyPkegsy28@Da DdzA RS

Idem
BIC2NI I NBOSYy(d O2YLINBKSyaAagsS aitdRe 2y DessanestMethad) YSGK2R 2F
of Doubt Princgon University Pres2003
282 Lan dOnceive of myself as lacking a brain, But | cannot conceive of myself as lacking a mind. If I try to doubt
that | have a mind, | will discover myself with thoughts like 'l doubt | have a mind', and so much admit that |
have a mind; for the activityofR2 dzo 6 Ay 3 A& YSy Gl f & | SyOSDeschdesay | YR YAYR Ydzi
quoted from:George GrahanRhilosophy of Mind: An IntroductipBlackwell Publishers, 200951
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For DeleuzeDescartesod teo r bel ivieeweal tdibtmcion béteen
parts ent aili meanth@g thad light amndl dark, yrganic and inorganic, and most
notably mhd and body sbuld be considered as separ#iings.?*®* On the othe hand,
conf or mi ng two partdoé rieddyndistingt mdtter can be inseparable, as shown not
only by the action of surrounding forces that determine the curvilinear movement of a body
but also by the pressure of surrounding forces that determine its hardness (coherence
cohesion) or the inseparability of its paits! Thus, for Deleuze, the fold is a concept that
circumventsinaries, absolutes, and hierarchies. Even though therepismacy given to one
or the other as well as there is no inside or outside, these elements retain their distinctivenes
Just like the two floors of théaroque house, between daakd light there is a sharp
distinction to be made, although this distinotis not one of complete separation as the two

floors interact with each other and are continuous through vibrations or oscillations as folds.

Broken folds z Broken body

The relationship between continuity of folds and corporeal fragmentegiorbeobservedn
Francisco de ZurbarénsThe Martyrdom ofSaint Serapion(Fig.33) (1628; Wadsworth
Atheneum, Hartforfl The painting shes the martyrdom of the Englidhorn Mercedarian

Friar Peter Serapion, who was captured by English pirates in ScotlandQnti2# by the
hands and feet to two wooden poles, beaten, dismembered, and disemboweled. Finally, hi
neck was partially severed, |l eaving it to
painting shows the moments after #aecution when the hehof the saint rests between his
shoulder blades with his hands still bound. Although the form of martyrdom suffered by
Serapion is a particularly gruesome one, Zurbaran conspicuously chose not to depict it. As
substitute, the viewer is confronted withet sumptuous white, untarnished habit of the
Mercedarian friarset alongside thdark background. The closg view of the scene coupled

with the elimination of other participants gives the painting a sense of quiet grandeur and
isolated monumentality. lis this effect that spurred art historians to interpret the painting
through an illusionistic lens, comparing it with seventeamsthtury Spanish polychrome

sculpture?®

% DeleuzeTheFold, 56.
4 1dem 6.
2 For instance, in the catalogue entry of tAarbaran exhibition held in New York City in 1988, thetpay is
described as beingepresented realistically, with an almost illusionistianner. See: Jeannine Baticlkd e
Zurbaran Metropolitan Museum of Art, 1987, 16004,
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Within this framework, darkness is to be interpreted as a receding background creating
relievo, giving the figure a sense of sculptural thd@@ensionality. Xavier Brayrgues that
Zur batheSm st i scul pt u depittedSaint Serapiorastasgrikisg, ewampleof
t he Spani sh ppeoduaeg cculpturewthat was exdeptionally painterly, and
paintings that were remarkably sculptud@ However, in a move that shatters the fictitious
depths of the paintingods bdeaarrki nlga czZkugrrboaurn8dn,6 sa sp ige
pinned to the dark surface. This pinned piece of paper not only makes viewers aware of
darkness as surface, but also comments on the nature of representation by challenging it
through a detail of pictorial setkflexivity.?*” Once the idea of pictorial depth through
darkness i1 s undermined, the paintingds chiarosc
acts as an inflection within darkness that allows the event of the painting to také plaze
move reminiscentof Rbbr ads handl i ng Maftyrderhof SaintBartbalomew i n hi s
(Fig.3) (€.16281630; Pitti Palace, Florence). Darkness and light here are folds unfolding on
the surface of the painting, bringing the viewer closer to the white habit of the friar. The
binary of deptksurface is also challenged by the habit of the friar; the dwegen folds echo
the violence of the broken, fragmented body that supposedly lies hidden beneath. Through this
move depth is eliminated as the painting presents itself as a depthless surface.

Serapionds sumptuous f ol dshelpantiny, enfdideng vi ewer o
him/her into the event ofhe mar t yr d om. Buapamggoaesr ehadeéer ifing
drapery and the manner in which light and shadow falls on its deep foldsus @&e forceof
painting, endowing the figure with a physicalitydagrandeur that belie his broken bady?

However, i nstead of treating the white habit a
martyrdom, | am arguing that it is precisely the deep folds of the drapery that show the broken,

fragmented body of the sairitherefore, the folds of the habit not only show that the binary of

depth/surface in the painting is superfluduas the painting is constructed as a-selare

surfacei it also folds the viewer directly onto the fragmented surface of habit. The

fragmentéion of the habit through complicated, deep folds does not entail a separability of the

parts, instead it signals a fragmentation within a continuous surface unfolding on the painting.

Therefore, the point of view of the beholder is formed on the surfa¢keofolds as the

2% Bray, The Sacred Mad@ea) 191.
87 0On painting and seiwareness, see: StoichitBheSelfAware Image: An Insight into Early Modern Meta
Painting Cambridge University Press, 1996.
238 Bray,The Sacreade Regl192.
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fragmented body and skin of the saint, creating a relationship of folding between subject anc

object.

FRAGMENTELYET INSEPARABLE FART

If Zurbard® sconceived the folding relationship defining the fragmentation of Saint
Serapionds body through t dnehe ébthed hdnsl, prodlemdasz s v
corporeal fragmentation and folding through the inflection between light andBlat&king a
closer look atthe surface of the painting, one can observe that the figure of Saint Bartholomew
is fragmented by sharp inflectisbetweerlight and darkThe viewercan seenly some parts
of t h ebody suchhas bischestade and right legyhile therest is simply missing, or
not there.Fragmentedoy dar knes s, Bart hol omestdnsd righe f t
upper leg, appeatisjoinedfrom the body; the transitidnom light to darkness appear as sharp
moments ofnflection, curves that movend modulate the surface of the saint into a different
bodily conception. This is body composed of distinct parts that remain inseparable, a body
that is simultaneously hard and fluid: a body as a foleese areas of the painting shown in
light, such aghe faces and hands of the executioners, the chaotic crowd of bystanders, the
white cloth and marble head, are presented ascabarentassemblages, intended to fracture
apparent realvorld continaties andproduce associations across the surface of aiaipg.
Theserelationshipsare assembled infeacturedspatictemporal fold that challenges the idea
of painting asa unitary and coherent surface

A point of contrast toRi ber ads fragment ait $ orCaoév aBg
handling of chiaroscuro in hislartyrdom of Saint MattheyFig.34) (15991600; Contarelli
Chapel, San Luigi dei Francesi, Romd)dd Olson argues that Caravaggio usdle
chiaroscurain relation to the figures depicted fop r o the streageness of a gaping hole
where flesh belongs. If the light raking a body abruptly leaves a part of its continuous surface
in complete darkness, the effect is one of corrosion, self annihilation. Light and shadow create
relief but if a body is severelydivie d by | umi nosi ty a’Hor@lgpraci t
Caravaggi ods chiaroscuro creates surfaces

adhereo and visible body *pTais interpreiafion challenges ¢

?0lson,Caravaggio's Pitiful ReliEs T p ® { $ S Pitiffl Reficy: Cardvaggos Martyrdom of St.
al G i KRegréséntationsvol. 77, No. 1, 2002, 1a22.
240
Idem
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Al bertildess pofi ncomposition as well as the idea o

Athe seemingly accident al i1l umination of object
doubt regarding the i nt #4gdhis dtrategyais idterppetedss ence o f
Aforeshadowingo or anti ci p aragmangtioWatthe bepsed s | mp e n (
of relic fragmentation as mar tyr . Ol son interprets Caravaggi

the late sixteentleentury catholic martyrs in protestant countiiesuch asBritain i and the
spread oféonoclasnf*?
As the pictorial structure disintegrates in tidartyrdom
Matt hewds corporeal i ntegrity i s threate
becomes imbricated in an iconoclastic gesture. In order to
defend the status of the mabus images, there is paradoxically a
close identification between the martyrdom and the violation of
the pictorial uni ty. The picture [ é] stag
and flirts with iconoclasm. Indeed, iconoclasm was constitutive
of Caravaggra®@®® painting
Thus, f or Ol suserofcHiaescary isupgestivedl the late sixteenth
and early sevenemthcentury religious turmoili nt er pr et i ng it Awithin a v

culture preoccupied with t#%e destruction of sain

I n contrast, the fragmentation of Barthol omev
severability and disconnected incoherency of tbdyb but a body made of distinct surfaces
held together throughw h a t Del euze a nodsistéhoys’t b ather woals | | f
Ri berads fragmentation of Barthol omewdés body is

0 c o n s i that loldstogether het®geneougarts Thus the inflection between light and
dark in Riberadés pai thatiencapsulatgs hetta thes moegementaof pr oces s
fragmentation and harmony, folding and unfolding. As Deleuze argues

The unfold: clearly this is not the contraoy the fold, nor its

effacement, but the continuation or the extension of its act, the

condition of its manifestation. When the fold ceases being

repr esented i n or deaprdcess, inaat,thene a fimet hod, 0O

211dem.

2 |1dem, 76:88.

*®1dem 85.

244 1dem, 76.

*5see Chapter One on consistency and the assemblage.
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unfold becomes the result of the act thagxpressed exactly in
this fashion?*°
This relationship between folding and unfolding is perhaps most vigibléhe

inflection of light. Thisismade appar ent ibgtheRsiromgeshadt ofdightphati n t
illuminates the central surface of theimgang occupied by thdragmented body ofaint
Bartholomew.Although some body parts are not visible, the texture of the surface is at its
most visible at the moment of inflectionthe curving point that stages the opaque spots as
organic surfaces, di st i n ctexturglegy Thas, tip iafledtion o f
between light and darkness brings into question the notion of what is perceptible and
imperceptible in painting. Inflection is the point where light andpdeeptibleare drawn out
from what Lei bnibac k@i d wnuditdde orwhad & rsken ashe
imperceptiblé*’l n Del euzedés words, baroque paintin
with the help of strong chiaroscuro:

This is a Baroque contribution: in place of the white chalk or

plaster that primes the canvas, Tintorettal Caravaggio used a

dark redbrown background on which they placed the thickest

shadows, and pamdirectly by shading towards the shadows.

The painting is transformed. Things jump out of the background,

colors spring from the common base that attestieir obscure

nature, figures are defined by their covering more than their

contours. Yet this is not in opposition to light; to the contrary, it

is by virtue of the new regime of light?

This is an ongoing ont ol ogiscuaty angendlesstys s

is plunging back into it. Thus the Cartesian map of darkhetarity i confusioni distinction
is redrawn with an entirely *hgwbrinys thesiorimg a |
of the painting into focud. n R i paietingatlie pictorial composition resulting from the use
of the modulatiordarkness light i darknesss that of an inflection that creates movemeamt
its surface.According to Deleuzeiia f | exi bl e or an el astic b

form afold, such that they are not separated into parts of parts but are rather divided to infinity

% peleuzeThe Folg40.
4T1dem, 36.
248 1dem, 35.
491 dem, 102
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in smaller and smaller folds that always retain a cexatmesiony*° This body forms what
Deleuze calls gexturologyi a philosophical and artistic conceptimnwhich matter is clothes
in a sense that it is an envelope fabric, of texttifBor Deleuzetexturologyis a site where
the subjectbés point of view is formed in relatdi
structure endowgewith an organicabric 6 Thus, thebodyof the saintan be conceived as a
fragmented surface defined by inflection and surface movement, or vibration

Ri b e treattment oflight and darknes a n be seen as anal ogous
conceptualization of theonad?® The maad involves a clear region, a place of perception,
with everything outside of this region making up the larger dark background: the
imperceptible. Describing the interior of the mond&kleuzerefers toBernard Cache s
definition of the point of inflectio, arguing thatit s t he force of the fold,
genetic elementohte v ari abl e curvefiohe fplde OEYdmt afcttwlmeé i
the point, or of the %For Deleazé, jnfleitiohdsaterindipe par exce
condition or avirtuality that exists only in the monad that encbgeandis connected to the
plastic pointfold.?>*In other words, inflection is point that changethe directionof alined s
trajectory; it isa point of turningof difference

Therefore, Ri berads handling of infl ection o
different from that of Caravaggio. If Caravaggio depicts the fragmentation of the body in his
Martyrdom of Saint Matthevas a complete rupture and self annihilation, wiaaEekness
entails a complete severability of the parts, Ribera, in contrast, uses inflection between light
and dark to fragment the body while retaining its consistency in the gémerablogyof the
surface. I n ot her wor desbpdy & iS&int Baslwlsmew doasgnoie nt at i on
entail a complete severability of the parts, but constructs a body made of complex surfaces
brought into close proximity to one another. The inflection between light and dark creates new
types of associations betweertdregeneous parts or surfaces holding them together into the

texturologyof the fold.
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Idem 6.

Bruno,Surface 48.

*2peleuzeThe Fold131.

P SAoyAT Qa Yzald Flryz2dzd LINRLIZAAGAZY Ad GKEGO SOSNEB azdA 2N
and doorless, and contains the whole world in its darkest deptidle also illuminating some little portion of

that world, each monaga different portion. So the world is enfolded in each soul, but differently, because each
illuminates only one little aspect of the overall foldingeleuzeNegotiations,Columbia Uiversity Press

,1990, 157.

4 1dem,15.

?|dem, 27.
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Spiritual fragmentation

Ri b er a0 sinvieabeholddrsmga process of contemplation and smifarenessit
implies an engagementherethe subjects definedthroughits point of viewin relation to the
painting, and saifts  B°®Tteyformation of point of vievassumes #olding relationship
between subject and object, where beholders are invited to contemplate the role of corporee
and spiritual fragmentatioin achieving a spiritual connection with the divine. This folding
relationship between beholder and paintingpisblematized by Mieke Bah her study on
Caravaggid®>Whi | e di s cus s ineregulitCaf Bany Ehonpd-ig 35 c.1601
1602; SanssoucPalace Potsdary Bal offers a new conception of folding as the relationship
bet ween subject and object, where the pai
object is molded within our present being. This is not to say that it digxisitin the past.
But, to use a Baroque conceptual metaphor, it only comes tdé kife rather to light, to
visibility i for us through our point of view, which itself is modeledityfoldedin i £°% o
Thus, the relationship is one that shifts from suldje®bject, and then goes back again to the
subject in a movement of folding that sets the subject and object intedaepeadent
interaction®®® Bal positions her study in a conception of Baroque as resisting the separation
between mind and body, form amdatter, line and color, image and discourse. This is
accomplished by Bal through the concept |
specifically baroque about this construct:.i
interpretation of Leibiz andthe fold is this point of view that involves two mobile positions.
It neither entails something that is simply relativism nor allows universalism or absolutism to
assert itself. The term, rather gistanglement’

Conversely, B abririgs inta disgussiare an Historacdl sngagement with
Baroque artworks that she deewrusachronistic For Bal, the past does not determine the
present; on the contrary, the present establishes the uniqueness and importance ofithe past.

Car av aThg Resudrection of Lazar§fig.36 (16081609; Museo Nazionale, Messina)

*%This is contingent upon the Leibnizian idea that point of view is formed in the body, as was made clear by

Deleuzed [ SAOYAT &l G854 GKFG GKS LI NNelFo®E OASS Aa Ay (K
' Bal, Quoting Caravaggio
28 1dem, 27.
*%1dem 28.
%1dem 25.
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Bal argues t hat t his i s achieved through the
embedded within the texture of the white shroud,
t he $%Baalled.sdO i nterpretation relies on Deleuzeds e
microscopic bits, but if these bits are convex mirrors, they enlarge and deform what they
r e f 1% Thus, the small convex mirrors embedded in the whitehclohBorize the
simultaneous importance of fragmentation and wholeness, of tiny and large, of detail and
encomp &% Fhey gso @reate eelationship offolding that is interpreted by Bals
undermining the subjectivity of the beholdargelation tothe work of art

Il n Ri b emeedhelesthafelding relationship between beholder and painting
while still retainingthe folding movement between subjesitjectsubjecti is one of spiritual
contemplation and corporesd-evaluation, where the etwer is made aware of his/her own
fragmented selfThe f r agmentati on in Riberads painting ir
embodiedself as fragmented during their earthly life, when their body and soul are united, and
in their death, when their soud separated from the decaying body. During their earthly life,
people are fragmented beings, as body and soul are not complete, only in a state of
potentiality, awaiting their death, resurrection, redemption and communion with God. In
death, fragmentatiotransforms into incompletenesas Tdimas Aquinas argued. Aquinas
seesthe separation of theoul from the bodysan anomalynamely the survival of the soul
apart from the bodymounts to arincomplete fragmented state of affaifS! As Aquinas
makes clearin his Summa Theologia@d26512749:Asi nce t he soul i's a part
it does not have perfection of its nature except in union with the body . . . and so, although the
soul can exist and intellectively cognize when it is separated frenbdlky, nonetheless it
does not have the perfection of its natwteen separated from the bod¥® The body is not
fully realized until after resurrection, until then it is only a potential that is on constant move.
Therefore, the fragmentation of Bartholerw 6 s body t hrough the inflecti
dark invites beholders to undergo a continuous process of spiritual and corporeal
transformationi a process that entails continuity and discontinditysomething that is

required from every Christian dsetrelation to the divine is never a stable and coherent one.

*1Bal,Quoting Caravaggip N ® . | £ Q& AYGSNLINBGFGAZ2ZY Aa INRdzyRSR Ay [SAOYA
microscopic and macroscopic.
82| dem.
%% | dem
%4 This interpretation is indebted to: Eleonore Sturdyguinas Routledge 2005 189217.
265Aquinas, guoted fromStump,Aquinas 201.
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The Surface of Darkness

Ri b e Maatygdom of Saint BartholomeFig.4) (c.16251628; Basilica Cattedraldi San
Nicola di Bari, Nicosia) presents viewers with a fierce cut, shednirmygh the thick texture
of darkness; it is a cut performed by the martyred body of the saint. This cut amounts to ar

event of opening, an opening as a wound; the body of Bartholomew appears to wound the

paintingds surface i rereatscalatbetslicinghod his hand byntleec t
executioner . By taking a closer l ook at |
trajectory of the cut I's guided by the di

diagonal across the surfacdé darkness. The cut of the executioner is therefore set in a
referential rel ati ons hiwheravoné dludes the otheruiscreetly. t
These cuts entail a movement that draws the viewer from the detail to the general, from the
exeuti onerdés cut on the saintds arm to the
position of Barthol omewbés body. This move
surface, while holding them there at the opening, on the surface whegalitg becomes

most visible. One cut is folded onto the otherin a processtmat ns t he pai nti
an event that shows the operation of the divine within matter. The body of the saint is stagec
as a wound that opens the painting to aifigdelationship between visibility and invisibility,

light and darkness. The body as a wound sections the surface to allow visibflitynst a
rupture on the surface of the painting that encapsulates the paradoxes and shar
inconsistencies active in éhpainting. Moreover the dark surface extending behind the saint
appears as an event of divine activity, in terms of its simultaneous intervention and withdrawal

from humanity.

Cutting light

First the issue of the cut produced by light within darkreetke original act of creatiorf.he

light is the first cut that opens the painting to appearance and legihite also pointing to

divine absence and invisibilitylt is an act grounded in the original, paradigmatic act of
creation, when God created epening of light within darkness. In Genesgefesis 1%} God

first created light, though not the light of the Sun, as that was created in the fourth day, but the
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singular light of his glory that allowed earth, sky, time, animal and human existendelth un
At the end of the creational procesSpd withdrew into darkness, so as to allow human
existenceto take hold and expressself through free will.l n Ri ber adgstangai nt i ng,
darknessan be seen as articulating, in their own unique way, theriabtrait of the divine
creation and withdrawal, divine mystery and the original act of creation.
The original cut or openingerformed by light amounts to an aet event of
distinction within continuityrather tharseveability or disconnectionLight appeardere as a
temporal inflection within the fold of darkness engulfing the surface. Light appears like an
island, a moment of variation within the sea of darkness. Starting from the lower section of the
canvas, the first curve is a small one credigddarkness in the lower ieground of the
painting (Fig.37. It comes from somewhere outside of the painting exteéndswithin the
paintingdéds forefront, |l osing its intensity as |
rocks. This curve ifollowed by another one made of light, which illuminates the event of the
martyrdom. Finally the inflection finishes into the darkness extending in the upper level of its
surface.
Discussing theproblem of the baroque regime ofight, Deleuze observes that for
Leibniz, lightinthe monadi s | i des as i f through a slit in the
can take the form of a?hethin opening &f ighevoked bywi t hi n da
Deleuze can be related to that peformedon the surface of darkness by tlaminated
figure of Saint Bartholomewv particularlyby the diagonal position of his armgogether with
the section of land extending in front of the saint. What we are made to witness is the tearing
of humantemporality in order to create a distinct fold thie divine. Ribera used light to
illuminate a patch of ground, a raised, retike formation that forms an island within a sea of
darkness. This ground however does not offer the figures a giaditeon as neither bthem
is actually placed on it stands empty and barréat for the white cloth, which extends out
of the light The two bystanders and executioner are set within darkness,onhjlthe figure
of Saint Bartholomew appears to be indingatbnnected to thground by way of theloth.
This ambivalence of things in light plays on the assurance that the human world can only exist
as anopening or cut ontthe immovable dark fabric of the divine. If ligatts as an inflection
that gives placetime and physicahuman existence, it does not mean that darkness is

necessarily atemporal, or timeless. In fact, the painting bypasses this binary of light as

% DeleuzeThe Fold35. This observation is made by Deleuze while discussing the regime of light and shadows

in relation © monads. While modals are dark and completely without openings, the light that appears in them is
produced by tiny inner mirrors.
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temporal and darkness as atemporal by staging darkness as the material surface that prese
thewithdrawal of thedivine as a mystery. In other words, the surface of darkness is produced
as a paradoxical material working of the divine, a move of withdrawal that guarantees the
figures theirplace and as we shall see, it is their attitude towards dark surface that

establishes their spiritual difference in moral staf(ls.

Modulating Light and darkness

In Ri b eMaatywdom of Saint Bartholomelight and darknesare producedsfolds. The
movement effected by the folds of ligt and datige thenvisible, ineffable, and unfigurable
divine presencetathe scene of the amtyrdom. The modulation of light and darkness in
Ri berads painting is worked anal ogously v
darkness is presented as a matesiirface of divine activity and light as an opening of human
temporality. Thep ai nt i n gtlbesefore becomeacsiee of potentiality for the holy. By
focusing on the paintingds surface, one i s
the paintingbs mat e rthemahscender and fataphysicgl. i n f a v ¢

I n Riberadés painti ng, pictoiiahsimptonasof dhe divine k a
mystery worked through the materiality gfaint. Ribera replaced théepiction of divine
presence as heam of light angels with palmspr the appearance of Christ in scenes of
martyrdomby making concrete impaint thedivine absence presenthis concreteness is
expressed througthe dark surface extending in the background that preserdagh its
materiality a symptom othe tenserelationship between God and humamberefore, the
modulation of light and darkness on Saint Bartholomew creates folds that position him into the
wider fabric of the world created by God, while the dark s@ri@ppears as the place of divine
activity. Darkness resists representation and legibility as it creates the material possibility
through whichviewerscan ineract with the divine mystery.

To contrast Ri berads modul astgingof thedark | i g
surface as thesite of spiritual potentiality l turntcCar avaggi o06s depi cti o
Calling of Saint Matthew(Fig.38 (1599 160Q San Luigi dei Francesi, Rom&®In this

painting,C a r a v aupgdf chidrescuron the figureof Christsurpassefis useasa mere

¢ KS LINBOf SY 27F D2 RQ#rgudg fol God asyateripbral odtsidé &f tindeisYABgustine
& C dzNJi Kdffidit to kainterdpkate and fully know the substance of God; who fashions things changeable, yet
without any change in Himself, and creates things temporal, yet without any temporal movement in Himself.
Augustin,On Trinity Book 1, quoted from: PhilipcBaff ed.,Nicene and Posd\licene Fathers: First Series,
Volume Il St. Augustin@n the Holy Trinity, Doctrinal Treatises, Moral Treati€assimo Classica007 18.
268Spike,Caravaggig)94—96; EbertSchiffererCaravaggip 126129, Schiitze Caravaggio102-105.
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effecto f A r, byastaging yaHexpressing higaradoxical naturd e f i n e dhypbstatict h e A
uniond®®*The painting shows Christés summoning of th
and apostolaté’’ Caravaggio set the meeting in the gloomy interior of a bare room, with a
window on the upper left corneBaint Matthew is depicted sitting at a table with four other
men, counting the money they have just collected, when Jesus walks into the room
accompaied by Saint Peter. Originating somewhere behind the figure of Christ, a strong
beam of light emphasizes his raised arm by drawing it out of the surrounding darkness,
reinforcing the rhetoric of his callirigSequere me

Car avaggi o dssusudlystreated ih thd litergtbres a sign of divine presence
and enlightenment, with the dark shadows syimbaspiritual oblivion and damnation. The
theological thinking to which most of Caravaggio scholarship adheres presupposes a binary
opposition, wherdight denotes divine presen@nd darkness divine absent€.Generally
defined in terms of a dichotomy, the contrast between light and dark goes back to the creation
of the worl d, when God separated the two and de
there be | i ght ,Add Gochshw thah therlight wasgoodl AndhgGod sepdrate
the light from the darknes$od called the light Day,ral the darkness he called Night
(Genesis 1:3%). The Old Testament abounds in metaphors where the dstiretween evil
and good i s expr ess eldform therlighty gnt craate dasknessnitmakg o ni s m: i
peace, and createeMil: t he L ORD do (Ilsaiahl45% heAlRovdi alglsd Johnods
reveals the great spiritual divergence betweghtland darkness, where light is used as a
met aphor for | i f e Then dessid aargkan ens ss pfodre | atredlaett hh: e n say
Light of the world; he who follows Me will not walk in the darknesst Wwill have the Light
of | (Dohrel..8820

l ndeed, soon after Car av aGantarelliChapgbinthent i ng was

church of San Luigi dei Francesi, Rome, contemporaries began to interpret the strong lighting

29h Yy | K Npostaficusiorgée:Pace, Edward. "Hypostatic Unitim The Catholic Encyclopediol. 7,
Robert Appleton Company, 191€http://www.newadvent.org/cathen/07610b.htm>.
29 30achim von Sandrart offers a tetj description of the paintingt / I NI @ 33A2 NBLINBaSyida / KNRad
dark room with two of his disciples, where he finds the tax collector Matthew drinking and playing cards and
gaming with dice with a group of rogues. Matthew fearfully hides the cardne hand and lays the other to his
breast, recalled by Christ to the apostolate. One of the rogues with one hand sweeps his money from the table
into his other hand and slinks shamefully away, all of whittuésto life and nature itself. { I yoRdtdd NI
from: Hibbard Caravaggio378.
"L 3pike, for instance, argues that Christ is the Light of the world and thrthegraised hand he impartsaype;
namely, the bestowal of grace through ligee: SpikeCaravaggio 94;EbertSchiffereralsowrites about
/ KNA&aiQa 3ISaddaNB GKIFIG aAdG Aa y2d AddadAy3d Iy AYLISNR2dza O2Y
YFEGSNREE AT SR KNP dz3 eeiiSkhiffereCalavagg@ ®8. f A IK G ®¢ 90 SNI
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accompanying Christ in spiritualerms. Lorenzo Pericolo draws attentiam dn epigram
composed in 1601 by the juistonsul t Mar zi o Mi | escanvas:n hono
Here is my beloved guide, who supports my poem,
Exhorting me to begin. | already see my Lord
As he comes to convert publicans and sinners
Upon his first apparance he frees
And enlightens Matthewds mind t he
Greedy and blind, was constrained in the world
By harsh chains. Jesus glows in such way
That he pushes the vieviemind and eyes to look
At him again, and seems to make t
Souls blissful. If le is like this on earth
Through the artistés work and bru
How will he then appear in heavéff!

I n Mi loems lighd inctmns as a phenomertbat proclaims both the divinity of
Chri st and Matthewbés spiritual transf or ma
and mi nd ar e enlightened, responding t o
emphasises the role of light beyond its actuakpnce on canvas, insisting that it emanates
from Christ. Mi |l esi 6s interpretation of t
although substantially different from the patristic mystical tradition, in particular the
interpretation of lighbffered byMacarius of Egyptd.30071 391)o n  C b transigurétion
on Mount Tabaf”®In his Spiritual Homilies Macari us speaks of t
grace in terms of light, as the soul is penetrated and immersed by the light that shines fron

249002 OKQLE O2YAYOAl NB K2 N¥amktaQtay AKX S@SIIDKSANBE
OKAI YFNBk 9Q Lzt A0y @SyyS S LISOOFG2NARZIk [/ 2YS | f
OKQAY3I2NRI S OASOIk {A &0l @S It Y2yR2 NYKORdzZNR YIAIND N
FGONI KS 3t Q200KA S £S YSyidAik 5SQ NR&IdZd NRFEYGAEZ S LI
5QF NIISTAOS LISNJ 2LINyY S RA LISyySttz2zk | NI CESREND 2 AY
and Pictorial Neative, 214.
23 plthoughthe theology of transfiguration received extensive treatment by the Church and Desert Fathers
isin the last category where Macarius fafj& was the writings of Saint Gregory of Nyssa and later Pseudo
Dionysius the Areopagi S G KIF i O2yaz2ft ARIGSR (GKS WikS2t238 2F A
fundamental for the development of Christian mysticigmspecially the contemplative Byzantine tradition, and
later in the fourteenthtO Sy G dzNB  { I A y i Drin&d the\lidcreatédiight \6fl Tabom EBr Qelneral
discussion on the treatment of the transfiguration in the Early Christian writersfselreas Andreopoulgs
Metamorphosis: The Transfiguration in Byzantine Theology And Iconog@iptiladimi &  {a§y P05
see alsoAndrewLouth, "Holiness and the Vision of God in Eestern Fathers" in Stephen C. Barton (Ed.),
Holiness: Past and PreseBtoomsbury, 2003228234
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Chr i s t*8Macafiusassciated this idea with the transfigurationMwunt Tabor where

the Adivine glory and infinite | ighto engrossec
together with the bodies of the two accompanying proptieMost notably two centuries

later, Maximus the Confess@.58071 662), in his meditations on the transfiguration of Christ,

I nterprets t he bl inding Il i ght t hat shore from
comprehension of the divine, while the radiance of his gatsnexpressed revelatiéf

Maximus is drawing attention here to the ambivalent role played by light as not only

illuminating 7 or functioning as the giver of knowleddebut also as an overwhelming,

blinding experienceThus the light of transfiguration wabe interpreted as paradoxically

showingthat which ultimately remagunknown?’’

