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The Highlights
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Nuremberg, Bavaria, Germany  Dürers birthplace
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View of Nuremberg, Nuremberg Chronicle, 1493
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The artists father, Albrecht Dürer the Elder with a Rosary by Albrecht Dürer, c. 1490  Dürer the Elder (c. 1427-c. 1502) was a goldsmith in Nuremberg and an immigrant from Hungary. He married Barbara Holper, the daughter of his master, when he himself became a master in 1467.
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Portrait of Barbara Dürer, c. 1490  the artists mother, who was the daughter of Hieronymus Holper, a goldsmith in Nuremberg. She married Albrecht Dürer on 8 June 1467.
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Self portrait, silverpoint drawing by the thirteen-year-old Dürer, 1484


THE HIGHLIGHTS
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In this section, a sample of Dürers most celebrated works is provided, with concise introductions, special detail reproductions and additional biographical images.


SAINT JOHNS CHURCH

[image: img12.jpg]

Albrecht Dürer was born on 21 May 1471, the third child and second son of Albrecht Dürer the Elder, a successful goldsmith, and Barbara Holper, the daughter of his master. Dürers godfather was Anton Koberger, who left goldsmithing to become a printer and publisher in the year of Dürers birth and quickly became the most successful publisher in Germany, eventually owning twenty-four printing-presses, with numerous national and international offices. Kobergers most famous publication was the Nuremberg Chronicle, published in 1493 in German and Latin editions, featuring an unprecedented 1,809 woodcut illustrations (albeit with many repeated uses of the same block) by the Wolgemut workshop. 

After a few years of school, Dürer started to learn the basics of goldsmithing and drawing from his father. Though his father wanted him to continue his training, Dürer demonstrated such a precocious talent in drawing that he started in 1486 as an apprentice to Michael Wolgemut at the age of fifteen. Wolgemut was the leading artist in Nuremberg at the time, with a large workshop producing a variety of works of art, in particular woodcuts for books. Nuremberg was an important and prosperous city, well-established as a centre for publishing and luxury trades, with strong links to Italy, especially Venice, a relatively short distance across the Alps.

The following watercolour is now regarded as one of the earliest landscape paintings in European art to depict a specific location. Dürer is likely to have completed it in the summer of 1489, at the age of eighteen. Inscribed Saint Johns Church, it depicts the imposing church and a row of houses, laying to the west of Nuremberg. Nearly forty years later the artist was to be buried in the graveyard of this church. Offering an almost birds-eye view, the portrayed landscape faces south, with distant hills beyond. There are hints of early struggles in delineation, as the row of houses appears flat rather than three-dimensional. Nevertheless, great care has been taken by the artist to faithfully record the scene in fine detail, in a medium that requires conviction and confidence, with little opportunity to alter a brushstroke once made.

Interestingly, the painting was looted during the Second World War and lost for nearly fifty years. Owned by the Kunsthalle in Bremen, it was among thousands of Old Master drawings that had been hidden for safekeeping in the cellar of a mansion fifty miles from Berlin. In 1945, the Red Army occupied the house, as soldiers ransacked the art works. Viktor Baldin, a young officer, found Saint Johns Church on the floor, among a mass of works abandoned by the first looters. He preserved the painting, along with 363 other drawings (including 22 works by Dürer), bringing them back to Russia. Baldin later gave the drawings to the architectural museum near Moscow where he worked and the existence of the missing Bremen pictures was kept secret until 1992. 
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Detail
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Detail
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Detail
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Detail
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Saint Johns Church, Nuremberg, today


SELF PORTRAIT, 1493
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After completing his term of apprenticeship, Dürer followed the common German custom of taking Wanderjahre  a gap year of sorts  in which the apprentice learned skills from artists in other areas. He was ultimately to spend about four years away, leaving Nuremberg in 1490, possibly to work under Martin Schongauer, the leading engraver of Northern Europe. However, Schongauer died shortly before Dürers arrival at Colmar, in the Alsace region of north-eastern France. It is unclear where Dürer travelled in the intervening period, though it is likely that he went to Frankfurt and the Netherlands. In Colmar, Dürer was welcomed by Schongauers brothers, the goldsmiths Caspar and Paul and the painter Ludwig. In 1493 the young artist went to Strasbourg, where he would have experienced the sculpture work of Nikolaus Gerhaert. Dürers first painted self portrait, now housed in the Louvre, was painted at this time, most likely to be sent back to his fiancée, Agnes Frey, in Nuremberg.

The canvas is the earliest known self portrait in European art to be produced as an independent painting, as earlier artists had only portrayed themselves among figures in an altarpiece or fresco. On the back of the painting, a sketched self portrait, dated 1493 could well have been an early study for the oil painting. 

In the top centre, Dürer has inscribed: Things with me fare as ordained from above, suggesting the artists strong faith. The composition presents Dürer as a youthful subject, his innocent face framed with lank, ginger hair and a red tasselled cap. His strong nose, heart-shaped upper lip and long neck are clearly emphasised in the painting. Beneath his grey cloak, fringed with red, he wears an elegant pleated shirt with pink ribbons. 

Dürer holds a sprig of sea holly, a thistle-like plant and the German name for this plant means mans fidelity; it was also regarded as an aphrodisiac, sparking the suggestion that the canvas was intended as a gift for his fiancée. While Dürer was on his travels, his father had arranged for Agnes Frey to become his wife and they eventually married on 7 July 1494, two months following his return to Nuremberg. However, it is also possible that the self portrait was a gift for his parents, whom he had not seen for nearly four years. 
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Detail
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Detail
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Detail


SAINT JEROME IN THE WILDERNESS
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Housed in Londons National Gallery, the following double-sided oil on panel painting was completed in c. 1496, though it was not attributed to the artist until much more recently in 1957. The resemblance between the lion and a similar animal on a membrane drawing from the artists second trip to Venice, now at the Hamburger Kunsthalle, led to the generally accepted claim. The lion was almost certainly drawn from St. Marks Lion depictions in the city.

Saint Jerome was a common subject of art at the time and Dürer was likely inspired by similar depictions by Giovanni Bellini or Andrea Mantegna. Jerome is depicted during his hermitage, surrounded by the symbols traditionally attributed to him, including the tamed lion, his hat and the cardinal garments on the ground (a symbol of rejection of earthly honours), the book (as Jerome was a translator of the Vulgate), the stone he used to hit himself and the crucifix for the prayers. Jeromes eyes stare upwards, beyond the small crucifix lodged in the tree trunk. The image teems with realistic depictions of the natural world, as seen in the small birds, the white butterfly in the lower part, as well as the fine rendering of the trunks bark and the delineation of grass spear by spear. The dramatic rock formations were probably based on sketches that Dürer made of the quarries near Nuremberg. On the reverse of the panel an intriguing image of what appears to be a meteor or comet, portrayed as a red star on a streaking golden disc. Dürers inspiration may have been the depictions of comets in the Nuremberg Chronicle of 1493, though these woodcuts are highly stylised and not intended to depict historical comets, while Dürers image is much closer to actual observation. A similar object to this body of light was featured in the engraving of Melencolia I, some twenty years later.


[image: img26.jpg]


[image: img27.jpg]

Detail
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The reverse of the panel
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St. Jerome Reading in the Countryside by Giovanni Bellini
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St. Jerome in the Wilderness by Andrea Mantegna, c. 1449-1450


VIRGIN AND CHILD BEFORE AN ARCHWAY
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Within three months of his marriage, Dürer left for Italy, alone, perhaps due to the outbreak of plague in Nuremberg. He made watercolour sketches as he travelled over the Alps. In Italy, he went to Venice to study its more advanced artistic world, where Giovanni Bellini was still regarded as the greatest of the Venetian artists. Also known as the Bagnacavallo Madonna, the following canvas was created during the artists first sojourn in Italy. It represents the Virgin Mary with the Christ Child sitting in her lap, while a space opens to right side behind them, giving the view of a bordering interior courtyard. The composition is a particularly intimate scene, as Christ reaches for his mothers hand and their eyes meet in silent regard. The plant held by Christ has only two leaves in the strawberry three-leaf configuration. The missing leaf on the plant indicates the last person of the Trinity in the Child.

Dürers Madonna owes much to the Late Gothic German convention of representation, while the Christ Child is reminiscent of Italian models. Half length figures such as this canvas were widespread in Italy and the Netherlands, and the depiction of the arch and its impression of spatial depth indicate Flemish influence. The figural structure, including the impressive triangular composition of the two figures, signals the influence of Italian art, especially by Giovanni Bellini. 

Virgin and Child before an Archway was discovered after World War II in the Capuchin female convent of Bagnacavallo, in the province of Ravenna. In 1961 the Italian art historian Roberto Longhi recognised the canvas as a genuine Dürer work and a few years later, it was acquired by the Magnani-Rocca Foundation of Traversetolo, in the province of Parma, Italy.
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Detail
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Detail
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Detail
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Detail
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Madonna and Child by Giovanni Bellini, c. 1488


PORTRAIT OF ELECTOR FREDERICK THE WISE OF SAXONY
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Frederick III (1463-1525), also known as Frederick the Wise, had became Elector of Saxony in 1486 and would become Dürers first major patron. The following plate was probably completed when Frederick visited Nuremberg in April 1496. For this portrait, Dürer used quick drying tempera paint, instead of oil paint, most likely so that the picture could be taken away soon after completion. 

Aged thirty-three at the time, Frederick the Wise is represented from the waist up, dressed in rich garments and set against a murky background, allowing our focus to remain on the sitter. Fredericks folded arms rest on a ledge, while in his left hand he holds a small scroll. His frown and intense expression, demonstrated at its strongest in the piercing eyes, connote a sense of authority and power that would have been requested by the patron to be conveyed. Frederick was clearly pleased with the portrait as Dürer was subsequently commissioned to paint a series of important altarpieces for the church at the Electors palace in Wittenberg.
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Detail
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Detail
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Detail
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Detail
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Frederick the Great by Lucas Cranach the Elder
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Wittenberg in medieval times


THE SEVEN SORROWS OF THE VIRGIN
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Currently held in the Alte Pinakothek in Munich, the central panel of this polyptych features the grieving Virgin after the Crucifixion, originally framed with seven surrounding panels, which are now housed separately in the Gemäldegalerie Alte Meister of Dresden. The panels were commissioned by Frederick the Great soon after the completion of the previous portrait in Dürers newly established Nuremberg workshop in April 1496. Stylistic considerations suggest that the artist started to work on the painting only from c. 1500. Modern scholars only attribute to Dürer the central panel, believing the others were executed by his pupils based on his designs. 

The altarpiece was originally much larger, close to three meters in width, with the right half portraying the Seven Joys of the Virgin. However, these scenes are now lost, with the extant left half presenting the Seven Sorrows, while the Seven Joys are only known through copies. The central image depicts the grieving Virgin, gripping a golden sword, about to pierce her heart. Surrounding the Virgin are seven smaller panels with detailed scenes from the life of Christ, beginning anticlockwise on the top left with the Circumcision, followed by the Flight into Egypt, Christ among the Doctors, the Bearing of the Cross, the Nailing to the Cross, the Crucifixion and the Lamentation. 

The whole altarpiece was acquired in the mid-sixteenth century by the artist Lucas Cranach the Younger, whose illustrious father had served as court painter in Wittenberg. Cranach the Younger is believed to have cut the work into separate panels, causing the original division of the polyptych. 

The central panel, portraying the Sorrowing Mother, arrived in the Bavarian museum from the Benediktbeuren convent of Munich in the early nineteenth century. It was restored in the 1930s, removing overpaintings and additions, to reveal previously unseen elements. The shell-shaped niche, the halo and the sword on the right allowed scholars to identify the correct subject of the piece. In 1640 the other panels were moved from Wittenberg to the Kunstkammer of the Prince of Saxony. 
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Detail
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Detail: Circumcision of Jesus
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Detail: the Flight to Egypt
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Detail: Via Crucis
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Detail: Christ Nailed to the Cross
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Self portrait of Lucas Cranach the Younger (1515-1586)  Cranach was a German Renaissance painter and portraitist, also known as the son of Lucas Cranach the Elder.


SELF PORTRAIT, 1498
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Dürers second extant self portrait is dated to 1498, bearing the inscription: I have thus painted myself. I was 26 years old. Albrecht Dürer. Although during the Middle Ages artists were still considered as mere craftsmen in Germany, Dürer refused to accept such status, portraying himself in a haughty and aristocratic manner. Making a notable contrast with the 1493 self portrait, the artists pose appears self confident, as he stands upright, turning slightly to lean his right arm on a ledge. His figure fills the picture plane, with his hat close to the top. Light streams into the room from the right, highlighting his prominent features, while his long curly hair is depicted in fine detail. Dürer now has a full beard, unusual among young men at that time. His clothing is flamboyant, as demonstrated by the elegant jacket, edged with black, and the white, pleated shirt underneath, which is embroidered along the neckline. Dürers fashionable kid gloves also comment upon the artists burgeoning wealth in the late 1490s.

The interior contains a tall archway, framing Dürers head, and to the right a window opens out with the view of an idealised landscape, where green fields give way to a tree-ringed lake. Snow-capped mountains can be glimpsed in the distance, most likely to signal the artists journey over the Alps three years earlier. This device of presenting a distant landscape, viewed through a window, is borrowed from Dutch portraiture. This portrait was later acquired by Charles I of England, as well as Philip IV of Spain.
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Detail
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Detail
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Detail
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Detail
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Detail


PORTRAIT OF OSWOLT KREL
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This 1499 canvas, now housed in Munichs Alte Pinakothek, comes from the collection of the Princes Oettingen-Wallerstein, who had acquired the painting in 1812. It is presumed that Oswolt Krel, a merchant of the Ravensburg House in Nuremberg from 1495 to 1503, had requested a true representation, indicated by the portraits notable size and its half-length setting, all suggesting that it was intended for private use. Krel was the same age as Dürer and he was later to become the mayor of Lindau, the merchants native city.

Two side panels accompany the portrait, representing two sylvan men and Krels heraldic shields. It was originally intended that the portrait should be closed from the retro, allowing the large painting to be conserved. The background of the scene is divided unevenly between a curtain and a landscape of tall trees, with the latter receiving less attention. 

The large fur-lined cloak is casually placed on the right shoulder only, revealing a rich black garment with a puffed sleeve on the left. The three-quarter format allows Dürer to focus on the quality of the Krels garments and gold chain. The red curtain occupies most of the space on the right, its bright hues providing a strong contrast to Krels facial features. The sitter is presented with distinct pomp, his expression severe, even menacing. At odds with this, his left hand clutches his cloak in an anxious manner, while the contraction of the knotted fingers of the right hand, as he leans on an invisible window sill, adds an impression of forced restraint. At once we are given the impression of a commanding presence that should be feared, perhaps hinting that Krel himself is unaware of the full extent of his strength or power.
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Detail
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Detail
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Detail
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Detail
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Detail
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Detail


SELF PORTRAIT WITH FUR-TRIMMED ROBE

[image: img72.jpg]

Dürers third and final self portrait was painted early in 1500, just before the artists twenty-ninth birthday. Considered to be the most personal and complex of his self portraits, it is remarkable for its resemblance to many earlier representations of Christ and its direct confrontation with the viewer. The portrait is half-length, frontal and highly symmetrical, with no conventional background features that would indicate a specific time or place. It also features two inscriptions, placed in dark fields on either side of Dürer, as if floating in space, emphasising the highly symbolic nature of the work. Brown tones set against the plain black background establish a sombre mood. The face has the inflexibility and impersonal dignity of a mask, hiding all emotion that is within.

At the time of its completion, a frontal pose was exceptional for a secular portrait. Medieval and Early Renaissance art had developed the more challenging three-quarters view and artists were often keen to demonstrate their skill in using this new format. A frontal pose therefore would have been most associated with images from medieval religious art, particularly representations of Christ.

Unlike the previous two self portraits, where Dürer stresses his fashionable hairstyle and clothing, this last interpretation of the theme presents the artist as a more mature and grounded man. In the medieval view of the stages of life, the age of twenty-eight marked the transition from youth to maturity. The portrait therefore commemorates a turning point in the artists life, as well as in the millennium: the year 1500 being displayed in the centre of the upper left background field. 

Dürer has opted to present himself monumentally, in a style that unmistakably recalls depictions of Christ, perhaps playing upon the suggestion that there is a parallel with Christ in the artists role as a creator. This view is supported by the paintings Latin inscription, composed by Celtes personal secretary, which translates as; I, Albrecht Dürer of Nuremberg portrayed myself in everlasting colours aged twenty-eight years. 

This final self portrait was most likely donated or sold by Dürer to the Nuremberg city council, by whom it was held on continuous public display in Nuremberg from just before his death in 1528 until 1805, when it was sold to the Bavarian Royal Collection. The painting is now housed in Munichs Alte Pinakothek, while a copy replaces the original that had been on display in the City Hall.
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Self portrait with a pillow, drawing of 1491-92. This study for the Louvre self portrait was executed on the reverse of that canvas. Note the similarity in the position of the artists fingers, although in this drawing he shows his left rather than right hand.


LAMENTATION FOR CHRIST
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Dürer was commissioned by Albrecht Glimm, a goldsmith, to produce a panel painting of the Lamentation for Christ for the patrons first wife, Margareth Holzhausen, who had died on 22 October 1500. The scene is composed of nine figures under the cross, framed by a beautiful landscape in which Jerusalem can be seen by the lakeshore in the foreground. The depiction of Jerusalem as a city near water, with house, towers and fortification walls, lying against rocky mountains, indicates that is an invented, Nordic city, rather than the actual appearance of the Holy City. In the centre of the canvas, we can see the door opening into the garden of Gethsemane, while on the right, there is the entrance to the tomb in the rock, through which we can also see the uncovered sarcophagus. The painting is celebrated for its range of detailed and individual depictions of the sufferers around the figure of Christ, providing a scale of pain and grief through various degrees of feeling.

The theme of the Lamentation for Christ is from a Dutch, not a German tradition. Dürer interprets the theme in Italian terms, associating the nine figures in groups of three. The first triad features Nicodemus, Mary Magdalene and Saint John the Evangelist, aligned in an ascending order under the cross. In the second triad in the centre, the three Marys represent three ages of life, as the Madonna wrings her hands in sorrow, accompanied by the other two Marys, who share her grief. The last triad includes Joseph of Arimathea, supporting the body of Christ with the sudarium  the cloth used to wrap around Christ following the crucifixion. Christs skin is pale, accentuated by light coming from the left, while his limbs appear realistically limp and lifeless. 

The entire scene is illuminated by light, suggesting, perhaps, that the suffering of the lamentation should be accompanied by a feeling of comfort, witnessed by John and Mary Magdalene, whose hopeful gazes are turned toward this light. According to medieval tradition, the figures of the donors are painted, kneeling at the bottom of the scene: on the right, in the position of honour, there is the goldsmith Albrecht Glimm with his coat of arms and two sons, while to the left we can see his late wife with her coat of arms and daughter.


[image: img80.jpg]


[image: img81.png]

Detail


[image: img82.jpg]

Detail


[image: img83.jpg]

Detail


[image: img84.jpg]

Detail


[image: img85.jpg]

Alte Pinakothek, a major art museum located in the Kunstareal area in Munich  home to many Dürer masterpieces, including Lamentation for Christ


A YOUNG HARE
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Dürer probably painted the following watercolour of a hare from a stuffed model, aided by his careful observation of live animals. He would become one of the earliest artists to tackle nature studies and this painting is one of his finest examples. It presents an ultra-realistic view of a frightened hare, cowering down, with its ears alert, as though prepared to spring up and flee at any moment. The animals fur is depicted in precise gradations and shades, employing a variety of brushstrokes. The mullion and transom of a window are reflected in the hares shining eye. Dürers ability to give an animal portrait such an individual expression helped lead to the image being copied and developed many times in the ensuing centuries.

Though painted in watercolour first, Dürer then applied opaque gouache on top, painting groups of lines that are longer or shorter, thicker or finer, depending on how the fur lies on the hares body. Finally, he added white highlights, ensuring the shadow provides a three-dimensional effect. Dürer added his monogram and the year in a prominent position, revealing that he regarded it as a finished work of art.
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Detail
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Detail
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Detail
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Hans Hoffmanns 1528 copy of Young Hare, which adapts freely from the source, though still bearing the AD monogram.


ADORATION OF THE MAGI
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Adoration of the Magi, a 1504 oil-on-wood painting, was commissioned by Frederick the Wise for the altar of the Schlosskirche in Wittenberg. Considered as one of Dürers most important works from the period between his first and second trips to Italy (1494-1505), it most likely formed the central part of a polyptych, narrating on the side wings the story of Job, now housed separately in Frankfurt and Cologne. The elector of Saxony later donated the painting to Emperor Rudolph II in 1603. An exchange in 1793 with the Presentation at the Temple by Fra Bartolomeo brought the Adoration of the Magi from a gallery in Vienna to the Uffizi.

The Madonna is portrayed in azure garments, a white veil covering her head. She holds out the Christ Child, wrapped in her white veil, to the eldest king of the three Magi. He offers the infant a gold casket bearing the image of Saint George, which the infant has already taken with his right hand. This is the only action that unfolds in the principal scene, except for the Oriental servants gesture of putting his hand in his bag. All the other characters are immobile; locked in thought, as they look straight ahead or sideways, creating the effect of a staged spectacle. The kings are depicted in lavish clothing, with precious jewels, beautiful goblets and caskets that they bear as gifts. According to the Nordic tradition, previously adopted by Mantegna in Italy, one of the kings is a Moor. The facial features of the young king with long blond curly hair, standing in the middle of the painting, bears, according to recent interpretation, a resemblance to a self portrait of Dürer.

The architecture of the ruins behind the Madonna is detailed, though idealised, based on the artists previous experiments in drawings and engravings. The ruins create an impression of depth in the image, which is enforced by the hill town in the far distance. The background light is notably of a Nordic city, while to the far right we can see a lake and a boat. Dürer was passionately devoted to the study of animals and the natural world, which he strove to reproduce faithfully from life. He would often include these features in his landscape passages, as seen in The Adoration of the Magi in the inclusion of horses, birds, foliage and a large insect.
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Jabach Altarpiece by Albrecht Dürer, c. 15031504l, Frankfurt, and Wallraf-Richartz Museum, Cologne
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Schlosskirche, Wittenberg


FEAST OF THE ROSARY
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Reminiscent of Bellinis San Giobbe Altarpiece, the following 1506 canvas was produced during Dürers sojourn in Venice, having been commissioned by Jakob Fugger  the intermediary between emperor Maximilian I and Pope Julius II  when the artist was the bankers guest in Augsburg. According to the contract, the painting, which was to be housed in the church of the German nation in Venice, San Bartolomeo at Rialto, should be finished before May 1506. The subject was the Feast of the Rosary, a theme connected to the particular worship that the German citizens in Venice held with high regard for Our Lady of the Rosary.

In spite of the contract, the execution dragged on until September 1506, when the Doge, the Patriarch and other Venetian nobles visited Dürers workshop to see the completed work. In a letter written to Nurnbergs Senate in 1523, Dürer comments on how the doge had offered him the position of the Republics painter, but he had refused. The visitors were likely to have included, among other artists, the celebrated Giovanni Bellini.

Mary is presented as the Virgin Enthroned, holding the Christ Child in the centre, accompanied by two flying cherubim, bearing an elaborated royal crown made of gold, pearls and gems, in keeping with a Flemish art scheme common in the German area at the time. The thrones backrest is covered with a green drape and by a baldachin (an ornamental canopy of state over the throne), which is held by two more flying cherubim. In the bottom centre, an angel plays the lute, believed to be in homage to Giovanni Bellinis altarpieces. Mary is depicted in the act of distributing rose garlands to two groups of kneeling worshippers, portrayed on two symmetrical rows at the sides.

The two rows are headed, on the left, by Pope Julius II, crowned by the Child and followed by a procession of religious figures; and, on the right, by the German Emperor Frederick III, crowned by Mary and followed by a lay procession. The Pope and the Emperor, considered at the time the supreme authorities of the Catholic world, have removed their respective papal tiara and imperial crown, and are kneeling to receive the Madonnas blessing.

On the right, before a beautiful Alpine landscape, Dürer has included a self portrait, as he holds a cartouche, revealing his signature and a short inscription, detailing the time taken to complete the work, five months. The inclusion of himself in the painting, among such powerful figures and patrons, indicates the artists swift-growing sense of importance. The characters next to the painter are believed to be Leonhard Vilt, founder of the Brotherhood of the Rosary in Venice, and Hieronymus of Augsburg, the architect of the new Fondaco dei Tedeschi. 

In 1606, Feast of the Rosary was acquired by Emperor Rudolf II, who had the canvas moved to Prague. It was assigned to the Strahov Monastery and, during the centuries, it underwent several restorations, causing damage to the painted surface. Later, it was moved to the Rudolfinum and then to the National Gallery of the Czech capital.
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Detail, with Dürers self portrait in bottom right corner
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Portrait of Jakob Fugger by Albrecht Dürer, 1518, Staatsgalerie Altdeutsche Meister  Fugger commissioned Feast of the Rosary in 1506.
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The San Giobbe Altarpiece by Giovanni Bellini, c. 1487, Gallerie dellAccademia, Venice  a likely source of inspiration for Dürer when creating Feast of the Rosary


ADAM AND EVE
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Completed in 1507, this pair of panels followed Dürers 1504 copper engraving on the same subject, giving the artist the opportunity of depicting the ideal human figure. Painted in Nuremberg soon after his return from Venice, the panels are largely influenced by Italian art. Dürers observations on his second trip to Italy provided him with new approaches to portraying the human form. He depicts Adam and Eve, the first man and woman, at life-size, being the first full-scale nude subjects in German painting. The colouring is muted and the bodies are delineated with the aid of light and shadow, allowing the figures to emerge from the dark background. Eves skin is whiter than Adams, as she stands next to the Tree of Knowledge, portrayed in an unusual posture, with one foot behind the other. Her right hand rests on a branch, while she accepts with her left hand the ripe apple offered by the coiled serpent. Adam inclines his head towards Eve, stretching out the fingers of his right hand on the other side, serving a sense of balance to the structure. The nearby tablet bears the inscription: Albrecht Dürer, Upper German, made this 1507 years after the Virgins offspring. 

The two panels were first held in the Prague Castle, the property of collector Rudolf II. During the Thirty Years War, the armies plundered the castle and the panels came to be owned by Gustavus Adolphus of Sweden. His daughter, Christina, gave the work to Philip IV of Spain in 1654. Then in 1777, King Charles III ordered the paintings be hidden in the Real Academia de Bellas Artes de San Fernando. Adam and Eve arrived at its current home, Madrids Museo del Prado, in 1827, though it was not publicly displayed until 1833.
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Adam and Eve by Sir Peter Paul Rubens, c. 1600  inspired by Dürers famous panels


MARTYRDOM OF THE TEN THOUSAND
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The painting featured in the following plates was commissioned in 1508 by Frederick III, Elector of Saxony, Dürers patron since 1496, for the All Saints Church, Wittenberg. Frederick was drawn to the subject as his collection of relics included items associated with the ten thousand martyrs  a band of Roman soldiers crucified for their conversion to Christianity. Martyrdom of the Ten Thousand was repeatedly mentioned in correspondence between the artist and Jakob Heller of Frankfurt, where we learn that the artist received 280 florins for it.

The painting concerns the legendary martyrdom of ten thousand Christian soldiers on Mount Ararat by the King of Persia, Shapur I, following the order of the Roman emperor Hadrian or Antoninus Pius. Numerous different martyrdoms populate the scene in a forest, with clearings and cliffs. In the foreground we are witness to appalling crucifixions, decapitations and a tortuous hammer ordeal. The Persian King appears as an Ottoman sultan, riding a horse on the right. The executioners also wear gaudy Ottoman dress. In the background prisoners are led to a cliff from where they are thrown down against rocks and thorny bushes, and there are scenes of fighting, stoning and violence with huge clubs. In Dürers time the portrayal of an oriental potentate carrying out such atrocities would have been perceived as a reference to the threat of Turkish invasion, following the Siege of Constantinople in 1453.

At the centre of the mayhem, dressed in black, are two characters walking calmly, and somewhat eerily, among the horrors: one of the figures is Dürer, confirmed by his holding a staff with the inscription: This work was done in the year 1508 by Albrecht Dürer, German; while the other figure is Dürers friend, Conrad Celtes, a German Renaissance humanist scholar and Neo-Latin poet, who had died a few months before the execution of the painting.

Dürer had used the same subject for a woodcut ten years before, but in the painting he chose to remove some of the macabre details, including the torture of the Bishop Acacius, who in the woodcut is portrayed having his eyes mutilated with a drill. The canvas instead details a crucifixion on the right, with the bishop in chains behind it.
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Detail, with Dürer in the centre bearing his inscription
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Dürers 1496 woodcut on the subject


MELENCOLIA I
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Dürer exerted a huge influence on the artists of succeeding generations, especially in printmaking, the medium through which his contemporaries mostly experienced his art, as his paintings were predominantly in private collections located in only a few cities. The artists success in spreading his reputation across Europe through prints was undoubtedly an inspiration for other leading artists, including Raphael, Titian and Parmigianino, all of whom collaborated with printmakers in order to promote and distribute their work.

Melencolia I, one of the artists most famous engravings, was produced in 1514 and the allegory has since been the subject of many interpretations. The title of the work comes from the Melencolia I text appearing within the engraving itself, which is the only Dürer engraving to feature a title in the plate. The date of 1514 appears in the bottom row of the magic square, as well as above Dürers monogram at the lower right. It is generally accepted that Dürer had not planned for a series of engravings on the subject, as the I most likely refers to the first of the three types of melancholia defined by the German humanist writer Cornelius Agrippa. In this engraving we see Melencholia Imaginativa, which Agrippa held artists to be subject to when imagination predominates over mind or reason.

A magic square is an arrangement of distinct numbers (where each number is used once), in a square grid, where the numbers in each row, and in each column, and the numbers in the main and secondary diagonals, all add up to the same number. The square in the engraving features the traditional magic square rules based on the number 34, and in addition, the squares four quadrants, corners and centre also equal this number.

The winged genius, representing the figure of Melancholy, rests her head on her hand, in a pensive manner, while holding a compass. She is surrounded by geometric shapes, including a sphere and a giant polyhedron, along with scattered woodworking tools. These tools are drawn from the field of measuring and building; namely architecture. The rhomboid and sphere represent geometry, the science of measurement and numbers upon which all arts are based. On the wall of the building, we can see a bell, an hourglass and scales. A dog sleeps at Melancholys feet and a cherub sits astride an upturned millstone. A bat-like creature holds up the inscription Melencolia I. The symbolic choice of animals adds to the melancholy atmosphere, creating the sense of a dark world.

An autobiographical interpretation of Melencolia I has been suggested by several historians, including Iván Fenyő, who considered the engraving to be a representation of the artist beset by a loss of confidence. Others associate Dürers Melancholy figure with a lyric confession, the self-conscious introspection of the Renaissance artist, unprecedented in northern art. Although the precise meaning of the image remains elusive, we cannot help but note the relationship it suggests between melancholy and creativity. Though melancholy may sap enthusiasm for creativity, it can alternatively be a creative force, which has aided artists in time of trouble and dismay.
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Detail of the Magic Square


PORTRAIT OF MICHAEL WOLGEMUT
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Dürers master, Michael Wolgemut (c. 1434-1519), operated one of the largest artists workshops in Germany. In 1516 Dürer painted the following portrait of Wolgemut, providing the inscription: This portrait was done by Albrecht Dürer of his teacher, Michael Wolgemut… and he was 82 years old, and he lived until 1519, when he departed this life on St Andrews Day morning before sunrise. Dürer had served his apprenticeship under Wolgemut from 1486 until 1489 and the elder artist was very likely proud of his former pupils rapid rise in the world. The focus of the portrait is Wolgemuts head, set against a neutral green background. The portrayal of the ageing man is realistic and true, featuring sunken eyes and loose skin around Wolgemuts gaunt neck. The master wears a fur-lined coat and a simplistic scarf, most likely what he would have worn in his workshop to keep off the dust. Nevertheless, this portrait of an artist reveals the unchecked vivacity of the man, whose eyes remain alert, while his facial features suggest a thoughtful and intelligent person. 
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THE FOUR APOSTLES
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Dürers last great work, formed of two panels, was donated by the artist on 6 October 1526 to the people of Nuremberg. As it was common in medieval cities in Italy to bestow the town hall with an artwork that would serve as an example of prosperity and good government, Dürer was keen to follow this practice by providing his native city with a special gift. On the bottom of the panels the artist wrote: I have been intending, for a long time past, to show my respect for your excellencies by the presentation of some humble picture of mine as a remembrance; but I have been prevented from so doing by the imperfection and insignificance of my works... Now, however, that I have just painted a panel upon which I have bestowed more trouble than on any other painting, I considered none more worthy to keep it as a memorial than your excellencies.

The Four Apostles was created during the Reformation, which had started in 1517 and was to have an enormous impact on religious and cultural life in Germany. Due to the fervid Protestant belief that icons were contradictory to the Word of God, which was held in the utmost supremacy over Protestant ideas, the Protestant church was not a patron of sacred art. Therefore, any Protestant artist, as Dürer became, had to commission their own works. The council gratefully accepted the gift, hanging the panels in the upper government chamber of the city hall and Dürer was in turn awarded an honorarium of 100 florins. 

The four monumental figures, measuring two meters, remained in the municipality of Nuremberg until 1627, when, following threats of repression, they had to be sold to the elector of Bavaria, Maximilian I, a great enthusiast of the artists work. On that occasion, however, the prince had the inscriptions, at the bottom of the paintings, sawed off and sent back to Nuremberg, as they were considered heretical and harmful to his position as the sovereign Catholic. The city handed them over to Munichs Alte Pinakothek in 1922, where they were rejoined with their respective panels.

The composition represents John the Evangelist, standing on the far left, holding an open New Testament from which he is reading the first verses of his Gospel. Behind him is the figure of Peter, bearing the golden key to the gates of heaven. On the other panel, standing at the back, is the Evangelist Mark, bearing a scroll, while on the far right is Paul, holding a closed Bible and leaning on a sword, hinting at his execution.

The Four Apostles, witnesses to the faith, function as a warning, as explained in the inscriptions applied by a calligrapher at the bottom of the panels, narrating biblical passages from the recent translation of Martin Luther. These passages contain a reproach to the secular powers not to conceal the divine word in seductive human interpretation. The viewer should take the warning of the four excellent men to heart. Dürer knew that his support of the Lutheran movement, indicated by the words in the inscriptions, would have been shared with important and influential citizens.

These panels are Dürers last known oil paintings, completed when he was fifty-five years old. Dürer died a year later in Nuremberg, leaving an estate valued at 6,874 florins  a considerable sum at that time. His large house, purchased in 1509 from the heirs of the astronomer Bernhard Walther, where his workshop was located and where his widow lived until her death in 1539, remains a prominent Nuremberg landmark today, functioning as a major museum dedicated to the artist. 
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The Paintings
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Basel, a city in north-western Switzerland  after completing his term of apprenticeship, Dürer followed the common German custom of taking Wanderjahre  a gap year  in which the apprentice learned skills from artists in other areas. In early 1492, Dürer travelled to Basel to stay with the goldsmith Georg Schongauer, the brother of Martin Schongauer.


THE COMPLETE PAINTINGS
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Dürers paintings are presented in chronological order, with an alphabetical table of contents following immediately after.

CONTENTS

Portrait of Barbara Dürer (diptych wing)

Portrait of Dürers Father (diptych wing)
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Self-portrait

Man of Sorrows

Virgin and Child before an Archway

Portrait of Elector Frederick the Wise of Saxony

Dresden Altarpiece

Saint Jerome in the Wilderness

Heavenly scene

The Seven Sorrows of the Virgin

The Painters Father

Portrait of a Young Woman

Portrait of a Young Fürleger with Her Hair Done Up

Portrait of a Man

Self-Portrait

Lamentation

Madonna and Child

Lot and His Daughters

Combined Coat-of-Arms of the Tucher and Rieter Families

Hans Tucher

Felicitas Tucher, née Rieter

Portrait of Elsbeth Tucher

Portrait of Oswolt Krel

Portrait of St Sebastian with an Arrow

Self-Portrait with Fur-Trimmed Robe

Heracles and the Stymphalian Birds

Paumgartner Altar

Lamentation for Christ

Madonna and Child at the Breast

Jabach Altarpiece

Adoration of the Magi

Portrait of a Man

Portrait of a Venetian Woman

Salvator Mundi

Portrait of Burkard von Speyer

Feast of the Rose Garlands

Portrait of a Young Man

Madonna with the Siskin

Christ Among the Doctors

Portrait of a Venetian Woman

Adam and Eve

Portrait of a Young Man

Allegory of Avarice

Portrait of a Young Girl

The Martyrdom of the Ten Thousand

Heller Altar (copy)

Heller Altar (detail)

Holy Family

The Adoration of the Trinity (Landauer Altar)

The Adoration of the Trinity (detail)

The Adoration of the Trinity (detail)

Madonna of the Pear

Emperor Charlemagne and Emperor Sigismund

The Madonna of the Carnation

Portrait of Michael Wolgemut

Portrait of a Clergyman

The Apostles Philip and James

The Suicide of Lucretia

The Virgin Mary in Prayer

St Anne with the Virgin and Child

Portrait of Jakob Fugger the Wealthy

Emperor Maximilian I

Emperor Maximilian I

Portrait of a Man

Head of a Woman

Portrait of Bernhard von Reesen

Portrait of a Man (Rodrigo de Almada)

St. Jerome in His Study

Portrait of a Man with Beret and Scroll

Virgin and Child with Saint Anne

Madonna and Child with the Pear

Portrait of Jakob Muffel

Portrait of Hieronymus Holzschuher

Portrait of Johannes Kleberger

The Four Apostles

Way to Calvary
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Portrait of Barbara Dürer (diptych wing)

1490

Oil on panel

47 × 38 cm

Germanisches Nationalmuseum, Nuremberg
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Portrait of Dürers Father (diptych wing)

1490

Oil on panel

47.5 × 39.5 cm

Uffizi, Florence
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Alliance Coat of Arms of the Dürer and Holper Families

1490

Oil on panel

47 × 39 cm

Uffizi, Florence
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Self-portrait

1493

Oil on linen, transferred from vellum

56.5 × 44.5 cm

Musée du Louvre, Paris
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Man of Sorrows

1493 c.

Oil on panel

30 × 19 cm

Staatliche Kunsthalle Karlsruhe
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Virgin and Child before an Archway

1495 c.

Oil on panel

48 × 36 cm

Magnani Collection, Mamiano near Parma
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Portrait of Elector Frederick the Wise of Saxony

1496

Tempera on canvas

76 × 57 cm

Gemäldegalerie, Berlin
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Dresden Altarpiece

1496

Oil on canvas

117 × 96.5 cm (central panel), 114 × 45 cm (each wing)

Gemäldegalerie Alte Meister, Dresden
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Saint Jerome in the Wilderness

c. 1496

Oil on panel

23 × 17 cm

National Gallery, London
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Heavenly scene

c. 1496

Oil on panel

23 × 17 cm

National Gallery, London
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The Seven Sorrows of the Virgin

1496 c.

Oil on panel

109 × 43 cm (central panel), 63 × 46 cm (each side panel)

Alte Pinakothek, Munich and Gemäldegalerie Alte Meister, Dresden
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The Painters Father

1497

Oil on panel

51 × 40.3 cm

National Gallery, London
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Portrait of a Young Woman

1497

Oil on canvas

56 × 43 cm

Städel, Frankfurt
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Portrait of a Young Fürleger with Her Hair Done Up

1497

Oil on canvas

56.5 × 42.5 cm

Berlin State Museums
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Portrait of a Man

149798

Oil on parchment on panel

24.2 × 20 cm

Heinz Kisters Collection, Kreuzlingen
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Self-Portrait

1498

Oil on panel

52.5 × 41 cm

Museo del Prado, Madrid
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Lamentation

1498

Oil on panel

147 × 118 cm

Germanisches Nationalmuseum, Nuremberg
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Madonna and Child

14961499

Oil on panel

52.4 × 42.2 cm

National Gallery of Art, Washington
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Lot and His Daughters

14961499

Oil on panel

52.4 × 42.2 cm

National Gallery of Art, Washington
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Combined Coat-of-Arms of the Tucher and Rieter Families

1499

Oil on panel

28 × 24 cm

Schlossmuseum, Weimar
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Hans Tucher

1499

Oil on panel

28 × 24 cm

Schlossmuseum, Weimar
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Felicitas Tucher, née Rieter

1499

Oil on panel

28 × 24 cm

Schlossmuseum, Weimar
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Portrait of Elsbeth Tucher

1499

Oil on panel

29 × 23 cm

Staatliche Kunstsammlungen, Kassel
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Portrait of Oswolt Krel

1499

Oil on panel

50 × 39 cm (central), 50 × 16 cm (each side panel)

Alte Pinakothek, Munich
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Portrait of St Sebastian with an Arrow

1499 c.

Oil on panel

52 × 40 cm

Accademia Carrara, Bergamo
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Self-Portrait with Fur-Trimmed Robe

1500

Oil on panel

67.1 × 489 cm

Alte Pinakothek, Munich
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Heracles and the Stymphalian Birds

1500

Oil on panel

87 × 110 cm

Germanisches Nationalmuseum, Nuremberg
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Paumgartner Altar

1500 c.

Oil on panel

155 × 126.1 cm (central), 151 × 61 cm (each wing)

Alte Pinakothek, Munich
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Lamentation for Christ

15001503

Oil on panel

151 × 121 cm

Alte Pinakothek, Munich

[image: img179.jpg]


Madonna and Child at the Breast

1503

Oil on panel

24.1 cm × 18.3 cm

Kunsthistorisches Museum, Vienna
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Jabach Altarpiece

c. 1503-1504

Oil on panel

94 × 51 cm (left), 94 x 57 cm (right)

Städel, Frankfurt and Wallraf-Richartz Museum, Cologne
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Adoration of the Magi

1504

Oil on panel

99 × 113.5 cm

Uffizi, Florence
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Portrait of a Man

1504 c.

Oil on panel

43 × 29 cm

Museum of Fine Arts, Budapest
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Portrait of a Venetian Woman

1505

Oil on panel

32.5 × 24.5 cm

Kunsthistorisches Museum, Vienna
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Salvator Mundi

1505

Oil on panel

58.1 × 47 cm

Metropolitan Museum of Art, New York
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Portrait of Burkard von Speyer

1506

Oil on panel

31.7 × 26 cm

Royal Collection
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Feast of the Rose Garlands

1506

Oil on panel

162 × 194.5 cm

National Gallery in Prague
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Portrait of a Young Man

1506

Oil on panel

50 × 40 cm

Palazzo Rosso, Genoa
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Madonna with the Siskin

1506

Oil on panel

91 × 76 cm

Berlin State Museums
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Christ Among the Doctors

1506

Oil on panel

64.3 × 80.3 cm

Thyssen-Bornemisza Museum, Madrid
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Portrait of a Venetian Woman

15061507

Oil on panel

28.5 × 21.5 cm

Berlin State Museums
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Adam and Eve

1507

Oil on panel

209 × 81 cm (each panel)

Museo del Prado, Madrid
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Portrait of a Young Man

1507

Oil on panel

35 × 29 cm

Kunsthistorisches Museum, Vienna
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Allegory of Avarice

1507

Oil on panel

35 × 29 cm

Kunsthistorisches Museum, Vienna
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Portrait of a Young Girl

1507

Oil on panel transferred from parchment

30 × 20 cm

Berlin State Museums
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The Martyrdom of the Ten Thousand

1508

Oil on canvas transferred from panel

101 × 89 cm

Kunsthistorisches Museum, Vienna
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Heller Altar (copy)

15081509

Tempera and oil on panel

189 × 138 cm (central element)

Historical museum, Frankfurt
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Heller Altar (detail)

15081509

Tempera and oil on panel

189 × 138 cm (central element)

Historical museum, Frankfurt
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Holy Family

1509

Oil on panel

31 × 39 cm

Museum Boijmans Van Beuningen, Rotterdam
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The Adoration of the Trinity (Landauer Altar)

1511

Oil on panel

135 × 123.4 cm

Kunsthistorisches Museum, Vienna
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The Adoration of the Trinity (detail)

1511

Oil on panel

135 × 123.4 cm

Kunsthistorisches Museum, Vienna

[image: img201.jpg]


The Adoration of the Trinity (detail)

1511

Oil on panel

135 × 123.4 cm

Kunsthistorisches Museum, Vienna
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Madonna of the Pear

1512

Oil on panel

49 × 37 cm

Kunsthistorisches Museum, Vienna
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Emperor Charlemagne and Emperor Sigismund

1512 c.

Oil and tempera on panel

215 × 115 cm (each, including frame)

Germanisches Nationalmuseum, Nuremberg
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The Madonna of the Carnation

1516

Oil on panel

36 x 25 cm

Alte Pinakothek, Munich
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Portrait of Michael Wolgemut

1516

Oil and tempera on panel

29 × 27 cm

Germanisches Nationalmuseum, Nuremberg
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Portrait of a Clergyman
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Venice, Italy  Dürer made several trips to Venice, where he studied the artistic innovations of the Venetian masters. The city would have a lasting impression on his work.
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Depiction of Venice in the fifteenth century, taken from the travelling guide of Bernhard of Breidenbach: Sanctae peregrinationes, illustrated and printed in Mainz by Erhard Reuwich, 11 February 1486.
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Albrecht Dürers House and Workshop, Nuremberg  the artists home from 1509 till his death in 1528. The House lies in the extreme north-west of Nurembergs Altstadt, near the Kaiserburg section of the Nuremberg Castle and the Tiergärtnertor of Nurembergs city walls. Since 1871 the Albrecht-Dürer-Haus has been a museum dedicated to Dürers life and work. 
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Dürers House in 1714
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Inside the workshop
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1. Refusal of Joachims Offer
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2. The Angel Appearing to Joachim
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3. The Meeting of Joachim and Anne at the Golden Gate
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4. The Birth of the Virgin
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5. The Presentation of the Virgin in the Temple
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6. Marriage of the Virgin
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7. The Annunciation
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8. The Visitation
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9. The Adoration of the Shepherds. (The Nativity)
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10. The Circumcision of Christ
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11. The Adoration of the Magi
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12. The Presentation of Christ in the Temple
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13. The Flight into Egypt
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14. The Rest during the Flight to Egypt
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15. Christ among the Doctors in the Temple
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16. Christ Taking Leave of his Mother
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17. The Death of Mary
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18. The Coronation of the Virgin
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19. The Virgin Worshipped by Angels and Saints
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1. The Fall
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2. Expulsion from the Paradise
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3. The Annunciation
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4. The Nativity
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5. Christ Taking Leave of His Mother
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6. Christs Entry into Jerusalem
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7. Christ Driving the Merchants from the Temple

Small Passion

1508-1509

127 x 97

[image: img393.jpg]


8. The Last Supper
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9. Christ Washing Peters Feet
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10. Christ on the Mount of Olives
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11. Christ Taken Captive
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12. Christ before Annas
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13. Christ before Caiaphas
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14. The Mocking of Christ
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15. Christ before Pilate
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16. Christ before Herod
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17. The Flagellation
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18. Christ Being Crowned with Thorns
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19. Christ Shown to the People
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20. Pilate Washing His Hands

Small Passion

1509

127 x 97

[image: img406.jpg]


21. Christ Bearing the Cross
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22. The Sudarium of Saint Veronica
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23. Christ Being Nailed to the Cross
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24. Christ on the Cross
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25. Christ in Limbo
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26. The Descent from the Cross
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27. The Lamentation for Christ
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28. The Entombment
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29. The Resurrection
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30. Christ Appears to His Mother
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31. Christ Appears to Mary Magdalene
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32. Christ and the Disciples at Emmaus
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33. The Incredulity of Saint Thomas
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34. The Ascension
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35. The Descent of the Holy Spirit
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36. The Last Judgment
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Antwerp, Belgium  in 1520 Dürer journeyed with his wife and her maid via the Rhine to Cologne and then to Antwerp, where he was well received and produced numerous drawings in silverpoint, chalk and charcoal.
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Translated by Rudolf Tombo
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BASIC BACKGROUND

Albrecht Dürer (1471-1528) was probably the greatest graphical artist of the Northern Renaissance. He is the first to have elevated the self-portrait to a high art form, and was known for his fascination with animals, which form the subjects of many of his graphical works. He reveled in portraying men of learning and/or high stature as well as peasants, believing that portraits of the latter could be as instructive as those of the former. His marriage to his wife Agnes was childless and banal, apparently because Dürer was too preoccupied with intellectual matters to be much interested in romantic pursuits.

In the letters below, this unusually modern thinker demonstrates his noble, righteous utilitarian personal philosophy, and meticulously records his personal and travel expenses, while journeying throughout Venice and various other European cities and divided German states. Numerous kings and laypeople sought to meet and host him, since he was renowned and loved as a painter while still alive. He comments on Martin Luther, Erasmus of Rotterdam and painting, and demonstrates his curious, inquiring nature. He also describes his visit to Zeeland to see a beached whale, which washed away before he got there; but during this visit, Dürer may have caught the disease from which he may have died several years later. Like Rembrandt, he enjoyed collecting things, and demonstrates this in his letters.


BRIEF EXCERPT FROM THE INTRODUCTION TO THE 1913 EDITION, WRITTEN BY ROGER FRY (1866-1934):

Whatever ones final estimate of his art, Dürers personality is at once so imposing and so attractive, and has been so endeared to us by familiarity, that something of this personal attachment has been transferred to our aesthetic judgment. The letters from Venice and the Diary of his journey in the Netherlands, which form the contents of this volume, are indeed the singularly fortunate means for this pleasant intercourse with the man himself. They reveal Dürer as one of the distinctively modern men of the Renaissance: intensely, but not arrogantly, conscious of his own personality; accepting with a pleasant ease the universal admiration of his genius-a personal admiration, too, of an altogether modern kind; careful of his fame as one who foresaw its immortality. They show him as having, though in a far less degree, something of Leonardo da Vincis scientific interest, certainly as possessing a quick, though naive curiosity about the world and a quite modern freedom from superstition. It is clear that his dominating and yet kindly personality, no less than his physical beauty and distinction, made him the center of interest wherever he went. His easy and humorous good- fellowship, of which the letters to Pirkheimer are eloquent, won for him the admiring friendship of the best men of his time.

To all these characteristics we must add a deep and sincere religious feeling, which led him to side with the leaders of the Reformation, a feeling which comes out in his passionate sense of loss when he thinks that Luther is about to be put to death, and causes him to write a stirring letter to Erasmus, urging him to continue the work of reform. For all that, there is no trace in him of either Protestantism or Puritanism. He was perhaps fortunate  certainly as an artist he was fortunate  to live at a time when the line of cleavage between the reformers and the Church was not yet so marked as to compel a decisive action.


CAST OF [SOME OF THE] CHARACTERS:

Agnes: Dürers wife
Wilibald Pirkheimer: Dürers best friend
Wolgemut: The master painter to whom Dürer began formal
training as an apprentice. Later, Dürer painted a richly
detailed self-portrait of him.
Giovanni Bellini: Famous Renaissance painter and
contemporary of Dürer.
Jan van Eyk: Famous Renaissance painter.
Imhof: Hans Imhof, the elder, at Nuremberg; the younger
Imhof was in Venice.
Schott: Kunz Schott, an enemy of the town of Nuremberg.
Weisweber: A Nuremberg general.


FORMS OF MONEY REFERRED TO IN THE LETTERS:

Marcelli: A Venetian coin worth 10 soldi.
Stiver: A Netherlandish coin worth about 80 pfennigs.
Philips: A Netherlandish coin worth rather less than a
Rhenish florin.
Crown: A Netherlandish coin worth 6.35 marks.
Noble: The Rosennobel = 8 marks, 20 pfennigs. The Flemish
noble = 9 marks, 90 pfennigs.
Blanke: A silver coin = 2 stivers.
Angel: An English coin = 2 florins, 2 stivers Netherlandish.


PART I: LETTERS FROM VENICE TO WILIBALD PIRKHEIMER

Venice, 6th January, 1506

To the Honourable and wise Wilibald Pirkheimer, in Nuremberg.

My dear Master, To you and all yours, many happy good New Years. My willing service to you, dear Herr Pirkheimer. Know that I am in good health; may God send you better even than that. Now as to what you commissioned me, namely, to buy a few pearls and precious stones, you must know that I can find nothing good enough or worth the money: everything is snapped up by the Germans.

Those who go about on the Riva always expect four times the value for anything, for they are the falsest knaves that live there. No one expects to get an honest service of them. For that reason some good people warned me to be on my guard against them. They told me that they cheat both man and beast, and that you could buy better things for less money at Frankfort than at Venice.

As for the books which I was to order for you, Imhof has already seen to it, but if you are in need of anything else, let me know, and I shall do it for you with all zeal. And would to God that I could do you some real good service. I should gladly accomplish it, since I know how much you do for me.

And I beg of you be patient with my debt, for I think oftener of it than you do. As soon as God helps me to get home I will pay you honourably, with many thanks; for I have to paint a picture for the Germans, for which they are giving me 110 Rhenish gulden, which will not cost me as much as five. I shall have finished laying and scraping the ground-work in eight days, then I shall at once begin to paint, and if God will, it shall be in its place for the altar a month after Easter.

