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    1. Pieter Jansz Saenredam (1597-1665), The Choir of the Church of Saint John, Bois-le-Duc, drawing, British Museum, London
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    2. Pieter Jansz Saenredam (1597-1665), View of Bois-le-Duc with the Church of Saint John, 1632, Royal Museums of Fine Arts of Belgium, Brussels




     




     




    
Preface




     




     




    History has been called a “seamless web,” although human beings insist on giving it arbitrary divisions. While segments of hours, months and years have little meaning, save for convenience, we assign great power to them, especially when they reach the dimensions of centuries and millennia. The French have a name “fin-de-siècle” for the malaise that seizes its citizens at the end of a century. A millennial change carries even more power, especially since Christ promised to return at the end of the first 1000 years after His death in order to pass judgment on the faithful and the faithless.




    At the approach of the year 1000 CE, people believed that the Judgment predicted by Christ to occur at the Millennium was imminent. When it did not come in 1000, or near that time, the chronicler and Cluniac monk, Raul Glaber, wrote: “…there occurred, throughout the world, especially in Italy and Gaul, a rebuilding of church basilicas. Notwithstanding the greater number were already well established and not in the least in need, nevertheless each Christian people strove against the others to erect nobler ones. It was as if the whole earth, having cast off the old by shaking itself, were clothing itself everywhere in the white robe of the church”. (Holt, 48)




    On April 6, 1997, according to the New York Times of a day earlier, the countdown to the third millennium began in the United States of America.
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    3. The Cathedral of Saint John, ‘s-Hertogenbosch




     




     




    The fanfare that accompanied the announcement anticipated the celebration in New York City and around the world when the 1000-day countdown would be complete, on January 1, 2000. Restaurants were already accepting reservations for the celebrations of that evening. On every hand there were fortuitous as well as dire predictions for the end of one century and the beginning of the next.




    President Bill Clinton, who ran on the Democratic Platform in 1996 as a “bridge to the 21st century,” was still making predictions for the great social and economic future of America and the world for which he would help prepare the way. Even so, troublesome glitches marred the utopian view. Computers were expected not to recognize 00 as 2000 but as 1900, resulting in shutdowns that could affect government functions from the payment of Medicare claims to control of the nation’s air traffic system. In fact, failure to address the problem universally was predicted by some to lead to catastrophic global consequences.




    Religious and prophetic cults had already appeared with more regularity than in the usual “fin-de-siècle” periods. As early as 1980 saw the beginning of the many “survivalist” cults to come in the next two decades when an Arkansan, named Kurt Saxon, warned the audience of the National Broadcast Company’s “Tomorrow” show, that everyone should be prepared to live off the land and keep an arsenal for self-protection against the marauding bands that would follow the coming nuclear holocaust (Arkansas Gazette, 7/29/80). The solemn projections of the end of the world reached their most modernized climax in 1997, when 39 members of a computer-related cult followed their leader, Marshall Herff Applewhite, in a suicide contract to beam themselves up to a spaceship presumably trailing in the wake of the Hale-Bopp Comet that was plunging through the Heavens that year.
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    4. Sculpture at the Cathedral of Saint John, ‘s-Hertogenbosch
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    5. Anonymous, Portrait of Hieronymus Bosch, c.1550, red and black chalk drawing in the Arras Codex, 41 x 28 cm, Municipal Library, Arras




     




     




    An essayist in The New Yorker commented on their fantastically flawed mission: “Though science is stronger today than when Galileo knelt before the Inquisition, it remains a minority habit of mind, and its future is very much in doubt. Blind belief rules the millennial universe, dark and rangy as space itself (4/14/97, 32).




    That many believed the fate of science and rational thought to be in jeopardy was reflected in an article in the NYT entitled “Scientists Deplore Flight From Reason” (6/6/95). Scientists, doctors, educators, and other intellectuals meeting on the subject at the New York Academy of Sciences proclaimed a “call to arms” against various threats to rational behavior. These included traditional hobgoblins such as astrology and religious fundamentalism; new to the times were the ‘post-modernist’ critics of science who contended that truth in science depended on one’s point of view, not on any absolute content. In such an environment, it was said irrational ideas had taken hold in popular commerce. “Paranormal nostrums” rampant among the public included belief in angels, “out of body” and “near-death” experiences, as well as abduction by aliens and multiple reincarnations. Seeming to reinforce the NYAS conference presumptions were references that abounded in the national media to increased interest in astrology, psychic phenomena, and magic as well as the related fields of Satanism and witchcraft.