Helen Langdonnonethelessargues that the collision between light and darkness in
Caravaggiobds painting can be interpreted in ter
spiritual awakening and obliviofi® To supporther interpretation, Langdon appeals to the
biblical narrative. In the Old Testament the foretold birth of the Messiah is described through
the metaphor of a | i gThhepespleiwakginmdaknessaihawe seen dar k p |l
a great lighton those living in the land of deep darknadgght has dawned. (| sai ah 9: 2) .
the New Testament, the sorrow at the death of Christ is symbolized by a great mantle of
dar kness enf cAnddthersgn washrkened, amdtthe veil af the temple was rent
in the midsto  ( L28:45k Apart from the biblical passages, Langdon points out that light
was also used as a rhetorical tool for late sixteeatttury theologians in their defence of the
Church against theise of Protestantism. The introduction to thanales Ecclesiastici a
Christo nato ad annum 1198588 1607 written by Cardinal Cesare Baronio, includes an
admonition for the Church to return to the light of the archetypal Christian values so as to
disperse the gloom and darkness spread onto Christianity by the teachings of Luther and
Calvin?®Thus for Langdon, t he isa gidntof divime présenceav aggi o006 s
andChri stds di vi ni tSebastian rbchidaze rsti eni praegt svetime arti st
chiaroscuro in theCalling of Saint Matthewn terms of light as a conveyer of spiritual

21 Macarius,Spiritual Homilieg1.2.) SeeAndrew Louth The Origins of th€hristian Mystical Tradition: From

Plato to DenysOxford Univesity Press2007 119.
"% |dem (XV.38; cf. XX.3, L.B) Louth,Origins of Christian Mystical Traditidfrom Plato to Deny®xford
University Pres2007, 120.
278 ouths Apophatic and Catagtiic Theology The/Cambridge Companion to Christian MysticAmy
Hollywood and Patricia Z. Beckmads., Cambridge University Press, 2012, 142.
2 |dem.
8 LangdonCaravaggio 188189.
% 1dem, 189.
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enlightenment and darkness as its rejection and oblfifdfor Schiitze the characters that
acknowledge the physical light experiencspaitual enlightenment, while the figures placed

in the darkness, continuing their egotistical business uninterrupted, remain in spiritual
oblivion. Langdon andschitzé s i nt er pretations remain | a
interpreting light and darls a metaphor for good and evil.

On the other hand, as Lorenzo Pericolo
poem bears little resemblance to the actual painting, as the figure of Christ is shown partially
hidden from sight® If we take a closelook at the canvas, it becomes apparent that
Caravaggio partially concealed Chiist placinghim in semiobscurity, justehind thefigure
of Saint Peter. The face of the saviour seems tmbaulated by shadows, falling into deep
folds onto his foreheadgyes, and mouthThe shadows onChr i st 6 s eyaes al
significant here as they suggesblind and silent calla powerful mystical summoning that
resonated profoundly with Saint Matthew. At the same time, and in stark contrast with the
darkness of his silent call, Christods ext ¢
rhetoric of hi s s p dheefaore,Cnaorradvsa gfigh awldlso W i mgeau!r &
attention to the artificiality of thinking of light and darkness, or speech and silence in
oppositional terms, as they are aflodulatedon his figure in a move that makes them
dependent oone another. Caravaggid s Ch r i s apartsrontbewsy lighthia relation
to the created light of knowleddgeGod is also simultaneously darknésasonecan never
truly know him. Knowledge and nenn owl edge of the divine uni
spiritual textue, modulating his presence and absence, grounding its elusiveness in the
relationship of foldind®* The two elements, no longer opposable, become part of a wider
framework of expressing the divine.i ber adés painting, on the ¢
correlation between seen and unseen, visible and invisible, peeardabsence only when it

comes to the modulation of the figures, while favouring darkness as a place of divine mystery.

Silent Darkness

Ri berads treat ment odntolthe fighrés patrayed id ddartyrdoens s i
of Saint Bartholomew(Fig4) (c.16251628; Basilica Cattedrale di San Nicola di Bari,

9 schitzenterprets the light as spiritual illuminationd § KS £ A3 KdG FrFffa 6AGK Fdzf f

a momentg illuminated by divine resolutioq will rise in order to follow unreservedly his calling to be a
R A a O Schiitz8CGagavaggio 105.
?8! pericolo, Caravaggio and Pictorial Narrative15
%821 am not using the term neknowledge as ignorance, but the alternative way of experiencing the divine
which goes beyond human knowledge and reason.
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Nicosia) creates an effect of folding that defines the spiritual dimension of the painting. This
phenomenons madeapparent on the figure of Saint Bartholomew. The body of the saint,
dominating the centre of the image, has certain parts suffused by Bgbh as, his chest and
right arm, the left thigh, and the right half of his facehile others are plunged intipaque
darknesg like, the connection between his left shoulder and part of his left arm, the left side
of his abdomen, and the lower section of his(lEg.39. Indeed the darkness extending onto
the |l eft side of Bart holnbramwakiag haldad lnisthedy atappear s
the very moment of his martyrdom. On the other side, the two female bystanders and
executioner are positioned within the darkness extending on the left side of the picture, with
only part of their bodies made visible blyet glowing light. The modulation of light and
darkness defines the ontological nature of the figures in that it proclaims saint and sinners,
executioner and victim, bystanders or accomplices as part of the fabric of the world created by
God. Thisprocess bfolding of light and darkness analogous to theelationshipbetween
catghatic and apophatic theologies, where both modes of apprehension and experience of the
divine position the viewerin the divine fabric of the world, a fabric wher&od is
simultaneously invisible and visiblétanscendent and immanent of his creation.

The use of positivecataphati¢ and negativegpophati¢ terms in talking about God
has a long history, predating Christianity as it appears in the Hebrew Scriptures and the
writings of classical Greek Philosophérespecially Platé®*However, the terminology of
cataphatic and apophatic theologies was firmly established in the Christian tradition during the
fifth century by the author writing under the pseudonynbmiysius the Aeopagitel Saint
Paul 6s i writen knewn today afseudeDionysius the Areopagit€”In his Mystical
Theology PseudeDionysiusargues that cataphatic and symbolic theology is concerned with
what we can affirm about God, while apophatic theology is concerned with our understanding
of God when speech and thought fail us and we are reduced to $ffence.

Cataphatic theologly otherwise known as positive theologyseeks to nderstand God
in positive terms bytrying to comprehend what orman know about Him through divine

revelation Within this paradigm, one dhe great governing factors and principles by which

283
284

Louth> Apdphatic and Cataphatic Theoldgg Mo T @

PseudaeDionysius did not invent the termapophaticand cataphatic instead he introduced them to an

already growing theological approach. He borrowed them from the-Riatonist Proclus (41045) the

diadochosof the academy in Athens. For andepth andysis of Pseudd A 2 y @ & A dza Q RauldRprbihJdza = &aSSY
PseudeDionysius: A Commentary on the Texts and an Introduction to Their Infj@xfced University Press

1993

285 Louth,Origins of Christian Mystical Traditioh60.
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mortals can attain knmdedge and achieve gracan particular knowledge of the divine as the
supreme form of awarenegss light. Light as phenomenon has the ability to reveal things,
making them visible to our perception. Thus, the relationship betvataphatic theologgnd

light is a close one, given that light is one of the most common metaphors used to describe
God?®In the New Testament, light was typically associated with divine presence, and used
more specificallyas a metaphor for ChristT ien Jesus told t hem, A Y
light just a little while longer. Walk while you have the light, before darkness overtakes you.
Whoever walks in the dark doeshon ow wher e they are going. @
have seen in the casef Maxi mus the Confessords inter|
both cataphatic and apophatic experiences. Therefore, the link between cataphatic theolog
and light is strong but not exclusive as light points beyond itself to the way of negation,
indicating that in darkness God can also be sought. Going beyond light into darkness sugges
that God is fundamentally unknowablenot necessarily only because humans are not capable
of understanding him, but also because he is in his nature beyoncdekigeivas one can only
grasp the manifestation of God in his creation, and not his manifestation outside of it; God
ultimately remains transcendent of his manifestatfén.

Apophatictheology, on the other hand, claims that because God is incomprehemsible t
humanity, human language proves be limited in trying to understand him; words and
concepts fail to account for the one who is beyond all human comprehension. Such ar
approach is rooted in the Scriptures as the Old Testament makes it clear thataBmm rave
only Il ight but also darkness: A-beind amd areaté i g
cal amity, I am the Lord, who does all t h
presented as the pl ace wh e offewhi® dMdsesdirnew mear $o: i
the thick dar kness whZPmud®ouysiusiatheirst(clapte of u s
Mystical Theologynterprets Moses encounter with God the following way:

And then he [Moses] becomes also set free from that which is
seen and from that which sees, and he infiltrates intgribéos
(darkness) of unknowing, into the truly mysterious, where he

renounces all perception that stems from knowledge, and he

1 f 1K2dzAKE +a S KIF@PS asSSy 0208 Ay al EAYdza GKS / 2
on Mount Tabor, light can also be the vehicle of apophatic experience, not only cataphatic.
%87 _outh,Origins of Christian Mystical Traditioh67.
8 philo of Alexandria (15/10B¢40/45AD)interpreted the darknesslescribed irExodus as a condition of the
knowledge of GodSee:Vladimir Losskyin the Image and Likeness of G8t Vladimir's Seminary Pre4874,
31-43.
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arrives & that which is altogether intangible and invisible,
surrendering his entire self to Him who is beyond all, and
belonging neither to his own self nor to someone else; and
through the deactivating of all knowledge, being united at a
higher level with the direly unknown, by not knowing
anything, knows beyond all knowleddf&.

PseudeDionysius speaks of theelationship between darkness and knowledge not in
terms of ignorancé something that would place importance on the intellectual learning about
God - instead he interprets this darkness as the Light which cannot be senses or seen as it
exceeds human logic, hence darkness of light. In essence, the distinction between the two
theological approaches lies in the acquisition and udenoivledge, language and rezepts
usedi or indeed if we can use any language atfi ah trying to apprehend Gdd° Thus,
because knowledge and language is creaedfinite, it cannot account for God who is not a
creature anahot finite. The core of apophatic theology BseudeDionysiusis about arriving
at the point of theological silencen whathecal | s #fAt he brilliant dar kn
s i | e*findeed,PseudBionysius opens hislystical Theologyith a prayer:

fiTrinity! Higher than any being, any divinity, any goodness!

Guide to Christians inthe wisdom of heaveh Lead us up

beyond knowing and light, up to the farthest, peak of mystic

scripture wher e t he mysteries of Godobs
absolute, unchangeable in theilliant darkness of a hidden

silence.Amid the depest shadow they pour overwhelming light

on what is most manifest. Amid the wholly unsensed and unseen

they completely fill our sightless minds with treasures beyond

al |l b**auty. o

In this prayer,PseudeDionysius encapsulates the paradox of speaking andgbe
unable to speak about God in the structure of his pr&srudeDionysius achieved this

?% ps cited inUros Todorovic®ranscendental Byzantine Body: Reading Dionysius the Pgeedpagite,

Gregory of Nyssa and Plotinus in the Unfolded Matbley St & 2 ¥ IAtheAs\Dialoguesuiility bf> ¢
Life. Body and Spir2010,http://athe nsdialogues.chs.haavd.edu/cgi
bin/WebObjects/athensdialogues.woa/wa/dist?dis=141.
290 Especially in scholasticism the difference between the two became a matter of doctrinal dialectics. Louth,
G LR LIKEFGAO YR [/ FiGlFLKFGAO ¢KS2t2383X¢ mMnod
21 (MT +997B/135) Denys Turne The Darkess of God: Negativity in Christian Mystici€ambridje
University Pressl998 21.
292 PseudaeDionysius the Areopagit®lystical Theology997 AB; Quoted byTurne, Darkness of Go@1.
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through the use of a destabilizing utterance, which first says something about God, only to
unsay it moments later, in the same sentéfitEor PseudeDionysius divine light is a
Abrilliant darkness, 0 while the mysteries
t hat what i's Aunsensed and unseeno manage
treasur es b e ylous, dccaading tdPseedeDionygius daying that God is one
thing or anothei light or darkness is off-putting since he is neither and both at the same
time: fADarkness and PY4Acordingly, for PsesdeDionysius the f  t
paradoxical dark brilliance and brilliadarkness are allies that transgress one into the other,
as God transgresses everything and nothing.
Despite his paradoxical use of brilliance and darkness to convey the inexpressibility of
divine ontology,PseudeDionysiusargues for the use of darknésthe darkness beyond light
i as a mode of expressing the divifie.Even when one reaches the highest level of
knowl edge arpldngdsithg mystic intG thel Dafkness of Unknowing, whence all
perfection ofunderstanding is excludedd a n @ll his heassningi powers is ited by his
highest faculty to im who is wholly unknowable; thus by knowimpthing he knowshat
which is beyond his knowledggé® In the last line of his prayer, darkness removing the
bd i ever from all t hat i's senses and visib
minds with treasut¥es beyond all beauty. o
The twofold approach dPseudeDionysiusto light and darkness can also be detected
in his atypical use ofpophatic tans PseudeDionysiusinserted n Greeka negative letteat
the beginning otertainwordsi such asoratog meaning invisiblg in an attempt to entadin
additional cataphatic interpretaticii® This insertion transforms affirmation into an assertion
of the state of lackingConsequently, althoughoratosis a negtive term it also expresses
simultaneously an affirmation of the condition laEking visibility. This conception implies
that weather one favors the apophatic or cataphatic method of theology, each approacl

symmetrically involves the other. It al so

% 1dem 21-22.
> 1dem 22.
2% ¢Since the way of negation appears b more suitable to the realm of the divine and since positive
affirmations are always unfitting to the hiddenness of thexpressible, a manifestation through dissimilar
shapes is more correctly to be applied to the invisitieeudoDionysius the Areol: 3 ATheSCEle st
HamonyX ¢ ™ n Raul Roreinyaxs., PseudeDionysius: The Complete WarRawulist Pr1987, 150.
?%1dem 1001A.
7 |dem.
*® This interpretation oPseudeDionysiudise ofapophaticterms is taken from: TodoroviéTranscendental
Byzantine Body €
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equally significant referencésone sggesting the lack of visibility and the other affirming
invisibility.

Jeffrey Hamburger argues that the Christian stamcdivine visibility and invisibility
cannot be disentangled from the Jewish tradition, which insists on the invisibility of God as
Dews Absconditu§The Hidden Godj®* This is the God hat hi d hiMsesesénf aced fr ot
Mount Sinaiandl wel I s i n an i mpenetrable darkness: AANd
about Hi m, dar k waters, and t hDrtke ol handlds of t he
Christianity affirms the visibility of God, made possible through Jesus Christ, the second
person of the Trinity, God the Son. The doctrine of Incarnation is critical in supporting this
stance. InColossians 1:15 t he Apost ITke Séhs thée image of the mvisibld
God, the firstborn over all createn. Lor enzo Pericol o, I n his inter,]
painting of theSupper of Emmau$ig.40) (1606; Pinacoteca di Brera, Milandraws atntion
t o John o fc67/Bia7d Braeatiss @ Digine Imagder a metaphysical discussion
on divine representation. According to John, C
invisible God, not because he is invisible, but because he made himself visible for our sake,
partaking of flesha n d  b*f°®hoodghaut the text, John constantly reminds readers that
Christés historical figure embodies the divine
perfectly similar of the invisible God; he carries in himself the Father, and is identibal wit
him in everything, except for this single fact, that he derives from him as from his [primary]
cau®e. 0

It is essential that visibility/invisibility is not to be equated with presetis®@nce, as
the divinemade himselivisible as Christt Christ as thdmage of Godi while ultimately
remaining invisible; God is present and abserdgnscendent and immanent at the same
time.3%? This position isarticulated byPseudeDionysian dialectics of transcendence and

immanence, according to which Godsimultaneouly everywhere and nowhere, he is distinct

29 Jeffrey F. HamburgEr da & &G A OA & Y TheyCRmbtidyeiCiharfion ® EfristidnyMysticsmy

Hollywood and Patricia Z. Beckmads., Cambridge University Press, 2012, 278.

w2 Ky 2F 51 YlFa0dza 60X Tnm® aé Ay iSNLINEG Garalagdiog662 T W2 Ky Qa 6 NA
267.

% john of Damascus, b, 704, as quoted in: Peri€@doavaggio267.

%2 4who is the image of the invisible God, the firstborn of every cred@t€adossians 1:)50n sacred images

and the representation of God see: Hans Beltlrigeness and Presence: A History of the Image Before the Era of
Art, Universty Of Chicago Pres$997 Herbert L. Kessler and Gerhard Wedf., The Holy Face and thafdox

of RepresentationElecta2000 Kesslerspiritual Seeing: Picturing God's Invisibility in MedievalJitversity

of Pennsylvania Pres200Q
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through his indistinction, absent through his preséfitie. this respect, the twelveentury
Richard of Saint Victof d . 1 1 7 3Byt if nothing i€ rsore pr@sent than the most absent
One, if nothing is moreabsent than the most present One, is anything more marvelous,
anything morei nc o mp r e A*%Likesvisdy Meisted Eckharfc.1260 i ¢.1327) argues

t hat: AGod is inside all things in that hi
also on theoutside because he is above all and outside all. Therefore all things feed on him,
because he is totally within; the{°Fdrthatger
reason, Thomas Carlson argues that God, who is simultanealusty all and nothing in
anything can never be captured or imagined in its entirety because his presence amounts to &
absencé® He is the presence of absence and the absence of presence, played in image
through the figure of Christ that embodies this dialectics of litgiland invisibility. Christ is

God madevisible, although his divine natuieinextricably bound with his humanremains
invisible. This dialecticg in a similar vein to Pseuddi onysi usdé traditio
apophatid realizes one in anothen that one inescapably slips into the other.

The use of |l ight and darkness in Riberz:
opposition between good and evil, divine presence and absence, but a relationship of foldin
between mankind and the die. Thisprocess ofolding definesthe nature of the relationship
between divine visibility and invisibility as well as transcendence and immanence as aspects
of the same elusivbeing. The folding of light and darkness therefore proclaims distinction
without a separation; a connected web of sinners, bystanders, and saints are enveloped by tt
modulation into the divine fabric that makes up the world.

On the other hand, this does not mean the spiritual life of all the figures is somehow
merged one into another lye process dblding; on the contrary, the distinction between the
characters lies in their attitude towards the dark surface looming battkground. While the
executioner and the two bystandkrsk away from the dark surface towards the viewer, Saint
Bartholomew is shown turning his head away from the beam of ilighttypical pictorial
device that procl ai ms iGoldo& mto the darkness exeendiagin a
the upper right corner of the painting. Darkness is acting here as the surface against which th

point of view of the characters and the viewers is formed and defined in relation to the

%% The discussion on transcendence and immanence is indebted to: Thomas Gandsohf A 1 St & { KI R2

Trara OSY RSy OS Ay L YI IRandcendenceR¥gink Schnartx Sedl. éRoutlglige, 2004
%% Richard of Saint Victofhe Mythical Arld.17, quoted from: Carlsotynlikely Shadowsl15.
%% Meister EckhartComm. Ec&4, inMeister Eckhart, Teacher andecher Bemard McGinnElvira Borgstadt
eds., Paulist Pres$986 179; as quoted in: Carlsodnlikely Shadowsl15.
306 CarlsonUnlikely Shadowsl15.
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mystery of the divine. One sagoint of view is the event that viewers are actually made to
see, the martyrdom in light as the insertion, or inflection of human temporality within the
fabric of the world created by God.

Darkness in Riberads paint i aovgringdhwomithaat es t he
half of the pictorial surfaceDarknessis treated on a monumental scale, overwhelming
viewers with its intensity and force. The surface creates the impression of a vasijethrk
emptinessa surface that resists legibility, as thesaothing that presents itself overtly to the
gaze.The question of why would the saint turn away from the light that is usually associated
with divine presence and grace and look towards darkness can only be answered if in fact, that
surface is not emptyor is it a mere pictorial prop. Indeed, the dark surface of the background
stands as a surface onto which plagentialityof divine mysteryis played out.

The symptom of Divine Mystery

To contrastRi berads handling ,ofunt & e CarmaSuppgrgatcokdgsr ou n d
EmmaugqFig.39) (1606; Pinacoteca di Brera, Milan) as a paintifgere darkness is produced
in a twofold manner: as an active element within which the Christ disappears, and as a
transcendental place of journey towards the ereouwith the divine® Car avaggi 06 s
painting presestdarkness as the ultimate privileged place of experiencing the divine. After
undergoingspiritual purification, the souhscend to a level of contemplatiowhere it feels
compelled to negat¢he knowledg acquired through light cataphatic experiencé by
plunging intowhatPseudeDionysiuscallsi b r i | | i a mt TdarsiCallagiosSaimt t h e
Matthewt he | i ght and darkness modul ating Christaos
cataphatic and aphatic experience of the diviiievhere, as we have seen, light can stand for
both theologies in the view of Maximus the Confedsam the Supper of Emmaudarkness
becomes the paradoxical place where light and darkness becomes one, joining in a mystical
union where the faithful experience the dark light of the divine.

The painting shows Christ with his two apostiepresumed to beuke and Cleopask
sitting at a table, with the i nnkeeper and servae
depided the climactic moment when Christ is consecrating the bread and the apostles are

recognizing himthe moment followed by his dramatic disappearar@evanni Pietro Bellori

307

SchiitzeCaravaggi@a mMpy ® C2NJ Ly |yl fteaira 2F /NI @F3I3FA2Qa mcnam DSNE
aSSY WryAa /@& .Stttz a[AITKEG Iy RArtibud ét Ridtdrideyol. 16f NaI3@ 33A 24U a b { dzLJ
1995, pp. 134170.
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offered a telling description of the painting in hise v i t e d e @i etpaichiteéttio r i ,
moderni(1672):

For the marchese Patrizi he painted $tupper at Emmausvith

Christ in the centre in the act of blessing the bread: one of the

two seated apostles extends his arms as he recognizes the Lord

and the other one places hiands on the table and looks at him

with astonishment. Behind are the innkeeper with a hat on his

head and an old woman who brings food. He painted a quite

different version for Cardinal Scipione Borghese; the first one is

darker, but both are to be praistor their natural colors even

t hough t hey |l ack decor um, since \Y

degenerated into common and vulgar forffis.

After describing the painting, Bel l ori
version of the same thenieSupper at Emmau(Fig.41) (1601;National Gallery London)i
mentioning that the 1606 v e rbeth avento be praiseddfarr k
their natural colors 6 | ndeed, at first sight, a comp:
second version theegtures of the figures are less dramatic, the colours are subdued, and the
background darkness is intensified and made thicker. If in the first version the light overcomes
darkness and reveals the wall behind the figure of Christ, in the second verdinasdar
proves to be i mpenetrable. This distinctd.i
interest in using darkness not only as a dramatic backdrop, but as a vital player in the
istoria,>%°

Lorenzo Pericol o arpauead i htha ppui& dhemevod g g i

di vinityds appearance and disappearance, (

of | i ght *aAccading @ rPéricolbChr i st 6s paradoxical
invisibility is wor ke diomtbetlevebof theharrataveubaalpaye o f
all on that of t e Assuch, Caravaggiadevothdi the left side ofrthe .

WMo R £ Y NDKS aBmaus)nélibgublévi & Ghristb i yiezzokhe benedice il pane, ed uno de gli

FLR2adz2t A0 | aSRS ySt NA O2y2a0SNI 2 FLINS S 06N} OOAI
YSNI GAIEAALY SOOA RASGNR fQ2als Ndzy (S OO HARS OA
invenzioni dipinse per lo cardinale Scipione Borghese, alquiaitcf F SNByY 6 ST f F LINRA Y I LJdzA

t2RS Rgfof\YAfjl'TAQYS RSt 02t 2NB Yyl GdzN> £t ST aRheleSy S
ySttS FT2N¥YS dzYAf A S @dzf ICaNHagoip363.t t 2NRA I [[d2iSR FTNRYY
%9 This remark is indebted to: Pericoldaravaggio and Pictorial Narrativ265-295.
1% dem 291
11 dem
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canvas to darkness fibecause he meant to widen

role and physicalr e | e v*?rFar ePerizolo, the darkness on the left appears to be
impenetrable as well as materiality concrete, a pictorial force that overtakes the left side of the
picture. Darkness overcomes its function as a mere drabaatikdrop onto which the figuse
spring forth, by becomi ngistaia®*laisdnithiselant hegur e
argues that the temporal dimension of the narrative is played, through a contrast of light and
darkness that signals divine visibility and soon to be invisibyli. Pericol o concl
| ast Supper at Emmaus, Caravaggio therefore
but also animates the vehicle of his divine disappearance: thebpatch darkness that will
engul f“FariPenicob, darkness quires an identity athe place of divine retreat into

invisibility and ideal retreat from the world.

n

l ndeed, the thick darkness opening up behi

much attention as the figures appearing in front of it. Caravaggiednboth the innkeeper

and the old woman to Christodés Il eft, while |
The positioning of darkness onto the right of Christ is evocative, as it points to the place of
grace found aDextera Domini to the righ of God. To be placed at the right is a sign of
honour in the Christian tradition, bearing in mind that after his accession to heaven, Christ sits
at the right of God the Father; in addition, at the last judgement the dammed are situated to the
left while the saved to the riglif God®* The darkness on the right of Christ therefore stands

as a place of salvation and grace, a place of divine retreat into invisibility.

Ri b eMaayddsm of Saint Bartholome(#ig.4) (c.16251628; Basilica Cattedraldi
SanNicola di Bari, Nicosia), on the other hand, presents the slaflace as an overwhelming
obscurity that resists legibility and representation. It refuses the simple assignation to a
particular divine state: invisibility or visibility, presence or absentemanence or
transcendence, precisely because its surface is stagexympt@nof the divine mystery. For
this interpretation | will appeal to George Didiu ber man o s anal wali s of
dominating the background &fr a A n Aenuniciationfig42) (c.14361445; Convent of

San Marco, FlorenceDidi-Hu b er man argues t hat the apparent

centre of Fr a defies the préentinerice of thevistbke € ionitation 7 on the

t

t |

t

udes

not

nd

eavi |

h e

Ca2NJ b LI NFEESE asSsS faz2y t SNRAO2f20QaY d+AdadzZ € AT Ay 3 | LILISI N

{ dzLJLIS NJ I ( A%t BoMétinink. B 2007y51-39.
%3 pericolo,Caravaggio and Pictorial Narrativ295.
314
Idem
¥°For a discussion on the meaning of the right hand, the position at the right of God[l8eeas Aquinas,
Summa Theologi¢cdQuestion 58. Christ's sitting #te right hand of the Father"
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visual as well as thdegiblei iconologyi on the figurable®*® For Didi-Hubermanthe visual

i s : visibke the sense of an object that is displayed or outlined; but it is naithsible,

for it strikes our eye, and even does more than that. It is material. It is a stream of luminous
particlesin one case, a powder of chalky particles in the other. It is an essential and massive
component of the wor ¥ Atsthe pame time thégurablefistands e n t
opposed towhta we habitually wunder st éangd sthavisualf i g
moment, which it makes happen, stands opposed to, or rather is an obstacledisianin, a
symptom of 6 k@i eommalt he vi sual worl d, a
what we are seeing, which is to say wherein we know homatoe every appearance that it
pleases the eye to capture® Thus, for DidiHuberman the white wall of the fresco is more
than a simple, painted object; it is enent a powerful surface of paradoxes that amounts to a

symptom Didi-Huberman uses the Freadi concept of theaymptomi in an altered, non

clinical way1 as a visual means thapens representationn Fr a Angel i cods
mystery of divine incarnati on; it mani f es
conflictinAdy meanings. o

In light of Did-tHu b er manés conceptualization of
Annunciation fresco, one can proceed to i1

painting of theMartyrdom of Saint Bartholomeas a symptom of the divine mgsy, which is
made visible by the slicing of the execut
obscure surface. I n Riberads painting, the
performed by Saint Bar t ksutffacarf®mw ihelowerdeft dide to s |
the upper right corner of the painting. This cut follows the trajectory of the cut executed by the
executioner on fBraarnt. The Viotente wflicked on the flyure of the saint,
turns his body into a t¢utself, a wound that slices the surface of darkness. In turn, the
transformation of t h e rmotaonly turbsshimhbnbodaymartym bbub  a
works the potentiality of the painting into a symptom of the divine mystery by stripping the
image bare to a dark surface. This move is reminiscent of what-Butherman calls

figurationi the exact opposite digurativei a rejection of mimetic representation by hiding

MWeeKS KAAG2NE 2F NS | & Y@becawelbarn in ke Siyteentidptizyy hasdl NJ S E
wanted to bury the ancient problematic of thésualandfigurableby giving new ends to artistic images, ends
that place the visual under the tyranny of thissible(and of imitation), thefigurableunder the tyrannyof the
legibled I YR 2 F A O2yberinghBanfbordtiag rhaleRBA
37 1dem,17.
% 1dem 28.
*91dem 19.
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or displacing, alissemblancé®Didi-Hub er man ar gues that such attit.
but rather learned:

It is that of a negative theology. It requires that one strip oneself

bare so as to strip the image bare, the most difficult thing

henceforth being to reach the lowest level and, like Christ

himself, humiliate oneself in the dissemination of pure material

events, in order to give oneself the chance of apprehending the

unique aspirationahnagogicforce of the desire to go as high as

possi®hl eé

Therefore, one can interpret the simplicity

analogously evoking as DidiHuberman suggesisChr i st 6s si mpl e and humbl e
earth. It draws analogous associations with Ps&@doony si us noti on of A d
si mi | arai logic ehstofollows a nonepresentational system builds on paradoxical
relationshipsof displacemet and trancelike associations, rather than figurative, iconological
depictions’*’PseudeDi onysi us tal ks about Adissimilar simil
ar gui ng dissimidar simildrit one ¢an behold the sacred forms attributed to it by the
scriptures, (é) so that we may be uplifted by w
divine s mpd iciimpyl.ibocity of Ribera6s daak surface
material symptom of the divine mystery as God is made presem atthc ene of Bart hol om
martyrdom, at the same time asw¢hdraws from human history, a withdrawal into silence
from the place of humanitythe condition of divine presence and withdrawal leaves viewers
bewildered as the encounter with the divine @& offered by this painting asomething
readily resolved. On the contrary, far from offering a stable, resolute, and comfortable
relationship with the divine, Ri berads painting
problematic, even violent, tormémgy act. Indeed, the dark surface problematizes the
relationship between God and humanity in terms of open, unlocked contradictions, resisting in
delivering a straightforward answerhus, the dark surface remains an obscure symptom of

divine presence andbsence, visibility and invisibility, transcendence and immanence. It

%9 For a discussion on figuration and dissemblance see:HdidermanFra AngelicoDissemblance and

Figuration Univesity of Chicago Press995 3.
32t DidirHuberman Confronting Images201.
“2Didil dzo SNX Y YIRS | &AAYAfLENI L aa20AlGdAz2zy 68G68Sy CN} ! y3asSta
(c.14401450; Monastery of San Marco, Florence). Ba-Huberman Fra Angelicp6, and passim; and
Confronting Images200-205.
Ppseudes A 2y @ aAdzA T 6 ¢ K BselldDidrysiuS: The IConplats \&arksl ydohn Farina, 1987, 1.
117AC.
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positions the painting within a double movement analogous to cataphatic and apophatic
theologies, between figurative and figuration, semblance and dissemblance, everything stage

onthesur face, activated by the succession of
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Chapter Three: Creation at the Limit

'‘Why do you tear me from myself?'
Oh, what is my repentance!
Oh, a flute is not worth all that!
Despite his cries, his Bkis torn off his whole body;
(..) his naked muscles become visible;
a convulsive movement trembles the veins,
lacking their covering of skin.
Ovid, Metamorphosé&$*

Introduction

I n this chapter, I expl or e RMakyag gy dakingtasveo p
starting point the problem of touéfr. argue that Ri berads depi
flaying draws attention to the nature of touch as being essentially paradoxical, revealing its
contradictory nature by simultaneously penfiang two diametrically opposing actions. The
paintings fulfil theirr a i s o nin tdudh®by virie of their subject matter and the particular

artistic manner in which they are executétdRi ber ads technique cor

324 Ovid,Metamorphosis Charles Martirtrans., W.W. Norton, 2004, 6:3880.

5 The subject oApollo flaying Masyas is one that Ribera returned to through his career. An early depiction of

the myth was praised by Giulio Cesare Capaccio it foisastieroo mc on 0 Ay DIF &L} NJ w2 2 Y S NJ
the mid 1640s we know that a canvas with the same subjectexasuted for the marquis de Seri@ee:Giulio

Cesare Capaccib forastierg Napoli 1634ed. Stefano De Mierand Maria ToscanoPDF published May 2007,
http://www.memofonte.it’/home/files/pdf/qguide capaccio.pdf575.The two existing versions that form the

focus of the present chapter are both dated in 1637, so neither of them can be the paintings mentioned above.
See: Whitfield, MartineawRainting in Nafes 229. Historically speaking,2 y 20 1y 26 YdzOK I 06 2c
existingpaintingsof the mytte:  SEOSLIiI GKIF G GKS Ol ygla OdNNByidfe Ay
collection until it was later acquired by thduseo di Capodimonte. Sanchepjr®sa,Jusepe de Ribera19.