[Editor note: This refers to the [altarpiece called the] Madonna of the Rose Garlands, painted for the chapel of S. Bartolommeo, the burial-place of the German colony. About the year 1600 it was bought for a high price by the Emperor Rudolf II, who is said to have had it carried [over the Alps] by four men all the way to Prague to avoid the risk of damage in transport. [It suffered serious water damage during the Thirty Years War of 1618-1648, and many parts of it had to be repainted to replace much of the original paint that was lost, but] it still remains one of the most important [and lavishly colored] of all Dürers works.]

The money I hope, if God will, to put by; and from that I will pay you: for I think that I need not send my mother and wife any money at present; I left 10 florins with my mother when I came away; she has since got 9 or 10 florins by selling works of art. Dratzieher has paid her 12 florins, and I have sent her 9 florins by Sebastian Imhof, of which she has to pay Pfinzing and Gartner 7 florins for rent. I gave my wife 12 florins and she got 13 more at Frankfort, making all together 25 florins, so I dont think she will be in any need, and if she does want anything, her brother will have to help her, until I come home, when I will repay him honourably. Herewith let me commend myself to you.

Given at Venice on the day of the Holy Three Kings (Epiphany), the year 1506. Greet for me Stephen Paumgartner and my other good friends who ask after me.

 Albrecht Dürer

7th February, 1506

First my willing service to you, dear Master. If it is well with you, I am as whole-heartedly glad as I should be for myself. I wrote to you recently. I hope the letter reached you. In the meantime my mother has written to me, chiding me for not writing to you, and has given me to understand that you are displeased with me because I do not write to you; and that I must excuse myself to you fully. And she is much worried about it, as is her wont. Now I do not know what excuse to make, except that I am lazy about writing and that you have not been at home. But as soon as I knew that you were at home or were coming home, I wrote to you at once; I also specially charged Castel (Fugger) to convey my service to you. Therefore I most humbly beg you to forgive me, for I have no other friend on earth but you; but I do not believe you are angry with me, for I hold you as no other than a father.

How I wish you were here at Venice, there are so many good fellows among the Italians who seek my company more and more every day  which is very gratifying to me  men of sense, and scholarly, good lute-players, and pipers, connoisseurs in painting, men of much noble sentiment and honest virtue, and they show me much honour and friendship. On the other hand, there are also amongst them the most faithless, lying, thievish rascals; such as I scarcely believed could exist on earth; and yet if one did not know them, one would think that they were the nicest men on earth. I cannot help laughing to myself when they talk to me: they know that their villainy is well known, but that does not bother them.

I have many good friends among the Italians who warn me not to eat and drink with their painters, for many of them are my enemies and copy my work in the churches and wherever they can find it; afterwards they criticize it and claim that it is not done in the antique style and say it is no good, but Giambellin (Giovanni Bellini) has praised me highly to many gentlemen. He would willingly have something of mine, and came himself to me and asked me to do something for him, and said that he would pay well for it, and everyone tells me what an upright man he is, so that I am really friendly with him. He is very old and yet he is the best painter of all.

[Editors note: The character of Bellini agrees with all we know of him. Camerarius tells an amusing story of the two artists, to the effect that Bellini once asked Dürer for one of the brushes with which he painted hairs. Dürer produced several quite ordinary brushes and offered them to Bellini. Bellini replied that he did not mean those, but some brush with the hairs divided which would enable him to draw a number of fine parallel lines such as Dürer did. Dürer assured him that he used no special kind, and proceeded to draw a number of long wavy lines like tresses with such absolute regularity and parallelism that Bellini declared that nothing but seeing it done would have convinced him that such a feat of skill was possible.]

And the thing which pleased me so well eleven years ago pleases me no longer, and if I had not seen it myself, I would not have believed anyone who told me. And you must know too that there are many better painters here than Master Jacob (Jacopo de Barbari), though Antonio Kolb would take an oath that there was no better painter on earth than Jacob. Others sneer at him and say if he were any good, he would stay here. I have only today begun the sketch of my picture, for my hands are so scabby that I could not work, but I have cured them.

And now be lenient with me and do not get angry so quickly, but be gentile like me. You will not learn from me, I do not know why. My dear, I should like to know whether any of your loves is dead  that one close by the water, for instance, or the one like [drawing of a flower] or [drawing of a brush] or [drawing of a running dog]s girl so that you might get another in her stead.

Given at Venice at the ninth hour of the night on Saturday after Candlemas in the year 1506. [Editors note: Reckoning from sunset, at this season [this] would be about 2:30 a.m.] Give my service to Stephen Paumgartner and to Masters Hans Harsdorfer and Volkamer.

 Albrecht Dürer

28th February, 1506

First my willing service to you, dear Herr Pirkheimer. If things go well with you, then I am indeed glad. Know, too, that by the grace of God I am doing well and working fast. Still I do not expect to have finished before Whitsuntide. I have sold all my pictures except one. For two I got 24 ducats, and the other three I gave for these three rings, which were valued in the exchange as worth 24 ducats, but I have shown them to some good friends and they say they are only worth 22, and as you wrote to me to buy you some jewels, I thought that I would send you the rings by Franz Imhof. Show them to people who understand them, and if you like them, keep them for what they are worth. In case you do not want them, send them back by the next messenger, for here at Venice a man who helped to make the exchange will give me 12 ducats for the emerald and 10 ducats for the ruby and diamond, so that I need not lose more than 2 ducats.

I wish you had occasion to come here, I know the time would pass quickly, for there are so many nice men here, real artists. And I have such a crowd of foreigners (Italians) about me that I am forced sometimes to shut myself up, and the gentlemen all wish me well, but few of the painters.

Dear Master, Andreas Kunhofer sends you his service and means to write to you by the next courier. Herewith let me be commended to you, and I also commend my mother to you. I am wondering greatly why she has not written to me for so long, and as for my wife, I begin to think that I have lost her, and I am surprised too that you do not write to me, but I have read the letter which you wrote to Sebastian Imhof about me. Please give the two enclosed letters to my mother, and have patience, I pray, till God brings me home, when I will honourably repay you. My greetings to Stephen Pirkheimer and other good friends, and let me know if any of your loves are dead. Read this according to the sense: I am hurried.

Given in Venice, the Sunday before Whitsunday, the year 1506.

 Albrecht Dürer

[p.s.] Tomorrow it is good to confess.

8th March, 1506

First my willing service to you, dear Herr Pirkheimer. I send you herewith a ring with a sapphire about which you wrote so urgently. I could not send it sooner, for the past two days I have been running around to all the German and Italian goldsmiths that are in all Venice with a good assistant whom I hired: and we made comparisons, but were unable to match this one at the price, and only after much entreaty could I get it for 18 ducats 4 marcelli from a man who was wearing it on his own hand and who let me have it as a favour, as I gave him to understand that I wanted it for myself. And as soon as I had bought it a German goldsmith wanted to give me 3 ducats more for it than I paid, so I hope that you will like it. Everybody says that it is a good stone, and that in Germany it would be worth about 50 florins; however, you will know whether they tell truth or lies. I understand nothing about it. I had first of all bought an amethyst for 12 ducats from a man whom I thought was a good friend, but he deceived me, for it was not worth 7; but the matter was arranged between us by some good fellows: I will give him back the stone and make him a present of a dish of fish. I was glad to do so and took my money back quickly. As my good friend values the ring, the stone is not worth much more than 10 Rhenish florins, whilst the gold of the ring weighs about up to 5 florins, so that I have not gone beyond the limit set me, as you wrote from 15 to 20 florins. But the other stone I have not yet been able to buy, for 10 one finds them rarely in pairs; but I will do all I can about it. They say here that such trumpery fools work is to be had cheaper in Germany, especially now at the Frankfurt Fair. For the Italians take such stuff abroad, and they laugh at me, especially about the jacinth cross, when I speak of 2 ducats, so write quickly and tell me what I am to do. I have heard of a good diamond ornament in a certain place, but I do not yet know what it will cost. I shall buy it for you until you write again, for emeralds are as dear as anything I have seen in all my days. It is easy enough for anyone to get a small amethyst if he thinks it worth 20 or 25 ducats.

It really seems to me you must have taken a mistress; only beware you dont get a master. But you are wise enough about your own affairs.

Dear Pirkheimer, Andreas Kunhofer sends you his service. He intends in the meantime to write to you, and he prays you if necessary to explain for him to the Council why he does not stay at Padua; he says there is nothing there for him to learn. Dont be angry I pray you with me for not sending all the stones on this occasion, for I could not get them all ready. My friends tell me that you should have the stone set with a new foil and it will look twice as good again, for the ring is old, and the foil spoiled. And I beg you too to tell my mother to write me soon and have good care of herself. Herewith I commend myself to you.

Given at Venice on the second Sunday in Lent, 1506.

 Albrecht Dürer

[p.s.] Greetings to your loves.

2nd April, 1506

First my willing service to you, dear Sir.

I received a letter from you on the Thursday before Palm Sunday, together with the emerald ring, and went immediately to the man from whom I got the rings. He will give me back my money for it, although it is a thing that he does not like to do; however, he has given me his word and he must hold to that. Do you know that the jewelers buy emeralds abroad and sell them here at a profit? But my friends tell me that the other two rings are well worth 6 ducats apiece, for they say that they are fine and clear and contain no flaws. And they say that instead of taking them to the valuer you should enquire for such rings as they can show you and then compare them and see whether they are like them; and if when I got them by exchange I had been willing to lose 2 ducats on the three rings, Bernard Holzbeck, who was present at the transaction, would have bought them of me. I have since sent you a sapphire ring by Franz Imhof, I hope it has reached you. I think I made a good bargain at that place, for they offered to buy it of me at a profit on the spot. But I shall find out from you, for you know that I understand nothing about such things and am forced to trust those who advise me.

The painters here you must know are very unfriendly to me. They have summoned me three times before the magistrates, and I have had to pay 4 florins to their School. You must know too that I might have gained much money if I had not undertaken to make the painting for the Germans, for there is a great deal of work in it and I cannot well finish it before Whitsuntide; yet they only pay me 85 ducats for it. [Editors note: Bellini at this time received 100 ducats for a large picture]. That, you know, will go in living expenses, and then I have bought some things, and have sent some money away, so that I have not much in hand now; but I have made up my mind not to leave here until God enables me to repay you with thanks and to have too florins over besides. I should easily earn this if I had not got to do the German picture, for, except the painters, everyone wishes me well.

Please tell my mother to speak to Wolgemut about my brother, and to ask him whether he can give him work until I get back, or whether he can find employment with others. [Editors note: Dürers brother was Hans Dürer, who was fifteen at this date. He became a painter of second-rate ability, and afterwards helped Albrecht in the decoration of the Emperor Maximilians prayer book]. I should like to have brought him with me to Venice, which would have been useful both to me and to him and he would have learned the language, but she was afraid that the sky would fall on him. I pray you keep an eye on him: women are no use for that. Tell the boy, as you can so well, to be studious and independent till I come, and not to rely on his mother, for I cannot do everything although I shall do my best. If it were only for myself, I should not starve; but to provide for so many is too hard for me, and nobody is throwing money away.

Now I commend myself to you, and tell my mother to be ready to sell at the Crown Fair. I am expecting my wife to come home, and have written to her too about everything. I shall not purchase the diamond ornament until you write. I do not think I shall be able to return home before next Autumn. What I earn for the picture which was to have been ready by Whitsuntide will all be gone in living expenses and payments. But what I gain afterwards I hope to save. If you think it right, say nothing of this and I shall keep putting it off from day to day and writing as though I was just coming. Indeed I am quite irresolute; I do not know myself what I shall do.

Write to me again soon.

Given on Thursday before Palm Sunday in the year 1506.

 Albrecht Dürer

[p.s.] Your servant

23rd April, 1506

First my willing service to you, dear Sir. I wonder why you do not write to me to say how you like the sapphire ring which Hans Imhof has sent you by the messenger Schon from Augsburg. I do not know whether it has reached you or not. I have been to Hans Imhof and enquired, and he says that he knows no reason why it should not have reached you, and there is a letter with it which I wrote to you, and the stone is done up in a sealed packet and has the same size as is drawn here, for 1 drew it in my note-book. I managed to get it only after hard bargaining. The stone is clear and fine, and my friends say it is very good for the money I gave for it. It weighs about 3 florins Rhenish, and I gave for it 18 ducats and 4 marzelle, and if it should be lost I should be half mad, for it has been valued at quite twice what I gave for it. There were people who would have given me more for it the moment I had bought it. So, dear Herr Pirkheimer, tell Hans Imhof to enquire of the messenger what he has done with the letter and packet. The messenger was sent off by Hans Imhof the younger on the 11th March.

Now may God keep you, and let me commend my mother to you. Tell her to take my brother to Wolgemut that he may work and not be idle.

Ever your servant.

Read by the sense. I am in a hurry, for I have seven letters to write, part written. I am sorry for Herr Lorenz. Greet him and Stephen Paumgartner.

Given at Venice in the year 1506, on St. Marks Day.

Write me an answer soon, for I shall have no rest till I hear. Andreas Kunhofer is deadly ill as I have just heard.

 Albrecht Dürer

28th August, 1506

To the first greatest man in the world; your servant and slave, Albert Dürer, sends salutation to his magnificent Master Wilibaldo Pirkamer. By my faith, I hear gladly and with great pleasure of your health and great honour, and I marvel how it is possible for a man like you to stand against so many, tyrants, bullies, and soldiers. Not otherwise than by the grace of God. When I read your letter about this strange abuse it gave me great fright; I thought it was a serious matter. But I warrant you frighten even Schotts men, for you look wild enough, especially on holy days with your skipping gait! But it is very improper for such a soldier to smear himself with civet. You want to be a regular silk tail, and you think that if only you manage to please the girls, it is all right. If you were only as taking a fellow as I am, I should not be so provoked. You have so many loves that it would take you a month and more to visit each.

However, let me thank you for having arranged my affairs so satisfactorily with my wife. I know there is no lack of wisdom in you. If only you were as gentle as I am, you would have all the virtues. Thank you, too, for everything you are doing for me, if only you would not bother me about the rings. If they do not please you, break off their heads and throw them in the privy, as Peter Weisweber says.

What do you mean by setting me to such dirty work, I have become a gentiluomo at Venice. I have heard that you can make lovely rhymes; you would be a find for our fiddlers here. They play so beautifully that they weep over their own music. Would God that our Rechenmeister girl could hear them, she would cry too. At your command I will again lay aside my anger and behave even better than usual.

But I cannot get away from here in two months, for I have not enough money yet to start myself off, as I have written to you before; and so I pray you if my mother comes to you for a loan, let her have 10 florins till God helps me out. Then I will scrupulously repay you the whole.

With this I am sending you the glass things by the messenger. And as for the two carpets, Anthon Kolb will help me to buy the most beautiful, the broadest, and the cheapest. As soon as I have them Ill give them to Imhof the younger to pack off to you. I shall also look after the cranes feathers. I have not been able to find any as yet. But of swans feathers for writing with there are plenty. How would it do if you stuck them on your hats in the meantime?

A book printer of whom I enquired tells me that he knows of no Greek books that have been brought out recently, but any that he comes across he will acquaint me with that I may write to you about them.

And please inform me what sort of paper you want me to buy, for I know of no finer quality than we get at home.

As to the Historical pieces, I see nothing extraordinary in what the Italians make that would be especially useful for your work. It is always the same thing. You yourself know more than they paint. I have sent you a letter recently by the messenger Kannengiesser. Also I should like to know how you are managing with Kunz Imhof.

Herewith let me commend myself to you. Give my willing service to our prior. Tell him to pray God for me that I may be protected, and especially from the French sickness, for there is nothing I fear more now and nearly everyone has it. Many men are quite eaten up and die of it. And greet Stephen Paumgartner and Herr Lorenz and those who kindly ask after me.

Given at Venice on the 18th August, 1506

 Albrecht Dürer

Noricus civis

P.S. Lest I forget, Andreas is here and sends you his service. He is not yet strong, and is in want of money. His long illness and debts have eaten up everything he had. I have myself lent him 8 ducats, but dont tell anyone, in case it should come back to him. He might think I told you in bad faith. You must know, too, that he behaves himself so honourably that everyone wishes him well. I have a mind, if the King comes to Italy, to go with him to Rome.

8th September, 1506

Most learned, approved, wise, master of many languages, keen to detect all uttered lies, and quick to recognize real truth, honourable, Herr Wilibald Pirkheimer, your humble servant, Albrecht Dürer, wishes you all health, great and worthy honour, with the devil as much of such nonsense as you like.

I will wager that for this you too would think me an orator of a hundred headings. A chamber must have more than four corners which is to contain gods of memory. I will not addle my pate with it. I will recommend it to you, but I believe that however many chambers there may be in the head, you would have a little bit in each of them. The Margrave would not grant a long enough audience. A hundred headings and to each head say a hundred words: that takes 9 days, 7 hours, 52 minutes, not counting the sighs, which I have not yet reckoned; but you could not get through the whole in one go: it would draw itself out like some dotards speech.

I have taken every trouble about the carpets, but I cannot find any wide ones; they are all narrow and long. However, I still look out for them every day, and so does Anthon Kolb.

I gave your respects to Bernhard Hirschvogel and he sent you his service. He is full of sorrow for the death of his son, the nicest boy that I have ever seen. I cant get any of your fools feathers. Oh, if you were only here, how you would admire these fine Italian soldiers! How often I think of you! Would God that you and Kuntz Kamerer could see them! They have scythe-shaped lances with 218 points; if they only touch a man with them he dies, for they are all poisoned. Heigho! but I can do it well, Ill be an Italian soldier. The Venetians are collecting many men; so is the Pope and the King of France. What will come of it I dont know, for people scoff at our King a great deal.

Wish Stephen Paumgartner much happiness from me. I cant wonder at his having taken a taken wife. My greeting to Borsch, Herr Lorenz, and our fair friend, as well as to your Rechenmeister girl, and thank your Club for its greeting; says its a dirty one. I sent you olive-wood from Venice to Augsburg, where I let it stay, a full ten hundred weight. But it says it wont wait, hence the stink.

My picture [the self-portrait Dürer painted?], you must know, says it would give a ducat for you to see it. It is well painted and finely coloured. I have got much praise but little profit by it. I could have easily earned 200 ducats in the time, and I have had to decline big commissions in order to come home.

I have shut up all the painters, who used to say that I was good at engraving, but that in painting I didnt know how to handle my colours. Now they all say they never saw better colouring.

My French mantle greets you, and so does my Italian coat. It seems to me that you smell of gallantry. I can scent it from here; and they say here, that when you go courting, you pretend to be no more than 25 years old. Oh, yes! Multiply that and I`ll believe it. My friend, there `s a devil of a lot of Italians here who are just like you. I dont know how it is!

The Doge and the Patriarch have seen my picture. Herewith let me commend myself as your servant. I really must sleep, for its striking seven at night, and I have already written to the Prior of the Augustines, to my father-in-law, to Mistress Dietrich, and to my wife, and they are all sheets cram full. So I have had to hurry over this. Read according to the sense. You would do it better if you were writing to princes. Many good nights to you, and days too. Given at Venice on Our Ladys Day in September.

You neednt lend my wife and mother anything. They have got money enough.

 Albert Dürer

23 Sept. 1506

Your letter telling me of the overflowing praise that you received from princes and nobles gave me great allegrezza. [Editors note: Allegrezza means joy; in Venetian in original]. You must have changed completely to have become so gentle; I must do likewise when I meet you again. Know also that my picture is finished, likewise another quadro, [Editors note: quadro is Venetian for painting] the like of which I never made before. And as you are so pleased with yourself, let me tell you now that there is no better Madonna picture in all the land, for all the painters praise it as the nobles do you. They say that they have never seen a nobler, more charming painting.

The oil for which you wrote I am sending by Kannengiesser. And burnt glass that I sent you by Farber  tell me if it reached you safely. As for the carpets, I have not bought any yet, for I cannot find any square ones. They are all narrow and long. If you would like any of these, I will willingly buy them; let me know about it.

Know also that in four weeks at the latest I shall be finished here, for I have to paint first some portraits that I have promised, and in order that I may get home soon, I have refused, since my picture was finished, orders for more than 2,000 ducats; all my neighbours know of this.

Now let me commend myself to you. I had much more to write, but the messenger is ready to start: besides, I hope, if God will, to be with you again soon and to learn new wisdom from you. Bernhard Holzbeck told me great things of you, but I believe that he did so because you have become his brother- in-law. But nothing makes me more angry than to hear anyone say that you are handsome, for then I should have to be ugly; that would make me mad.

The other day I found a gray hair on my head, which was produced by sheer misery and annoyance. I think I am fated to have evil days. My French mantle and the doublet and the brown coat send you a hearty greeting. But I should like to see what your drinking club can do that you hold yourself so high.

Given the year 1506 on Wednesday after St. Matthews

 Albrecht Dürer

About the 13th October, 1506

Once I know that you are aware of my devotion to your service, there is no need to write about it; but so much the more necessary is it for me to tell you of the great delight it gives me to hear of the high honour and fame that you have attained to by your manly wisdom and learned skill. This is the more to be wondered at, for seldom or never can the like be found in a young body; but it comes to you by the special grace of God, as it does to me. How pleased we both feel when we think well of ourselves, I with my picture, and you con vostra [with your] learning! When anyone praises us we hold up our head and believe him, yet perhaps he is only some false flatterer who is making fun of us, so dont credit anyone who praises you, for you have no notion how unmannerly you are.

I can readily portray you to myself standing before the Margrave and making pretty speeches. You carry on just as though you were making love to the Rosentaler girl, cringing so.

It did not escape me, when you wrote the last letter, you were full of amorous thoughts. You ought to be ashamed of yourself, for making yourself out so good looking when you are so old. Your flirting is like a big shaggy dog playing with a little kitten. If you were only as nice and sleek as I am, I might understand it; but when I get to be a burgomaster I will shame you with the Luginsland [Editors note: this was a Nuremberg prison], as you do the pious Zamener and me. I will have you shut up there for once with the Rechenmeister, Rosentaler, Gartner, Schlitz, and Por girls, and many others whom for shortness I will not name. They must deal with you. They ask after me more than after you, however, for you yourself write that both girls and ladies ask after me  that is a sign of my virtue! But if God brings me home again safely, I do not know how I shall get along with you with your great wisdom: but I `m glad on account of your virtue and good nature; and your dogs will be the better for it, for you will not beat them lame any more. But if you are so highly respected at home, you will not dare to be seen speaking with a poor painter in the streets, it would be a great disgrace, con poltrone di pintore.

Oh, dear Herr Pirkheimer, this very minute, while I was writing to you in good humour, the fire alarm sounded and six houses over by Peter Penders are burned, and woolen cloth of mine, for which I paid only yesterday 8 ducats, is burned; so I too am in trouble. There are often fire alarms here.

As for your plea that I should come home quickly, I will come just as soon as I can; but I must first gain money for my expenses. I have paid out about 100 ducats for colours and other things, and I have ordered two carpets which I shall pay for tomorrow; but I could not get them cheaply. I will pack them up with my linen.

As for your previous comment that I should come home soon or else you would give my wife a washing, you are not permitted to do so, since you would ride her to death.

Know, too, that I decided to learn dancing and went twice to the school, for which I had to pay the master a ducat. No one could get me to go there again. To learn dancing, I should have had to pay away all that I have earned, and at the end I should have known nothing about it.

As for the glass, the messenger Farber will bring it to you. I cannot find out anywhere that they are printing any new Greek books. I will pack up a ream of your paper for you. I thought Keppler had more like it; but I have not been able to get the feathers you wanted, and so I bought white ones instead. If I find the green ones, I will buy some and bring them with me.

Stephen Paumgartner has written to me to buy him fifty Carnelian beads for a rosary. I have ordered them, but they are dear. I could not get any larger ones, and shall send them to him by the next messenger.

As to your question as to when I shall come home, I tell you, so that my lords may make their arrangements, that I shall have finished here in ten days. After that I should like to travel to Bologna to learn the secrets of the art of perspective, which a man there is willing to teach me. I should stay there about eight or ten days and then come back to Venice; after that I should come with the next messenger.

How I shall freeze after this sun! Here I am a gentleman, at home a parasite. Let me know how old Dame Kormer behaves as a bride, and that you will not grudge her to me. There are many things about which I should like to write to you, but I shall soon be with you.

Given at Venice about the 14th day after Michaelmas, 1506.

 Albrecht Dürer

P.S. When will you let me know whether any of your children have died? You also wrote me once that Joseph Rummel had married  zs daughter, and forgot to mention whose. How should I know what you mean? If I only had my cloth back! I am afraid my mantle has been burned too. That would drive me crazy. I seem doomed to bad luck; not more than three weeks ago a man ran away who owed me 8 ducats.


PART II: DIARY OF A JOURNEY THE NETHERLANDS (July, 1520- July, 1521)

Anno 1520

On Thursday after St. Kilians Day, I, Albrecht Dürer, at my own charges and costs, took myself and my wife from Nuremberg away to the Netherlands, and the same day, after we had passed through Eriangen, we put up for the night at Baiersdorff, and spent there 3 crowns, less 6 pfennigs. From thence on the next day, Friday, we came to Forchheim, and there paid for the conveying thence on the journey to Bamberg 22 pf., and presented to the Bishop a painted Virgin and a Life of the Virgin, an Apocalypse, and a florins worth of engravings. He invited me to be his guest, gave me a toll-pass and three letters of introduction, and settled my bill at the inn, where I had spent about a florin. I paid 6 florins in gold to the boatmen who took me from Bamberg to Frankfurt. Master Lucas Benedict and Hans the painter sent me a present of wine. Spent 4 pf. for bread and 13 pf. as tips.

Then I journeyed from Bamberg to Eltman and showed my pass, and they let me go free. And from there we passed by Zeil; in the meantime I spent 21 pf. Next I came to Hassfurt, and showed my pass, and they let me go without paying duty; I paid 1 florin to the Bishop of Bambergs chancery. Next I came to Theres to the monastery, and I showed my pass, and they also let me go free; then we journeyed to Lower Euerheim. There I stayed the night and spent I pf. Thence we went to Meinberg, and I showed my papers and was allowed to pass. Then we came to Schweinfurt, where Dr. George Rebart invited me, and he gave us wine in the boat: they let me also pass free. 10 pf. for a roast fowl, 18 pf. in the kitchen and to the boy. Then we traveled to Volkach and I showed my pass, and we went on and came to Schwarzach, and there we stopped the night and spent 22 pf., and on Monday we were up early and went toward Tettelbach and came to Kitzingen, and I showed my letter, and they let me go on, and I spent 37 pf. After that we went past Sulzfeld to Marktbreit, and I showed my letter and they let me through, and we traveled by Frickenhausen to Ochsenfurth, where I showed my pass and they let me go free: and we came to Eibelstadt, and from that to Haidingsfeldt, and thence to Wurzburg; there I showed my pass and they let me go free. Thence we journeyed to Erlabrunn and stopped the night there, and I spent 22 pf. From that we journeyed on past Retzbath and Zellingen and came to Karlstadt; here I showed my pass and they let me go on. Thence I traveled to Gmunden, and there we breakfasted and spent 22 pf. I also showed my pass, and they let me go free. We traveled thence to Hofstetten; I showed my pass, and they let me through. We came next to Lohr, where I showed my pass and passed on; from there we came to Neustadt and showed our letter, and they let us travel on; also I paid 10 pf. for wine and crabs. From there we came to Rothenfels, and I showed my pass, and they let me go free, and we stayed there for a night, and spent 20 pf.; and on Wednesday early we started and passed by St. Eucharius and came to Heidenfeld, and thence to Triefenstein; from there we came to Homburg, where I showed my pass and they let me through; from there we came to Wertheim, and I showed my letter, and they let me go free, and I spent 57 pf. From there we went to Prozelten; here I showed my pass, and they let me through. Next we went on past Freudenberg, where I showed my letter once more, and they let me through; from there we came to Miltenberg and stayed there over night, and I also showed my pass and they let me go, and I spent 61 pf.; from there we came to Klingenberg. I showed my pass and they let me through; and we came to Worth and from there passed Obernburg to Aschaffenburg; here I presented my pass and they let me through, and I spent 52 pf.; from there we journeyed on to Selgenstadt; from there to Steinheim, where I showed my letter and they let me go on, and we stayed with Johannes for the night, who showed us the town and was very friendly to us; there I spent 16 pf., and so early on Friday morning we traveled to Kesselstadt, where I showed my pass and they let me go on; from there we came to Frankfurt, and I showed my pass again, and they let me through, and I spent 6 white pf. and one thaler and a half, and I gave the boy 2 white pf. Herr Jacob Heller gave me some wine at the inn. I bargained to be taken with my goods from Frankfurt to Mainz for 1 florin and 2 white pf., and I also gave the lad 5 Frankfurt thaler, and for the night we spent 8 white pf. On Sunday I traveled by the early boat from Frankfurt to Mainz, and midway there we came to Hochst, where I showed my pass and they let me go on; I spent 8 Frankfurt pf. there. From there we journeyed to Mainz; I have also paid I white pf. for landing my things, besides 14 Frankfurt thaler to the boatmen and 18 pf. for a girdle; and I took passage in the Cologne boat for myself and my things for 3 florins, and at Mainz also I spent 17 white pf. Peter Goldschmidt, the warden there, gave me two bottles of wine. Veit Varnbuler invited me, but his host would take no payment from him, insisting on being my host himself; they showed me much honour.

So I started from Mainz, where the Main flows into the Rhine, and it was the Monday after Mary Magdalens Day, and I paid 10 thaler for meat and bread, and for eggs and pears 9 thaler. Here, too, Leonhard Goldschmidt gave me wine and fowls in the boat to cook on the way to Cologne. Master Jobsts brother likewise gave me a bottle of wine, and the painters gave me two bottles of wine in the boat. From there we came to Elfeld, where I showed my letter and they took no toll; from there we came to Rudesheim and I gave 2 white pf. for loading the boat; then we came to Ehrenfels, and there I showed my letter, but I had to give two gold florins; if, however, I were to bring them a free pass within two months, the customs officer would give me back the 2 gold florins. From there we came to Bacharach, and there I had to promise in writing that I would either bring them a free pass in two months, or pay the toll; from there we came to Caub, and there again I showed my pass, but it would carry me no further, and I had to promise in writing as before; there I spent 11 thaler. Next we came to St. Goar, and here I showed my pass, and the customs officer asked me how they had treated me elsewhere, so I said I would pay him nothing; I gave 2 white pf. to the messenger. From there we came to Boppard, and I showed my pass to the Trier customhouse officer, and they let me go through, only I had to certify in writing under my seal that I carried no common merchandise, and then the man let me go willingly.

From there we came to Lahnstein, and I showed my pass, and the customs officer let me go through, but he asked me that I should speak for him to my most gracious Lord of Mainz, and he gave me a can of wine, too, for he knew my wife well and he was glad to see me. From there we came to Engers, which is in the Trier territory; I presented my pass and they let me go through; I said, too, that I would mention it to my Lord of Bamberg. From there we came to Andernach, and I showed my pass, and they let me go through; and I spent there 7 thaler and 4 thaler more; then on St. Jamess Day early I traveled from Andernach to Linz; from there we went to the custom house at Bonn, and there again they let me go through; from there we came to Cologne, and in the boat I spent 9 white pf. and I more, and 4 pf. for fruit. At Cologne I spent 7 white pf. for unloading, to the boatmen 14 thaler, and to Nicolas, my cousin, I made a present of my black fur-lined coat edged with velvet, and to his wife I gave a florin; also at Cologne Fugger gave me wine: Johann Grosserpecker also gave me wine, and my cousin Nicolas gave me wine. They gave us also a collation at the Barefoot Convent, and one of the monks gave me a handkerchief; moreover, Herr Johann Grosserpecker has given me 12 measures of the best wine, and I paid 2 white pf. and 8 thaler to the boy; I have spent besides at Cologne 2 florins and 14 white pf. and 10 white pf. for packing, and 3 pf. for fruit; further, I gave I pf. at leaving, and I white pf. to the messenger.

From there we journeyed on St. Pantaleons Day from Cologne to a village called Busdorf. We lay there over night, and spent 3 white pf.; and early on Sunday, we traveled to Rodingen, where we had breakfast and spent 2 white pf. and 3 pf. more, and again 3 pf. Thence we came to Frei-Aldenhoven, where we lay the night, and spent 3 white pf.; thence we traveled early on Monday to Frelenberg, and passed the little town of Gangelt, breakfasting at a village called Stisterseel, and spent 2 white pf. 2 thaler, further 1 white pf., and again 2 white pf. From there we journeyed to Sittard, a pretty little town, and from there to Stocken, which belongs to Liege; where we had a fine inn and stayed there over night, and spent 4 white pf. And when we had crossed over the Maas we started off early on Tuesday morning and came to Merten Lewbehen [sic]: there we had breakfast and spent 2 stivers and gave a white pf. for a young fowl. From there we traveled across the heath and came to Stosser, where we spent 2 stivers, and lay there the night: from thence on Wednesday morning early we traveled to West Meerbeck, where I paid 3 stivers for bread and wine; and we went on as far as Branthoek, where we had breakfast and spent 1 stiver; from there we traveled to Uylenberg, where we stayed the night and spent 3 stivers; from there we traveled on Thursday early to op ten Kouys, where we breakfasted and spent 2 stivers; thence we came to Antwerp.

There I sent to Jobst Planckfelts inn, and the same evening the Fuggers factor, by name Bernhard Stecher, invited me and gave us a costly meal  my wife dined at the inn. I paid the driver for bringing us three, 3 florins in gold, and 2 stivers for carrying the goods.

On Saturday after the Feast of St. Peter in Chains, my host took me to see the burgomasters house at Antwerp, which is newly built and large beyond measure, very well arranged with extraordinarily beautiful large rooms; a tower, splendidly ornamented; a very large garden; in short, such a noble house as I have never seen in all German lands. A very long new street has been built in his honour, and with his assistance, leading up to the house on both sides. I gave 3 stivers to the messenger, and 2 pf. for bread and 2 pf. for ink; and on Sunday, which was St. Oswalds Day, the Painters invited me to their hall with my wife and maid, where everything was of silver, and they had other costly ornaments and very costly meats; and all their wives were there too; and as I was being led to the table, everyone on both sides stood up as if they were leading some great lord. There were among them men of high position, who all showed me the greatest respect and bowed low to me, and said they would do everything in their power to serve and please me. And as I sat there in honour, there came the messenger of the Town Council of Antwerp with two servants and presented to me four cans of wine from the Magistrates of Antwerp, who told him to say that they wished thereby to show their respect for me and to assure me of their good-will; wherefore I returned them my humble thanks and offered my humble services. Thereupon came Master Peter, the town carpenter, and gave me two cans of wine with offer of his willing service; so when we had spent a long time together merrily, till late into the night, they accompanied us home with lanterns in great honour. They begged me to be assured of their good-will, and promised that in whatever I did they would help me in every way; so I thanked them, and laid down to sleep.

Also I have been in Master Quentins house, and I have been in all the three great shooting places. [Editors note: Quentin Matsys, the painter]. I had a very splendid dinner at Staibers. Another time at the Portuguese factors, whose portrait I have drawn in charcoal; I have made a portrait of my host as well; Jobst Plankfelt gave me a branch of white coral; paid 2 stivers for butter and 2 stivers to the joiner at the Painters armoury.

Also my host took me to the Painters workshop in the armoury at Antwerp, where they are making the triumphal arches through which King Charles is to make his entry. It is 400 bows in length and each arch is 40 feet wide: they are to be set up on both sides of the streets, beautifully arranged and two stories high, and on them they are to act the plays; and this costs to make, 4,000 florins for the joiners and painters, and the whole work is very magnificently done.

I have dined again with the Portuguese factor, and once with Alexander Imhof. Sebald Fischer bought of me at Antwerp sixteen Small Passions for 4 florins, thirty-two of the large books for 8 florins, also six engraved Passions for 3 florins, also twenty half-sheets of all kinds taken together at 1 florin to the value of 3 florins, and again 5 1/4 florins worth of quarter-sheets,  forty-five of all kinds at 1 florin, and eight miscellaneous leaves at 1 florin; it is paid.

To my host I have sold a Madonna picture, painted on small canvas, for 2 florins Rhenish. I took once more the portrait of Felix the lute player. 1 stiver for pears and bread; 2 stivers to the surgeon-barber: besides I have given 14 stivers for three small panels, besides 4 stivers for laying in the white and preparing them. I have dined once with Alexander the goldsmith, and once with Felix Hungersberg; once Master Joachim has eaten with me, and his partner also once.

I have made a drawing in half colours for the Painters. I have taken 1 florin for expenses. I made Peter Wolffgang a present of four new little pieces. Master Joachims partner has again dined with me. I gave Master Joachim 1 florins worth of prints for lending me his apprentice and colours, and I gave his apprentice 3 crowns worth of prints. I have sent the four new pieces to Alexander, the goldsmith. I made charcoal portraits of these Genoese by name: Tomasin Florianus Romanus, native of Lucca, and his two brothers, named Vincentius and Gerhard, all three Bombelli.

I have dined with Tomasin so often: IIIIIIIIIIII. The treasurer also gave me a Childs Head on linen and a weapon from Calicut, and one of the light wood reeds. Tomasin Imhof has also given me a plaited hat of elder pith.

I dined once more with the Portuguese; I also gave one of Tomasins brothers 3 florins worth of engravings. Herr Erasmus has given me a small Spanish mantilla and three portraits of men. Tomasins brother gave me a pair of gloves for 3 florins worth of engravings. I have once more made the portrait of Tomasins brother Vincentius; and I gave Master Augustus Lombard two of the Imagines. Moreover, I made a portrait of the crooked-nosed Italian named Opitius. Also my wife and maid dined one day at Herr Tomasins; that makes four meals.

Our Ladys Church at Antwerp is so vast that many masses may be sung there at one time without interfering one with another. The altars are richly endowed; the best musicians that can be had are employed; the Church has many devout services and much stonework, and in particular a beautiful tower. I also visited the rich Abbey of St. Michael, where are the finest galleries of stonework that I have ever seen, and a rich throne in the choir. But at Antwerp they spare no cost in such things, for they have plenty of money.

I have made a portrait of Herr Nicolas, an astronomer who lives with the King of England, and is very helpful and of great service to me in many matters. He is a German, a native of Munich. Also I have made the portrait of Tomasins daughter, Maid Zutta by name. Hans Pfaffroth gave me a Philips florin for taking his portrait in charcoal. I have dined once more with Tomasin. My hosts brother-in-law entertained me and my wife once. I changed 2 light florins for 24 stivers for living expenses; and I gave 1 stiver for a tip to a man who let me see an altar-piece.

The Sunday after the Feast of the Assumption I saw the great procession of Our Ladys Church at Antwerp, where all the whole town was gathered together, with all the trades and professions, and each was dressed in his best according to his rank; every guild and profession had its sign by which it might be recognized. Between the companies were carried great costly gold pole-candlesticks and their long old Frankish silver trumpets; and there were many pipers and drummers in the German fashion; all were loudly and noisily blown and beaten. I saw the procession pass along the street, spread far apart so that they took up much space crossways, but close behind one another: goldsmiths, painters, stonecutters, broiderers, sculptors, joiners, carpenters, sailors, fishermen, butchers, leather workers, cloth makers, bakers, tailors, shoemakers, and all kinds of craftsmen and workmen who work for their livelihood. There were likewise shopkeepers and merchants with their assistants of all sorts. After them came the marksmen with their guns, bows, and cross-bows; then the horsemen and foot soldiers; then came a large company of the town guard; then a fine troop of very gallant men, nobly and splendidly costumed. Before them, however, went all the religious orders and the members of some foundations, very devoutly, in their respective groups. There was, too, in this procession, a great troop of widows, who support themselves by their own labour and observe special rules, all dressed from head to foot in white linen robes made expressly for the occasion, very sorrowful to behold. Among them I saw some very stately persons, the Canons of Our Ladys Church with all their clergy, scholars, and treasures. Twenty persons bore the image of the Virgin Mary and of the Lord Jesus, adorned in the richest manner, to the honour of the Lord God. The procession included many delightful things splendidly got up, for example, many wagons were drawn along with stagings of ships and other constructions. Then there came the company of the Prophets in their order, and scenes from the New Testament, such as the Annunciation, the Three Magi riding great camels, and other strange beasts, very skillfully arranged, and also how Our Lady fled into Egypt  very conducive to devotion  and many other things which for shortness I must leave out. Last of all came a great dragon, which St. Margaret and her maidens led by a girdle; she was extraordinarily beautiful. Behind her followed a St. George with his squire, a very fine cuirassier. There also rode in the procession many pretty and richly dressed boys and girls in the costumes of many lands representing various saints. This procession from beginning to end, where it passed our house, lasted more than two hours; there were so many things there that I could not write them in a book, so I let it alone.

I visited Fuggers house in Antwerp, which is newly built, with a wonderful tower, broad and high, and with a beautiful garden, and I also saw his fine stallions. Tomasin has given my wife fourteen ells of good thick arras for a mantle and three and a half ells of half satin to line it. I drew a design for a ladys forehead band for the goldsmith.

The Portuguese factor has given me a present of wine in the inn, both Portuguese and French. Signor Rodrigo of Portugal has given me a small cask full of all sorts of sweetmeats, amongst them a box of sugar candy, besides two large dishes of barley sugar, marchpane, many other kinds of sugar-work, and some sugar-canes just as they grow; I gave his servant in return 1 florin as a tip. I have again changed for my expenses a light florin for 12 stivers.

The pillars in the Convent of St. Michael of Antwerp are all made out of single blocks of a beautiful black touchstone. Herr Egidius, King Charless warden, has taken for me from Antwerp the St. Jerome in the Cell, the Melancholy, and three new Marys, the Anthony and the Veronica for the good sculptor, Master Conrad, whose like I have not seen; he serves Lady Margaret, the Emperors daughter. Also I gave Master Figidius a Eustace and a Nemesis. I owe my host 7 florins, 20 stivers, I thaler  that is, on Sunday before St. Bartholomew: for sitting room, bedroom, and bedding I am to pay him 11 florins a month.

I came to a new agreement with my host on the 20th August  on the Monday before St, Bartholomews, I am to eat with him and pay 2 stivers for the meal, and extra for drink, but my wife and the maid can cook and eat up here.

I gave the Portuguese factor a statuette of a child: besides that, I gave him an Adam and Eve, a Jerome in his Cell, a Hercules, a Eustace, a Melancholy, and a Nemesis; then of the half-sheets, three new Virgins, the Veronica, the Anthony, The Nativity, and The Crucifixion, also the best of the quarter-sheets, eight pieces, and then the three books of the Life of the Virgin, The Apocalypse, and the Great Passion, also the Little Passion and the Passion on copper, all together, 5 florins worth. The same quantity I gave to Signor Rodrigo, the other Portuguese. Rodrigo has given my wife a small green parrot.


VISIT TO BRUSSELS

On the Sunday after St. Bartholomews, I traveled with Herr Tomasin from Antwerp to Mechlin, where we lay for the night; there I invited Master Conrad and a painter with him to supper, and this Master Conrad is the good carver in Lady Margarets service. From Mechlin we traveled through the small town of Vilvorde and came to Brussels on Monday at midday; I gave the messenger 3 stivers; I dined with my lords at Brussels; also once with Herr Bannisis, and I gave him a Passion on copper. I gave the Margrave Hansen of Brussels the letter of recommendation which my lord of Bamberg wrote for me, and I made him a present of a Passion, engraved on copper for a remembrance.

I have also dined once more with my lords of Nuremberg. I saw in the town hall at Brussels, in the golden chamber, four paintings which the great Master Rogier did; and behind the Kings palace in Brussels, the fountains, labyrinth, zoological garden. Anything more beautiful and pleasing to me, more like a paradise, I have never seen.

Erasmus is the name of the little man [Editors note: not Erasmus of Rotterdam, but a clerk of Bannisis] who wrote out my supplication at Jacob Bannisis house. At Brussels there is a very splendid town hall, large and covered with beautiful stonework, with a noble open tower. I have made a portrait of Master Conrad of Brussels by candlelight; he is my host. At the same time I drew Doctor Lamparters son in charcoal, and also the hostess.

Also I have seen the things which they have brought to the King out of the new land of gold: a sun all of gold, a whole fathom broad, and a moon, too, of silver, of the same size, also two rooms full of armour, and the people there with all manner of wondrous weapons, harness, darts, wonderful shields, extraordinary clothing, beds, and all kinds of wonderful things for human use, much finer to look at than prodigies. These things are all so precious that they are valued at 100,000 gulden, and all the days of my life I have seen nothing that reaches my heart so much as these, for among them I have seen wonderfully artistic things and have admired the subtle ingenuity of men in foreign lands; indeed, I dont know how to express what I there found.

I also saw many other beautiful things at Brussels, and especially a great fish bone there, as vast as if it had been built up of square stones; it was a fathom long, very thick, weighs up to 1 cwt. (15 centner), and it has the form as is here drawn; it stood behind on the fishs head.

I have also been in the Lord of Nassaus house, which is so magnificently built and so beautifully decorated. I have again dined twice with my lords. Lady Margaret sent after me to Brussels and promised that she would speak in my behalf to King Charles, and has shown herself quite exceptionally kind to me: I sent her my engraved Passion and such another to her treasurer, Jan Marnix by name, and I made his portrait in charcoal. I paid 2 stivers for a buffalo ring, and also 2 stivers for opening St. Lukes picture. When I was in Herr von Nassaus house I saw in the chapel the fine painting that Master Hugo has made, and I also saw two large beautiful halls, and all the treasures in various parts of the house, and the large bed in which fifty men can lie. And I also saw the great stone which the storm cast down in the field close to Herr von Nassau. This house lies high, and there is a most beautiful view at which one cannot but wonder. And I think that in all German lands there is not the like of it.

Master Bernhard, the painter, invited me to dinner, and had prepared a meal so costly that I do not think 10 florins will pay for it. Three friends invited themselves to it to give me good company, to wit, Lady Margarets treasurer, whose portrait I made, and the Kings steward, de Metenye, and the town treasurer, Van Busleyden; I gave him a Passion engraved on copper, and he gave me in return a black Spanish bag worth 3 florins. And I also gave a Passion engraved on copper to Erasmus of Rotterdam; likewise one to Erasmus, the secretary of Bannisis. The man at Antwerp who gave me the Childs Head is called Lorenz Sterk. I took the portrait in charcoal of Master Bernhard, Lady Margarets painter. I have taken Erasmus of Rotterdams portrait once more. I gave Lorenz Sterk a sitting St. Jerome and the Melancholy, and I made a portrait of my hostesss godmother. Six people whose portraits I painted at Brussels gave me nothing. I paid 3 stivers for two buffalo horns and 1 stiver for two Eulenspiegels.

So then on the Sunday after St. Giles, I traveled with Herr Tomasin to Mechlin and took leave of Herr Hans Ebner, and he would take nothing for my expenses while I was with him seven days; I paid 1 stiver on behalf of Hans Geuder; I gave 1 stiver as a tip to the hosts servant; and at Mechlin I took supper with the Lady Nieuwekerke; and early on Monday I traveled from Mechlin to Antwerp.

AT ANTWERP (September 3 - October 4, 1520)

I breakfasted with the Portuguese factor, who gave me three porcelain dishes, and Rodrigo gave me some Calicut feathers. I spent 1 florin and paid my messenger 2 stivers. I bought Susanna a mantle for 2 florins, 10 stivers. My wife paid 4 florins Rhenish for a washtub, a bellows, a basin, a pair of slippers, wood for cooking, stockings, a cage for the parrot, 2 jugs, and for tips; she spent, moreover, for eating, drinking, and various necessaries, 21 stivers.

Now on Monday after St. Giles I am back again at Jobst Planckfelters, and have dined with him as many times as are drawn here-IIIIIIIIIIIIIIIIII. I gave Nicolas, Tomasins man, 1 stiver; I paid 5 stivers for the little frame, and 1 stiver more. My host gave me an Indian cocoanut and an old Turkish whip; then I have dined IIIIIIIIIIIII more with Tomasin. The two lords of Rogendorf have invited me; I have dined once with them and made a large drawing of their coat of arms on wood, for engraving. I gave away 1 stiver; my wife changed a florin for 24 stivers; I gave 2 stivers as a tip. I have dined once in Fockers house with the young Jacob Rehlinger, and I have also dined once more with him. My wife has changed a florin for 24 stivers for expenses. I gave to Wilhelm Hauenhut, the servant of my lord Duke Frederick, the Platzgraf, an engraved Jerome, and the two new half-sheets, the Mary and the Anthony. I gave Herr Jacob Bannisis a good painting of a Veronica face, a Eustace, a Melancholy, and a sitting Jerome, a St. Anthony, the two new Marys, and the new Peasants. And I have given his secretary, Erasmus, who wrote my supplication, a sitting Jerome, a Melancholy, an Anthony, the two new Marys, and the Peasants, and I have given him also two small Marys, and all together what I have given is worth 7 florins, and I have given Master Marc, the goldsmith, a Passion on copper, and he gave me 3 florins in payment; besides this I have received 3 florins, 20 stivers, for prints. To the glazier Honigen, I have given four little engravings. I have dined with Herr Bannisis III. I paid 4 stivers for carbon and black chalk; I have given 1 florin, 8 stivers for wood, and spent 3 stivers more. I have dined with the lords of Nuremberg IIIIIIIIII. Master Dietrich, the glass painter, sent me the red colour which is found in the new bricks at Antwerp. I made charcoal portrait of Jacob von Lubeck; he gave my wife a Philips florin. I have again changed a Philips florin for expenses.

I presented to Lady Margaret a seated Jerome engraved on copper. I sold a woodcut Passion for 12 stivers, besides an Adam and Eve for 4 stivers. Felix, the captain and lute- player, bought a whole set of copper-engravings and a woodcut Passion and an engraved Passion, two half-sheets and two quarter-sheets, for 8 gold florins; so I gave him another set of engravings. I have taken Herr Bannisiss portrait in charcoal. Rodrigo gave me another parrot, and I gave his boy 2 stivers for a tip. I gave Johann von den Winckel, the trumpeter, a small woodcut Passion, St. Jerome in his Cell, and a Melancholy. I paid 6 stivers for a pair of gloves. I paid 3 stivers for a bamboo rod, and George Schlaudersbath gave me another which cost 6 stivers.

I have dined once with Wolff Haller, who is employed by the Fuggers, when he had invited my lords of Nuremberg. I have received for works of art, 2 Philips florins, and 6 stivers. I have again dined once with my wife; I gave 1 stiver to Hans Denes boy for a tip. I have taken 100 stivers for works of art.

I made a charcoal portrait of Master Jacob, Lord Rogendorfs painter, and I have drawn for Lord Rogendorf his arms on wood, for which he gave me seven ells of velvet.

I dined once more with the Portuguese; I took the portrait of Master John Prost of Bruges, and he gave me 1 florin; it was done in charcoal; 23 stivers for a fur coat of rabbit- skin. I sent Hans Schwarz 2 golden florins for my picture in a letter sent through the Antwerp Fuggers to Augsburg, I gave 31 stivers for a red woolen shirt. I dined once more with Rogendorf. I gave 2 stivers for the colour which is found in the bricks; and I paid 9 stivers for an ox horn. I made a charcoal portrait of a Spaniard. I have dined once with my wife. I gave 2 stivers for a dozen little pipes; I gave 3 stivers for two little maplewood bowls, two such Felix gave my wife, and Master Jacob, the painter from Lubeck, has given my wife another; dined once with Rogendorf. I paid 1 stiver for the printed Entry into Antwerp, showing how the King was received with a splendid triumph; the gates were beautifully decorated, and there were plays, much rejoicing, and beautiful maidens in tableaux vivants, whose like I have seldom seen. Changed 1 florin for expenses.

I have seen the bones of the great giant at Antwerp; his leg above his knee is five and a half feet long, and beyond measure heavy; so were his shoulder blades  a single one is broader than a strong mans back  and his other limbs. The man was eighteen feet high, and reigned at Antwerp and did great wonders, as is set out in an old book which belongs to the town magistrates.

Raphael of Urbinos effects have been all dispersed after his death, but one of his disciples, Tommaso of Bologna by name, a good painter, desired to see me, so he came to me and gave me a gold ring, an antique with a well-cut stone worth 5 florins, but I have been already offered twice as much for it; in return I gave him my best engravings, worth 6 florins. I bought a piece of calico for 3 stivers, I gave the messenger 1 stiver, and spent 3 stivers in company.

I presented to Lady Margaret, the Emperors sister [Editors note: Actually, she was his aunt], a whole set of all my works, and have drawn her two pictures on parchment with the greatest pains and care; all this I have put at 30 florins, and I have had to draw the design of the house for her physician, the doctor, according to which he intends to build one, and for drawing that I would not willingly take less than 10 florins. I have given the servant 1 stiver, and I paid 1 stiver for brick colour; I have given Herr Nicolas Ziegler a Christ lying dead, worth 3 florins. To the Portuguese factor I gave a painting of a Childs Head, worth 1 florin. I have given 10 stivers for a buffalo horn; I gave 1 gold florin for an elks hoof. I have done Master Adrians portrait in charcoal. I gave 2 stivers for the Condemnation and the Dialogue, 3 stivers to the messenger; to Master Adrian I have given 2 florins worth of works of art; bought a piece of red chalk for 1 stiver. I have done Herr Wolff von Rogendorf in silverpoint. Gave away 3 stivers; did the portrait of a noble lady at Tomasins house. I have given to Nicolas a Jerome in the Cell, and two new Marys. On Monday after St. Michaels Day, 1520, I gave to Tommaso of Bologna a whole set of prints to send for me to Rome to another painter, who will send me Raphaels work in return. I dined once with my wife; gave 3 stivers for the little tract. The Bolognese has painted my portrait, which he will take with him back to Rome. I bought an elks foot for 20 stivers, besides I paid 2 gold florins, 4 stivers, for Herr Hans Ebners little panel; dined out; changed a crown for expenses; dined out. Am taking 11 florins for my expenses to Aachen; have received 2 florins, 4 stivers, from Ebner; paid 9 stivers for wood; gave Meyding 20 stivers for sending my box.