    An article on witchcraft (NYT, 10/31/98) centered around a group of “Wiccans” (the modern name of so-called witches, derived from a neo-pagan, pseudo religious group called “Wicca”) operating in Salem, Massachusetts. That city, site of the 17th-century witches’ trials, was said to have become a center of tolerance for “alternative spirituality,” including New Age beliefs and contemporary witchcraft groups such as the Temple of Nine Wells and the Witches League for Public Awareness: “Claiming that theirs is a peaceful, nature-oriented religion, quite unlike early devil-worshipping societies, the Wiccans have organized educationally, even politically, to correct misapprehensions about witches and their modern motivations.”
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    6. Death of a Miser (Detail), side panel, c. 1485-1490, oil on panel, 92.6 x 30.8 cm, National Gallery of Art, Washington (said to have been hanging over Philip II’s bed in the Escorial at the time of his death; now said to have been part of an altarpiece)




     




     




    A tabloid article quoted from a list of “the world’s top Bible scholars” who predicted the imminent end of the world and the coming Apocalypse, which it inferred, would be at the end of the Millennium (Weekly World News, 5/14/96). It cited ancient prophecies from Revelations and more recent ones from, among others, the sixteenth-century prophet Nostradamus about dire natural events to occur at the end of our Millennium that seemed to accord with El Nino’s deviant climatic disorders in 1998.




    The fact that these events did not happen as so balefully set forth made the turning of the Millennium seem almost anticlimactic-until “9-11,” that is-which many saw as the USA’s Armageddon. Similar predictions and oddities had occurred in the decade leading up to the half-Millennium of 1500. As if their predecessors of the first 1000 years had been mistaken about when the Judgment would come, contemporary thinkers expected it to appear without fail in the year 1500.




    Art historian Charles Cuttler summed up the emotional atmosphere of the time: “It was a time of pestilence and turbulence, of economic, social, and religious unrest; an age which believed in chiliasm, Antichrist, apocalyptic visions; in witchcraft, alchemy, and astrology… It was also a period of extreme pessimism, the natural outcome of a belief in demons fostered by the Church itself…” (“Lisbon,”109).




    As always, artists were present to give voice and imagery to what otherwise would have seemed unimaginable. Northern poets, known (such as François Villon) and anonymous, as well as sculptors of Romanesque tympana and capitals had graphically displayed their versions of the terrors to come at the end of the world. Later, in the proto-Renaissance period, Gothic revivalist painters depicted these anomalies in their altarpieces. Possibly the most vivid and detailed were those of the Hollander Hieronymus Bosch which shall be the subject of this essay.
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    7. Illuminated manuscript from the 15th century (c.1470-1480), Flanders (Bruges). National Library of Russia, Saint Petersburg




     




     




    
Introduction




     




     




    A 17th-century English ambassador to Holland expounded on the virtue of painting over sculpture, by saying: “An excellent piece of painting is, to my judgment, the more admirable object because it is a near Artificiall Miracle.” (Fuchs, 103) The historian who quoted this statement repeated the term “Artificiall Miracle” several times to refer to the Dutch penchant for “the meticulous rendering of things observed.”




    The term could also accommodate the whole spectrum of Dutch art from Jan van Eyck to Jan Dibbets for its relevance to the astringent yet probing combination of subject and essence that is peculiarly Dutch. In this sense, the term might even apply to such seemingly disparate artists as Hieronymus Bosch and Piet Mondrian. One artist made real the unreal and the other made unreal the real, but they pursued their uncommon aims through lovingly treated surfaces that survived them as “Artificiall Miracle[s].”