%%0n the subject of Apollo and Marsyas see fibldowing ancient sources: Ovidletamorphoseswith

introduction and comment by William S. Anderson, Norman, University of Oklahoma Press, 19830382
Apollodorus ScriptorBibliothecag Scarpi, Paolo, Ciani, Maria Grazia, Fondazione Lorenzo Valla, 1996, 4.2;
Herodotus Histories transl 68 ! daNg RS{ Si/@dhfiJHarmondsworth Penguin Boks, 1972vii.26.3 For the

importance of the myth in Renaissance Italy, as welbathe different interpretationsand meanings attributed

to it ¢ in particular the Pythagorean and Platonic interpretatiqreee:Edith WyssThe Myth of Apollo and

Marsyas in the Art of the Italian Renaissance: An Inquiry into the Meaning of Intagessity of Delaware

Press1996
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feature that underlinetshe f ol |l owing analysis by emphasising

exploration of thepotentiality of his impasto in relation to materiality and corporeaMy

argument proceeds in two st ageApollodnchMasyhse f i r st p

(Fig.5) (1637; Capodi monte Museum, Naples) in or

in concurrently creating, or making and destroying, or unmaking the body of Marsyas. This

conflicting state of affairs originates in an interesting patch aftpghat seems to dissolve

Marsyasos body into a dark tree trunk, only to

suggest t hat Apoll obés touch can be interpreted

destruction. Thi s iactsm$ theeosginal geature thafptwons thepatsh ot o u c h

paint as matter into active materiality that pre
In the secongbart of the chapter | wi | | consider AAppollbl o6s touc

and MarsyagFig.6) (1637;Musées Ryaux des BeauArts, Brusselsas a conflicting gesture

t hat directs the viewerods attention towards t he

density and mass as surfadéis interpretation draws attention to the subtle dialectic at play

between the inside and outside of Marsyas' body, as well as the relationship between the satyr

and the painting itself. There are two moves embedded within this particular form of touch:

the first points towards the density of the painting in order to give it a sense of corporeal

presencd signalling a move to interiority as interior and deptland the second drawing

attention to the pai ntiiarfimpdmveai éxteriontyaTthesemndr f ace | i k

move towards exteriority and surface destroys the fiction of the first move, revealing the

potential of the pictorial surface to effect meaning and interpretation beyond a binary of

interior/exterior.

Touching Materiality

Bermmr do de 6 D ¥iteide Pittori, Scultori, édiAchitetti Napolitafl 742 attends
to the physical it ysourck of Eorptrealitygaddsbodipygpreserice: ngs as a
Is it truly a wonder rfneraviglia] to see how, with his dense
impastoso full of colour, he would not only turn [girare] the
muscles of the human body, but every small part of the bones
and of the hands and feet, always being finished with a

unattainablelegree of diligence and mastéfy.

g osi dunque Giuseppe accoppiando alla fierezza del Caravaggio lo scelto del naturale, ed il bel colore della

scuola lombarda, ne compose la maniera che fu sua propria; e fa veramente maraviglia il veder come col suo
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I n ded Domi RiI b d sctiop ef Hleshagnyaved dechniquewherethe
medium reveals the complex nature of its surfacerbyolving the depiction of bodiesa
phenomenon thgbroducesmovement and lifeAccording tohim, Riber&d s f iarg nat e s
only furnishedwith skini the superficial stratunmi but alsowith flesh, muscles, veins, and
bones; to be precise,he arti st ds | mpasttloe dowersf ancoet onie
body, but alsdorings to the surface theinternal structurédy turning them inside oubD e 0
Dominid purposefully usedhe verbgirare, meami ng At urno or Arevol
manner in which the impasto changes dead matter into active materiality, the dynamics
between canvas and painto flesh and skinThrough the use of the impasto, Ribera kear
the potentiality of materials into corporeality and physicality.

In Italian the termimpasareme ans 6t o s Hough, 66 odrt owhilth&nei xal
verb impastaret r ans| at es toblar | ust py ae ulldedterrd impasto 06 p
therefore describes a manner of handling materials that is not restricted to painting, but
extends to baking and making pots. At first sight, the referenpetteryand baking may be
interpreted as being somewhuatflatteringfor an artist in the seventeéntentury through the
allusion to mere craftsmanship. On the other hand, it can suggest a similar modality of
working materials where the artist interchangeably uses the tools of his profession with his
bare hands and fingers. The impasto allows vieweseéothe strokes of the brush and the
I mprint of the hand and finger s; it all ow
doing, makes them aware of his creative touch. The impasto also brings the rough texture o
the canvas to the fore, the thipkai nt and | ayered surfaces, |
opague materiality.

In addition, the allusion to pottinganalsobe understoods referring tahe sculptural
andmat er i al gualities of tdRthebpeacticedoksdpioramakingi n g ¢
bozzettii a small scale model of a sculptures well as to the pictorial practice of creating
textured surfaces by means of adding coat
reveals an intimate relationship between the pictorial technique and thegvofla sculpture.

The successive layers of paint of the impasto create a sculptural surface, where the paint is n

merely applied on the fIl| at Cc a ntakesan schlptural mo

impastocosi denso di colore egli facesse girare non solamente i muscoli del corpo umano, ma eziando le parti

minute dell'ossa delle mani e de' piedi, i quali si veggono finiti con diligenza e maestria inarrivabile. Laonde cosi

fondato nel disegno, nel colore, @lmaturale piu nobile, espose con occasione [...] un quadro [...] che

rappresentava un San Bartolomeo scorticato, ove nella persona del santo espresso una divota costanza, e in

quella de' carnefici la perfidiae lacrudei® a & (NI yaf | 17422150 5SQ 52YAYAOAZ
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gualities remini srmoefimto. Licefally iMeaming finfisishegbeot fndd s
finishedp the noninito refers to thetechniquewhere the artist intentionally leaves certain
areas or the entirety of a work in an unpolished, rough state. This method enyptiesize
unevenness of the surfacevhile suggesting an unfinished viewirgnd interpretative
engagement that allows the artwork to continue in the imagination ofdhevin decidedly
unfixed ways;indeed, thenontinito also suggestéinfinityo (asé n e v er  fMoraoves,h e d 6 ) .
thenonfintoal | ows vi ewer to trace the artistdos phases
artifice, while creating an awareness of the dynamic interaction between the artist and artwork.
The nontfinito wa s predominantly associ arésé éndwhust h  Mi c hel
cl osel y r el ateeidlitataodfutore.e Trhaes $aarr MattsewFHgt3) (1506;
Gal | erAccadendig Fided ce) as wel Islawaeferting TombsotJuliuslls o f 0
for instance,The Awakening Slav@rig.44) (152530; Gal | Agcademiaf&leréntgd
show the human figure engaged in a strenuous effort of surfacing from the undistinguished
masses of marbf8Mi chel angel 06s met hod ofsfrpnudbaseng out o1
mass t hr ou gtouchcansbe ffuidfullycontrasted witR i b etremeéndo impasto
orTi t ipiturabdsmacchia

I n the foll owing anal ysiihsgestlreofaopegingeup t h at Apo
Marsya$sgetsegnto motion the paintingds materi al
corporeality. At the core of my interpretation lies a conceptualization of touch as paradoxically
creating or making and destroying or unmaking.réhere three main forms of touch that are
set to work withihRi ber abés paintings. The paradoxi cal touc
made visible by the impasto, and the tactile relationship developed between painting and
viewer elicited by theimpast and Apol |l od6s touch.

Pictorial Corporeality

[turn toTi t ipdatraddd macchiai n order to highlight the origir
i mpasto. By contrasting Riberads approach with
of painting in open staces, thick glazes, and broad brushstrakelsver different pictorial

effects and conceptions of corporealiDespite the factthdti t i ands met hod was di s

sixteenth and seventeerthntury literature mostly in terms of its effect on the beleot)

BTheo Ao f A 23ANF LIK& BoyifinitohA QK SEN BT AR DS C2NJ | S& adGdzRASas asSSy t
finito" di Michelangeldt y & Odzt ( dzNJ Atsdel-Chiddeigrio i@ Siludi Madhelahgiolesdnb6, 228240;
Teddy BruniusMichelangelo's Non Finitd/ictor Pettersons1967;/ NBA 3 K(i2y DAf o SNI = a2 KI G L& 9E
Michelangelo's "NotC A Y AATrtiBus &t HistoriagVol. 24, No. 48, 2003, 54.
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todayds scholarship tends to f o¥Whs Thomas e
Puttfar ken poi The &ldyingoai MarsyaiFigtl8) §1676¢1576; National
Mus eum, Kr omhRS2 §) i s Targeirqus and tucrgtigFRigds) @3vE d a
The Fitzwilliam Museum, Cambridge) in termsfofito or nonfinito, despite the fact that the
former is signed and the surface well defin€homas Puttfarken arguing ttedme areasf
the paintingreached a degree of finish which could not hbgen developed any furthér®
On the other hand, an exploration of sixteerghd seventeenttenturywritings reveals a
wi despread i nt @tiura sdi madciia asTa souraen @ scorporeality and
physicality*** Amongst the firststyéactoifonpsaitnd i Tiigt ii
well-known paragraph from hise Vite de' piu eccellenti pittori, scultori, e architettori da
Cimabue insino a' tempiostri (1550, where he observed:

All these pictures are in the possession of the Catholic Kimg, fo

the vivacity that Titian has given to the figures with his colours,

making them natural and as if alive. It is true, however, that the

method of work which he employed in these last pictures is no

little different from the method of his youth, for theasen that

the early works are executed with a certain delicacy and a

diligence that are incredible, and they can be seen both from

near and from a distance, and these last works are executed with

bold strokes and dashed off with a broad and even coargp swe

of the brush, insomuch that from near little can be seen, but from

a distance they appear perfect. [...] And this method, so used, is

judicious, beautiful, and astonishing, because it makes pictures

%9 For the most recent comprehensive discussion dn Xl lafeGile see:SylviaFerinoPagdered., Late Titian

and the Sensuality of Paintinglarsilio, 2008;JohannaNoodsMarsdened., Titian: Materiality, Likeness,
Istoria, Brepols Publisher007.
%0 pyttfarken, Titian and Tragic Paintind93194.
Bl¢KSNB INB + FSp azftAR aGdRASA 2y GKS YIFGGSNE &dzOK
materiality to address issues of desire, making and unmaking and violence. Tomas Puttfarken, (2005) draws
FGadSyaAazy G2 GKS gle& ¢AGAlIYyQa t22aS oNHzZaKAGNR] Sa |
unsteady and therefore moving connections between figures and background. Elsewhere, David(ReSand
O2 y & A RS piEuradiimadchiags@riethod design to transform colour and paint into a physical substitute
for flesh, whereas Daniela Boh@@004, 6389)LJ2 A y (i & 2 dzii Ofkhe téchrighels neaylt &Expass S
the decomposition of the physical body.
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appear alive and painted with great art, but concéads
labour®*?

Vasar.i showed his appreciation of Titiands t
presencand aliveness$ the highest praise an artist could have received at the time. Even so,
it is clear that Vasari sensed the danger presented by thetamnwéhk its emphasis placed on
the physicality of the medium over iiusionist qualities, and thus recommended that the
viewers should take a step back in ordeprimperly enjoy the paintings. To be precise, an up
close view of the paintings revealsrough the sketchiness of its execution, the physical stuff
from which it was made, whilst the distance of space created a coherent, ideal illusion,
ultimately preserving the integrity of the mimetic idf8a.0n a different l evel,
observations are interesting since they point to another significant asgpettof organizing
the viewers experience imabjective manner; namely, thpitura di macchiaforces viewers
to take a physical attitude towarthe paintings by makinthem move backward and forward
side to side, change the angelbrder to discover their multiple facets and values. In relation
to this point, Frederick Il chman mentioned that
behoder , by changing the viewerds position from p
completes the scer&’ Accordingly, thepittura di macchiarequires a corporeal engagement
where the viewer has to move in order to interact with the painting; seeaagnes therefore
a matter of the body.

Vasari 6s s crpitura ci macohiécanDe ftuitfulyncédnsasted with Pietro
Aretinobds reacti on atinotdéereo emphagiaet the oafje ohattimmde® wn por t
towards the elrfti Yadar it@es happue dsifadldwedohy a o f Titiar
cautious reluctange Ar et i n o & oinal Bymaiblazing ifoyNThe Portrait of Pietro

Aretino (Fig.46) (1545; Palazzo Pitti, Florencé)a possi bl e commi ssion for

¥ S ljdzk f A LIA <0 @ldeNChtolERtghate nholtdlciNeS @der la vivacita che ha dato Tiziano alle
figure con i colori in farle quasi vive e naturali. Ma & ben vero che il modo di fare che tenne in queste ultime &
assai diferente dal fare suo da giovane: con cio sia chenemon condotte con una certa finezza e diligenza
incredibile, e da essere vedute da presso e da lontano, e queste ultime, condotte di colpi, tirate via di grosso e
con macchie, di maniera che da presso non si possono vedere e di lontano appariscotte.ferjeE questo
modo si fatto € giudizioso, bello e stupendo, perché fa parere vive le pitture e fatte con grande arte,
YIA02yRSYR2 f Sivekbftha OtisiSI8¥8. + | a4 NR I
BWhy GKS AaadzsS 2F RA&GE YOS Aphm#Phd@dsos:MartarBoskHiny siCriticd; A y G Ay 343 &
and their Critiques of Painterly Brushwork in Seventeemt EighteentkCentury Italy Cambridge University
Press, 1991, 483.
% Frederick llchmaed., Titian, Tintoretto, Veronese: Rivals in Renaissance®/&iFA Publication2009, 21
41.
%% 0n Arentino and Titian, sekuba FreedmayTitian's Portraits Through Aretino's LeRenn State University
Press 1995.
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Medici, Grand Duke of Tuscariyi s among the first paintings:
growing nterest inthe potential of the impast@hen Aretino saw the painting, it is reported
that he avowed: 0it breat he ssamepvay |snake presemd] n d
my s el f i ¥°Despita this dryi of agmiration, Aretino goes on to ironically point out
that if he had paid Titian more money his portrait would have had a higher degree offinish.
Aretinods obser vshwasdinectlyrdlated to pecuniarnamatiess may nat ibe
compl etely wunfounded; still Aretinoos I«
presence in the materiality of the painting, brought forward by the imp4sto.

Vasari and Aretino reactions i t i anés paintings are si
the source of corporeality in the painti
However, both writers seem obliviows, or ignore the process through which this effect is
achieved. As shownbao v e , Vasari 06s recommended met h
involves aphysicalengagement, where one is advised to move back and forward to admire the
painted surface. Although Vasari 0s reasons
to dowith the preservation of the mimetic idea, his observations paradoxically point beyond
his much cherished mimetic visual ideal to a corporeal, tactile way of interacting with the
painted surfaces.

Lodovico Dolce, in hisDialogue on Paintingcommented on he ar ti st 0s
Afone can truthfully say that every stroke
in the habit of *WR&l agodsvi o hs drtsaufigodt. $d5a g §
lifetime the technique was understood in termf his touch a gesture thatalls to mind the
creating touch of n\sehusand Adongegh @ (1553; Neropolitan Ti t
Museum of Art, New York), Dolce mentions that it is so vividly depicted:

that there is no man so sharp of sightl aliscernment that he
does not believe when he sees her
marble statue could, with the shafts of its beauty, penetrate to

the marrow of a young man so that he left his stain there, then

336érespira, batte i polsi e muove lo spirito nel modo ch'io mi faccio in l&\detino, inCeciliaGibellini,
Tiziano, | Classici dell'arteizzoli, 20034.

%7 6And if only I shoulthave counted out more scudi for him, the clothes would have been actually shining and
a2F0G FYR FANY Fa INB | @émdzZl £ aldAys @St @dSG IyR oNRO
%8 Eor Titian and money, see: Philip Softhe Artist Grows Old: The Aging of Art and Artists in Italy,-1800

Yale University Press, 20(84-92.

%39 gpuossi con verita dire, che ogni colpo di penello sia de que' colpi, cihéesuli sua mano lanatua. 52t OSS
quoted from:Roskill5 2 f OSU &,2445NB Ay 2 ¢
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what should this figure do which is made ftdsh, which is
beauty itself, which seems to breafl{?
By returningto the terms of thparagon Dolceclaimst hat Ti ti andés painting

classical sculptur@as an object ofouch by de s cr i Higure g tekms ofuliging,
breathingflesh Dol cebds evocation of Tiheamna@aghneprpusense
framework of anintensesensualengagementisually reservedfor sculpture*** This move
turns touch intathe paramount mode of interaction between viewer and the rough painted
surface while vision loses its predominancehe surface of the painting, the process of its
creation, and the response that it induces are all evoked in terms of a succession of touches,
simultaneously invited and bestow&he can distinguish a strongnse of desire, possession,
and craving embedded within Titiands”Amanner of
David Rosand mentioned, Titiands technique of | e
critical point in the development of a-salledi aest het i ¢ of the touch, 0 in
closely to the inflected pleasures of the brush, to the nuances of directiospeed of
application to the meanings of thick impasto, of crisply bounded touches or the open
attenuations of the more lightty r a g g e d**1b this redpert, Rosaddinterpretation of
Ti t iThenRape of Europ@rig.48) (15601562; Isabella Stewart Gardner Museum, Boston)

draws attention tthewayi her ampl e body offers an unusually r
andt ouc h; [ é] Sight and touch follow and delight
e’'h . o
Al t hough it remained highly copturadiversi al d

macchiabecame so influential that artist such as Tintoretto and Verongsepated it in
their own unique way, thus making it the trade mark of Venetian paifffidgcentury later,

Marco Boschini, in hid.e minere della pittura veneziand664), describes in some detail

Giacomo Palma il nGobbévanedawokiagc met ot i o

a2y AA UNHz2 O KdzzY2z GFyd2 | Odziz RA @Sraidl S RA FAdZRAOAZT
YENY2 LRGS Ay Y2R2 02y 3tA alAYz2fA RSOKQSMdBA ofSHAGAN T LISy S
YI OOKAlIY K2NE OKS RSS Tl NJ)\Iaszz‘iﬁtI OKS 38J RE OKBYy STIAQKKSE 6GR

Roskill5 2 f OSQa ,2457NB G Ay 2 ¢
¥ Stoichita discusses touch as sensual caress animating sculptures in relation tgheiBy myth: see
Stoichita,The Pygmalion Mythl7-18.
C2NJ Yy NAOK | yR Ayl SpBra di matchiarrdlaiioh tzanatdriglit andl glesire deé:A | Y Q&
Craston,The Muddied Mirrar21-46.
*3David Rosandlhe Meaning of the Mark:eonardo and TitigrSpencer Museum of Art. University of Kansas,
1988 49, 79.
Mw2al YRE a¢AGALY | yR hkbBs e9Hisotiadn8.\8,0$8198.F (1 KS . NHzAKE T
¥5For an excellent study on the interaction between Titian, Tintoretto and Veroneseljchman,Titian,
Tintoretto, Veronese
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Titian was indeed the most excellent of all those who painted
because his brush always createdeapression [extrusionpf

life. Giacomo Palma il Giovane [...], who himself enjoyed the
good fortune of receivithagtheTi ti ands \
latter laid such mass of paint on his pictures that it served him
(so to speak) as a bed or base in expressing what he wanted to
do. | myself have seen such determined brushwork in a thick
mass of colour. At times, a streak of pure red earthedelmm

(so to speak) as a halftone. At other times he dipped the same
brush that he has used for lead white in red, black or yellow,
thus making a relief of light parté\nd by following this saying

he was able to create the promise of a magnificent figure with
only four strokes of his brust®

Far fr om t r mtara di mgcchiRas tunfigished ©r the product of minor

studi o hands, Boschini s accoundlvelyedcaqua s t
of creationthat provokes a strongsense of corporealitgand life By f ol | owi ng E
description of the process, it b scolpimg,eos ¢ |

modelling the surface of the painting through tienk application of paint.Boschini
following the path of Aretinand Dolce, locas the sense of corporeality sirong physical
presence in the materiality of the picture, in its canvas, patches of paint, and roughness o
execution.

After having laid hese precious foundations, he propped the

paintings against a wall and sometimes left them there for

several months without looking at them again. And when he

wanted to apply his brush to them once more, he examined them

as rigorously as though they wers Qreatest enemies, to see if

he could discover any mistakes. And if he found anything that

was not in strict conformity with his intentions, he proceeded

%8 ¢Tiziano veramente & stato il piu eccellente di quanti hanno dipinto: poiché i suoi pennelli sempre

partorivano espressioni di vita. Mi diceva Giacomo Palma il Giovane (...). che questo abbassava i swairquadri
una tal massa di colori, che servivano (come dire) per far letto, a base alle espressioni, che sopra poi li doveva
FIOONROINBT S yS K2 @SRdziA | yOKQA2 RSQ O2f LA NAR&aZ2
terra rossa schiga, e gli serviva (come a dire) per meza tinta: altre volte con una pennellata di biacca, con lo
diSaaz2 LISyySttz2x GAyG2 RA NRaaiAz RA ySNB S RA 3IAlf
faceva comparire in quattro pennellate | LIN2 YS & al R&dzy 2 a QK NY A ¥ A Haligd)®D |j dz2
FerincPagdenlate Titian and the Sensuality of Painti2§-22.
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like a good surgeon treating a patient, healing an injury,

reducing a swelling, adjusting an arm,setting a bone if he did

not like that way it lay, paying no attention to the pain he was

causing or to any such thing. Working in this manner and

reshaping the figures, he reduced them to the most perfect

symmetry for representing the beauty of naturé ahart; and

then, having done it, he laid his hands on the next one, even

before the first was dry, and did the same to it. Gradually he

covered these quintessential extracts with living flesh, going

over them many times, so that only breath was lackiam

them to come to lifé*’

Boschini 6s reveals the extraordinary dond that appears between the

painter and his painting. Titian developed a physically powerful relationship with the

materialsa situation made apparent by his abandonrdat the most part of the use of the

brush in favour of his bare hands and fingers. This is a highly significant detail that betrays an

entire mode of experiencing art, one that goes further than the obeioses af sight into the
realm of tactile values. Touch here seemisaanatching sight as the seradde of interpreting
presence and existent€l t i s through touch, Titianos
gaze that the corporeality of the figuresncde negotiated into being.her ef or e,

t ouch

Ti ti an

attitude towards painting echoes a phenomenological understanding of art given the emphasis

put on experiencing figures primarily in corporeal terms, testing them through touch, skin on

skin, and flesh on fih.
Further on, Boschinbonded the corporealityf the figureswith the physicality of the

mat erials and Titianbés wexceptional techni

illusionism and mimesis.

sa7 oDopo aver formati questi preziosi fondamenti, rivoglieva i quadri alla muraglia, e gli lasciava alle volte

gqualche mase senza vederli: e quando poi di nuovo vi voleva applicare i pennelli, con rigorosa osservanza li
esaminava, come se fossero stati i suoi capitali nemici, per vedere se in loro poteva trovar effetto, e scoprendo
alcuna cosa che non concordasse al deliéatirz Ay i SYRAYSy G2 02YS OKA NHzNH 2
faceva di bisogno spolpargli qualche gonfiezza o soprabondanza di carne, radrizzandogli un braccio, se nella
F2NXI fQ2aal Gdz2NF y2y F2aaS 024N | ddtiudmediscontid &S dzy
mettendolo a lungo, senza compatir al suo dolore, e cose simili. Cosi operando, e riformando quelle figure, le
NA RdzOS@I yStft LAG LSNFSGGF AAYYSONRI OKS L123GSaas
questo,ponendo le mani ad altro, fino che quello fosse asciutto, faceva lo stesso; e di quando in quando poi
copriva di carne viva quegli estratti di quinta essenza, riducendoli con molte replichsplohkrespirare loro
YIyOl @ wX8 dé . 2 #ctel)KefincRagdiedyaté BtiRnant & Sénsoality of Painting1-22.
*8For a collection of studies on the sense of Touch in early modern culture, see Elizabeth HarSepsle
Flesh: On Touch in Early Modern Cultuheiversity of Pennsylvaniad3s, 2003.
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He never painted a figure in advance and he tiseshy that

anyone who improvised their song could never compose a verse

that was either profound or well made [adjusted]. He did the

final retouching by rubbing with his fingers, blending the

highlights into the halftones, and one shade with another;

sonetimes he used only his finger to put a streak of black in a

corner to make it stronger, or he used a stroke of red like a drop

of blood to give liveliness to the surface, and thus he brought his

animatedigures into perfectiori*®

The abandonment of thatermediary tools emphasizes Titeanderstanding of the
act of painting as anaterial embodied experience, rather tham iatellectual pursuit. For
Titian painting a figure is a matter of processing materials, of working the paint directly onto
the canwas, rather than resorting to preparatory drawings. Boschini emphasizes that Titian
looked down on the idea that a figure had to be prepared in advatieedlassical Florentine
modeli considering it a sign of impoverishment for the art. Titian createada | | a g pr i
gave them texture and cionnessiss ttem cfchomplishedrsf at
through touching materiality and conferring corporeafifySo powerfulis thesenseof bodily
presence that Tit i iaBo3chinbsst raockserspsofblood, atile thep p e
mass layers of paint preseheinselves as flesh and skin. This aspect can be linked with the
suggestiori in the firstpargr ap h of B 0 that Thtianntreabed theamevastas a bed
supporting thehickness and weight of the bodies depicted.
However,Boschini goes further than any of his predecessors by emphasizing the idea

of the artist as gotike creator, where Titian models figures imannercomparablédo that in
which God created the first Innans.

And Palma assured me, in truth, that in the end he painted his

pictures more with his fingers than with his brush. And working

in this manner, he knew what he was doing: he wanted to imitate

WaHOX8 YEA FSOS dzyt FAIdANI Fffl LINAYES S az2fSgF RAN
erudito né ben aggiustato. Ma il condimento degli ultimi ritocchi era andar di quando in quando unendo con
sfregazzi delle ditanegli@slS YA RSQ OKAIFNRZ F@AOAYIlIYyR2&aA FftS YSI
@2t GS 02y dzy &a0GNR&AOA2 RSEtS RAGE Lz2NBE LRYyS@lF dzy O
striscio di rossetto, quasi gocciola di sangue, che anivig alcun sentimento superficiale, e cosi andava a
riducendo a perfezzionelesliey A YI G S FA 3dzNB o X 8 (léered)FethaRadgdanyakeitidp dz2 G S |
and the Sensuality of Painting1-22.
%0 This practice echoes the ancient story of Pygomalsee: StoichitaR?ygmalion effect2008.
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the task of the Great Creator in forming the hutnady wih his
hands from eartf*
The suggestion reinforces the idea that by evoking the divine act of creation, the artist
is able to create figures thating life to mere matter. It also suggests an interpretation of paint
as earth, matteihe act of creatiors accomplished here through touchot only the touch of
the brush on the canvas, but also of his fingers and h@heglistinct corporeality assigned to
Titiands figures, draws attention to the arti st
physical contact with another bodyhe sensorial, tactile relationship developed between
painter and painting r eveaThatbeingsid,ltis suffi@entdo s di st ir
to point out that Titian developed a complex phenomenologigabaph to painting, one that
positions the sense of corporeal presence in the very materiality of the pictures, created and

experienced through touch.

Making and Unmaking

Ri ber ads Apalo martdi MargyasEif.5) (1637; Capodimonte Museum, Naples)

problematizes the relationship between maing and unmaking in the patatk phintaround

t he slegs and apen wound (FigA®n close scrutly of Marsyadtightly fastened legs

to the trunk of a tree, 0 n e legsaecgledly Ibsa theirf r om t he
definition, becoming indistinguishable from the tree. They seefade or even merge with

the dim pigments of the trunk. By visually trai
head and torso from the foreground of the imag his legs tied upwards to the tree in the
middleground,a seri ous crisis arises in undAsrstanding
the various compositional elements become impossible to differentiate from one another, the

entire area succumbs what appears to be a large patch of dark paint. This patch presents

itself as nothing more than whatitiims s cr ap of paint on canvas, mad
technique of painting with bold brushstrokes and opened surfaces. Although it may first seem
trivial in comparison to the rest of the pictur

PlgR At tFEYFE YA FGOGSAGFGES LISNI OSNAGLS OKS ySA FAYAYSYGA
O0OKA 0Sy OA LISyalo S3ItA O2y NI IA2y S O2 a UeadreJidklBaT LISNOKSI @
di bisogno osservare che egli pure, nel formar questo corpo umano, lo formo di terra con le mani. Questo serva
per un poco di abbozzo del mio rozzo dire, per riferire quei favorevoli racconti, che mi furono da quel si erudito
Palma partecipgd Q . 2 8 OKA Y A I (alteredyIFErindPagget | SR TitRMNahdrthe Sensuality of
Painting 22.
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traditional system of reference, thereby resisting interpretdtfdfor that reason, | take this
patch to act as a challenge to the ideanohesisand constited iconographic reading of the
picture, at the same time as creating the premise for a different interpretation in terms of
matter, materiality and corporeality. The patch also brings into question the problem of
makingi and, as we shall see, unmakingf t he picture, as the s
insinuates the idea of the artist as ¢jgd creator bringing into existence the picture as a
body.