I have taken the portrait of a lady of Bruges, who has given me I Philips florin. I gave away 3 stivers as a tip; paid 2 stivers for fir cones and I for stone colour; paid 13 stivers to the furrier, 1 stiver for leather; bought two mussels for 2 stivers. In John Gabriels house I have taken the portrait of an Italian lord, who gave me 2 gold florins. Bought a portmanteau for 2 florins, 4 stivers.


VISIT TO AACHEN

On Thursday after St. Michaels Day, I journeyed from Antwerp to Aachen, and I took 1 gulden and I noble with me; and after passing through Maestricht we came to Gulpen, and from there to Aix on Sunday; there I have spent up till now, with the fare and all, 3 florins. At Aachen I saw the well- proportioned pillars with their good capitals of green and red porphyry and granite which Carolus [Charlemagne] had brought from Rome and set up there. These are made truly according to Vitruviuss writings. At Aachen I bought an ox horn for 1 gold florin. I have taken the portraits of Herr Hans Ebner and George Schlaudersbach, and Hans Ebners a second time. I paid 2 stivers for a fine whetstone, also 5 stivers for a bath and drinking in company; changed 1 florin for expenses. I gave the town servant who took me up into the hall 2 white pf.; spent 5 white pf. With companions, drinking and bathing; I have lost 7 stivers at play with Herr Hans Ebner at the Mirror. I have made a charcoal portrait of the young Christopher Groland, also of my host, Peter von Enden. I spent 3 stivers in company, and gave the messenger 1 stiver. I have taken the portraits of Paul Topier and Martin Pfinzing in my sketch-book.

I have seen the arm of the Emperor Henry, the shirt and girdle of Our Lady, and other holy relics. I have sketched the Church of Our Lady with its surroundings. I took Sturms portrait. Made the portrait in charcoal of Peter von Endens brother-in-law. Have given 10 white pf. for a large ox horn; gave 2 white pf. for a tip, and I have changed 1 florin for expenses. I have lost 3 white pf. at play, also 2 stivers; gave 2 white pf. to the messenger. 1 have given Tomasins daughter the painted Trinity, it is worth 4 florins; paid 1 stiver for washing. I took the portrait in charcoal of the Kopffrngrins sister at Aachen, and another in silverpoint. Spent 3 white pf. for a bath; paid 8 white pf. for a buffalo horn; 2 white pf. for a girdle: paid I Philips florin for a scarlet shawl; 6 pf. for paper; changed 1 florin for expenses; paid 2 white pf. for washing.

On the 23rd day of October King Charles was crowned at Aachen; there I saw all manner of lordly splendour, the like of which those who live in our parts have never seen  all, as it has been described.

I gave Mathes works of art worth 2 florins, and presented Stephen, Lady Margarets chamberlain, with 3 prints. Paid 1 florin, 10 white pf. for a cedarwood rosary; gave 1 stiver to little Hans in the stable, and 1 stiver to the child in the house; lost 2% stivers at play; spent 2 stivers, gave 2 stivers to the barber. I have again changed 1 florin; I gave away 7 white pf. in the house on leaving.


SECOND VISIT TO COLOGNE

And I traveled from Aachen to Julich, and thence to…; paid 4 stivers for two eye-glasses. I played away 2 stivers in an embossed silver medal of the king. I have given 8 white pf. for two ox horns. On the Friday before St. Simon and St. Jude I left Aachen and traveled to Duren, where I visited the church where St. Annes head is. Thence we traveled and came on Sunday, which was St. Simon and St. Judes Day, to Cologne. I had lodging, food, and drink at Brussels with my lords of Nuremberg, and they would take nothing from me for it, and at Aachen likewise I ate with them three weeks and they brought me to Cologne, and would take nothing for it.

I have bought a tract of Luthers for 5 white pf. besides 1 white pf. for the Condemnation of Luther, the pious man, besides 1 white pf. for a Paternoster, and 2 white pf. for a girdle, I white pf. for one pound of candles; changed 1 florin for expenses. I had to give Herr Leonhard Groland my great ox horn, and to Hans Ebner I had to give my large rosary of cedarwood. Paid 6 white pf. for a pair of shoes; I gave 2 white pf. for a little skull; 1 white pf. I gave for beer and bread; 1 white pf. for a pertele [braid]. I have given 4 white pf. to two messengers; I have given 2 white pf. to Nicolass daughter for lace, also 1 white pf. to a messenger. I gave prints worth 2 florins to Herr Ziegler Linhard; paid the barber 2 white pf. paid 3 white pf. and then 2 white pf. for opening the picture which Master Stephan made at Cologne; I gave the messenger 1 white pf., and spent 2 white pf. drinking in company. I made the portrait of Gottschalks sister: 1 paid I white pf. for a little tract.

At Cologne, on Sunday evening after All Saints Day in the year 1520, I saw the nobles dance and banquet in the Emperor Charless dancing saloon: it was splendidly arranged. I have drawn for Staiber his coat of arms on wood. I gave a Melancholy to a young count at Cologne, and a new Mary to Duke Frederick. I have made Nicolas Hailers portrait in charcoal; paid 2 white pf. to the door porter. I have given 3 white pf. for two little tracts, also 10 white pf. for a cow horn. At Cologne I went to St. Ursulas Church and to her grave, and saw the holy maiden and the other great relics. Fernbergers portrait I took in charcoal; changed 1 florin for expenses. I gave Nicolass wife 8 white pf. when she invited me as a guest. I bought two prints for 1 stiver. Herr Hans Ebner and Herr Nicolas Groland would take nothing from me for eight days at Brussels, three weeks at Aachen, and fourteen days at Cologne. I made the nuns portrait, and gave 7 white pf. to the nun. I made her a present of three half-sheet engravings on copper.

My Confirmation from the Emperor came to my lords of Nuremberg the Monday after St. Martins, the year 1520, after great trouble and labour. I gave Nicolass daughter 7 white pf. on departing, 1 florin to his wife, and again 1 ort to his daughter on leaving; and I started away from Cologne. Before that, Staiber invited me once as his guest, and so did my cousin Nicolas once, and old Wolfgang once, and once besides I dined as his guest. I have given Nicolass man a Eustace on leaving, and his little daughter another ort, as they took much trouble for me. I have given 1 florin for a little ivory skull, and I white pf. for a turned box, also 7 white pf. for a pair of shoes, and I gave Nicolass man a Nemesis on leaving.


SECOND JOURNEY FROM COLOGNE TO ANTWERP

I started off early by boat from Cologne on Wednesday after St. Martins, and went as far as . . . Paid 6 white pf. for a pair of shoes. I gave 4 white pf. to the messenger. From Cologne I traveled by the Rhine to Zons, from Zons to Neuss, and from thence to Stain where we stayed the day, and I spent 6 white pf. Thence we came to Dusseldorf, a little town, where I spent 2 white pf.; from thence to Kaiserswerth; from thence to Duisburg, another little town, and we passed two castles, Angerort and Rurort; thence we went to Orsoy, a little town; from thence we went to Rheinberg, another little town, where I lay overnight, and spent 6 white pf.; from there I traveled to the following towns, Burg Wesel, Rees, and from there to Emmerich. We came next to Thomas, and from there to Nymwegen; there we stayed over the night and spent 4 white pf.; from Nymwegen I traveled to Tiel, and from there to Herzogenbusch. At Emmerich I stopped and spent 3 white pf. on a very good meal. There I took the portrait of a goldsmiths apprentice, Peter Federmacher of Antwerp, and of a woman. The reason of our staying was that a great storm of wind overtook us. I spent besides 5 white pf., and I changed 1 florin for expenses; also I took the hosts portrait, and we did not get to Nymwegen until Sunday; I gave the boatmen 20 white pf. Nymwegen is a beautiful city, and has a fine church and a well-situated castle; from there we traveled to Tiel, where we left the Rhine and continued on the Maas to Heerewarden, where the two towers stand; there we lay over night, and during this day I spent 7 stivers. From there we started early on Tuesday for Bommel on the Maas; there a great storm of wind overtook us and we hired some peasant horses and rode without saddles as far as Herzogenbusch, and I paid 1 florin for the journey by boat and horse. Herzogenbusch is a beautiful city, and has an extremely beautiful church and a strong fortress; there I spent 10 stivers, although Arnold settled for the repast. The goldsmiths came to me and showed me great honour. From there we traveled on Our Ladys Day early and came through the large and beautiful village of Oosterwyck. We breakfasted at Tilborch and spent 4 white pf.; from there we came to Baarle, lay the night there, and spent 3 stivers, and my companions got into an argument with the innkeeper, so we went on in the night to Hoogstraten; there we stopped two hours and went by St. Leonhard Kirchen to Harscht. We breakfasted there and spent 4 stivers.

SECOND STAY AT ANTWERP (November 22-December 3, 1520)

From there we journeyed to Antwerp and gave the driver 15 stivers. This was on Thursday after Our Ladys Assumption [by error for Presentation]; and I gave an engraving of the Passion to John, Jobst Schwagers man, and I made a portrait of Nicolas Sopalis, and on the Thursday after Our Ladys Assumption [Presentation], 1520, I was once more back in Jobst Planckfelts house; I have eaten with him IIII times. My wife-II-changed 1 florin for expenses, besides a crown; and the seven weeks that I have been away my wife and maid have spent 7 crowns and bought another 4 florins worth of things. I spent 4 stivers in company. I have dined with Tomasin IIIIII times. On St. Martins Day my wife had her purse cut off in Our Ladys Church at Antwerp; there were 2 florins in it, and the purse itself, besides what was in it, was worth another florin, and some keys were in it, too. On the eve before St. Catherines I paid Jobst Planckfelt, my host, 10 gold crowns for my reckoning. I dined two times with the Portuguese. Rodrigo gave me six Indian nuts, so I gave his boy 2 stivers for a tip. I paid 19 stivers for parchment; changed 2 crowns for expenses.

I sold two Adam and Eves, one Sea Monster, one Jerome, one Knight, one Nemesis, one St. Eustace, one whole sheet, besides seventeen etched pieces, eight quarter- sheets, and ten wood-cuts, seven of the bad woodcuts, two books, and ten small wood Passions, the whole for 8 florins. Also I exchanged three large books for one ounce [ell of?] camlet. I changed a Philips florin for expenses and my wife likewise changed a florin.

At Zierikzee in Zeeland a whale has been washed ashore by a great tide and storm; it is much more than a hundred fathoms long; no one in Zeeland has ever seen one even one-third as long, and the fish cannot get off the land. The people would be glad to see it gone, for they fear the great stink, for it is so big they say it could not be cut in pieces and the oil got out of it in half a year.

Stephen Capello has given me a cedarwood rosary, in return for which I was to take and have taken his portrait. I paid 4 stivers for furnace brown and a pair of snuffers; I gave 3 stivers for paper; made a portrait of Felix, kneeling, in his book in pen and ink, and Felix gave me one hundred oysters. I gave Herr Lazarus, the great man, an engraved Jerome and three large books. Rodrigo sent me some wine and oysters. I paid 7 white pf. for black chalk. I have had to dinner Tomasin, Gerhard, Tomasins daughter, her husband, the glass painter Hennick, Jobst and his wife, and Felix, which cost 2 florins. Tomasin made me a gift of four ells of gray damask for a doublet. I have changed a Philips florin for expenses.

VISIT TO ZEELAND (December 3-14, 1520)

On St. Barbaras Eve I traveled from Antwerp to Bergen-op- Zoom; I paid 2 stivers for the horse, and I spent 1 florin 6 stivers here. At Bergen I bought my wife a thin Netherlandish head cloth, which cost 1 florin, 7 stivers, besides 6 stivers for three pairs of shoes, 1 stiver for eyeglasses, and 6 stivers for an ivory button; gave 2 stivers for a tip. I have drawn the portraits in charcoal of Jan de Has, his wife, and two daughters; and the maid and the old woman in silverpoint, in my sketch-book. I saw the Van Bergen house, which is a very large and beautiful building. Bergen is a pleasant place in summer, and two great fairs are held there yearly.

On Our Ladys Eve I started with my companions for Zeeland, and Sebastian Imhof lent me five florins; and the first night we lay at anchor in the sea; it was very cold and we had neither food nor drink. On Saturday we came to Goes, and there I drew a girl in the costume of the place. Thence we traveled to Arnemuiden, and I paid 15 stivers for expenses. We went by a sunken place, where we saw the tops of the roofs standing up above the water, and we went by the island of Wolfersdyk, and passed the little town Kortgene on another island lying near. Zeeland has seven islands, and Arnemuiden, where I lay the night, is the biggest. From there I traveled to Middelburg. There in the abbey Jan de Mabuse has made a great picture, not so good in the drawing as in the colouring. From there I went to the Veere, where ships from all lands lie. It is a very fine little town.

But at Arnemuiden, where I landed, there happened to me a great misfortune. As we were coming to land and getting out our rope, just as we were getting on shore, a great ship ran into us so hard that in the crush I let everyone get out before me, so that no one but myself, George Kotzler, two old women, the sailor, and a little boy were left in the ship. When now the other ship knocked against us and I with those mentioned was on the ship and could not get out, the strong rope broke, and at the same moment a violent storm of wind arose which forcibly drove back our ship. So we all called for help, but no one would risk himself, and the wind carried us back out to sea. Then the skipper tore his hair and cried aloud, for all his men had landed and the ship was unmanned. It was a matter of fear and danger, for there was a great wind and no more than six persons in the ship, so I spoke to the skipper that he should take heart and have hope in God, and should take thought for what was to be done. He said that if he could pull up the small sail, he would try if we could come again to land. So we all helped one another and pulled it half-way up with difficulty, and went on again towards the land. And when those on the land who had already given us up saw how we helped ourselves, they too came to our aid, and we got to land.

Middelburg is a good town; it has a very beautiful town hall with a fine tower. There is much art shown in all things here. There are very rich and beautiful stalls in the abbey, and a splendid gallery of stone and a beautiful parish church. The town is excellent for sketching. Zeeland is beautiful and wonderful to see on account of the water, for it stands higher than the land.

I have made a portrait of my host at Arnemuiden. Master
Hugo, Alexander Imhof, and the Hirschvogels servant
Frederick gave me each of them an Indian nut that they had
won at play, and the host gave me a sprouting bulb.

Early on Monday morning we went back to the ship and set out for the Veere and for Zierikzee; I wanted to get sight of the great fish, but the tide had carried it off again. I paid 2 florins for fare and expenses and 2 florins for a rug, 4 stivers for a fig-cheese and 3 stivers for carriage, and I lost 6 stivers at play. When we came back to Bergen I gave 10 stivers for an ivory comb.

I have taken Schnabhans portrait, and I have also taken the portrait of my hosts son-in-law, Klautz. Gave 2 florins less 5 stivers for a piece of tin; also 2 florins for a bad piece of tin. I have also taken the portrait of little Bernard of Brussels, George Kotzler, and the Frenchman from Kamrick; each of them gave me 1 florin at Bergen. Jan de Has son-in-law gave me 1 Horn florin for his portrait, and Kerpen of Cologne also gave me a florin, and besides this I bought two bed-covers for 4 florins less 10 stivers. I have made the portrait of Nicolas, the jeweler. These are the number of times that I have dined at Bergen since I came from Zeeland: IIIIIIIII and once for 4 stivers. I paid the driver 3 stivers and spent 8 stivers, and came back to Antwerp, to Jobst Planckfelts, on Friday after St. Lucys, 1520, and I have dined this number of times with him: IIII. It is paid, and my wife: IIII, and that is paid.

AT ANTWERP (December, 1520 - April, 1521)

In return for the three books which I gave him, Herr Lazarus of Ravensburg has given me a big fish scale, five snail shells, four silver medals, five copper ones, two little dried fishes and a white coral, four reed arrows and another white coral. I changed 1 florin for expenses, and like-wise 1 crown. I have dined alone so many times: IIIIIIIII. The factor of Portugal has given me a brown velvet bag and a box of good electuary; I gave his boy 3 stivers for wages. I gave 1 Horn florin for two little panels, but they gave me back 6 stivers. I bought a little monkey for 4 gulden, and gave 14 stivers for five fish. I paid Jobst 10 stivers for three dinners; I gave 2 stivers for two tracts; and 2 stivers to the messenger. I gave Lazarus of Ravensburg a portrait head on panel which cost 6 stivers, and besides that I have given him eight sheets of the large copper engravings, eight of the half-sheets, an engraved Passion, and other engravings and woodcuts, all together worth more than 4 florins. I changed a Philips florin for expenses, and besides that a gold florin for expenses. I gave 6 stivers for a panel, and did the portrait of the servant of the Portuguese on it in charcoal, and I gave him all that for a New Years present and 2 stivers for a tip. Changed 1 florin for expenses and gave Bernhard Stecher a whole set of prints. I bought 31 stivers worth of wood. I have made the portraits of Gerhard Bombelli and Sebastian the procurators daughter. I have changed 1 florin for expenses. Have spent 3 stivers besides 3 more for a meal. I have given Herr Wolff of Rogendorf a Passion on copper and one in woodcut. Gerhard Bombelli has given me a printed Turkish cloth, and Herr Wolff of Rogendorf gave me seven Brabant ells of velvet, so I gave his man 1 Philips florin for a tip. Spent 3 stivers on a meal; gave 4 stivers for tips. I have drawn the new factors portrait in charcoal. Gave 6 stivers for a panel. Have dined with the Portuguese IIIIIII times, with the treasurer 1, with Tomasin IIIIIIIIII times. Gave 4 stivers for tips. With Lazarus of Ravensburg 1, Wolff of Rogendorf 1, Bernhard Stecher 1, Utz Hanolt Meyting 1, Caspar Lewenter 1. I gave 3 stivers to the man whose portrait I drew; gave the boy 2 stivers. I have given 4 florins for flax. Have taken 4 florins for prints; have changed 1 crown for expenses. Paid the furrier 4 stivers and again 2 stivers. Lost 4 stivers at play; spent 6 stivers. I have changed 1 noble for expenses; gave 18 stivers for raisins and three pairs of knives. I paid 2 florins for some meals at Jobsts. Have lost 4 stivers at play, and gave 6 stivers to the furrier. Have given Master Jacob two engraved St. Jeromes. Lost 2 stivers at play: changed 1 crown for expenses; lost 1 stiver at play. Have given to Tomasins three maids three pairs of knives, which cost 5 stivers. Have taken 29 stivers for prints. Rodrigo gave me a muskball just as it had been cut from the musk deer, also a 1/4 lb. of persin [a dark red paint?] and a box full of quince electuary and a big box of sugar, so I gave his boy 5 stivers for a tip.

Lost 2 stivers at play. I have done the portrait of Jobsts wife in charcoal. I have got 4 florins, 5 stivers for three small canvases. Changed 2 florins in succession for expenses. Lost 2 stivers at play. My wife gave me 1 florin for the child, and 4 stivers in the childs bed. I have changed 1 crown for expenses; spent 4 stivers, lost 2 stivers at play, and gave 4 stivers to the messenger. Changed 1 florin for expenses.

I gave Master Dietrich, the glass painter, an Apocalypse and the six Knots. Paid 40 stivers for flax. Lost 8 stivers at play. I have given the little Portuguese factor, Signor Francisco, my small canvas with the small child, that is worth 10 florins. I have given Dr. Loffen at Antwerp the four books and an engraved Jerome, and the same to Jobst Planckfelt. I have done the arms of Staiber and another. I have made a portrait of Tomasins son and daughter in silverpoint; also I have painted a small panel in oil of the Duke. Have got 3 stivers for engravings. Rodrigo, the Portuguese secretary, has given me two Calicut cloths, one of them is silk, and he has given me an ornamented cap and a green jug with myrobalans, and a branch of cedar tree, worth 10 florins altogether. And I gave the boy for a tip 5 stivers and 2 stivers for a brush.

I have made a drawing for a mask for the Fuggers people for masquerade, and they have given me an angel. I have changed 1 florin for expenses. Gave 8 stivers for two little powder horns. Lost 3 stivers at play. Changed an angel for expenses. I have drawn two sheets full of beautiful little masks for Tomasin. I have painted a good Veronica face in oils; it is worth 12 florins. I gave it to Francisco, the Portuguese factor. Since then I have painted Santa Veronica in oils; it is better than the former, and I gave it to Factor Brandan of Portugal. Francisco gave the maid 1 Philips florin for a tip, and afterwards, because of the Veronica, 1 florin more, but the Factor Brandan gave her 1 florin. I paid Peter 8 stivers for two cases. I changed an angel for expenses.

On Carnival Sunday early, the goldsmiths invited me to dinner, with my wife. In their assembly were many notable men. They prepared a very grand meal, and did me the greatest honour. In the evening the old bailiff of the town invited me and gave me a splendid meal, and did me great honour. Thither came many strange maskers.

I have drawn the portrait of Florent Nepotis, Lady Margarets organist, in charcoal. On Monday night Herr Lopez invited me to the great banquet on Shrove Tuesday, which lasted till two oclock, and was very grand. Herr Lorenz Sterk has given me a Spanish fur. And to the above-mentioned feast came many very splendid masks, especially Tomasin Bombelli.

I have won 2 florins at play. Have changed an angel for expenses: paid 14 stivers for a basket of raisins. I have made the portrait in charcoal of Bernhard von Castell, from whom I won the money. Tomasins brother Gerhardt has given me four Brabant ells of the best black satin, and has given me three big boxes of candied citron, so I gave the maid 3 stivers for a tip. Paid 13 stivers for wood, and 2 stivers for pine kernels. I drew the procurators daughter very carefully in silver-point.

Have changed 1 angel for expenses. I have drawn the portrait in black chalk of the good marble worker, Master Johann, who looks like Christopher Kohler; he has studied in Italy, and comes from Metz. I have changed 1 Horn florin for expenses. I have given 3 florins to Jan Turck for Italian works of art; I gave him 12 ducats worth of works of art for one ounce of good ultramarine. I have sold a small woodcut of the Passion for florins. I sold two reams and four books of Schaufleins prints for 3 florins. Have given 3 florins for two ivory salt-cellars from Calicut. Have taken 2 florins for prints; have changed 1 florin for expenses. Rudiger von Gelern gave me a snail shell, together with coins of gold and silver, with an ort. I gave him in return the three large books and an engraved Knight; have taken 11 stivers for prints. I gave 2 Philips florins for SS. Peter and Paul, which I shall present to Herr Kohlers wife. Rodrigo has given me two boxes of quince Electuary and all kinds of sweetmeats, and I gave 5 stivers for a tip, Paid 16 stivers for boxes.

Lazarus of Ravensburg gave me a sugar loaf, so I gave his boy 1 stiver. Paid 6 stivers for wood. Have eaten once with the Frenchman; twice with the Hirschvogels Fritz, and once with Master Peter, the secretary, when Erasmus of Rotterdam also dined with us. I paid 1 stiver to be allowed to go up the tower at Antwerp, which is said to be higher than that at Strasburg. From thence I saw the whole town on all sides, which was very pleasant. Paid 1 stiver for a bath. Have changed 1 angel for expenses. The Factor Brandon of Portugal has given me two large beautiful white sugar loaves, a dishful of sweetmeats, two green pots of preserves, and four ells of black satin, so I gave the servant 10 stivers for a tip.

Paid the messenger 3 stivers. I have drawn twice in the more in silverpoint the beautiful maiden for Gerhardt. Again changed an angel for expenses; took 4 florins for prints; paid 10 stivers for Rodrigos case. Dined with the treasurer, Herr Lorenz Sterk, who gave me an ivory whistle and a very beautiful piece of porcelain, and I have given him a whole set of prints. I also gave a whole set to Herr Adrian, the Antwerp town orator. Also I changed a Philips florin for expenses. I presented a sitting St. Nicolas to the largest and richest guild of merchants at Antwerp, for which they have made me a present of 3 Philips florins. I gave Peter Egidius the old frame of the St. Jerome besides 4 gulden for a frame for the treasurers likeness. Paid 11 stivers for wood. Again changed a Philips florin for expenses. Gave 4 stivers for a bore. Gave 3 stivers for three canes. I have handed over my bale to Jacob and Andreas Hessler to take to Nuremberg, and I am to pay them 2 florins per cwt., Nuremberg weight, and they are to take it to Herr Hans Imhof, the elder, and I have paid 2 florins on it. Moreover I have done it up in a packing case. This was in the year 1521, on the Saturday before Judicz.

Also on the Saturday before Judicz, Rodrigo gave me six large Indian cocoanuts, a very fine piece of coral, and two large Portuguese florins, one of which weighs 10 ducats, and I gave the boy 15 stivers for a tip. I have bought a lode- stone for 16 stivers. I have changed an angel for expenses. Paid 6 stivers for packing. Sent Master Hugo at Brussels an engraved Passion and some other prints for his little porphyry stone. I have made for Tomasin a design drawn and tinted in half-colours, from which he means to have his house painted. I painted Jerome in oils with care and gave it to Rodrigo of Portugal, who gave Susanna a ducat for a tip. Have changed a Philips florin for expenses and gave 10 stivers to my Father Confessor. Gave 4 stivers for the little tortoise. I have dined with Herr Gilbert, who gave me a Calicut target made of a fish skin, and two gloves as they use them for fighting. I have given Peter 2 stivers. Gave 10 stivers for the fish fins, and 3 stivers for a tip. I have made a very good portrait in hard chalk of Cornelius, the secretary of Antwerp.

I have given 3 florins, 16 stivers, for the five silk girdles which I mean to give away, besides 20 stivers for an edging [lace?]. These six edgings I have sent as presents to the wives of Kasperi Nutzel, Franz Imhof, Straub, the two Spenglers, Loffelholz, besides a good pair of gloves to each. To Pirkheimer I have sent a large cap, a very handsome buffalo horn inkstand, a silver [medal of the] Emperor, a pound of pistachios, and three sugar canes. To Kasper Ntitzel I have sent a great elks foot, ten large fir cones with pine kernels. To Jacob Muffel I have sent a scarlet breast cloth of one ell; to Hans Imhofs child an embroidered scarlet cap and pine kernels; to Kramers wife four ells of taffeta, worth 4 florins. To Lochingers wife one ell of taffeta, of 1 florins worth; to the two Spenglers, each a bag and three fine horns; to Herr Hieronimus Holzschuher, a very large horn.

Have eaten twice with the factor; dined with Master Adrian, the secretary of the town council of Antwerp, who gave me the small painted panel made by Master Joachim [de Patinir]: it is of Lot and his Daughters. Have taken 12 florins for prints, also I have sold some of Hans Baldung Gruns works for 1 florin. Rudiger von Gelern has given me a piece of sandalwood; I gave his boy a stiver. I have painted the portrait of Bernhard of Brussels in oils; he gave me 8 florins for it, and gave my wife a crown, and Susanna a florin worth 24 stivers. I have given 3 stivers for the Swiss jug, and 2 stivers for the ship, also 3 stivers for the case and 4 stivers to the Father Confessor. I have changed an angel for expenses; have taken 4 florins, 10 stivers for works of art: paid 3 stivers for salve; gave 12 1/2 stivers for wood; changed 1 florin for expenses; have given 1 florin for 14 pieces of French wood. I gave Ambrozio Hochstutter a Life of Our Lady, and he gave me a model of his ship. Rodrigo gave my wife a little ring which is worth more than 5 florins. Have changed 1 florin for expenses.

I have done the portrait of Factor Brandons secretary in charcoal; I have done the portrait of his Moorish woman in silverpoint, and I have done Rodrigos portrait on a large sheet of paper with the brush, in black and white. I have given 16 florins for a piece of camlet measuring twenty-four ells, and it cost 1 stiver to bring home. Have paid 2 stivers for gloves. I have done Lucas of Dantzics portrait in charcoal. He gave me 1 florin for it, and a piece of sandalwood.

VISIT TO BRUGES AND GHENT (April 6-11, 1521)

On the Saturday after Easter, with Hans Luber and Master Jan Prevost, a good painter born at Bruges, I set out from Antwerp towards Bruges by way of the Scheldt and came to Beveren, a large village. From there to Vracene, also a big village; thence we passed through some villages and came to a fine large village, where the rich farmers live, and there we breakfasted. Thence we journeyed towards St. Pauls, the rich abbey, and went through Caudenborn, a fine village; thence through the large village of Kalve, and thence to Ertvelde; there we lay the night and started early on Sunday morning and came from Ertvelde to a small town. From that we went to Ecloo, which is a mighty large village; it is plastered, and has a square; there we breakfasted. Thence we went to Maldegem, and then through other villages, and came to Bruges  which is a fine noble town. I paid 21 stivers for fare and other expenses. And arriving at Bruges, Jan Prevost took me into his house to lodge, and the same night prepared a costly meal, and asked much company to meet me.

The next day Marx, the goldsmith, invited me, and gave me a costly meal and asked many to meet me; afterwards they took me to see the Emperors house, which is large and splendid. There I saw the chapel which Roger painted, and some pictures by a great old artist. I gave the man who showed them to us 1 stiver; afterwards I bought two ivory combs for 30 stivers. Thence they took me to St. Jamess and let me see the splendid paintings of Roger and Hugo, who are both great masters. Afterwards I saw the alabaster Madonna in Our Ladys Church that Michelangelo of Rome made; afterwards they took me to many churches and let me see all the fine paintings, of which there is abundance there, and when I had seen the Jan [Van Eyck] and all the other things, we came at last to the Painters Chapel, in which there are good things. Then they prepared a banquet for me, and I went thence with them to their guildhall; there were many honourable men gathered together, goldsmiths, painters, and merchants, and they made me sup with them, and they gave me presents and sought my acquaintance and did me great honour; and the two brothers Jacob and Peter Mostaert, the town councilors, gave me twelve cans of wine, and the whole assembly, more than sixty persons, accompanied me home with many torches. I also saw in their shooting gallery the great fish tub from which they eat, which is 19 feet long, 7 high, and 7 broad.

Early on Tuesday we departed, but before that, I did Jan Prevosts portrait in silverpoint, and gave his wife 10 stivers at parting. And so we traveled to Ursel; there we breakfasted. On the way there are three villages. Then we traveled towards Ghent, again through three villages, and I paid 4 stivers for the journey, and 4 stivers for expenses; and on my arrival at Ghent, there came to me the dean of the painters and brought with him the first masters in painting; they showed me great honour, received me most courteously, and commended to me their good-will and service, and supped with me. On Wednesday early they took me to the tower of St. Johns, whence I looked all over the great and wonderful town, where I had just been treated as a great person. Afterwards I saw the Jan [Van Eycks] picture, which is a very splendid, deeply studied painting, and especially the Eve, the Mary, and God the Father were extremely good.

Then I saw the lions and drew one of them in silverpoint; also I saw on the bridge, where men are beheaded, two pictures which were made as a sign that there a son had beheaded his father. Ghent is beautiful and a wonderful town; four great waters flow through it. I gave 3 stivers as a tip to the sacristan and the lions keeper. I saw many other remarkable things in Ghent, and the painters with their dean did not forget me, but ate with me morning and evening, and paid for everything, and were very friendly. I gave away 3 stivers at the inn on leaving. Then early on Thursday I set out from Ghent and came through various villages to the inn called The Swan, where we breakfasted; thence we passed through a beautiful village and came to Antwerp, and I paid 8 stivers for the fare.

AT ANTWERP (April 11-May 17, 1521)

I have taken 4 florins for works of art; changed one florin for expenses. Have taken the portrait of Hans Lieber of Ulm in charcoal; he wished to pay me 1 florin, but I would not take it. Gave 7 stivers for wood and 1 stiver for bringing it; changed 1 florin for expenses. In the third week after Easter a violent fever came upon me with great weakness, nausea, and headache; and before, when I was in Zeeland, a strange illness overcame me such as I never heard of from anyone, and this illness I have still. I paid 6 stivers for a case. The monk has bound two books for me for the prints which I gave him. I have given 10 florins, 8 stivers for a piece of arras for two mantles for my mother-in-law and my wife. I gave the doctor 8 stivers, and 3 stivers to the apothecary, also changed 1 florin for expenses and spent 3 stivers in company. Paid the doctor 10 stivers; again paid the doctor 6 stivers.

During my illness Rodrigo sent me many sweetmeats; I gave the boy 4 stivers for a tip. I have drawn Master Joachim [Patinir] in silverpoint, and made him besides another likeness in silverpoint. Again changed a crown for expenses, and again 1 florin for expenses. Paid the doctor 6 stivers, and 7 stivers at the apothecarys; changed 1 florin for expenses. For packing the third bale, which I sent from Antwerp to Nuremberg by a carrier called Hans Staber, I paid 13 stivers, and I paid the carrier 1 florin for it, and I agreed with him to take it from Antwerp to Nuremberg for 1 florin, I ort, per cwt., and this bale is to be taken to Herr Hans Imhof, the elder. I have paid the doctor, the apothecary, and the barber 14 stivers. I gave Master Jacob, the surgeon, 4 florins worth of prints. I have made a portrait in charcoal of Thomas Polonius of Rome.

My camlet cloak came to twenty-one Brabant ells, which are three finger-breadths longer than the Nuremberg ells. I have also bought four black Spanish skins, which cost 3 stivers each, and they come to 34, that makes 10 florins, 2 stivers; I paid the skinner [furrier] 1 florin to make them up, then there were two ells of velvet for trimming, 5 florins; also for silk cord and thread, 34 stivers; then the tailors wage, 30 stivers; the camlet which is in the cloak cost 14 1/2 florins, and the boy 5 stivers for a tip.

Cross Sunday after Easter; from this I start a fresh account. Again paid the doctor 6 stivers; I have gained 53 stivers for works of art, and have taken them for expenses. On Sunday before Holy Cross Week, Master Joachim [Patinir], the good landscape painter, asked me to his wedding, and showed me all honour; there I saw two beautiful plays, the first was especially pious and devout. I again paid the doctor 6 stivers, and have changed 1 florin for expenses.

On Sunday after Our Lords Ascension, Master Dietrich, the glass painter of Antwerp, invited me and asked many other people to meet me, and especially among them Alexander, the goldsmith, a rich, stately man, and we had a splendid dinner, and they did me great honour. I have done in charcoal the portrait of Master Marx, the goldsmith, who lives at Bruges. I bought a broad cap for 36 stivers. I paid Paul Geiger 1 florin to take my little chest to Nuremberg, and 4 stivers for the letter. I have taken the portrait of Ambrosius Hochstatter in charcoal, and I dined with him: I have dined at least six times with Tomasin. I bought some wooden dishes and platters for 3 stivers. I have given the apothecary 12 stivers. I have given two books of the Life of Our Lady, one to the foreign surgeon, the other to Marxs house servant; I also paid the doctor 8 stivers, and gave 4 stivers for cleaning an old cap. Lost 4 stivers at play; have given 2 florins for a new cap. I have changed the old cap because it was clumsy, and have given 6 stivers more for another.

Painted a portrait of the duke in oils: have made a very fine and careful portrait in oils of the treasurer, Lorenz Sterk; it was worth 25 florins. I presented it to him, and in return he gave me 20 florins, and to Susanna 1 florin for a tip. Likewise I painted the portrait of Jobst, my host, very well and carefully in oils; he has now given me [the portrait I did of him before?] and I have done his wife again and painted her portrait in oils.

On the Friday before Whitsuntide, 1521, tidings came to me at Antwerp that Martin Luther had been so treacherously taken prisoner, for he trusted the Emperor Charless herald, who had been granted to him with the Imperial safe conduct, but as soon as the herald had brought him near Eisenach, to an unfriendly place, he said that he would not need him any more and rode away. Immediately there appeared ten knights, who treacherously carried off the pious man, who had been betrayed; a man enlightened by the Holy Ghost, a follower of Christ and of the true Christian faith, and whether he lives yet or whether they have put him to death, I know not. If he has suffered, it is for the sake of Christian truth and because he has fought with the un-Christlike papacy, which strives with its heavy load of human laws against the redemption of Christ; and if so, it is that we may be again robbed and stripped of the fruit of our blood and sweat, that the same may be shamelessly and scandalously squandered while poor and sick men must therefore die of hunger. And this is above all most grievous to me, that God perhaps will let us remain yet under their false, blind doctrine, invented and set forth by the men whom they call Fathers, through whom the Word of God is in many places falsely expounded or not taught at all.

[Editors note: This form of abduction was the usual idea at the time. But Luther was really taken by the order of Frederick the Wise in order to protect him].

O God of Heaven, have pity on us, O Lord Jesus Christ, pray for Thy people. Deliver us in due time, uphold in us the right and true Christian Faith. Gather together Thy far scattered sheep by Thy voice, in the Scripture called Thy godly Word. Help us that we may know this Thy voice and may follow no other deceiving call of human error, that we may not, Lord Jesus Christ, fall away from Thee. Call together again the sheep of Thy pasture, who are still in part found in the Roman Church, and with them, too, the Indians, Muscovites, Russians, and Greeks, who have been thus cut off by the oppression and pride of the pope and by false appearance of holiness.

O God, redeem thy poor folk constrained by heavy ban and edict which it no wise willingly obeys, whereby it is bound continually to sin against its conscience if it disobeys them. O God, never hast Thou so heavily burdened a people under human laws as us poor ones beneath the Roman chair, who daily long to be free Christians ransomed by Thy blood.

O Highest Heavenly Father, pour into our hearts through Thy Son Jesus Christ such a light, that we may know thereby which messenger we are to obey, so that with good conscience we may lay aside the burdens of others, and may serve Thee, Eternal Heavenly Father, with free and joyful heart.

And if we lose this man, who has written more clearly than anyone in a hundred and forty years, and to whom Thou hast given such an evangelic spirit, we pray Thee, O Heavenly Father, that Thou give again Thy spirit to another, that he may gather together anew from all parts the holy Christian Church, that we may all live again in a pure and Christian manner, so that from our good works all unbelievers, with Turks, heathens, and Calicuts, may turn themselves to us and embrace the Christian faith.

But, Lord, Thou willest, ere Thou judgest, that as Thy Son Jesus Christ was constrained to die by the hands of the priests and rise from the dead and after to ascend to heaven, that so too, in like manner, it should be with Thy follower, Martin Luther, whose life the pope compasses, with money, treacherously towards God, him, Thou wilt quicken again. And as Thou, Lord, ordainedst that Jerusalem should be destroyed, so wilt Thou also destroy this self-assumed authority of the Roman chair. O lord, give us thereafter the new beautified Jerusalem, which descends from heaven, whereof the Apocalypse writes, the holy pure gospel which is not darkened by human doctrine.

Whoever reads Martin Luthers books may see how clear and transparent his doctrine is, for he teaches the Holy Gospel. Wherefore his writings are to be held in the greatest honour, and not to be burned; unless, indeed, his opponents, who always fight against the truth, were also cast into the fire with all their opinions, they who would make gods out of men, but then only if there were printed new Lutheran books.

O God, if Luther be dead, who will henceforth expound the Holy Gospel so clearly to us! Ah, God, what might he not have written for us in the next ten or twenty years! Oh, all ye pious Christian men, help me to lament this God- inspired man and pray to Him that He will send us another enlightened man.

Oh, Erasmus of Rotterdam, where wilt thou stay? Dost thou see how the unjust tyranny of worldly power and the might of darkness prevail? Hear, thou knight of Christ, ride on beside the Lord Jesus; guard the truth, win the martyrs crown! Thou art already only a little old man, and I have heard thee say that thou givest thyself but two years more in which thou mayest avail to accomplish something. Lay out the same now well for the gospel and the true Christian Faith and make thyself heard, so shall the gates of hell, the Roman Chair, as Christ says, in no wise prevail against thee: and if here, like thy Master Christ, thou were to suffer shame at the hands of the liars of this time and therefore were to die a little sooner, the sooner wouldst thou come from death into life and be glorified through Christ. For if thou drinkest out of the cup whereof He drank, with Him thou shalt reign, and judge with justice those who have dealt unrighteously.

Oh, Erasmus, hold to this, that God may be thy praise, even as it is written of David, for verily thou mayest overthrow Goliath. For God stands by the Holy Christian Church, as He only upholds the Romish Church according to His Godly will [text here corrupt]. May He help us to everlasting happiness, Who is God the Father, the Son, and the Holy Ghost, one God, Amen.

Oh, ye Christian men, pray God for help, for His judgment draws near and His justice shall appear. Then shall we behold the innocent blood which the pope, priests, bishops, and monks have shed, judged and condemned.

Apocalypse: These are the slain who lie beneath the altar of God and cry for vengeance, to whom the voice of God answers, Await the full number of the innocent slain, then will I judge.

Again changed 1 florin for expenses, and gave the doctor 8 stivers; dined twice with Rodrigo; dined with the rich canon; changed 1 florin for expenses. I had Master Conrad, the sculptor of Mechlin, as a guest on Whitsunday; paid 18 stivers for Italian prints: again 6 stivers to the doctor. For Master Joachim I have drawn four St. Christophers on gray paper, heightened with white.

On the last day of Whitsuntide I was at Antwerp at the great yearly horsefair; there I saw a great number of beautiful stallions ridden, and two stallions in particular were sold for 700 florins. I have taken 1 florin, 3 ort, for prints and used the money for expenses; 4 stivers to the doctor, 3 stivers for two little books. I have dined thrice with Tomasin. I have designed three dagger grips for him, and he gave me a small alabaster bowl. I have taken the portrait in charcoal of an English nobleman, who gave me 1 florin which I changed for expenses. Master Gerhardt, the miniature painter, has a daughter about eighteen years old, called Susanna, who has illuminated a little page with a Saviour, for which I gave her 1 florin. It is very wonderful that a womans picture should be so good. Have lost 6 stivers at play. I saw the great procession at Antwerp on Holy Trinity Day. Master Conrad has given me a beautiful pair of knives, and so I gave his little old man a Life of Our Lady in return. I have taken the portrait in charcoal of Johann, the Brussels goldsmith, likewise his wifes. I have received 2 florins for prints, also Master Johann, the Brussels goldsmith, paid me 3 Philips florins for what I did for him, namely, the drawing for the seal and the two portraits.

I have given the Veronica which I painted in oils, and the Adam and Eve that Franz did to Johann, the goldsmith, in return for a jacinth and an agate with a Lucrecia engraved in it. Each of us valued his portion at 14 florins. Further, I gave him a whole set of engravings for a ring and six stones; each valued his portion at 7 florins. Gave 14 stivers for two pairs of gloves; gave 2 stivers for two small boxes; changed 2 Philips florins for expenses. I drew three Bearing of the Cross and two Mount of Olives on five half-sheets. I have taken three portraits in black and white on gray paper; also I drew in black and white on gray paper, two Netherlandish costumes. For the Englishman I have painted his arms in colours, for which he gave me 1 florin. Besides this, one way and another, I have done many drawings and other things to serve people, and for the greater part of my work I have received nothing. Andreas of Cracow paid me 1 Philips florin for a shield and a childs head. Changed 1 florin for expenses. Have given 2 stivers for sweeping brushes. At Antwerp I saw the great procession on Corpus Christi Day, which was very splendid. Gave in the 4 stivers for a tip and 6 stivers to the doctor; changed 1 florin for expenses; 1 stiver for a box. Have dined five times with Tomasin; paid 10 stivers to the apothecary and to his wife 14 stivers for the clyster, and 15 stivers to him for the prescription. Again changed 2 Philips florins for expenses; 6 stivers again to the doctor, and once more 10 stivers for a clyster to the apothecarys wife, and 4 stivers to the apothecary. I gave the monk who confessed my wife 8 stivers. I have given 8 florins for a whole piece of arras, and again for fourteen ells of fine arras, 8 florins: the apothecary 32 stivers for medicines; to the messenger I have given 3 stivers and the tailor 4 stivers. I have dined once with Hans Fehler, and thrice with Tomasin. Gave 10 stivers for packing.

On the Wednesday after Corpus Christi in the year 1521, I gave over my great bale at Antwerp to be sent to Nuremberg, to the carrier, by name Kunz Metz of Schlaudersdorf, and I am to pay him for carrying it to Nuremberg 1 1/2 florins for every cwt., and I paid him 1 gulden on account, and he is to hand it over to Herr Hans Imhof, the elder. I have done the portrait of young Jacob Rehlinger at Antwerp; have dined three times with Tomasin.

On the eighth day after Corpus Christi I went with my wife to Mechlin to Lady Margaret; took 5 florins with me for expenses; my wife changed 1 florin for expenses. At Mechlin I lodged with Master Heinrich, the painter, at the sign of the Golden Head. The painters and sculptors made me their guest at my inn, and did me great honour in their gathering; and I visited the Poppenreuters, the gun-makers house, and found wonderful things there. And I have been to Lady Margarets, and I let her see my Kaiser, and would have presented it to her, but she disliked it so much that I took it away again. And on Friday Lady Margaret showed me all her beautiful things, and among them I saw about forty small pictures in oils, the like of which for cleanness and excellence I have never seen. And there I saw other good works by Jan [Van Eyck] and Jacopo [de Barbari]. I asked my lady for Jacopos little book, but she said she had promised it to her painter; then I saw many other costly things and a fine library. Master Hans Poppenreuter invited me as his guest. I have had Master Conrad twice, and his wife once, as my guests, also the chamberlain Stephen and his wife, both as guests. 27 stivers and 2 stivers for fare. I have taken in charcoal the portrait of Stephen, the chamberlain, and Master Conrad, the carver, and on Saturday I came back from Mechlin to Antwerp. My trunk started on the Saturday after Corpus Christi week. Changed 1 florin for expenses, gave the messenger 3 stivers. Dined twice with the Augustines; dined with Alexander Imhof; paid 6 stivers at the apothecarys; dined again with the Augustines.

I have drawn in charcoal Master Jacob, and had a little panel made for it, which cost 6 stivers, and gave it to him. I have done the portrait of Bernhard Stecher and his wife, and gave him a whole set of prints, and I took his wifes portrait again, and gave 6 stivers for making the little panel, all of which I gave him, and he in return gave me 10 florins.

Master Lucas, who engraves in copper, invited me as his guest. He is a little man, born at Leyden, in Holland, and was at Antwerp. I have eaten with Master Bernhard Stecher. Gave 1 1/2 stivers to the messenger; have taken 1 florin, 1 ort, for prints. I have drawn Master Lucas von Leyden in silverpoint. I have lost 1 florin; paid the doctor 6 stivers and again 6 stivers. I gave the steward of the Augustines Convent at Antwerp a Life of Our Lady, and 4 stivers to his man, I have given Master Jacob a copper Passion and a wood Passion, and five other pieces, and 4 stivers to his man; have changed 4 florins for expenses; gave 2 Philips florins for fourteen fish skins; made portraits in black chalk of Art Braun and his wife. I gave the goldsmith who valued the ring for me 1 florins worth of prints; of the three rings which I took in exchange for prints, the two smaller are valued at 13 crowns, but the sapphire at 25 crowns; that makes 54 florins, 8 stivers; and what, amongst other things, the above Frenchman took was thirty-six large books, which makes 9 florins. Have given 2 stivers for a screw knife. The man with the three rings has overreached me by a half. I understood nothing in the matter. I gave 18 stivers for a red cap for my godchild; lost 12 stivers at play; drank 2 stivers, bought three fine small rubies for 11 gold florins, 1 2 stivers; changed 1 florin for expenses. Dined again with the Augustines; dined twice with Tomasin. I gave 6 stivers for thirteen porpoise-bristle brushes, and 3 stivers for six bristle brushes.

I have made a careful portrait in black chalk on a royal sheet of the great Anthony Hainault, and I have done careful portraits in black chalk of Braun and his wife on royal sheets, and I have done another one of him in silverpoint; he has given me an angel. Changed 1 florin for expenses, paid 1 florin for a pair of shoes; gave 6 stivers for an inkstand. I gave 12 stivers for a case for packing; 21 stivers for one dozen ladies gloves; 6 stivers for a bag; 3 stivers for three bristle brushes; changed 1 florin for expenses; gave 1 stiver for a piece of fine red leather. Anthony Hainault, whose portrait I did, has given me 3 Philips florins, and Bernhard Stecher has made me a present of a tortoise shell; I have done the portrait of his wifes niece; dined once with her husband and he gave me 2 Philips florins; gave 1 stiver for a tip. I have given Anthony Hainault two books; received 13 stivers for prints. I have given Master Joachim the Hans Grun woodcut. I have changed 3 Philips florins for expenses; dined twice with Bernhard Stecher; again twice with Tomasin. I have given Jobsts wife four woodcuts; gave Friedrich, Jobsts man, two large books; gave glazier Hennicks son two books. Rodrigo gave me one of the parrots which they bring from Malacca, and I gave his man 3 stivers for a tip. Again dined twice with Tomasin; have given 2 stivers for a little cage, 3 stivers for one pair of socks, and 4 stivers for eight little boards. I gave Peter two whole sheet engravings and one sheet of woodcut. Again dined twice with Tomasin; changed 1 florin for expenses. I gave Master Art, the glass painter, a Life of Our Lady, and I gave Master Jean, the French sculptor, a whole set of prints; he gave my wife six little glasses with rose water; they are very finely made.

Bought a packing-case for 7 stivers; changed 1 florin for expenses; have given 7 stivers for a cut [leather] bag. Cornelius, the secretary, has given me Luthers Babylonian Captivity: in return I gave him my three big books. I gave Peter Puz, the monk, one florins worth of prints; to the glass painter, Hennick, I gave two large books; gave 4 stivers for a piece of glazed calico; changed 1 Philips florin for expenses. I gave 8 florins worth of my prints for a whole set of Lucass engravings; again changed 1 Philips florin for expenses. I gave 8 stivers for a bag and 7 stivers for half a dozen Netherlandish cards, and 3 stivers for a small yellow post-horn. I paid 24 stivers for meat, 12 stivers for coarse cloth, and again 3 stivers for coarse cloth. Have eaten twice with Tomasin. I gave 1 stiver to Peter; gave 7 stivers for a present and 3 stivers for sacking. Rodrigo has presented me with six ells of coarse black cloth for a cape; it cost a crown an ell. Changed 2 florins for expenses; gave the tailors man 2 stivers for a tip. I have reckoned up with Jobst and I owe him 31 florins, which I paid him. Therein were charged and deducted two portrait heads which I painted in oils, for which he gave me five pounds of borax, Netherlandish weight.

In all my doings, spendings, sales, and other dealings in the Netherlands, in all my affairs with high and low, I have suffered loss, and Lady Margaret in particular gave me nothing for what I gave her and did for her. This settlement with Jobst was made on SS. Peter and Pauls Day. I gave Rodrigos man 7 stivers for a tip. I have given Master Hennick an engraved Passion; he gave me some burning pastilles. I had to pay the tailor 25 stivers for making up the cape. I have engaged a carrier to take me from Antwerp to Cologne. I am to pay him 13 light florins, each of 24 stivers, and am to pay besides the expenses for a man and a boy. Jacob Rehlinger has given me 1 ducat for his charcoal portrait. Gerhard has given me two little pots with capers and olives, for which I gave 4 stivers as a tip. Gave Rodrigos man 1 stiver. I have given my portrait of the Emperor in exchange for a white English cloth which Jacob, Tomasins son-in-law, gave me.

Alexander Imhof has lent me a full hundred gold florins, on the Eve of Our Ladys Crossing the Mountains, 1521. For this I have given him my sealed signature, which he will have presented to me at Nuremberg, when I will pay him back with thanks, gave 6 stivers for a pair of shoes; paid the apothecary 11 stivers, paid 3 stivers for cord. In Tomasins kitchen I gave away a Philips florin in leaving gifts, and I gave his maiden daughter a gold florin on leaving. I have dined thrice with him. I gave Jobsts wife a florin and 1 florin in the kitchen for leaving gifts, also I gave 2 stivers to the packers. Tomasin has given me a small jar full of the best theriac [an antidote for poison]. Changed 3 florins for expenses; gave the house servant 10 stivers on leaving; gave Peter 1 stiver; gave 2 stivers for a tip. I gave 3 stivers to Master Jacobs man; 4 stivers for sacking; gave Peter 1 stiver; gave the messenger 3 stivers.

On Our Ladys Visitation, when I was just leaving Antwerp, the King of Denmark sent for me to come to him at once, to do his portrait; this I did in charcoal, and I did the portrait, too, of his servant Anthony, and I had to dine with the King, who showed himself very gracious to me.

I have entrusted my bale to Leonhard Tucher and given over to him my white cloth. The carrier with whom I bargained, did not take me; I fell out with him. Gerhard has given me some Italian seeds. I gave the new carrier to take home the great turtle shell, the fish shield, the long pipe, the long shield, the fish fins, and the two little casks of lemons and capers, on Our Ladys Visitation Day, 1521.

Next day we set out for Brussels on the King of Denmarks business, and I engaged a driver, to whom I gave 2 florins. I presented to the King of Denmark the best pieces of all my prints, they are worth 5 florins. Changed 2 florins for expenses; paid 1 stiver for a dish and basket. I saw, too, how the people of Antwerp wondered very much when they saw the King of Denmark, that he was such a manly, handsome man, and that he had come hither with only two companions through his enemies country. I saw, too, how the Emperor rode forth from Brussels to meet him and received him honourably and with great pomp. Then I saw the noble costly banquet that the Emperor and Lady Margaret held next day.