    I think Bosch and Mondrian were linked in other important ways. As Nordic artists, they belonged to a group that “has never been content with the mere reproduction of an object,” as art historian Oskar Hagen put it: “There must always be a concomitant vibration in the picture of something spiritual, something indefinable, divinable… it had to be capable of giving simultaneously a real and an unreal, a corporeal and a spiritual picture of things…”)




    Both of these artists lived in a century of millennial consciousness and both responded to this consciousness in their work. A case could be made that Mondrian was a millennial artist of our era. At a great distance from Bosch in time, circumstance, and ideology, Mondrian presented a vision of what the modern world could be, if we looked toward harmony rather than tragedy, which he saw not only in war but in cultural manifestations that had become mired in particulars rather than essentials. In his years spent in Paris and London between the twentieth century’s two world wars, Piet Mondrian invented a painting that did not transcribe existing reality, but “imaginatively constructed” what he called a “new reality.” (Mondrian, Plastic, 10) Through its containment, purity, and harmonious ordering of parts, Mondrian posited his painting as an aesthetic cosmos, the “clear vision” of the “pure reality” he hoped would come to pass in the ideal world of the future.




    Obviously, Mondrian’s 20th-century creations are divided by radically different sensibilities from those of Bosch’s, at the end of the Middle Ages-or did the two artists reveal the dark and light sides of human coinage? Perhaps, Mondrian’s paintings show what we could become, if we lived in harmony with the universe, or Bosch’s what we would become if we did not heed the Judgement, as seen through two millennial perspectives, five centuries apart.




    * * *




    After turning to Dutch art, in general, Bosch’s background, and his treatment in literature until the twentieth-century, I shall concentrate on one of Bosch’s paintings, the Lisbon “Temptation of Saint Anthony,” because it was probably completed right around 1500, the half-millennial time fraught with the fears and uncertainties that such a transitional period brings. I developed an interest in the Saint Anthony theme by seeing an exhibition of modern paintings on this subject in New York City, in 1946.




    These had been commissioned from about a dozen of the major Surrealist artists by the producers of a motion picture that was to be based on a story by Guy de Maupassant. Although the story, entitled The Lives and Loves of Bel Ami, pivoted around a painting whose religious power had converted a debauched man, the producers had decided to change the subject of Christ walking on the waters, prohibited by the Hollywood Censorship Office at that time, to Saint Anthony’s temptations by the Devil.




    A painting by Max Ernst was chosen as the most provocative treatment and as best suited for inclusion in the movie. This being the time of bare transition from black and white to color, the Ernst painting was the only thing shown in the film in color, giving it a powerful impact. (I later saw Ernst’s painting and the others, each fascinating, brought together in an exhibition called “Westkunst,” in the summer of 1981, in Cologne, Germany. I shall use reproductions of some of these paintings in the text.)




    The subject of Saint Anthony and his temptations has been of interest to artists through the centuries, in a range from fifteenth-century woodcutters to Cézanne. It was bound to be a favorite for Bosch, who turned to this theme in at least a dozen paintings and drawings; some of these will be incuded in the text.




    To reveal the richness of the theme through Bosch’s work was reason enough for me to produce one more book on Hieronymus Bosch. Another reason, equally compelling, was the apparent reappearance of many of the beliefs current in that artist’s time as we mounted the transition from the Second Millennium to the Third. I hope that the following account will afford some interest and insights, even for the many current scholars of Bosch.
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    8. Armorial of the Confraternity of Our Lady, detail, blank blazon of “Hieronymus Aquens alias Bosch”, Bois-le-Duc, Illustre-Lieve-Vrouwebroederschap
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    9. Cure of Folly, called also The Extraction of the Stone of Folly, oil on panel, 48 x 35 cm, Museo nacional del Prado, Madrid




     




     




    
Chapter I: The Literature on Bosch to Wilhelm Fränger




     




     




    Before undertaking a study of only one of Hieronymus Bosch’s paintings, I would like to include a critical survey of some of the art historical attitudes toward the artist and his work. This is because they have differed so widely from the first mention of him in sixteenth-century writings to the present. The writers who commented upon him in the nearly five centuries following the artist’s death compounded such a reputation for the man as a “faizeur de diables,” (Gossart) that until the modern period he was hardly considered an artist at all. It was largely his frenzied hell scenes that attracted such attention. When he depicted the creatures and settings of these “Hells” in terms of infinitely detailed naturalism, they were so convincing as to seem pure evocation. To the medieval mind, the man who could reveal so plainly its own worst fears must have been a wizard or a madman, perhaps the tool of the Devil, himself.