The patch brings a moment of disruption onto the surface of the picture by proclaiming
itself not asa figure, object, or surrounding, but as matter; deformed, unmade matter. The
association between the patch in Riberads
level as the Greek word used by Aristotle to refer to mattée-ighyle i meaniry, among
ot her t hings, wood, or tree. The mar k in
merely a tree, but a tree ascrapof matter. Aristotle discusses matter in relation to form and
change in the category of substance Su b st a n c gview i made wpsot form bhnel 6
matter.Unlike Plato, Aristotledoes not place a sharp emphasighe superiority of form over
matter, although he does separate betwbkenwoin a passage discussing the making of a
brass spher&® For Aristotle, matter is inert and undifferentiated, it is shaped by form to
which it only gives presence; it has no effect o¥erm. As such, matter appears as a virtual
substratum of transformation, that is, of changing fdrhrerefore, since for Aristle matter is
formless,form must beémposedupon matter in order to give #ubstance;his can only be
achieved through the agency of an exterior factor, aligedcreator That being said,

Ari stotl eds c oillumengtihgiherenonly gtar as #otprove that what the patch
proclaims is indeed its inherent nature of paint as matthyle wood. The similarities
however stop there as the patch appears to be charged with a certain potentiality rather the
being inert and dead, as thoughtthg popular Aristotelian model.

In a complex argument on the character of detailspatdhesof paint in Johannes
Ver meer 0s pai nt i-Hupesman Biregse rirgoe gjuestibn dhe apparent,
uncomplicated meaning that language and iconographical reading impose upon paintings, b

contrasting it with what he sees as (the

298 dzy RSNBGFYRAY3I 2F G0KS -LHHOONY I yRaAAPRFOGERdz2i 2 ADS
will be detailed bellow.
%3 Aristotle, Metaphysics, 1032@1033.a.

125



i t s%'This registance is achieved through what Sidberman callghe patchi a visual
moment that transcends or refuses to give in to mimesis by proclaiming itself as pure matter,
stretched across or marked onto the cariVam his analysis of Vermer 6s Phei nti ng
Lacemaker(Fig.50 (c.1669 70; Louvre Museum Pari9, Didi-Huberman observed that the
patch causes fAa virtual e X p b &s blagimg flasmof & he pi ct u
substance and a colour without a wafined limit; it confronts us with its material opacity
and,tempted as we may be to plunge through it, opposes any mimesis likely to be thought of
intermsof a & pr oduc t*°dhe matehiadity andl @paciy ofl the pagch therefore
defies the conventional mode of interpretation and understanding based on the coherence of
the visuali the consistent depiction of the subjécby declaring itself openly as a non
descriptive area that garbs the subject, object and viewer.
The patch appears hess the site of problems and conflicts; it is the spot of unending
contradictiors, movements and potentialities. Most significantly, it is the place where the
paintingos mat ®ronglyadn the igterpretaton & thespaintings ltwish to bring
i nto di scussi on her e Andr e wmatBeng jBeemijrads n@® ncep
interpretation of mattering starts from a materialistic ontology of the work of art where the
material objects defined in terms of activitiy in other words, the work of anorks®*’ In this
economy, the meaning and interpretation of each artwork depends upon the way matter is
made to work' mattering is therefore an essential, prerequisite element for intagpvedirks
of art. I n Benjaminbs own words: Aito insist on

matter thought as a locus of activity rather than a merely static event, while at the same time

®Georges Didi dzo SNX I yT G ¢KS ! NI 2§0 kR (5 S0 aACt NIsmRY clik & St NNUISENE =

Human Scienceg, 135, 1989, p.135.

%51 his study on Fra Angelico, Ditliberman observes that the (Prousty 0 G SN LI § Okwaph y LI Ay G Ay I &>
of naming those zones, ise moments in the painting where the visible vacillates and spills into the visual. It is

I gl & 2F ylFYAYy3 aiKS OdzZNESR LI NIEé 2F LI Ayfestyads GKS AyRSEA
painting often reserve and this is once more their gift of disconcertigg part of themselves for negating and

clouding what they affirm in the mimetic order. Something in their aspect collapses at that point of

dissemblance, a sort of disturbasmocomes to reign there as the omnipotence of strangeness. There is nothing

metaphysical about this strangeness in itself: it is only the power, the very symptom of pajitiag

materiality of painting, that isgolorcO2 f 2 NJ G KI (i y 2 dsduyf @AtBeNirrupt®and ravddesthe2 6 2 S

RS O2 NYzY 2 T Didikuberrhaa EdSADgekieg9.

*%Didil dzo S NITheyarEof ot describifgé Mp o @

PTe X6 Al Aa I y2ySGKStSaasr SaaSyidatrt G2 Nsaeay 1S GKIFIG Ay
GKS adGradA0 YR GKS adzomaidl yiAodS OSyGNItAGe Aa @Sy G2 6KI
GKdza G2 AG&a I OGAGS 2NJ REYIYAO ljdzr t A& q:sWrmr;gRrrNaBmﬁ Syal YAYyS |

Architecture re.press, Mdlourne, 2010, 98.
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holding to the necessity of the particularity of a given r R® Thierefore, not only does one
need to look closely on how matter is made into mattering, one also needs to take into accour
the specificity and distinctiveness of each artwddknjamin also warns about the simple
reduction of materiality to theavr k 6 s mat er i al presence: Apa
from materiality in so far as the former is straightforwardly concerned with the way in which
content i s or de¥lens taenadd , p rBeesnejnatneidn. 6ar gues
understood within painting as the insisten
me a n i°WThe ndaterialityi or matteringi of t he pat ch oApollpand nt
Marsyas produces thevisual stammer which dislocates the traditional categories of
interpretation.

Nonetheless, moving on the surface of the patch, one is further amazed by the
paradoxical interruption of what ontologicalsya moment of interruption. The patch itself as
a moment of suspension appears to be interrupted by the intense red opening of thelveound;
only indicative sign thaMa r s y a ar@ still treerg, or thatompositionallythey shouldstill
bethereThi s i s accomplished thr.oughsApApll 6 ®9
endows the patch of paint with a cappmeaitmi c
The materiality of the patch can be inter
and skin through touch. Within this liné imterpretation, touch becomes the central element
of the patch, as the generative act of its livelif€s§ouch turns the matter of the patch into

materiality; it allows it to insist within the interpretation of the painting, whilst opening up

questionon the picturebds temporality. At this
i nterpretation of touch and materiality
touch®*Fi rst of all, Benjamin writesrsdohefor fit

8§y e I Goloyfig Philosophy: Appel, Lyotard and Art's VEogkCrikicgl Horizons: A Journal of Philosophy
& Social Theorywolume 11, Number 2010, 401.
¥ Syet YAYS dal GadnSIdednan's Bandua'siFnE@ S Y
http://www.tonyscherman.com/catalogues/catalogue html/bonquoenglish.html
ldem.L i aKz2dzZ R 0S5 y2GSR GKIG .Sy2lYAyQa GKAYlAy3 2y
I SARS3IISNDA | aghyledisic@aesporisile for the waikipBaNJsee NI Ay | $HeRS 3 3 SN
question concerning technolog@yé¢ | I N1JSR$J1982 NOK o 2 2
%! |ndeed, Aristotle in hiDe Anima: NB dzS &  prifaanyifornd af $ese is touch, which belongs to all
animals...some classes of animals have all the senses, some only certain of them, others only one, the most
indispensable, toucr ¢ 5 S 658y6ENThigmakes touch the fundamental character of all things liyiag
OKIF NI OGSNARAGAO 2F IYyAYlIt tAFS® | 26SPOSNE GKAA R2Say
that it shares some dynamic characteristics with livinggsinamong the most important being the strong
evocation of a desire for tactility.
¥eKS Fff2eAay3a FyLfeara Aa AYRSO0GSR G2 ! yRNBs . Sye
Aisthesigg LINI G A OKSZ € Ay 3dzl IHR11,83- R LISNRA RSt QSadSGAO2
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example, is that wWHFoc Benjamm enowevernidis ipoitamthtd s . ©

di fferentiate between matterds empirical presen

necessity to incorporate the .Bmnhsameansithatl as par

touchingi as well as seeing must also be distinguished from their literal presence; their

conceptualization must be opened up i f one is t

s e e i**AThis complicated problem will be resumkder in this chapter; however for the

moment it is sufficient to point out that for Benjamin the action of touching is placing matter

in time as well as all owi n g>Withntthiséamewok, become a

Apol | ods t ou cobd tectagger theeactivity of ¢he patch into a materiality that

presents itself as Marsyasb6s corporeal presence.
The patch of pai nt , trenemdd smpastdevokes a tactigh Ri ber a

interaction within and outside of the picture. Within the pat i n g, Apol l ods touch

sensation on the patch that is more than a mere tautibeular interaction; it provides a sense

of presence, making the tactile experience of the patch a form of creative production. The

touch of Apollo may look at firssight to be an imposition of form over matteran

interpretation that not only falls back within the Aristotelian model, but can also signal a

retreat to the classic Apollonian (ideal, superioBionysian(base, lower) dichotomy. Apollo

may seem the &hl of beauty, crispness and divinity at firsespecially as he is placed in

sharp contr ast Twonetheleddd& one yakes & clobeo Idok at his hands, it

becomes evident that they are dirty. His hands are stained with blood and dikibesteath

his fingernails. As such, this is by no means a perfect ideal act, but a corporeal process of

extracting, opening up Mar $¥Hisgodch Is grdbpy ahdd om wi t hi

bloody, features that are quite far removedrnirvhat someonenight expect ofa A di vi ne

touch. o To further the i mpression of a soiled pr

the red wound with a tempered impasto; not as strong as to actually smudge things, but neither

as clean as to suggest ideality. Tmstier pr et ati on i s coherent wi t h

treating Apollods act as an imposition of an id

working, or handling out of matter into a body.

*1dem, 74.
***1dem, 79.
*®1dem, 74.
%% dem
%7 An interesting analogy can be made wiflerleaut 2 y @gudnént from his essay on Cezanne, where
paintingq creatingg works as a no#philosophical case in point of thinking through perceptiph G KA Y1 Ay 3 Ay
LI AYydAy3oe { S SPontyadCédande ©Souk SdiisSanaiNesenseNorthwestern University
Press, 1964, 178.
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On the other hand, Ap ol | aridgthetmatterctihat hass @
transformed wunder his fingers into Marsya
red flesh. ThissuggestsRi ber ads paradoxi cal conjoining
facets of the tactile sense by presenting Aiopko t ouch as not onl y
destructive. It is as i f Marsyasod6 body i s
touched by Apollo and worked out into a corporeality that is simultaneously taken apart.
Creation is shown here to laéso painful and destructive, harbouring an intrinsic violence of
the process, and indeed the final resul t.

making and unmaking, not only of Marsyas?©b

Creative Touch

As a point of contrast to Riberads probl e
Neapolitan version ofApollo and Marsyas!| turn toDi e go Ve IF&malg &igue b s
(Fig.5)), or otherwise known aSibyl with Tabula Ras&l648, Meadows Museunballas).

The picture is one of the Vel 8zquezbds mos
still undecided by art historians. The most commonly accepted interpretation is that the
painting depicts a Sybil an explanation that reliesonthega 6 s si mi |l ari ty
Juana Pacheco, Wife of the Artist, as a SiblR).52 (163132; Prado Museum, Madrid).
Admittedly, the association is quite striking in that both paintings showldrajth female
figures in profile, holding what seems lte a stone tablet. Large tablets or opened books are
the traditional attribute of Sibylsthe ancient Roman prophetesses that, according to Christian
tradition, predicted to the Romans the birth of Christ. This interpretation is supported by
Jonathan Brow, who suggested that the female figure is in fact Clio, the muse of History
even though he was wulti mat el y hef atherctrditionalo
attribute apart from the tablét is conspicuously missing from the imaif8 A different
interpretation of the picturé one that is far less popular among art historiamselates the
enigmatic female figur e t ohetFabk tof Amé¢hndlhersa c hn
calledLas Hilanderas (Fig.53 (c.1657 PradoMuseum Madrid) in thatboth figures have a

comparatively similar movemerarrangement in spae&d modelling®®® This line of thought

%8 Jonathan Brownyelazquez: Painter and Courti¥ale University Pres$986, 181.

%9 August MayerVelazquez; a caf23dSNERyYSRFKS LA | YRRV A3 Faber and Fabel936, no. 570;
JosélLopezRey VelazquezCatalogue Raisonndaschen, 1996, 266, no. 107.
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argues that both women are in effect personifications of painting, and that what they hold in
their hands is not at all a tablet, but an emptwas.
Although both explanations have their merits and shortfalls, | suggest that the identity
of the figure was purposely blurred, or left opened by the Velazquez to direct attention from
iconographic interpretations and focus on the action she is ehgagéowever, | would also
point out that she can equally be interpreted as the personification of painting not because she
resemblesi quite unconvincinglyi t he f i gure of Arachne, but by
emphatic gesture of touching what seemsbéoa canvas. The absence of the traditional
attribute of painting the brush is not necessarily an impediment to interpreting the picture
as an allegory of the art of painting. As was pointed out earlier, during the sixteenth and
seventeenth century was not unheard of painters to abandon the use of their brush and
palette in favor of their hands and fingers. Therefore, it is by no means implausible to suggest
that the picture actually depicts the allegory of painiingithough one of a particular tgp
where the figure is relinquishing the traditional tools of the craft with the purpose of painting
with her hands. For that reason, the figure remainBxed and urfixable, phenomenéhat
should redirect h e v iateemtienrtdvghat seems to be theet climax of the picture, the
figureds touch on the canvas/tablet as the ori
Isuggest at t hi s Female Rigurdulfils dstr aVf eslo§in wpuoe 2 & =
Touch is staged here as the summit of the picture, the act through are@tioni be it

painting or writingi is brought into existence. Looking at the paintingy) e v iateemtienr 6 s

i's slowly but steadily directed to the figurebd

empty canvas/tabl et stuch bestdwe mearing and motentialoWwhat f i gur e

is virtually atabula rasai a blank slate. The Latin tertabula rasawas used by the Romans

to describe thevax tables used for writing that were subsequently blanked by exposure to
heat. The term was alsased in philosophyi first by Aristotle i to describe the
epistemological assumption thagopleare born withoutnherentmental knowledge and that
information comes from experience and perceptiBiThis theory was largely supported by

the Aristotelian tadition throughout the centuries and picked up in the seventeenth century by
the empirical philosophers, most notably John LH¢konetheless, what is interesting in this
case is that the slate, be it a canvas or wax tablet, is in fact an empty surfabilothe

figure can work out its creation. The identification with the tabula rasa tradition also suggests

370 Aristotle, De AnimaBook |11, chps.
"L For Lock conceptualization of the tabula rasa, see: John BocEssay Concerning Human Understanding
Kenneth P. Winkler edHackett Pubdihing Company1996,33¢36.
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the rejection of an idealist interpretation of art where an external idea is imposed upon an iner
material T there is no reference to an externalsidn, ordisegno Instead it reveals the
corporeal and materi al process involved i
energy and dynamics into the materials, turning their materiality into open potentiality.

By focusi ng ager, anhcan afso spelthaetbreughfaifew strokes of the
brush, Velazquez blurred the distinction between the finggicanvas (Fig.54 As the finger
slowly progresses from the palm, its precision becomes increasingly cloudy, to such an exten
that whenit finally reaches the canvas, it becomes difficult to separate the brushstrokes meant
to render the finger from those belonging to the canvas. As if canvas and flesh become on
and the same, a single body. On the other hand, the distortion, or vagsemassompleté
as it I s, f or Apolo Slayng KarsyaqFigrid T iwthieamd par t s
body become virtually indistinguishable from the surrounding natwmely evocative, and
hence preserving a distinction between the two. Vel&zdqus t r eat ment of tt
finger is comparable to that effect wi t h
i nserted within Marsyads body. However, t
paintings is not limited to the action thin the picture, but extends outwards to the artists
themselves; their depictions of the act of touching rendered through a subtle impasto points
not only to the creative power of the figures touch, but also to the touch of the artist visible on
the surfae of the paint.

I n cl osing t he ApoiicaanhdyMarsygFig.5) (1B37;Capodinfoste
Museum, Naples), | wish to take a closer |akthe relationship betwedRi ber ads t
mani pul ation of paint and eArpcedldftbydle artisbon thd .
surface of the canvas establish an organi
engaging with its creative and destructive nature. The use of the impasto allowed Ribera tc

offer his reflection on the creativeqeess involved in making a painting, while establishing a

subtle parall el bet ween Apoll ob6s paradoxi ¢
An interesting parallel can be ma &layinhofr e
Marsyas(c. 15701576 Nat i on al Mu s)eAs dodi Crdstommuathedigure of

Apollo appearstobBabsor bed and careful, he seems t

knife, who crates rather than destroys the body with each move of his'aenprodative
creator and punitive destroyer inhabit the other, with the direction of the reference shifting

between the two: the action of the flayer suggests that of the painter, and vice versa, so the
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making and unmaking are inextricably linked if not a forin o e ac h*?6t Asr oMo s

argument about the shifting identity between artist and god in the paradigm of making and

unmaking also points to the idea of the artist asli@dcreator. God adeus artifexcan then

be considered being the prototype artiskj ¢he divine genesis the original creatiétiThis

idea pervaded fifteenth and early sixteenth century literature which tended to compare artists

to Godi an outstanding example being Raph4&lo temper this extravagance and near

blasphemous equation ihe midsixteenth century writers started to point out that although

human creation can be partly divine, it can never attain divine perféctioparticular, they

cannot create thingex nihilg only things that do not yet exisAs Benedetto Varchi

emphasi zed, At I's very true that God al one, ar

creating; therefore He alone, *8nd no one else is
Briefly returning to Boschiniés account on

paraggraph of the quote the idea of the artist as aldg@dcreator appears as the artist models

his figures and bring them to life.For Boschini this idea is intimately connected with the

impasto techniqué relationship made stronger by the implication tih& impasto is also the

working of clay into figures, act that echoes the creation of the first humans dudkee

Christian tradition Ribera implicitly reframesthe idea of the artist as gdile creatorby

suggeshg that not only the materials are mpnlated by the artist, but in turn he asso

modelled in his choice of design and execution by the materials used, according to their own

physical potential. Therefore, the artist is not the only one that has the power to model things,

by activating themateriality of the painting through the dissolution of form, the materiality of

the artwork also acquires the power to shapes the artist, his actions are modelled by the

materials he used and this is e\saresti,tby i n Ri ber a

di ssol vi nfgm iMa maiteri ehgledas woodi superficiemateriaas that part of the

tree Ribera not only challenged the dominance of form over matter, he gave matter freedom

on the surface of the canvas. Significantly enough,litteration of matter from formi

throughthe process of transformatiénnot only activates the materiality of the picture, but

also draws attdion to the role of materialitin disturbing the interpretation of the picture

%72 Craston,The Muddied Mirrar5859; My interpretation of the issue is based on C2agt Q&4 s K2 RSG20GSR |y
SYGANB OKFLIISNI 2F KSNJ 6221 G2 ¢AOGAlyQa LI AYy-@AyYy3 Fa | LI NI
373 My analysis of the idea of the artist as God like creator in the Renaissance is indebted to: Tlaedliging
Image in Reaissance Art117118.
Mwil LIKE St Qa NB OS LI A 2 yfor insfancé, K& beicanside @@ afoiigktho<e Sodditating =
¢SolftRS2Qa SLIAIANIY LINERY 2dzy OSR ThelLiifg Infade inlRé&nSissaneea®® 2 F | NI vé¢ {
%> Benedetto Varchi, quoted in: JacoB#e Living Image in Renaissance AiiS.
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Inside Out

Moving on t o pdtting effApobosFlaying Marsyas(Fig.6) (1637; Musées
Royaux des BeauArts, Brussels | arguet h a 't Apol |l o6s gesture o
draws attention to the subtle dialectic at play between the inside and outside of the painting
The painting depicts the body of the satyr stretched out on a ground, with his goat legs tied uj
by the massivdree trunk. With his hands outstretched, the satyr gazes out of tlueepict
screaming at the onlooker ingesture of despair and horf6tTowering above the satyr, the
beautiful god Apollo looks thoroughly absorbed in his gruesome task of flaying. Aipollo
shown with his | eft hand hol di ngewthathetrighto f |
heisseparating the skin from the satyros f|
with a clean, almost meticulously rendered surface. It thexefppears that Apollo is
plunging his hands within Marsyasdéd body t
that the removal of the skin/surface brings him back onto another surfaeesurface of the

flesh, muscles and veirisindeed on thewsface of the painting. There are two paradoxical
moves imbedded within this particular form of touch: the first points towards the density of
the painting in order to give it a sense of corporeal presenmed therefore a move of
interiorityi andtheseond dr awi ng attention to the pai

final move of exteriority.

The move towards interiority is signalled by Apdllgesture of removing the skin, which can
be interpreted as investigating, or testin
be interpreted as pointing towards the thickness and depth qfaihéng itself, thereby
revealingtouch as the defii ng r el ati onship at wor k with
explanation seeks to account for a type of artistic appreciation where artworks are perceived a
bodi es. The relationship between the fi gl
oberved in Paol o Pi nhabogodcptura(i®48t ary from hi
The sculptor cannot endow a figure with anything beyond its
form, which is its essential being; whereas we painters, in

addition to form and being, adorn it with specifications [that

hy al NE& | aQaNIti2rR 1| SYSFONR ES d ¢ KS wSLidzA aA d&LentuyyRe Y LY
b I LJt iSBodilg Extremities: Preoccupations with the Human Body iy Badern European CulturElorike
Egmond, Roéxt Zwijnenberg edsAshgate, 200368-91.
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makg for integral being. And this consists in our feigning the

whole composite carnal form, in which one may discern the

diversity of complexions, the distinction of the eyes from the

hair and other members, not merely in their form, but also in

their coloursjust as they are distinguished in the live mddel.

Pinobs assessment of the two arts falls withi

of either painting or sculpturietheparagonel n Pi nodés opinion, scul pture
of as the superioart mainly because of the severe limitations imposed by its medium in

delivering the distinctive mixture of colours and textures characteristic of the human body. In

contrast, painting can —render a f icgatimge 6s whol e
cor poreal essentials as the variety of skin compl
they are distinguished in the I|Iive model . o0 For

successfully bound in paintiiga phenomenon that gives the astis a corporealquality. By
emphasising the importance of matter and colour, Pino praised and defended the traditional
Venetian technique of painting. This unavoidably implied challenging the Florentine idea that
matter had no place in the intellectual inventand appreciation of a paintii.

On the other hand, Marco Boschini highlighted the corporeal nature of the paintings
themselves in his quotation of Jacopof Pal ma il
interacting with his painting’® Acting as a surgeon treating a patient, Titian inspected his
pictures with exigency and demand, Atreatingo a
Titiandés paintings by evoking human corporeal e
suggesting thathe painting is endowed with sense and can experience feelings such as pain.

This appreciation of art considers painting to be more than a mere object, interpreting it as a

meani ngf ul body, a corpus. Boschini connected
d stinctivel yitwaiditnmacchiahand tleerefore with & mode of painting where

the artist abandons the use of the brush in favour of his fingers. The interaction between

painter and his paintings therefore is one of touchimxpressed @n by the popular name

gi ven to Ti tpittara digocco e dihmadclyaliceich therefore becomebke

defining relationship thatot only endows digure or painting with a corporeal qualityand

$"Quoted from: Mary Pardd, | 2f 2 t Ay2Q&a W5ALf232 RA t ARDDdzNI QY ! (NI} yatl
dissertation, University of Pittsburg, 1984, 360ff. My interpretftio 2 ¥ t Ay2Qa (GSEG A& ol &SR 2y al
" On Florentine art theory, sedloshe Barascfirheories of Art: 1. From Plato to WinckelmaRoutledge
2000, 209240.
¥ The guote is discussed above.
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thereby operating a change in their ontologicalusti but also signals the way in which these
paintings should be interpreted.

By foll owing Apoll obds gestur ésagdédnededayv
confronted by the nature of the relationship between the matter of canvas and paingas bein
grounded irouch On t he deepest |l evel, the relati
materialitypromptsan experience where the picture is transformed fmomeagreobjectinto
a body It follows therefore that this particular understandofgbodies is grounded in a
relationship of touch. bihetheless, touch is not takanthis pointas a mere sensorial contact,
but as a creative interaction between two distinct eleméntsrder to tackle the issue of
touch, I turn to Jeah u ¢ N a n king @fstoudh land rorporealityzor Nancy the body is
Athat | imit point at which sense and matt e
this point of touch or contact, that ®* he
Nancy thinls of bodies as entities thatf i r st ar t i c uslthettaking plpca ofe , 0
s e n & theéy are the place of sensations, pain, pleasure, sight, and*¥bAshlan James
points out Nancy 0 scorpusis degendeng ondviawride Merledoondtyy 6os
ontology offlesh®? Derrida suggested thierleauP o n tflgsibnsay not fit in every respect
within the Ahaptolgical traditiono of cont
the fact that Merleao nt y6s di scourse on touch ¥ay i
James pointed outPontyiist than,cahtoué¢homhich Mecurd aganst the
backdrop of a discontinuity, a discontinuity which is not the separation of distinct entities or
propertes (mind/body) but rather a separation of those heterogeneous and singular element
which are nevertheless c®hjoisedtinhtbepo
thinking c¢omes capustiatedisdoses dxiatenceyird the venteraction
bet ween discourse andBomhitdsrdondt Naalke 6! a
mattet They dondt i nh dlheytake flacé at the limigual ifi GBRYY 0 0O
engaging with Descartes, Nancy asserts that the body and®uoalinto contact as the soul
extends throughout the body, making it aware, providing knowledge; while in contrast, the

Wae Ftyrfeara 2F blkyoOeQa he Rigosntark Bemand: RiSiotrodbddionfozhe L I v
Philosophy of Jeahuc NancyStanford University Pres2006, 131.
%81 Nancy,CorpusFordham University Pres2008, 27, 103.
¥hy al NI Skdz LI2yGeQa Beyharaflyangis | 2iANMS(E4ES 2 ¥ i EBetSakadS S Y
Encyclopedia of Philosoptsdward N. Zalta ed2011,
http://plato.stanford.edu/archivesfall2011/entries/merleauponty/.
%3 JamesThe Fragmentary Demand30.
%% |1dem
385 Nancy,Corpus 17.
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body appears as the extension of matter, of that which is known, into the soul. James points
out that, if for MerleatPonty the incarnat sense of existence penetrates matter, for Nancy
matter is impenetrable. However, the two forms of extension come in contact through touch,

and it is this particular form of exposition that discloses existéfice.

Touching Materiality

Artemisia Gentilesah 6S&lfPortrait as the Allegory of Paintingotherwise known a&a

Pittura, (Fig.59 (16381639; Royal Collection, Londond an be contrasted with
problematization of touch and materiality The pi cture was painted durin
Endand, after her first Neapolitan sojourn. The image is usually thought to be inspired by
Cesare Ri pads Ategmycof Raiptingframhis kednologida(el 59 3 ) . I n Ri pad:
book the embodi ment of painting alpck bair,r s as: A a
dishevelled, and twisted in various ways, with arched eyebrows that show imaginative

thought, the mouth covered with a cloth tied behind her ears, with a chain of gold at her throat

from which hangs a mask, and has written in fiiomitation 0°®’ The features are essentially

captured by Gentileschibds portrayal o f the sub
inscription on the mask and the gagged mouth; a significant oversight to which | shall return

later. This particular interpretation tife image is reinforced by the existence of a letter sent

by the artist to Don Antonio Ruffo in Sicily, w
of Cesare in t R Thus,s profisioncof art histovoal stadies focus today on

mainly two things: that the image is either a comment on the condition of thei artistiered

here most emphatically as the embodiment of Painting in gedlaiti and as a powerful

statement of Artemisia Gentil esaanale dominatechi que pos
world 38
Neverthel ess, I s uagPiters problemiataes theGngrinstc vdlue s c hi 6 s

of materials used in the act of paintinghe brush, paint and canvas. By doing so, Gentileschi
was challenging thédea as understood in th&xteenth and the seventeentientury artistic

386
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JamesThe Fragmentary Demand37-138.

Quoted from:Keith Christiansen and Mann W. Judi@razio and Artemisia GentilescMetropolitan
Museum of Art, 2001, 41418.

388 Quoted from:ldem 420.

%89 See:Ward BissellArtemisia Gentileschi and the Authority of Art: Critical Reading ateldgue Raisonne
University Park, PA: Pennsylvania State University Press, 1999; Mieke Bal, "Grounds of Coniplagison."
Artemisia Files: Artemisia Gentileschi for Feminist and Other Thinking PEdpMieke Bal, University of
Chicago Press, 2005; Mdpy Garrard, "Artemisia Gentileschi's Sedfrtrait as the Allegory of Paintinglhe Art
Bulletin62 (1980): 97112; Susan Vreeland@he Passion of Artemisiblew York: Penguin Group, 2002.
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theory by emphasising the materiality of the picture and the sensuous process involved ir
creating and hence interpreting it. This understanding can also explain why the painter, whc
carefully reproduced thd escr i pti on from Ripads book, (
details: the gagged mouth and thmitatio inscription on the medallion. It appears that
Gentil eschi del i beratel y f oilinoceré&dleaRy iderdify s o
the sourcei only to break away from it in the most essential of pla¢&st, the artist
ungagged the mouth of the figure, a bold gesture that can be interpreted as a proclamation ¢
liberty from the constraints of artistic convention, a restoration ofathet i st 6 s f r
expression, intemgtation, and identity. Seconentileschi excluded the inscriptiamitatio

from the medallion. This gesture supports the first as it might suggest a withdrawal from the
classical representational model.

Of particubr importancas the massive surface of unpainted canvas that looms in the
background. On its surface the painter is engaged in anatgieing gesture of touching the
canvas with her brush full of paint. One is confronted with the delicacy of the precauiir
the monumentality of the moment when the two materials touch each other. Touch is
presented here as the foundation of painting, the element onto which the technique of painting
is based. Nevertheless, the materials involved in the act of paintingtdget confused, but
retain their respective uniqueness. That is Wieyviewerdoesnot actually see the paint on
canvas, but only the actual touch at the limit, where the canvas remains clean and the brus
full of paint. Therefore, the touch here is reottouch of continuity, of absorption of one
material into the other, but a touch that takes place at the limit between those two elements
what Nancy calls gouch in separationOne can observe the result of that relationship directly
on the surface ohe picture. The section dominated by the canvas is painted in thin layers of
paint, just the right amount to allow the canvas threads to permeate the surface. At the sam
time, in other areas of the paintingp ar t i cul ar |l y on 56)hthepaintgur e
applied in thicker layers and looser brushstrokes, thereby achieving a sense of weight o
carnality. The density of the paint becomes particularly relevant when considered in
conjunction with the palette held by the figure onto which thegatehes of paint recreate the
pai nting6s ov dindudihgthe tohesthat rensler teeflesd (1.