Paid 2 stivers for a pair of gloves. Herr Anthony paid me 12 Horn florins, of which I gave 2 Horn florins to the painter for the little panel to paint the portrait on, and 2 Horn florins for having colours rubbed for me; the other 8 Horn florins I took for expenses.

On the Sunday before St. Margarets Day, the King of Denmark gave a great banquet to the Emperor, Lady Margaret, and the Queen of Spain [Editors note: probably Eleanora of Portugal, not the Spanish Queen], and invited me, and I dined there also. Paid 12 stivers for the Kings frame, and I painted the King in oils  he has given me 30 florins. [Editors note: this painting no longer exists].

I gave 2 stivers to the young man called Bartholomew, who rubbed the colours for me; I bought a little glass jar which once belonged to the King for 2 stivers. Paid 2 stivers for a tip; gave 2 stivers for the engraved goblets. I have given Master Jans boy four half-sheets, and to the master- painters boy an Apocalypse and four half-sheets. Thomas of Bologna has given me one or two Italian prints; I have also bought one for 1 stiver. Master Jobst, the tailor, invited me and I supped with him. I have paid for the hire of a room at Brussels for eight days, 32 stivers. I have given an engraved Passion to the wife of Master Jan, the goldsmith, with whom I dined three times. I gave another Life of Our Lady to Bartholomew, the painters apprentice; I have dined with Herr Nicolas Ziegler, and gave 1 stiver to Master Jans servant. Because of being unable to get a carriage, I have stayed on two days in Brussels; paid 1 stiver for a pair of socks.

On Friday morning early I started from Brussels, and I am to pay the driver 10 florins. I paid my hostess 5 stivers more for the single night. From there we rode through two villages and came to Louvain; breakfasted, and spent 13 stivers. Thence we journeyed through three villages and came to Thienen, which is a little town, and lay the night there, and I spent 9 stivers. From there, early on St. Margarets Day, we traveled through two villages and came to a town which called St. Truyen, where they are building a large, well-designed church tower, quite new. From thence we went on past some poor houses and came to a little town, Tongeren; there we had our morning meal, and spent all together, 6 stivers. From thence we went through a village and some poor houses and came to Maestricht, where I lay the night, and spent 12 stivers, and 2 blanke besides, for watch money. Thence we journeyed early on Sunday to Aachen, where we ate and spent all together 14 stivers. Thence we traveled to Altenburg, taking six hours, because the driver did not know the way and went wrong; there we stayed for the night and spent 6 stivers. On Monday early we traveled through Julich, a town, and came to Bergheim, where we ate and drank, and spent 3 stivers. Thence we journeyed through three more villages and came to Cologne.
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Detail: Self portrait, 1500


DÜRER by Herbert Furst
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PLATE I.  PORTRAIT OF HIERONYMUS HOLZSCHUER. Frontispiece

(From the Oil-painting in the Berlin Museum. Painted in 1526)

Holzschuer was one of Dürers Nuremberg friends  a patrician, and Councillor of the City. Dürers portraits are remarkable for their strength in characterisation.
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DÜRER

THIS is a wonderful world! And not the least wonderful thing is our ignorance of it.

I would chat with you, reader, for a while; would discuss Dürer, whom I have known and loved for many a year, and whom I want to make beloved by you also. Here I sit, pen in hand, and would begin.

Begin  where?

With the Beginnings?

The Beginnings? Where do things begin; when and why?

So our ignorance, like a many-headed monster, raises its fearsome heads and would bar the way.

By most subtle links are all things connected  cause and effect we call them; and if we but raise one or the other, fine ears will hear the clinking  and the monster rises.

There are so many things we shall never know, cries the poet of the unsaid, Maeterlinck.

Let us venture forth then and grope with clumsy fingers amongst the treasures stored; let us be content to pick up a jewel here and there, resting our minds in awe and admiration on its beauty, though we may not readily understand its use and meaning. Foolish men read books and dusty documents, catch a few dull words from the phrasing of long thoughts, and will tell you, these are facts!

Wise men read books  the books of Nature and the books of men  and say, facts are well enough, but oh for the right understanding!

For between sunrise and sunset, between the dusk of evening and the dusk of dawn, things happen that will never happen again; and the world of to-day is ever a world of yesterdays and to-morrows.

Reader, I lift my torch, and by its dim light I bid you follow me.

For it is a long journey we have to make through the night of the past. Many an encumbrance of four and a half centuries we shall have to lay aside ere we reach the treasure-house of Dürers Art.

From the steps of Kaiser Wilhelm II.s throne we must hasten through the ages to Kaiser Maximilians city, Nuremberg  to the days when Wilhelms ancestors were but Margraves of Brandenburg, scarcely much more than the Burggraves of Nuremberg they had originally been.

From the days of the Maxim gun and the Lee-Metford to the days of the howitzer and the blunderbuss. When York was farther away from London than New York is to-day.

When the receipt of a written letter was fact but few could boast of; and a secret billet-doux might cause the sender to be flung in gaol. When the mornings milk was unaccompanied by the morning news; for the printers press was in its infancy.

When the stranding of a whale was an event of European interest, and the form of a rhinoceros the subject of wild conjecture and childish imagination.

When this patient earth of ours was to our ancestors merely a vast pancake toasted daily by a circling sun.


PLATE II.  PORTRAIT OF A WOMAN

(From the Oil-painting in the Berlin Museum)

This beautiful portrait represents, artistically, the zenith of Dürers art. It shows Venetian influence so strongly, and is painted with so much serenity of manner, that one is almost inclined to doubt its ascription.
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When the woods were full of hobgoblins, and scaly Beelzebubs were busily engaged in pitching the souls of the damned down a yawning hell-mouth, and the angels of the Lord in crimson and brocade carried the blessed heavenward. In those days scholars filled their books with a curious jumble of theology, philosophy, and old womens talk. Dr. Faustus practised black magic, and the besom-steeds carried witches from the Brocken far and wide into all lands.

Then no one ventured far from home unaccompanied, and the merchants were bold adventurers, and Kings of Scotland might envy Nuremberg burgesses  so Æneas Sylvius said.

And that a touch of humour be not lacking, I bid you remember that my lady dipped her dainty fingers into the stew, and, after, threw the bare bones to the dogs below the table; and I also bid you remember that satins and fine linen oft clothed an unwashed body.

Cruel plagues, smallpox, and all manner of disease and malformations inflicted a far greater number than nowadays, and the sad ignorance of doctors brewed horrid draughts amongst the skulls, skeletons, stuffed birds, and crocodiles of their fearsome-looking surgeries.

In short, it was a poetic age; when all the world was full of mysteries and possibilities, and the sanest and most level-headed were outrageously fantastic.

There are people who will tell you that the world is very much the same to-day as it was yesterday, and that, after all, human nature is human nature in all ages all the world over. But, beyond the fact that we all are born and we all must die, there is little in common between you and me  between us of to-day and those of yesterday  and we resemble each other most nearly in things that do not matter.

Frankly, therefore, Albrecht Dürer, who was born on May 21, 1471, is a human being from another world, and unless you realise that too, I doubt you can understand him, much less admire him.

For his Art is not beautiful.

Germans have never been able to create anything beautiful in Art: their sense of beauty soars into Song.

But even whilst I am writing these words it occurs to me that they are no longer true, for the German of to-day is no longer the German of yesterday, standing peaceful on his scientific watch-tower; and to the raging, struggling multitude here and elsewhere solemnly, from hour to hour, with preparatory blast of cow-horn emit his Höret ihr Herren und lassts euch sagen ... as Carlyle pictures him; he is most certainly not like the Lutheran German with a childs heart and a boys rash courage.

Frankly I say you cannot admire Dürer if you be honestly ignorant or ignorantly honest.

We of to-day are too level-headed; our brains cannot encompass the world that crowded Dürers dreams.

For the Germans brain was always crowded; he had not that nice sense of space and emptiness that makes Italian Art so pleasant to look upon, and which the Japanese employ with astonishing subtlety. You remember Wagners words in Goethes Faust  

Zwar weiss ich viel; doch möcht ich Alles wissen.

(I know a lot, yet wish that I knew All.)

It is not only his eagerness to show you all he knows, but also his ravenous desire to know all that is to be known. Hence we speak of German thoroughness, at once his boast and his modesty.

Here again I have to pull up. Generalisations are so easy, appear so justified, and are more often than not misleading.

Dürer was not a pure-blooded Teuton; his father came from Eytas in Hungary.

Eytas translated into German is Thür (Door), and a man from Thür a Thürer or Dürer.

That German music owes a debt of gratitude to Hungary is acknowledged. Does Dürer owe his greatness to the strain of foreign blood?

Possibly; but it does not matter. He was a man, and a profound man, therefore akin to all the world, as Dante and Michelangelo, as Shakespeare and Millet. Born into German circumstances he appears in German habit  that is all.

His father Albrecht was a goldsmith, and Albrecht the son having shown himself worthy of a better education than his numerous brothers, was, after finishing school, apprenticed to and would have remained a goldsmith, had his artistic nature not drawn him to Art; at least so his biographer, i.e. the painter himself, tells us. It was not the artist alone who longed for freer play, for freer expression of his faculties. It was to a great extent, I feel sure, the thinker.

Dürer took himself tremendously seriously; were it not for some letters that he has left us, and some episodes in his graphic art, one might be led to imagine that Dürer knew not laughter, scarcely even a smile. He consequently thought it of importance to acquaint the world with all the details of his life and work, recording even the moods which prompted him to do this or that. In Dürer the desire to live was entirely absorbed in the desire to think. He was not a man of action, and the records of his life are filled by accounts of what he saw, what he thought, and what others thought of him; coupled with frequent complaints of jealousies and lack of appreciation. Dürer was deep but narrow, and in that again he reflects the religious spirit of Protestantism, not the wider culture of Humanism. His ego looms large in his consciousness, and it is the salvation of the soul rather than the expansion of the mind which concerns him; but withal he is like Luther  a Man.

His idea then of Art was, that it should be employed, as he himself explained, in the service of the Church to set forth the sufferings of Christ and such like subjects, and it should also be employed to preserve the features of men after their death. A narrow interpretation of a world-embracing realm.

The scope of this little volume will not admit of a detailed account of Dürers life.

We may not linger on the years of his apprenticeship with Michael Wolgemut, where he suffered much from his fellow-prentices. We must not accompany him on his wanderjahre, these being the three years of peregrination which always followed the years of apprenticeship.

Neither may we record details, as of his marriage with Agnes Frey mein Agnes, upon his return home in 1494. His Agnes was apparently a good housewife and a shrewd business woman, to whom he afterwards largely entrusted the sale of his prints.

He had a great struggle for a living. And here an amusing analogy occurs to me. Painting does not pay, he complains at one time, and therefore he devotes himself to black and white.

Was it ever thus? Would that some of our own struggling artists remembered Dürer, and even when they find themselves compelled to do something to keep the pot aboiling, at any rate do their best.


PLATE III.  PORTRAIT OF THE ARTIST

(From the Oil-painting in the Alte Pinakothek, Munich)

This picture bears the date 1500 and a Latin inscription, I, Albert Dürer, of Nuremberg, painted my own portrait here in the proper colours, at the age of twenty-eight.

According to Thausing, this picture had a curious fate. The panel on which it was painted was sawn in two by an engraver to whom it was lent, and who affixed the back to his own poor copy of the picture  thus using the seal of the Nuremberg magistrates, which was placed upon it, to authenticate his copy as a genuine work of the master.
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We have it on Dürers own authority that he took up etching and wood-engraving because it paid better. And strange  into this bread-and-butter work he put his best.

It is not his painting that made his fame and name, though in that branch of Art he was admired by a Raphael and a Bellini.

Agnes Frey bore him no children; this fact, I think, is worthy of note. Even a cursory glance at Dürers etchings and woodcuts will reveal the fact that he was fond of children kinderlieb, as the Germans say. I do not doubt that he would have given us even more joy and sunshine in his Art had he but called a child his own.

Instead, we have too often the gloomy reflection of death throughout his work. The gambols and frolics of angelic cupids are too often obscured by the symbols of suffering, sin, and death.

Again, we must not allow a logical conclusion to be accepted as an absolute truth.

Dürer was certainly more familiar with death and suffering than we are.

Unless the grey lady and the dark angel visit our own homes, most of us  of my readers, at any rate  have to seek deliberately the faces of sorrow in the slums and the grimaces of death in the Coroners Court. But in Dürers days death lurked beyond the city walls; the sight of the slain or swinging victims of knightly valour, and peasants revenge, blanched the cheeks of many maidens, and queer plagues and pestilences mowed the most upright to the ground. The Dance of Death was a favourite subject with the old painters, not because their disposition was morbid, but because the times were more out of joint than they are now.

All these points have to be realised before one can hope to understand Dürer even faintly. Again, when we examine more closely the apparently quaint and fantastic form his mode of visualising takes, we must make allowances for the habits and customs and costumes of the times  as indeed one has to, in the case of all old masters, and for which reason I humbly submit that the study of old masters properly belongs to the few, not the many. A great deal of erroneous opinions are held simply because it is difficult to disentangle the individual from the typical.

Dürer, whose wanderjahre had taken him to Strasburg and Bâle and Venice, returned home again apparently uninfluenced.

Critics from Raphaels age down to the last few years have lamented this fact; have thought that knowledge of classic antiquity might have made a better artist of him.

Now, Dürer was not an artist in its wider sense; he was a craftsman certainly, but above all a thinker. Dürer uses his eyes for the purposes of thought; he could close them without disturbing the pageants of his vision. But whereas we have no hint that his dreams were of beauty, we have every indication that they were literal transcriptions of literary thoughts. When he came to put these materialisations into the form of pictures or prints, the craftsman side, the practical side of his nature, resolved them into scientific problems, with the remarkable result that these visions are hung on purely materialistic facts. From our modern point of view Dürer was decidedly lacking in artistic imagination, which even such men as Goya and Blake, or si parva licet comparere magnis John Martin and Gustave Doré, and the delightful Arthur Rackham of our own times possess.

His importance was his craftsmanship, whilst the subject-matter of his pictures  the portraits excepted  and particularly of his prints, are merely of historic interest von kulturhistorischer Bedeutung, the German would say.

In 1506 and 1507 he visited Venice, as already stated, gracefully received by the nobles and Giovanni Bellini, but disliked by the other painters.

He returned home apparently uninfluenced by the great Venetians, Titian, remember, amongst them. Gentile Bellini and Vittore Carpaccio were then the only painters at Venice who saw the realistic side of Nature; but they were prosaic, whilst our Dürer imbued a wooden bench or a tree trunk with a personal and human interest. Those of my readers who can afford the time to linger on this aspect of Dürers activity should compare Carpaccios rendering of St. Jerome in his study with Dürers engraving of the same subject.

Dürer the craftsman referred in everything he painted or engraved to Nature. But of course it was Nature as he and his times saw it; neither Hals, Rembrandt, neither Ribera, Velazquez, neither Chardin nor Constable, neither Monet nor Whistler had as yet begun to ascend the rungs of progress towards truthful  that is, optical sight.

Dürers reference to Nature means an intricate study of theoretical considerations, coupled with the desire to record everything he knew about the things he wished to reproduce.

His was an analytical mind, and every piece of work he produced is a careful dovetailing of isolated facts. Consequently his pictures must not be looked at, but looked into  must be read.

Again an obvious truth may here mislead us. The analytical juxtaposition of facts was a characteristic of the age. Dürers Art was a step forward; he  like Raphael, like Titian  dovetailed, where earlier men scarcely joined. Dürer has as yet not the power that even the next generation began to acquire  he never suggests anything; he works everything out, down to the minutest details. There are no slight sketches of his but such as suggest great travail of sight, encumbranced by an over-thoughtful mind.

To understand Dürer you require time; each print of the Passions, The Life of Mary, the Apokalypse, should be read like a page printed in smallest type, with thought and some eye-strain. That of course goes very much against the grain of our own age; we demand large type and short stories.

The study of his work entails considerable self-sacrifice. Your own likes and dislikes you have to suppress, and try to see with eyes that belong to an age long since gone. Do not despise the less self-sacrificing, who refuse the study of old Art; and distrust profoundly those others who laud it beyond measure. The green tree is the tree to water; the dead tree  be its black branches and sere leaves never so picturesque  is beyond the need of your attentions.

The Scylla and Charybdis of æsthetic reformers is praise of the old, and poor appraising of the new.


PLATE IV.  PORTRAIT OF THE PAINTERS FATHER

(From the Oil-painting in the National Gallery. Painted in 1497)

An interesting picture, which has unfortunately suffered by retouching. It is the only portrait by Dürer the nation possesses. Other works of his may be seen at South Kensington and at Hampton Court.
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Now the old Italians thought Dürer a most admirable artist, blamed what they called the defects of his Art on the ungainliness of his models, and felt convinced that he might have easily been the first among the Italians had he lived there, instead of the first among the Flemings. They were of course wrong, for it is the individual reflex-action of Dürers brain which caused his Art to be what it is; in Italy it would still have been an individual reflex-action, and Dürer had been in Venice without the desired effect. Dürer might, however, himself seem to confirm the Italians opinion: he strayed into the barren fields of theoretical speculations  barren because some of his best work was done before he had elaborated his system, barren because speculation saps the strength of natural perception. Dürer sought a Canon of Beauty, and the history of Art has proved over and over again that beauty canonised is damned.

One more remark: his contemporaries and critics praised the extraordinary technical skill with which he could draw straight lines without the aid of a ruler, or the astounding legerdemain with which he reproduced every single hair in a curl  the Paganini worship which runs through all the ages; which in itself is fruitless; touches the fiddle-strings at best or cerebral cords, not heart-strings.

Out of all the foregoing, out of all the mortal and mouldering coverings we have now to shell the real, the immortal Dürer  the Dürer whose mind was longing for truth, whose soul was longing for harmony, and who out of his longings fashioned his Art, as all great men have done and will do until the last.

On the title-page of the Small Passion is a woodcut  the Man of Sorrows.

There, reader, you have, in my opinion, the greatness of Dürer; he never surpassed it. It is the consciousness of mans impotence; it is the saddest sight mortal eyes can behold  that of a man who has lost faith in himself.

If Dürer were here now I am sure he would lay his hand upon my shoulder, and, his deep true eyes searching mine, his soft and human lips would say:  

You are right, my friend; this is my best, for it is the spirit of my age that spoke in me then.

In front of the Pantheon at Paris is a statue called The Thinker. A seated man, unconscious of his bodily strength, for all his consciousness is in the iron grip of thought. He looks not up, not down  he looks before him; and methinks, reader, I can hear an unborn voice proclaim:

This too was once the Spirit of an Age. Two milestones on the path of human progress; an idle fancy if you will  no more.

Of the Man of Sorrows then we spoke: It is a small thing, but done exceeding well, for in the simplicity of form it embraces a world of meaning; and whilst you cannot spare one iota from the words of the Passion, on account of this picture, yet all the words of Christs suffering seem alive in this plain print. Could there be a better frontispiece?

In judging, not enjoying, a work of art, one should first make sure that one understands the methods of the artist; one should next endeavour to discover his evident purpose or aim, or motif, and forming ones judgment, ask: Has the artist succeeded in welding aim and result into one organic whole?

Neither the motif nor its form are in themselves of value, but the harmony of both  hence we may place Dürers Man of Sorrows by the side of Michelangelos Moses, as of equal importance, of equal greatness. This Man of Sorrows we must praise as immortal Art, and the reason is evident; Dürer, who designed it during an illness, had himself suffered and knew sorrow  felt what he visualised.


PLATE V.  PORTRAIT OF OSWALT KREL

(From the Oil-painting in the Alte Pinakothek, Munich. Painted in 1499)

A striking portrait; somewhat cramped in expression, but full of interest. The trees in the background stamp it at once as a work of German origin. Dürers attempt to portray more than the flesh is particularly noticeable here, because not quite successful.
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If we compare another woodcut, viz. the one from Die heimliche Offenbarung Johannis, illustrating Revelations i. 12-17, we will have to draw a different conclusion. Let us listen to the passage Dürer set himself to illustrate:

12. And I turned to see the voice that spake with me. And being turned, I saw seven golden candlesticks;



13. And in the midst of the seven candlesticks one like unto the Son of man, clothed with a garment down to the foot, and girt about the paps with a golden girdle.

14. His head and hairs white like wool, as white as snow; and his eyes as a flame of fire;

15. And his feet like unto fine brass, as if they burned in a furnace; and his voice as the sound of many waters.

16. And he had in his right hand many stars: and out of his mouth went a sharp two-edged sword: and his countenance was as the sun shineth in his strength.

17. And when I saw him, I fell at his feet as dead.

Assuming that a passage such as this can be illustrated, and that without the use of colour, is his a good illustration? Does it reproduce the spirit and meaning of St. John, or only the words? Look at the two-edged sword glued to the mouth, look at the eyes as a flame of fire; can you admit more than that it pretends to be a literal translation? But it is not even literal; verse 17 says distinctly, And when I saw him, I fell at his feet as dead. But St. John is here represented as one praying. Then what is the inference? That Dürer was unimaginative in the higher sense of the word; that he, like the Spirit of the Reformation, sought salvation in the WORD. Throughout Dürers Art we feel that it was constrained, hampered by his inordinate love of literal truthfulness; not one of his works ever rises even to the level of Raphaels Madonna della Seggiola. Like German philosophy, his works are so carefully elaborated in detail that the glorious whole is lost in more or less warring details. His Art suffers from insubordination  all facts are co-ordinated. He himself knew it, and towards the end of this life hated its complexity, caused by the desire to represent in one picture the successive development of the spoken or written word; a desire which even in our days has not completely disappeared.

Dürer therefore appeals to us of to-day more through such conceptions as the wings of the Paumgaertner altar-piece, or the four Temperaments (St. Peter, St. John, St. Mark, and St. Paul), than through the crowded centre panels of his altar-pieces; and the strong appeal of his engravings, such as the Knight of the Reformation (1513) or the Melancholia (1514), is mainly owing to the predominant big note of the principal figures, whilst in the beautiful St. Jerome (Hieronymus im Gehäus) it is the effect of sunshine and its concomitant feeling of well-being  Gemüthlichkeit, to use an untranslatable German word  which makes us linger and dwell with growing delight on every detail of this wonderful print.

In spite of appearances to the contrary, Dürer was, as I have said, unimaginative. He needed the written word or anothers idea as a guide; he never dreamt of an Art that could be beautiful without a mission  he never created. Try to realise for a moment that throughout his work  in accordance with the conception of his age  he mixes purely modern dress with biblical and classical representation, as if our Leightons, Tademas, Poynters, were to introduce crinolines, bustles, or empire gowns amongst Venuses and Apollos. In the pathetic Deposition from the Cross the Magdalen is just a modern Nuremberg damsel, and the Virgins headwrap is slung as the northern housewife wore it, and not like an Oriental womans; Joseph of Arimathea and Nicodemus are clad as Nuremberg burghers, and only in the figure of John does he make concession to the traditional classic garment. Such an anachronistic medley could only appear logical so long as the religious spirit and the convictions of the majority were at one. I dare scarcely hint at, much less describe, the feelings that would be stirred in you if a modern painter represented the Crucifixion with Nicodemus and the man from Arimathea in frock-coats, Mary and the Magdalen in walking costume, and a company of Horse-guards in attendance. The abyss of over four centuries divides us from Dürer; my suggestion sounds blasphemous almost, yet it is a thought based on fact and worthy of most careful note.

Owing to a convention  then active, now defunct  Dürer grasped the hands of all the living, bade them stop and think. Not one of those who beheld his work could pass by without feeling a call of sympathy and understanding. Everyman Dürer!  that is his grandeur. To this the artists added their appreciation; what he did was not only truly done, but on the testimony of all his brothers in Art well done. So with graver, pen, and brush he gave his world the outlines of Belief. In his pictures the illiterate saw, as by revelation, that which they could not read, and the literate, the literati  Erasmus, Pirkheimer, Melanchthon amongst the most prominent  saw the excellence of the manner of his revelations.

I cannot think of any better way of explaining the effect of Dürers Art as an illustrator upon his time, than to beg you to imagine the delight a short-sighted man experiences when he is given his first pair of spectacles. Everything remains where it is; he has not lost his sense of orientation, but on a sudden he sees everything more clearly, more defined, more in detail: and where he previously had only recognised vague effects he begins to see their causes. Such was the effect of Dürers Art: features, arms, hands, bodies, legs, feet, draperies, accessories, tree-trunks and foliage, vistas, radiance and light, not suggested but present, truly realised. When I say Dürer was not imaginative I mean to convey that imagination was characteristic of the age, not of him alone, but the materialisation, the realisation of fancy, that is his strength.

All these considerations can find, unfortunately, no room for discussion in these pages, for it were tedious to refer the reader to examples which are not illustrated.

We must perforce accept the limitations of our programme, and devote our attention to his paintings  far the least significant part of his activity.

Dürer was the great master of line  he thinks in line. This line is firstly the outline or contour in its everyday meaning; secondly, it is the massed army of lines that go to make shadow; thirdly, it is line in its psychical aspect, as denoting direction, aim, tendency, such as we have it in the print of the Melancholia. No one before him had ever performed such wonderful feats with line, not even Mantegna with his vigorous but repellent parallels.

This line was the greatest obstacle to his becoming a successful painter. For his line was not the great sweep, not the graceful flow, not the spontaneous dash, not the slight touch, but the heavy, determined, reasoned move, as of a master-hand in a game of chess.

To him, consequently, the world and his Art were problems, not joys.

Consider one of his early works  the portrait of his father, the honest, God-fearing, struggling goldsmith. The colour of this work is monotonous, a sort of gold-russet. It might almost be a monochrome, for the interest is centred in the wrinkles and lines of care and old age with which Father Time had furrowed the skin of the old man, and which Dürer has imitated with the determination of a ploughshare cleaving the glebe.


PLATE VI.  THE MADONNA WITH THE SISKIN

(From the Oil-painting in the Berlin Museum. Painted about 1506)

Although this picture shows that it was painted under Venetian influence, it betrays the unrest of Dürers mind, which makes nearly all his work pleasanter to look into than to look at. Dürers works generally should be read.
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When we come to his subject pictures, we will have to notice at once that they have been constructed, not felt. It has been remarked that Dürer did for northern Art, or at least attempted, what Leonardo did for Italian Art, viz., converted empirical Art into a theoretical science. Whether such conversion was not in reality a perversion, is a question that cannot be discussed here. We have, at any rate, in Dürer a curious example of an artist referring to Nature in order to discard it; the idealist become realist in order to further his idealism. Most of his pictures contain statements of pictorial facts which are in themselves most true, but taken in conjunction with the whole picture quite untrue. Dürer lacked the courage to trust his sense of sight, his optic organ: beauty with him is a thing which must be thought out, not seen. Dürer had come into direct contact with Italian Art, had felt himself a gentleman in Venice, and only a parasite in Nuremberg. From Italy he imported a conception of beauty which really was quite foreign to him. Italy sowed dissension in his mind, for he was ever after bent on finding a formula of beauty, which he could have dispensed with had he remained the simple painter as we know him in his early self-portrait of 1493. There can be no doubt that Dürer was principally looking towards Italy for approval, as indeed he had little reason to cherish the opinions of the painters in his own country, who were so greatly his inferiors both in mind as in their Art.

Much has been made of the fact that painting was a free Art, not a Guild in Nuremberg. Now carpentering was also a free Art at Nuremberg, and painting was not free in Italy, so the glory of freedom is somewhat discounted; but whatever Art was, Dürer, at any rate, was not an artist in Raphaels, Bellinis, or Titians sense. He was pre-eminently a thinker, a moralist, a scientist, a searcher after absolute truth, seeking expression in Art. Once this is realised his pictures make wonderfully good reading.

The Deposition, for example, is full of interest. The dead Christ, whose still open lips have not long since uttered Into Thy hands, O Lord, is being gently laid on the ground, His poor pierced feet rigid, the muscles of His legs stiff as in a cramp. The Magdalen holds the right hand of the beloved body, and the stricken mother of Christ is represented in a manner almost worthy of the classic Niobe. Wonderfully expressive, too, are all the hands in this picture. Dürer found never-ending interest in the expressiveness of the hand. But if we were to seek in his colour any beauty other than intensity, we should be disappointed, as we should for the matter of that in any picture painted before the advent of Titian.

Again that monster Ignorance stirs. For as I speak of colour, as I dogmatise on Titian, I am aware that colour may mean so many different things, and any one who wished to contradict me would be justified in doing so, not because I am wrong and he is right, but because of my difficulty in explaining colour, and his natural wish to aim at my vulnerable spot. Because I am well-nigh daily breaking bread with painters who unconsciously reveal the workings of their mind to me, I know that all the glibly used technical terms of their Art are as fixed as the colour of a chameleon. Different temperaments take on different hues. There is colour in Van Eyck and Crivelli, in Bellini and Botticelli, but deliberate colour harmonies, though arbitrary in choice, belong to Titian.

Dürer is no colourist, because, as we have already said, painting was the problem, not the joy of expression  in that he is Mantegnas equal, and Beato Angelicos inferior.

Thus looking on the Madonna mit dem Zeisig at Berlin, we may realise its beauty with difficulty. For whatever it may have been to his contemporaries, to us it means little, by the side of the splendid Madonnas from Italy, or even compared with his own engraved work.

This Madonna with the Siskin is a typical Dürer. In midst of the attempted Italian repose and beauty of the principal figures, we have the vacillating, oscillating profusion of Gothic detail. The fair hair of the Madonna drawn tightly round the head reappears in a gothic mass of crimped curls spread over her right shoulder. On her left hangs a piece of ribbon knotted and twisted. The cushion on which the infant Saviour sits is slashed, laced, and tassled. The Infant holds a prosaic schnuller or baby-soother in His right hand, whilst the siskin is perched on the top of His raised forearm. Of the wreath-bearing angels, one displays an almost bald head, and the background is full of unrest. Even the little label bearing the artists name, by which old masters were wont to mark their pictures, and which in Bellinis case, for instance, appears plain and flatly fixed, bends up, like the little films of gelatine, which by their movements are thought to betray the holders temperament.

One of the tests of great Art is its appearance of inevitableness: in that the artist vies with the creator:

The Moving Finger writes, and having writ,
Moves on; nor all your piety nor wit
Shall lure it back to cancel half a line.

There are a good many lines in the Siskin Madonna which bear cancelling: not one in the Madonna of the title-page of the Marieenleben, which for that reason is a work of greater Art.

The fact is, that whilst his engraved and black and white work reaches at times monumental height, great in saecula saeculorum, there are too few of his painted pictures that have the power to arrest the attention of the student of Art, who must not be confounded with the student of Art-history.

As a painter he is essentially a primitive; as a graver he overshadows all ages.

Thus we see his great pictures one after the other: his Paumgaertner altar-piece, his Deposition  both in Munich; The Adoration of the Magi in the Uffizi; the much damaged but probably justly famed Rosenkranz fest in Prague, with his own portrait and that of his friend Pirckheimer in the background, and Emperor Max and Pope Julius II. in the foreground; the Dresden altar-piece, or the Crucifixion, with the soft body of the crucified Christ and the weirdly fluttering loin-cloth; the strangely grotesque Christ as a Boy in the Temple in the Barberini Palace; the Adam and Eve; the Martyrdom of the 10,000 Christians  thus, I say, we see them one after the other pass before us, and are almost unmoved.


PLATE VII.  SS. JOHN AND PETER

(From an Oil-painting in the Alte Pinakothek, Munich. Finished in 1526)

This, with the SS. Paul and Mark, originally formed one picture, and was painted for the Council of his beloved city, Nuremberg, as a gift, two years before his death. Dürer had inscribed lengthy quotations from the Bible below the picture; these quotations, proving the militant fervour of his Protestant faith, were subsequently removed on that account. Dürers works were always more than works of Art.
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True, the Paumgaertner altar-piece has stirred us on account of the wing-pictures, but there is good reason for that, and we will revert to this reason later. The Adoration of the Magi seems reminiscent of Venetian influence. Not until we reach the year 1511 do we encounter a work that must arrest the attention of even the most indolent: it is the Adoration of the Holy Trinity, or the All Saints altar-piece, painted for Matthew Landauer, whom we recognise, having seen Dürers drawing of his features, in the man with the long nose on the left of the picture. This picture is without a doubt the finest, the greatest altar picture ever painted by any German. It is not by any means a large picture, measuring only 4 ft. 3 in. × 3 ft. 10-3/4 in., but it is so large in conception that it might well have been designed to cover a whole wall. Dürer has here surpassed himself; he has for once conceived with the exuberance of a Michelangelo, for it is more serious than a Raphael, it is less poetic than a Fra Angelico: but personally I state my conviction, that if ever all the Saints shall unite in adoration of the Trinity, this is the true and only possibility, this is instinct with verisimilitude, this might be taken for documentary evidence. This communion of saints was beholden by man. If ever a man was a believer irrespective of Church, Creed, or sect  Dürer was he. I confess to a sense of awe in beholding this work, akin to Fra Angelico in its sincerity, akin to Michelangelo in its grandeur, and German wholly in the naturalness of its mystery. With more than photographic sharpness and minuteness of detail does Dürer materialise the vision: God-Father, an aged King  a Charlemagne; God-Son, the willing sufferer; the Holy Ghost, the dove of Sancgrael; the Heavenly Hosts above; the Saints beside and below  Saints that have lived and suffered, and are now assembled in praise  for the crowd is a living, praying, praising, and jubilant crowd.

Well might the creator of this masterpiece portray himself, and proudly state on the tablet he is holding:

Albertus Dürer Noricus faciebat.

This picture is not a vision  it is the statement of a dogmatic truth; as such it is painted with all the subtlety of doctrinal reasoning; not a romantic vision, nor a human truth, such as we find in Rembrandts religious works. It is a ceremonial picture, only the ceremony is full, not empty; full of conviction, reverence, and faith! Such pictures are rare amongst Italians  in spite of all their sense of beauty; more frequent amongst the trans-alpine peoples, but never built in so much harmony. Unfortunately it has suffered, and is no longer in its pristine condition; it were fruitless therefore to discuss the merits of its colour.

Mindful of my intention only to pick up a jewel here and there, I will not weary the reader with the enumeration of his altar-pieces, Nativities, Entombments, Piétàs and Madonnas. I can do this with an easy mind, because in my opinion (and you, reader, have contracted by purchase to accept my guidance) his religious paintings are of historical rather than Art interest.

The Adams and Eves of the Uffizi and the Prado cannot rouse my enthusiasm either. In these pictures Dürer makes an attempt to create something akin to Dr. Zamenhofs Esperanto; a universal standard for the language of Art in the one case, of Life in the other: and in either case this language, laboriously and admirably constructed but lacking in vitality, leaves the heart untouched. Dürers attempts to paint a classical subject, such as Hercules slaying the Stymphalian birds, are unsatisfying. I cannot see any beauty of conception in a timid and illogical mixture of realism and phantasy  it is not whole-hearted enough. Even Rembrandts ridiculous Rape of Ganymede has reason and Art on his side. Imagination was not Dürers forte; it is therefore with all the greater pleasure that we turn to his portraits.

Portraits are always more satisfactory than subject pictures, a fact which is particularly noticeable to-day. There are scores of painters whose portrait-painting is considerably more impressive than their subject-painting  not because portrait-painting is less difficult, but because it is more difficult to detect the weaknesses of painting in a portrait.

From the early Goethe-praised self portrait of 1493 down to the wonderful portraits of 1526 there are but few that are not rare works of Art, and of the few quite a goodly proportion may not be genuine at all.

Dürers ego loomed large in his consciousness, and therefore, unlike Rembrandt (who also painted his own likeness time and again, though only for practice), Dürer was really proud of his person  as to be sure he had reason to be.

The portrait of 1493 shows us the young Dürer, who was in all probability betrothed to his Agnes; he is holding the emblem of Fidelity  Mans Troth as it is called in German  which on Goethes authority I may explain is Eryngo, or anglice Sea-holly, in his hand.

Five years later this same Dürer, having probably returned from Venice, appears in splendid array, a true gentleman, gloved, and his naturally wavy hair crisply crimped, clad in a most fantastic costume.

As his greatest portrait the Munich one, dated 1500, has always been acclaimed. His features here bear a striking resemblance to the traditional face of Christ, and no doubt the resemblance was intentional. The nose, characterised in other pictures by the strongly raised bridge, loses this disfigurement in its frontal aspect. There is an almost uncanny expression of life in his eyes; dark ages of Byzantine belief and Art spring to the mind, and compel the spectator into an attitude of reverence not wholly due to the merits of the painting.

The comparison with Holbeins work naturally obtrudes itself, when Dürers portraits are the subject of discussion.

In the Wallace collection is a most delightful little miniature portrait of Holbein, by his own hand. Compare the two heads. What a difference! Holbein the craftsman par excellence; the man to whom drawing came as easily as seeing comes to us. With shrewd, cold, weighing eyes he sizes himself up in the mirror. He, too, is a man of knowledge; he does his work faithfully and exceedingly well, but leaves it there. He never moralises, draws no conclusions, infers nothing, states merely facts  and if the truth must be said, is the greater craftsman.

Dürers mind was deeper; one might say the springs of his talent welling upwards had to break through strata of cross-lying thought, reaching his hand after much tribulation, and teaching it to set down all he knew.

So the Paumgaertner portraits, at one time supposed to represent Ulrich von Hutten and Franz von Sickingen  the Reformation knights  show a marvellous grasp of character, wholly astonishing in the unconventional attitude, whilst the portrait of his aged master, Michael Wohlgemut, overstates in its anxiety not to understate.

His portrait of Kaiser Maximilian, quiet, dignified, is yet somewhat small in conception.

Two years later, however, he painted a portrait now in the Prado, representing presumably the Nuremberg patrician, Hans Imhof the Elder.

Purely technically considered this picture appears to be immeasurably above his own portrait of 1500, and above any other excepting the marvellous works of 1526. Whoever this Hans Imhof was, Dürer has laid bare his very soul. These later portraits show that Dürer stood on the threshold of the modern world.


PLATE VIII.  SS. PAUL AND MARK

(From an Oil-painting in the Alte Pinakothek, Munich. Finished in 1526)

See Note preceding Plate VII.
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Hieronymus Holzschuer is another of Dürers strikingly successful efforts to portray both form and mind, and although the colour of the mans face is of a conventional pink, yet the pale blue background, the white hair, the pink flesh, and the glaring eyes stamp themselves indelibly on the mind of the beholder, much to the detriment of the other picture in the Berlin Gallery, Jacob Muffel. Jacob Muffel, contrary to Jerome Holzschuer, looks a miser, a hypocrite, and the more unpleasant, as he does not by any means look a fool. But Dürers craftsmanship here exceeds that of the Holzschuer portrait, whom we love for the sake of his display of white hair and flaming eyes. The enigma to me is how a man who had painted the three last portraits mentioned, could have fallen to the level of the Madonna with the Apple of the same year.

The finest portrait under his name is the Portrait of a Woman at Berlin. This indeed is a brilliant piece of portraiture, absolutely modern in feeling, exceeding Holbein; and unless my eyes, which have not rested upon its surface for over ten years, deceive me, it is quite unlike any portrait painted by him before  the nearest perhaps being the mans portrait at Munich of 1507. The picture is supposed to show Venetian influence, and might therefore belong to this epoch; but, to my thinking, documentary evidence alone could make this picture in its not Dürer-like mode of seeing an undoubted work from his hand.

Space forbids further enumeration, further discussion of his work. As to details of his biography the reader will find in almost every library some reliable records of his life, and several inexpensive books have also appeared of recent years.

Dürers life was in reality uneventful. He died suddenly on April 6, 1528, in Nuremberg, having in all probability laid the foundations of his illness on his celebrated journey into Flanders in 1520-21, where he was fêted everywhere, and right royally received both by the civic authorities and his own brothers of the palette.

His stay at Venice as a young man, and this last-mentioned journey, were the greatest adventures of his body. His mind was ever adventurous, seeking new problems, overcoming new difficulties. It is so tempting to liken him to his own Jerome in his Study, yet St. Jeromes life was the very antithesis of our Dürer. In Dürer there was nothing of the Faust-Natur, as the Germans are fond of expressing an ill-balanced, all-probing mind. Dürers moral equilibrium was upheld by his deep and sincere religious convictions. He is firmly convinced that God has no more to say to humanity than the Bible records. Dürers difficulties end where Fausts began.

The last years of Dürers life were spent in composing books on the theory and practice of Art.

To write an adequate Life of Dürer then is impossible in so small a compass. And if anything I said were wise, it were surely the fact that I wanted you, reader, in the very beginning to expect no more than a dim light on the treasure store of Dürers Thought and Dürers Art.

But however dim the light, I hope it has been a true light.

And here my conscience smites me! All along I may have appeared querulous, seeking to divulge Dürers limitations rather than his excellences.

Perhaps! There are so many misconceptions about Dürer. He was a deep-thinking man; he was like the churches of the North  narrow, steep, dimly religious within, full of traceries, lacework, gargoyles, and grotesques without.

I have read that it used to be said in Italy: All the cities of Germany were blind, with the exception of Nuremberg, which was one-eyed. True! True also of Dürer and German Art.

In 1526, two years before his death, Dürer presented a panel to his native city, now cut in two, robbed of its Protestant inscription, and hanging in the Alte Pinakothek at Munich. Dürers last great work!

It is as though he felt that the divine service of his life was drawing to its close. His life and Art I have likened to a Gothic Cathedral; his last works were as the closed wings of a gigantic altar-piece, before which he leaves posterity gazing overawed.

The life-size figures of this great work represent the four Apostles: St. John in flaming red, with St. Peter, St. Mark in white, with St. Paul.

Dürers greatest work: here for once his mind and his hand were at one.

Menacing, colossal in conception these figures rise, simple with the simplicity Dürer aimed for, and at last attained; Byzantine in their awe-inspiring grandeur. But instead of the splendour of Byzantine gold he places his figures upon a jet-black ground, as if he wished to instil the knowledge that there is no light except that which the four Apostles reflect. He had said as much indeed himself years ago. These four figures, painted with greater care than any other, are his artistic last will and testament. In the letter, by which he humbly begs acceptance of these pictures from the Council, he quotes the words of the four Apostles, which his pictures illustrate, viz:  

St. Peter, in his second epistle in the second chapter.

St. John, in the first epistle in the fourth chapter.

St. Paul, in the second epistle to Timothy in the third chapter.

St. Mark, in his Gospel in the twelfth chapter.

Read them and behold: The Book and the sword! The religion of love in Saracenic fierceness. The menacing guardians of the Word.

Dürer with finality excludes the faithless from all hope. It is this finality, this absolute faith in the Word, this firm conviction of the finiteness of all things, which characterise the whole of his Art. The spirit which brooks no uncertainty and suffers no metaphor, glues a veritable sword to the lips of the Son of man.

This finality is the cause of Dürers isolation. He has no followers in the world of creative Art. Close the doors of Dürers cathedral and the world rolls on, rolls by unheeding.

After Dürer and Luther had gone  Luther, on whose behalf Dürer uttered so touching a prayer  Germany, the holy empire, fell upon evil times. After the death of Maximilian the fields of the cloth of gold and the fields of golden harvest were turned into rude jousting places of ruder rabble. The hand of time was set back for centuries.

We have a shrewd suspicion that Carlyles German, with his cowhorn blasts, did not tell the universe what oclock it really is. We have a shrewd suspicion that in the beginning of last century the clocks in Germany had only just begun ticking after centuries of rest.

I am straying, reader.

What was it that Dürer had inscribed on the Apostle Panels?

All worldly rulers in these times of danger should beware that they receive not false Teaching for the Word of God. For God will have nothing added to His Word nor yet taken away. Hear, therefore, these four excellent men, Peter, John, Paul, and Mark, their warning.

The narrow outlook of his time speaks here!

For words which bear addition or suffer subtraction, can never be the words of God.

Gods words are worlds. Our words are stammerings, scarcely articulate.

Reader! look you, my torch burns dimly; let us back unto the day.


DÜRER by M. F. Sweetser
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PREFACE.

This little volume presents an account of the life of one of the noblest and most versatile artists of Germany, with a passing glance at the activities of Northern Europe at the era of the Reformation. The weird and wonderful paintings of Dürer are herein concisely described, as well as the most famous and characteristic of his engravings and carvings; and his quaint literary works are enumerated. It has also been thought advisable to devote considerable space to details about Nuremberg, the scene of the artists greatest labors; and to reproduce numerous extracts from his fascinating Venetian letters and Lowland journals.

The modern theory as to Dürers wife and his home has been accepted in this work, after a long and careful examination of the arguments on both sides. It is pleasant thus to be able to aid in the rehabilitation of the much-slandered Agnes, and to have an oppressive cloud of sorrow removed from the memory of the great painter.

The chief authorities used in the preparation of this new memoir are the recent works of Dr. Thausing and Mr. W. B. Scott, with the series of articles now current in The Portfolio, written by Professor Colvin. Mrs. Heatons biography has also been studied with care; and other details have been gathered from modern works of travel and art-criticism, as well as from The Art Journal, La Gazette des Beaux Arts, and other periodicals of a similar character.

M. F. Sweetser.


CHAPTER I.

The Activities of Nuremberg.  The Dürer Family.  Early Years of Albert.  His Studies with Wohlgemuth.  The Wander-Jahre.

The free imperial city of Nuremberg, in the heart of Franconia, was one of the chief centres of the active life of the Middle Ages, and shared with Augsburg the great trans-continental traffic between Venice and the Levant and Northern Europe. Its municipal liberties were jealously guarded by venerable guilds and by eminent magistrates drawn from the families of the merchant-princes, forming a government somewhat similar to the Venetian Council. The profits of a commercial prosperity second only to that of the Italian ports had greatly enriched the thrifty burghers, aided by the busy manufacturing establishments which made the city the Birmingham of the Middle Ages. Public and private munificence exerted itself in the erection and adornment of new and splendid buildings; and the preparation of works of art and utility was stimulated on all sides. It was the era of the discovery of America, the revival of classic learning, and the growth of free thought in matters pertaining to religion. So far had the inventions of the artisans contributed to the comfort of the people, that Pope Pius II. said that A Nuremberg citizen is better lodged than the King of Scots; and so widely were they exported to foreign realms, that the proud proverb arose that

Nurembergs hand
Goes through every land.

Nuremberg still stands, a vast mediæval relic, in the midst of the whirl and activity of modern Germany, rich and thriving, but almost unchanged in its antique beauty. The narrow streets in which Dürer walked are flanked, as then, by quaint gable-roofed houses, timber-fronted, with mullioned windows and arching portals. In the faded and venerable palaces of the fifteenth century live the descendants of the old patrician families, cherishing the memories and archives of the past; and the stately Gothic churches are still rich in religious architecture, and in angular old Byzantine pictures and delicate German carvings. On the hill the castle rears its ponderous ramparts, which have stood for immemorial ages; and the high towers along the city walls have not yet bowed their brave crests to the spirit of the century of boulevards and railroads.

With two essentials of civilization, paper and printing-presses, Nuremberg supplied herself at an early day. The first paper-mill in Germany was established here in 1390; and its workmen were obliged to take an oath never to make paper for themselves, nor to reveal the process of manufacture. They went out on a strike when the mill was enlarged, but the authorities imprisoned them until they became docile once more. Kobergers printing-house contained twenty-four presses, and employed over a hundred men, printing not only Bibles and breviaries, but also chronicles, homilies, poems, and scientific works. As the Aldine Press attracted many authors and scholars to Venice, so Kobergers teeming press led several German literati to settle at Nuremberg. For the four first years of Dürers life, the wonderful mathematician and astronomer Regiomontanus dwelt here, and had no less than twenty-one books printed by Koberger. His numerous inventions and instruments awakened the deepest interest in the Nuremberg craftsmen, and stimulated a fruitful spirit of inquiry for many years.

The clockmakers of Nuremberg were famous for their ingenious productions. Watches were invented here in the year 1500, and were long known as Nuremberg eggs. The modern composition of brass was formed by Erasmus Ebner; wire-drawing machinery also was a Nuremberg device; the air-gun was invented by Hobsinger; the clarionet, by Denner; and the church-organs made here were the best in Germany. There were also many expert metal-workers and braziers; and fifty master-goldsmiths dwelt in the town, making elegant and highly artistic works, images, seals, and medals, which were famous throughout Europe. The most exquisite flowers and insects, and other delicate objects, were reproduced in filagree silver; and the first maiolica works in Northern Europe were also founded here.

Isolated, like the ducal cities of Italy, from the desolating wars of the great powers of Europe, and like them also growing rapidly in wealth and cultivation, Nuremberg afforded a secure refuge for Art and its children. In Dürers day the great churches of St. Sebald, St. Lawrence, and Our Lady were finished; Peter Vischer executed the exquisite and unrivalled bronze Shrine of St. Sebald; and Adam Kraft completed the fairy-like Sacrament-house, sixty feet high, and delicate as a tree covered with hoar-frost. Intimate with these two renowned artificers was Lindenast, the red smith, who worked skilfully in beaten copper; and their studies were conducted in company with Vischers five sons, who, with their wives and children, all dwelt happily at their fathers house. Vischer lived till a year after Dürers death, but there is no intimation that the two artists ever met. Another eminent craftsman was the unruly Veit Stoss, the marvellous wood-carver, many of whose works remain to this day; and there was also Hans Beheim, the sculptor, an honorable, pious, and God-fearing man; and Bullman, who was very learned in astronomy, and was the first to set the Theoria Planetarum in motion by clockwork; and he who made the great alarm-bell, which was inscribed, I am called the mass and the fire bell: Hans Glockengeiser cast me: I sound to Gods service and honor. What shall we say also of Hartmann, Dürers pupil, who invented the measuring-rod; Schoner, the maker of terrestrial globes; Donner, who improved screw machinery; and all the skilful gun-makers, joiners, carpet-workers, and silk-embroiderers? There was also the burgher Martin Behaim, the inventor of the terrestrial globe, who anticipated Columbus by sailing Eastward across the Pacific Ocean, passing through the Straits of Magellan and discovering Brazil, as early as 1485.

In Germany, as in Italy, the studio of the artist, full of pure and lofty ideals, had hardly yet evolved itself from the workshop of the picture-manufacturer. Nurembergs chief artists at this time were Michael Wohlgemuth, Dürers master; Lucas Kornelisz, also called Ludwig Krug, who, though a most skilful engraver, was sometimes forced to adopt the profession of a cook in order to support himself; and Matthias Zagel, who was expert in both painting and engraving. Still another was the Venetian Jacopo de Barbari, or Jacob Walch, the master of the Caduceus, a dexterous engraver and designer, whom Dürer alludes to in his Venetian and Netherland writings. The art of engraving had been invented early in the fifteenth century, and was developing rapidly and richly toward perfection. The day of versatile artists had arrived, when men combined the fine and industrial arts in one life, and devoted themselves to making masterpieces in each department. The northern nations, unaided by classic models and traditions, were developing a new and indigenous æsthetic life, slow of growth, but bound to succeed in the long run.

The literary society of Dürers epoch at Nuremberg was grouped in the Sodalitas Literaria Rhenana, under the learned Conrad Celtes, who published a book of Latin comedies, pure in Latinity and lax in morals, which he mischievously attributed to the Abbess Roswitha. Pirkheimer and the monk Chelidonius also belonged to this sodality. Other contemporary literati of the city were Cochläus, Luthers satirical opponent; the Hebraist Osiander; Venatorius, who united the discordant professions of poetry and mathematics; the Provost Pfinzing, for whose poem of Tewrdannkh, Dürers pupil Schäuffelein made 118 illustrations; Baumgärtner, Melanchthons friend; Veit Dietrich, the reformer; and Joachim Camerarius, the Latinist. But the most illustrious of Nurembergs authors at that time was the cobbler-poet, Hans Sachs, a radical in politics and religion, who scourged the priests and the capitalists of his day in songs and satires which were sung and recited by the workmen of all Germany. He himself tells us that he wrote 4,200 master-songs, 208 comedies and tragedies, 73 devotional and love songs, and 1,007 fables, tales, and miscellaneous poems; and others say that his songs helped the Reformation as much as Luthers preaching.

Thus the activities of mechanics, art, and literature pressed forward with equal fervor in the quaint old Franconian city, while Albert Dürers life was passing on. Abroad and far off still mightier things were doing; Copernicus was writing in his observatory, Vasco di Gama was on the Southern Seas.



I, Albrecht Dürer the younger, have sought out from among my fathers papers these particulars of him, where he came from, and how he lived and died holily. God rest his soul! Amen. In this manner the pious artist begins an interesting family history, in which it is stated that the Dürers were originally from the romantic little Hungarian hamlet of Eytas, where they were engaged in herding cattle and horses. Anthony Dürer removed to the neighboring town of Jula, where he learned the goldsmiths art, which he taught to his son Albrecht, or Albert, while his other sons were devoted to mechanical employments and the priesthood. Albert was not content to stay in sequestered Jula, and, wandering over Germany and the Low Countries, at last came to Nuremberg, where he settled in 1455, in the service of the goldsmith Hieronymus Haller. This worthy Haller and his wife Kunigund, the daughter of Oellinger of Weissenberg, at that time had an infant daughter; and as she grew up Albert endeared himself to her to such purpose that, in 1467, when Barbara had become a fair and handy maiden of fifteen, he married her, being forty years old himself. During the next twenty-four years she bore him eighteen children, seven daughters and eleven sons, of whose births, names, and godparents the father made careful descriptions. Three only, Albert, Andreas, and Hans, arrived at years of maturity. It may well be believed that the poor master-goldsmith was forced to work hard and struggle incessantly to support such a great family; and his portrait shows that the hand-to-mouth existence of so many years had told heavily and left its imprint on his weary and careworn face. Yet he had certain sources of peace and gentleness in his life, and never sank into moroseness or selfishness. Let us quote the tender and reverent words of his son: My fathers life was passed in great struggles and in continuous hard work. With my dear mother bearing so many children, he never could become rich, as he had nothing but what his hands brought him. He had thus many troubles, trials, and adverse circumstances. But yet from every one who knew him he received praise, because he led an honorable Christian life, and was patient, giving all men consideration, and thanking God. He indulged himself in few pleasures, spoke little, shunned society, and was in truth a God-fearing man. My dear father took great pains with his children, bringing them up to the honor of God. He made us know what was agreeable to others as well as to our Maker, so that we might become good neighbors; and every day he talked to us of these things, the love of God and the conduct of life.