    Later writers either reflected this point of view or, following the rationalist aftermath of the Renaissance and the Reformation, passed Bosch off as representing the worst of Medievalism. When he was mentioned it was not as an artist so much as a freak performer. Eventually Bosch was obscured and forgotten. It was at least two centuries before there was a revival of interest in him, in the late nineteenth century. The twentieth century saw more emphasis on this man as an artist than at any time in the past and there is continued, almost overwhelming interest in him in the twenty-first century.




    One would expect Italian writers of the High Renaissance period to point out the painter’s strangeness, since his ideation was so antithetical to that of the South. The Florentine historian Guicciardini, in his Description of all the Low Countries (1567), referred to “Jerome Bosch de Bois-le-duc, very noble and admirable inventor of fantastic and bizarre things…” In 1568, The Italian historian of artists, Vasari, called Boschian invention “fantastiche e capricciose”. Lomazzo, the author of the Treatise on the Art of Painting, Sculpture, and Architecture, first published in 1584, spoke of “the Flemish Girolamo Bosch, who in representing strange appearances, and frightful and horrid dreams, was singular and truly divine.”




    During the same period in the North, similar statements were made concerning the painter’s work, his demons and hells being mentioned to the exclusion of all else. The Netherlandish historian, Marc van Vaernewijck (1567), called Bosch “the maker of devils, since he had no rival in the art of depicting demons” (1:137). Carel van Mander, the Northern counterpart to Vasari, made little more observation of Bosch’s entire works than that they were “…gruesome pictures of spooks and horrid phantoms of hell…”




    Numerous statements in the same vein began to appear in Spanish writing following the influx into mid-sixteenth-century Spain of so many of Bosch’s paintings. King Philip II, himself, was chiefly responsible for the painter’s Spanish popularity. In 1581, when the king journeyed to Lisbon, he wrote in a letter to his two daughters an expression of regret that they had not been with him to see the Corpus Christi procession, “…although,” he added, “your little brother if he were along might have been frightened of some devils which resembled those in paintings by Hieronymus Bosch.”[1] Philip owned as many as thirty-six of these paintings,[2] amazing when it is considered that Bosch’s entire output is believed to have been barely forty in number. Such a large collection accumulated in so few years after the painter’s death, attests to a fascination on the king’s part-a state of mind that prompted some of the first penetrating writing directed toward Boschian work. This was because the monk, Joseph de Siguença, who inventoried the king’s paintings shortly after Philip’s death in 1598, felt compelled to apologize for the king’s obsessive interest in Bosch. Perhaps Fray Joseph feared a destructive attention of the Inquisition, because he wrote an elaborate defense of the painter’s orthodoxy and fidelity to nature: “Among the German and Flemish paintings which are, as I say, numerous, many paintings by Jérôme Bosch are scattered throughout the house (Escorial); I should like to speak for different reasons a little longer about this painter, for his great genius deserves it, although people call his work in general absurdities… people who do not look very attentively at what they contemplate, and I think for that reason that he is wrongly denounced as a heretic – and to begin there – I have of the piety and zeal of the king, our founder, an opinion such (that I think that) if he [Bosch] had been thus, he [the King] would not have admitted his paintings in his house, in his convents, in his bedroom, in the Chapter of his orders, in his sacristy, while on the contrary, all these places are adorned with them. Except for this reason, which seems very important to me, there is still another which I deduce from his paintings for one sees there almost all the sacraments and ranks and degrees of the church, from the pope to the most humble, two points where all heretics falter, and he painted them with his zeal and a great observation, which he would not have done as a heretic, and with the mysteries of our Salvation he did the same thing. I should like to show now that his paintings are not at all [absurdities], but like books of great wisdom and art, and if there are any foolish actions, they are ours, not his, and let us say it, it is a painted satire of the sins and inconstancy of men.[3]




    An interesting counter – reaction to that of the monk is the statement by Francesco Pacheco, the teacher and father-in-law of Velasquez – as written sometime later, in 1649: “There are enough documents which speak of the superior and more difficult things, which are the personages, if one finds time for such pleasures, which were always disdained by the great masters-nevertheless some seek these pleasures: that is the case for the ingenious ideas of Jérôme Bosch with the diversity of forms that he gave to his demons, in the invention of which our King Philip II found so much pleasure, which is proved by the great number of them which he accumulated. But Father Siguença praises them excessively, making of these fantasies mysteries that we would not recommend to our painters.
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    10. Detail of the Cure of Folly, called also The Extraction of the Stone of Folly, oil on panel, 48 x 35 cm, Museo nacional del Prado, Madrid
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    11. The Conjurer, oil on panel, 53 x 65 cm,