Liminal materiality

In Ri b e Apalld and MarsyagFig.6) (1637;Musées Royaux des Beaixts, Brussels
touch is shown as @laceof limit and difference that holds together the innermost structure of
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the picture, and is responsible for the painti
viewer from grazing the surface of the picture into its most intimate ieatthe pointvhere

the canvas and paint meet each other. Once there, one is confronted with the relationship of

touch between materials as a contact occurring at their respective fiimatssimilar
relationship that defines MartBeydstndionfofleacs h and sk
material, a place of difference must be present. Touch opens an interval therefore, and it is

within this interval that the materials take up existence. It discloses existence at the limit. The

materiality of the canvas acquires individuality only when it enters into contact with the

paint, and vice versa a contact that can only take place at their lifit$. n e f f ect , Ri ber a
working of touch here creates an experience of the picture as something that takes place on,

and at he same time, is being placed at, the limit. The picture is thus revealed through the
questioning of touch as occupying a place of liminality.

This aspect of the picture is meant to appea
embodied being by raisirgwar eness of oneds own | i mits. Ri ber
body comes ¢l oser dorpus Namcywcsprceptualizatiomd bodigs ao f
something that take place at the limit of discourse and matter can offer a viable key of
unlockinghowRi ber aés painting achieve that strong sen
mechanism of reference, or resonance through which the painting appeals to thei viewer
touching upon the vieweroés bodies rathatthd aces of |
canvas and paint can in some way be understood as soul and thadys, to equate canvas
with soul and paint with body, or vice versabut merely to suggest that the interaction at
work between the two materials is analogous toptloeessof their coming into presence, as
described by Nancy &% Namely, wha Is aamparable hetveeb thel i e s .
painting and body and what makes the painting a badis theprocessat work, rather than
one or the other materials involved.

The issie of touch and limits at work between the different components of an artwork
is addressed by Benedetto Varahione of hisLezione della maggioranza delle affi546)
delivered at the Florentine Academy. Varchi talks about the union between mattemany fo

comparing it to the union of body and mind:

WegkAa Fylfeara Aa AYRSO0GSR (2 Oopus&€e Qa dzy RSNAGEYRAY3I 2F 062
¥ Nancy argues that there is no point in talking about mind and body as separateqtemsisting
independently from each other because they exist only insofar as theych upon each other and this
touching is in itself the limit that marks the spacing of existence. N&argus 34.
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That which is generated by nature, or made by art, is not only in

form, nor only in the material; but the whole is composed

together futto composth such that, if one asks what is that

which a sculptor mdone when from a mass of bronze has cast,

for example, a Perseus, we ought to reply that as he has not

made the material, that is the bronze, so similar he has not made

the form of Perseus, but the whole composed, that is the material

and the form togethr €é . A° man i s not in form on
soul, nor matter only, that is the body; but the soul and body

together>®?

Varchi 6s text i s gr oun Arstdtle insisteduporetheAinity s t c
of man in order to explaiphenomena such as sensation and voluntary movement, which
involve theoperation of both soul and bady order to explain the unity of man, Aristotle
arguedthat the body and the soul axenjoined the same way as matter &ondh; that is to say
that soulis the form (actuality) gives life to matter (potentialiyj The soul bears the same
relationship with the body in the same way the form of wax to its material basis; form is
considered to be the active principle, while matter the pad¥ittawever, Varb i 6 s t e x
relevant to our inquiry not because of the elements of form and matter that he brings into play
but for the particular type of interaction he is outlining. Varchi describes a union of form and
matter as the source of the entirety of a worlarbfwhere the individuality of the constituent
elements is retained. The two elements do not get metamorphosed into a whole new elemer
but retain their individuality within a relationship of conjoining. It is from this relationship
developed between tHenits of each element that the wholeness of a work of art emerges.

Jodi Cranston points out that Varchi, through the intertwining of form and matter, is

AAAAA

¥ STA2YS RA . SySRSGG2 I NX
pubblicamente nella Accademia Fioted y I I { SO
from: CranstonThe Muddied Mirrgr40.
Wegb2g IADGSY (GKIFG GKSNB FINB 62RASa 2F &4dzOK | yR &dzOK
body is the subject or matter, movhat is attributed to it. Hence, the soul must be a substance in the sense of
the form of a natural body having life potentially within it. But substance is actuality, and thus soul is the
I QlGidz- f Adie 2F || 02Re I &DdAibd@RaldRR.NI OG SNAT SRdPE | NR &
¥ULFL GKSYsS S KEGS (2 3IAGS + ISYSNIf F2N¥dzA | | LILX
of the first kind of a natural organized body. That is why we can dismiss as unnecessary the question whether
the soul and thébody are one: it is as though we were to ask whether the wax and its shape are one, or
ISYySNIfte G4KS YFOGGSNI 2F | KAy 3DdAiRa4l2k R6{ilt istrporéari A O K
to point out that for Aristotle form is not transceedt from the material world. Aristotle advocated a sort of
GRAZI YR ¥ A A¥¢ HKSNBE F2N¥Y Aa AyaSLINIoGES FTNRY YIddGdSNE
of a teleological matteform; that is, matter and form are naturally purposeful.
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emphasising the importance of the senses of vision and touch in experiencing stUipture.
Var c hi toe falls within theparagore, where the defence of sculpture is intimately
related to the sense of touch. As such, Varchi 6
and matter recalls the relationship of touch in separation at work within the nsatdria
Ri ber aod si ap ateracton tha gives rise to the wholeness and corporeality of an
artwork. By moving this sort of relationship from the level of form and matter to the
relationship between the materials themselves, one can develop a nef ygier as active
matter, or materiality®° The materiality of the painting, grounded in that fruitful relationship
of touch at the limits of canvas and paint, is the main source of experiencing a painting as a
body.
Hence, it is at the limit and through the awareness of the limit that the viewer comes
into contact or experiences the picture as a body. tbheh in separatiorbetween two
elements opens an interval from where the viewer can interact with the wholéribgs o
painting as a body. For a moment, during the process of discovery and interpretation, the
viewer is positioned yet again at the limial t hough this time at the HAir
picture, rather than the external one. This would imply thaetisea relationship of resonance
at work between the Ainternal o | i mit and the ex

surface®™’

By internal | do not mean that the painsritavedepth; instead am referring to

the relationship between canvas gmint, a relationship thas ultimately one of complex

surfacesThis relationship of limits developed on the surface of the picture not only works as a

token of the viewerdéds | imited ability to acces
embodied onditioni a body conjoined by two distinct parts that is taking place at the limit of

Ami nsoul 06 anfAidnafibtoedy. ®® The vi ewer becomes awar e
itself as corporeality because it takes place at the limit, very much thewsayigodies take

place at the limit®*By dr awi ng a parallel between Nancyds t

picture as a sum totdl suggest that theorporealityof the entire painting isot to be located

%% Cranston;The Muddied Mirrar40.
e KS O2yOSLIG 2F FOGAGS YIFGGSNI A& Ay RS SRpadsiveRiSefet NI dzZNB  FNRB Y
KSNBE (2 ! yYRNBg . SmameringasyliScisseR &odve.y A 1A 2y 2 F
¥7For a discussion on the surface as eeshold see Chapter 1.
L O NBFSNI G2 GKS fAYAG & F LX I OS 6 KSNBhedigitiodeser, (i I 1S dzLJ SEA
is not only the outline of frame, not only were by something ceases. Limit means that whereby something it's
gatheredinto its ownness, in order to appear from out of this in its fullness, to come forth into presence.
W1 S A RS 33 S NFAndrawMiicBeit HelégBeY Among the Sculptors: Body, Space, and the Art of
Dwelling Stanford University Press, 201058
140



in the canvas or paint, nor discouissubjectmatteri but in the interval of their touching, in

the process that takes place at their limit.

On the Surface

Thusfarlhave di scussed Apol Apollé and Marsyagfig.6f (1687m R
Musées Royaux des Bealxts, Brussels mostly as amo v e towar ds t h
Ainteriority.o Now | wish to turn to Apc¢
simultaneous phenomenon that endows the gesture with its paradoxical nature. While this ac
engages the layers of the surface, it glsimts tothe limits of the painhg as a material object,
drawing attention to the tactile values imbedded onto its painted suhfac¢her words
Apol l ods hand s e e nfigtionalonnepdepths gfethe wainting and thus h e
making one aware of thtouch in separatior el at i onshi p at wor Kk
materiality? only to reveal its density and thickness as being merelyddep a surfacelt
encapsulates an instantaneous move towards interiority in order to expose it as a facet of i
intricate exteriority.The density of the bodiedepictedand paintingas a wholas therefore
exposed to us deing at the same tine depth and aurface If we take a closer look at the
wound, It appears that the tarcittdriar that is cleamo v
and polished, with the surface of the muscles and veins shining as neat surfaces. Where:s
Ri ber ads o tApalaand/MarsyagFig.b) (163f7; Capodimonte Museum, Naples)
shows an incipient wound rendered with visibledmsiroked§ a dirty, soiled procesisin this

case the injury is considerably cleaner, depicted with subtler strokes of the*BiDshng

the act of flaying, Apol |l ods hand cfarther mer
than the canvas shown to us underneath the pHmat.heightened exposure of the wound
rai ses awareness of the conflicting natur
between the interior and exterior. The surflke interior of the satypropels onéack onto

the surface througl move of liminal positioning, of placing the viewget againat the
surfacelimit of the painting.| t seems that Marsyasodos 1inte
exterior of the painting in a move of blurring thistohction between the inside and outside.
This phenomenon is achieved through the presentation of the mass of the body as a surfac
Marsyaods body, as it isihere reminescer mdeamldu ct oN at nhcey

conceptualization of the body frohis essaygorpus

MWeK2dAK GKS s2dzyR YIFe 68 OfSHYSNE !L2ff20a KIFIYyR& &
discussed earlier in the chapter.
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A body always weighs; it is itself weigh, be weighed. A body

does not have weight, it i's weight. (é) l
Their weight is the rising of their mass to their surface.

Endlessly, the mass rises to the surface, and petlasoh

surface § 6 e n | e v e ]. Mass isdensity,atlte econsistency

concentrated in itself: but this concentration in itself is not that

of spirit, for here the fAselfo is the su
exposed. Massive substance is supported only by adpg

not by interiority or by a foundatiof{°

Anot her significant el ement that raises awar e
of four bystanders placed behind the tree trunk in the lower right corner of the picture. In
contrast with the bystander f r om t he ot he Apolo and MarsyagFigp5) Ri ber ad s
(1637; Capodimonte Museum, Naples) who are looking in horror at the scene of flaying, in
this version (Fig.6) (163Musées Royaux des Beaéxts, Brusselsthe bystanders are either
loweringtheir eyes and blocking their ears with their hands, or talking to eachadtbet the
terrible event. Conspicuously enough, the figure closest to us has his head completely turned
away from the scene while his hand is raised in a gesture of point dutttey i ng. The f i gur
refusal to look coupled with the extended arm act as an open invitation of a primary tactile
interpretation, rather than a purely visual one. The raised hand can also be construed as
directing the viewer back onto the surface ofithage, instead of merely drawing attention to
the scene. There is therefor e i@nographictdetals coor di na
and the particular manner in which they are depicted. For instance, the figure of the bystanders
raising his handsirendered in a strong, visible impasto in comparison with other areas of the
painting, such as Apoll obés body. As such, once
det ai | s, the viewer is urged to engaiye with the
touch of the artist is allowed visibility. The surface therefore acquires a primarily tactile value,
effecting an unattainable desire to touch.

At this point it is essential to clarify the nature of this particular form of touch in
relationtothes ur f ace of the picture. I n order to do th
conceptualization of touch and materiality. Ear/|
interpretation of touch and materiality is gnoied in an alteration of thgdositioning as literal

“CJean] dzO b I y O& I Thé Birth MilRidserc8tanford University Press, 19988199.
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presences with the aim of bypassing®tia si

move can only happen i f the nature of ma t
material and the empirical have been separated thelicinwithin the work and as part of the

objectds material presence i s &nForaBerjamne q
Athe hand, though this wild.l be equally trut

loosening will allow botlthe hand and the eye another possibility in which neither hand nor
eye are defined by Berdamin arguesi thaetheadesthgtic resdeaf c
controlling sensation destroyed the equation of sight with its literal presence through a move
to cagnition, while touch remained tied to its original condition. Benjamin therefore seeks to
position touch as another modality of seeing, and thus operate a transformation in what is
understood by seeing and touching. This impliestlainkingof touchi whilst not denying its
empirical presence and a question of how it conveys knowledge. According to Benjamin this
operation isconditionedby the nature of touch as being temp8Paln a complex argument,
Benjamin argues that A t hret, omaadrnvvehichf Herdam cam les ¢ ¢
locata, is the reposition of theoulf r om t he s ub j*®Asta result, the bbgect 0 b |
acquires a new, different ontological status due to the newly acquired centrality of the hand
and touch. In the end, Benjamiortends that touch not only transforms the empirical to the

materiali in terms ofmatteringi but also guarantees seeing.

Touching Surfaces

| turn to the contx s t bet ween Rialion ofatdush anl aorbd veantagt ii 0z6 s
Incredulity of Saint Tbmas(Fig.35 (1601 1602; Sanssouci Palace, Potsdath).arguethat
Caravaggiods painting idohparalidrattelsata o loaown
Apollo and MarsyagFig.6) (1637;Musées Royaux des Beaéxts, Brusselsi a paradoxical

touch that encapsulates a comparable move towards the interiority and exteriority of the
picture i though the similarity only goes so far, as there are also substantial differences
bet ween the two portr ay dylraevolvesCaaound ¥ha gegture @ s
touching, as the characters of Christ and the apostles are arranged in a semicircle with its foc:

point on Thomasés piercing finger. Car avac

WSyl YAYHE2ADKRY 8588 Tod
“%1dem 81.
“®1dem 7374.
Yo e2dzOK GF18a LXIFOS 20en$™M GAYSP ¢2dzOK Aa GAYSRDE
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Idem, 82.
406Spike,Caravaggio123126; EberiSchifferer,Caravaggio 166167.SchiutzeCaravaggio 142, 157.
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pushingit deep within the woundt hisside The moment I s embl ematic as
mistrust in the sense of sight and confidence in touch as the ultimate empirical proof for

Christés bodily presence. Touching does not occu
butwithih Chri st és body, right i1in, at the intersect.i
As such, the position of the apostles and their

probing gesture, moves the viewer towards the inside of the picturemolie towards

interiority as well as the absorptive quality of the painting is discussed in some length by

Michael Fried in his book on Caravagdf While arguing that the painting, through its play

of absorption and address is paradigmatic for the emergen of t he fAgall ery pict
i nterestingly draws attention to the tear in Th
connection between 1he tear and Jesusd wound.

Foll owi ng on Frarguahatsthe entals tear in the shauldeam bf
T h o ma s 6 snvitgsahe kiewer insidé¢he painting only to push him/hdrack ontoits
surface. This implies that the tear must act as
the tear may seem at first sight to hae¢hingto do withtouch a ¢l ose scrutiny of
positions reveals that in fact it is a direct result of touching. By itself, the tear is a consequence
of Thomasds gesture of touching, holding his tor
jacket to break. Therapur e of the fabric therefore resonat e:
both having Thomasds touch asi couplediwith tkeent r al el
absorptive state of t Iactsaspaonemehtehat draws the vielwer mas 6 st «
inside of the picture, while the white fabric of the shirt poking through the tear pushes him
back onto the surface. Here again we are confronted with the paradoxical nature of touch
pointing as a move towards interiority and exteriority.

However, the touchtha appears i n Caravaggiodbs picture i
that of Apoll o in the Riberads painting. While
the inside and outside in the same act of touch
same man touching different people Jesus and himseif with different hands. Also the
guestion of temporality ari seteflayhgpishlomgbs t ouch

temporal process and simultaneous containing both movements in one single iagthile

407
408

MichaelFried The Moment of Caravaggi®rinceton University Press, 20B8B;86.

Fried sees the tear as a moment that heightens the realism of the picture as well as a rouse, a device that
distracts the viewer, diverting his sight from the action, only to release it moments Rtiedalso makes the
connection between théi S NJ | y R Wtdloes ot edidey dhIhe presumed relationsHiee page

86.
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Thomasoés touch is short and twofold. 't mi
the same time he is touching his side, in fact there is a temporal split between those two as th
latter is a reaction of the former. Thomas is touchirggdle as a consequence of touching

J e s us 07 thisofeaturd will be further discussed bellow. There is also the temporality of

i nterpreting the two touches: i n Apol |l ob6s
becomes simultaneous, while@ar avaggi o6s painting the vi
along the surface of the painting from one place to the other in order to make the appropriate
connection.

Thomasdés touch, Christbés body remains
divine ndure. As such, by paradoxically touching the body of Christ, Thomas touches upon
the untouchable. Touch here grants access only to the limit of what remains remote anc
inaccessible. Moreover, Caravaggio depicted here a form of touch that does not atteupon
person touched, but the person who does the touching. This is made clear by the impenetrabl
assured expression of Christ and the expr
face. In a paradoxical move, Caravaggio portrayed Thomas as if howaeng himselfi
since what he was supposed to touch turned out to be untouthatbtee limit of touching
Christ. Caravaggio even depicted Thomas holding his left hand upon his side as if he wa:s
penetrating himself with his right, and not Christ. hn@ pr essi on on Thoma
gesture of holding his side while piercing Christ imply a touch that makes the apostle aware of
hi s own corporeality and finitude. Car av
untouchable makes the person who ddes t touching aware of o]
finitude and distinction.

Furthermore, Caravaggi o portrayed Thor
connection that not only stands in for the
furtherinsubst antiating the paintingés own <cor
system of reference at work in Riberabds p:
matter and the painting as a whole. Lorenzo Pericolo argues that the awkgrareeat of the
characters, especially the figure of Thomas which is not properly spatially aligned, suggests
that what the apostle is piercing i ot
this point Thomas0s tyoéthetcanvas through sef@cefal todtiatt h e
points towards the materiality of the paintif§Touch situates the body of Christ in a direct

% pericolo,Caravaggio and Pictorial Narrativ459.

“%1dem.
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relationship with the body of the canvas. It also draws attention to the distinctiveness of the
image as we are invited to touch upon it. As far as the touch here involves also a moment of
withdrawal, this countemovement within touch acts as a signatohe pi ctur eds uni
Therefore, touch here is not only a mode of approaching a painting as body, but also a mode of
steppingback, of distancing from it in order to preserve its exceptionality and dignity.

The juxtaposition between the textured scef@f a painting and the evocation of the
sense of touch through i conogTheaBbrdculptar,,or be st
Allegory of TouchFig.58 (1632;Prado Museumm Madr i d) . The painting
two surviving canvases depictinget sense of touch the earliest versionSense of Touch
(Fig.59 (c.161516; Norton SimondMuseum Pasadernais part of acelebrated series of the
five senseshe artistcreated while living in Rom&?! The painting shows an old blind man
touching with badh hands the head on an ancient statpeobably Apolloi while on the table
is a foreshortenedoainting depicting what appears to be a male head. The subject of the
painting noticeably alludes to the artisparagon as the image of a blind man touchiag
statue was a commotopos within the debaté!? Although the issue of th@aragoneis
important at this point to show the connection between subject matter and materiality, it is not
the main concern of the argument; therefore | will only highlight the main ideas that
dominated the debate without going into much detail.

The termparagoneis used to describe the Renaissance debate wherbrm of arti
architecturesculpture or painting is champioedas superior to all othef$ A key argument
in supporting one of the arbver the other is formed by appealing to a hierarchy ofitee
senses in particular to the comparison between the sepn$aight and touch in relation to
painting and sculptur&? Aristotle for instance favoured sight above the rest of the senses,
while Leonardo da Vinci argued his defence on the superiorifyawofting by claiming the

superiority of sight*® Later on in the seventeenth century, Galileo Galilei notably supporting

que
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WCA @S BuBipgiorSMagaiti 33, 1991 71-81; 77, 8Q also:Pérez Sanchez and Spinadasepe de

Ribera 60, 64.

*2For thesubjectof the blind martouchinga statue as &eyimage for theparagonesee Peterl SOK (= W¢ K S

Paragone Bo I G SY ¢Sy Lt f dza (iNBimMidluRlY.Z 19B4/IRBE: / 2YYSYy (izZQ

“BFora general discussion of tharagonein Early Modern Europe se&acqueline Lichtensteiithe Blind Spot:

An Essay on the Relations Between Painting@audpture in the Modern AgE&etty Research Institut@008

“MFEor an comprehensive overview of the role played by touch and sight ipafagjonein Early Modern Italy

see:Geraldine JohnsqriThe Art of Touch in Early Modern Ital¢ ArtA&/The SenseBrancesca Bacci and David

Melchereds.,Oxford University Press, 20199-84.

“1 A thorough introduction on the RenaissarmparagorecA Yy LI NI A Odzf | NJ [ $2y I NR

by arguing the superiority of painting and sigitan be found in: @lre Farago], S2y I NR2 RI =+
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the Aristotelian idea of touch as the most reliable of sénathough sight being the noblest

in a complex argument where scul@us argued to be inferior particularly because it does not
satisfy the sense of touch:o0only the simp
sense of touch [é] Who would believe that
isalivinghuman H%ing. o

In contrast, Michelangelo favoured sculpture as the superiortaerefore advocating
a more tactile engagement with the art®y arguing that painting is at its best when it
resembles sculpture and sculpture at its worst when it resemhleting™’ In supporting
Michelangelo, Benedetto Varchi argued that although sight might be the noblest of the senses
touch is the most reliabkand by invoking Lucretius word
omnipotence, is the sense of our wholeyba@ds t a t e dhetmbhsadertain gefise is touch,
so that whoever denies touch is a lost calA century later, Gian Lorenzo Bernini evoked
the example of the blind man touching a statue as evidence for the superiority of sculpture
while his sculptuesi a prime example beingpollo and DaphngFig.60 (1622 25; Galleria
Borghese, Romé) appear to capture the transformative powers of ttich.

The Blind Sculptooffered Ribera the opportunity to engage with pgagagoneon
several levels, ultimately challenging the superiority of sculpture over painting. Itay Shapir,
ref er r i n gSeris®of Pouclrig.59a(@161516; Norton SimondMuseum Pasadena
argues that the artistos redé efieauclept wor ¢ hies
the richer and more satisfying medi um, it
argue that, according to Ribera, s&Ohptur

fundamental level, the artist subvett¢he standard ascription of the sense of touch to

a critical interpretation with a new edition of the text in the Codex UrhiBe#, 199 C2 NJ ! NA a G2 Gt S¢
of the sense of sight sedristotle, Metaphysics, 980a21

416Quoted from:Samuel Y. Edgertofhe Heritage of Giotto's Geometry: Art and Science on the Eve of Scientific
Revolution Cornell Uiversity Press, 1991, 22P5; For a discussion on Galileo Galilei and the artsEsagn

Panofsky Galileo as a Critic of the Arts: Aestheiititude and{ OA Sy i A T Asi§ Vat. K72 Nz K1DBE

15.
" paola BarocchScritti d'arte del Cinquecentyol.1,R. Ricciardil971, 522.

M dzONB G Adza o1 a ljd20SR Ay [FOAYY ¢l Oldza Syavys G O
+ | NOKA Qpiu cér®d BERtiinanhto @ il tatto, onde chi niega il tatto & di perduta sperdngza v dz2 § SR T NP
Achille Maur, Biblioteca Enciclopedictaliana: Opere di Benedetto Var¢chiolume 381834 128; See also
BarocchiScritti d'arte del Cinquecent633534.

“9paul Fréart de ChanteloDjary of the Cavaliere Bernini's Visit to Frafrénceton University Press, 1985

258-259; On Bernini and Tch see alscAndreaBolland,éDesiderio and Diletto: Vision, Touch, and the Poetics

2F . SNYAYAQa | ThieAtBdletin8y. R 2060, I0BOY S = £

PP Gre {KFELANE 6. f APRAfzHZE TSN ¥ H B Y@ A 2he Bpe@Aits 3iralpNssie NR 2 Y
4, Winter 20142015, http://dx.doi.org/10.5456/issn.2058679/2015w02
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sculpture and the sense of sight to paintirfgature that dominated the debatby depicting

a three dimensional marble object in the limitations of a flat surface. On the other hand,

Ri ber ads t gorygl@gedrstandard iconography by evoking the sense of touch
through his working of the paintingbds surface. T
Il mpasto that significantly becomes amcaneént uated |

the marble head (Fig.¢lendowing the surface with a distinct tactile quality.
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Chapter Four: Surfacesof Violence

Introduction

In El Museo pictérico y escala optigd724), Antonio Palominod escr i bes Ri be
saying:

He did not delight in painting sweet amibus things, but to

express horrendous analighthings: which are the bodies old

man, dried, wrinkled and consumed with skinny and haggard

face; all dne with natural accuracy, agpassionate painter,ith

force and elegant handlingThis is made visible by the

Martyrdom of SainBartholomew,wherehe is being flayed and

the internal anatomyf his arm exposed, by the celebrated

Tityus, whose entrails are being devoured by a vulture as a

punishment for his waah audacity, and by the torment$

Sisyphus, Tantalus and Ixidft

Palominof ocused his description on the int

brush in creating surfacedrawing particular attention taworn, dried, creased skin of the
human bodies. For Palomino these surfaces are horrendous and rough, and they bear on t
excessive violence portrayed by theinbiags. Especially significanis the description of
Ri berads portr ay alwheoefthe Suafacen df theBaddertmarg hiowwmiekied
skinny skin, is removed to expose the internal anatomy of the %oBya | omi no6s &
reveal s the strong relationship between Ri

of the depicted bodgs and its removal and the violence of the subject.

“216No se deleitaba tantoiRera en pintar cosas dulcesgdgvotas, como en expressar cosas horrendas, y

asperas: quales son los cuerpos de los ancianos, secos, arrugados y consgoridagostro enjuto, y
malicento; todo hecho puntualmente por el natural, con extremado primor, fuerza, y elegante manejolcomo
manifiesta el San Bartolomé en el Martyrio, quitdndole la piel, y descubierta la anathomia interior del brazo: el
célebre Tcio, a quien el Buitre lesaca las entrafias , por caitigo de su insolente atrevimiento: los totmentos de
Sisifo, de Tantalo, y dgion, expressando (especialmente en este) con tal extremo el dolor, atado a la rueda,
donde era continuamente herido, y despedazadaloming quoted from: Spinosa&ibera 410. My translation.
22 The painting in question has not been identified. Howetlee painting that is going to be discussed further
bellow ¢ The Martyrdom of Saint Bartholomed644; MNAC, Barcelong)s one that shows the arm of the
saint being flayed.
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This chapterexploresRi ber ads treat ment of the pictori al
issues of corporeality and violence are negotiated in relation to temporality. | focus on two of
Ri b er a o s of nafiayng of Baint Bartholomeiwthe first canvas is thelartyrdom of
Saint BartholomewFig.7) (1644; MNAC, Barcelona) and the secasdis earliest version of
the Martyrdom of Saint BartholomeyFig.8) (1634; National Gallery, Washington). The
sibject of flaying, the removal of skin, is in itself one that draws attention to the issue of
surfaces, andPalominos har ply connected it with his brilli
surface. This interpretation tries to see beyond the surface as a wmaréoc@ more valuable
interiori 't he quest f or abyfirehtng p asra signdiGam site wiiere the
paintingds c¢ o mpnbdrenxBerflamin arel amosimrecerttly Victoria Kelly call
attention to the complex role of the surface asettlséit generates meaningypically the first
we come in contact wit and the most accessible to thenses sight and touchWhile
guestioning the binary oppositions of surface/depth, surface/structure, and surface/core, Kelly
revealed the fallacy of assing that the real value of something lies deep within its inside,
overlooking the significance of its surfat€lIn art, for instance, the surface layers of olsject
are treated with great careglazing, polishing, and lacquérindicatinga material comigxity
thathas the potential power to altiére interpretation of the entire object. Moreover, because
they are exposed, these surfaces are susceptible to change ovérthimeaspect will be
addressed i n MartyrddmiofcSaint Bastholew(il@dd; &NAC, Barcelona).
Thus, the mattal complexity of the surfacefs structure, texture,onsistency, and even
thicknesscan work as a productive field that brings together different forces with the power
of inviting investigation to create maag.

| argue that bera, in his portrayal of the antyrdom of SainBartholomew, worked
the materiality of the canvas and paint intpaverful sense of corporeality sfaging their
potentiality as either flesh or skirRibera draws attention to the seperability of these
substances, yet in terms of vision and touch they are made to work as one. Therefore, material
separations are to be distinguished from emerging sensibillye pr oducti on of t he
materiality & corporeality involves a temporal dimension whschultaneoushheightens and
expand the violence of the subject matter. The chaptersstaith a questioning of surface.

Drawing on the work of Andrew Benjamin, | expldrew the surface of a paintings itexture

PrAO0G2NRLE YSEtes a! ALISOALE  DdBuRsSe Téngionsi Bufacd BiSHABANI a S+ y Ay 3 a
the meaning of object$Glenn Adamson and Victoria Kelley., Manchester University Pres2013, 1325.
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and materials, are brought By exaniningRi bien aa
working of the materials and the contemporary discours¢herrole offlesh and skin in
paintings, one notices a certain hesitance in assigningaidintity to either canvas or paint

as flesh and skin, or for that matter a definitive distinction betweem#ide and outside of a
body.Thi s ambivalence is noticeable in Riber
surface. Thus on one hand,ni the Martyrdom of Saint Bartholomewl644; MNAC,
Barcel ona) t he handl ing of t he canvaso t
Barthol omewbés torso suggests an interprete
the potentiality of the casas as flesh and of the thin layers of paint as skin. On the other hand,
in theMartyrdom of Saint Bartholome(@634; National Gallery, Washingtoti)eimpasto not

only createsthe corporeality of the figures, but alemhanceghe violence tothe scene;
therefore, the lack of ovestiolence is substitutetiere by the violence of the impastin
addition,Ri bewarlsi ng of the canvas and paintos
temporal dimension of the painting in a process that amplifies anfdnegs the cruelty and
sadism of the subject.

Rupturing Skin

The extreme violencef Ri b e Maatygdom of Saint BartholomeyFig.7) (1644; MNAC,
Barcelona) is not limited to the gruesome portrayal of the subject, but it is also worked
through the materliy of its surface. The surface of the painting shows signs of rupturing that
are comparable to the ruptured skin of thatsdf one paygarticular attention to the torso of
Saint Bartholomew and the white cloth covering his groin, one is struck by the insistence with
which the canvas threads seem to push forwaligtr the strata of paint (Fig.62 Ri ber
thin layering of ground and pd in these particular areas of the picture allow the rough weave
of the canvas to emerge all the way through the surface. This phenomenon essentially disrup
the cohesive nature of the paintds exteri
During the slow process of drying, the crust of the solidifying paint is broken or cracked by
the emerging threads of the canvas. This breaking gives the impression of an act of violence,
brutal rupture that inadvertently alters the surface of thedsaint bo d vy . The res
physically changes Barthol omewbs appear an

that is rough and broken. The materiality of paint takes on the potential of skin, while the

24 Andrew Benjamin'Surface & T S Ol a ®¢
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surfacing canvas presents itself as fleRtus the process of surfacing in which the canvas is

involved in concert with the ground, underpaint and overpaint is inherently a violent one. And

that this particular type of violencé of breaking the surface and showing what lies

underneath actsas@a ever beration of the rupture of Barthol
of his inner strata, of his flesh. This alteration dramatically affects the way viewers experience

the entire picture by making the visenseoof acutely

violence.