Albert Dürer was the third child of Albert the Elder and Barbara Hallerin, and was born on the morning of the 21st of May, 1471. The house in which the Dürers then lived was a part of the great pile of buildings owned and in part occupied by the wealthy Pirkheimer family, and was called the Pirkheimer Hinterhaus. It fronted on the Winkler Strasse of Nuremberg, and was an ambitious home for a craftsman like Albert. The presence of Antonius Koberger, the famous book-printer, as godfather to the new-born child, shows also that the Dürers occupied an honorable position in the city.

The Pirkheimers were then prominent among the patrician families of Southern Germany, renowned for antiquity, enormously wealthy through successful commerce, and honored by important offices in the State. The infant Willibald Pirkheimer was of about the same age as the young Albert Dürer; and the two became close companions in all their childish sports, despite the difference in the rank of their families. When the goldsmiths family moved to another house, at the foot of the castle-hill, five years later, the warm intimacy between the children continued unchanged.

The instruction of Albert in the rudiments of learning was begun at an early age, probably in the parochial school of St. Sebald, and was conducted after the singular manner of the schools of that day, when printed books were too costly to be intrusted to children. He lived comfortably in his fathers house, and daily received the wise admonitions and moral teachings of the elder Albert. His friendship for Willibald enabled him to learn certain elements of the higher studies into which the young patrician was led by his tutors; and his visits to the Pirkheimer mansion opened views of higher culture and more refined modes of life.

Albert was enamoured with art from his earliest years, and spent many of his leisure hours in making sketches and rude drawings, which he gave to his schoolmates and friends. The Imhoff Collection had a drawing of three heads, done in his eleventh year; the Posonyi Collection claimed to possess a Madonna of his fifteenth year; and the British Museum has a chalk-drawing of a woman holding a bird in her hand, whose first owner wrote on it, This was drawn for me by Albert Dürer before he became a painter. The most interesting of these early works is in the Albertina at Vienna, and bears the inscription: This I have drawn from myself from the looking-glass, in the year 1484, when I was still a child.  Albert Dürer. It shows a handsome and pensive boy-face, oval in shape, with large and tender eyes, filled with solemnity and vague melancholy; long hair cut straight across the forehead, and falling over the shoulders; and full and pouting lips. It is faulty in design, but shows a considerable knowledge of drawing, and a strong faculty for portraiture. The certain sadness of expression tells that the schoolboy had already become acquainted with grief, probably from the straitened circumstances of his family, and the melancholy deaths of so many brothers and sisters. The great mystery of sorrow was full early thrown across the path of the solemn artist. This portrait was always retained by Dürer as a memorial of his childhood.

He says of his father, For me, I think, he had a particular affection; and, as he saw me diligent in learning, he sent me to school. When I had learned to write and read, he took me home again, with the intention of teaching me the goldsmiths work. In this I began to do tolerably well. He was taken into the goldsmiths workshop in his thirteenth year, and remained there two years, receiving instruction which was not without value in his future life, in showing him the elements of the arts of modelling and design. The accuracy and delicacy of his later plastic works show how well he apprehended these ideas, and how far he acquired sureness of expression. The elder Albert was a skilful master-workman, highly esteemed in his profession, and had received several important commissions. It is said that the young apprentice executed under his care a beautiful piece of silver-work representing the Seven Agonies of Christ.



But my love was towards painting, much more than towards the goldsmiths craft. When at last I told my father of my inclination, he was not well pleased, thinking of the time I had been under him as lost if I turned painter. But he left me to have my will; and in the year 1486, on St. Andrews Day, he settled me apprentice with Michael Wohlgemuth, to serve him for three years. In that time God gave me diligence to learn well, in spite of the pains I had to suffer from the other young men. Thus Dürer describes his change in life, and the embarkation on his true vocation, as well as the reluctance of the elder Albert to allow his noble and beloved boy to pass out from his desolated household into other scenes, and away from his companionship.

Wohlgemuth was one of the early religious painters who stood at the transition-point between the school of Cologne and that of the Van Eycks, or between the old pietistic traditions of Byzantine art and the new ideas of the art of the Northern Reformation. The conventionalisms of the Rhenish and Franconian paintings were being exchanged for a fresher originality and a truer realism; and the pictures of this time curiously blended the old and the new. Wohlgemuth seems to have considered art as a money-getting trade rather than a high vocation, and his workroom was more a shop than a studio. He turned out countless Madonnas and other religious subjects for churches and chance purchasers, and also painted chests and carved and colored images of the saints, many of which were executed by his apprentices. A few of his works, however, were done with great care and delicacy, and show a worthy degree of sweetness and simplicity. Evidently the young pupil gained little besides a technical knowledge of painting from this master,  the mechanical processes, the modes of mixing and applying colors, the chemistry of pigments, and a certain facility in using them. It was well that the influences about him were not powerful enough to warp his pure and original genius into servile imitations of decadent methods. His hands were taught dexterity; and his mind was left to pursue its own lofty course, and use them as its skilful allies in the new conquests of art.

Wood-engraving was also carried on in Wohlgemuths studio, and it is probable that Dürer here learned the rudiments of this branch of art, which he afterwards carried to so high a perfection. Some writers maintain that his earliest works in this line were done for the famous Nuremberg Chronicle, which was published in 1493 by Wohlgemuth and Pleydenwurf.

The three years which were spent in Wohlgemuths studio were probably devoted to apprentice-work on compositions designed by the master, who was then about fifty years old, and at the summit of his fame. But few of Dürers drawings now existing date from this epoch, one of which represents a group of horsemen, and another the three Swiss leaders, Fürst, Melchthal, and Staufacher. The beautiful portrait of Dürers father, which is now at Florence, was executed by the young artist in 1490, probably to carry with him as a souvenir of home. Mündler says, For beauty and delicacy of modelling, this portrait has scarcely been surpassed afterwards by the master, perhaps not equalled.

It was claimed by certain old biographers that the eminent Martin Schongauer of Colmar was Dürers first master; but this is now contested, although it is evident that his pictures had a powerful effect on the youth. Schongauer was the greatest artist and engraver that Germany had as yet produced, and exerted a profound influence on the art of the Rhineland. He renewed the fantastic conceits and grotesque vagaries which the Papal artists of Cologne had suppressed as heathenish, and prepared the way for, or perhaps even suggested, the weird elements of Dürers conceptions. At the same time he passed back of his Netherland art-education, and studied a mystic benignity and dreamy spirituality suggestive of the Umbrian painters, with whose chief, the great Perugino, Martin was acquainted. Herein Dürers works were in strong contrast with Schongauers, and showed the new spirit that was stirring in the world.

Next to Schongauer, the great Italian artist Mantegna exercised the strongest influence upon Dürer, who studied his bold and austere engravings with earnest admiration, showing his traits in many subsequent works. Probably he met the famous Mantuan painter during the Wander-jahre, in Italy; and at the close of his Venetian journey he was about to pay a visit of homage to him, when he heard of his death.



During his three years of study we have seen that the delicate and sensitive youth suffered much from the reckless rudeness and jeering insults of his companions, rough hand-workers who doubtless failed to understand the poignancy of the torments which they inflicted on the sad-eyed son of genius. But his home was near at hand, and the tender care of his parents, always beloved. How often he must have wandered through the familiar streets of Nuremberg, with his dreamy artist-face and flowing hair, and studied the Gothic palaces, the fountains adorned with statuary, and the rich treasures of art in the great churches! Beyond the tall-towered town, danger lurked on every road; but inside the gray walls was peace and safety, and no free lances nor marauding men-at-arms could check the aspiring flight of the youths bright imagination.

And when the three years were out, my father sent me away. I remained abroad four years, when he recalled me; and, as I had left just after Easter in 1490, I returned home in 1494 just after Whitsuntide. Thus Albert describes the close of his Lehr-jahre, or labor-years, and the entrance upon his Wander-jahre, or travel-years. According to a German custom, still prevalent in a modified degree, the youth was obliged to travel for a long period, and study and practise his trade or profession in other cities, before settling for life as a master-workman. Unfortunately all that Dürer records as to these eventful four years is given in the sentences above; and we can only theorize as to the places which he visited, and his studies of the older art-treasures of Europe. Some authors believe that a part of the Wander-jahre was spent in Italy, and Dr. Thausing, Dürers latest and best biographer, clearly proves this theory by a close study of his notes and sketches. Others claim with equal positiveness, and less capability of proof, that they were devoted to the Low Countries. It is certain that he abode at Colmar in 1492, where he was honorably received by Gaspar, Paul, and Louis, the three brothers of Martin Schongauer. The great Martin had died some years before; but many of his best paintings were preserved at Colmar, and were carefully studied by Dürer. At a later day he wandered through the Rhineland to Basle, and spent his last year at Strasbourg. His portraits of his master and mistress in the latter city were dated in 1494, and pertained to the Imhoff Collection.

His portrait painted by himself in 1493 was procured at Rome by the Hofrath Beireis, and described by Goethe. It shows a bright and vigorous face, full of youthful earnestness and joy, rich, harmonious, and finely executed, though thinly colored. He is attired in a blue-gray cloak with yellow strings, an embroidered shirt whose sleeves are bound with peach-colored ribbons, and a purple cap; and holds a piece of the blue flower called Manns-treue, or Mans-faith.


CHAPTER II.

Dürer marries Agnes Frey.  Her Character.  Early Engravings.  Portraits. The Apocalypse.  Death of Dürers Father.  Drawings.

And when my Wander-jahre was over, Hans Frey treated with my father, and gave me his daughter, by name the Jungfrau Agnes, with a dowry of 200 guldens. Our wedding was held on the Monday before St. Margarets Day (in July), in the year 1494. This dry statement of the most important event of the artists life illustrates the ancient German custom of betrothal, where the bond of wedlock was considered as a matter-of-fact copartnership, with inalienable rights and duties, devoid of sentiment or romance. Since the relatives of the contracting parties were closely affected by such transactions, they usually managed the negotiations themselves; and the young people, thus thrown by their parents at each others heads, were expected to, and usually did, accept the situation with submissiveness and prudent obedience. In this case it appears that the first overtures came from the family of the lady; and perhaps the order for Albert to return from his wanderings was issued for this reason. Hans Frey was a burgher with large possessions in Nuremberg and the adjacent country; and his daughter was a very beautiful maiden. Her future husband does not appear to have seen her until the betrothal was made.

Most of Dürers biographers have dwelt at great length on the malign influence which Agnes exercised upon his life, representing her as a jealous virago, imbittering the existence of the noble artist. But Dr. Thausing, in his new and exhaustive history of Dürers life, vindicates the lady from this evil charge; and his position is carefully reviewed and sustained by Eugéne Müntz. He points out the fact that the long story of Agness uncongeniality rests solely on Pirkheimers letter, and then shows that that ponderous burgher had reasons for personal hostility to her. The unbroken silence which Dürer preserves as to home-troubles, throughout his numerous letters and journals, is held as proof against the charges; and none of his intimate friends and contemporaries (save Pirkheimer) allude to his domestic trials, though they wrote so much about him. The accusation of avarice on her part is combated by several facts, among which is the cardinal one of her self-sacrificing generosity to the Dürer family after her husbands death, and the remarkable record of her transferring to the endowment of the Protestant University of Wittenberg the thousand florins which Albert had placed in the hands of the Rath for her support. Pirkheimers acrimonious letter (see ) gives her credit at least for virtue and piety; and perhaps we may regard her aversion to the doughty writer as a point in her favor.

It is a singular and unexplained fact, that although Dürer was accustomed to sketch every one about him, yet no portrait of his wife is certainly known to exist, though several of his sketches are so called, without any foundation or proof. What adds to the strangeness of this omission is the fact that all accounts represent Agnes Dürer as a very handsome woman.

Probably the newly married couple dwelt at the house of the elder Dürer during the first years of their union. In 1494 Albert was admitted to the guild of painters, submitting a pen-drawing of Orpheus and the Bacchantes as his test of ability; and at about the same time he drew the Bacchanal and The Battle of the Tritons, which are now at Vienna. Herein he showed the contemporary classical tendency of art, which he so soon outgrew. About this same time he designed a frontispiece for the Latin poem which Dr. Ulsen had written about the pestilence which was devastating Nuremberg, showing a ghastly and repulsive man covered with plague-boils. The portrait of Dürers father, in oil-colors, which is now at Frankfort, was also executed during this year.

Dürers first copper-plate engraving dates from 1497, and represents four naked women, under a globe bearing the initials of O Gott Hilf, or O God, help, while human bones strew the floor, and a flaming devil appears in the background. During the next three years the master made twenty copper-plate engravings. The composition of St. Jeromes Penance shows the noble old ascetic kneeling alone in a rocky wilderness, beating his naked breast with a stone, and gazing at a crucifix, while the symbolical lion lies beside him. The Penance of St. John Chrysostom depicts the long-bearded saint expiating his guilt in seducing and slaying the princess by crawling about on all-fours like a beast. She is seen at the mouth of a rocky cave, nursing her child. The Prodigal Son is another tender and exquisitely finished copper-plate engraving, in which the yearning and prayerful Prodigal, bearing the face of Dürer, is kneeling on bare knees by the trough at which a drove of swine are feeding. In the background is a group of substantial German farm-buildings, with unconcerned domestic animals and fowls. The Rape of Amymone shows a gloomy Triton carrying off a very ugly woman from the midst of her bathing Danaide sisters. The Dream portrays an obese German soundly sleeping by a great stove, with a foolish-faced naked Venus and a winged Cupid standing by his side, and a little demon blowing in his ear. The Love Offer is made by an ugly old man to a pretty maiden, whose waist is encircled by his arm, while her hand is greedily outstretched to receive the money which he offers. Another early engraving on copper shows a wild and naked man holding an unspeakably ugly woman, who is endeavoring to tear herself from his arms. Still others delineate Justice sitting on a lion, The Little Fortune standing naked on a globe, and the monstrous hog of Franconia.

It was chiefly through his engravings that Dürer became and remains known to the world; and by the same mode of expression he boldly showed forth the doubts and despairs, yearnings and conflicts, not only of his own pure and sorrowful soul, but also of Europe, quivering in the throes of the Reformation.

The artists of Italy, when the age of faith was ended, turned to the empty splendors and symmetries of paganism; but their German brothers faced the new problems more sternly, and strove for the life of the future. Under Dürers hard and homely German scenes, there seem to be double meanings and unfathomable fancies, usually alluding to sorrow, sin, and death, and showing forth the vanity of all things earthly. In sharp contrast with these profound allegories are the humorous grotesqueness and luxuriant fancifulness which appear in others of the artists engravings, fantastic, uncouth, and quaint. He frequently yielded to the temptation to introduce strange animals and unearthly monsters into his pictures, even those of the most sacred subjects; and his so-called Virgin with the Animals is surrounded by scores of birds, insects, and quadrupeds of various kinds.

It is interesting to hear of the rarity of the early impressions of Dürers engravings, and the avidity with which they are sought and the keenness with which they are analyzed by collectors. In many cases the copies of these engravings are as good as the originals, and can be distinguished only by the most trifling peculiarities. The water-marks of the paper on which they are printed form a certain indication of their period. Before his Venetian journey Dürer used paper bearing the water-mark of the bulls head; and, after his return from the Netherlands, paper bearing a little pitcher; while the middle period had several peculiar symbols. A fine impression of the copper-plate engraving of St. Jerome recently brought over $500; and the Passion in Copper sold in 1864 for $300.

The Portfolio for 1877 contains a long series of articles by Prof. Sidney Colvin on Albert Dürer: His Teachers, his Rivals, and his Scholars, treating exhaustively of his relations as an engraver to other contemporary masters,  Schongauer, Israhel van Meckenen, Mantegna, Boldini and the Florentines, Jacopo de Barbari (Jacob Walch), Marc Antonio, Lucas van Leyden, and certain other excellent but nameless artists.

Vasari says, The power and boldness of Albert increasing with time, and as he perceived his works to obtain increasing estimation, he now executed engravings on copper, which amazed all who beheld them. Three centuries later Von Schlegel wrote, When I turn to look at the numberless sketches and copper-plate designs of the present day, Dürer appears to me like the originator of a new and noble system of thought, burning with the zeal of a first pure inspiration, and eager to diffuse his deeply conceived and probably true and great ideas.

In 1497 Dürer painted the excellent portrait of his father, which the Rath of Nuremberg presented to Charles I. of England, and which is now at Sion House, the seat of the Earl of Northumberland. It shows a man aged yet strong, with grave and anxious eyes, compressed lips, and an earnest expression. Another similar portrait of the same date is in the Munich Pinakothek. He also executed two portraits of the pretty patrician damsel, Catherine Fürleger; one as a loose-haired Magdalen (which is now in London), and the other as a German lady (now at Frankfort).

In 1498 Dürer painted a handsome portrait of himself, with curly hair and beard, and a rich holiday costume. His expression is that of a man who appreciates and delights in his own value, and is thoroughly self-complacent. This picture was presented by Nuremberg to King Charles I. of England; and, in the dispersion of his gallery during the Commonwealth, it was bought by the Grand Duke of Tuscany. It is now in the Uffizi Gallery, though Mündler calls this Florentine picture a copy of a nobler original which is in the Madrid Gallery.

During this year Dürer published his first great series of woodcuts, representing the Apocalypse of St. John, in fifteen pictures full of terrible impressiveness and the naturalistic quaintness of early German faith. The boldness of the youth who thus took for his theme the marvellous mysteries of Patmos was warranted in the grand weirdness and perennial fascination of the resulting compositions. This series of rich and skilful engravings marked a new era in the history of wood-engraving, and the entrance of a noble artistic spirit into a realm which had previously been occupied by rude monkish cuts of saints and miracles. Jackson calls these representations of the Apocalypse much superior to all wood-engravings that had previously appeared, both in design and execution. The series was brought out simultaneously in German and Latin editions, and was published by the author himself. It met with a great success, and was soon duplicated in new pirated editions.

It has of late years become a contested point as to whether Dürer really engraved his woodcuts with his own hands, or whether he only drew the designs on the wood, and left their mechanical execution to practical workmen. It is only within the present century that a theory to the latter effect has been advanced and supported by powerful arguments and first-class authorities. The German scholars Bartsch and Von Eye, and the historians of engraving Jackson and Chatto, concur in denying Dürers use of the graver. But there is a strong and well-supported belief that many of the engravings attributed to him were actually done by his hand, and that during the earlier part of his career he was largely engaged in this way. The exquisite wood-carvings which are undoubtedly his work show that he was not devoid of the manual dexterity needful for these plates; and it is also certain that the mediæval artists did not hold themselves above mechanical labors, since even Raphael and Titian were among the peintres-graveurs. Dürers efforts greatly elevated the art of wood-engraving in Germany, and this improvement was directly conducive to its growth in popularity. A large number of skilful engravers were developed by the new demand; and in his later years Dürer doubtless found enough expert assistants, and was enabled to devote his time to more noble achievements. He used the art to multiply and disseminate his rich ideas, which thus found a more ready expression than that of painting. Heller attributes one hundred and seventy-four wood-engravings to him; and many more, of varying claims to authenticity, are enumerated by other writers. Twenty-six were made before 1506. The finest and the only perfect collection of Dürers woodcuts is owned by Herr Cornill dOrville of Frankfort-on-the-Main.



In 1500 Dürer painted the noble portrait of himself which is now at Munich, and is the favorite of all lovers of the great artist. It shows a high and intellectual forehead, and tender and loving eyes, with long curling hair which falls far down on his shoulders. In many respects it bears the closest resemblance to the traditional pictures of Christ, with its sad and solemn beauty, and large sympathetic eyes, and has the same effeminate full lips and streaming ringlets.

During the next five years Dürer was in some measure compensated for the trials of his home by the cheerful companionship of his old friend Pirkheimer, who had recently returned from service with the Emperors army in the Tyrolese wars. At his hospitable mansion the artist met many eminent scholars, reformers, and literati, and broadened his knowledge of the world, while receiving worthy homage for his genius and his personal accomplishments. Baumgärtner, Volkamer, Harsdorfer, and other patricians of the city, were his near friends; and the Augustine Prior, Eucharius Karl, and the brilliant Lazarus Spengler, the Secretary of Nuremberg, were also intimate with both Dürer and Pirkheimer. During the next twenty years the harassed artist often sought refuge among these gatherings of choice spirits, when weary of his continuous labors of ambition.

Dürer pathetically narrates the death of his venerable father, in words as vivid as one of his pictures, and full of quaint tenderness: Soon he clearly saw death before him, and with great patience waited to go, recommending my mother to me, and a godly life to all of us. He received the sacraments, and died a true Christian, on the eve of St. Matthew (Sept. 21), at midnight, in 1502.... The old nurse helped him to rise, and put the close cap upon his head again, which had become wet by the heavy sweat. He wanted something to drink; and she gave him Rhine wine, of which he tasted some, and then wished to lie down again. He thanked her for her aid, but no sooner lay back upon his pillows than his last agony began. Then the old woman trimmed the lamp, and set herself to read aloud St. Bernards dying song; but she only reached the third verse, and behold his soul had gone. God be good to him! Amen. Then the little maid, when she saw that he was dying, ran quickly up to my chamber, and waked me. I went down fast, but he was gone; and I grieved much that I had not been found worthy to be beside him at his end.

At this time Albert took home his brother Hans, who was then twelve years old, to learn the art of painting in his studio; and his other young brother, Andreas, the goldsmiths apprentice, now set forth upon his Wander-jahre. Within two years his mother, the widowed Barbara, had exhausted her scanty means; and she also was taken into Dürers home, and lovingly cared for by her son.

In 1503 Dürers frail constitution yielded to an attack of illness. A drawing of Christ crowned with thorns, now in the British Museum, bears his inscription: I drew this face in my sickness, 1503. In the same year he executed a copper-plate engraving of a skull emblazoned on an escutcheon, which is crowned by a winged helmet, and supported by a weird woman, over whose shoulder a satyrs face is peering. A contemporary copper-plate shows the Virgin nursing the Infant Jesus. The painting of this same subject, bearing the date of 1503, is now in the Vienna Belvedere, portraying an unlovely German mother and a very earthly baby.

The celebrated Green Passion was executed in 1504, and is a series of twelve drawings on green paper, illustrating the sufferings of Christ. Some critics prefer this set, for delicacy and power, to either of the three engraved Passions. The theory is advanced that these exquisite drawings were made for the Emperor, or some other magnate, who wished to possess a unique copy. The Green Passion is now in the Vienna Albertina, the great collection of drawings made by the Archduke Albert of Sachsen-Teschen, which includes 160 of Dürers sketches, designs, travel-notes, studies of costume and architecture, &c.

Over 600 authentic sketches and drawings by Dürer are now preserved in Europe, and are of great interest as showing the freedom and firmness of the great masters first conceptions, and the gradual evolution of his ultimate ideas. They are drawn on papers of various colors and different preparations, with pen, pencil, crayon, charcoal, silver point, tempera, or water-colors. Some are highly finished, and others are only rapid jottings or bare outlines. The richest of the ancient collections was that of Hans Imhoff of Nuremberg, who married Pirkheimers daughter Felicitas, and in due time added his father-in-laws Dürer-drawings to his own collection. His son Willibald further enriched the family art-treasures by many of the masters drawings which he bought from Andreas Dürer, and by inheriting the pictures of Barbara Pirkheimer. He solemnly enjoined in his will that this great collection should never be alienated, but should descend through the Imhoff family as an honored possession. His widow, however, speedily offered to sell the entire series to the Emperor Rudolph, and it was soon broken up and dispersed. The Earl of Arundel secured a great number of Dürers drawings here, and carried them to England. In 1637 Arundel bought a large folio containing nearly 200 of these sketches, which was bequeathed to the British Museum in 1753 by Sir Hans Sloane. The museum has now one of the best existing collections of these works, some of which are of rare interest and value, especially the highly finished water-colors and pen-drawings.



The interesting sketch-books used by Dürer on his journeys to Venice and to the Netherlands remained forgotten in the archives of a noble Nuremberg family until within less than a century, when the family became extinct, and its property was dispersed. They were then acquired by the venerable antiquary Baron von Derschau, who sold them to Nagler and Heller. Naglers share was afterwards acquired by the Berlin Museum; and Hellers was bequeathed to the library of Bamberg.

In 1504 Pirkheimers wife Crescentia died in childbirth, after only two years of married life. Her husband bore witness that she had never caused him any trouble, except by her death; and engaged Dürer to make a picture of her death-bed. This work was beautifully executed in water-colors, and depicts the expiring woman on a great bedstead, surrounded by many persons, among whom are Pirkheimer and his sister Charitas, the Abbess, with the Augustinian Prior.

The exquisite copper-plate engraving of The Nativity dates from this year, and shows the Virgin adoring the new-born Jesus, in the shelter of a humble German house among massive ancient ruins, while Joseph is drawing water from the well, and an old shepherd approaches the Child on his knees. The Adam and Eve was also done on copper this year, with the parents of all mankind, surrounded by animals, and standing near the tree of knowledge, from which the serpent is delivering the fatal apple to Eve.

In the same year Dürer painted a carefully wrought Adoration of the Kings, for the Elector Frederick the Wise of Saxony. It was afterwards presented by Christian II. to the Emperor Rudolph, and is now in the Uffizi, at Florence, which contains more pictures by Dürer than any other gallery outside of Germany. Here also is the controverted picture of Calvary, dated 1505, displaying on one small canvas all the scenes of the Passion, with an astonishing number of figures finished in miniature.

The Satyrs Family is an engraving on copper, showing the goat-footed father cheerily playing on a pipe, to the evident amusement of his human wife and child. The Great Horse and The Little Horse are similar productions of this period, in which the commentators vainly strive to find some recondite meaning. Sixteen engravings on copper were made between 1500 and 1506.

Dürer has been called The Chaucer of Painting, by reason of the marvellous quaintness of his conceptions; and Ruskin speaks of him as intense in trifles, gloomily minute. His details, minute as they were, received the most careful study, and were all thought out before the pictures were begun, so that he neither erased nor altered his lines, nor made preliminary sketches. He was essentially a thinker who drew, rather than a drawer who thought.


CHAPTER III.

The Journey to Venice.  Bellinis Friendship.  Letters to Pirkheimer. The Feast of Rose Garlands.  Bologna. Adam and Eve. The Coronation of the Virgin.

Late in 1505 Dürer made a journey to Venice, probably with a view to recover his health, enlarge his circle of friends and patrons, and study the famous Venetian paintings. He was worn down by continuous hard work, and weary of the dull uneventfulness of his life, and hailed an opportunity to rest in sunny Italy. He borrowed money from Pirkheimer for his journey, and left a small sum for family expenses during his absence. Between Nuremberg and her rich Southern rival there was a large commerce, with a weekly post; and many German merchants and artists were then residing in Venice. Dürer rode down on horseback; and suffered an attack of illness at Stein, near Laibach, where he rewarded the artist who had nursed him by painting a picture on the wall of his house. On arriving at Venice, the master was cordially received, and highly honored by the chief artists and literati of the city. The heads of Venetian art at that time were Giovanni Bellini and Carpaccio, both of whom were advanced in years; and Giorgione and Titian, who were not mentioned by our traveller, though they were both at work for the Fondaco de Tedeschi at the same time as himself.

During his residence in Venice he wrote nine long letters to the honorable and wise Herr Willibald Pirkheimer, Burgher of Nuremberg, which were walled up in the Imhoff mansion during the Thirty Years War, and discovered at a later age. Much of these letters is taken up with details about Pirkheimers commissions for precious stones and books, or with badinage about the burghers private life, with frequent allusions to the support of the Dürers at home. Of greater interest are the accounts of the writers successes in art, and the friends whom he met in Venetian society. The letters were embellished with rude caricatures and grotesques, matching the broad humor of the jovial allusions in the text. Either Pirkheimer was a man of most riotous life, or Dürer was a bold and pertinacious jester, unwearying in mock-earnest reproofs. These letters were sealed with the Dürer crest, composed of a pair of open doors above three steps on a shield, which was a punning allusion to the name Dürer, or Thürer, Thür being the German word for door. In the second letter he says,  

I wish you were in Venice. There are many fine fellows among the painters, who get more and more friendly with me; it holds ones heart up. Well-brought-up folks, good lute-players, skilled pipers, and many noble and excellent people, are in the company, all wishing me very well, and being very friendly. On the other hand, here are the falsest, most lying, thievish villains in the whole world, appearing to the unwary the pleasantest possible fellows. I laugh to myself when they try it with me: the fact is, they know their rascality is public, though one says nothing. I have many good friends among the Italians, who warn me not to eat or drink with their painters; for many of them are my enemies, and copy my picture in the church, and others of mine wherever they meet with them; and yet, notwithstanding this, they abuse my works, and say that they are not according to ancient art, and therefore not good. But Gian Bellini has praised me highly before several gentlemen, and he wishes to have something of my painting. He came himself, and asked me to do something for him, saying that he would pay me well for it; and all the people here tell me what a good man he is, so that I also am greatly inclined to him.

These sentences show the artists pleasure at the kindly way in which the Italians received him, and also reveal the danger in which he stood of being poisoned by jealous rivals. Another ambiguous sentence has given rise to the belief that Dürer had visited Venice eleven years previously, during his Wander-jahre.

Camerarius says that Bellini was so amazed and delighted at the exquisite fineness of Dürers painting, especially of hair, that he begged him to give him the brush with which he had done such delicate work. The Nuremberger offered him any or all of his brushes, but Bellini asked again for the one with which he had painted the hair; upon which Dürer took one of his common brushes, and painted a long tress of womans hair. Bellini reported that he would not have believed such marvellous work possible, if he had not seen it himself.

The third letter describes the adventures of the inexpert artist in securing certain sapphires, amethysts, and emeralds for his dear Herr Pirkheimer, and complains that the money earned by painting was all swallowed up by living expenses. The jealous Venetian painters had also forced him, by process of law, to pay money to their art-schools.

His brother Hans was now sixteen years old, and had become a source of responsibility, for Dürer adds: With regard to my brother, tell my mother to speak to Wohlgemuth, and see whether he wants him, or will give him work till I return, or to others, so that he may help himself. I would willingly have brought him with me to Venice, which would have been useful to him and to me, and also on account of his learning the language; but my mother was afraid that the heavens would fall upon him and upon me too. I pray you, have an eye to him yourself: he is lost with the women-folk. Speak to the boy as you well know how to do, and bid him behave well and learn diligently until I return, and not be a burden to the mother; for I cannot do every thing, although I will do my best.

In the fourth letter he speaks of having traded his pictures for jewels, and sends greetings to his friend Baumgärtner, saying also: Know that by the grace of God I am well, and that I am working diligently.... I wish that it suited you to be here. I know you would find the time pass quickly, for there are many agreeable people here, very good amateurs; and I have sometimes such a press of strangers to visit me, that I am obliged to hide myself; and all the gentlemen wish me well, but very few of the painters.

The fifth letter opens with a long complimentary flourish in a barbarous mixture of Italian and Spanish, and then chaffs Pirkheimer unmercifully for his increasing intrigues. It also thanks Pirkheimer for trying to placate Agnes Frey, who is evidently much disappointed because her husband lingers so long at Venice. The Prior Eucharius is besought to pray that Dürer might be delivered from the new and terrible French disease, then fatally prevalent in Italy. Mention is made of Andreas, the goldsmith, Dürers brother, meeting him at Venice, and borrowing money to relieve his distress.

The next letter starts off with quaint mock-deference, and alludes to the splendid Venetian soldiery, and their contempt of the Emperor. Farther on are unintelligible allusions, and passages too vulgar for translation. He says that the Doge and Patriarch had visited his studio to inspect the new picture, and that he had effectually silenced the artists who claimed that he was only good at engraving, and could not use colors. Soon afterwards he writes about the completion of his great painting of the Rose Garlands; and says, There is no better picture of the Virgin Mary in the land, because all the artists praise it, as well as the nobility. They say they have never seen a more sublime, a more charming painting. He adds that he had declined orders to the amount of over 2,000 ducats, in order to return home, and was then engaged in finishing a few portraits.

The last letter congratulates Pirkheimer on his political successes, but expresses a fear lest so great a man will never go about the streets again talking with the poor painter Dürer,  with a poltroon of a painter. In response to Pirkheimers threat of making love to his wife if he remained away longer, he said that if such was done, he might keep Agnes until her death. He also tells how he had been attending a dancing-school, but could not learn the art, and retired in disgust after two lessons.

The picture which Dürer painted for the Fondaco de Tedeschi was until recently supposed to be a St. Bartholomew; but it is now believed that it was the renowned Feast of Rose Garlands, which is now at the Bohemian Monastery of Strahow. He worked hard on this picture for seven months, and was proud of its beauty and popularity. The Emperor Rudolph II. bought it from the church in which it was set up, and had it carried on mens shoulders all the way from Venice to Prague, to avoid the dangers attending other modes of conveyance. When Joseph II. sold his pictures, in 1782, this one was bought by the Abbey of Strahow, and remained buried in oblivion for three-quarters of a century. The picture shows the Virgin sitting under a canopy and a star-strewn crown held by flying cherubs, with the graceful Child in her lap. She is placing a crown of roses on the head of the Emperor Maximilian, while Jesus places another on the head of the Pope; and a monk on one side is similarly honored by St. Dominic, the founder of the Feast of the Rose Garlands. A multitude of kneeling men and women on either side are being crowned with roses by merry little child-angels, flying through the air; while on the extreme right, Dürer and Pirkheimer are seen standing by a tree.

Pirkheimer and Agnes had both been urging the master to return; but he seemed reluctant to exchange the radiance of Italy for the quietness of his home-circle, and mournfully exclaims, Oh, how I shall freeze after this sunshine! Here I am a gentleman, at home only a parasite! A brilliant career was open before him at Venice, whose Government offered him a pension of 200 ducats; but his sense of duty compelled him to return to Germany, though in bitterness of spirit. Before turning Northward he rode to Bologna, because some one there will teach me the secret art of perspective (Francesco Francia); and met Christopher Scheurl, who greatly admired him. A year later Raphael also came to Bologna, and saw some works left there by Dürer, from which arose an intimate correspondence and exchanges of pictures between the artists. The master had been invited to visit the venerable Mantegna, at Mantua; but that Nestor of North-Italian art died before the plan was carried out. Dürer afterwards told Camerarius that this death caused him more grief than any mischance that had befallen him during his life.

Art-critics agree in rejoicing that Dürer conquered the temptations which were held out to him from the gorgeous Italian city, and returned to his plain life in the cold North. He escaped the danger of sacrificing his individualism to the glowing and sensuous Venetian school of art, and preserved the quaintness and vigor of his own Gothic inspirations for the joy of future ages.

The marine backgrounds in many of Dürers later pictures are referred by Ruskin to the artists pleasant memories of Venice, where he received the rarest of all rewards granted to a good workman; and, for once in his life, was understood. Other and wilder landscapes in his woodcuts were reminiscences of the pastoral regions of the Franconian Switzerland.



The personal history of Dürer between 1507 and 1520 was barren of details, but evidently full of earnest work, as existing pictures bear witness. It was the golden period of his art-life, abounding in productiveness. His workshop was the seat of the chief art-school in Nuremberg, and contained many excellent young painters and engravers, to whom the master delivered his wise axioms and earnest thoughts in rich profusion.

During this period, also, he probably executed certain of his best works in carving, which are hereinafter described. Dr. Thausing denies that Dürer used the chisel of the sculptor to any extent, and refuses to accept the genuineness of the carvings which the earlier biographers have attributed to him. Scott is of the opinion that in most cases these rich and delicate works were executed by other persons, either from his drawings or under his inspection.

On his return from Venice, Dürer painted life-sized nude figures of Adam and Eve, representing them with the fatal apple in their hands, at the moment of the Fall. They are well designed in outline, but possess a certain anatomical hardness, lacking in grace and mobility. They were greatly admired by the Nurembergers, in whose Rath-haus they were placed; but were at length presented to the Emperor Rudolph II. He replaced them with copies, which Napoleon, in 1796, supposed to be Dürers original works, and removed to Paris. He afterwards presented them to the town of Mayence, where they are still exhibited as Dürers. The true originals passed into Spain, where they were first redeemed from oblivion by Passavant, about the year 1853. A copy of the Adam and Eve, which was executed in Dürers studio and under his care, is now at the Pitti Palace.

In the spring of 1507 Dürer met at the house of his brother-in-law Jacob Frey, the rich Frankfort merchant Jacob Heller, who commissioned him to paint an altar-piece. He was delayed by a prolonged attack of fever in the summer, and by the closing works on the Electors picture.

Between 1507 and 1514 (inclusive) Dürer made forty-eight engravings and etchings, and over a hundred woodcuts, bespeaking an iron diligence and a remarkable power of application. The rapid sale of these works in frequent new editions gave a large income to their author, and placed him in a comfortable position among the burghers of Nuremberg. The religious excitement then prevailing throughout Europe, on the eve of the Reformation, increased the demand for his engravings of the Virgin, the saints, and the great Passion series.

In 1508 Dürer finished the painting of The Martyrdom of the Ten Thousand Christians, to which he professed to have given all his time for a year. It was ordered by Frederick of Saxony, the patron of Lucas Cranach, who had seen the masters woodcut of the same subject, and desired it reproduced in an oil-painting. It is a painful and unpleasant scene, full of brutality and horror; and the picture is devoid of unity, though conspicuous for clear and brilliant coloring. Dürer and Pirkheimer stand in the middle of the foreground.

On the completion of this work the master wrote to Heller, No one shall persuade me to work according to what I am paid. He then began Hellers altar-piece, under unnecessary exhortation to paint his picture well, and made a great number of careful studies for the new composition. When fairly under way, he demanded 200 florins for his work instead of the 130 florins of the contract-price, which drew an angry answer from the frugal merchant, with accusations of dishonesty. The artist rejoined sharply, dwelling upon the great cost of the colors and the length of the task, yet offering to carry out his contract in order to save his good faith. Throughout the next year Heller stimulated the painter to hasten his work, until Dürer became angry, and threw up the commission. He was soon induced to resume it, and completed the picture in the summer of 1509, upon which the delighted merchant paid him gladly, and sent handsome presents to his wife and brother. Dürer wrote to Heller, It will last fresh and clean for five hundred years, for it is not done as ordinary paintings are.... But no one shall ever again persuade me to undertake a painting with so much work in it. Herr Jorg Tauss offered himself to pay me 400 florins for a Virgin in a landscape, but I declined positively, for I should become a beggar by this means. Henceforward I will stick to my engraving; and, if I had done so before, I should be richer by a thousand florins than I am to-day.



The picture which caused so much argument and toil was The Coronation of the Virgin, which was set up over the bronze monument of the Heller family in the Dominican Church at Frankfort. Its exquisite delicacy of execution attracted great crowds to the church, and quickly enriched the monastery. Singularly enough, the most famous part of the picture was the sole of the foot of one of the kneeling Apostles, which was esteemed such a marvellous work that great sums were offered to have it cut out of the canvas. The Emperor Rudolph II. offered the immense amount of 10,000 florins for the painting, in vain; but in 1613 it passed into the possession of Maximilian of Bavaria, and was destroyed in the burning of the palace at Munich, sixty years later. So the renowned picture, which Dürer said gave him more joy and satisfaction than any other he ever undertook, passed away, leaving no engraving or other memorial, save a copy by Paul Juvenal. This excellent reproduction is now at Nuremberg, and is provided with the original wings, beautifully painted by Dürer, showing on one the portrait of Jacob Heller and the death of St. James, and on the other Hellers wife, and the martyrdom of St. Catherine.



In 1501 the burgher Schiltkrot and the pious copper-smith Matthäus Landäuer founded the House of the Twelve Brothers, an alms-house for poor old men of Nuremberg; and eight years later, Landäuer ordered Dürer to paint an altar-piece of The Adoration of the Trinity, for its chapel. Much of the masters time for the next two years was devoted to this great work.


CHAPTER IV.

Dürers House.  His Poetry.  Sculptures.  The Great and Little Passions.  Life of the Virgin.  Plagiarists.  Works for the Emperor Maximilian.

Some time after his marriage with Agnes Frey, Dürer moved into the new house near the Thiergärtner Gate, which had perhaps been bought with the dowry of his bride. Here he labored until his death, and executed his most famous works. It is a spacious house, with a lower story of stone, wide portals, a paved interior court, and pleasant upper rooms between thick half-timber walls, whose mullioned windows look out on lines of quaint Gothic buildings and towers, and on the broad paved square at the foot of the Zisselgasse (now Albrecht-Dürer-Strasse). Just across the square was the so-called Pilates House, whose owner, Martin Koetzel, had made two pilgrimages to the Holy Land, and brought back measurements of the Dolorous Way. The artists house is now carefully preserved as public property, and contains the gallery of the Dürer Art-Union. In 1828, on the third centennial of his death, the people erected a bronze statue of the master, designed by Rauch, on the square before the house.

In 1509-10 Dürer derived pleasure and furnished much amusement to his friends from verse-making, in which he suffered a worse failure even than Raphael had done. It seems that Pirkheimer ridiculed a long-drawn couplet which he had made, upon which the master composed a neat bit of proverbial philosophy, of which the following is a translation:  

Strive earnestly with all thy might,
That God should give thee Wisdoms light;
He doth his wisdom truly prove,
Whom neither death nor riches move;
And he shall also be called wise,
Who joy and sorrow both defies;
He who bears both honor and shame,
He well deserves the wise mans name;
Who knows himself, and evil shuns,
In Wisdoms path he surely runs;
Who gainst his foe doth vengeance cherish,
In hell-flame cloth his wisdom perish;
Who strives against the Devils might,
The Lord will help him in the fight;
Who keeps his heart forever pure,
He of Wisdoms crown is sure;
And who loves God with all his heart,
Chooses the wise and better part.

But Pirkheimer was not more pleased with this; and the witty Secretary Spengler sent Dürer a satirical poem, applying the moral of the fable of the shoemaker who criticised a picture by Apelles. He answered this in a song of sixty lines, closing with,  

Therefore I will still make rhymes,
Though my friend may laugh at times:
So the Painter with hairy beard
Says to the Writer who mocked and jeered.

1510, this have I made on Good and Bad Friends. Thus the master prefaces a platitudinous poem of thirty lines; which was soon followed by The Teacher, of sixty lines. Later in the year he wrote the long Passion-Song, which was appended to the print of Christus am Kreuz. It is composed of eight sections, of ten lines each, and is full of quaint mediæval tenderness and reverence, and the intense prayerfulness of the old German faith. The sections are named Matins, the First, Third, Sixth, and Ninth Hours, Vespers, Compline, and Let Us Pray, the latter of which is redolent with earnest devotion:  

O Almighty Lord and God,
Who the martyrs press hast trod;
Jesus, the only God, the Son,
Who all this to Thyself hast done,
Keep it before us to-day and to-morrow,
Give us continual rue and sorrow;
Wash me clean, and make me well,
I pray Thee, like a soul from hell.
Lord, Thou hast overcome: look down;
Let us at last to share the crown.

The marvellous high-relief of The Birth of St. John the Baptist was executed in 1510, and shows Dürers remarkable powers as a sculptor. It is cut in a block of cream-colored lithographic stone, 7½ × 5½ inches in size, and is full of rich and minute pictorial details. Elizabeth is rising in bed, aided by two attendants; and the old nurse brings the infant to Zacharias, who writes its name on a tablet, while two men are entering at the doorway. The room is furnished with the usual utensils and properties of a German bedroom. This wonderful and well-preserved work of art was bought in the Netherlands about eighty years ago, for $2,500, and is now in the British Museum. The companion-piece, St. John the Baptist Preaching in the Wilderness, is now in the Brunswick Museum, and is carved with a similar rich effect. This museum also contains a carving in wood, representing the Ecce Homo.

Space would fail to tell of the many beautiful little pieces of sculpture which Dürer executed in ivory, boxwood, and stone, or of the numerous excellently designed medals ascribed to him. Chief among these was the exquisite Birth of Christ, and the altar of agate, formerly at Vienna; Adam and Eve, in wood, at Gotha; reliefs of the Birth and the Agony of Christ, in ivory; the Four Evangelists, in boxwood, lately at Baireuth; several carvings on ivory, of religious scenes, at Munich; a woman with padlocked mouth, sitting in the stocks, cut in soapstone; a delicate relief of the Flight into Egypt; busts of the Duke and Duchess of Burgundy; and the Love-Fountain, now at Dresden, with figures of six persons drinking the water.



The famous painting of The Adoration of the Trinity was finished in 1511, and represents God the Father holding up His crucified Son for the worship of an immense congregation of saints, while overhead is the mystic Dove, surrounded by a circle of winged cherubs heads. The kneeling multitude includes princes, prelates, warriors, burghers, and peasants, equally accepting the Athanasian dogma. On the left is a great group of female saints, led by the sweet and stately Virgin Mary; and on the right are the kneeling prophets and apostles, Moses with the tables of the Law, and David with his harp. On the broad terrestrial landscape, far below, Dürer stands alone, by a tall tablet bearing the Latin inscription of his name and the date of the picture. The whole scene is full of light and splendor, delicate beauty of angels, and exquisite minuteness of finish. A century later the Rath of Nuremberg removed this picture from the sepulchral chapel of its founder, and presented it to the Emperor Rudolph II. It is now one of the gems of the Vienna Belvedere.

About this time the masters brother Andreas, the goldsmith, returned to Nuremberg after his long wanderings, and eased the evident anxiety of his family by settling respectably in life. Hans was still in his brothers studio, where he learned his art so well that he afterwards became court-painter to the King of Poland.

In 1511 Dürer published a third edition of the engravings of the Apocalypse, with a warning to piratical engravers that the Emperor had forbidden the sale of copies or impressions other than those of the author, within the Empire, under heavy penalties to transgressors. To the same year belong three of the masters greatest works in engraving on wood.

The Great Passion contains twelve folio woodcuts, unequal in their execution, and probably made by different workmen of varying abilities. The vignette is an Ecce Homo; and the other subjects are, the Last Supper, Christ at Gethsemane, His Betrayal, the Scourging, the Mockery, Christ Bearing the Cross, the Crucifixion, the Descent into Hell, the Maries Mourning over Christs Body, the Entombment, and the Resurrection. These powerful delineations of the Agony of Our Lord are characterized by rare originality of conception, pathos, and grandeur. They were furnished with Latin verses by the monk Chelidonius, and bore the imperial warning against imitation. Four large editions were printed from these cuts, and numerous copies, especially in Italy, where the Emperors edict was inoperative.

The Little Passion was a term applied by Dürer himself to distinguish his series of thirty-seven designs from the larger pictures of The Great Passion. It is the best-known of the masters engravings; and has been published in two editions at Nuremberg, a third at Venice in 1612, and a fourth at London in 1844. The blocks are now in the British Museum, and show plainly that they were not engraved by Dürer. This great pictorial scene of the fall and redemption of man begins with the sin of Adam and Eve, and their expulsion from Eden, and follows with thirty-three compositions from the life and passion of Christ, ending with the Descent of the Holy Ghost and the Last Judgment. Its title was Figuræ Passionis Domini Nostri Jesu Christi; and it was furnished with a set of the Latin verses of Chelidonius.

The third of Dürers great works in wood-engraving was The Life of the Virgin, with explanatory Latin verses by the Benedictine Chelidonius. This was published in 1511, and contains twenty pictures, full of realistic plainness and domestic homeliness, yet displaying marvellous skill and power of invention. To the same year belong the masters engravings of the Trinity, St. Christopher, St. Gregorys Mass, St. Jerome, St. Francis Receiving the Stigmata, the Holy Family with the Guitar, Herodias and the Head of John the Baptist, and the Adoration of the Magi; and the copper-plates of the Crucifixion and the Virgin with the Pear.

Dürer was much afflicted by the boldness of many imitators, who plagiarized his engravings without stint, and flooded the market with pictures from his designs. His rights were protected but poorly by the edicts of the Emperor and the city of Nuremberg; and a swarm of parasitical copyists reproduced every fresh design as soon as it was published. Marc Antonio Raimondi, the great Italian engraver who worked so many years with Raphael, was the most dangerous of these plagiarists, and reproduced The Little Passion and The Life of the Virgin in a most exquisite manner, close after their publication. Vasari says, It happened that at this time certain Flemings came to Venice with a great many prints, engraved both in wood and copper by Albert Dürer, which being seen by Marc Antonio in the Square of St. Mark, he was so much astonished by their style of execution, and the skill displayed by Albert, that he laid out on those prints almost all the money he had brought with him from Bologna, and amongst other things purchased The Passion of Jesus Christ, engraved on thirty-six wooden blocks.... Marc Antonio therefore, having considered how much honor as well as advantage might be acquired by one who should devote himself to that art in Italy, resolved to attend to it with the greatest diligence, and immediately began to copy these engravings of Albert, studying their mode of hatching, and every thing else in the prints he had purchased, which from their novelty as well as beauty, were in such repute that every one desired to possess them.

It appears that Marc Antonio was afterwards enjoined from using Dürers monogram on his copies of the Nurembergers engravings, either by imperial diplomatic representations to the Italian courts, or else as the result of a visit which some claim that Dürer made to Italy for that purpose. Many of the copies of Marc Antonio were rather idealized adaptations than exact reproductions of the Germans designs, but were furnished with the forged monogram A. D., and sold for Dürers works. Sixty-nine of our artists engravings were copied by the skilful Italian, profoundly influencing Southern art by the manual dexterity of the North. This wholesale piracy was carried on between 1505 and 1511, and before Marc Antonio passed under Raphaels overmastering influence.

In later years the Rath of Nuremberg warned the booksellers of the city against selling false copies of Dürers engravings, and sent letters to the authorities of Augsburg, Leipsic, Frankfort, Strasbourg, and Antwerp, asking them to put a stop to such sales within their jurisdictions. His works have been copied by more than three hundred artists, the best of whom were Solis, Rota, the Hopfers, Wierx, Vischer, Schön, and Kraus.

In 1512 Dürer made most of the plates for The Passion in Copper, a series of sixteen engravings on copper, which was begun in 1507 and finished in 1513. These plates show the terrible scenes of the last griefs of the Saviour, surrounded with uncouth German men and women, buildings and landscapes, yet permeated with mysterious reverence and solemn simplicity. The series was never published in book form, with descriptive text, but the engravings were put forth singly as soon as completed. The prints of Christ Bound and St. Jerome were published this same year.

In 1512 Dürer was first employed by the Emperor Maximilian, who was not only a patron of the arts but also an artist himself, and munificently employed the best painters of Germany, though his treasury was usually but poorly filled. Science and literature also occupied much of his attention; and, while his realm was engaged in perpetual wars, he kept up a careful correspondence on profound themes with many of the foremost thinkers of his day. The records of his intercourse with Dürer are most meagre, though during the seven years of their connection they must have had many interviews, especially while the imperial portrait was being made.



Melanchthon tells a pretty story, which he heard from Dürer himself. One day the artist was finishing a sketch for the Emperor, who, while waiting, attempted to make a drawing himself with one of the charcoal-crayons; but the charcoal kept breaking away, and he complained that he could accomplish nothing with it. Dürer then took it from his hand, saying, This is my sceptre, your Majesty; and afterwards taught the sovereign how to use it.

The story which is told of so many geniuses who have risen from low estate is applied also to this one: The Emperor once declared to a noble who had proudly declined to perform some trivial service for the artist, Out of seven ploughboys I can, if I please, make seven lords, but out of seven lords I cannot make one Dürer.

Tradition states that the Emperor ennobled Dürer, and gave him a coat-of-arms. Possibly this was the crest used in his later years, consisting of three shields on a blue field, above which is a closed helmet supporting the armless bust and head of a winged negro!

The idea of the immense woodcut of the Triumphal Arch of Maximilian was conceived after 1512, either by the Emperor or by the poet-laureate Stabius; and Dürer was chosen to put it into execution. The history of the deeds of Maximilian, with his ancestry and family alliances, was to be displayed in the form of a pictorial triumphal arch, after the manner of those erected in honor of the Roman emperors. The master demanded payment in advance, and received an order from the Emperor to the Rath of Nuremberg to hold his and the Empires true and faithful Albert Dürer exempt from all the town taxes and rates, in consideration of our esteem for his skill in art. But he surrendered this immunity, in deference to the wishes of the Rath; and Maximilian granted him an annual pension of 100 florins ($200), which was paid, however, somewhat reluctantly.