    Municipal Museum,




    Saint-Germain-en-Laye
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    12. The Seven Deadly Sins, oil on panel, 120 x 150 cm,




    Museo nacional del Prado, Madrid
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    13. The Seven Deadly Sins, detail,




    120 x 150 cm, Museo nacional del Prado, Madrid
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    14. The Seven Deadly Sins, detail,




    120 x 150 cm, Museo nacional del Prado, Madrid
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    15. The Seven Deadly Sins, detail,




    120 x 150 cm, Museo nacional del Prado, Madrid




     




     




    And we pass on to more agreeable subjects of painting… [Pacheco was a Spanish painter and art theorist of the artistic period between Mannerism and Baroque. He had rejected the manneristic delight in mere form and was turning toward an interest in naturalistic illusionism. From either point of view he would have found Bosch’s work unacceptable].




    Even though Pacheco’s concern was with Bosch as an artist, he passed him off as an oddity, and this reputation clung round the painter for two and a half centuries to come. During this period there was little attention given by scholars to Northern art at all; when it was considered, Bosch was obscured by the great Netherlandish painters ranging from Van Eyck to Brueghel. It was not until the end of the last century that any respectable scholarship was brought to bear upon the painter. Perhaps this was a consequence of the realistic impulse that entered mid-nineteenth-century painting. Historians began to look for precursors to this realism in the past. They turned again to an interest in Northern art, and in reemphasizing Brueghel, “discovered” Bosch. Not only had Brueghel been profoundly influenced in his early works by Bosch’s “drolleries,” but he had probably been stimulated to an interest in “genre” by studying this painter. Bosch had introduced holy figures (and their accompanying devilries) into contemporary interiors and panoramic landscapes to a greater extent than anyone before him. Obviously, the painter deserved the scholars’ attention, but practically nothing was known about this “enigma” of the Flemish school. Spade work had to be done to find even the dates of his life.




    Such historians as Jan Mosmans sorted through the aged registers of his native’s ‘s-Hertogenbosch, a Dutch town near the German border, but the result was disappointing. The date of Bosch’s death was discovered in a registry of names and armorial bearings – listed as 1516.[4] His birth date was not found, but because his portrait, which was discovered in the Arras Codex, showed a man of about sixty, his birth was assumed to have been around 1450.[5] There are a few references to Bosch between these dates in the archives of the Brotherhood of Our Lady, at ‘s-Hertogenbosch. Several items referred to his having been paid various sums for works commissioned of him. For instance, he received twenty stuivers for a stained glass window pattern made “on a couple of old bed sheets” the window having been executed by the glassmaker, Willem Lombard (Pinchart, 273, nt.3). There were notations of larger sums such as of five rhenish gulden, paid for an altar.[6] Bosch must have been active as a lay member of this organization; in fact, he must have participated in the food preparation for the meetings, because at one time he was paid for twenty-four pounds of beef, “…at one Phillips penny a pound,” for four ounces of ginger, two ounces of pepper, one-half ounce of saffron, and for the value of a measure of wine (Pinchart, 269, nt.5).




    None of this was very informative about essential details of Bosch’s life, save that, since he was referred to once as “illustrious painter,” he was obviously held in repute as an artist by his fellows. There is no reason to think, from these references at least, that his friends considered Bosch either a wizard or a madman. As to his ancestry, since Bosch’s name often bore the suffix van Aken[7], it was believed that his forebears were from Aachen, just over the Dutch – German border.
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    16. Allegory of Gluttony and Lust, oil on panel, 35.8 x 32 cm, Yale University Art gallery, New Haven
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    17. Ship of Fools, upper part of side panel, after 1491, oil on panel, 57.9 x 32.6 cm, The Louvre, Paris




     




     




    Five van Akens were mentioned in the town records before the time of Hieronymus. One, a teacher named Jan van Aken, was noted in the archives of the city of ‘s-Hertogenbosch’s Cathedral of Saint John, in references covering several years (1423-1434). The historians believed that this was the grandfather of Hieronymus and probably the artist of the fresco of the cathedral – considered to be one of his prime influences.