Rough canvases

The canvagntered the artistic worldn essential expressive means that correlates or works

together with the ground and layers of palhtbecame a popular and practicaédium for

painting in the late fifteenth and eadixteenth century, when it slowly replaced in some ways

the less convenient support of wooden pafféhough it was used before by Mantegna and

later Raphael, the proper acknowledgement of the canvas egpressive pictorial means was

fully exploited by midsixteenth century Venetian painters, led by artists such as Titian,

Tintoretto and Verones&® Venice, as a major commercial centre for textiles ranging from

luxury silk and wool to cotton and flaxffered a great variety of fabrics to the local painters,

the most popular choices being linen, hemp and jute. While certain fabrics were made of

simple weaves such as tabby and twill, others incorporated more elaborate patterns like
herringbone and dama&¥.Painters usually used a wide variety of patterns and weaves in

accord with the size of the painting, though there are some cases where the canvas is made up

of a mixture of weaves fitted into the same stretctheruch an examBidtae i s Ti ti
(Fig63 (15701 576; Gal l eri e dell 6Accademia, Venice). A:
canvases used by Venetian painters tended to become increasingly rough, although canvases

made of finer textiles continued to be woven and were still obtainable inettemteenth

2 For a brief overview of the canvas see: Caroline Villatists Canvases: History, ICOM Committee for

Conservation, Ottawa, 1981.
PC2NJ al yiS3y Il @rdreRoyiEMasitedyda's Bafihgs in Distemper'Amdrea MantegnaJane
Martineau ed., The Royal Academy of Arts, London, and The Metropolitan Museum of AfY,ole80-88. For
¢ Ay d2NEBIl2 QiycORlegtieddFiatGeito'siPSifigs in the National Gallery: PartNBtional Gallery
Technical Bulletivol 4,32ny & t f SAGSNES FYyR [FTTFENRYAZ [2NByIl 23 at NBf A YA
andmateA I £ & 2 F ¢Qoysér2atiab af pathiings aidyhe graphic arts: preprints of contributions to the
Lisbon Congres972, 152180;ldenc &L YIF GSNALFfA S f1 GSOKYyAOF RSA ¢AYyG2NBii
Jacopo Tintoretto nel quarto centenadella morte, Atti del convegnd 994, 275.
W26 SN 2FfRE dal GSNAFf A | yR StySiCNG: |jTeENiGRSERGt AV G SNE Ay { A
Veronese. Rivals in Renaissance VeeiteFrederick llchman, Boston Museum of Fine Arts, 2009473
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century??® This practice implies the growing importance of the canvas to painters as a material
means designed to further the expressiveness of their paintings.

BeforeanalysingRi ber adés painting, | propose to
surface in relation to flesh and skin as a point of contrast in discerning the different ways in
which artists addressed this issue at the
texture as one of the pi chieuerthe,,Otlse arkse placed theg r e
canvas in an interdependent relationship with the paint, where the canvas exceeds its simp
status as mere support by influencing the way the subject is interpreted. Titian was among th
first artists of the sixteenth otury to acknowledge not only the potentiality of the canvas, but
actually turned it into an active element of tigtoria depicted'?® This approachforms an
essential part of t henpitaradi macchia™S Titiand brgdgenent e d
with the canvas varied, dependion the subject of the picturat times he used a type of
canvas that was relatively tightly woven, while other times he preferred the surface created by
the thickly spun linenintentionally used for its sligtirregularities and roughne$¥.In order
to achievea more direct interaction between the canvas and paint, Titian applied only a thin
layer of gess® no more than the required bare minimum to fill in the interstices of the canvas
weaves and left the éxture of the canvas to penetrate through, thus attaining a tactile effect
of roughnesé®? Therefore, the rough texture of the weave, coupled with the use of a thin layer
of gesso ground, created a unique surface that required the artist to adjust ttediapmf
paint.

A case in point of Titianbdbs diverse en
can be observed in his two of portrayals of the entombment of ChhstBurial of Christ
(Fig.64) (1559; Prado, Madrid) an@lhe Burial of Christ(Fig.65) (1572; Prado, Madrid). In
both paintings, Titianbs handling of the
phenomenon that alters the temporality of the scene, either by suggesting the preceding or tt

following moments of the nariige. In regards to the first painting in questidime Burial of

“2%3ill DunkertonPurer to Veronese: Sixteentientury Painting in the National Galletyale University Press,

1999,268H T Md {SS | f&A2Y al NIAYl DNASa&aSNJFYyR brdlftAl Dd
CAGAlLYQa [0S 2o-Pdddeted late Xiyan dné the@ansual®ySMNRinfiMarsilio, 2008103
104.
*0n Titian and materiality seé:NJ y 42y s W2RAZ be¢KS2NAT Ay 3 al GSNRLFE A
WoodsMarsden, ed.Titian: Materiality, Portraiture, Istoai Brepols, 2007.
B SSY 51 GATRanWwg BRI F RS @ f 2 |j dzSAMIDES etHiBtoriaek . 2, NdlBzA I8 BZ96.
BlC2NI I GSOKYyAOLE | O02dzyid 2F ¢AGAlLYyQ&a fFGS LIAYydGAy3
Ddza (I g@ 2NV IGhA12lyazé wmno
3 Dunkerton,Durer to Veronese270.
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Christ( 1559 ; Prado, Madri d) , I suggest t hat t he <ca

disfigured skin, where the roughness and bumpiness of its surface resonates with the ruptured,

bruised and wounded skin of Christ. The surface of the painting is dominated here by the

presence of the canvas, which permeates through the layers of paint. This phenomenon can be

observed in the consistency of the body of Christ as well as on the surtheevdiite cloth,

two areas heavily textured by the threads of the canvas to the point that they acquire a distinct

tactility in relationship to other parts of the painting. The gravity of the moment is achieved

through the application of paint in thin s@ssive glazes, thereby allowing the canvas to filter

through and dominate large sections of the surface. The new idiosyncratic texture resulting

from the interaction between the thin and ropgimt, and the coarse canvas evokes a certain

fleshiness andipy si cal i ty. Above all, this i1s noticeabl

consistency and texture that makes it appear heavy and torn apart. The coarse dominating

texture of the canvas suggests the violence that preceded the scene depicted. The canvas i

staging here Christds b oshgificea $he tohgh appelarancemat e f i ¢

suggests a skin that was ripped apart by flagellation and a flesh perforated by the thorns of the

crown, the nails from the cross, and Longinusos
On the otle r hand, Ti ti an o sBusaeadf Christ (1572 Prado,on o f t he

Madri d) works the canvas together with the pai

Despite the fact that both paintings have a similar compositional arrangement, the second

vergon is executed with thicker layers of paint and glazes than the first version. This is

especially visible on Christés body and the sup

i mage stil]l remains highly t achowdver, wiiavhasng t o Ti t

changed is its potentiality in interpreting the scdh@lays on the evanescence of the tragic

scene by emphasizing its transitory nature, rather than focusing on its weight and heaviness.

The paint is here worked in light glazes, atti@igh the canvas is still visible, the numerous

thin layers of paint creates a multilayered surface that makes the figures seem ephemeral. The

surrounding detailsare simplified, the colours are not as strong and mixed with white, the

body of Christ appe's dead and brittle, everything seems as though fading into a white light.

The canvas and use of colour, particularly white, makes the body appear fragile and ready to

br eak; its pallor gives it a feelinumwlf | i ghtne:

eventually evaporate into nothing. This effect protrudes within the temporal sequence of the

narrative to suggest the altered nature of the body of Christ after resurrection. Saint Paul writes

that after the resurrgctiican, bQHhr iactqg@us rleady rde rhd i
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will it be with the resurrection of the dead. The body that is sown is perishable, it is raised
imperishable; it is sown in dishonour, it is raised in glory; it is sown in weakness, it is raised in
power; it is ®wn a natural body, it is raised a spiritual body (1 Cor.1842%*Td t i an 6
depiction therefore can be interpreted as
by staging its whiteness, lightness, and ephemerality, subtly hinting at hidonarstate
between the moment of resurrection and the ascension to heaven.

Ti t iversians of theBurial of Christ offer two paradigmatic exampgeof the
enormous expressive potential of the canvas by using it to vary the weight and heaviness ¢
the body of Christ in order to rework the materiality of the surface and temporality of the
depicted moment. In the first version Dihe Burial of Christ(1559; Prado, Madrid), Titian
was able to create a rough, heavy, torn apart body and scene, implying the extreme violence ¢
the preceding moments, the passions. In the second versibimeoBurial of Christ(1572;

Prado, Madrid), despite the fact that thenwas retains its importance, Titian completely
altered its wuse. Whil e the canvaso6 textur
refined and does not disrupt the strokes of paint as coarsely as in the first version. In this
picture, with the cmbination of lighter paints, Titian paired the two media to create a brittle,
fragile body, emphasising the paintingods
i nterpretation of the sceneds temporradfity

A

Chri st 6s eathand dsoerisione e n

The Texture of Violence

A contrasting exploitation of the canvas can be observed in one of Diego Veldzquez last
works, Mercury and Argus(Fig.66) (1659; Prado, Madrid). Velazquez found a different
solutionfrom Titian in tackling the problem by altering not only the temporality of the scene
but also its sense of vi ol ence. The pain
Metamorphosisn which Mercuryi f ol | owi n g Jiukjls the shegherd\rgos ahe r s
sets free a calf who is in fact his transformed lovef*i%.e | §zquez 6s handl i

3 For an informed interpretation of the body of Christ after the resurrection, see also: Dale Mi#rgn,

Corinthian BodyYale University Press, 1999, 126, passim.
434 Mercury and Argusvas origindly part of a series of four mythological workshe other three depicting:
Apollo and Marsyas, Venus and Adonis, and Cupid and Psychedecorated the Hall of Mirrors (Salén de los
Espejos) in the old Alcazar Palace from Madrid. The four pictureklwanme hung together with other
masterpieces by Titian, Rubens, Tintoretto, Veronese, and Ri#picting mythological and biblical subjects
related in some way or another to the topic of princely virtgamtil 1734 when a fire broke out on Christmas
day, which wiped out a large portion of the palace and destroyed a third of the Royal Collection.
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temporality can be ef f e Mercury and Argugrgb?) (1635;t ed wi t h
Prado, Madrid) painted for the Torre de Parada in the Mdat&l Pardo. While Rubens
portrayed the climactic moment when Mercury with his sword raised high is about to severe
Argusodos head, Vel 8zquez showed the moment of sus
slowly moving in for the kill. Velazquez offers amtrasting point where the violence of the
subject is not conveyed through the depiction of the climactic moment, but through the
brilliant working of the material s, in particul
canvas alters the temporal naivra of the scene by suggesting the climax moment through the
violent texture of the surface. The roughness and brutality of the canvas moves the building
tension of the proceeding moments to the culmination of the killing. The strong sense of
violencetht pervades Vel 8zquezbés painting is the res.!
texture of the canvas and the suffocating tension of the narrative, and not the gruesomeness of
the beheading.

Svetlana Alpersarguesthat Veldzquezreplaced the depictionfoviolence with a
pervading sense of shared fatafityAlpers argues that the two figures, the killer and victim,
are the expression of what Aby Warburg calpedhosformel an emotionally charged visual
trope evoking Patho8°Al per sd i nt sedpnm the daimi tanboth fgurds are
modelled after the same Roman sculpture of the fourth cefyirygy Gaul (Fig.68) (3"
Century; Capitoline Museums, Rome) , and as such
their common origin, Mercury and Argusask a common destiny of suffering and death. In a
sense, the murderer and the victim become equals, trapped in a continuous dance macabre.

I suggest that the pai nt convgygdnottproughethhef u l sense
cl i macti c mo meaade budteroughnhe Phugh exiusetsthe canvashough
Vel 8zquezds approach to painting |l oosely echoes
colour and use of the loose brush, after the 1630s he began to revise his technique, especially
in the mode of applying paiift’ However, in stark contrast with Ti
succession of thin layers of paint, or glatess f or | nstTaeRuegal of @hrisT i t i ands
(Fig.65 (1572; Prado, Madrid) Veladzquez proceeded to reduce thekhéass of paint down

to a semitransparent layer.Mercury and Argushe canvas is prepared with a thin, somewhat

% Svetlana AlpersThe Vexation of Art. Velasquez and Oth&ae University Press, 2005, 1132.

CC2NI ! 68 phatdsorodmBEXRIY / 2f f 1SS 2 IS RGNS ds methodological
LJ- NJ R A bofrialéof Art Historiographyr. 9, 12/2013.
BeKS Fff2eAay3a yrfeara RNIsa 2y GKS LI AyGAy3IQa G(SOKyAaO!l ¢
VelazquezThe Technique of Genju&leUniversity Press, 1998, 24.3.
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brownish base onto which the thinyéas of paint were added (Fig)69rhe translucency
resulting from its thinness allows the canvas to bectime primary source of texture of the
figures and objects depicted. For Velazquez, the use of fabric was always conditioned by the
way he intended to prepare the surface and execute the compositicthat respect very
similar to the practice of Titiaand, as we shatlee, 6 Ribera. Velazquez selected the quality
and pattern of the canvas adjusting its texture with that of the paint to suit the problematic of &
subject’® The preliminary ground layers, together with the subsequent layers of paint; appea
to work in concert with the canvas in delivering an expoessf roughness and brutality.
Hence, in Vel 8zquezods c as eingfrom the degiced e n
moment (n any case not overtly present) is effectively staged through theddxioughness
of the surface. It is a violence that is sweltering underneath, a violence that is suggeste
through the coarse quality of the canvas, complemented by the loose, long touches of th
brush. The canvas thus captures, preserves, and putsdatveariolence that is moments
away from happening. It also suggests the internal struggle of Mercury in anticipation of his
act. The figures stand still for the moment, but in the end, Mercury will deliver the final blow,

and that gust of extreme violeniseencapsulated in the working of the surface.

Fleshy Canvas

I n I'ight of the previous di s c uMasyrdomofSdinet |
Bartholomew(Fig.7) (1644; MNAC; Barcelona) and his engagement with the texture of the
canvas. Rbera wused the texture of the canvas
stage it as a process of continuous surfacing, where the paint as skin is ruptured in order t
expose the canvas as flésla dynamic process that echoes and reinforces thimdlaf the

saint. This phenomenon involveseghniquethat produces a twofold experience. Firsgtrgue

that the process of exhibiting the canvas as emerging through the paint can be intergreted as
hei ghteni ng oaterial presenge.i Andeannmdebécause the painting can be
understood as a corporeal presence, the exposure of the canvas through ruptured pai
resonates with the rupture of Barthol ome wi
point, the body of the painting echoeg thody of the saint through the violence exerted on

their respective surfaces.
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The manipulation of canvas and paint as flesh or skin was considered highly
problematic in sixteenth and seventeecgntury arthistorical discourse. There was no fixed
identity ascribed to either material; the canvas and paint were variously understood as flesh or
skin. This interpretation echoes the sixteenth and early seventasithry interpretations of
the limits of the human bod{? In effect, both materials were seenirterrelated parts of the
body, an interaction that endows the image with a strong sense of corporeality. The lack of a
fixed i1 dentity attributed to flesh and skin ope
canvas and paint in thBlartyrdom of SaintBartholomew(1644; MNAC; Barcelona). |
suggest that Ribera staged the materials so as to present the canvas as flesh looming
underneath the thin layer of paint as skin. This interpretation would imply that in this
particular picture, Ribera worked the eotiality of the canvas as flesh and the paint as skin.
The flesh underneath the skin is stagedcoming forth to preseiiself not as interior but as
anot her compl ex surface. Ri berads approach is |
depictions ofBar t hol o me w6 $artraoeh pf. Sairt Barthiolbnee\iFig.8) (1634,
Washington) for instance, the staging of materials is reversed, so that the paint is presented as
flesh opened up onto the canvas. Theacingeor ki ng of
through ruptured paint as skin requires a c¢l oseil
of the pictureds temporality and violence.
The surface of the painting reveals the ground layer as a site of (meaningful)
processing; a site where tkgnergence of the canvas onto the surface is negotiated. The
ground was usually used as an intermediate layer between the canvas and paint, with the
purpose of preventing the canvas from absorbing too much oil from the paint. The handling of
the ground vagd greatly from artist to artist, and from painting to painting; for instance, in
Ti t i a mdrial oftChrist (Fig.64) (15509; Madr i dMercugyrartd Aluesl asquez6s
(Fig.66 (1659; Prado, Madrid) the ground was applied only in the thinnest possible layer.
This prevented the canvas from absorbing too much oil, while retaining its ability to influence
the surface. On the other hand, Ribera used the ground layer to subgtenfiigdhce the tone
and texture of the painting through its colour and consistency. Ribera typically used ground
made of a rougigrained heterogenic mixture, which he applied in various degrees of
thickness. This type of ground is composed of a wide tyapé warm tones, from ochre
yellow to dark brown and almost black tint, colours that influence the appearance of the paint

B S8Y . 2KRSE a{1AYy FYyR GKS {SINDODK F2NJ GKS LydSNR2NWDE
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by softening its ton&* The relatively thick ground thus prevents direct contact between paint
and canvas, acting as a limit, a afecontact where the texture of the paint is fashioned. As
such, the texture resulting from the application of the paint on the surface depends on and is
direct result of the degree of thickness of the ground layer. The technical analysis is significani
here because i1t is through matter that th
the potentiality of the emerging canvas presents itself as flesh breaking through the cracks o
the paint as skin.

The issue of skin in the sixteenth cemtfalls within a larger debate on self identity
and the distinction between the inside and outside of a body. Skin was thought of as a borde
yet the question of whether it was a closed border or an open border was open to debatt
Daniela Bohde exploresi¢ question whether personal identitggs conceived in the sixteenth
century in terms of a complete separation from the immediate surrotnttingugh the skin
i or whether the skin was seen as a porous border between the self and envitrBoéce

argwes that the preoccupation with the act of flayinghe middle of the sixteentbentury

suggests that the idea of skin as a borde
secure, but something exposed to dadtfefhe act of flaying places thefigr e 6s i den't
guestion in a paradoxi cal manner : Aon t he
on the other it appears as &% Bome mterpretsy ,

Mi chel angel 00s St Baatr Judgeomeng 1’536 0641 ;f Sistina Cheapek
Vatican City) as an expression a sixteecgimtury platonic notion of identity as enclosed or
hidden by the skin, where skin was thought as a mere exterior. In contrast to that principle,
Ti t iFRying ef MarsyaqFig.18 (c.15701 5 7 6 ; Nati onal Mus e um,

“Tomyke 6f SRIS GKSNB Aa y2 MafQdemolSdintBartholboeREs442MNAG A 6 S NI
Barcelona). Therefore, my description is based on close visual analysis of the surface and a comparison with the
technical studies published in the exhibition c&tal dzS RS RA Ol P& 1683 from thedMudeb Q &
ThysserBornemisza collection. See: Ubaldo Sedano and Clara Gofizhlgz2 dzf = &/ dzZt G NB t AG i d
Ribera La Piedad, Contextos de la Coleccion Permanentdad#dd, 2003, 5850; Tomas Anteland Araceli

DIFolf Rsy>I af[ | aPiebdddel MasadNThysgeBoenis& y e htierro de Cristdel Museo de
StfFa ! NISA& RS ! Al dzWiérail Piedgt} Gortexthside 1©R@odcbrN\Rerinangnge 3184 A
Madrid, 2003, 6368; Sedno and GonzaleZ | y 2 dzf = & h 6 a S Rigtladdeh Nuges hysded 6 NB  f |
Bornemisza y dintierrode CristR St adzaS2 RS . St f IRibera LABicslad, CRrBextosald lazNR |
Coleccion Permanente, IMladrid, 2003, 692; Dolores Gayo, AndrésyS® K ST = WS&aga D2YST I ¢
Y I G S NXRikera bagPiedad; Contextos de la Coleccion Permanentdadidd, 2003, 780; Sedano,

G! LINBOA OA2y Sa a&RideMiBa Fiedad, CohtextdS NNa ColacEidn Pérnfanentdaddd,
2003,8184;{ SS I f a2 GKS SO0 Syt 2iloh¢l6a6) NaRahal GaylerywPkagus)NMofnér
Hamsikhttp://www.technologiaartis.org/a_3malbglatno-technika.html

**! Daniela Bote, "Skin ad the Search for the Interior."

*21dem,32.

*3ldem,11.
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exterior and the interior of the satyroés body
the bearer of identity. This interpretation challenges theptetonic idea of self. For Bohde,
the rising pularity of the images of flaying suggests that the notion of skin started to be
regarded as an outer layer, a membrane that not only shields and circumscribe the inner depth
of a body, but is also responsible for forming individual iderfity.

Bohde alsadraws attention to the fact that skin and flesh, though sometimes seen as
divergent, were also perceived as dialectically interconnected ‘fattsrenzo Pericolo,

a S

extending Bohdeds s t-cedtyy souscesdhatyaddeess tthe sssues Thet eent h

first text i1 s Gibednvdraiol pr Agpublistiadi imib&isl a pi ttur a
And then comes the skin, which covers everything, and which
Nature created soft and delicate, strewn with a beautiful and

alluring variety of tints; as a covering, tlekin renders the

bodybés whole composition pleasant, gracef

[the execution of] this part is difficult by all means, but
especially so in the representation of those nudes demanding
much artifice, which therefore causes knowledgeable acht
insist ordinarily on an excess upon whatever lies underneath it,
which they believe to be accomplished and, always keeping this
in mind they hardly tolerate [adding] the ultimate finish of the
skin, as if they were displeased to employ [here] their
knowledge, which they [instead] strive to express outside [in
representing whatever lies underneath the skin] with such
hardship*®

In this passage, Armenini advocates that painters should not pay exegtsitien to

the anatomical precision of the humfan gur e s, as the Aikantoitickciedgeabl e

**1dem,31-37.

“>Bohde,Haut, Fleisch und Farb&orperlichkeit und Materialitdt in den Gemalden Tizjdamsdetten/Berlin

2002.

Y5 A LA A S yprd dgni dakif 16 qudle 1ntéra Ha 2o molle e delicata, sparsa di belle e

vaghe varieta dei colori; la qual coperta fa che tutto il componimento del corpo riesce piacevole, vago e

meraviglioso; la qual parte e dificiS Ay GdzidS €S YFYASNBX YI S Y2fd2 Lz yS
cagiona la troppo impressioni che gli studiosi si sogliono pigliare delle parti di sotto, le quali essi trovano esser

S

3

terminate e cosi, tenedo in mente tuttavio, fan che malippds 3 02y 2 LJ2 A 1 dzSa G Qdzf GAY2 O2YLIAYSY

come che siano quasi constretti a dover mostrare quella intelligenza di loro cosi spiacevole, che con tanta fatica
si sforzano voler esprimer fouri, dove che molti se ne lavano poi finalmente, tardi acdosjejuella dover
essere maniera pui conveniente ed atta per | sommi principi che per le private persone, alle quail essi pui spesso
aSNW2y2 S R2@S3y 02y LMAdz NALMziFTA2yS S YSy FILGAOFIZ FLyyz?
Caravaggio and Piatial Narrative 488.

160

L



of his time demand. Instead, they should attensuibthe surface otheir paintings andhe
surfaceof their figures by covering them with soft and delicate skin in a variety of tints.
Ar me ntextalsé suggests that the layers of paint covering a painting can be staged as skin
The production of paint as skin covering the surface of a picture suggests that the painting as
material object can be interpreted as a b@Ar me ni ni 6 s are bignéicant hetei o n
not only because they question the distinction between interior and exterior, but also becaus
they furthermyi nt er pr et ati on of Ri berads engageme
of Saint Bartholomew. Pericolo draws attenti t o Raf f a dlIRIpaso (IB®) g h i
which says that:

One must put aside the canvas for many days until the applied

colours are dry; then, one must consider it attentively, and

amend what needs to be emended, giving it its ultimate skin of

finest cdour, diluted in little oil, so that they will be always

beautiful and lively (alive}®®

In this passage, Borghi ni interpreted

skin. However, his interpretation is by no means definitive as Borghini doessigh a fixed
identity to paint as skin and support as fléghe rather sees skin as colour and #feThis is
made apparent in another passage from the same book where Borghini interprets th
supporting surface in this case the wall of a frest¢@lso as skin:

One must apply this mixture upon the wall with a large brush,

spreading it with a heated towel in order to cover all the holes of

the plaster layer, thereby making a uniform and smooth skin

throughout the waft>°

The production of skin and flesh in relation to either canvas or paint is by no means a

clearcut phenomenon. Indeed, they were seen as interrelated parts that formed the surface

YLy | OO02NRIFYOS sAGK | NYSYyAyAQa 20aSNBI GA2ysS 51 yASt
y2G 2yteé (2 NBLNBaASYy(G (GKS KdzYly FA3IdzNE WO2NBOGt eQs
YSGF LK@ &aA Ol f tSkintend the S&ach for h& IRIEEBE  H M P
MLt odzy LAGO2NB oX0 RSSs LRaOKAI OKS KIF OFfOlid2 A
02002t 2NA X LISNOA200KS jdzStt25x Ay &aSOlI yR2 & Atantoehe A Y S
| colori dati siano secchi; poi lo rivegga deligentemente, e racconci quello che gli pare da racconciare, e gli dia
f Qdzf GAYI LIStEfS aix O2t2NR FAYAAAAYA S GSYLISNIXrdS Ozy
Borghini, quoted frmn: PericoloCaravaggio and Pictorial Narrativé49.
*90n colour and corporeality se8nn{ 2 LIKA S [ SKYl yys aCf SaKAy3a 2dzi GKS
Dutch Art Theory and Wfkshop Practice 1408 c n n ® €
089 ljdzSadl YAaddzNI mé goprdi/mutals s yadafdistehNeddo o una dazzuola
AYyF20FGF OKS NARGAZNBNI {(dzidA L 0dzOKA RSEf QF NNAOOAL
from: PericoloCaravaggio and Pictorial Narrativé48-449.
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the picture as a body. The technical termskini pellein Italian, orcutisin Latini was used
as a synonym for the canvas and the pictureds u
De Picturai n 1435, Mary Pardo calls attention to Al b

surfaces™?

Pardo quotes the following mmsage i n order to show Al bert
between skin and cloth/canvas:

nlf many | ines, |l i ke the threads on a cl
together, they will produce a surface. For the surface is the

extreme part of the body, which is known not throughdipth,

but only its H%eight and breadth. o

Pardo emphasises that i n Al bertids view: A An
contour i's theordd oo deérwiereantihe éxpanse ®f s(rface proper
moves textile into quaginthropomorphi@nal ogy, as it 6is in a manner

of skin (na certa pellg stretched over the entire baclofsg of t hé&3Tseur f ace. 0

production of the cloth/ canvas as skin in Al beil

conception of the pating as a body. Pardo concludes that, although Alberti was notably

uninterested in the materiality of the pictorial materials, by attending to the machinery of

perception and representation, he attached the physicality eélihie a conceptually charged

cloth/canvasi to the poetics of the paintin§* As such, Alberti drew attention to the

i nteraction between the painterdéds means and the
funtinowlhave explored the staging of & painting

now turn ny attention to its production as flesh. As was paihout above, in the sixteenth

and early seventeentientury there was no clear distinction between canvas and paint in terms

of flesh and skin. Thi s sit u ®blogodellaiPituraper cept i bl

(1557):

So the man who practices a detailed elaboration of the muscles
is really aiming to give an organized picture of the bone
structure, and this is commendable; often, however, he succeeds

in making the human figure look flayed or desiwxl or ugly.

Blal NB Ot | NOER S KOSt SASfyAdza 2 F ! NDANVREKY 48 wWaSifinmne FF Sy N 0 yR2DD Q
University Press, 1997, 1423.

P fOSNIAZT jdz2GSR FNRYY tIFNR2X a+SAfAy3Isé MmMod

>3 1dem.

***1dem,121.
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The man who works in the delicate manner, on the other hand,
gives an indication of the bones where he needs to do so; but he
covers them smoothly with flesh and charges (fills) the nude
figure with grace’™
Dol ce, echoi ng dntsnosetnhatpaintess shaudvnot e excegsively

concerned with anatomical knowledge and drawings, since it makes the human figure look dry
and lifeless. Instead painters should concern themselves with the surface of the figures
covering them with smooth| esh i n order to give them gr
is the use of the terwarneg which is usually translated as flesh, though here it stands for both
flesh and skin. At t hi s Maotyrdorh of &aine Barthalamevs u g
(1644; MNAC, Barcelona) belongs to a particular type of artistic interaction, where the
materiality of canvas and paint can evoke at different times and circumstances either the flesl
or the skin of a body. It becomes apparent that the cadnsasnuchaa@r t of Bart h
corporealityi was perceived at the time alternatively as skin and as flesh, and that painters

and critics were aware of its conceptual implications.

Folding Skin

Before moving on to the issue of surface and violence, | turn tdottmg relationship

bet ween Riberadés depiction of Saint Barthec
body. To unravel this issue, I draw on Gil
notion of thefold. Ri ber ads p atiplcationrofyfolds, iramatlse craases foimed

by the saintds haggard @& iine aml mairativenBy takingc | o
closer look at Saint Bartholomew one can observe that his body appears to be engaged in
move of folding that begsfrom his upper body curving down his lower part. On one hand,
Barthol omewbs upper s eopen hands and Starehoutsttie pictures o ,
gives the impression of a body stretched, widened in such a way as to resemble a canvas or
strechbar*On t he other hand, the saintés | ower
twisted move of folding and turning that is reminiscent of a creased cloth falling down to the

ground in sumptuous folds. As such, the frontality of his upper Imdjretched just like a

PG/ KA F RdzyljdzS &1 NAOSNDIYR2 YAydzZil YSyiGS A YdzadzfAs
t2RSG2t ST YI alLlSaasS @2t 4GS T ftQKd2Y2 a02NIAOFKG2T 2
gliossi, ove bisogna, ma gli ricopre dolcen@ntRA  OF NYy S S NASYLIAS Af ydzZR2 RA
Dolce'sdAretincg, 142143,
Pt iK2dzAK G(KS dzZLILISNJ 02Ré A& AGNBGOKSRZ G(KS ¥2fRa |
looks out towards the viewer.
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canvas on a wooden bar, while his lower body is fold#te twisted hip, one leg on top of the
otheri onto itself, evoking the folds of the white cloth. Moreover, the relationship between
Barthol omewds bodyisann meahseresticted tio hhé somgogitiondls
arrangement , but appears to also engage the sair
hip, where the fold created by the cloth underneath the saint is continued by the folds of skin,
and on his upgr hip, where again the folds of the canvas are continued by the creases of his
skin (Fig.9). The body of the saint seems therefore not only folded onto himself, but also
folded in a shared entanglement with the white cloth and the stretching and untdldirey
canvas.
The folds on Barthol ome wothe viewedo/remrmindn t he whit
the surface of the canvas by resisting an interpretation of corporeal and pictorial depth. For
Deleuze, thefold is a concept that allows a creative rethinking of the production of
subjectivity. The fold resists typical accounts of subjectivity that assume a simple interiority
and exteriorityi or surface and depihby proclaiming that the inside as a fold of theside.
In his book on Foucault, Deleuze observes:
The outside is not a fixed limit but a moving matter animated by
peristaltic movements, folds and foldings that together make up
an inside: they are not something other than the outside, but
precisely thenside of the outsid&’
The production of subjectivity through the fc
in terms of affect of the setin the self. This relationship is one of folding, where-ge is
f ol ded oselfeMiekeoBalecomsmentp on Del euzeds folds, points
insists on surface and materiality, a materialism that promotes a realistic visual rhetoric in its
wake. The materialism of the fold entails the involvement of the subject within the material
experience,thus ur ni ng surface into skin “%Althcaghr el ati on
Bal uses the fAcorrelativisto relationship to ac

artwork, I am adapting it here to the relationship between the saint and claoite diand, and

saint and canvas/ paint, on another. Thus, the r
the white cloth can be interpreted as correlati\
mat eri al existence anidtoskimrning the pictureds sur

" Deleuze FoucaultUniwersity d Minnesota Press1988, 80.