The Knight, Death, and the Devil, is the most celebrated of Dürers engravings, and dates from 1513. It shows a panoplied knight riding through a rocky defile, with white-bearded Death advancing alongside and holding up an hour-glass, and the loathsome Satan pursuing hard after and clutching at the undismayed knight. The numerous commentators on this picture variously interpret its meaning, some saying that the knight is an evil-doer, intent on wicked purposes, whom Death warns to repentance, while Satan rushes to seize him; others, and the most, that he is the Christian man, fearless among the menaces of Death and Hell, and steadily advancing in spite of the horrible apparitions. Others claim that the Knight represents Franz von Sickingen, a turbulent hero of the Reformation; or Philip Ring, the Nuremberg herald, who was confronted by the Devil on one of his night-rides; or Dürer himself, beset by temptations and fears; or Stephen Baumgärtner, the masters friend, whose portrait bears a resemblance to the knights face. Still another interpretation is given in the romance of Sintram and his Companions, which was suggested by this engraving, as we are told by its author, La Motte Fouqué.

Kugler says: I believe I do not exaggerate when I particularize this print as the most important work which the fantastic spirit of German art has ever produced. It was made in Dürers blooming time, and the plate is a wonderful specimen of delicate and exquisite execution. It has frequently been copied, in many forms.



The Little Crucifixion is one of the most exquisitely finished of Dürers engravings on copper, and is a small round picture, about one inch in diameter, which was made for an ornament on the pommel of the Emperors sword. It contains seven figures, full of clearness and individuality, and engraved with marvellous skill. There are, fortunately, several very beautiful copies of this print. Other copper-plates of 1513 were The Judgment of Paris, and the small round St. Jerome.

The famous Baumgärtner altar-piece was painted for the patrician family of that name, as a votive picture, in thanksgiving for the safe return of its knightly members from the Swiss campaigns. Nuremberg unwillingly surrendered it to Maximilian of Bavaria, and it is now in the Munich Pinakothek. It consists of a central picture of The Nativity, of no special merit, with two wings, the first of which shows Stephen Baumgärtner, a meagre-faced and resolute knight, in the character of St. George, while the other portrays the plain-mannered and practical Lucas Baumgärtner, in the garb of St. Eustachius. These excellent portrait-figures are clad in armor, and stand by the sides of their horses.



The Vision of St. Eustachius was executed on copper-plate, and is one of Dürers most delicate and beautiful works. It shows the huntsman Eustachius as a strong and earnest German mystic, kneeling before the miraculous crucifix set in the stags forehead, which has appeared to convict him of his sins, and to stimulate in him that faith by which he led a new life of prayer and praise, and won a martyrs crown. His solemn-faced horse seems to realize that a miracle is taking place; and in the foreground are five delicately drawn hounds. On the steep hill in the rear a noble and picturesque mediæval castle rears its battlemented towers above long lines of cliffs. Tradition says that the face of Eustachius is a portrait of the Emperor Maximilian. When the Emperor Rudolph secured the original plate of the engraving, he had it richly gilded.

The Great Fortune, or The Nemesis, is a copper-plate showing a repulsively ugly naked woman, with wings, holding a rich chalice and a bridle, while on the earth below is a beautiful mountain village between two confluent rivers. Sandrart says that this is the Hungarian village of Eytas, where Dürers father was born; but there is no proof of this theory. The Coat-of-Arms with the Cock is a fine copper-plate, with some obscure allegorical significance, representing, perhaps, Vigilance by the cock which stands on a closed helmet, and Faith by the rampant lion on the shield below.


CHAPTER V.

St. Jerome.  The Melencolia.  Death of Dürers Mother.  Raphael.  Etchings.  Maximilians Arch.  Visit to Augsburg.

The copper-plate engraving of St. Jerome in his Chamber was executed in 1514, and is one of Dürers three greatest works, a marvel of brilliancy and beauty, full of accurate detail and minute perfection. The saint has a grand and venerable head, firmly outlined against a white halo, and is sitting in a cheerful monastic room, lighted by the sun streaming through two large arched windows, while he writes at his desk, translating the Scriptures. In the foreground the lion of St. Jerome is drowsing, alongside a fat watch-dog; a huge pumpkin hangs from one of the oaken beams overhead; and patristic tomes and convenient German utensils are scattered about the room.

The Virgin on the Crescent Moon was a copper-plate executed also in 1514, showing the graceful and charming Mary, treated with an idealism which almost suggests Raphael. This is one of the best of the seventeen Mary-pictures (Marien-bilder) which Dürer executed in copper. Other copper-plates of 1514 represented Sts. Paul and Thomas, the Bagpipe-Player, and a Dancing Rustic and his Wife.

The Melencolia is the most weirdly fascinating of Dürers works, and the most mysterious and variously interpreted. It represents a woman, goddess, or devil, fully clad, and bearing keys and a purse at her girdle, her head wreathed with spleenwort, and great wings springing from her shoulders; the while she gazes intently, and with unutterable melancholy, into a magic crystal globe before her. On one side a drowsy Cupid is trying to write, near a ladder which rises from unseen depths to unimagined heights; and on the wall are the balanced scales, the astrological table of figures, the hour-glass running low, and the silent bell. The floor is strewn with scientific and necromantic instruments, and a great cube of strange form lies beyond. The prevailing gloom of the picture is but dimly lighted by a lurid and solitary comet, whose rays shimmer along an expanse of black ocean, and are reflected from a firm-arched rainbow above. Across the alternately black and blazing sky flies a horrible bat-winged creature, bearing a scroll inscribed with the word Melencolia, before the blank negations symbolized by the disastrous portent of the comet and the joyous sign of the rainbow.

Under the guise of this mystic black-browed woman the artist probably typifies the profound sorrow of the human soul, checked by Divine limitations from attaining a full knowledge of the secrets of nature or the wisdom of heaven. The discarded implements of natural and occult science are alike useless; and nought remains but gloomy introspection and a consciousness of insufficiency.

Dürer describes his mothers death with mournful tenderness and touching simplicity, saying: Now you must know that in the year 1513, on a Tuesday in Cross-week, my poor unhappy mother, whom I had taken under my charge two years after my fathers death, because she was then quite poor, and who had lived with me for nine years, was taken deathly sick on one morning early, so that we had to break open her room; for we knew not, as she could not get up, what to do. So we bore her down into a room, and she had the sacraments in both kinds administered to her, for every one thought that she was going to die, for she had been failing in health ever since my fathers death. And her custom was to go often to church; and she always punished me when I did not act rightly, and she always took great care to keep me and my brothers from sin; and, whether I went in or out, her constant word was, In the name of Christ; and with great diligence she constantly gave us holy exhortations, and had great care over our souls. And her good works, and the loving compassion that she showed to every one, I can never sufficiently set forth to her praise. This my good mother bore and brought up eighteen children; she has often had the pestilence and many other dangerous and remarkable illnesses; has suffered great poverty, scoffing, disparagement, spiteful words, fears, and great reverses: yet she has never been revengeful. A year after the day on which she was first taken ill ... my pious mother departed in a Christian manner, with all sacraments, absolved by Papal power from pain and sin. She gave me her blessing, and desired for me Gods peace, and that I should keep myself from evil. And she desired also St. Johns blessing, which she had, and she said she was not afraid to come before God. But she died hard; and I perceived that she saw something terrible, for she kept hold of the holy water, and did not speak for a long time. I saw also how Death came, and gave her two great blows on the heart; and how she shut her eyes and mouth, and departed in great sorrow. I prayed for her, and had such great grief for her that I can never express. God be gracious to her! Her greatest joy was always to speak of God, and to do all to his honor and glory. And she was sixty-three years old when she died, and I buried her honorably according to my means. God the Lord grant that I also make a blessed end, and that God with his heavenly hosts, and my father, mother, and friend, be present at my end, and that the Almighty God grant us eternal life! Amen. And in her death she looked still more lovely than she was in her life.

In 1514 the prince of Italian painters and the noblest of German artists exchanged pleasant civilities by correspondence, accompanied by specimens of their labors. Dürer sent to Raphael his own portrait, which was afterwards inherited and dearly prized by Giulio Romano. Raphael returned several of his own studies and drawings, one of which, showing two naked men drawn in red crayon, is now preserved in the Albertina at Vienna. It still bears Dürers inscription: Raphael of Urbino, who is so highly esteemed by the Pope, has drawn this study from the nude, and has sent it to Albert Dürer at Nuremberg, in order to show him his hand.

The invention of the art of etching has been generally attributed to Dürer, though it now seems that he merely improved and perfected the process. There are but few etchings in existence which can certainly be ascribed to him; and the chief of these, an Ecce Homo and Christ in the Garden, date from 1515. The iron plate of the latter was found two centuries later, in a blacksmiths shop, where it was about to be made into horse-shoes. A third etching represents a frightfully homely woman being carried off by a man on a unicorn, a wild and incomprehensible composition, calculated to awaken an uncomfortable impression in the beholder. Some of the etchings were on iron, and others on pewter; but none were on copper, which was afterwards universally used. The corrosive nitrous acid acted inefficiently on the metals which he employed, and so his etchings fall short of excellence.

In 1514 Jorg Vierling uttered disgraceful libels and threats against Dürer, and finally attacked him in the street. He was imprisoned by the authorities; but the kind-hearted artist interceded for him, and he was released, after being bound over to keep the peace.

In the same year Dürer wrote to Herr Kress to see if the laureate Stabius had done any thing about his delayed pension; saying also, But if Herr Stabius has done nothing in my matter, or my desire was too difficult for him to attain, then I pray of you to be my favorable lord to his Majesty.... Point out to his Majesty that I have served his Majesty for three years, that I have suffered loss myself from doing so, and that if I had not used my utmost diligence his ornamental work would never have been finished in such a manner; therefore I pray his Majesty to reward me with the 100 guilders. In September an imperial decree was issued, giving Dürer his promised pension of $200 a year out of the tax due from Nuremberg to the Emperor. This annuity was paid to the artist until his death, with one short intermission.

Dürer executed for the Emperor a series of most fantastic and grotesque pen-drawings, on the borders of his prayer-book, now in the Munich town-library. Alongside the solemn sentences of the breviary are whimsical monkeys and pigs, Indians and men-at-arms, satyrs and foxes, screeching devils and saints, hens and prophets, martyrs and German crones, mingled in a weird wonderland, and not inappropriate according to mediæval ideas of taste. The Great Column is another quaint and inexplicable engraving, which Dürer did for the Emperor in 1517, and is composed of four blocks 5⅓ feet high. It shows two naked angels holding a large turnip, from which springs a tall column with two horrible female monsters at the base, and a horned satyr at the top, holding long garlands.

The marvellous Triumphal Arch of Maximilian is composed of ninety-two blocks, forming an immense woodcut ten and a half feet high and nine feet wide. It shows three great towers, under which are the three gates of Praise, Nobility, and Honor and Power, with the six chained harpies of temptation, and two vigilant Archdukes in armor, and figures holding garlands and crowns. The great genealogical tree rises above the figures that represent France, Sycambria, and Troy, and bears portrait-like half-figures of the twenty-six Christian princes from whom Maximilian claimed descent, with pictures of himself and his family. There are also twenty-four minutely delicate cuts, showing the most remarkable events in the Emperors life, accompanied with rugged explanatory rhymes by the poet-laureate. Dr. von Eye says that the extent and difficulty of the task appear to have called forth the powers of the artist to their highest exercise. In no work of Dürers do we find more beautiful drawing than there is here. Each single piece might be taken out and prized as an independent work of art.

The master drew these very elaborate and intricate designs between 1512 and 1515; and the enormous work of engraving them was devolved upon Hieronymus Rösch of Nuremberg. During its progress the Emperor frequently visited Röschs house in the Fraüengässlein; and it became a town saying, that The Emperor still drives often to Petticoat Lane. On one of his visits, a number of the artists pet cats ran into his presence; whence, it is said, arose the proverb, A cat may look at a King.

In 1516 Dürer painted a fine portrait of Wohlgemuth, now at Munich, showing a wrinkled old face lit up by bright eyes, and inscribed, This portrait has Albert Dürer painted after his master Michael Wohlgemuth, in the year 1516, when he was 82 years old; and he lived until the year 1519, when he died, on St. Andrews Day, early, before the sun had risen. About the same period he designed and partly executed the Pietà, which is now in the St. Maurice Gallery at Nuremberg; and carved a Virgin and Child standing on the crescent moon, similar to the one which he had engraved three years before.

In 1518 Dürer also painted the scene of the death-bed of the Empress Mary of Burgundy, under the title of The Death of the Virgin, and on the order of Von Zlatko, the Bishop of Vienna. The Emperor Maximilian, Philip of Spain, Bishop Zlatko, and other notables, were shown around the couch. This large and important work was in the sale of the Fries collection in 1822, but cannot now be found, although there is a rumor that it is on the altar of a rural church near St. Wolfgangs Lake, in Upper Austria.

In 1518 Dürer visited Augsburg, during the session of the Diet of the Empire, and not only sold many of his engravings, but made a number of new sketches and portraits. His most important work on this journey was a portrait of the Emperor, who gave an order on the town of Nuremberg to pay 200 guldens to the Emperors and the Empires dear and faithful Albert Dürer. On this picture the master inscribed, This is the Emperor Maximilian, whom I, Albert Dürer, drew at Augsburg, in his little room high up in the imperial residence, in the year 1518, on the Monday after St. John the Baptist. About the same time the master painted the unpleasant picture of The Suicide of Lucretia, now at Munich, showing an ill-formed nude woman of life size, said to have been copied from Agnes Frey. The portrait of the witty and learned Lazarus Spengler dates from the same year.

When Maximilian died, the Rath of Nuremberg refused to continue the pension which he had granted to Dürer, though the artist addressed its members as Provident, Honorable, Wise, Gracious, and Dear Lords, and enumerated his services to the dead Emperor. He also vainly demanded the payment of the imperial order for 200 florins, to be paid to him as if to Maximilian himself, out of the town taxes due to the Emperor on St. Martins Day, though he offered to leave his house in pledge, so that the town might lose nothing if the new Emperor refused to acknowledge the validity of the claim.

At the time of the death of Maximilian the great woodcut of The Triumphal Arch was unfinished, and the blocks remained in the hands of the engraver. Dürer and Rösch published a large round cut containing twenty-one of the historical scenes, as a memorial of the late sovereign, and this singular production speedily went through four editions. A few trial-impressions of the whole Arch had been struck off before the Emperors death, two of which are now at Copenhagen, one in the British Museum, and one at Stockholm. In 1559 the first edition of the entire Arch was printed at Vienna, at the request of the Archduke Ferdinand, and another edition was issued by Bartsch in 1799.

In 1519 Dürer published an excellent wood-engraving of the late Emperor Maximilian, with inscriptions recording his titles and the date of his death. It showed a pleasant face, full of strength and character. Among the painted portraits of Maximilian which are attributed to the master, the best is in the Vienna Belvedere; and another was in the late Northwick Collection, in England. A beautiful portrait in water-colors is in the library of the Erlangen University.

In 1519 Dürer also prepared an exquisitely finished copper-plate engraving of St. Anthony, showing the meditative hermit before a background of a quaint mediæval city, very like Nuremberg, abounding in irregular gable-roofs and tall castle-towers. Several admirable copies of this work have been made.


CHAPTER VI.

Dürers Tour in the Netherlands.  His Journal.  Cologne.  Feasts at Antwerp and Brussels.  Procession of Notre Dame.  The Confirmatia.  Zealand Journey.  Ghent.  Martin Luther.

Dürers famous tour to the Netherlands began in the summer of 1520, and continued until late in 1521. His main object appears to have been to secure from Charles V. a confirmation of the pension which the Emperor Maximilian had granted him, since the Rath of Nuremberg had refused to deliver any further sums until he could obtain such a ratification. Possibly he also hoped to obtain the position of court-painter, to which Titian was afterwards appointed. Several biographers say that Dürer made the journey in order to get a respite from his wifes tirades; but this is unlikely, since he took her and her maid Susanna with him. The Archduchess Margaret, daughter of the late Emperor Maximilian and aunt of Charles V., was at Brussels, acting as Regent of the Netherlands; and Dürer made strong but ineffectual attempts to secure her good graces.

Dürers journal of his tour is a combination of cash account, itinerary, memoranda, and notebook, and would fill about fifty of these pages. It is usually barren of reflections, opinions, or prolonged descriptions; and is but a terse and business-like record of facts and expenses, rich only in its revelations of mediæval Flemish hospitality and municipal customs, and certain personal habits of the writer. The greatest impression seems to have been made upon the traveller by the enormous wealth of the Low Countries, and the adjective costly continually recurs. The new-found treasures of America were then pouring a stream of gold into the Flemish cities, and manufactures and commerce were in full prosperity. The devastating storm of Alvas Spanish infantry had not yet swept over the doomed but heroic Netherlands; and her great cities basked in peace, prosperity, and wealth.

On the Thursday after Whitsuntide, I, Albert Dürer, at my own cost and responsibility, set out with my wife from Nuremberg for the Netherlands.... I went on to Bamberg, where I gave the Bishop a picture of the Virgin, The Life of the Virgin, an Apocalypse, and other engravings of the value of a florin. He invited me to dinner, and gave me an exemption from customs, and three letters of recommendation. He hired a carriage to take him to Frankfort for eight florins of gold, and received a parting stirrup-cup from Meister Benedict, and the painter Hans Wolfgang Katzheimer. He gives the names of the forty-three villages through which he passed along the route by Würzburg and Carlstadt to Frankfort, with his expenditures for food and for gifts to servants; and tells how the Bishops letter freed him from paying tolls. At Frankfort he was cheaply entertained by Jacob Heller, for whom he had painted The Coronation of the Virgin. From thence he descended by boat to Mayence, where he received many gifts and attentions. In the river-passages hence to Cologne, he was forced to haul in shore and arrange his tolls at Ehrenfels, Bacharach, Caub, St. Goar, and Boppart. At Cologne he was entertained by his cousin Nicholas Dürer, who had learned the goldsmiths trade in the shop of Alberts father, and was now settled in business. The master made presents to him and his wife. The Barefooted Monks gave Dürer a feast at their monastery; and Jerome Fugger presented him with wine. The journey was soon resumed; and the master passed through fourteen villages, and at last reached Antwerp, where he was feasted by the factor of the illustrious Fugger family. Jobst Planckfelt was Dürers host while he remained in the city, and showed him the Burgomasters Palace and other sights of Antwerp, besides introducing him to Quentin Matsys and other eminent Flemish artists.

On St. Oswalds Day, the painters invited me to their hall, with my wife and maid; and every thing there was of silver and other costly ornamentation, and extremely costly viands. There were also all their wives there; and when I was conducted to the table all the people stood up on each side, as if I had been a great lord. There were amongst them also many persons of distinction, who all bowed low, and in the most humble manner testified their pleasure at seeing me, and they said they would do all in their power to give me pleasure. And, as I sat at table, there came in the messenger of the Rath of Antwerp, who presented me with four tankards of wine in the name of the Magistrates; and he said that they desired to honor me with this, and that I should have their good-will.... And for a long time we were very merry together until quite late in the night; then they accompanied us home with torches in the most honorable manner, and they begged us to accept their good-will, and said they would do whatever I desired that might be of assistance to me. Then I thanked them, and went to bed.

He next speaks of making portraits of his friend the Portuguese consul, his host Planckfelt, and the musician Felix Hungersberg; and keeps account of his sales of paintings and engravings, on the same pages which record his junketings with various notable men. He dined with one of the Imhoffs and with Meister Joachim Patenir, the landscape-painter, with whom he had certain professional transactions. He soon became intimately acquainted with the three Genoese brothers, Tomasin, Vincent, and Gerhartus Florianus, with whom he dined many times, and for whom he drew several portraits. He also met the great scholar and half-way reformer, Erasmus, who gave him several pleasing presents.

Our Ladys Church at Antwerp is so immensely big, that many masses may be sung in it at one time without interfering with each other; and it has altars and rich foundations, and the best musicians that it is possible to have. The church has many devout services, and stone work, and particularly a beautiful tower. And I have also been to the rich Abbey of St. Michael, which has the costly stone seat in its choir. And at Antwerp they spare no cost about such things, for there is money enough there.

He made portraits of Nicholas Kratzer, then professor of astronomy at Oxford University; Hans Plaffroth; and Tomasins daughter; and gave several score of his engravings to the Portuguese consul and to his compatriot Ruderigo, who had sent a large quantity of sweetmeats to the artist, and a green parrot to his wife.

Something of diplomatic tact is shown in Dürers making presents to Meister Gillgen, the Emperors door-keeper, and to Meister Conrad, the sculptor of the Archduchess Margaret. He seems to have been preparing to seek an invitation to court.



In September Dürer and Tomasin journeyed to Mechlin, where they invited Meister Conrad and one of his artist-friends to a supper. The next day they passed through Vilvorde, and came to Brussels. Here the master was introduced to a new and splendid society and a city rich in works of art. He speaks of dining with My Lord of Brussels, the Imperial Councillor Bannisius, and the ambassadors of Nuremberg; and Bernard van Orley, formerly a pupil of Raphael and now court-painter to the Regent Margaret, invited him to a feast at which he met the Regents treasurer, the royal court-master, and the town-treasurer of Brussels. He also visited the Margrave of Anspach and Baireuth, with a letter of introduction from the Bishop of Bamberg; and drew portraits of Meister Conrad, Bernard van Orley, and several others. The Regent Margaret received him with especial kindness, and promised to use her influence for his advancement at the imperial court. He presented copies of the Passion to her and her treasurer, and many other engravings to other eminent persons in the city.

And I have seen King Charless house at Brussels, with its fountains, labyrinth, and park. It gave me the greatest pleasure; and a more delightful thing, and more like a Paradise, I have never before seen.... At Brussels there is a very big and costly Town-hall, built of hewn stone, with a splendid transparent tower. I have seen in the Golden Hall the four painted matters which the great Meister Rudier [Roger van der Weyden] has done.... I have also been into the Nassau-house, which is built in such a costly style and so beautifully ornamented. And I saw the two beautiful large rooms and all the costly things in the house everywhere, and also the great bed in which fifty men might lie; and I have also seen the big stone which fell in a thunderstorm in the field close to the Count of Nassau. This house is very high, and there is a fine view from it, and it is much to be admired; and I do not think in all Germany there is any thing like it.... Also I have seen the thing which has been brought to the King from the new Golden Land [Mexico], a sun of gold a fathom broad, and a silver moon just as big. Likewise two rooms full of armor; likewise all kinds of arms, harness, and wonderful missiles, very strange clothing, bed-gear and all kinds of the most wonderful things for mans use, that are as beautiful to behold as they are wonderful. These things are all so costly, that they have been valued at 100,000 gulden. And I have never in all the days of my life seen any thing that has so much rejoiced my heart as these things. For I have seen among them wonderfully artistic things, and I have wondered at the subtle Ingenia of men in foreign lands.

While at Brussels Dürer was the guest of Conrad the sculptor, and Ebner the Nuremberg ambassador. He returned at length to Antwerp, where his Portuguese friends sent him several maiolica bowls and some Calcutta feathers, and his host gave also certain Indian and Turkish curiosities. The jovial dinners with Planckfelt and Tomasin were again begun, and were supplemented by feasts with the Von Rogendorffs and Fuggers agent. The master gave away hundreds of his engravings here, either to his friends or to influential courtiers; and all these details he faithfully records. He seems to have been an indefatigable investigator and collector of curiosities, imported trinkets, and china. With childlike delight he narrates the brilliant spectacles around him.



I have seen, on the Sunday after the Assumption of Our Blessed Lady, the great procession from Our Ladys Church at Antwerp, when the whole town was assembled, artisans and people of rank, every one dressed in the most costly manner according to its station. Every class and every guild had its badge by which it might be recognized; large and costly tapers were also borne by some of them. There were also long silver trumpets of the old Frankish fashion. There were also many German pipers and drummers, who piped and drummed their loudest. Also I saw in the street, marching in a line in regular order, with certain distances between, the goldsmiths, painters, stonemasons, embroiderers, sculptors, joiners, carpenters, sailors, fishmongers, ... and all kinds of artisans who are useful in producing the necessaries of life. In the same way there were the shopkeepers and merchants and their clerks. After these came the marksmen with firelocks, bows, and cross-bows, some on horseback and some on foot. After that came the City Guards; and at last a mighty and beautiful throng of different nations and religious orders, superbly costumed, and each distinguished from the other, very piously. I remarked in this procession a troop of widows who lived by their labor. They all had white linen cloths covering their heads, and reaching down to their feet, very seemly to behold. Behind them I saw many brave persons, and the canons of Our Ladys Church, with all the clergy and bursars, where twenty persons bore Our Lady with the Lord Jesus ornamented in the most costly manner to the glory of the Lord God. In this procession there were many very pleasant things, and it was very richly arranged. There were brought along many wagons, with moving ships, and other things. Then followed the Prophets, all in order; the New Testament, showing the Salutation of the Angel, the three Holy Kings on their camels, and other rare wonders very beautifully arranged.... At the last came a great dragon led by St. Margaret and her maidens, who were very pretty; also St. George, with his squire, a very handsome Courlander. Also a great many boys and girls, dressed in the most costly and ornamental manner, according to the fashion of different countries, rode in this troop, and represented so many saints. This procession from beginning to end was more than two hours passing by our house; and there were so many things that I could never write them all down even in a book, and so I leave it alone.

Raphael died during this year, and Dürer made strenuous efforts to secure some of his drawings or other remains. He met Tommaso Vincidore of Bologna, a pupil of the great master, and gave him an entire set of his best engravings for an antique gold ring, and another set to be sent to Rome in exchange for some of Raphaels sketches. He also gave a complete set of his engravings to the Regent Margaret, and made for her two careful drawings on parchment. Vincidore painted his portrait, to be sent to Rome; and it was engraved by Adrian Stock, showing his glorious eyes and long flowing hair, together with a short dense beard overshadowed by a massive moustache, curled back at the points.

Later in the autumn Dürer journeyed to Aix-la-Chapelle, where he attended the splendid ceremonies of the coronation of the Emperor Charles V. At Aix he saw the famous columns brought from Rome by Charlemagne, the arm of Kaiser Henry, the chemise and girdle of the Virgin Mary, and other relics. His wife was back at Antwerp; and so the reckless artist chronicles his outlays for drinking, gaming, and other reprehensible expenses. After being entertained for three weeks at the Nuremberg embassy, Dürer went to Cologne, where he remained a fortnight, distributing his engravings with generous hand, visiting the churches and their pictures, and buying all manner of odd things. Early in November, by the aid of the Nuremberg ambassadors, he obtained from the Emperor his Confirmatia, with great trouble and labor. This coveted document, which formed one of the main objects of his journey to the North, confirmed him in the pension which Maximilian had granted him, and made him painter to the Emperor.

From Cologne he returned with all speed down the river to Antwerp, being entertained at Bois-le-Duc, a pretty town, which has an extraordinarily beautiful church, by the painter Arnold de Ber and the goldsmiths, who showed me very much honor. On arriving at Antwerp, he resumes his accounts of the sales and gifts of his engravings, and the enumeration of his domestic expenses. Soon afterward he heard of a monstrous whale being thrown up on the Zealand coast, and posted off in December to see it, taking a vessel from Bergen-op-Zoom, of whose well-built houses and great markets he speaks. We sailed before sunset by a village, and saw only the points of the roofs projecting out of the water; and we sailed for the island of Wohlfärtig [Walcheren], and for the little town of Sunge in another adjacent island. There were seven islands; and Ernig, where I passed the night, is the largest. From thence we went to Middleburg, where I saw in the abbey the great picture that Johann de Abus [Mabuse] had done. The drawing is not so good as the painting. After that we came to Fahr, where ships from all lands unload: it is a fine town. But at Armuyden a great danger befell me; for just as we were going to land, and our ropes were thrown out, there came a large ship alongside of us, and I was about to land, but there was such a press that I let every one land before me, so that nobody but I, Georg Kotzler, two old women, and the skipper with one small boy, were left in the ship. And when I and the above-named persons were on board, and could not get on shore, then the heavy cable broke, and a strong wind came on, which drove our ship powerfully before it. Then we all cried loudly for help, but no one ventured to give it; and the wind beat us out again to sea.... Then there was great anxiety and fear; for the wind was very great, and not more than six persons on board. But I spoke to the skipper, and told him to take heart, and put his trust in God, and consider what there was to be done. Then he said he thought, if we could manage to hoist the little sail, he would try whether we could not get on. So with great difficulty, and working all together, we got it half way up, and sailed on again; and when those on the land saw this, and how we were able to help ourselves, they came and gave us assistance, so that we got safely to land. Middleburg is a good town, and has a very beautiful Town-house with a costly tower. And there are also many things there of old art. There is an exceedingly costly and beautiful seat in the abbey, and a costly stone aisle, and a pretty parish church. And in other respects also the town is very rich in subjects for sketches. Zealand is pretty and marvellous to see, on account of the water, which is higher than the land.



The tide had carried off the stranded whale; and so Dürer returned to Antwerp, staying a few days at Bergen. Soon afterwards he gave Von Rafensburg three books of fine engravings in return for five snail-shells, nine medals, four arrows, two pieces of white coral, two dried fish, and a scale of a large fish. Improvident collector of curiosities! how did the matronly Agnes endure such tradings? Many dinners with the Genoese Tomasin are then recorded, and fresh collations with new friends, in the hearty and hospitable spirit of the easy-living Netherlanders. He repaid the quaint presents of his admirers with many copies of his engravings, and occasionally made some money in the practice of his profession.

On Shrove Tuesday early the goldsmiths invited me and my wife to dinner. There were many distinguished people assembled, and we had an extremely costly meal, and they did me exceeding much honor; and in the evening the senior magistrate of the town invited me, and gave me a costly meal, and showed me much honor. And there came in many strange masks. He then records his exchanges of engravings for such singular returns as satin, candied citron, ivory salt-cellars from Calcutta, sea-shells, monks electuary, sweetmeats in profusion, porcelains, an ivory pipe, coral, boxing-gloves, a shield, lace, fishes fins, sandal-wood, &c. The Portuguese ambassador invited him to a rich Carnival feast, where there were many very costly masks; and the learned Petrus Ægidius entertained him and Erasmus of Rotterdam together. He climbed up the cathedral tower, and saw over the whole town from it, which was very agreeable. Many of the curiosities which he had acquired were sent as presents to Pirkheimer, the Imhoffs, the Holzschuhers, and other noble friends in Nuremberg. Arion, the ex-Pensionary of Antwerp, gave him a feast, and presented him with Patenirs painting of Lot and his Daughters.

Soon after Easter, Dürer made another pleasant tour in the Netherlands, attended by the painter Jan Plos, passing by the rich Abbey of Pol, and the great long village of Kahlb, to the splendid and beautiful town of Bruges. Plos and the goldsmith Marx each gave him costly feasts, and showed him the Emperors palace, the Archery Court, and many paintings by Roger van der Weyden, Hubert and Jan van Eyck, and Hugo van der Goes, together with an alabaster Madonna by Michael Angelo. We came at last to the Painters Chapel, where there are many good things. After that they prepared a banquet for me. And from thence I went with them to their guild, where many honorable folk, goldsmiths, painters, and merchants, were assembled; and they made me sup with them, and did me great honor. And the Rath gave me twelve measures of wine; and the whole assembly, more than sixty persons, accompanied me home with torches.

And when I arrived at Ghent, the chief of the painters met me, and he brought with him all the principal painters of the town; and they showed me great honor, and received me in very splendid style, and they assured me of their good-will and service; and I supped that evening with them. On Wednesday early they took me to St. Johns Tower, from which I saw over all the great and wonderful town. After that I saw Johanns picture [Van Eycks Adoration of the Spotless Lamb]. It is a very rich and grandly conceived painting; and particularly Eve, the Virgin Mary, and God the Father, are excellent.... Ghent is a beautiful and wonderful town, and four great waters flow through it. And I have besides seen many other very strange things at Ghent, and the painters with their chief have never left me; and I have eaten morning and night with them, and they have paid for every thing, and have been very friendly with me.

The master soon returned to Antwerp, in distress. In the third week after Easter a hot fever attacked me, with great faintness, discomfort, and headache. And when I was in Zealand, some time back, a wonderful illness came upon me, which I had never heard of any one having before; and this illness I have still. This low fever never quite left him, and was the cause of many doctors bills thereafter. Soon afterward he made a portrait of the landscape-painter Joachim Patenir; and on the Sunday before Cross-week, Meister Joachim invited me to his wedding, and they all showed me much respect; and I saw two very pretty plays there, particularly the first, which was very pious and clerical.

Dürer seems to have had strong Protestant sympathies, though it is claimed that he died in the faith of Rome. His journal in 1521 contains the following significant sentences about Martin Luther: He was a man enlightened by the Holy Ghost, and a follower of the true Christian faith.... He has suffered much for Christs truth, and because he has rebuked the unchristian Papacy which strives against the freedom of Christ with its heavy burdens of human laws; and for this we are robbed of the price of our blood and sweat, that it may be expended shamefully by idle, lascivious people, whilst thirsty and sick men perish of hunger.... Lord Jesus Christ, call together again the sheep of thy fold, of whom part are still to be found amongst the Indians, Muscovites, Russians, and Greeks, who through the burdens and avarice of the Papacy have been separated from us. Never were any people so horribly burdened with ordinances as us poor people by the Romish See; we who, redeemed by thy blood, ought to be free Christians.

O God, is Luther dead? Who will henceforth explain to us so clearly the holy Gospel? O all pious Christian men, bewail with me this God-inspired man, and pray to God to send us another enlightened teacher! O Erasmus of Rotterdam, where dost thou remain? Behold how the unjust tyranny of this worlds might and the powers of darkness prevail! Hear, thou knight of Christ; ride forth in the name of the Lord, defend the truth, attain the martyrs crown; thou art already an old manikin, and I have heard thee say that thou gavest thyself only two years longer in which thou wilt still be fit for work. Employ these well, then, in the cause of the Gospel and the true Christian faith.

More junketings, gamings, collecting of outlandish things, visits to religious and civic pageants, new sketches and paintings, doctors bills and monks fees, minutely recorded. Meister Gerhard, the illuminator, has a daughter of eighteen years, called Susanna; and she has illuminated a plate, a Saviour, for which I gave a florin. It is a great wonder that a woman should do so well!... I have again and again done sketches and many other things in the service of different persons, and for the most part of my work I have received nothing at all.

After Corpus Christi Day, Dürer sent off several bales of his acquisitions to Nuremberg, by the wagoner Cunz Mez. He and his wife then went to Mechlin; and the painters and sculptors entertained me at my inn, and showed me great honor; and I went to Popenreuthers house, the cannon-founder, and found many wonderful things there. I have also seen the Lady Margaret [the Archduchess and Regent], and carried the portrait of the Emperor, which I intended to present to her; but she took such a displeasure therein, I brought it away with me again. And on the Friday she showed me all her beautiful things, and amongst them I saw forty small pictures in oil, pure and good: I have never seen finer miniatures. And then I saw other good things of Johanns [Van Eyck] and Jacob Walchs. I begged my Lady to give me Meister Jacobs little book, but she said she had promised it to her painter.

Dürer seems to have been treated with scant courtesy by the Archduchess, and soon returned to Antwerp. Here he was entertained by the eminent Lucas van Leyden, for whom he made a portrait, and received one of himself in return. The stately Nuremberger and the diminutive artist of Leyden were much astonished at each others personal appearance, but had a warm mutual respect and esteem. Dürer next struck up a warm friendship with certain of the Augustine monks, and dined often at their cloister. In addition to the bric-à-brac which he still continued to collect, he now began to buy precious stones, in which he was badly swindled by a Frenchman, and dolefully wrote, I am a fool at a bargain.

He was now about to return home, and naturally found it necessary, after having bought such a museum of oddities and curiosities, to borrow enough money to take him to Nuremberg. His friend Alexander Imhoff lent him 100 gold florins, receiving Dürers note in return. In some bitterness of spirit he wrote: In all my transactions in the Netherlands, with people both of high and low degree, and in all my doings, expenses, sales, and other trafficking, I have always had the disadvantage; and particularly the Lady Margaret, for all I have given her and done for her, has given me nothing in return.

On the eve of Dürers departure, the King of Denmark, Christian II., came to Antwerp, and not only had the master draw his portrait, but also invited him to a dinner. He then went to Brussels, on business for his new royal patron, and was present at the pompous reception and banquet with which the Emperor and the Archduchess Margaret received the Danish King. Soon afterwards the King invited Dürer to the feast which he gave to the Emperor and Archduchess; and then had his portrait painted in oil-colors, paying thirty florins for it. After a sojourn of eight days in Brussels, the master and his wife went south to Cologne, spending four long days on the road; and soon afterwards prolonged their journey to Nuremberg.

The municipality of Antwerp had offered him a house and a liberal pension, to remain in that city; but he declined these, being content with his prospects and his noble friends in Franconia.


CHAPTER VII.

Nurembergs Reformation.  The Little Masters.  Glass-Painting.  Architecture.  Letter to the City Council. Art of Mensuration.  Portraits.  Melanchthon.

What a commotion must Dürers return have caused in Nuremberg, with his commission as court-painter, and his bales and crates of rarities from America and India and all Europe! The presents which he had brought for so many of his friends must have given the liveliest delight, and afforded amusement for months to the Sodalitas Literaria and the Rath-Elders.

In the mean time the purifying storm of the Reformation was sweeping over Germany, and the people were in times of great doubt and perplexity. Nuremberg was the first of the free cities of the Empire to pronounce herself Protestant, though the change was effected with so much order and moderation that no iconoclastic fury was allowed to dilapidate its churches and convents. Pirkheimer and Spengler were excommunicated by the Pope, though their calm conservatism had curbed the fanatical fury of the puritans, and saved the Catholic art-treasures of the Franconian capital.

It is a significant fact that Dürer, during the last six years of his life, made no more Madonnas, and but one Holy Family. The era of Mariolatry had passed, so far as Nuremberg was concerned. Yet, during the year of his return from the Netherlands, he made two engravings of St. Christopher bearing the Holy Child safely above the floods and through the storms, as if to indicate that Christianity would be carried through all its disasters by an unfailing strength.

During the remaining six years of his life Dürers art-works were limited to a few portraits and engravings, and the great pictures of the Four Apostles. Much of his time was devoted to the publication of the fruits of his long experience, in several literary treatises, most of which are now lost. His broken health would not allow of continuous work, as the inroads of insidious disease slowly wasted his strength and ate away his vitality.



The Little Masters were a group of artists who were formed in the studio or under the influence of Dürer, shining as a bright constellation of genius in the twilight of German art. Among these were the Bavarian Altdorfer, who combined in his brilliant paintings and engravings both fantasy and romanticism; the Westphalian Aldegrever, a laborious painter and a prolific engraver; Barthel Beham, who afterwards studied with and counterfeited the works of Marc Antonio in Italy; Hans Sebald Beham, who illustrated lewd fables and prayer books with equal skill and relish, and was finally driven from Nuremberg; Jacob Binck of Cologne, a neat and accurate draughtsman, who removed to Rome, and engraved Raphaels works under the supervision of Marc Antonio; George Pensz, who also studied under the great Italian engraver, and executed 126 fine prints, besides several paintings. Other assistants and pupils of Dürer, of whom little but their names are now remembered, were Hans Brosamer of Fulda, and Hans Springinklee. Hans von Culmbach was a careful follower, who surpassed his master in love of nature and her warm and harmonious colors. The Tucher altar-piece in St. Sebalds Church was his master-picture. Contemporary with the Nuremberg painter, Matthew Grunewald was doing excellent work at Aschaffenburg, in northern Franconia. Among the German artists of his time, he was surpassed only by Dürer and Holbein.

The Diet of the Empire was held at Nuremberg in 1522, and the Rath-haus was repainted and decorated for its sessions. Dürer was paid 100 florins for his share in this work, although it is not known what it was. The best of the paintings were executed by his pupil, George Pensz, and it is probable that the master furnished some of the designs.

Although our artist held a pension from the Emperor as his court-painter, his services seem to have never been called into requisition. Charles spent but little time at Nuremberg, and while yet in his youth had no care for seeing himself portrayed on canvas. It was after the masters death that the Emperor first met Titian, and retained him as court-painter.

In 1522 Dürer published at his own cost the first edition of the Triumphal Car of Kaiser Maximilian, a woodcut whose labored and ponderous allegorical idea was conceived by Pirkheimer, designed in detail by Dürer, and engraved by Rösch on eight blocks, forming a picture 7½ feet long by 1½ feet high. The Emperor is shown seated in a chariot, surrounded by female figures representing the abstract virtues, while the leaders of the twelve horses, and even the wheels and reins, have magniloquent Latin names. Maximilian was greatly interested in this work, but died before its completion. The first edition was accompanied by explanatory German text, and the second by Latin descriptions.

The large woodcut of Ulrich Varnbühler, whom Dürer calls his single friend, is one of the masters best works, and was printed over with three blocks, to produce a chiaroscuro. A little later, he made two copper-plates of the Cardinal Archbishop Albert of Magdeburg and Mayence.

In 1523, while under the influence of the art-schools of the Lower Rhine, the master painted the pictures of Sts. Joachim and Joseph and St. Simeon and Bishop Lazarus, small figures on a gold ground.

Dürers Family Relation records that, My dear mother-in-law took ill on Sunday, Aug. 18, 1521; and on Sept. 29, at nine of the night, she died piously. And in 1523, on the Feast of the Presentation, early in the morning, died my father-in-law, Hans Frey. He had been ill for six years, and had his share of troubles in his time. They were buried in St. Johns Cemetery, in the same lot where the remains of their illustrious son-in-law were afterwards laid.

It is said that Dürer largely occupied himself with glass-painting, during the earlier part of his career; and he probably designed much for the workers in stained glass then in Upper Germany and the Low Countries. Lacroix says that he produced twenty windows for the Temple Church at Paris; and Holt attributes to him the church-windows at Fairford, near Cirencester.

As an architect Albert executed but few works, and only a slight record remains to our day. He made two plans for the Archduchess Margaret, and another for the house of her physician. Heideloff has proved that the gallery of the Gessert house at Nuremberg was built by Dürer, in a strange combination of geometric and Renaissance forms.



Pirkheimers portrait was engraved in 1524, showing a gross and heavy face, obese to the last degree, and verifying in its physiognomy the probability that the playful innuendoes in Dürers Venetian letters were well grounded. It is not easy to see how such a spirit, learned in all the sciences of the age, and in close communion with Erasmus, Melanchthon, and Ulrich von Hutten, could have worn such a drooping mask of flesh. In the same year, Dürer published an engraved portrait of Frederick the Wise, Elector of Saxony, the supporter of Luther and the political leader of the Reformation. The head is admirably drawn and full of character, with firmness plainly indicated by strongly compressed lips.

The following letter to the Council of Nuremberg was written in the year 1524:  

Provident, Honorable, Wise, and Most Favorable Lords,  By my works and with the help of God, I have acquired 1,000 florins of the Rhine, and I would now willingly lay them by for my support. Although I know that it is not the custom with your Wisdoms to pay high interest, and that you have refused to give one florin in twenty; yet I am moved by my necessity, by the particularly favorable regard which your Wisdoms have ever shown towards me, and also by the following causes, to beg this thing of your Honors. Your Wisdoms know that I have always been obedient, willing, and diligent in all things done for your Wisdoms, and for the common State, and for other persons of the Rath, and that the State has always had my help, art, and work, whenever they were needed, and that without payment rather than for money; for I can write with truth, that, during the thirty years that I have had a house in this town, I have not had 500 guldens worth of work from it, and what I have had has been poor and mean, and I have not gained the fifth part for it that it was worth; but all that I have earned, which God knows has only been by hard toil, has been from princes, lords, and other foreign persons. Also I have expended all my earnings from foreigners in this town. Also your Honors doubtless know that, on account of the many works I had done for him, the late Emperor Maximilian, of praiseworthy memory, out of his own imperial liberality granted me an exemption from the rates and taxes of this town, which, however, I voluntarily gave up, when I was spoken to about it by the Elders of the Rath, in order to show honor to my Lords, and to maintain their favor and uphold their customs and justice.

Nineteen years ago the Doge of Venice wrote to me, offering me 200 ducats a year if I would live in that city. More lately the Rath of Antwerp, while I remained in the Low Countries, also made me an offer, 300 florins of Philippe a year, and a fair mansion to live in. In both places all that I did for the Government would have been paid over and above the pension. All of which, out of my love for my honorable and wise Lords, for this town, and for my Fatherland, I refused, and chose rather to live simply, near your Wisdoms, than to be rich and great in any other place. It is therefore my dutiful request to your Lordships, that you will take all these things into your favorable consideration, and accept these thousand florins (which I could easily lay out with other worthy people both here and elsewhere, but which I would rather know were in the hands of your Wisdoms), and grant me a yearly interest upon them of fifty florins, so that I and my wife, who are daily growing old, weak, and incapable, may have a moderate provision against want. And I will ever do my utmost to deserve your noble Wisdoms favor and approbation, as heretofore.

This touching letter shows the poverty of Dürers savings, and his sad feeling that he had lived as a prophet without honor in his own country. It produced the desired effect, and brought him five per cent on his little capital, though after his death the Council hastened to reduce it to four per cent.

Dürers wide study and remarkable versatility, rivalling that of Leonardo da Vinci, found further expression in literary work. Camerarius states that he wrote a hundred and fifty different treatises, showing a marked proficiency in several of the sciences. His first work was entitled Instruction in the Art of Mensuration, &c., and was published in 1525 for the use of young painters. It is composed of four books, treating of the practical use of geometrical instruments, and the drawing of volutes, Roman letters, and winding stairs; and is illustrated by numerous woodcuts. The fourth book elucidates the idea of perspective, and contains pictures of an instrument devised by the author, which will be found particularly useful to persons who are not sure of drawing correctly. This was not the only invention of Dürers; for there still exists a small model of a gun-carriage in wood and iron, made by him, and exhibiting certain improvements which he had designed and advocated. The Art of Mensuration was a successful book, and passed through one Latin and three German editions.

The finest of Dürers works in portraiture was executed in 1526, and represents the grand old Jerome Holzschuher, one of the chief rulers of the city, with all the strength and keenness of his heroic nature lighting up the canvas. Enormous sums have been offered for this work; but it is still faithfully preserved in Nuremberg, and retains its original rich and vivid coloring. Another fine portrait, like an antique bust, now in the Vienna Belvedere, shows Johann Kleeberger, the generous and charitable man who was known abroad as the good German. Still another portrait of this year was that of the Burgomaster Jacob Müffel, a well-modelled and carefully executed likeness of one of the masters best friends. Two very famous engravings of this date portray Erasmus of Rotterdam and Philip Melanchthon. Erasmus is represented as a venerable scholar, sitting at a desk, with a pen in his hand and a soft cap on his head; and the engraving is remarkable for its admirable execution and strong character. Still, the old philosopher was not pleased with it, and sent to Sir Thomas More his portrait by Holbein, which, he said, is much more like me than the one by the famous Albert Dürer. When Erasmus first saw the picture he said, Oh! if I still resemble that Erasmus, I may look out for getting married, as if it gave him too young an appearance.

In 1526 the wise and noble-hearted Melanchthon came to Nuremberg to establish a Protestant Latin school, and formed a close intimacy with the master, whose tender and dreamy spirit was so like his own. During their constant intercourse, the artist became strengthened and comforted in the mild and pure doctrines of the true reformation, and was quietly yet strongly influenced to abandon even the forms of Catholicism which still remained. Dürer published a fine engraving of this friend of his last years on earth, showing delicately-chiselled features, with large and tender eyes and a lofty forehead.

Melanchthon wrote that in one of his frequent conversations with Dürer, the artist explained the great change which his methods had undergone, saying, In his youth he was fond of a florid style and great combination of colors, and that in looking at his own work he was always delighted to find this diversity of coloring in any of his pictures; but afterwards in his mature years he began to look more entirely to nature, and tried to see her in her simplest form. Then he found that this simplicity was the true perfection of art; and, not attaining this, he did not care for his works as formerly, but often sighed when he looked at his pictures and thought of his incapacity.


CHAPTER VIII.

The Four Apostles.  Dürers Later Literary Works.  Four Books of Proportion.  Last Sickness and Death.  Agnes Dürer.  Dürer described by a Friend.

Schlegel says that Albert Dürer may be called the Shakespeare of Painting; and it is doubtless true that he filled out the narrow capabilities of early German art with a full measure of deep and earnest thought and powerful originality. The equal homage which was offered to him at Venice and Antwerp, the two art-antipodes, shows how highly he was regarded in his own day. His earlier works were executed in the crude and angular methods of Wohlgemuth and his contemporaries; and most of the pictures now attributed to him, often incorrectly, are of this character. But in his later works he swung clear of these trammelling archaisms, and produced brilliant and memorable compositions.

The Four Apostles, now in the Munich Pinakothek, were Dürers last and noblest works, and fairly justify Pirkheimers assurance, that if he had lived longer the master would have done many more wonderful, strange, and artistic things. They are full of grand thought and clear insight, free from exaggeration or conventionalism, perfect in execution and harmonious simplicity, and so distinct in individuality that it has been generally believed that the Four Temperaments are here impersonated. On one panel are Sts. John and Peter, in life-size, the former deeply meditating, with the Scriptures in his hand, and the latter bending forward and earnestly reading the Holy Book. The other panel shows the stately St. Paul, robed in white, standing before the ardent and impassioned St. Mark. Kugler calls these panels the first complete work of art produced by Protestantism; and the truth and simplicity of the paintings prefigured the return of a pure and incorrupt faith.

Late in 1526, Dürer sent these pictures to the Rath of Nuremberg, with the following letter: Provident, Honorable, Wise, Dear Lords,  I have been for some time past minded to present your Wisdoms with something of my unworthy painting as a remembrance; but I have been obliged to give this up on account of the defects of my poor work, for I knew that I should not have been well able to maintain the same before your Wisdoms. During this past time, however, I have painted a picture, and bestowed more diligence upon it than upon any other painting; therefore I esteem no one worthier than your Wisdoms to keep it as a remembrance; on which account I present the same to you herewith, begging you with humble diligence to accept my little present graciously and favorably, and to be and remain my favorable and dear Lords, as I have always hitherto found you. This, with the utmost humility, I will sedulously endeavor to merit from your Wisdoms.

The Rath eagerly accepted this noble gift, and hung the two panels in the Rath-haus, sending also a handsome present of money to Dürer and his wife. A century afterwards Maximilian of Bavaria saw and coveted the pictures, and used bribery and threats alike to secure them. In 1627 he accomplished his purpose; and the Rath, fearful of his wrath and dreading his power, sent the panels to Munich.



The woodcut portrait of Dürer, dated 1527, shows the worn face of a man of fifty-six years, whose life has been stormy and sometimes unhappy. It is much less beautiful than the earlier pictures, for his long flowing hair and beard have both been cut short, perhaps on account of sickness, or in deference to the new puritan ideas. The face is delicate and melancholy, and seems to rest under the shadow of approaching death, which is to be met with a calm and simple faith.

His second book, entitled Some Instruction in the Fortification of Cities, Castles, and Towns, appeared in 1527, and was dedicated to Ferdinand I., and adorned with several woodcuts. In this the artist showed the same familiarity with the principles of defensive works as his great contemporaries Leonardo da Vinci and Michael Angelo had done. Much attention is paid to the proper sheltering of heavy artillery from hostile shot; and the plans of the towers and bastions about Nuremberg, which were built after Dürers death, were suggested in this work. A large contemporary woodcut by the master shows the siege of a city, with cannon playing from the bastions, and the garrison making a sortie against the enemy.



The celebrated Four Books of Human Proportion was Dürers greatest literary work, and was completed about this time, having been begun in 1523. Its preparation was suggested by Pirkheimer, to whom it was dedicated, and who published it after the authors death, with a long Latin elegy on him. Great labor was bestowed on this work, and many of the original sketches and notes are still preserved. The first and second books show the correct proportions of the human body and its members, according to scale, dividing the body into seven parts, each of which has the same measurement as the head, and then considering it in eighths. The proportions of children are also treated of; and the dogma is formulated, that the woman should be one-eighteenth shorter than the man. The third book is devoted to transposing or changing these proportions, and contains examples of distorted and unsymmetrical figures; and the fourth book treats of foreshortening, and shows the human body in motion. In his preface he says: Let no one think that I am presumptuous enough to imagine that I have written a wonderful book, or seek to raise myself above others. This be far from me! for I know well that but small and mediocre understanding and art can be found in the following work.

The high appreciation in which this book was held appears from the fact that it passed through several German editions, besides three Latin, two Italian, two French, Portuguese, Dutch, and English editions. Most of the original MS. is now in the British Museum.

Among Dürers other works were treatises on Civic Architecture, Music, the Art of Fencing, Landscape-Painting, Colors, Painting, and the Proportions of the Horse.

But the year 1527 was nearly barren of new art-works; for the masters hand was losing its power, and his busy brain had grown weary. His constitution was slowly yielding before the fatal advances of a wasting disease, possibly the low fever which he had contracted in Zealand, or it may have been an affection of the lungs. In the latter days he made a memorandum: Regarding the belongings I have amassed by my own handiwork, I have not had a great chance to become rich, and have had plenty of losses; having lent without being repaid, and my work-people have not reckoned with me; also my agent at Rome died, after using up my property. Half of this loss was thirteen years ago, and I have blamed myself for losses contracted at Venice. Still we have good house-furnishing, clothing, costly things as earthenware [maiolica], professional fittings-up, bed-furnishings, chests, and cabinets; and my stock of colors is worth 100 guldens.

The last design of the master was a drawing on gray paper, showing Christ on the Cross. When this was all completed except the face of the Divine sufferer, the artist was summoned by Death, and ascended to behold in glory the features which he had so often portrayed under the thorns.