    In 1464, Laurent van Aken, possibly the father of Hieronymus, was referred to as a citizen of ‘s-Hertogenbosch.[8] This was the extent of the factual data referring to the artist. The historians were forced to turn back to the evidence of the paintings themselves, but none of them was dated and none was mentioned in contemporary writing. Small wonder that this produced confusing results in the historical evaluations of the works.




    By approaching their studies with preconceived ideas, the scholars made what now seem obvious mistakes. For instance, Louis Demonts, in 1919, sketched an evolution of the paintings from the premise that Bosch had evolved in his subject matter from the traditional theological point of view to a personal moral judgment. This led Demonts to date as late works, The Cure of Foll, The Conjurer, and The Ship of Fools – later established on stylistic grounds to be from Bosch’s youth. This same system caused him to date as an early work the Prado “Epiphany,” seen later by such historians as de Tolnay and Combe as a surpassing synthesis of the artist’s lifetime achievements.




    Not until Charles de Tolnay’s definitive treatise, written in 1937, was a satisfactory chronology even established, or the works by Bosch’s own hand separated from those of his disciples or copyists. De Tolnay bore directly on the technical evidence of the paintings. He noted that the beginner is betrayed by archaism-stiff figures, long-waisted and with awkward gestures, having no true existence in space nor relationship with one another and the background, and with few and arbitrary folds in their clothing. By observing such characteristics in some Boschian works, he was able to trace a convincing development from the obviously youthful to those of undoubted antithesis in style and conception. De Tolnay successfully demonstrated that Bosch developed consistently into a great landscape painter and a superb colorist. Although he never achieved the suavity of an Italian High Renaissance master, in later works he even created a sfumata effect which unified figures and background into a harmonious entirety. De Tolnay’s work in this direction was so convincing that subsequent writers accepted his classifications as almost incontrovertible.[9]




    There have been exhaustive attempts to clarify the artist’s subject matter, as well. In de Tolnay’s words: “The oldest writers, Lampsonius and Carel van Mander, attached themselves to his most evident side, to the subject; their conception of Bosch, inventor of fantastic pieces of devilry and of infernal scenes, which prevails still today [1937] in the large public, prevailed until the last quarter of the 19th century in historians.” Then those historians who saw in the painter a precursor to realism, swung completely in the other direction. They studied his works according to exterior influences such as literature, the artistic tradition of the North, historical events, and the medieval interpretation of the Bible.
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    18. The Cripples, ink drawing,




    28.5 x 20.8 cm, Graphische Sammlung Albertina, Vienna
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    19. Pieter van der Heyden, The Sleeping Pedlar Surrounded by Monkeys Playing with his Merchandises,




    1557, from a drawing by Pieter Bruegel, engraving, 22 x 29.7 cm, Wittert Gallery, Luttich




     




     




    None of these sources produced any conclusive results on the meaning of Bosch’s cryptic imagery. Again in this realm, one of the finest studies was that of de Tolnay. He went far in establishing current influences that would account for much Boschian iconography. Most importantly, he introduced a knowledge of Freudian psychology, revealing Bosch’s remarkable presentiment of this science. Jacques Combe followed de Tolnay’s lead in his treatise, translated into English from the French in 1946, and continuously acknowledged his indebtedness to the prior monographer, but his study was no mere imitation. He suggested many sources of symbolism overlooked by de Tolnay, such as alchemy and the tarot game. He made a strong case for association between Bosch’s ideology and that of the fourteenth-century Netherlandish mystic, Jan van Ruysbroek.




    A Ruysbroek follower, Gerard Groote, had spread his master’s teachings by founding the association of the Brethren of the Life in Common, numerous orders of which flourished in the fifteenth-century Netherlands. Since two schools of this order had been established in ‘s-Hertogenbosch in that century, Combe believed that Bosch might well have been influenced by their teachings. He supported this idea by quoting many passages from Ruysbroek’s writings which would seem to throw light on certain images in the paintings. This monograph of Combe’s is the finest of expression, even in translation, and is worthy to take its place beside de Tolnay’s.