%3 A §1 S BaraquefMatterd ¢ Ay | S R&hnkingihk Bafoquéshgake 2011, 191.
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The arrangement of Bart hol omewds wupper
of Marsyas in highe Flaying of Marsyagl570'1 5 7 6 ; Nati onal Mus e um,
Bohde argueshiit because Marsyas is tiedthe tree with red bows bows which could not
possibly support his weiglithis body loses its fleshiness and physicality in order to become a
painterly experiment concerned with skin and its relation to f&ifhus, the presentation of
Barthol omewds upper vhspalg attendion sotthe éeptle df leisdbody &si n
being merely skin deep. This interpretation should also take into account the act ofiflaying
already wunder way o n i Bsaandathberpictariah dewice ghat ipresgristthe a |
sai nt 6 s amere seirfacepas thairsside of his outside. At the same time, the lower part
of the saint twists and turns, creating numerous folds of skin that are set into an interdepender
i nteraction with the clotho6s folrdess. Commen

In every instance folds of clothing acquire an autonomy and a
fullness that are not simply decorative effects. They convey the
intensity of a spiritual force exerted on the body, either to turn it
upside down or to stand or raise it up over andnadaut in
every event to turn it inside out and to mold its inner surfées.

The relationship between the folds of t
skin is not one of metamorphosis where skin and cloth merge into one another. Instead, the
are set in a correlativist relationship which retains their distinctiveness by referring to one
another as surfaces, as folded textures t
mere fold of the outside. This surface is matter, and it conveysphitual force at work
within Barthol omewds body as he suffers me
flaying, point towards Barthol omewds inner
the surface of the picture and stagingais pai nt . Bart hol omew6s
therefore set into a edependent relationship, where one is folded into the other. This process
of folding ultimately reveals both the natuvsef t he s ai nt Oisi nb oDdeyl eaux

words as offt tehei muitdsd de. 0

Endless Violence

The canvasdés potentiality to produce viol
texture and threats of the canvas intrude like stabbing cuts into the smooth surface of the

®2KRSE G{1AY YR (X8 {SINOK T2NJ GKS LYGSNR2NI
0 DeleuzeThe Fold140.
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sai nt 6s b odyinvohaes tpercollapses & sequéntal narrative and linear time.

Certain areas of the surface show definite signs
fully obscured by the layers of ground and paint. Ribera resorted to rendering the figures with

different degrees of finishing, thus highlighting their distinctive corporeality. For instance, the
executioneros figure, especially his face, I 'S €
brown paint and sweeping touches of white pigment as revérgehght, all gplied in great

quantity (Fig.79. The density of the pictorial texture lends a grotesque expression and a strong

sense of carnality to the executioner, creating a disturbing physicality. In contrast, large parts

o f Bart hol o ntenstiucted tith dhin layers ef paint, allowing the weave of the

canvas to permeate through and shape its surface, giving it textreonsistency (Fig.$2

The visibility of the canvas through Barthol ome
with tha t i n VeJerBuryqndeArgdgsig69 where the canvasods text
the surface. I n Riberabds case, the canvaso6s thr
the thin | ayer of paint. Il n Ri besomewbereirpaai nti ng,

state of perpetual emergence; it is neither completely hidden by the ground and layers of paint,
nor is it completely visible; it is in a position of constant surfacing. This continuous process
wor ked out at t he Ilaé@ywneckessaolyinvolestenporaity, wheeés mat er
violence of the flaying presents itself as horrifying everlasting presence, a present that is too
unbearable, an ewpresent.
Ri berads extraordinary handling onkihgt he canva

about its production, not only as flesh or skin, but also as an element engaged in a violent act.
By staging the canvas as caught in what seems to be a perpetual movement from within the
paintingo6s shall ow i nt er i yondthe oswshtreatrsentioftlash sur f ac e,
as only a feature of the figurebds corporeality,
violence. The brutality, the pain, and the bloodshed saturate all aspects of the painting,
involving its materiality with theviolence of the subject matter. This phenomenon was
eulogized in verses by Giambattista Marino in one of his poemslfeo@aleriadedicated to
an unidentified painting by Annibale Carracci titldérodias with the Head of Saint John the
Baptist

Oh dire tagedy,

Cut off and exsanguine,

The sacred head of the good Precursor

Tinges the white threads with red blood!
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Only royal tables

Are adorned with such meals.

Believe me impious woman, this spread

Doesn6 belong in a*hoor personés me

Mar i noodse spcooeimbes how the blood spilling
seeps into the threads of the white cloth. Lorenzo Pericolo offered aprotetaal
interpretation of the poem, stating that the blood of the Baptist rests in the canvas itself,
implying t hat the imageds horror peffehust Mariros e
suggests that the violence is not solely restricted to the subject but also pervades through tf
physical structures creating the image, making its materiality an actiieset in the scene.
This phenomenon is also evident in Riber.
opposite direction as the canvasods textur e
fissures summons a correlative relationship betwkem testructive nature and the horror of
the subject matter. The flaying of Bartholomew therefore corresponds in nature with the
rupture of the paint as skin, and the production of the canvas as flesh. This interpretation i
reinforced by the fact thateh open wound on Barthol omewbs
thin layer of ground and red paint, in so doing allowing the texture of the canvas to move
forward. This is in sharp contrast with the forearm and hand of the executioner; starting with a
smooh rendition of skin at the shoulder, the paint increasing in thickness as the hand reache
into the saintds exposed wound,tasnhlwigheredt h e
paint (Fig.7).

The production of canvas and paint as rising fleshamgdt ur ed skin on |
torso dislodges time from the narrative moment, though it does not move it fanaara the
case of Titian and Vel 8 zighutedwnsd & intp aneveinding g s
present, or evepresenf®*Ri b e r atidgsdoes adt collapse temporality by reducing the
moment depicted to a petrifying instana frozen time and action as problematized by Louis
Marin in relation to Caraag i 0 6 § butvaomorking continuougrocess realised befotiee
v i e weyesahsugh materiality® Thus, $aging the paint as brutally cakin disturbs the

®lahK GN}3SRAF FdzySaidlk /2YS GNRYyOlI SR Saaly3idzsSk Cl
rosseggiar di sangue!/ Ahi pompose ne van di cibi tal/ Sol le mense reali./ Non e (credilo a me) donna nefanda./
5 RS&a02 LRGSNB{ aatedirdm PericdbiCafavdggiotandaPicthidal W ariativdp3454.

%2 pericolo,Caravaggio and Pictorial Narrativa54.

WeKS Fff2eAay3d Lylrfeara Aa AYRS0GSR G2 !'yRNBgs . Sye
in: Matter's Insistencehttp://www.tonyscherman.com/catalogues/catalogue html/bonguoenglish.html

%4 Marin, To Destroy Paintindl50171.
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presumed coherence between the paintingods temp:«
narrative moment. The temporality the painting is negotiated two intertwining registers

On one hand, there is the temporality of the pi
time unfoldingwithin the narrative sequené®.l t is within the narrative
materiality intervenes, disconnecting time from the moment depid¢hereby affectinghe

vi ewperdse pt i on octive prdgessipnitrcough tine€bis protess produces a

cleavage between subject and subjectiviBnce time is dislodged from the narrative
sequence, t he vi ewer 0df nafrabian argl matdrialify bfshe scene,t he pr oc
leadinghim/herto an interpretation of the scene beyond the bare story line. In other words,

instead of focusing on the chronological elements of narration that allow the events to be acted

out , t h e entioneisnvredirarted taa thébnsion arising between narrative and the
temporality of the paintingés materiality.
The opening between time and narrative all ows

its own course and affect the violence of the scedns.this endless temporality that endows

the surface with an intensity that gives the painting an extreme sense of vidletits.point

materiality becomes horribld.hi s i s not a violence that wild.l en
in the narrative fitve sequence, but will continue to be enacted forever orpthed nt i ngoé s
surface. Therefore the surface is not a static temporal place; it does not form a coherent unity

with the moment depicted, big a site of an ongoing process of creating tensionsdeat

subject subjectivityand t he paintingbés materiality. The vio
i's heightened by emphasizing the materialityods

made to work in turn with the surfazgotentiality asitherflesh or skin.

The Painful Opening of Flesh

I n Ri Maetyrdard of Saint Bartholome(#ig.8) (1634; National Gallerywashington) |
argue thathe figure of Saint Bartholomew sgtagedas a paradoxicdlody that is at the same
time detached and distinttseparating the viewer from the space of the pairiting well as
opened and accessilileunfolding his inner depths onto the surface of the painting. The first

state I s achi eved remarkalmeu gompositidna arrprngemertt iwheged s

“®There is a third dimension that will not be discusbede. It concernshe temporality of the materials, of the

technique, conditioned by space and time and made visible here by the cracks on the surface of theg@cture
result of the thin paint drying and aging. This is a historical temporality thattaffiee empirical presence of
the canvas and paint.
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Barthol omewdés body appears to be trapped
hands and torso acting as a cut separatin
separation is furtheremphase d by hi s spiri tual absorptio
gaze firmly directed towards the light that is shining drnigoface. On the other hand, the state
of openness i s accomplished through Ri be
materiaity of his impasto in such a way as to present the broad open brushstrokes that make
up Barthol omew6és body as sections of open:
Barthol omewés body therefore can beghtinnt er
paradoxical movement of turning that confronts the viewer with the fallacy of what is
considered to be pictorial depth at the same time as reaffirming its surface like quality. The
surface therefore becomes a site of tension, where the mateofdlity paint is used to break
the binary of the surface/depth, urging the viewer to attend to the surface of the painting as on
of its most important sites that effecting effect and affect.

The materi al complexity of tmposed peaeiby t i 1
Ri berads strong i mMaatywdom of Sdint Baitholomegig7) BG4 e r a
MNAC, Barcelona) the materiality of paint takes on the potentiality of ruptured skin, in this
case, the materiality of the impasto presents itself penoflesh. The opening of
Bart hol omewods fl esh di srupts t he paintin
material ity of MartyelompohSainttBarthotomegFigd)dlo3x oNational
Gallery, Washington)alters the temporality of theesne by acting as a narrative prolepsis, a
pictorial move forward that urges viewers to interpret the moment depicted through the
subsequent narrative moméfitThis process of openingp t he sai ntéshebod
role of the surface in heightening the intensity of the scene, giving it that extreme sense of
violence, ferocity, and horror that contemporaries suchDagallier d'Argenville so

passionately articulated in their writing.

Turning at the limit

INni nterpreting Ri bMartyadoms of |aint BartholorgeWrmy.8) (1634;e
National GalleryyWas hi ngt on) , t he saintos uni que
attention. Barthol omewbés body dominat s t |
the trunk of a tree, while looming above him is the imposing figure of the executioner,

%My interpretation of materiality as something that acts as a narrative prolepsis is indebted to Pericolo,

Caravaggio and Pictorial Narrativé44.
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sharpening his Dbl ade. Just over tdreechaimgecut i oner
with each othershowing a conspicuous lack of interest the scene nfolding in the
foreground The peculiar, oblique composition and the close proximity offered by the half
|l ength size draw the viewer within armds reach
the picturebds surface. fenwagetched figurenaf thesakal v conf r or
Bart hol omewd6s hands, ndwaardlyevisildedornt aidmdomal startitfgo t he t r «
from the upper right corner of the painting leading dowrh®lower left. This dramatic axis
created by the hands sharpehset s ai nt 6s pose by forcing his tol
viewer. One is confronted with a body caught in a gemofiled angle, an inwards facing
figure, with his arms opened not towards the viewer in a move of exposition, but turned
towards his executieer and the internal space of the pictufbe sense of detachment is
further reinforced by the saintés absorbed | ook
Bart hol omethedartyrdomofeSaint Bartholome(634; National Gallery,
Washington) appeas I n Its full eccentricity when <consi
depictions of thesamesubject.R i b e paiatidgshows the saint in a reclining pose with his
arms outstretched; a position that opens the s
openness is reinf or cuoadntheyiewerd the oslyapaimingbothegaz e f i xe
subjectwhere the saint appears to engdgectly with the beholder. Thentire composition
revolvesaround the presentation of Bartholon@gewody in the very aodf preentation. One
is presented here with the depiction of a saint who is actprelgenting his own body to the
viewer through direct engagemenhéeldifference between tivo depictions oBartholomew
l i es i n the char actsewngosporpality oratdeask to cemain@aspects ce t o h
of it. If in the Martyrdom of Saint Bartholome{i634; National GalleryWashington)the
saint seems detached from the events of the narrative and his body turned away from us, in the
Martyrdom of Saint Bdholomew (1644; MNAC, Barcelond, the saint is vigorously
presenting himself tthe viewer seekinghis/herattention and reaction.
Ri ber ads treat ment of Saint Barthol omew can
Martyrdom of Saint UrsulaFig.72 (16091610; Galleria di Palazzo Zevallos Stigliano,
Naplesg . The painting is one of Caravaggiods | ast
being struck with an arrow by the king of the Huns as punishment for refusing to marry him.
The king is shown on the left €df the foreground with his hands still raised and holding a
bow, while on the right side Ursula is looking at the arrow shaft which has just penetrated her

heart. The scene, which is set against a dark background, is witnessed by three Shiliers.
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spatal and temporal relationship between the king and theisahno particular importance
to my argumentbutinsteadthe attitude Ursula takes towards her own body.

Lorenzo Pericolo offered an i ntrearprattiav
where the arrow not only acts as a referert
very integrity of the picturé®” Peri col o ar gued t ha-pigtoriafiis n 't
designed to interface with anddnterpretatigniof thee nt
pictori at®Asasuathi v€advavaggio Adid not int

metanarrative effects induced by the shooting act, but instead contended himself with

indicating the potential of this pictorial devifeé | Caravaggio alludes
mitigates, the il | us d% jurther toa rPgrieolo arfentionshteat p
Caravaggio relinquished the mimetic value

form rather than as a pictotia b &’8This inplies that theMartyrdom of Saint Ursula

Adi scloses the fictiveness of the painting
of r &% Pericoly cotnected his mepictorial/metanarrative analysis of the painting

with a lyric interpretation where the painting depicts the terrible ending of anutnal love.
Pericolo points out that: Ai f, traditional
by piercing his heart with the arrows of her eyes, inflicting a metag@iodeath on the
unfortunate lover, in the Naples picture it is the man who, rejected, literally wounds the
woman by piercing heft?Thenmfere fot Pergadlo the interpretatian
o f Caravaggiods paintialg m@m®etainc ailn vterrcsp eo,n |
attention directed towards her own wound
visually evokes #Athe womdhThee is am sraynwithit this/ i t
inversion: despite the fact thaait Ursula is the one who will moments later die, she will still

be triumphant over death through her sanctity and martyrdom, while the king who will

continue to live dies spiritually by seeing his beloved suffer death.

" pericolo,Caravaggio and Pictorial Narrativé51; Ith &S RA & Odzi a4 § R metehhdatdentieQa A R S
LINEGA 2dza OKI LJG SNJI A Wicreddit of SalneTyfomas2 / F NI gF 33 A2 Qa4

8 | dem.

49 1dem,476.

*"%|dem The painting suffered several damages even before it dried out. Lanfranco Massa in a lette6#®m 1

G2 tNAYOS al NOFIyd2yA2 52NAI gNARGSA GKIFIGY aL LIXIFYyyYyS
ensure that it was perfectly dry before | sent it, | exposed it to the sun yesterday, which rather than drying it
caused the varnish to rasface, for Caravaggio spreads it very thick. | want to return to Caravaggio to have his
FROAOS Fa G2 K2g¢g G2 LINBOGSYy (CarayaggioRitd Pict@idl Rdratijed48d) SR F N.
see also the technical reports frof:Q dzf (G A Y2 ,2004Na1d: 3 3 A 2

“1dem 576.

Idem,475.

Idem.

472
473

171



Pericol o0s significant jecaese e the way heiesiploys the concept of
metanarrative/metaictorial in analysing the painting, which in turn sets into motignown
interpretation. larguet h a 't Ursul ads attitude towards her own
absorption, thevound becoming a focal point that draws together the rest of the image into a
process of transformation where the materiality of her body becomes spiritual. Far from
looking tormented and agonized or in a state of divine bliss, the saint seems to be rather
stunned, if not curious by the arrow piercing her br&dst/ith her hands raised around the
wound from which blood flows out in violent spurts, Ursula appears to be thoroughly
immersed in the opening of her own body, becoming aware of her own corpoesality
materiality. Ursul ads bodily state is reinforce
armour on the extreme right corner; both appearing to be captivated by the wound. The lack of
any explicit signs of a divine presence, common in sceneseof t yr dom at the ti me,
necessarily imply the absence of the spiritual; it only means that the spiritual is to be found
somewhere el se. As such, the paintingds focus
understanding of the spiritual, where tharigpal, rather than being an external divine
i ntrusi on, is to be |l ocated inside Ursulabdés bod
moment of transformation, when Ursul ads materi al
spiritual acquires nariality.

The unity of flesh and spirit, materiality a
discussed by Helen Hil°Hi | | s points out that Caravaggi 06s [
depicting the moment when Un o la sildoes religuarg.y s uf f er s
Stressing the relationship between the portrayal of the saint and the silver busts adorning the
Chapel of San Gema r o , Hi Il Il s writes: i ygant acereliquary busince t oget
as if in a montage. All colour draindcbm her; she gleams a silver white, the very colour of
the Neapolitan reliquary busts, her metallic sheen emphasized by the glistening steely armour

of the sol dPehe twoaihnetrosl ebfltooddy wound therefore

M2 kG L gAAK G2 SYLKIFAATS KSNB A& ! NBdA  Qa dzyO2y @Sy iAazyl f
seventeenth century, the most common way of depicting saint undergoing martyrdom is by showing them in a
statS 2F RAGAYS 3INIOS 2F otraad {SS FT2NI AyaidlyOS DdzAR2 wSyAC
SebastianPiero Boccardo, Xavier F. SalomBds. The Agony and thecBtasy: Guido Reni's Saint Sebastians
Cinisélo Balsamo, Milano : Silvan2Q07; See also: Vega de Martinil § K24 SR 9a0GFaAyY hLISNBE RQI NI ¢
Campania e Andalusia nel XVII e X¥tblqg Electra Napoli, 1996.
1§t Sy Throligh & &lass Darkly: Material Holiness and the Treasury Chapel Gfeé®inaro in Napl&sé¢ A Y
Melissa Calaresu and Helen Hiéds, New approaches to Naples ¢.1500800: The power gilace Farnham:
Ashgate, 201331-62.
*®1dem 58.
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fenestellai the heart of the bust holding a relica place of transformation where the
materiality of the reliquary/body becomes sacred and the sacred m#ferial.

Ur sul ads unconventional attitude t owar
contrasted with that oBaint Bartholomew. It appears that both paintings attempt to engage
with the relationship between the spiritual and the material; nevertheless they achieve this
through significantly different strateagies
the wound as the place of Amateri al Spiri
entire body becomes a productive place dbétweenness, where the two dimensions interact
with each other organicall{/® This meeting between the material andrisml is not a
transformation of one element into another, there is no dominant side, but a place where th
two affect each other and reveal their commetationship witht he sai nt 6s b
Barthol omewos asempaohileyl eangée sugges his pasition of liminality
bet ween the two worl ds. Barthol omewbs eyes
his face suggests the external presence of the spiritual, while the strong impasto rendering hi
features ground the material openirfghes body. The body of the saint therefore becomes a
threshold that unifies and makes fluent what is generally perceived to be two distinct
substances, and his position of movement and turning emphases the dynamic process at wo

between materiality anggituality.

Surface as flesh

Barthol omewés ambivalent nature can al so |
by Ribera to render his body. By drawing closer to the surface of the picture, one is confrontec
with the technique used by theistrto portray the saint. A strong textured impasto varies from
the subtle brushstrokes of the left arm to the thick paint of the hands arfd®fasegued

above that Ribera used the impasto thaw at t ent i on to the pic

471 dem.

e KS ARSE 2F GKS aYlFGSNAIf & LIA Befotdiderfe CantiBnienizOller 2 y ¢ |
Neapolitan Treasury Chapel of San Gennaro and the Matter of MateralSalifginia Italian StudieS8(1)

2012, 121.

WA o Swaitylam of Saint Bartholomew(1634; National Gallery, Washington) conservation note reads:
€The support is a twill fabrigrepared with a thin, smooth reddish brown ground. Over this is a second, dark
layer, black or possibly brown, with a rough texture that suggests application with a palette knife only under the
main area of the composition, as visible inaxliographs. Té paint was manipulated skillfully to express

different textures. Thin wispy strokes were used to modify the fluidly applied flesh tones, which also show the
wet-into-wet application of black paint. A pointed object was dragged through thensttllpaint of the

executioner's beard to create the texture of the hainitp://www.nga.gov/collection/gallery/gg30/gg30
7203%tech.html.
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corporeality. h the Martyrdom of Saint BartholomewFig.8) (1634; National Gallery,
Washington)owever, the impasto also achieves an effect where the paint is presented to the
viewer as opened flesh onto the canvas. As such, the impasto exceeds here its potentiality as
mere corporeality by not only turning Bartholo
actually turning it inside out. In that respect, the potentiality of paint is changed here from
surface as skin to open raw flesh. The role of the impastorming flesh and muscles was
observeby Ber nbBomidici mle@® passage describing Riberaods
Is it truly a wondeto see how, with his dengmpastoso full of
colour, he would not only turn [girare] the muscles of the human
body, but every small part of the bones and of the hands and
feet, always being finished withnaunattainabledegree of
diligence and mastef{°
While emphasiing the role playedythe impastoif ur ni shi ng Rithher ads fi g
sense of corporealityd e @ominici makes use othe verbgirare, me ani ng: Aturningo
A r e v ooltovdesarige its effect on the figur&his effect implies a subtle dialectic between
Bart hol o sahatfitsde fovwasds interiority and the impasto as a technique that opens
the saintés body.
The sophistication and inventivenes§ Ribera®d s t e anhmorking uhe surface of
the painting brings to the fore the intricate relationship between the inside/outside as well as
dept h/ sur f ace badf ThB eelatiorstugd cannbestvide snterpreted by turning to
Del euzeds faldThe impat prompts Aneexperience wheren e sbady opéend s
onto the surface of the canvas, expressing and presenting itself to the viewers as a site of
ambivalence, of unstable and therefore moving relationsHips. inside opens onto the
surface to presentssélf as a fold of the outsiddhe loose brushstrokes, through their
broadness, width, and spreampen the section of flesh they portray; that is to say, they
disclose it tothe world and in so doing, makeaccessible tanterpretation Despite their
would-be individuality thesefleshy segmerg cannot be untangled from the wholeness of the
body. This interpretation of Barthol omewbs body i s
in his study on th&aroquef o | d . Accor di ng t o prdlatidn efumater, Descarte

or rather the theory that Leibniz attributes to Descdrtas fluid and without texture stems

%0 6e fa veramente maraviglia il veder come col #upasto cosi denso di colore egli facesse girare non
solamente i muscoli del corpo umano, ma eziando le parti minute dell'ossa delle mani e de' piedi, i quali si
veggono finiti con diligenza e maestria inarrivaliile. a @ 0 NI y a t | (i W&y11B. A-iScOssienbivah Yy A OA =
f I NBSNJ (SEG ¢whih incides tisiseqiole yah BeAfound in Chapter 3.
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from his belief that a distinction between parts presumes separability. On the other hand
Deleuze argues:

A flexible or an elastic bodyiithas cohering parts that form a

fold, such that they are not separated into parts of parts but are

rather divided to infinity in smaller and smaller folds that always

retain a certain cohesion. Thus a continuous labyrinth is not a

line dissolving into mdependent points, as flowing sand might

dissolve into grains, but resembles a sheet of paper divided into

infinite folds or separated into bending movements, each one

determined by the consistent or conspiring surroundings.p

fold is always folded wihin a fold, like a cavern in a cavern.

The unit of matter, the smallest element of the labyrinth, is the

fold, not the point which is never a part, but a simple extremity

of the line. That is why parts of matter are masses or aggregates,

as a correlativeot elastic compressive forceinfolding is thus

not the contrary of folding, but follows the fold up to the

following fold.*®

The visible brushstrokes of paint can be interpreted therefore as folds, where the inside
of the outside is unfolded ontottkeur f ace. The unf ol di ng leef Bz
impastorevealsthe thickness of the paint and canbgsdippingi nt o t hneerioboold y 6 s
to expose it as another facet of the surfdam that reason, the brushstrokes as sections of
flesh disrupt the idea of the body as a site of complete uiiitgf absoluteintertwining
elements that cannot be conceived as discrete singular entliiegxposing itas a place of
contradictions, of cohereudliscontinuity;not as a separation of mind/body, lasta body that
shows its sections of flesh asrporeal openings of placesf folding and unfolding of the
surface
The corporeal openness created by the broad strokes of the impasto prompts at

interpretationthat isunderlined bya surfacdogicandac o mp|l i shed t hrough
impasto is achieved through touchspecifically the towch between the layers of paint
constituting the thick strata'here isa relationship of touching within thdifferent materials
of the painting, where the canvastaiched by paint and in return the canvas touches the

paint, thereby modelling it; and so the subsequent levels of paint touch one another creating a

481 Deleuze,The Fold6.
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inter-relationship of density and weight. Conspicuously enouglihe Martyrdom of Saint
Bartholomew(Fig.8) (1634; National GalleryWashington)ouch is not kcited through the
executioner s gest Uasein thefothef Vemsignsi nbgt thtoigke thes ai nt
fundamental interaction betweema t er i al s . I n the same way, t he op¢g
body is not achieved through an obvious opening of the wound, but through the broadness and
thickness of the impasto.

A striking point of contrast can be made with t idepictios of Marsyas from his
celebrated painting offhe Flaying of Marsyas(Fig.18) (15701576; National Museum,
KromPRS2KHf in Riberads case the impasto takes on
I n T ipeaintiagntt@e@ttura di macchiacreates a body where the thick strata of paint is
presented as multilayered skin. i w | turn to Daniela Bohdeds int
painting to reveal the sharp contrast between these two distinct ways in which the materiality
of the paint can be used to stage either skin ol
theinte acti on between the paintingsdés narrative andc
anotheri i n her Vi ew, ATitian merged the metamorph
attentively, that they “&Bgheegointsioiutkhani aTistiinagnldes p h e
caseias opposed t o Mifoarhienotdreed 'eomahé material, buaihstead it
is created through the application of paint. Although one can assign to Apollo the principle of
form and to Marsyas that of the material, Titianaotfunites both aspects within Ipistura di
macchiak The artistdéds method of painting therefore
material language of its own and on another level the traces left by the artist in the paint
itself**3Bohde ultimately pints out that this interpretation actually revels n i nsi ght i nt o
Titiands painting technique: gl azed veils of p é
finishing gloss are layer over each oth&f

Further on, Bohde calls attentiontte centraposition of the satyr arlais welklit skin
provides viewers with a pmgulsgatribnggfiimseg:htiTinttio
render an insight into the inner body, but presarisd of manyfoldedness of paint. One has
the impression of gazgninto a mysterious coat of unending skin, always unfolding but never
reveal i f%l ta acpopreea.réss t hat Titiands insistence on

draws attention to his interest in the mdaoldedness of the surface rather than the fictive

®O2KRSE 4{1AY FYR (KS {SINDODK F2N dKS LYGSNA2NEE np
483
Idem 43.
84 1dem37.
“851dem.
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dimensions of deptff® As such Bohde argues that Titian is not presenting a transformed

i nterior covered by skin, but that the sa
together. This move of blurring the boundary between the internal body and the éxterior
though during the sixteenth century there was no clear distincttare®e the outer and inner
bodyi confronts viewers with the mafyol dedness of the satyr 0:
strong impasto stroke®’ The insistence on the transformation of paint as skin is also
evidenced by the Titian changing the ropes usedotd tp Marsyas with red laces tied as
bows. The fact that the | aces could not p
Bohde <conclude that the satyrodés body is
painterly experiment with skin and itslation to paint.

Daniela Bohdeds interpretation of paint
sharp contrast to Riberads staging of pai
compositional move towards the interior of the image hisdspiritual state ofbsorption
point towards thé o d gisiictiveness and by extension t hethepair
staging of the impasto as an opening into
is confronted here with anwive, paradoxical body. This contradictory state of affairs is best
expressedby t he saint.deehdbmdshE&Frgkeés3 renderin
concentrated especially on the hands andifaxsthe most expressive parts of the bodius
relating the articulacy of the human bodgd painting techniqugFig.74). The use of the
i mpasto on the saintdés hands is significa
The righthand (Fig.7% positioned deep within the pictureas its fimers closed, drawing
attention to the bodyds enclosure and the
the left hand, situated close to the viewer, is opened, thesabgestingt he pi ct u
opennessBar t hol omewds c | o ghaspoinh to dhe distinetivenass df then d s
painting and the elusiveness of the sainté¢
andinteriority. This interpretation calls to mind the issue of the threshold discussed in the first
chapterB a r t h od body & wad entirely turned away from us; he neither complétegs
the background, nor the viewers. As such, his body acts more as a threshold, a place that
neither here nor there, in the sense that it is presented to us in a state of interrasatly,

an opening and a <c¢losure. The inherent m

8% 1dem 39.
“87Eor the lack of difference seklem 31-37.
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handling of the brush, expresses an ontological understanding of the body and painting as a

paradoxical site of unity and discontinuity, a finite openness.