A violent attack of his chronic disease prostrated him so far that he was unable to rally; and after a brief illness he passed gently away, on the 6th of April, 1528. It was the anniversary of the day on which Raphael died, eight years before. His friends were startled and grief-stricken at his sudden death, which came so unexpectedly that even Pirkheimer was absent from the city. It was long supposed that he died of the plague, on the evidence of a portrait-drawing of himself, showing him pointing to a discolored plague-spot on his side, and inscribed, Where my fingers point, there I suffer. It was said that this sketch was for the information of his doctor, who dared not visit the pestilence-stricken sick-chamber. But this hypothesis is no longer considered tenable.

The remains of the master were buried in the lot of his father-in-law, Hans Frey, at the Cemetery of St. John, beyond the walls; and his monument bore Pirkheimers simple epitaph: Me. Al. Du. Quicquid Alberti Dureri Mortale Fuit, Sub Hoc Conditur Tumulo. Emigravit VIII Idus Aprilis, MDXXVIII. A.D.

On Easter Sunday, 1828, the third centenary of his death, a great procession of artists and scholars from all parts of Germany moved in solemn state from Nuremberg to the grave of Dürer, where they sang hymns.



In the valley of the Pegnitz, where across broad meadowlands
Rise the blue Franconian mountains, Nuremberg the ancient stands.

Quaint old town of toil and traffic, quaint old town of art and song,
Memories haunt thy pointed gables, like the rooks that round them throng.

Memories of the Middle Ages, when the emperors rough and bold
Had their dwelling in thy castle, time-defying, centuries old;

And thy brave and thrifty burghers boasted, in their uncouth rhyme,
That their great imperial city stretched its hand through every clime.

In the courtyard of the castle, bound with many an iron band,
Stands the mighty linden planted by Queen Cunigundes hand;

On the square the oriel window, where in old heroic days
Sat the poet Melchior singing Kaiser Maximilians praise.

Everywhere I see around me rise the wondrous world of Art,
Fountains wrought with richest sculpture standing in the common mart;

And above cathedral doorways, saints and bishops carved in stone,
By a former age commissioned as apostles to our own.

In the church of sainted Sebald sleeps enshrined his holy dust,
And in bronze the Twelve Apostles guard from age to age their trust:

In the church of sainted Lawrence stands a pix of sculpture rare,
Like the foamy sheaf of fountains, rising through the painted air.

Here, when Art was still religion, with a simple, reverent heart,
Lived and labored Albrecht Dürer, the Evangelist of Art;

Hence in silence and in sorrow, toiling still with busy hand,
Like an emigrant he wandered, seeking for the Better Land.

Emigravit is the inscription on the tombstone where he lies:
Dead he is not, but departed, for the artist never dies.

Longfellow.



Pirkheimer wrote to Ulrich, Although I have been often tried by the death of those who were dear to me, I think I have never until now experienced such sorrow as the loss of our dearest and best Dürer has caused me. And truly not without cause; for, of all men who were not bound to me by ties of blood, I loved and esteemed him the most, on account of his countless merits and rare integrity. As I know, my dear Ulrich, that you share my sorrow, I do not hesitate to allow it free course in your presence, so that we may consecrate together a just tribute of tears to our dear friend. He has gone from us, our Albert! Let us weep, my dear Ulrich, over the inexorable fate, the miserable lot of man, and the unfeeling cruelty of death. A noble man is snatched away, whilst so many others, worthless and incapable men, enjoy unclouded happiness, and have their years prolonged beyond the ordinary term of mans life.

Pirkheimer died two years after Dürers death, and was buried near him. During his last days, and therefore so long after his friends decease that the first violence of his emotions had fully subsided, and his mind had become calm, he wrote to Herr Tschertte of Vienna, and gave the following arraignment of the widow Dürer: Truly I lost in Albert the best friend I ever had in the world, and nothing grieves me so much as to think that he died such an unhappy death; for after the providence of God I can ascribe it to no one but his wife, who so gnawed at his heart, and worried him to such a degree, that he departed from this world sooner than he would otherwise have done. He was dried up like a bundle of straw, and never dared to be in good spirits, or to go out into society. For this bad woman was always anxious, although really she had no cause to be; and she urged him on day and night, and forced him to hard work only for this,  that he might earn money, and leave it to her when he died. For she always feared ruin, as she does still, notwithstanding that Albert has left her property worth about six thousand gulden. But nothing ever satisfied her; and in short she alone was the cause of his death. I have often myself expostulated with her about her suspicious, blameworthy conduct, and have warned her, and told her beforehand what the end of it would be; but I have never met with any thing but ingratitude. For whoever was a friend of her husbands, and wished him well, to him she was an enemy; which troubled Albert to the highest degree, and brought him at last to his grave. I have not seen her since his death: she will have nothing to do with me, although I have been helpful to her in many things; but one cannot trust her. She is always suspicious of anybody who contradicts her, or does not take her part in all things, and is immediately an enemy. Therefore I would much rather she should keep away from me. She and her sister are not loose characters, but, as I do not doubt, honorable, pious, and very God-fearing women; but one would rather have to do with a light woman who behaved in a friendly manner, than with such a nagging, suspicious, scolding, pious woman, with whom a man can have no peace day or night. We must, however, leave the matter to God, who will be gracious and merciful to our good Albert, for he lived a pious and upright man, and died in a very Christian and blessed manner; therefore we need not fear his salvation. God grant us grace, that we may happily follow him when our time comes!



It is said that Raphael, after studying Dürers engravings, exclaimed, Of a truth this man would have surpassed us all if he had had the masterpieces of art constantly before his eyes as we have. Even so at the present day is it seen, that if Dürer had studied classic art, and imbibed its principles, he might have added a rare beauty to the weird ugliness and solemnity of his designs, and substituted the sweet Graces for the grim Walkyrie. Yet in that case the world would have lost the fascinations of the sad and profound Nuremberg pictures, with their terrific realism and fantastic richness.

Italy did not disdain to borrow the ideas of the transalpine artist; and even Raphael took the design of his famous picture of The Entombment (Lo Spasimo) from Dürers picture in The Great Passion. Titian borrowed from his Life of the Virgin the figure of an old woman, which he introduced in his Presentation in the Temple. The Florentine Pontormo copied a whole landscape from one of Dürers paintings; and Andrea del Sarto received many direct suggestions from his works.



It is very surprising in regard to that man, that in a rude and barbarous age he was the first of the Germans who not only arrived at an exact imitation of nature, but has likewise left no second; being so absolute a master of it in all its parts,  in etching, engraving, statuary, architecture, optics, symmetry, and the rest,  that he had no equal except Michael Angelo Buonarotti, his contemporary and rival; and he left behind him such works as were too much for the life of one man.  John Andreas.

In the preface to his Latin translation of The Four Books of Human Proportion, the Rector Camerarius says: Nature gave our Albert a form remarkable for proportion and height, and well suited to the beautiful spirit which it held therein; so that in his case she was not unmindful of the harmony which Hippocrates loves to dwell upon, whereby she assigns a grotesque body to the grotesquely-spirited ape, while she enshrines the noble soul in a befitting temple. He had a graceful hand, brilliant eyes, a nose well-formed, such as the Greeks call Τετράγωνον, the neck a little long, chest full, stomach flat, hips well-knit, and legs straight. As to his fingers, you would have said that you never saw any thing more graceful. Such, moreover, was the charm of his language, that listeners were always sorry when he had finished speaking.

He did not devote himself to the study of literature, though he was in a great measure master of what it conveys, especially of natural science and mathematics. He was well acquainted with the principal facts of these sciences, and could apply them as well as set them forth in words: witness his treatises on geometry, in which there is nothing to be desired that I can find, at least so far as he has undertaken to treat the subject.... But Nature had especially designed him for painting, which study he embraced with all his might, and was never tired of considering the works and methods of celebrated painters, and learning from them all that commended itself to him.... If he had a fault it was this: that he worked with too untiring industry, and practised a degree of severity towards himself that he often carried beyond bounds.


A LIST OF ALBERT DÜRERS CHIEF PAINTINGS

NOW IN EXISTENCE, WITH THE DATES OF THEIR EXECUTION, AND THEIR PRESENT LOCATIONS.

* * *The interrogation-mark is annexed to the titles of certain paintings which two or more critics regard as of doubtful authenticity.

GERMANY.

Nuremberg.  Germanic Museum,  Emperor Maximilian; Burgomaster Holzschuher, 1526. St. Maurice Gallery,  Pietà; Ecce Homo. Rath-Haus,  Emperor Sigismund(?); Charlemagne(?).

Munich Pinakothek.  Baumgärtner Altar-piece, 1513; Suicide of Lucretia, 1518; Albert Dürer, 1500; Oswald Krell, 1499; Michael Wohlgemuth, 1516; Albert Dürer the Elder, 1497; the Nativity; Sts. Paul and Mark, 1526; Sts. Peter and John, 1526; a Knight in Armor(?); Sts. Joachim and Joseph, 1523; St. Simeon and Bishop Lazarus, 1523; Death of the Virgin; a Young Man, 1500; Pietà(?); Mater Dolorosa.

Dresden Museum.  Christ Bearing the Cross; the Crucifixion; a Hare; Lucas van Leyden; Madonna and Saints (?).

Cologne.  Museum,  Drummer and Piper; Madonna (?). Church of Sta. Maria im Capitol,  Death of the Virgin.

Frankfort.  Municipal Gallery,  Two portraits. Städel Institute,  Catherine Fürleger; Albert Dürer the Elder.

Cassel.  Friedrich Museum,  The Passion. Bellevue,  Erasmus of Rotterdam.

Pommersfelden.  Jacob Müffel.

Lustschena (Baron Speck).  A Young Lady.

Aschaffenburg.  Albert Dürer.

Augsburg.  Two Masques. Several others in the Castle of Stolzenfels.

AUSTRIA.

Vienna.  Belvedere,  Emperor Maximilian, 1519; Martyrdom of the Ten Thousand Christians, 1508; Madonna, 1506; Adoration of the Magi, 1504; Madonna, 1503; Adoration of the Holy Trinity, 1511; Madonna; Young Man, 1507; Johann Kleeberger, 1526; and others not definitely authenticated. The Albertina,  Emperor Maximilian, Green Passion, and 160 drawings. Czernin Palace,  Portrait. The old Ambraser, Lichtenstein, and Von Lamberg collections included four portraits and two religious pictures. St. Wolfgangs Church, Upper Austria,  Death of the Virgin.

Pesth.  Christ on the Cross.

Prague.  Strahow Abbey,  The Feast of Rose Garlands.

NORTHERN EUROPE.

St. Petersburg.  Hermitage Palace,  Christ Led to Calvary; Christ Bearing the Cross; the Elector of Saxony.

Hague Museum.  Two portraits.

Belœil (Prince de Ligne),  Two pictures.

Basle Museum (Switzerland).  Two pictures.

Coire Cathedral,  Christ Bearing the Cross.

ITALY.

Florence.  Uffizi Gallery,  Adoration of the Magi, 1504; Madonna, 1526; Dürers Father, 1490; Apostle Philip, 1516; St. James the Great, 1516; Albert Dürer, 1498; Ecce Homo (?); Nativity (?); Pietà (?). Pitti Palace,  Adam and Eve (replica).

Rome.  Barberini Palace,  Christ among the Doctors, 1506. Borghese Palace,  Louis VI. of Bavaria; Pirkheimer, 1505; and five pictures of dubious authenticity. Corsini Palace,  A Hare; Cardinal Albert of Brandenburg. Doria Palace,  St. Eustace (?); Ecce Homo (?). Sciarra-Colonna Palace,  Death of the Virgin.

Milan.  Casa Trivulzi,  Ecce Homo, 1514. Ambrosiana,  Coronation of the Virgin, 1510. Bergamo Academy,  Christ Bearing the Cross. Brescia Gallery,  Drawings.

Venice.  Manfrini Palace,  Adoration of the Shepherds; Holy Family.

Naples.  Santangelo,  Garland-Bearer, 1508. Museum,  Nativity, 1512. Villafranca Palace,  Christ on the Cross.

SPAIN.

Madrid.  Museum,  Albert Dürer, 1498; Dürers Father; Adam and Eve. Marquis of Salamanca,  Altar-piece, a Passion scene.

FRANCE.

Besançon Museum,  Christ on the Cross. Lyons,  Madonna and Child Giving Roses to Maximilian (?).



GREAT BRITAIN.

National Gallery,  A Senator, 1514. Stafford House, Death of the Virgin. Hampton-Court Palace,  Young Man, 1506; St. Jerome (?). Buckingham Palace,  Virgin and Child. Rev. J. F. Russell,  Crucifixion; Christs Farewell to Mary (?). Thirlestaine House,  Maximilian. Kensington Palace,  Young Man. New Battle House,  Madonna and Angels. Belvoir Castle,  Portrait. Sion House,  Dürers Father. Mr. Wynn Ellis, London,  Catherine Fürleger; Virgin and Child. FitzWilliam Museum, Cambridge,  Annunciation (?). Windsor Castle,  Pirkheimer. Bath House,  Man in Armor. Howard Castle,  Vulcan; Adam and Eve; Abraham and Isaac.

* * *The latest of the lists of Dürers paintings, compiled by Mr. W. B. Scott in 1870, enumerates the following collections, long since dispersed, with the dates when they were cataloged: 11 pictures at Aix, in 1822; 2 at Anspach, 1816; 5 at Augsburg, 1822; 10 at Bamberg, 1821; 2 at Banz, 1814; 4 at Berlin, 1822; 3 at Blankenberg, 1817; 3 at Bologna, 1730; 3 at Breslau, 1741; 6 at Brussels, 1811. Many of these cannot now be located, the collections having been broken up.


A LIST OF DÜRERS WOOD ENGRAVINGS.

Bible Subjects.  Cain Killing Abel; Samson Slaying the Lion; Adoration of the Magi, 1511; the Last Supper, 1523; the Mount of Olives; Pilate Showing Christ to the Jews; the Sudarium; Ecce Homo; the Crucifixion, 1510; the Crucifixion, 1516; Calvary; the Crucifixion; Christ on the Cross, with Angels; the Trinity, 1511; the Holy Family, 1511; the Holy Family with a Guitar, 1511; the Holy Family, 1526; the Holy Family in a Chamber; the Virgin with the Swaddled Child; the Virgin Crowned by Angels, 1518; the Holy Family with Three Rabbits.

Saints.  St. Arnolf, Bishop; St. Christopher, 1511; St. Christopher with the Birds; St. Christopher, 1525; St. Colman of Scotland, 1513; St. Francis Receiving the Stigmata; St. George; the Mass of St. Gregory, 1511; St. Jerome in a Chamber, 1511; St. Jerome in the Grotto, 1512; the Little St. Jerome; the Beheading of St. John the Baptist; the Head of St. John brought to Herod, 1511; St. Sebald; the Penitent; Elias and the Raven; Sts. John and Jerome; Sts. Nicholas, Udalricus, and Erasmus; Sts. Stephen, Gregory, and Lawrence; the Eight Austrian Saints; the Martyrdom of Ten Thousand Christians; the Beheading of St. Catherine; St. Mary Magdalen.

Portraits.  The Emperor Maximilian, 1519; the Emperor; Ulrich Varnbühler, 1522; Albert Dürer, 1527.

Heraldic Subjects.  The Beham Arms; the Dürer Arms, 1523; the Ebner-Furer Arms, 1516; the Kressen Arms; the Shield of Nuremberg; the Shield with three Lions Heads; the Shield with a Wild Man and two Dogs; the Scheurl-Zuiglin Arms; the Stabius Arms; the Staiber Arms.

Miscellaneous Subjects.  The Judgment of Paris; Hercules; the Rider; the Bath; the Embrace; the Learner, 1510; Death and the Soldier, 1510; the Besieged City, 1527; the Rhinoceros, 1515; the Triumphal Chariot of Maximilian, 1522; the Great Column, 1517; a Man Sketching; two Men Sketching a Lute; a Man Sketching a Woman; a Man Sketching an Urn; Hemispherium Australe; Imagines Cœli Septentrionalis; Imagines Cœli Meridionalis; the Pirkheimer Title-border; six Ornamental designs; two title-borders.

The Great Passion (12 cuts; 1510).  Ecce Homo; the Last Supper; the Agony in the Garden; the Seizing of Christ; the Flagellation; the Mocking; Bearing the Cross; the Crucifixion; Christ in Hades; the Wailing Maries; the Entombment; the Resurrection.

The Little Passion (37 cuts; 1511).  Ecce Homo; Adam and Eve; the Expulsion from Eden; the Annunciation; the Nativity; the Entry into Jerusalem; the Cleansing of the Temple; Christs Farewell to His Mother; the Last Supper; the Washing of the Feet; the Agony in the Garden; the Kiss of Judas; Christ before Annas; Caiaphas Rends his Clothes; the Mocking; Christ and Pilate; Christ before Herod; the Scourging; the Crowning with Thorns; Christ Shown to the Jews; Pilate Washing his Hands; Bearing the Cross; the Veronica; Nailing Christ to the Cross; the Crucifixion; Descent into Hell; the Descent from the Cross; the Weeping Maries; the Entombment; the Resurrection; Christ in Glory Appearing to His Mother; Appearing to Mary Magdalen; at Emmaus; the Unbelief of St. Thomas; the Ascension; the Descent of the Holy Ghost; the Last Judgment.

The Life of the Virgin (20 designs; 1511).  The Virgin and Child; Joachims Offering Rejected; the Angel Appears to Joachim; Joachim Meeting Anna; the Birth of Mary; the Virgins Presentation at the Temple; the Betrothal of Mary and Joseph; the Annunciation; the Visitation of St. Elizabeth; the Nativity; the Circumcision; the Purification of Mary; the Flight into Egypt; the Repose in Egypt; Christ Teaching in the Temple; Christs Farewell to His Mother; the Death of the Virgin; the Assumption; the Virgin and Child with seven Saints.

The Apocalypse of St. John (16 designs; 1498).  The Virgin and Child Appearing to St. John; His Attempted Martyrdom; the Seven Golden Candlesticks and the Seven Stars; the Throne of God with the Four-and-twenty Elders and the Beasts; the Descent of the Four Horses; the Martyrs Clothed in White and the Stars Falling; the Four Angels Holding the Winds, and the Sealing of the Elect; the Seven Angel Trumpeters and the Glorified Host of Saints; the Four Angels Slaying the Third Part of Men; John is Made to Eat the Book; the Woman Clothed with the Sun, and the Seven-headed Dragon; Michael and his Angels Fighting the Great Dragon; the Worship of the Seven-headed Dragon; the Lamb in Zion; the Woman of Babylon Sitting on the Beast; the Binding of Satan for a Thousand Years.

There are 261 other wood-engravings described in the catalogue attached to Scotts Life of Dürer, and ranked as doubtful. Many of these are held to be authentic by one or more of the three critical authorities on Dürers works,  Heller, Bartsch, and Passavant. Other connoisseurs, however, ascribe them to different engravers of the early German schools, mostly to pupils and colleagues of Dürer.

ENGRAVINGS ON COPPER.

Bible-Subjects.  Adam and Eve, 1504; the Nativity, 1504; the Passion on copper (16 designs), 1508-13; Crucifixion, 1508, 1511; Little Crucifixion, 1513; Christ Showing His Five Wounds; Angel with the Sudarium, 1516; two Angels with the Sudarium, 1513; the Prodigal Son, 1500; the Virgin and Anna; Mary on the Crescent Moon, no date; Mary on the Crescent Moon, 1514; Mary with a Crown of Stars, 1508; Mary with the Starry Crown and Sceptre, 1516; Mary Crowned by an Angel, 1520; Mary Crowned by two Angels, 1518; the Nursing Mary, 1503; the Nursing Mary, 1519; Mary with the Swaddled Child, 1520; Mary under a Tree, 1513; Mary by the Well, 1514; Mary with the Pear, 1511; Mary with the Monkey, no date; the Holy Family with the Butterfly, early work.

Saints.  St. Philip; St. Bartholomew, 1523; St. Thomas, 1514; St. Simon, 1514; St. Paul, 1514; St. Anthony, 1519; St. Christopher, 1521; St. Christopher, second design; St. John Chrysostom; St. Eustace, no date; St. George; Equestrian St. George, 1508; St. Jerome, 1514; St. Jerome Praying; the same, smaller, 1513; St. Sebastian; St. Sebastian Bound to a Pillar.
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PREFACE

When the late Mr. Arthur Strong asked me to undertake the present volume, I pointed out to him that, to fulfil the advertised programme of the Series he was editing, was more than could be hoped from my attainments. He replied, that in the case of Dürer a book, fulfilling that programme, was not called for, and that what he wished me to attempt, was an appreciation of this great artist in relation to general ideas. I had hoped to benefit very largely by my editors advice and supervision, but this his illness and death prevented. His great gifts and brilliant accomplishments, already darkened and distressed by disease, were all too soon to be utterly quenched; and I can but here express, not only my sense of personal loss in the hopes which his friendly welcome and generous intercourse had created and which have been so cruelly dashed by the event, but also that of the void which his disappearance has left in the too thin ranks of those who, filled with reverence and enthusiasm for the great traditions of the past, seem nevertheless eager and capable of grappling with the unwieldy present. Let and restricted had been the recognition of his maturing worth, and now we must do without both him and the impetus of his so nearly assured success.

The present volume, then, is not the result of new research; nor is it an abstract resuming historical and critical discoveries on its subject up to date. Of this latter there are several already before the British public; the former, as I said, it was not for me to attempt. Nor do I feel my book to be altogether even what it was intended to be; but am conscious that too much space has been given to the enumeration of Dürers principal works and the events of his life without either being made exhaustive. Still, I hope that even these parts may be found profitable by those who are not already familiar with the subjects with which they deal. To those for whom these subjects are well known, I should like to point out that Parts I. and IV. and very much of Part III. embody my chief intention; that chapter 1 of Part I. finds a further illustration in division iii. of chapter 4, Part II.; and that division vi., chapter 1, Part II., should be taken as prefatory to chapter 1, Part IV.

Should exception be taken to the works chosen as illustrations, I would explain that the means of reproduction, the degree of reduction necessitated by the size of the page, and other outside considerations, have severely limited my choice. It is entirely owing to the extreme kindness of the Dürer Society  more especially of its courteous and enthusiastic secretaries, Mr. Campbell Dodgson and Mr. Peartree  that four copper-plates have so greatly enhanced the adequacy of the volume in this respect.

I have gratefully to acknowledge Sir Martin Conways kindness in permitting me to quote so liberally from his Literary Remains of Albrecht Dürer, by far the best book on this great artist known to me. Mr. Charles Eatons translation of Thausings Life of Dürer, the Portfolios of the Dürer Society, and Dr. Lippmanb Drawings of Albrecht Dürer, are the only other works on my subject to which I feel bound to acknowledge my indebtedness. Lastly, I must express deep gratitude to my learned friend, Mr. Campbell Dodgson, for having so generously consented, by reading the proofs, to mitigate my defect in scholarship.


PART I. CONCERNING GENERAL IDEAS IMPORTANT TO THE COMPREHENSION OF DÜRERS LIFE AND ART


CHAPTER I. THE IDEA OF PROPORTION

I

Ich hab vernomen wie der siben weysen aus kriechenland ainer gelert hab das dymass in allen dingen sitlichen und naturlichen das pest sey.

DÜRER, British Museum MS., vol. iv., 82a.

I have heard how one of the Seven Sages of Greece taught that measure is in all things, physical and moral, best.

La souveraine habileté consiste à bien connaitre le prix des choses. LA ROCHEFOUCAULD, III. 252.

Sovereign skill consists in thoroughly understanding the value of things.

The attempt that the last quarter century has witnessed, to introduce the methods of science into the criticism of works of art, has tended, it seems to me, to put the question of their value into the background. The easily scandalous inquiries, Who? When? Where? have assumed an impertinent predominance. When I hear people very decidedly asserting that such a picture was painted by such an one, not generally supposed to be the author, at such a time, &c. &c., I often feel uneasy in the same way as one does on being addressed in a loud voice in a church or a picture gallery, where other persons are absorbed in an acknowledged and respected contemplation or study. I feel inclined to blush and whisper, for fear of being supposed to know the speaker too well. It is an awkward moment with me, for I am in fact very good friends with many such persons. Sovereign skill consists in thoroughly understanding the value of things  not their commercial value only, though that is sovereign skill on the Exchange, but their value for those whose chief riches are within them. The value of works of art is an intimate experience, and cannot be estimated by the methods of exact science as the weight of a planet can. There are and have been forgeries that are more beautiful, therefore more valuable, than genuine specimens of the class of work which they figure as. I feel that the specialist, with his special measure and point of view, often endangers the fair name and good repute of the real estimate; and that nothing but the dominion and diffusion of general ideas can defend us against the specialist and keep the specialist from being carried away by bad habits resulting from his devotion to a single inquiry.

There was one general idea, of the greatest importance in determining the true value of things, which preoccupied Dürers mind and haunted his imagination: the idea of proportion. I propose therefore to attempt to make clear to myself and my readers what the idea of proportion really implies, and of what service a sense for proportion really is; secondly, to determine the special use of the term in relation to the appreciation of works of art; thirdly, in relation to their internal structure;  before proceeding to the special studies of Dürer as a man and an artist.

II

I conceive the human reason to be the antagonist of all known forces other than itself, and that therefore its most essential character is the hope and desire to control and transform the universe; or, failing that, to annihilate, if not the universe, at least itself and the consciousness of a monster fact which it entirely condemns. In this conception I believe myself to be at one with those by whom men have been most influenced, and who, with or without confidence in the support of unknown powers, have set themselves deliberately against the face of things to die or conquer. This being so, and man individually weak, it has been the avowed object of great characters  carrying with them the instinctive consent of nations  to establish current values for all things, according as their imagination could turn them to account as effective aids of reason: that is, as they could be made to advance her apparent empire over other elemental forces, such as motion, physical life, &c. This evaluation, in so far as it is constant, results in what we call civilisation, and is the only bond of society. With difficulty is the value of new acquisitions recognised even in the realm of science, until the imagination can place them in such a light as shall make them appear to advance reasons ends, which accounts for the reluctance that has been shown to accept many scientific results. Reason demands that the world she would create shall be a fact, and declares that the world she would transform is the real world, but until the imagination can find a function for it in reasons ideal realm, every piece of knowledge remains useless, or even an obstacle in the way of our intended advance. This applies to individuals just as truly as it does to mankind. And since mans reason is a natural phenomenon and does apparently belong to the class of elemental forces, this warfare against the apparent fact, and the fortitude and hope which its whole-hearted prosecution begets, appear as a natural law to the intelligence and as a command and promise to the reason.

The alternative between the will to cease and the will to serve reason, with which I start out, may not seem necessary to all. Forgive their sin  and if not, blot me I pray thee out of thy book, was Moses prayer; and to me it seems that only by lethargy can any soul escape from facing this alternative. The human mind in so far as it is active always postulates, Let that which I desire come to pass, or let me cease! Nor is there any diversity possible as to what really is desirable: Man desires the full and harmonious development of his faculties. As to how this end may most probably be attained, there is diversity enough to represent every possible blend of ignorance with knowledge, of lethargy with energy, of cowardice with courage.

So endless and exorbitant are the desires of men, whether considered in their persons or their states, that they will grasp at all, and can form no scheme of perfect happiness with less. So writes the most powerful of English prose-writers. And this hope and desire, which is reason, once thrown down, the most powerful among poets has brought from human lips this estimate of life  

It is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.

No one knows whether reasons object will or can be attained; but for the present each man finds confidence and encouragement in so far as he is able to imagine all things working together for the good of those who desire good  in short, for reasonable beings. The more he knows, the greater labour it is for him to imagine this; but the more he concentrates his faculties on doing good and creating good things, the more his imagination glows and shines and discovers to him new possibilities of success: the better he is able to find  

Sermons in stones and good in everything;
And make a moral of the devil himself.

But how is it that reason can accept an imagination that makes what in a cold light she considers her enemy, appear her friend? All things impress the mind with two contradictory notions  their actual condition and their perfection. Even the worst of its kind impresses on us an idea of what the best would be, or we could not know it for the worst. Reason, then, seizes on this aspect of things which suggests their perfection, and awards them her attention in proportion as such aspect makes their perfection seem near, or as it may further her in transforming the most pressing of other evils. All life tends to affirm its own character; and the essential characteristic of man is reason, which labours to perfect all things that he judges to be good, and to transform all evil. Ultimate results are out of sight for all human faculties except the early-waking eyes of long-chastened hope; but reason loves this visionary mood, though she prefer that it be sung, and find that less lyrical speech brings on it something of ridicule; for such a rendering betrays, as a rule, faint desire or small power to serve her in those who use it.

The sense of proportion, then, is that fineness of susceptibility by which we appreciate in a given object, person, force, or mood, serviceableness in regard to reasons work; in other words, by which we estimate the capacity to transform the Universe in such a way that men may ultimately be enabled to give their hearty consent to its existence, which at present no man rationally can.

III

Now, art appeals to fine susceptibilities; for, as I have explained elsewhere, the value of works of art depends on their having come as real and intimate experiences to a large number of gifted men  men who have some kinship to that finely touched and gifted man, the [Greek heuphnaes] of the Greeks, to use the phrase of our greatest modern critic. And in so far as we are able to judge between works successfully making such an appeal, we must be governed by this sense of proportion, which measures how things stand in regard to reason; that is, not merely intellect, not merely emotion, but the alliance of both by means of the imagination in aid of mans most central demand  the demand for nobler life.

Perhaps I ought to point out before proceeding, that this position is not that of the writers on art most in view at the present day. It is the negation of the so-called scientific criticism, and also of the personal theory that reduces art to an expression of, and an appeal to, individual temperaments; it is the assertion of the sovereignty of the aesthetic conscience on exactly the same grounds as sovereignty is claimed for the moral conscience. Æsthetics deals with the morality of appeals addressed to the senses. That is, it estimates the success of such appeals in regard to the promotion of fuller and more harmonious life. Flaubert wrote:

Le génie nest pas rare maintenant, mais ce que personne na plus et ce quil faut tacher davoir, cest la conscience.

(Genius is not rare nowadays, but conscience is what nobody has and what one should strive after.)

To-day I am thinking of a painter. Painting is an art addressed primarily to the eye, and not to the intelligence, not to the imagination, save as these may be reached through the eye  that most delicate organ of infinite susceptibility, which teaches us the meaning of the word light  a word so often uttered with stress of ecstasy, of longing, of despair, and of every other shade of emotion, that the sound of it must soon be almost as powerful with the young heart, almost as immediate in its effect, as the break of day itself, gladdening the eyes and glorifying the earth. And how often is this joy received through the eye entrusted back to it for expression? For the eye can speak with varieties, delicacies, and subtle shades of motion far beyond the attainment of any other organ. This art of painting is made for the eyes, for sight is the noblest sense of man, says Dürer; and again:

It is ordained that never shall any man be able, out of his own thoughts, to make a beautiful figure, unless, by much study, he hath well stored his mind. That then is no longer to be called his own; it is art acquired and learnt, which soweth, waxeth, and beareth fruit after its kind. Thence the gathered secret treasure of the heart is manifested openly in the work, and the new creature which a man createth in his heart, appeareth in the form of a thing.

Yes, indeed, the function of art is far from being confined to telling us what we see, whatever some may pretend, or however naturally any small nature may desire to continue, teach, or regulate great ones. All so-called scientific methods of creating or criticising works of art are inadequate, because the only truly scientific statements that can be made about these inquiries are that nothing is certain  that no method ensures success, and that no really important quality can be defined; for what man can say why one cloud is more beautiful than another in the same sky, any more than he can explain why, of two men equally absorbed in doing their duty, one impresses him as being more holy than the other? The degrees essential to both kinds of judgment escape all definition; only the imagination can at times bring them home to us, only the refined taste or chastened conscience, as the case may be, witnesses with our spirit that its judgment is just, and bids us recognise a master in him who delivers it. As the expression on a face speaks to a delicate sense, often communicating more, other, and better than can be seen, so the proportion, harmony, rhythm of a painting may beget moods and joys that require the full resources of a well-stored mind and disciplined character in order that they may be fully relished  in brief, demand that maturity of reason which is the mark of victorious man.

Such being my conception, it will easily be perceived how anxious I must be to truly discern and express the relation between such objects as works of art by common consent so highly honoured, and at the same time so active in their effect upon the most exquisitely endowed of mankind. Especially since to-day caprice, humour and temperament are, by the majority of writers on art, acclaimed for the radical characteristic of the human creative faculty, instead of its perversion and disease; and it is thought that to be whimsical, moody, or self-indulgent best fits a man both to create and appraise works of art, whereas to become so really is the only way in which a man capable of such high tasks can with certainty ruin and degrade his faculties. Precious, surpassingly precious indeed, must every manifestation of such faculty before its final extinction remain, since the race produces comparatively few endowed after this kind.

Perhaps a sufficient illustration of this prevalent fallacy may be drawn from Mr. Whistlers Ten OClock, where he speaks of art:

A whimsical goddess, and a capricious, her strong sense of joy tolerates no dulness, and, live we never so spotlessly, still may she turn her back upon us.

As from time immemorial, she has done upon the Swiss in their mountains.

Here is no proof of caprice, save on the witty writers part; for men who fast are not saved from bad temper, nor have the kindly necessarily discreet tongues. The Swiss may be brave and honest, and yet dull. Virtue is her own reward, and art her own. Virtue rewards the saint, art the artist; but men are rewarded for attention to morality by some measure of joy in virtue, for attention to beauty by some measure of joy in works of art. Between the artist and the Philistine is no great gulf fixed, in the sense that the witty master of the butterfly pretends to assume, but an infinite and gentle decline of persons representing every possible blend of the virtues and faults of these two types. Again, an artist is miscalled master of art. Where he is, there she appears, is airy impudence. Where she wills to be, there she chooses a man to serve her, would not only have been more gallant but more reasonable; for that The wind bloweth where it listeth, and thou hearest the sound thereof, but canst not tell whence it cometh and whither it goeth: so is every one that is born of the spirit, and that many are called, few chosen, are sayings as true of the influence which kindleth art as of that which quickeneth to holiness. Art is not dignified by being called whimsical  or capricious. What can a man explain? The intention, behind the wind, behind the spirit, behind the creative instinct, is dark. But man is true to his own most essential character when, if he cannot refrain from prating of such mysteries, he qualifies them as hope would have him, with the noblest of his virtues; not when he speaks of the unknown, in whose hands his destiny so largely rests, slightingly, as of a woman whom he has seduced because he despised her  calling her capricious because she answered to his caprice, whimsical, because she was as flighty as his error. It is not arts function to reward virtue. But, caprices and whimseys being ascribed to a goddess, it will be natural to expect them in her worshipper; and Mr. Whistler revealed the limitations of his genius by whimseys and caprice. Though it was in their relations to the world that this goddess and her devotee claimed freedoms so far from perfect, yet this, their avowed characteristic abroad, I think in some degree disturbed their domestic relations, Though others have underlined the absurdity of this theory by applying themselves to it with more faith and less sense, I have chosen to quote from the Ten OClock, because I admire it and accept most of the ideas about art advanced therein. The artist who wrote it was able, in Dürers phrase, to prove what he wrote with his hand. Most of those who have elaborated what was an occasional unsoundness of his doctrine into ridiculous religions are as unable to create as they are to think; there is no need to record names which it is wisdom to forget. But it may be well to point out that Mr. Whistler does not succeed in glorifying great artists when he declares that beauty to them was as much a matter of certainty and triumph as is to the astronomer the verification of the result, foreseen with the light granted to him alone. No, he only sets up a false analogy; for the true parallel to the artist is the saint, not the astronomer; both are convinced, neither understands. Art is no more the reward of intelligence than of virtue. She permits no caprice in her own realm. Loyalty is the only virtue she insists on, loyalty in regard to her servants experience of beauty; he may be immoral in every other way and she not desert him; but let him turn Balaam and declare beauty absent where he feels its presence  though in doing this he hopes to advance virtue or knowledge, she needs no better than an ass to rebuke him. Nothing effects more for anarchy than these notions that art derives from individual caprice, or defends virtue, or demonstrates knowledge; for they are all based on those flattering hopes of the unsuccessful, that chance, rules both in life and art, or that it is possible to serve two masters.

Doctrines often repeated gain easy credence; and, since art demands leisure in order to be at all enjoyed, ideas about it, in so fatiguing a life as ours has become, take men off their guard, when their habitual caution is laid to sleep, and, by an over-easiness, they are inclined to spoil both their sense of distinction and their children. Yes, they consent to theatres that degrade them, because they distract and amuse; and read journals that are smart and diverting at the expense of dignity and truth  in the same way as they smile at the child whom reason bids them reprove, and with the like tragic result; for they become incapable of enjoying works of art, as the child is incapacitated for the best of social intercourse. To prophesy smooth things to people in this condition, and flatter their dulness, is to be no true friend; and so the modern art-critic and journalist is often the insidious enemy of the civilisation he contents.

Nothing strikes the foreigner coming to England more than our lack of general ideas. Our art criticism is no exception; it, like our literature and politics, is happy-go-lucky and delights in the pot-shot. We often hear this attributed admiringly to the sporting instinct. If God, in his own time, granteth me to write something further about matters connected with painting, I will do so, in hope that this art may not rest upon use and wont alone, but that in time it may be taught on true and orderly principles, and may be understood to the praise of God and the use and pleasure of all lovers of art.

Our art is still worse off than our trade or our politics, for it does not even rest upon use and wont, but is wholly in the air. Yet the typical modern aesthete has learnt where to take cover, for, though destitute of defence, he has not entirely lost the instinct for self-preservation; and, when he finds the eye of reason upon him, he immediately flies to the diversity of opinions. But Dürer follows him even there with the perfect good faith of a man in earnest.

Men deliberate and hold numberless differing opinions about beauty, and they seek after it in many different ways, although ugliness is thereby rather attained. Being then, as we are, in such a state of error, I know not certainly what the ultimate measure of true beauty is, and cannot describe it aright. But glad should I be to render such help as I can, to the end that the gross deformities of our work might be and remain pruned away and avoided, unless indeed any one prefers to bestow great labour upon the production of deformities. We are brought back, therefore, to the aforesaid judgment of men, which considereth one figure beautiful at one time and another at another....

Because now we cannot altogether attain unto perfection, shall we therefore wholly cease from learning? By no means. Let us not take unto ourselves thoughts fit for cattle. For evil and good lie before men, wherefore it behoveth the rational man to choose the good.

A man may see, if he will but watch, who is more finely touched and gifted than himself. In all the various fields of human endeavour, on such men he should try to form himself; for only thus can he enlarge his nature, correct his opinions. Something he can learn from this man, something from that, and it is rational to learn and be taught. Are we to be cattle or gods? Is it not written in your law, I said, Ye are gods? Reason demands that each man form himself on the pattern of a god, and God is an empty name if reason be not the will of God. Then he whom reason hath brought up may properly be called a son of God, a son of man, a child of light. But it is easier to bob to such phrases than to understand them. However, their mechanical repetition does not prevent their having meant something once, does not prevent their meaning being their true value. It is time we understood our art, just as it is time we understood our religion. Docility, as I have pointed out elsewhere, is one of the marks of genius. Dürers spirit is the spirit of the great artist who will learn even from dull men of little judgment.

Let none be ashamed to learn, for a good work requireth good counsel. Nevertheless, whosoever taketh counsel in the arts, let him take it from one thoroughly versed in those matters, who can prove what he saith with his hand. Howbeit any one may give thee counsel; and when thou hast done a work pleasing to thyself, it is good for thee to show it to dull men of little judgment that they may give their opinion of it. As a rule they pick out the most faulty points, whilst they entirely pass over the good. If thou findest something they say true, thou mayst thus better thy work.

Those who are thoroughly versed in art are the great artists; we have guides then, and we have a way  the path they have trodden  and we have company, the gifted and docile men of to-day whom we see to be improving themselves; and, in so far as we are reasonable, a sense of proportion is ours, which we may improve; and it will help us to catch up better and yet better company until we enjoy the intimacy of the noblest, and know as we are known. Then: May we not consider it a sign of sanity when we regard the human spirit as ... a poet, and art as a half written poem? Shall we not have a sorry disappointment if its conclusion is merely novel, and not the fulfilment and vindication of those great things gone before? For my own part, those appear to me the grandest characters who, on finding that there is no other purchase for effort but only hope, and that they can never cease from hope but by ceasing to live, clear their minds of all idle acquiescence in what could never be hoped, and concentrate their energies on conquering whatever in their own nature, and in the world about them, militates against their most essential character  reason, which seeks always to give a higher value to life.

IV

When we speak of the sense of proportion displayed in the design of a building, many will think that the word is used in quite a different sense, and one totally unrelated to those which I have been discussing. But no; life and art are parallel and correspond throughout; ethics are the Esthetics of life, religion the art of living. Taste and conscience only differ in their provinces, not in their procedure. Both are based on instinctive preferences; the canon of either is merely so many of those preferences as, by their constant recurrence to individuals gifted with the power of drawing others after them, are widely accepted.

The preference of serenity to melancholy, of light to darkness, are among the most firmly established in the canon, that is all. The sense of proportion within a design is employed to stimulate and delight the eye. Ordinary people may fear there is some abstruse science about this. Not at all; it is as simple as relishing milk and honey, and its development an exact parallel to the training of the palate to distinguish the flavours of teas, coffees and wines. Taste and see is the whole business. There are many people who have no hesitation in picking out what to their eye is the wainscot panel with the richest grain: they see it at once. So with etchings; if people would only forget that they are works of art, forget all the false or ill-understood standards which they have been led to suppose applicable, and look at them as they might at agate stones; or choose out the richest in effect: the most suitable for a gay room, or a hall, or a library, as though they were patterned stuffs for curtains; they would come a thousand times nearer a right appreciation of Dürers success than by making a pot-shot to lasso the masterpiece with the tangle of literary rubbish which is known as art criticism.

The harmonies and contrasts of juxtaposed colours or textures are affected by quantity, and a sense of proportion decides what quantities best produce this effect and what that. The correctness or amount of information to be conveyed in the delineation of some object, in relation to the mood which the artist has chosen shall dominate his work, is determined by his sense of proportion. He may distort an object to any extent or leave it as vague as the shadow on a wall in diffused light, or he may make it precise and particular as ever Jan Van Eyck did; so only that its distortion or elaboration is so proportioned to the other objects and intentions of his work as to promote its success in the eyes of the beholder.

There are no fallacies greater than the prevalent ones conveyed by the expressions out of drawing or untrue to nature. There is no such thing as correct drawing or an outside standard of truth for works of art.

The conception of every work of art carries within it its own rule and method, which must be found out before it can be achieved. Chaque oeuvre à faire a sa poétique en soi, quil faut trouver, said Flaubert. Truth in a work of art is sincerity. That a man says what he really means  shows us what he really thinks to be beautiful  is all that reason bids us ask for. No science or painstaking can make up for his not doing this. No lack of skill or observation can entirely frustrate his communicating his intention to kindred natures if he is utterly sincere. An infant communicates its joy. It is probable that the inexpressible is never felt. Stammering becomes more eloquent than oratory, a childs impulsiveness wiser than circumlocutory experience. When a single intention absorbs the whole nature, communication is direct and immediate, and makes impotence itself a means of effectiveness. So the naïveties of early art put to shame the purposeless parade of prodigious skill. Wherever there is communication there is art; but there are evil communications and there is vicious art, though, perhaps, great sincerity is incompatible with either. For an artist to be deterred by other peoples demands means that he is not artist enough; it is what his reason teaches him to demand of himself that matters, though, doubtless, the good desire the approval of kindred natures.

A work of art addresses the eye by means of chosen proportions; it may present any number of facts as exactly as may be, but if it offend the eye it is a mere misapplication of industry, or the illustration of a scientific treatise out of place; and those that choose ribbons well are better artists than the man that made it. Or again it may overflow with poetical thought and suggestion, or have the stuff to make a first-rate story in it; but, if it offend the eye, it is merely a misapplication of imagination, invention or learning, and the girl who puts a charming nosegay together is a better artist than he who painted it. On the other hand, though it have no more significance than a glass of wine and a loaf of bread, if the eye is rejoiced by gazing on the paint that expresses them, it is a work of art and a fine achievement. Still, it may be as fanciful as a fairy-tale, or as loaded with import as the Crucifixion; and, if it stimulates the eye to take delight in its surfaces over and above mere curiosity, it is a work of art, and great in proportion as the significance of what it conveys is brought home to us by the very quality of the stimulus that is created in return for our gaze. For painting is the result of a power to speak beautifully with paint, as poetry is of a power to express beautifully by means of words either simple things or those which demand the effort of a welltrained mind in order to be received and comprehended. The mistake made by impressionists, luminarists, and other modern artists, is that a true statement of how things appear to them will suffice; it will not, unless things appear beautiful to them, and they render them beautifully. It will not, because science is not art, because knowledge is a different thing from beauty. A true statement may be repulsive and degrading; whereas an affirmation of beauty, whether it be true or fancied, is always moving, and if delivered with corresponding grace is inspiring  is a work of art and a joy for ever. For reason demands that all the eye sees shall be beautiful, and give such pleasure as best consists with the universe becoming what reason demands that it shall become. This demand of reason is perfectly arbitrary? Yes, but it is also inevitable, necessitated by the nature of the human character. It is equally arbitrary and equally inevitable that man must, where science is called for, in the long run prefer a true statement to a lie. From art reason demands beautiful objects, from science true statements: such is human nature; for the possession of this reason that judges and condemns the universe, and demands and attempts to create something better, is that which differentiates human life from all other known forces  is that by which men may be more than conquerors, may make peace with the universe; for

A peace is of the nature of a conquest;
For then both parties nobly are subdued
And neither party loser.

Of such a nature is the only peace that the soul can make with the body  that man can make with nature  that habit can make with instinct  that art can make with impulse. In order to establish such a peace the imagination must train reason to see a friend in her enemy, the physical order. For, as Reynolds says of the complete artist:

He will pick up from dunghills, what, by a nice chemistry, passing through his own mind, shall be converted into pure gold, and under the rudeness of Gothic essays, he will find original, rational, and even sublime inventions.

It is not too much to say that the nature both of the artist and of the dunghills is subdued by such a process, and yet neither is a loser. Goethe profoundly remarked that the highest development of the soul was reached through worship first of that which was above, then of that which was beneath it. This great critic also said, Only with difficulty do we spell out from that which nature presents to us, the DESIRED word, the congenial. Men find what the artist brings intelligible and to their taste, stimulating and alluring, genial and friendly, spiritually nourishing, formative and elevating. Thus the artist, grateful to the nature that made him, weaves a second nature  but a conscious, a fuller, a more perfectly human nature.

[Illustration: Water-colour drawing of a Hare]


CHAPTER II. THE INFLUENCE OF RELIGION ON THE CREATIVE IMPULSE

I

There are some artists of whom one would naturally write in a lyrical strain, with praise of the flesh, and those things which add to its beauty, freshness, and mystery  fair scenes of mountain, woodland, or sea-shore; blue sky, white cloud and sunlight, or the deep and starry night; youth and health, strength and fertility, frankness and freedom. And, in such a strain, one would insist that the fondness and intoxication which these things quicken was natural, wise, and lovely. But, quite as naturally, when one has to speak of Dürer, the mind becomes filled with the exhilaration and the staidness that the desire to know and the desire to act rightly beget; with the dignity of conscious comprehension, the serenity of accomplished duty with all the strenuousness and ardour of which the soul is capable; with science and religion.

It is natural to refer often to the towering eminence of these virtues in Michael Angelo; both he and Dürer were not only great artists, and active and powerful minds, but men imbued with, and conservative of, piety. And it seems to me, if we are to appreciate and sympathise deeply with such men, we must try to understand the religion they believed in; to estimate, not only what its value was supposed to be in those days, but what value it still has for us. Surely what they prized so highly must have had real and lasting worth? Surely it can only be the relation of that value to common speech and common thought which has changed, not its relation to mans most essential nature? Therefore I will first try to arrive at a general notion of the real worth of their ideas,  that is, the worth that is equally great from their point of view and ours.

The whole of that period, the period of the so belauded Renascence, had within it (or so it seems to me) an incurable insufficiency, which troubles the affections of those who praise or condemn it; so that they show themselves more passionate than those who praise or condemn the art and life of ancient Greece. This insufficiency I believe to have been due to the fact that Christian ideas were more firmly rooted in, than they were understood by, the society of those days. And to-day I think the same cause continues to propagate a like insufficiency, a like lack of correspondence between effort and aim. Certain ideas found in the reported sayings of Jesus have so fastened upon the European intellect that they seem well-nigh inseparable from it. We are told that the effort of the Greek, of Aristotle, was to submit to the empire of fact. The effort of the Jew was very similar; for the prophets, what happened was the will of God, what will happen is what God intends. Now it is noteworthy that Aristotle did not wish to submit to ignorance, though it and the causes which produce it and preserve it in human minds are among the most horrible and tremendous of facts; and it is the imperishable glory of the prophets, that, whatever the priest the king, the Sadducee or Pharisee might do, they could not rest in or abide the idea that Gods will was ever evil; no inconsistency was too glaring to check their indignation at Eastern fatalism which quietly supposed that as things went wrong it was their nature to do so;  vanity, vanity, all is vanity!  or that if men did wrong and prospered, it was Gods doing, and showed that they had pleased Him with sacrifices and performances.

II

Wherever poetry, imagination, or art had been busy, there had appeared, both in Judea and Greece, some degree of rebellion against the empire of fact.. When Jesus said: The kingdom of heaven is within you, he recognised that the human reason was the antagonist of all other known forces, and he declared war on the god of this world and prophesied the downfall of  the empire of the apparent fact;  not with fume and fret, not with rant and rage, as poets and seers had done, but mildly affirming that with the soul what is best is strongest, has in the long run most influence; that there is one fact in the essential nature of man which, antagonist to the influence of all other facts, wields an influence destined to conquer or absorb all other influences. He said: My Father which is in heaven, the master influence within me, has declared that I shall never find rest to my soul until I prefer His kingdom, the conception of my heart, to the kingdoms of earth and the glory of the earth. We have seen that Dürer describes the miracle; the work of art, thus:

The secret treasure which a man conceived in his heart shall appear as a thing (see page 10).

And we know that he prized this, the master thing, the conception of the heart, above everything else.

Much learning is not evil to a man, though some be stiffly set against it, saying that art puffeth up. Were that so, then were none prouder than God who hath formed all arts, but that cannot be, for God is perfect in goodness. The more, therefore, a man learneth, so much the better doth he become, and so much the more love doth he win for the arts and for things exalted.

The learning Dürer chiefly intends is not book-learning or critical lore, but knowledge how to make, by which man becomes a creator in imitation of God; for this is of necessity the most perfect knowledge, rivalling the sureness of intuition and instinct.

III

Heaven and earth shall pass away, but my words shall not pass away. Every one knows how anxious great artists become for the preservation of their works, how highly they value permanence in the materials employed, and immunity from the more obvious chances of destruction in the positions they are to occupy. Michael Angelo is said to have painted cracks on the Sistina ceiling to force the architect to strengthen the roof. When Jesus made the assertion that his teaching would outlast the influence of the visible world of nature and the societies of men  the kingdoms of earth and the glory of the earth  he did no more than every victorious soul strives to effect, and to feel assured that it has in some large degree effected; the difference between him and them is one of degree. It may be objected that different hearts harbour and cherish contradictory conceptions. Doubtless; but does the desire to win the co-operation and approval of other men consist with the higher developments of human faculties? Is it, perhaps, essential to them? If so, in so far as every man increases in vitality and the employment of his powers, he will be forced to reverence and desire the solidarity of the race, and consequently to relinquish or neglect whatever in his own ideal militates against such solidarity. And this will be the case whether he judge such eccentric elements to be nobler or less noble than the qualities which are fostered in him by the co-operation of his fellows. Jesus, at any rate, affirmed that the law of the kingdom within a mans soul was: Love thy neighbour as thyself; and that obedience to it would work in every man like leaven, which is lost sight of in the lump of dough, and seems to add nothing to it, yet transforms the whole in raising up the loaf; or as the corn of wheat which is buried in the glebe like a dead body, yet brings forth the blade, and nourishes a new life.

So he that should follow Jesus by obeying the laws of the kingdom, by loving God (the begetter or fountainhead of a mans most essential conception of what is right and good) and his neighbour, was assured by his mild and gracious Master that he would inherit, by way of a return for the sacrifices which such obedience would entail, a new and better life. (Follow me, I laid down my life in order that I might take it again. He that findeth his life shall lose it; and he that loseth his life for my sake  as I did, in imitation of me  shall find it.) For in order to make this very difficult obedience possible, it was to be turned into a labour of love done for the Masters sake. As Goethe said:

Against the superiority of another, there is no remedy
but love.

Is it not true that the superiority of another man humiliates, crushes and degrades us in our own eyes, if we envy it or hate it instead of loving it? while by loving it we make it in a sense ours, and can rejoice in it. So Jesus affirmed that he had made the superiority of the ideal his; so that he was in it, and it was in him, so that men who could no longer fix their attention on it in their own souls might love it in him. He was their master-conception, their true ideal, acting before them, captivating the attention of their senses and emotions. This is what a man of our times, possessed of rare receptivity and great range of comprehension, considered to be the pith of Jesus teaching. Matthew Arnold gave much time and labour to trying to persuade men that this was what the religion they professed, or which was professed around them, most essentially meant. And he reminded us that the adequacy of such ideas for governing mans life depended not on the authority of a book or writings by eye-witnesses with or without intelligence, but on whether they were true in experience. He quoted Goethes test for every idea about life, But is it true, is it true for me, now? Taste and see, as the prophets put it; or as Jesus said, Follow me. For an ideal must be followed, as a man woos a woman; the pursuit may have to be dropped, in order to be more surely recovered; an ideal must be humoured, not seized at once as a man seizes command over a machine. This secret of success was was only to be won by the development of a temper, a spirit of docility. To love it in an example was the best, perhaps the only way of gaining possession of it.