    With such respectable scholastic attention, Bosch had finally come into his own in the mid-twentieth century as a significant artist. His works were seen not merely as an influence on Brueghel, but as extremely interesting in themselves. They were a deviating but appropriate link within the “Flemish tradition” in painting, with its curiously combined naturalism and symbolism. The work of de Tolnay, together with the increasing interest in Surrealism, had inspired popular interest in Bosch as a painter of the imaginary. It followed that several articles on Bosch were published in the most popular American periodicals, as well as in magazines of art. The popular articles presented Bosch as an interesting, almost freakish fantasist of the past and a precursor to Surrealism in his “queerness.”




    In most of the books written in English, as well as translated into English, the more scholarly authors continued to search for the exact sources of Bosch’s symbolism in outside material. Their implication was that Bosch’s symbols, however enigmatic, illustrated images already formed in literature or tradition, and that with enough study these sources would eventually be brought to light and his imagery made comprehensible.




    With the 1947 German edition and its translation into English of Wilhelm Fränger’s book The Millennium of Hieronymus Bosch, published by the University of Chicago, in 1951, Boschian research took a new direction. Fränger, too, felt that the answer to the artist’s mystery lay outside the realm of art, but rather than many sources of his symbolism, there was only one. None of the historians had conceived the idea, he asserted, that Bosch might have been obscuring his imagery with a secret purpose in mind-that of presenting the message of a society to which he belonged.




    If this were true, the answer to the painter’s enigma would lie in one place rather than in many. Fränger, in fact, brought all previous studies of Bosch’s work under question. Dissatisfied with their over-emphasis on the painter’s demons and hells, he believed that neither the separate hell scenes nor the paintings as a whole had ever been understood in their proper context. Thus, his was a radical departure from all previous interpretations; a highly intriguing and original study of Bosch, it illuminated as well the mind of its author.



OEBPS/Images/bosch-eng.007.jpg





OEBPS/Images/bosch-eng.008.jpg
JOutee cfap
e foicy
komice s man
uaifée: font
Jour nofore pronffit s
sl trnefactee: [ee bomice
1 DY Prenes penmfle

uatfee uffin 4
g cc abfacn
e @ &y 216 onnm
Nemane =l feay gu
feane 2epof€ <t meh
€hOfE 1110
Sflozeficys € 30Ny
o1€on rereler amépub
6 monfoer i el g el
I¢ fecucre jRouy iy
G jeomeil y

So






OEBPS/Images/bosch-eng.005.jpg





OEBPS/Images/bosch-eng.006.jpg
e i





OEBPS/Images/bosch-eng.003.jpg





OEBPS/Images/bosch-eng.001.jpg
PARKSTONE

INTERNATIONAL —






OEBPS/Images/bosch-eng.004.jpg





OEBPS/Images/cover.jpg





OEBPS/Images/bosch-eng.002.jpg





OEBPS/Images/bosch-eng.009.jpg
Hr- Ario. D11 7 4 126
i / % Hr J-znuhj
:prf/.////z/ s yancer HHoeveir
! ::L: 24 271 - van ;'1:‘:‘7)

15

cvan Bern
Pl i s o 7 I’{ :

xzz/7f7)’1 e Hieronii : f

ran 2' ? - ) £ oo
van lies ,'~_‘,/;(/ 5 ‘/‘“

2 i {1 AR Seey ,

Rag?d ?/{/l}' Jtadt s
X iy B8 o3
rher F s i ;





OEBPS/Images/bosch-eng.011.jpg





OEBPS/Images/bosch-eng.010.jpg





OEBPS/Images/bosch-eng.013.jpg
N
&
S

==

SR
A om0 W gl g, [mr“\\“\\“\;\\\kﬂm
552 gl





OEBPS/Images/bosch-eng.012.jpg





OEBPS/Images/bosch-eng.015.jpg





OEBPS/Images/bosch-eng.014.jpg





OEBPS/Images/bosch-eng.017.jpg





OEBPS/Images/bosch-eng.016.jpg





OEBPS/Images/bosch-eng.019.jpg





OEBPS/Images/bosch-eng.018.jpg





OEBPS/Images/bosch-eng.020.jpg