Revolving Flesh

At this point | turn to theelationship between the a i n timpastp @rsd extremeolence.
To contrast Ri berads working of the i mpasto in
Car av aggi orosfinito teehniqud as & wag of reinforcing the drama and violence in
his Denial of Saint Pete(Fig.76 (1610;Metropolitan Museum of Art, New York Cilylf
Caravaggiods earliest paintings werientipener al | vy
vein of Boy with a Basket of Frui{Fig.77) (c. 1593 Galleria Borghese, Roniejluring his
fugitive years, theartist started to use an increasingly loose brushstrokere is a definite
trend i n Car av ag gqondindcs a sagngpfocusomathei homiadyi fthough e
in no way restrictive to it intended to emphasise the fleshiness of the figures and draw
attention to their distinct corporeality. The rich cl@yering of paint and swiping strokes of
the brush highlights the materiality of the figur@syrking its potentialityinto a powerful
sense ofcorporealpresenceGiovanni Pietro Bellorin hisLe vite dedé pittori,
architetti moderni(1672) observedthadfar avaggi o6 s h awad $aid togivalof t he br
nature, in that it was capke of recreating what death takes away. IBellori recounts that at
the death of Caravaggio:
There was universal sorrow and Cavalier Marino, his very close
friend, mourned his death and honoured his memory with the
following verses:
Death and Naturblichele made a cruel plot against you;
The latter feared tbe bested by your hand in evémyage
Which was by you created rather than painted,;
The former burned with indignation
Because with high interest
As many people as his scythe cut down
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Your brush veuld recreaté®
Marino suggests that the artist as credangs his figures tdlife;0 this he relatesvith
thebrustwork of the artist, the touch of the brush on the canvas, and the powerful effect of the
tones.One can interpret thielationship agiving rise toa powerful sense of corporeality, a
bodily presencef the figures depicted Car av a g g i nordisito neweereaohed titeh e
pr of us i o npittaré di Machhin@am 6 Ri ber ads I mpast o; for
always a question aghaking a point, of highlighting certain aspects of the work in relation to
the whole painting, subject, or viewers As Bel | or i observed Car a
with the tones of paingcquires a meaningful role in the creation of figures
Thus by avoiding all prettiness and vanity in his colour,
Caravaggio strengthened his tones and gave them blood and
flesh. In this way he induced his fellow painters to work from
nature?*®
For Bellori too, the noninito and the strong tones Caravaggio useddvestpon the
figures depicted a sense of corporeal pro
technique and the adoption of a highly personal and specific approach nortfiaito 1
different in nature and value from that of his Venetian predecss was weltknown at the
time. For instance, Bellori observed the change inestyilwhi | e descr i bin
Beheading of Saint John the Bap(isig.78 (1608;St. John's C&athedral, Valletta
In this work, Caravaggio used all the power of higsh, and
worked with agreatdeal of fierceness that he left the canvas in
the preliminary halones: so that, apart from the honour of the
cross, the Grand Master put around his neck a rich chain of gold
and gave him two slaves, as well as other exfes®f esteem
and satisfaction with his wofR?
Bellori shifts the emphasisfro@ar avaggi o6s use Taftiltena t r C
common trope irthe Caravaggesque primary sourdeso thema st er 6 s use of

brushstrokes and rough colouring of the sceMe s t significantly,

BYPYCSOSNI ONHARSE O2yIAdzNF SkaAOKSE ST U REYYyA Gdz2A a2
ogni/imagin vinta,/ Ch'era da te creata e non dipinta;/Quella di sdegno ardea/Perché con larga usurdgd Qua

I kTFHEOS &adzZZ ISYyaGA adNHAI3ISEIk ¢ yi SCamviagghly y St t 2 {0 dz
5ee chapter 1 for an extended discussion of this passage in relation to colour.

YLy 1jdz2Sa6Q2LISNI Af /| NI O Jadendovi dedrato @rtghia fidrdzza blls RS €
fraoArAz2 Ay YSTTF GAYdS t QAYLINAYAGd2NTI RSttF GStFY &A
dzy I NAOOI O2tftyl RQ2NRB S 3ItA FSOS R2yopidiamerRazS & OK
RSttt Q2LISNI NJ adz2 ¢ . SHavadg®3B9.lj dz2G SR FNBYY | A0606F NRZ
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powerful and fierce, ferocious; as such, hisfinito appears to be charged with a degree of
violence comparable in intensity and scopethat of Titian and Ribera. Therefore, the
experience of corporeal presence seems to be a precondition of experiencing the violence of
these paintings, violence that is located on several layiarthe overt depiction of the subject
and i n t hreatemalayi thé potergidity of materiality as flesh and skin desecrated
and brutalised.
Car av alhgbDemabd Saint Pete(Fig.76) (1610;Metropolitan Museum of Art,
New York City) problematizes in new ways the relationship betweemdrgfinito and the
violence of the subjectThe half length painting shows the moment when Peter is denying
Jesus for the third time, thus ful fiThd i ng Chri
painting is executed with a subtleonfinito characteristic of Gaav aggi 00 s | ast WO r
predominantly visible on the clothing and armour of the soldier, the white scarf of the woman,
and the face of Peter. Edifying herelisrenzo Pericolointerpretation of the paintingn
accordance with Vanendimito."t’ Bericoloargues ihai the mintingfcant h e
be i nt er pr e4relahged manner: by deeiphering its figures gestures and
expressions, of through t H%Asguaht Rericolpointsouy of it s |
that Caravaggio used timernfinito in a groundbreaking way with the purpose of challenging,
mani pul ating, and channel |l i nigoiabbe t e mPweabist w.nd.
Caravaggiachieved this shift by creating distinct narrative foci through thenfinito that
do not always seem fit with theistoriab s n a.r rTahtiisvei mpl i es that the fi.
physicality, their gestures, expressions and attitudes become subordinated by the handling of
the paintiingpgdsgbuthage do nof f et bp Btarigfinv ¢ Wieng t h
Pericolobds words: Aithe figure can serve as a
expresses its dramatic f8rce and unrestricted po
Caravaggi oods mani pul at Sanh Petadfs pl(Baya®Ptis t hat ma k
interpreted by Pericolo as challengihgs dramatic self-assertivegestures othe hands by
shifting the temporality of the scene forwarcstas g gest the saintds future a

wogdzi Fy K2dzNJ £ FGSNI Fy2G0KSNI FaaSNISRE &/ SNIFAyfe dGkKAa TS
Galys L R2y Qi 1y26 6K G &eseahdg, thé todstericndvied. The Roadditurhed Wdza G | &4 K S
FYR £221SR adGNIA3IKG Fd tSGSNWD ¢KSYy t SGSNI NBYSYoSNBR GKS g
ONBsa (2RI&s &2dz 6Aft RAA26Y YS (KNESked2sBBadé ! yR KS 68y

9 pericolo,Caravaggiand Pictorial Narrative415425.

4% 1dem 425.
9% 1dem,422.
4% 1dem,423.
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trial of repentancé®Per i col o06s concludes that: fwher e
nearly distorted smear of his face transmits the ineffable throes of his subsequent ordeal, a
ordeal synonymous to r ep%¥whiahgereraly agre¢ \Wita v
Pe i col ods i dea t haotfinitolcam challengesthei teanparatityy of absicend, h «
i n this case | believe that the I mpasto ¢
repentance but more a reflection of the internal conflict ravagirsy soiul.**® This
interpretation of the painting firmly grounds the temporality of the scene in the moment
depicted, thus refusing the chronological discontinuity of the narrative in favour of temporal
coherence and simultaneousness. Within this interprettitononfintoon t he Pet e
expresses the violent shock experience by
realises that he betrayed Christ. With his hands still clenched tasss#ftion, Peter becomes
aware of his betrayal, on thagny moment when the violence of the blow takes hold of him.
The violence of theonfinito brings on the surface the internal struggle of saint, making it
visible and susceptible to interpretatidimus, what is altered here is not the temporality of the
scene, but its intensity and emotional din
and repentance to the force of his internal struggle and violence.

The comparison bet weenonhdoranw aBgt ebtés uet
Ri berade usmpast othn relation to Barthol ome
in which the materiality of the paint can be used as potentiality in order to alter the narrative
sequence of the story depicted or to express or emphasise the violence ofehe scéi b e r
Martyrdom of Saint Bartholome\Fig.8) (1634; National GalleryWashington) does not
illustrate the process of flayin@his lack of overt portrayal of violence was subtly substituted
by Ribera with thevorking of the surface as a site of unegdnegotiations and potentialities
that make up a paintingThere are two significant details that suggest violehcthe
sharpening of the knives and the brutal wa
Although, suggestive as they may bw®e iconographic details dwot completely account for
the picturebds strong sense of vi ollagunethat. T
the violence of the subject is suitably reinforcedRy ber aés wor king of

the materiality of the impastoAs was pointed out earlier, the impdstsateriality stages the

*®1dem,424.
7 |dem,425.
BYSAGK [/ KNRAEAGALYyaSYy LlAydGa 2dzi La ¢Sttt GKIEG /NI O
F LIS NF yOS&a odzi GKS LINRPOoAY3A 2F (KS RS SGdfg\Ndr Radayue:y a A
Bringing 17thCentury Masters to the Me' Metropolitan Museum of Art Bulleti62 (Winter 2005), 34.
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body of thesa i nt as already opened, his rough fl esh pl
This dynamigorocesgpresupposes a shift in the temporal sequence eft pai nti ngdés narr a
phenomenon that will be under consideration in the following analysis.
Georges DidHuberman showed how the splashes of colour and the plasticity of paint

can be interpreted as havi n*YDidatubefnanvpeimetiet er mi nat
out that the handling of paint and the style of a painting can imply an idea or purpose, rather
than simply give shape to an object or figure. As such, the impasto does not only build up the
figure of the saint into a body, but also adds tovimence inflicted on the same body. The
relationship between the i mpasto and violence w
Bernar do de 0 Dvimide iPittari,, Sculton, ed Architetti Napolitanjl742)
observes:

And so he return to his dizr studies, andegan to paint with

bold innate poweandtremendous impasto stense andull of

colour, that can reasonable be said that in this respect he

superseded Caravaggio hims&ff.

De6 Domi ni ciinthispassagiRabed ads iamppwerfut sensewof t h

violenceby describingit astremendo The Italian adjectivaremendoi Eng. tremendoud
means awfulferrifying, fearsome, and unbearabliesuggests a state or moment of extreme
tension and intensity, amspiring awe or dreadde 6 Do mi ni c i | ocated at | ea:
violenceof Ri ber absintphaei nsturnfgpacedés materiality. De 6 Do mi
singular as it appears in other contemporary sources. In 1648 for instamd@plognese
essayistind historianVirgilio M alvezzii who spent some time #te Spanish court of Philip
IV i made a similar observatiann hi s ¢ o mme n t Lifag of Codatlanu$titladt ar c h 6 s
Considerationi con occasione d'alcuni luoghi delle vite d'Alcibiade e di Coriol@r3.
While discussingTi t i ands change of style from his earl i e
brushstrokesMalvezzi observed

Titian, perhaps the most famous of painters, and certainly

among the most famous, painted at times with so many and such

diligent brusistrokes that it almost seemed as if he wished to

make each and every hair countable; and at times he was content

9 DidiHuberman Fra Angelicp83-86.
My ¢ 2Ny 2 Rdzy lj dz8 si Higaéaenatukai Manti a digizie Hiforza con tremendo inagto di
color tanto densgche ragionevolmente pudirsi che edlin questa parte superasse hi@vaggio stessb Q
55SQ52YAYAOAY MTNHI o0®
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to rough in his paintings with few and very rough strokes [di
pocchi, e rozzissimi colpi]. The intelligent observer of such
diverse styles willrecognize in the one the charm of the
feminine [il vago della femina], in the other robust masculinity
[il robusto maschile]. The former will be given passing praise;
the latter will hold one fast in adhiring contemplation: one will
feel oneself gentlyattracted by the delicate, violently seized
upon by the crudé™

The question of assigning gender to styles was adresdelliliy Sohmin his study on
Gendered Style in Italian Art Criticisn?? What is of interest to us in this passage is
Mal v ez zi tios of hesrsughc strakes of thempasto witha sense owiolence and
cruelty, anabductiveviolence Another example can be found@iovanni Battist8Ar me ni ni
1586 treatisePe veri precetti della pittura | n a passage reminisc
regards to the way Titiands paintings sho
not to engage with Tintorettodbds paintings
works are so rough that his impetuous and fierce brushstrokes maye@’3Ad me ni ni
use of wordfierezzai which in English can be translatedfascei again draws attention to
the apparent savage and violent nature of the impasto, as something extremely ruthless ar
terrible.

The impasto used by Ribera in Wgartyrdom of Saint Bartholomewrig.8) (1634;
National Gallery, Washingtongan be regardedthereforeas stregt heni ng t he
violence. Specifically, itintensifies thefiercenessof the moment depictethrough subtle
temporal manipulationnordert o bui | d up B aRibera uwédohmpalstte &nifdb o d
and the coarse bristles of his brush to texture the pathstage it as flesh, skin and haine

roughfinished surfacef paintopen Bart hol o me wibrerflesi it tarnstheo  r e

%% gitiano forse il piu famoso Pittore, e senza forse fra piu famosi, tal'hora dipinte con tante, e cosi diligenti

pennellate, che parve quasi volesse far numerabili i Bagetal' hora si contento grossamente le pitture di
pocchi, e rozzissimi colpi figurare. Spettatore intelligente da cosi diversa maniera nell'una riconoscera il vago
della femina, nell'altra il robusto maschile; Quella passara con lode, in questearéecon ammiratione;
sentirassi dalla delicata soavemente inclinare, dalla rozza violentemente.@pira I f @ST 1 A X |j dz2 G SR
GDSYRSNBR {deftS Ay LGIfAIFY ! NIReraibshnte\Qhartaryol. #\RoY4, a A OK
1995, 797.
a2 KYs 4DSYRSNBR {Geéef Sog
%93 sostui ha fatto pitl volte senzadesengli opera moltimportant, lasciando le bezze per finite, e tanto a
FILGAOF &a3aNRaalGSz OKS &aiaA @S332y2 A O2f LA RSt LISyyS
SdaSNBE G(GNRLEZ2 O2yaARSNI GS | YAy dziiGodeérnirg My BethayicalzParts dz2
of Painting and the Artistic Culteiof Seventeentt Sy (i dzNE The Wi BGI@th Yot 75No. 4, 1993, 595.
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inside onto the surface of the canvas to expose it as an out$ideprocess involves a
temporal alteration to the narrative sequence where the impasto points to the moments
following the scene depicted. If one looks closely at the surface, it becappeasent that
certain areas of theodyi especially on thaneck, face and hands (Fi§.74.75 80) i are

treated as if the skin was already removed and the flesh made vidiBle/ariation on the
roughness of the impasto creates narrafibee that disupt the sequence of the narrative by
drawing attention from the specific moment depicted to the subsequent moments of the actual
flaying. These narrative foci also drawh e v iimemedate @tsention from the interaction
between the executioner and saint on one level, and the saint and divinity on aretaer
though they continue to reference it in a subtle manner; the executioner will continue his
gruesome task and the saintwi become a martyr. The paintds mat
disrupt the sequential moments of the narrative by making visible what is yet to ©ame.
cansee andeel the pulsating, revolving flesh that is cut and opened onto the sutfadiag

his body into a wound and therefgoeefiguringB a r t h o Ifateme wo s
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Conclusion

My thesis has demonstrated that the displacement at work between subject matter an
technique n Ri ber ads p aimpottantiorgasinteopfetationofanig wankd haves
explored the ways in which Riberadslvipgai nt
pictorial bodies, rather than mere altarpieces and gallery pictures that represent or reflect
determinate and determinable ferasting reality.By focusingon the interaction between,
materiality, surfaces, narrative, temporality, violence, touch, | have avoedddcting my
interpretation to either the representationatemhnique Instead, | have focused on the way

the techniqueinteractswith the repreentationalA consi der ati on of R
distinct and separate bodiadows for a better understanding of the way the surface and
materiality of the pictorial body can affect the representational. My analysis of the relationship
between the representational aachniquee | i ci ted the foll owing t
paintings: life and death, surface and spirituality, corporeality and touch, and surface and
violence.

Chapter One showed that Ribera constructedptti®rial bodyas an assemblage of
fragmented, noroherent surfaces, set into a tense relationship esith other. | argued that
it is from this relationship that the paint;i@cquire theiinorganic life. | have shown that
there is a strong connection between inorganic life and colour. The relationship between the
surface as inorganically alive and coloas flesh colourtransforms the painting into a
threshold between life and death. Through the particular use of flesh colour on the skin anc
wound of Saint Bartholomew Ri ber ads pai nti ng sas pnreegenteoh t
becoming.Following JearLuc Nancy,|l argued that death is not an abstract concept, but is
instead something that can only be experienced on a personalRdaved) e yody istorial
achieves thigresentation of a personal experience of déatlplacing the beholder on its
surfaceas threshold, a threshold lot/herindividual life and mortality.

Chapter Two demonstrated the potenti al
terms of the way it constructs a folding surface, rather than as an illusionistic effect designed
to aeaterilievo. By analyzing the surface of the paintings as a fold allows for the relationship
between light and darkness to be considered in terms of fragmentation defined by inflection

and movement (the act of folding), rather than the severabilityegbahts. Thus, | argued that
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there is no absolute detachment between light and dark, only a fragmentation that creates
movement and inflection. By relating light and darkness to the spirituality of the subject
matter, | argued that they should not be tdaas spiritual oppositdswhere light denotes

divine presence and darkness divine absénbat as two interrelated ways of experiencing

the divine. Light is analogous to the cataphatic while darkness is toptEhatic and

Ri ber ads p avartyrdomnof Saint darthotoimegpresent a continuous pendulation
between these two modes of experiencing the divine. Visibility and invisibility, and speech
and silence, are intimately connected with the
points out that the movement generhby the light/darknedsld should not be thoughuf in

terms of directing the viewer away from the cantaan external, remote divinity. Instead, it
shows the materiality of the dark surface to be the place of divine activity and movement.

Chapter Thee f ocused on Apolouaodh Malisyas(FiRS) {1€37;a 6 s
Capodimonte Museum, Naples) aAdollo and MarsyagFig.6) (1637; Musées Royaux des
BeauxArts, Brussels)l ar gued t hawhenflgyingl Marsyassan beanteipreted
as both destictive and creative since it simultaneousigates he sat yr thadalkody fr om
patch ofmatter andunmakesit by tearingit apart. One implication of this is that creation
emer ges i n & panklraad&dsstruwvey hakbouring an intrinsic vience of the
process Ap ol | draws attenton to hhe way Ribera not only used the impasto and the
materiality of the surface to challenge sight in favour of touch, buttalpooblematise the
nature of touchSinceApollo6 s tsoeupcahr a t e bodyNram itsejf bhasgded, following
Nancy, that@uchshould be understood heais a contact in separatiagather thara direct and
unmediatectontact that implieemmediacy. Therefore, theslationship of touctendows the
painting with corporeality: orporeality made of complex surfaces and created through
violence.

Chapter Four addressed the relationship between corporealcamidlap surfaces and
violence to argu¢hat Ribera worked the materiality of the canvas and paint into a powerful
sense of corporeality by staging their potentiality as either flesh or Akinanalysis of
sixteenth and seventeenttentury conceptualizations of canvas and paawealed thathtere
wasno fixedidentity assigedto the canvas as flesh and paint as skin, or vice versa. Instead
they referred to canvas and paint interchangeably as either flesh or skin. Thus | have shown
that in theMartyrdom of Saint Bartholome(irig.7) (1644; MNAGC Barcelona) Ribera worked
the threads of the canvas on Bart hhtepanhresswds body
skin. While on the other hand, ihe Martyrdom of Saint Bartholome(fig.8) (1634; National
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Gallery, Washington) Ribera used the dafcand coarse brushstrokes of the impasto to create
thick surfaces, where the paint takes on the potentiality of open flegn doing Ribera
shifted the temporality in the scenes by disconnecting time from the narrative sequence
altogether. Thus, theense ofviolence of the act of flaying is heightened by emphasizing the
ma erialitydos endless temporality.

By interpreting Riberads paintings as
representations of an external qaasting reality, my th&s offers a new methodological
framework to &plore the frictions betweerepresentational anchnique My interpretation
goes against recent studies of seventeenthnt ur y paintings, Thencl u
Moment of Caravaggi@2011). Friedocused his booko€ ar av a g g i ®andthopeaof n t
his Afoll owers, o0 incl udi ngeonRitute a colbectiveaffod i n ¢
formulate a new padigm as gallery picture§ried argues that the paintings proclaim their
quality as dstinct gallery pictures by encapsulating two dialectical moment® of
Al mmeosiwhhen t fcaughtaim hishesatwni spai nti ng, and on
he'she detaches violently from the worR! However, Frid 6s st udy focuses
representational aspect of paintings and is concerned with assigning a specific historica
moment to themergencef the tableau.

Instead of forcing things into a coherent dialectical structureinteypretationpoints
out the paradoxcal relationship at work within these paintings: between thelnjectand
technique. As such, a major conclusion of
paintings as paradoxicambivalent,alwaysshifting and fracturingthe relaionship betveen
technique and subjecDne case i n point I's Riberads p
Apollo and MarsyagFig.5) (1637; Capodimonte Museum, Naples) as simultaneously creating
and destroyi n@Bydpanng Massygs®d b dlifp not énly destroydbut also
creates the satyrés body by exacting his
contradictory coupling of opposites, | argeeef f ect s the paintingos
addition, Apol |foalsl @ oy cdf rienvteearl psr dthieng t he
depth/surface by showing the inside to be another surface. The dark patch of paint constitute
a moment when thiechniqueof the painting its impasta disturbs the coherency and clarity
of the subject matter. It also shows the inside to be an outside and théd kibdypictorial
body and the body of Marsydismade up of and acting through surfaces, rather than a deep

*% Eried, The Moment of Caravaggi8967.
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meaningful interior. Bradoxtherefore can be used asvorking paradigm andierpretative
tool to highlights the ambiguousness of artworks while exposing the limits of interpret3tion
Taking the cue from Caroline Walker Bynum, | understand bodies as grounded in
materiality. Bynum offers an overview of late dieval conceptions ahatter agparadoxcal,
or as Nicol asac oif n Ciud en @arf?Byfiumexpldressniaterialiy.a
paradoxaffirming the omnipotence, eternity, and immutability of an invisible and ineffable
God She argues that late medieval devotional objects were not only
mimeticrepresentationsf the divine, butactuallyrevealed the divingself through their very
materiality Howe v er , my interpretation of materiality i
it encapsulates a paradox capable ofnihg objects into bodies, leaving aside its
conceptualizatonas he act ual pl ace of divine activity.
interpreted as bodies because their paradoxical materiality effects a movement that is
analogousto the movementfeected by the divine in miraculous objectdus,| interpretthe
dark paint extending into the upper partof b e Maatyddem of Saint BartholomeyFig.4)
(c. 16251628; Basilica Cattedrale di San Nicola di Bari, Nicosis)emphasising th@oving
materialityof the surfaceThis movement of the dark surface evokes the darkness of apophatic
theology, the darkness of divine withdrawal into invisibility and silence. The relationship
between Saint Bartholomew and the divine is therefore one of teegmmessed through a
continuous movement between presence and absence, and knowing -&ndwing. The
violence of the scene is enhanced by the spiritual ambivalence of the chiaroscuro. The painting
as a pictorial body therefore encapsulates the paradagsefting at the same time opposite
values, without turning them into a coherent dualism.
I have shown that the i ntenthe waypictorfal Ri ber ads
surfacesare constructeds collections or assemblages of disparate elem@&hisking of
Ri ber ad s aspfeagnrentad nsgrfaces rather than unitary aoberentplanes is
fundamental for understanding therelationship at work betweemepresentationaland
technique The fragmentation of the surface is partially respongilte conjunction withits
materialityir f or t he paintingds inorganic |ife, spiritu
Two, these fragments are differentiated by inflection and integrated by folds. They do not
imply severability or complete detachment beén parts, but are distinct elements forming a
nontunitary whole As Deleuze arguesplded surfacehavea 6 consi stendyd of the

%My use of paradox as an interpretative tool is indebted to Caroline Walker ByDhristian Materiality 34

36.
%% 1dem, 268.
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fragmented surface is a gathering of discrete parts or pieces that is able to produce a larg
variety of effects, ra#r than a closely organised, logically coherent totality offering one
dominant interpretation. This is especially visible in Martyrdom of Saint Bartholomew
(Fig.3) (c. 16281630; Palazzo Pitti, Florence) where the fragmentatidigbf and darkness
isanal ogous to the fragmentation of the sai
by the fragmentation of the surface is directly related to the spiritual movement effected by the
fold of light and darkness.ight and darkness therefore are t@be understood in a Cartesian
framework and illusionism, but as distinct fragments of a folding surface that stages the saint
in a movement towards the divine.

The fragmentation of the surface works in conjunction with the materiality of the
canvas andant. My approach of analysing the way materiality functions within the process

o f interpretation is indebted tmatteriAgas the w |
insistenco f t he medi um wi t h i*°Al havehnbeoadly mdaptenl Bdnjarsis me
notion ofmatteringt o Ri ber ads paintings in order to

probl ematise the paintingos s-depth analysis ahthd t e
particularity of each painting, whi tumingk e e
materiality into an abstract ideal imposed upon pictorial specificities. Thus, | consider
materiality only in the particular, and always set it in relation with the suiféeeit pictorial,
sculptural or architectural and subject matter. For gtance inthe Martyrdom of Saint
Bartholomew(Fig.8) (1634; National Gallery, Washington) the broad brushstrokes of the

i mpasto opens the saintbdés body. Each brus
open flesh. The fragmentation of the surfaeee acts upon the temporality of the scene and
its violence disconnecting time from narrative and shifting tbeus from theviolence of the
portrayed moment to the violence of the impas$tee impasto here takes on the potentiality of
distinct secton® f open f | esh, fragment i IntheMatysloms ur f
of Saint BartholomewFig.7) (1644; MNAC, Barcelona), on the other hand, the canvas is
wor ked through the thin | ayers of paim®mt, |
the canvas is staged as flesh coming through and rupturing the paint as skin, fragmenting th
sai nt ORI bbeordayb.s thepetoriedo that cagcsthe bodyi be it the pictorial of the

body of the figures depictedl but reinvent it. dmes Elkins for instancear gues t ha
representations of the body distort it by pressing it flat, and in so doing extracting its motion,

its roundness, its texture, its individualifhey hide he body erasing some part, censoring

M Syl YAYS d.Fyljdz2 Q& Cdzy SN} f o¢
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andrepressing t h é°tHewewer,| have shown thaR i b e paimting can be interpreted as
moving bodies, bodies of surfaces, textures, and individudlitis interpretation allows for
the tension emerging between their fragmented surfaces, subject matter, materiality of paint
and canvaschiaroscuro and impasto to becomeonstanprocess of moving and changing.
Ri berads pi ct or iaadngoingpiocesssof ceaatiteasmrs hetweeh subject
andsubjectivity.

| have argued that pictorial bodies should not be understoodhds up of an exterior
and interior, but as complex surfaces. Here | have drawniola@a Bruno and Jeduc
Nancy to new ends. The relationship between
paintings of flaying. Ribera shows the depth and interiasitya body presenting it as a
complex exterior surface. The problematisation of bodies as complex surfaces concerns not
only Marsyaso6 or Saint Barthol omewbés bodi es,
through the surface of the paintjnghich is ®t into a process of becoming the flayed surface
of the saintthat paintings proclaim their quality as distinct things, ontologically separate from
the world through their intensity and force.
crucial hee, and | am indebted to it throughout my thesis. However, | have departed from his
interpretation in one key aspect. While Nancy regards images as things, | emphasise their
corporeal character. In other words, for Nancy images are distinct because they foase

and intensity of their own, due to their discreetness and technicity, Wisilggestthat

S L

N a |

Ri berads paintings of flaying are bodies because

surface as either skin or fleshhe intensity theyentail is deeply corporeal and it iglayed

through their surfaces.

°% James Elkin®ictures of the Body: Pain and MetamorphgSisnford University Pres4999 282.
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llustrations

Figure2 Jusepe de RiberaMartyrdom of Saint Bartholomew16181619, Colegiata de Santa Maria Church, Osuna.
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Figure3 Jusepe de Riberaartyrdom of Saint Bartholomewc.1620, Palazzo PallaviciRospigliosi, Rome.
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Figured Jusepe de Riberalrhe Martyrdom of Saint Bartholomeye. 16281630, Palazzo Pitti, Florence.
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Figure5 Jusepe de Riberdhe Martyrdom of Saint Bartholomewc. 16251628, Basilica Cattedrale di San Nicola di Bari,
Nicosia.
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Figure6 Jusepe de Riberapollo flaying Marsyas 1637, Museo di Capodimonte, Naples.
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Figure7 Jusepe de Riberadpollo and Marsyas1637, Musées Royaux des Beafuts, Brussels.
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Figure8 Jusepe de RiberdheMartyrdom of Saint Bartholomew1644, Museu Nacional d'Art de CatalunyBarcelona.




Figure9 Jusepe de Riber&he Martyrdom of Saint Bartholomewl634, National Gallery of Art, Washington.
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Figure10 CaravaggioThe Death of the Virgin16011606, Musée du Louvre, Paris.
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Figurel2 CaravaggioThe Seven Works of Merc§607, Pio Monte della Misericordia, Naples.
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Figure13 Jusepe de Riberdlartyrdom of Saint Bartholomew16181619, Colegiata de Santa Maria Church, Osuna,
Detail.

Figurel4 Jusepe de Riberdlartyrdom of Saint Bartholomew16181619, Colegiata de Santa Maria Chlay©suna,
Detail.
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Figurel5 Artemisia GentileschiJudith Slaying Holofernex. 161420, Galleria degli Uffizi, Florence.
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Figurel6 CaravaggioJudith Beheading Holoferned 5981599, GalleridNazionale d'Ate Antica at Palazzo
BarberiniRome

Figurel? Artemisia GentileschiJudith Slaying Holoferne<. 161420, Galleria degli Uffizi, Florence. Detalil.
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Figure19 Titian, Flaying of Marsyasc. 157@mp Tc X bl GA 2y f adz& SdzyYs YNBYSnNO
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Figure20 Jusepe de Riberdartyrdom of Saint Bartholomew16181619, Colegiata de Santa Maria Church, Osuna.
Detail.

Figure21 Jusepe de Riberdlartyrdom of Saint Bartholomew16181619, Colegiata de Santa Maria Church, Osuna.
Detail.
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Figure22 Jusepe de Riberdlartyrdom of Saint Bartholomew 16181619, Colegiata de Santa Maria Church, Osuna.
Detail.

Figure23 Jusepe de Riberaiartyrdom of Saint Bartholomew 16181619, Colegiata de Santa Maria Church, Osuna.
Detail.

Figure24 CaravaggioDeath of the Virgin 16011606, Musée du Louvre, Paris. Detail.
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Figure26 Giotto di Bondone, The Death of the Virginc.1310, Gemaldegalerie, Berlin
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Figure27 Jusepe de Riberdlartyrdom of Saint Bartholomewc.1620, Palazzo PallaviciRospigliosi, Rome. Detail.
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Figure28 Bernardo CavallinoMartyrdom of Saint Bartholomew 1634, National Museum of Capodimonte, Naples.

Figure29 Bernardo CavallinolMartyrdom of Saint Bartholomew 1634, National Museum of Capodimonte, Naples. Detail.

209



Figure30 CaravaggioThe Inspiration of Saint Matthew1602, Contarelli Chapel, San Luigi dei Francesi, Rome.
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Figure31 CaravaggioThe Entombment of Chrisf6021603, Pinacoteca Vaticana, Vatican City.
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Figure32 CaravaggioFlagellation of Christ1607, Museo di Capodimonte, Naples.




Figure33Jusepe de Ribetarhe Martyrdom of Saint Bartholomewc. 16281630, Palazzo Pitti, Florence. Detail.
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Figure34 Francisco de Zurbaraimhe Martyrdom ofSaint Serapion1628, Wadsworth Atheneum, Hartford.

214



Figure35 CaravaggioMartyrdom of Saint Matthew,15991600, Contarelli Chapel, San Luigi dei Francesi, &om

Figure36 Caravaggiolncredulity of Saint Thomas.16011602; Sanssouci Palace, Potsdam.
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Figure37 CaravaggioThe Resurrection of Lazarus5081609, Museo Nazionale, Messina.
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