IV

As we are placed, what hope can we have but to learn? and what is there from which we might not learn? An artist is taught by the materials he uses more essentially than by the objects he contemplates; for these teach him how, and perfect him in creating, those only teach him what, and suggest forms to be created. But for men in general the what is more important than the how; and only very powerful art can exhilarate and refine them by means of subjects which they dislike or avoid.

Every seer of beauty is not a creator of beautiful things; and in art the how is so much more essential than the what, that artists create unworthy or degrading objects beautifully, so that we admire their art as much as we loathe its employment; in nature, too, such objects are met with, created by the god of this world. A good man, too, may create in a repulsive manner objects whose every association is ennobling or elevating.

The kingdom of heaven is within you, but hell is also within.

Hell hath no limits, nor is circumscribed
In one self place; for where we are is hell
And where hell is, must we for ever be:
And, to conclude, when all the world dissolves,
And every creature shall be purified,
All places shall be hell that are not heaven,

as Marlowe makes his Mephistophilis say: and the best art is the most perfect expression of that which is within, of heaven or of hell. Goethe said:

In the Greeks, whose poetry and rhetoric was simple and positive, we encounter expressions of approval more often than of disapproval. With the Romans, on the other hand, the contrary holds good; and the more corrupted poetry and rhetoric become, the more will censure grow and praise diminish.

I have sometimes thought that the difference between classic and more or less decadent art lies in the fact that by the one things are appreciated for what they most essentially are  a young man, a swift horse, a chaste wife, &c.  by the other for some more or less peculiar or accidental relation that they hold to the creator. Such writers lament that the young are not old, the old not young, prostitutes not pure, that maidens are cold and modest or matrons portly. They complain of having suffered from things being cross, or they take malicious pleasure in pointing that crossness out; whereas classical art always rebounds from the perception that things are evil to the assertion of what ought to be or shall be. It triumphs over the Prince of Darkness, and covers a multitude of sins, as dew or hoar frost cover and make beautiful a dunghill. Dunghills exist; but he who makes of Macbeths or Clytemnestras crimes an elevating or exhilarating spectacle triumphs over the god of this world, as Jesus did when he made the most ignominious death the symbol, of his victory and glory. Little wonder that Albert Dürer, and Michael Angelo found such deep satisfaction in Him as the object of their worship  his method of docility was next-of-kin to that of their art. Respect and solicitude create the soul, and these two pre-eminently docile passions preside over the souls creation, whether it be a society, a life, or a thing of beauty.

V

Here, when art was still religion, with a simple, reverent heart,
Lived and laboured Albrecht Dürer, the Evangelist of Art.

These jingling lines would scarcely merit consideration but that they express a common notion which has its part of truth as well as of error. Let us examine the first assertion (that art has been religion.) Baudelaire, in his Curiosités Esthétiques says: La première affaire dun artiste est de substituer lhomme à la nature et de protester contre elle. (The first thing for an artist is to substitute man for nature and to protest against her.) The beginners and the smatterers are always students of nature, and suppose that to be so will suffice; but when the understanding and imagination gain width and elasticity, life is more and more understood as a long struggle to overcome or humanise nature by that which most essentially distinguishes man from other animals and inanimate nature. Religion should be the drill and exercise of the human faculties to fit them and maintain them in readiness for this struggle; the work of art should be the assertion of victory. A life worthy of remembrance is a work of art, a life worthy of universal remembrance is a masterpiece: only the materials employed differentiate it from any other work of art. The life of Jesus is considered as such a masterpiece. Thus we can say that if art has never been religion, religion has always been and ever will be an art.

Now let us examine the second assertion that Dürer was an evangelist. What kind of character do we mean to praise when we say a man is an evangelist? Two only of the four evangelists can be said to reveal any ascertainable personality, and only St. John is sufficiently outlined to stand as a type; but I do not think we mean to imply a resemblance to St. John. The bringer of good news, the evangelist par excellence, was Jesus. He it was who made it evident that the sons of men have power to forgive sins. Victory over evil possible  this was the good news. No doubt every sincere Christian is supposed to be a more or less successful imitator of Jesus; and as such, Dürer may rightly be called an evangelist. But more than this is I think, implied in the use of the word; an evangelist is, for us above all a bringer of good news in something of the same manner as Jesus brought it, by living among sinners for those sinners sake, among paupers for those paupers sake; to see a man sweet, radiant, and victorious under these circumstances, is to see an evangelist. Goethes final claim is that, after all, there are honest people up and down the world who have got light from my books; and whoever reads them, and gives himself the trouble to understand me, will acknowledge that he has acquired thence a certain inward freedom; and for this reason I have been tempted to call him the evangelist of the modern world. But it is best to use the word as I believe it is most correctly employed, and not to yield to the temptation (for tempting it is) to call men like Dürer and Goethe evangelists. They are teachers who charm as well as inform us, as Jesus was; but they are not evangelists in the sense that he was, for they did not deal directly with human life where it is forced most against its distinctive desire for increase in nobility, or is most obviously degraded by having betrayed it.

VI

I have often heard it objected that Jesus is too feminine an ideal, too much based on renunciation and the effort to make the best of failure. No doubt that as women are, by the necessity of their function, more liable to the ship-wreck of their hopes, the bankruptcy of their powers, they have been drawn to cling to this hope of salvation in greater numbers, and with more fervour; so that the most general idea of Jesus may be a feminine one. It does not follow that this is the most correct or the best: every object, every person will appear differently to different natures. And it still remains true that there have been a great many men of very various types who have drawn strength and beauty from the contemplation and reverence of Jesus. That this ideal is too much based on making the best of failure is an objection that makes very little impression on me, for I think I perceive that failure is one of the most constant and widespread conditions of the universe, and even more certainly of human life.

VII

It remains now to see in what degree these ideas were felt or made themselves felt through the Romanism and Lutheranism of the Renascence period. Perhaps we English shall best recognise the presence of these ideas, the working of this leaven  this docility, the necessary midwife of genius, who transforms the difficult tasks which the human reason sets herself into labours of love  in an Englishman; so my first example shall be taken from Erasmus portrait of Dean Colet.

It was then that my acquaintance with him began, he being then thirty, I two or three months his junior. He had no theological degree, but the whole University, doctors and all, went to hear him. Henry VII took note of him, and made him Dean of St. Pauls. His first step was to restore discipline in the Chapter, which had all gone to wreck. He preached every saints day to great crowds. He cut down household expenses, and abolished suppers and evening parties. At dinner a boy reads a chapter from Scripture; Colet takes a passage from it and discourses to the universal delight. Conversation is his chief pleasure, and he will keep it up till midnight if he finds a companion. Me he has often taken with him on his walks, and talks all the time of Christ. He hates coarse language, furniture, dress, food, books, all clean and tidy, but scrupulously plain; and he wears grey woollen when priests generally go in purple. With the large fortune which he inherited from his father, he founded and endowed a school at St. Pauls entirely at his own cost  masters, houses, salaries, everything.

He is a man of genuine piety. He was not born with it. He was naturally hot, impetuous and resentful  indolent, fond of pleasure and of womens society  disposed to make a joke of everything. He told me that he had fought against his faults with study, fasting and prayer, and thus his whole life was in fact unpolluted with the worlds defilements. His money he gave all to pious uses, worked incessantly, talked always on serious subjects, to conquer his disposition to levity; not but what you could see traces of the old Adam when wit was flying at feast or festival. He avoided large parties for this reason. He dined on a single dish, with a draught or two of light ale. He liked good wine, but abstained on principle. I never knew a man of sunnier nature. No one ever more enjoyed cultivated society; but here, too, he denied himself, and was always thinking of the life to come.

His opinions were peculiar, and he was reserved in expressing them for fear of exciting suspicion. He knew how unfairly men judge each other, how credulous they are of evil, how much easier it is for a lying tongue to stain a reputation than for a friend to clear it. But among his friends he spoke his mind freely.

He admitted privately that many things were generally taught which he did not believe, but he would not create a scandal by blurting out his objections. No book could be so heretical but he would read it, and read it carefully. He learnt more from such books than he learnt from dogmatism and interested orthodoxy.

Some may wonder what Colet could have found to say about Christ which could not only interest but delight the young and witty Erasmus; and may judge that at any rate to-day such a subject is sufficiently fly-blown. The proper reflection to make is, A rose by any other name would smell as sweet.

Whether we say Christ or Perfection does not matter, it is what we mean which is either enthralling or dull, fresh or fusty; theres nothing in a name.

When Colet speaks I might be listening to Plato, says Erasmus in another place, at a time when he was still younger and had just come from what had been a gay and perhaps in some measure a dissolute life in Paris: not that it is possible to imagine Erasmus as at any time committing great excesses, or deeply sinning against the sense of proportion and measure.

Success is the only criterion, as in art, so in religion: the man that plucks out his eye and casts it from him, and remains the dull, greedy, distressful soul he was before, is a damned fool; but the man who does the same and becomes such that his younger friends report of him, I never knew a sunnier nature, is an artist in life, a great artist in the sense that Christ is supposed to have been a great master; one who draws men to him, as bees are drawn to flowers. Colet drew the young Henry the Eighth as well as Erasmus. The King said: Let every man choose his own doctor. Dean Colet shall be mine! Though no doubt charlatans have often fascinated young scholars and monarchs, yet it is peculiarly impossible to think of Colet as a charlatan.

VIII

Next let us take a sonnet and a sentence from Michael Angelo:

Yes! hope may with my strong desire keep pace,
And I be undeluded, unbetrayed;
For if of our affections none finds grace
In sight of heaven, then, wherefore hath God made
The world which we inhabit? Better plea
Love cannot have than that in loving thee
Glory to that eternal peace is paid,
Who such divinity to thee imparts,
As hallows and makes pure all gentle hearts.
His hope is treacherous only whose love dies
With beauty, which is varying every hour;
But in chaste hearts, uninfluenced by the power
Of outward change, there blooms a deathless flower,
That breathes on earth the air of paradise.

It is very remarkable how strongly the conviction of permanence, and the preference for the inward conception over external beauty are expressed in this fine sonnet; and also that the reason given for accepting the discipline of love is that experience shows how it hallows and makes pure all gentle hearts. In such a love poem  the object of which might very well have been Jesus  I seem to find more of the spirit of his religion, whereby he binds his disciples to the Father that ruled within him, till they too feel the bond of parentage as deeply as himself and become sons with him of his Father;  more of that binding power of Jesus is for me expressed in this fine sonnet than in Luthers Catechism. The religion that enables a great artist to write of love in this strain, is the religion of docility, of the meek and lowly heart. For Michael Angelo was not a man by nature of a meek and lowly heart, any more than Colet was a man naturally saintly or than Luther was a man naturally refined. But because Michael Angelo thus prefers the kingdom of heaven to external beauty, one must not suppose that he, its arch high-priest, despised it. Nobody had a more profound respect for the thing of beauty, whether it was the creation of God or man. He said:

Nothing makes the soul so pure, so religious, as the endeavour to create something perfect; for God is perfection, and whoever strives for perfection, strives for something that is God-like.

Now we can perceive how the same spirit worked in a great artist, not at Nuremberg or London, but at Rome, the centre of the world, where a Borgia could be Pope.

IX

Erasmus, the typical humanist, the man who loved humanity so much that he felt that his love for it might tempt him to fight against God, travelled from the one world to the other; passed from the society of cardinals and princes to the seclusion of burgher homes in London, or to chat with Dürer at Antwerp. He belonged perhaps to neither world at heart; but how greatly his love and veneration of the one exceeded his admiration and sense of the practical utility of the other, a comparison of his sketch of Colet with such a note as this from his New Testament makes abundantly plain:

I saw with my own eyes Pope Julius II. at Bologna, and afterwards at Rome, marching at the head of a triumphal procession as if he were Pompey or Cæsar. St. Peter subdued the world with faith, not with arms or soldiers or military engines. St. Peters successors would win as many victories as St. Peter won if they had Peters spirit.

But we must not forget that the book in which these notes appeared was published with the approval of a Pope, and that he and others sought its author for advice as to how to cope best with their more hot-headed enemy Martin Luther. We must also remember that we are told that Colet was not very hard on priests and monks who only sinned with women. He did not make light of impurity, but thought it less criminal than spite and malice and envy and vanity and ignorance. The loose sort were at least made human and modest by their very faults, and he regarded avarice and arrogance as blacker sins in a priest than a hundred concubines. This spirit was not that of the Reformation which came to stop, yet it existed and was widespread at that time; it was I think the spirit which either formed or sustained most of the great artists. At any rate it both formed and sustained Albert Dürer. Yet the true nature of these ideas, derived from Jesus, could not be understood even by Colet, even by Erasmus. For them it was tradition which gave value and assured truth to Christs ideas, not the truth of those ideas which gave value to the traditions and legends concerning him. The value of those ideas was felt, sometimes nearer, sometimes further off; it was loved and admired; their lives were apprehended by it, and spent in illustrating and studying it, as were also those of Albert Dürer and Michael Angelo. To understand the life and work of such men, we must form some conception of the true nature and value of those ideas, as I have striven to do in this chapter. Otherwise we shall merely admire and love them, as they admired and loved Jesus; and it has now become a point of honour with educated men not only to love and admire, but to make the effort to understand. Even they desired to do this. And I think we may rejoice that the present time gives us some advantage over those days, at least in this respect.

X

And lastly, in order to bring us back to our main subject, let us quote from a stray leaf of a lost MS. Book of Dürers, which contains the description of his fathers death.

... desired. So the old wife helped him up, and the night-cap
on his head had suddenly become wet with drops of sweat. Then
he asked to drink, so she gave him a little Reinfell wine. He
took a very little of it, and then desired to get into bed
again and thanked her. And when he had got into bed he fell
at once into his last agony. The old wife quickly kindled the
candle for him and repeated to him S. Bernards verses, and
ere she had said the third he was gone. God be merciful to
him! And the young maid, when she saw the change, ran quickly
to my chamber and woke me, but before I came down he was
gone. I saw the dead with great sorrow, because I had not
been worthy to be with him at his end.
And thus in the night before S. Matthews eve my father
passed away, in the year above mentioned (Sept. 20, 1502)
 the merciful God help me also to a happy end  and he left
my mother an afflicted widow behind him. He was ever wont to
praise her highly to me, saying what a good wife she was,
wherefore I intend never to forsake her. I pray you for Gods
sake, all ye my friends, when you read of the death of my
father, to remember his soul with an Our Father and an Ave
Maria; and also for your own sake, that we may so serve God
as to attain a happy life and the blessing of a good end. For
it is not possible for one who has lived well to depart ill
from this world, for God is full of compassion. Through which
may He grant us, after this pitiful life, the joy of
everlasting salvation  in the name of the Father, the Son,
and the Holy Ghost, at the beginning and at the end, one
Eternal Governor. Amen.

The last sentences of this may seem to share in the character of the vain repetitions of words with which professed believers are only too apt to weary and disgust others. They are in any case commonplaces: the image has taken the place of the object; the Father in heaven is not considered so much as the paternal governor of the inner life as the ruler of a future life and of this world. The use of such phrases is as much idolatry as the worship of statue and picture, or as little, if the words are repeated, as I think in this case they were, out of a feeling of awe and reverence for preceding mental impressions and experiences, and not because their repetition in itself was counted for righteousness. Their use, if this was so, is no more to be found fault with than the contemplation of pictures or statues of holy personages in order to help the mind to attend to their ensample, or the reading of a poem, to fill the mind with ennobling emotions. Idolatry is natural and right in children and other simple souls among primitive peoples or elsewhere. It is a stage in mental development. Lovers pass through the idolatrous stage of their passion just as children cut their teeth. It is a pity to see individuals or nations remain childish in this respect just as much as in any other, or to see them return to it in their decrepitude. But a temper, a spirit, an influence cannot easily be apprehended apart from examples and images; and perhaps the clearest reason is only the exercise of an infinitely elastic idolatry, which with sprightly efficiency finds and worships good in everything, just as the devout, in Dürers youth, found sermons in stones, carved stones representing saint, bishop, or Virgin. And Dürer all his life long continued to produce pictures and engravings which were intended to preach such sermons.

Goethe admirably remarks:

Superstition is the poetry of life; the poet therefore suffers no harm from being superstitious. (Aberglaube.)

Superstition and idolatry are an expenditure of emotion of a kind and degree which the true facts would not warrant; poetry when least superstitious is a like exercise of the emotions in order to raise and enhance them; superstition when most poetical unconsciously effects the same thing.

This glimpse he gives of the way in which death visited his home, and how the visitation impressed him, is coloured and glows with that temper of docility which made Colet school himself so severely, and was the source of Michael Angelos so fervent outpourings. And all through the accounts which remain of his life, we may trace the same spirit ever anew setting him to school, and renewing his resolution to learn both from his feelings and from his senses.

XI

As I took a sentence from Michael Angelo, I will now take a sentence from Dürer, one showing strongly that evangelical strain so characteristic of him, born of his intuitive sense for human solidarity. After an argument, which will be found on page 306, he concludes: It is right, therefore, for one man to teach another. He that doeth so joyfully, upon him shall much be bestowed by God. These last words, like the last phrases of my former quotation from him, may stand perhaps in the way of some, as nowadays they may easily sound glib or irreverent. But are we less convinced that only tasks done joyfully, as labours of love, deserve the reward of fuller and finer powers, and obtain it? When Dürer thought of God, he did not only think of a mythological personage resembling an old king; he thought of a mind, an intention, for God is perfect in goodness. Words so easily come to obscure what they were meant to reveal; and if we think how the notion of perfect goodness rules and sways such a mans mind, we shall not wonder that he did not stumble at the omnipotency which revolts us, cowed as we are by the presence of evil. The old gentleman dressed like a king;  this was not the part of his ideas about God which occupied Dürers mind. He accepted it, but did not think about it: it filled what would otherwise have been a blank in his mind and in the minds of those about him. But he was constantly anxious about what he ought to do and study in order to fulfil the best in himself, and about what ought to be done by his town, his nation, and the civilisation that then was, in order to turn mans nature and the world to an account answerable to the beauty of their fairer aspects. God was the will that commanded that consummation devoutly to be wished. Obedience to His law revealed in the Bible was the means by which this command could be carried out; and to a man turning from the Church as it then existed to the newly translated Bible texts, the commands of God as declared in those texts seemed of necessity reason itself compared with the commands of the Popes; were, in fact, infinitely more reasonable, infinitely more akin to a good mans mind and will. Luthers revolt is for us now characterised by those elements in it which proved inadequate  were irrational; but then these were insignificant in comparison with the light which his downright honesty shed on the monstrous and amazingly irrational Church. This huge closed society of bigots and worldlings which arrogated to itself all powers human and divine, and used them according to the lusts and intemperance of an Alexander Borgia, a Julius II., and a Leo X., was that farce perception of which made Rabelais shake the world with laughter, and which roused such consuming indignation in Luther and Calvin that they created the gloomy puritanical asylums in which millions of Germans, English, and Americans were shut up for two hundred years, as Matthew Arnold puts it. But Dürer was not so immured: even Luther at heart neither was himself, nor desired that others should be, prevented from enjoying the free use of their intellectual powers. It was because he was less perspicacious than Erasmus that he did not see that this was what he was inevitably doing in his wrath and in his haste.

XII

Erasmus was, perhaps, the man in Europe who at that time displayed most docility; the man whom neither sickness, the desire for wealth and honour, the hope to conquer, the lust to engage in disputes, nor the adverse chances that held him half his life in debt and necessitous straits, and kept him all his life long a vagrant, constantly upon the road  the man in whom none of these things could weaken a marvellous assiduity to learn and help others to learn. He it was who had most kinship with Dürer among the artists then alive; for Dürer is very eminent among them for this temper of docility. It is interesting to see how he once turned to Erasmus in a devout meditation, written in the journal he kept during his journey to the Netherlands. His voice comes to us from an atmosphere charged with the electric influence of the greatest Reformer, Martin Luther, who had just disappeared, no man knew why or whither; though all men suspected foul play. In his daily life, by sweetness of manner, by gentle dignity and modesty, Dürer showed his religion, the admiration and love that bound his life, in a way that at all times and in all places commands applause. The burning indignation of the following passage may in times of spiritual peace or somnolence appear over-wrought and uncouth. We must remember that all that Dürer loved had been bound by his religion to the teaching and inspiration of Jesus, and had become inseparable from it. All that he loved  learning, clear and orderly thought, honesty, freedom to express the worship of his heart without its being turned to a mockery by cynical monk, priest, or prelate;  these things directly, and indirectly art itself, seemed to him threatened by the corruption of the Papal power. We must remember this; for we shall naturally feel, as Erasmus did, that the path of martyrdom was really a short cut, which a wider view of the surrounding country would have shown him to be likely to prove the longest way in the end. Indeed the world is not altogether yet arrived where he thought Erasmus could bring it in less than two years. And Luther himself returned to the scene and was active, without any such result, a dozen years and more.

Oh all ye pious Christian men, help me deeply to bewail this man, inspired of God, and to pray Him yet again to send us an enlightened man. Oh Erasmus of Rotterdam, where wilt thou stop? Behold how the wicked tyranny of worldly power, the might of darkness, prevails. Hear, thou knight of Christ! Ride on by the side of the Lord Jesus. Guard the truth. Attain the martyrs crown. Already indeed art thou a little old man, and myself have heard thee say that thou givest thyself but two years more wherein thou mayest still be fit to accomplish somewhat. Lay out the same well for the good of the Gospel, and of the true Christian faith, and make thyself heard. So, as Christ says, shall the Gates of Hell in no wise prevail against thee. And if here below thou wert to be like thy master Christ, and sufferest infamy at the hands of the liars of this time, and didst die a little sooner, then wouldst thou the sooner pass from death unto life and be glorified in Christ. For if thou drinkest of the cup which He drank of, with Him shalt thou reign and judge with justice those who HAVE dealt unrighteously. Oh! Erasmus! cleave to this, that God Himself may be thy praise, even as it is written of David. For thou mayest, yea, verily thou mayest overthrow Goliath. Because God stands by the Holy Christian Church, even as He alone upholds the Roman Church, according to His godly will. May He help us to everlasting salvation, who is God the Father, the Son, and Holy Ghost, one eternal God! Amen!!

With Him shalt thou reign and judge with justice those that have dealt unrighteously. This will seem to many a mere cry for revenge; and so perhaps it was. Still it may have been, as it seems to me to have been, uttered rather in the spirit of Moses Forgive their sin  and if not, blot me, I pray Thee, out of Thy book; or the Heaven and earth shall pass away, but my words shall not pass away of Jesus. If the necessity for victory was uppermost, the opportunity for revenge may scarcely have been present to Dürers mind.

It is now more generally recognised than in Luthers day that however sweet vengeance may be, it is not admirable, either in God or man.

The total impression produced by Dürers life and work must help each to decide for himself which sense he considers most likely. The truth, as in most questions of history, remains for ever in the balance, and cannot be ascertained.

XIII

I have called docility the necessary midwife of Genius, for so it is; and religion is a discipline that constrains us to learn. The religion of Jesus constrains us to learn the most difficult things, binds us to the most arduous tasks that the mind of man sets itself, as a lover is bound by his affection to accomplish difficult feats for his mistress sake. Such tasks as Michael Angelo and Dürer set themselves require that the lovers eagerness and zest shall not be exhausted; and to keep them fresh and abundant, in spite of cross circumstances, a discipline of the mind and will is required. This is what they found in the worship of Jesus. The influence of this religious hopefulness and self-discipline on the creative power prevents its being exhausted, perverted, or embittered; and in order that it may effect this perfectly, that influence must be abundant not only within the artist, as it was in Michael Angelo and Dürer, but in the world about them.

This, then, is the value of religious influence to creative art: and though we to-day necessarily regard the personages, localities, and events of the creed as coming under the category of things that are not, we may still as fervently hope and expect that the things of that category may bring to nought the things that are, including the superstitious reverence for the creed and its unprovable statements; for has not the victory in human things often been with the things that were not, but which were thus ardently desired and expected? To inquire which of those things are best calculated to advance and nourish creative power, and in what manner, should engage the artists attention far more than it has of late years. For what he loves, what he hopes, and what he expects would seem, if we study past examples, to exercise as important an influence on a mans creative power as his knowledge of, and respect for, the materials and instruments which he controls do upon his executive capacity.

The universe in which man finds himself may be evil, but not everything it contains is so: then it must for ever remain our only wisdom to labour to transform those parts which we judge to be evil into likeness or conformity to those we judge to be good: and surely he who neglects the forces of hope and adoration in that effort, neglects the better half of his practical strength? The central proposition of Christianity, that this end can only be attained by contemplation and imitation of an example, is, we shall in another place (pp. [305-312]) find, maintained as true in regard to art by Dürer, and by Reynolds, our greatest writer on aesthetics. These great artists, so dissimilar in the outward aspects of their creations, agree in considering that the only way of advancement open to the aspirant is the attempt to form himself on the example of others, by imitating them not slavishly or mechanically, but in the same spirit in which they imitated their forerunners: even as the Christian is bound to seek union with Christ in the same spirit or way in which Jesus had achieved union with his Father  that is, by laying down life to take it again, in meekness and lowliness of heart. Docility is the sovran help to perfection for Dürer and Reynolds, and more or less explicitly for all other great artists who have treated of these questions.


PART II. DÜRERS LIFE IN RELATION TO THE TIMES IN WHICH HE LIVED


CHAPTER I. DÜRERS ORIGIN, YOUTH AND EDUCATION

I

Who was Dürer? He has told us himself very simply, and more fully than men of his type generally do; for he was not, like Montaigne, one whose chief study was himself. Yet, though he has done this, it is not easy for us to fully understand him. It is perhaps impossible to place oneself in the centre of that horizon which was of necessity his and belonged to his day, a vast circle from which men could no more escape than we from ours; this cage of iron ignorance in which every human soul is trapped, and to widen and enlarge which every heroic soul lives and dies. This cage appeared to his eyes very different from what it does to ours; yet it has always been a cage, and is only lost sight of at times when the light from within seems to flow forth, and with its radiant sapphire heaven of buoyancy and desire to veil the eternal bars. It is well to remind ourselves that ignorance was the most momentous, the most cruel condition of his life, as of our own; and that the effort to relieve himself of its pressure, either by the pursuit of knowledge, or by giving spur and bridle to the imagination that it might course round him dragging the great woof of illusion, and tent him in the ethereal dream of the souls desire, was the constant effort and resource of his days.

II

At the age of fifty-three he took the pen and commenced:

In the year 1524, I, Albrecht Dürer the younger, have put together from my fathers papers the facts as to whence he was, how he came hither, lived here, and drew to a happy end. God be gracious to him and us! Amen.

Like his relatives, Albrecht Dürer the elder was born in the kingdom of Hungary, in a little village named Eytas, situated not far from a little town called Gyula, eight miles below Grosswardein; and his kindred made their living from horses and cattle. My fathers father was called Anton Dürer; he came as a lad to a goldsmith in the said little town and learnt the craft under him. He afterwards married a girl named Elizabeth, who bare him a daughter, Katharina, and three sons. The first son he named Albrecht; he was my dear father. He too became a goldsmith, a pure and skilful man. The second son he called Ladislaus; he was a saddler. His son is my cousin Niklas Dürer, called Niklas the Hungarian, who is settled at Köln. He also is a goldsmith, and learnt the craft here in Nürnberg with my father. The third son he called John. Him he set to study, and he afterwards became a parson at Grosswardein, and continued there thirty years.

So Albrecht Dürer, my dear father, came to Germany. He had been a long time with the great artists in the Netherlands. At last he came hither to Nürnberg in the year, as reckoned from the birth of Christ, 1455, on S. Elogius day (June 25). And on the same day Philip Pirkheimer had his marriage feast at the Veste, and there was a great dance under the big lime tree. For a long time after that my dear father, Albrecht Dürer, served my grandfather, old Hieronymus Holper, till the year reckoned 1467 after the birth of Christ. My grandfather then gave him his daughter, a pretty upright girl, fifteen years old, named Barbara; and he was wedded to her eight days before S. Vitus (June 8). It may also be mentioned that my grandmother, my mothers mother, was the daughter of Oellinger of Weissenburg, and her name was Kunigunde.

And my dear father had by his marriage with my dear mother the following children born  which I set down here word for word as he wrote it in his book:

Here follow eighteen items, only one of which, the third, is of interest.

3. Item, in the year 1471 after the birth of Christ, in the sixth hour of the day, on S. Prudentias day, a Tuesday in Rogation Week (May 21), my wife bare me my second son. His godfather was Anton Koburger, and he named him Albrecht after me, &c. &c.

All these, my brothers and sisters, my dear fathers children, are now dead, some in their childhood, others as they were growing up; only we three brothers still live, so long as God will, namely: I, Albrecht, and my brother Andreas and my brother Hans, the third of the name, my fathers children.

This Albrecht Dürer the elder passed his life in great toil and stern hard labour, having nothing for his support save what he earned with his hand for himself, his wife and his children, so that he had little enough. He underwent moreover manifold afflictions, trials, and adversities. But he won just praise from all who knew him, for he lived an honourable, Christian life, was a man of patient spirit, mild and peaceable to all, and very thankful towards God. For himself he had little need of company and worldly pleasures; he was also of few words, and was a God-fearing man.

III

We shall, I think, often do well, when considering the superb ostentation of Dürers workmanship, with its superabundance of curve and flourish, its delight in its own ease and grace, to think of those young men among his ancestors who made their living from horses on the wind-swept plains of Hungary. The perfect control which it is the delight of lads brought up and developing under such conditions to obtain over the galloping steed, is similar to the control which it gratified Dürer to perfect over the dashing stroke of pen or brush, which, however swift and impulsive, is yet brought round and performs to a nicety a predetermined evolution. And the way he puts a little portrait of himself, finely dressed, into his most important pictures, may also carry our thoughts away to the banks of the Danube where it winds and straggles over the steppes, to picture some young horse-breeder, whose costume and harness are his only wealth; who rides out in the morning as the cock-bustard that, having preened himself, paces before the hen birds on the plains that he can scour when his wings, which are slow in the air, join with his strong legs to make nothing of grassy leagues on leagues. And first, this life with its free sweeping horizon, and the swallow-like curves of its gallops for the sake of galloping, or those which the long lashes of its whips trace in deploying, and which remind us of the lithe tendrils in which terminate Dürers ornamental flourishes; this life in which the eye is trained to watch the lasso, as with well-calculated address it swirls out and drops over the frighted head of an unbroken colt;  this life is first pent up in a little goldsmiths shop, in a country even to-day famous for the beauty and originality of its peasant jewelry: and here it is trained to follow and answer the desire of the bright dark eyes of girls in love;  in love, where love and the beauty that inspires it are the gifts of nature most guarded and most honoured, from which are expected the utmost that is conceived of delicacy in delight by a virile and healthy race. A pure and skilful man. Patient already has this life become, for a jeweller can scarcely be made of impatient stuff; patient even before the admixture of German blood when Albert the elder married his Barbara Holper. The two eldest sons were made jewellers; but the third, John, is set to study and becomes a parson, as if already learning and piety stood next in the estimation of this life after thrift, skill and the creation of ornament. And Germany boasts of this life beyond that of any of her sons; but her blood was probably of small importance to the efficiency that it attained to in the great Albert Dürer. The German name of Dürer or Thürer, a door, is quite as likely to be the translation, correct or otherwise, of some Hungarian name, as it is an indication that the family had originally emigrated from Germany. In any case, a large admixture by intermarriage of Slavonic blood would correspond to the unique distinction among Germans, attained in the dignity, sweetness and fineness which signalised Dürer. Of course, in such matters no sane man looks for proof; but neither will he reject a probable suggestion which may help us to understand the nature of an exceptional man.

IV

Dürer continues to speak of his childhood:

And my father took special pleasure in me, because he saw that I was diligent to learn. So he sent me to school, and when I had learnt to read and write he took me away from it, and taught me the goldsmiths craft. But when I could work neatly, my liking drew me rather to painting than to goldsmiths work, so I laid it before my father; but he was not well pleased, regretting the time lost while I had been learning to be a goldsmith. Still he let it be as I wished, and in 1486 (reckoned from the birth of Christ) on S. Andrews day (November 30) my father bound me apprentice to Michael Wolgemut, to serve him three years long. During that time God gave me diligence, so that I learnt well, but I had much to suffer from his lads.

When I had finished my learning my father sent me off, and I stayed away four years till he called me back again. As I had gone forth in the year 1490 after Easter (Easter Sunday was April 11), so now I came back again in 1494 as it is reckoned after Whitsuntide (Whit Sunday was May 18).

Erasmus tells us that German disorders were partly due to the natural fierceness of the race, partly to the division into so many separate States, and partly to the tendency of the people to serve as mercenaries. That there were many swaggerers and bullies about, we learn from Dürers prints. In every crowd these gentlemen in leathern tights, with other ostentatious additions to their costume, besides poniards and daggers to emphasise the brutal male, strut straddle-legged and self-assured; and of course raw lads and loutish prentices yielded them the sincerest flattery. We can well understand that the model boy, to whom God had given diligence, with his long hair lovely as a girls, and his consciousness of being nearly always in the right, had much to suffer from his fellow prentices. Besides, very likely, he already consorted with Willibald Pirkheimer and his friends, who were the aristocrats of the town. And though he may have been meek and gentle, there must have appeared in everything he did and was an assertion of superiority, all the more galling for its being difficult to define and as ready to blush as the innocent truth herself.

V

It is much argued as to where Dürer went when his father sent him off. We have the direct statement of a contemporary, Christopher Scheurl, that he visited Colmar and Basle; and what is well nigh as good, for a visit to Venice. For Scheurl wrote in 1508: Qui quum nuper in Italiam rediset, tum a Venetis, tum a Bononiensibus artificibus, me saepe interprete cansalutatus est alter Apelles.

When he lately returned to Italy, he was often greeted as a second Apelles, by the craftsmen both of Venice and Bologna (I acting as their interpreter).

Before we accept any of these statements it is well to remember how easily quite intimate friends make mistakes as to where one has been and when; even about journeys that in ones own mind either have been or should have been turning-points in ones life. For they will attribute to the past experiences which were never ours, or forget those which we consider most unforgettable. No one who has paid attention to these facts will consider that historians prove so much or so well as they often fancy themselves to do. In the present case what is really remarkable is, that none of these sojournings of the young artist in foreign art centres seem to have produced such a change in his art as can now be traced with assurance. At Colmar he saw the masterpieces and the brothers of the admirable Martin, as he always calls Schongauer. At Basle there is still preserved a cut wood-block representing St. Jerome, on the back of which is an authentic signature; there is besides a series of uncut wood-blocks, the designs on which it is easy to imagine to have been produced by the travelling journeyman that Dürer then seemed to the printers and painters of the towns he passed through. By those processes by which anything can be made of anything, much has been done to give substantiality to the implied first visit to Venice. There are drawings which were probably made there, representing ladies resembling those in pictures by Carpaccio as to their garments, the dressing of their hair, and the type of their faces. Of course it is not impossible that such a lady or ladies may have visited Nuremberg, or been seen by the young wanderer at Basle or elsewhere. And the resemblance between a certain drawing in the Albertina and one of the carved lions in red marble now on the Piazzetta de Leoni does not count for much, when we consider that there is nothing in the workmanship of these heads to suggest that they were done after sculptured originals;  the manes, &c., being represented by an easy penmans convention, as they might have been whether the models were living or merely imagined. Nor is there any good reason for dating the drawings of sites in the Tyrol, supposed to have been sketched on the road, rather this year than another. Lastly, the famous sentence in a letter written from Venice during Dürers authenticated visit there, in 1506, may be construed in more than one sense. The passage is generally rather curtailed when quoted.

He (Giovanni Bellini) is very old, but is still the best painter of them all. The thing that pleased me so well eleven years ago, pleases me now no more; if I had not seen it for myself, I should never have believed any one who told me. You must know, too, that there are many better painters here than Master Jacob (Jacopo de Barbari) is abroad; yet Anton Kolb would swear an oath that no better painter than Jacob lives.

If the thing that pleased so well eleven years before was a picture or pictures by Master Jacob or by Andrea Mantegna, as is usually supposed, the phrase, If I had not seen it for myself I should never have believed any one who told me is extremely strange. It is not usual to expect to change ones opinion of a work of art by hearsay, or to imagine others, when they have not done so, predicting with assurance that we shall change a decided opinion upon the merits of a work of art; yet one of these two suppositions seems certainly to be implied. I do not say that it is impossible to conceive of either, only that such cursory reference to such conceptions is extremely strange. Again, if work by Jacopo de Barbari is referred to, it might very well have been seen elsewhere than at Venice eleven years ago; and indeed the last sentence in the passage might be taken to imply as much. To me at least the truth appears to be that these hints, which we may well have misunderstood, point to something which the imagination is only too delighted to entertain. It is a charming dream  the young Dürer, just of age, trudging from town to town, designing wood-blocks for a printer here, questioning the brothers of the admirable Martin there, or again painting a sign in yet another place, such as Holbein painted for the schoolmaster at Basle; and at last arriving in Venice  Venice untouched as yet by the conflicting ideals that were even then being brought to birth anew: Mediaeval Venice, such as we see her in the pictures of Gentile Bellini and Carpaccio. One painting of real importance in the work of Dürer remains to us from this period: the greatest of modern critics has described it and its effect on him in a way which would make any second attempt impertinent.

I consider as invaluable Albrecht Dürers portrait of himself painted in 1493, when he was in his twenty-second year. It is a bust half life-size, showing the two hands and the forearms. Crimson cap with short narrow strings, the throat bare to below the collar bone, an embroidered shirt, the folds of the sleeves tied underneath with peach-coloured ribbons, and a blue-grey, fur-edged cloak with yellow laces, compose a dainty dress befitting a well-bred youth. In his hand he significantly carries a blue eryngo, called in German Mannstreu. He has a serious, youthful face, the mouth and chin covered with an incipient beard. The whole splendidly drawn, the composition simple, grand and harmonious; the execution perfect and in every way worthy of Dürer, though the colour is very thin, and has cracked in some places.

Such is the figure which we may imagine making its way among the crowd in Gentile Bellinis Procession of the True Cross before St. Marks, with eyes all wonder and lips often consciously imprisoning the German tongue, which cannot make itself understood. How comes he so finely dressed, the son of the modest Nuremberg goldsmith? Has he won the friendship of some rich burgher prince at Augsburg, or Strasburg, or Basle? Has he been enabled to travel in his suite as far as Venice? Or has he earned a large sum for painting some lords or ladys portrait, which, if it were not lost, would now stand as the worthy compeer of this splendid portrait of the true man far from home; true to that home only, or true to Agnes Frey?  for some suppose the sprig of eryngo to signify that he was already betrothed to her. Or perhaps he has joined Willibald Pirkheimer at Basle or elsewhere, and they two, crossing the Alps together, have become friends for life? Will they part here ere long, the young burgher prince to proceed to the Universities of Padua and Mantua, the future great painter to trudge back over the Alps, getting a lift now and again in waggon or carriage or on pillion? Let the man of pretentious science say it is bootless to ask such questions; those who ask them know that it is delightful; know that it is the true way to make the past live for them; guess that would historians more generally ask them, their books would be less often dry as dust.

VI

It may be that to this period belongs the meeting with Jacopo de Barbari to which a passage in his MS. books (now in the British Museum) refers: and that already he began to be exercised on the subject of a canon of proportions for the human figure. In the chapter which I devote to his studies on this subject it will be seen how the determination to work the problem out by experiment, since Jacopo refused to reveal, and Vitruvius only hinted at the secret, led to his discovering something of far more value than it is probable that either could have given him. And yet the belief that there was a hidden secret probably hindered him from fully realising the importance of his discovery, or reaping such benefit from it as he otherwise might have done. How often has not the belief that those of old time knew what is ignored to-day, prevented men from taking full advantage of the conquests over ignorance that they have made themselves! Because what they know is not so much as they suppose might be or has been known, they fail to recognise the most that has yet been known  the best foundation for a new building that has yet been discovered  and search for what they possess, and fail to rival those whose superiority over themselves is a delusion of their own hearts. So early Dürer may have begun this life-long labour which, though not wholly vain, was never really crowned to the degree it merited: while others living in more fertile lands reaped what they had not sown, he could only plough and scatter seed. As Raphael is supposed to have said, all that was lacking to him was knowledge of the antique.

Perhaps many will blame me for writing, unlearned, as I am; in my opinion they are not wrong; they speak truly. For I myself had rather hear and read a learned man and one famous in this art than write of it myself, being unlearned. Howbeit I can find none such who hath written aught about how to form a canon of human proportions, save one man, Jacopo (de Barbari) by name, born at Venice and a charming painter. He showed me the figures of a man and woman, which he had drawn according to a canon of proportions; and now I would rather be shown what he meant (i.e., upon what principles the proportions were constructed) than behold a new kingdom. If I had it (his canon), I would put it into print in his honour, for the use of all men. Then, however, I was still young and had not heard of such things before. Howbeit I was very fond of art, so I set myself to discover how such a canon might be wrought out. For this aforesaid Jacopo, as I clearly saw, would not explain to me the principles upon which he went. Accordingly I set to work on my own idea and read Vitruvius, who writes somewhat about the human figure. Thus it was from, or out of, these two men aforesaid that I took my start, and thence, from day to day, have I followed up my search according to my own notions.

VII

When I returned home, Hans Prey treated with my father and gave me his daughter, Mistress Agnes by name, and with her he gave me two hundred florins, and we were wedded; it was on Monday before Margarets (July 7) in the year 1494.

The general acceptance of the gouty and irascible Pirkheimers defamation of Frau Dürer as a miser and a shrew called forth a display of ingenuity on the part of Professor Thausing to prove the contrary. And I must confess that if he has not quite done that, he seems to me to have very thoroughly discredited Pirkheimers ungallant abuse. Sir Martin Conway bids us notice that Dürer speaks of his dear father and his dear mother and even of his dear father-in-law, but that he never couples that adjective with his wifes name. It is very dangerous to draw conclusions from such a fact, which may be merely an accident: or may, if it represents a habit of Dürers, bear precisely the opposite significance. For some men are proud to drop such outward marks of affection, in cases where they know that every day proves to every witness that they are not needed. He also considers that her portraits show her, when young, to have been empty-headed, when older, a frigid shrew. For my own part, if the portrait at Bremen (see opposite) represents mein Angnes, as its resemblance to the sketch at Vienna (see illus.) convinces me it does, I cannot accept either of these conclusions arrived at by the redoubtable science of physiognomy. The Bremen portrait shows us a refined, almost an eccentric type of beauty; one can easily believe it to have been possessed by a person of difficult character, but one certainly who must have had compensating good qualities. The mein Angnes on the sketch may well be set against the absent dears in the other mentions her husband made of her, especially when we consider that he couples this adjective with the Emperors name, my dear Prince Max. Of her relations to him nothing is known except what Pirkheimer wrote in his rage, when he was writing things which are demonstrably false. We know, however, that she was capable, pious, and thrifty; and on several occasions, in the Netherlands, shared in the honours done to her husband. It is natural to suppose that as they were childless, there may have existed a moral equivalent to this infertility; but also, with a man such as we know Dürer to have been, and a woman in every case not bad, have we not reason to expect that this moral barrenness which may have afflicted their union was in some large measure conquered by mutual effort and discipline, and bore from time to time those rarer flowers whose beauty and sweetness repay the conscious culture of the soul? It seems difficult to imagine that a man who succeeded in charming so many different acquaintances, and in remaining life-long friends with the testy and inconsiderate Pirkheimer, should have altogether failed to create a relation kindly and even beautiful with his Agnes, whose portrait we surely have at her best in the drawing at Bremen. Considerations as to the general position of married women in those days need not prevent us of our natural desire to think as well as possible of Dürer and his circumstances. We know that for a great many men the wife was not simply counted among their goods and chattels, or regarded as a kind of superior servant. We are able to take a peep at many a fireside of those days, where the relations that obtained, however different in certain outward characters, might well shame the greater number of the respectable even in the present year of grace. We know what Luther was in these respects; and have rather more than less reason to expect from the refined and gracious Dürer the creation of a worthy and kindly home. Why should we expect him to have been less successful than his parents in these respects?

[Illustration: AGNES FREY. DÜRERS WIFE (?)  Silver-point drawing heightened with white on a dun paper. Kunsthalle, Bremen]

[Illustration: MEIN ANGNES  Pen sketch of the artists wife, in the Albertina at Vienna]

VIII

Some time after the marriage it happened that my father was so ill with dysentery that no one could stop it. And when he saw death before his eyes he gave himself willingly to it, with great patience, and he commended my mother to me, and exhorted me to live in a manner pleasing to God. He received the Holy Sacraments and passed away Christianly (as I have described at length in another book) in the year 1502, after midnight, before S. Matthews eve (September 20). God be gracious and merciful to him.

The only leaf of the other book referred to that has survived is that which I have already quoted at length.


CHAPTER II. THE WORLD IN WHICH HE LIVED

I

Now let us consider what the world was like in which this virile, accurate and persevering spirit had grown up. Over and over again, the story of the New Birth has been told; how it began in France, and met an untimely fate at the hands of English invaders, then took refuge in Italy, where it grew to be the wonder of the world; and how the corruption of the ruling classes and of the Church, with the indignation and rebellion that this gave rise to, combined to frustrate the promise of earlier days.

When the Roman Empire gradually became an anarchy of hostile fragments, every large monastery, every small town, girded itself with walls and tended to become the germ of a new civilisation. Popes, kings, and great lords, haunted by reminiscence of the vanished empire, made spasmodic attempts to subject such centres to their rule and tax them for their maintenance. In the first times, the Church  the See of Rome  made by far the most successful attempt to get its supremacy acknowledged, and had therefore fewer occasions to resort to violence. It was more respected and more respectable than the other powers which claimed to rule and tax these immured and isolated communities dotted over Europe; but as time went on, the Church became less and less beneficent, more and more tyrannical. Meanwhile kings and emperors, having learned wisdom by experience, found themselves in a position to take advantage of the growing bad odour of the Church; and by favouring the civil communities and creating a stable hierarchy among the class of lords and barons from which they had emerged, were at last able to face the Church, with its protégés, the religious communities, on an equal footing.

The religious communities, owing to the vow of celibacy, had become more and more stagnant, while the civil communities increased in power to adapt themselves to the age. All that was virile and creative combined in the towns; all that was inadequate, sterile, useless, coagulated in the monasteries, which thus became cesspools, and ultimately took on the character of festering sores by which the civil bodies which had at first been purged into them were endangered. Luther tells us how there was a Bishop of Würzburg who used to say when he saw a rogue, To the cloister with you. Thou art useless to God or man. He meant that in the cloister were only hogs and gluttons, who did nothing but eat and drink and sleep, and were of no more profit than as many rats. And the loathing that another of these sties created in the young Erasmus, and the difficulty he had to escape from the clutches of its inmates  never feeling safe till the Pope had intervened  show us that by their wealth and by the engine of their malice, the confessional (which they had usurped from the regular clergy), they were as formidable as they were useless. It became necessary that this antiquated system of social drainage should be superseded.

In England and Germany it was swept away. In centres like Nuremberg, the desire for reformation and the horror of false doctrine were grounded in practical experience of intolerable inconveniences, not in a clear understanding of the questions at issue. Intellectually, the leaders of the Reformation had no better foundation than those they opposed: for them, as for their opponents, the question was not to be solved by an appeal to evident truths and experience, but to historical documents and traditions, supposed, to be infallible. For a clear intelligence, there is nothing to choose between the infallibility of oecumenical councils or of Popes, and that of the Bible. Both have been in their time the expression of very worthy and very human sentiments; both are incapable of rational demonstration.

II

Scattered over Europe, wherever the free intelligence was waking and had rubbed her eyes, were men who desired that nuisances should be removed and reforms operated without schism or violence. To these Erasmus spoke. His policy was tentative, and did not proceed, like that of other parties, by declaring that a perfect solution was to hand. Luthers action divided these honest, upright souls, and would-be children of light, into three unequal camps.

As a rule the downright, headstrong, and impatient became reformers. The respectful, cautious and long-suffering, such as More, Warham, and Adrian IV., clung to the Roman establishment, were martyred for it or broke their hearts over it. Erasmus and a handful of others remained true to a tentative policy, and, compared with their contemporaries, were meek and lowly in heart  became children of light. To them we now look back wistfully, and wish that they might have been, if not as numerous as the Churchmen and Beformers, at least a sufficient body to have made their influence an effective force, with the advantage of more light and more patience that was really theirs. But, alas! they only counted as the first dissolvent which set free more corrosive and detrimental acids. The exhilaration of action and battle was for others; for them the sad conviction that neither side deserved to be trusted with a victory. Yet, beyond the world whose chief interest was the Reformation, we may be sure that such men as Charles V., Michael Angelo, Rabelais, Montaigne, and all those whom they may be taken to represent, were in essential agreement with Erasmus. Luther and Machiavelli alone rejected the Papacy as such: the latters more stringent intellectual development led him also to discard every ideal motive or agent of reform for violent means. He was ready even to regard the passions of men like Caesar Borgia, tyrants in the fullest sense of the word, as the engines by which civilisation, learning, art, and manners, might be maintained. Whereas Luther appealed to the passions of common honest men, the middle classes in fact. It is easy to let either Luther or Machiavelli steal away our entire sympathy. On the one hand, no compromise, not even the slightest, seems possible with criminal ruffians such as a Julius II. and an Alexander Borgia; on the other hand, the power swollen by the tide of minor corruption, which such men ruled by might, did come into the hands of a Leo X., an Adrian IV.; and though that power was obviously tainted through and through, it might have been mastered and wielded in the cause of reform. Erasmus hoped for this. Even Julius II. protected him from the superiors of his convent. Even Julius II. patronised Michael Angelo and Raphael and everything that had a definite character in the way of creative power or scholarship; and could appreciate at least the respect which what he patronised commanded. He could appreciate the respect commanded by the austerity and virtue of those who rebelled against him and denounced his cynical abuse of all his powers, whether natural or official. He liked to think he had enemies worth beating. Such a ruler is a sore temptation to a keen intellect. Everything great is formative, and this Pope was colossal  a colossal bully and robber if you like  but the good he did by his patronage was real good, was practical. Michael Angelo and Raphael could work as splendidly as they desired. Erasmus was helped and encouraged. Timid honesty is often petty, does nothing, criticises and finds fault with artists and with learning, runs after them like Sancho Panza after Don Quixote, is helpless and ridiculous and horribly in the way. Leo X. was intelligent and well-meaning; wisdom herself might hope from such a man. Be the throne he is sitting on as monstrous and corrupt a contrivance as it may, yet it is there, it does give him authority; he is on it and dominates the world. It is easy to say, But the period of the Renascence closed, its glory died away. Suppose Luther had been as subtle as he was whole-hearted, and had added to his force of character a delicacy and charm like that of St. Francis; or suppose that Erasmus instead of his schoolfellow Adrian IV. had become Pope; what a different tale there might have been to tell! Who will presume to point out the necessity by which these things were thus and not otherwise? Regrets for what might have been are proverbially idle, cries the historian from whom I have chiefly quoted. I do not recollect the proverb, unless he refers to It is no use crying over spilt milk; but in any case such regrets are far from being necessarily idle. What might have been is even generally what ought to have been; and no study has been or is likely to be so pregnant for us as the study of the contrast between what was and what ought to have been, though such studies are inevitably mingled with regrets. We have every reason to regret that the Reformation was so hasty and ill-considered, and that the Papacy was as purblind as it was arrogant. The plant of the Roman Church machinery, which it had taken centuries to lay down, came into the hands of men who grossly ignored its function and the conditions of its working. They used its power partly for the benefit of the human race, by patronising art and scholarship; but chiefly in self-indulgence. If honest intelligence had been given control, a man so partially equipped for his task would not have been goaded into action; but only force, moral or physical, can act at a disadvantage; light and reason must have the advantage of dominant position to effect anything immediate. If they are not on the throne, all they can do is to sow seed, and bewail the present while looking forward to a better future. Now, most educated men are for tolerance, and see as Erasmus saw. We see that Savonarola and Luther were not so right as they thought themselves to be; we see that what they condemned as arrogancy and corruption is partly excusable  is in some measure a condition of efficiency in worldly spheres where one has to employ men already bad. True, the great princes and cardinals of those days not only connived at corruption and ruled by it, but often even professed it. Still in every epoch, under all circumstances, the majority of those who have governed men have more or less cynically employed means that will not bear the light of day. While these magnificoes of the Renascence do stand alone, or almost alone, by the ample generosity of their conception of the objects that power should be exerted in furtherance of; their outlook on life was more commensurate with the variety and competence of human nature than perhaps that of any ruling class has been before or since. As Shakespeare is the amplest of poets, so were theirs the most fruitful of courts. From the great Medicis to our own Elizabeth they all partake of a certain grandiose vitality and variety of intention.

III

Greatness demands self-assertion; self-assertion is a great virtue even in a Julius II. There is a vast deal of humbug in the use we make of the word humility. We talk about Christs humility, but whose self-assertion has ever been more unmitigated? I am the Way, the Truth, and the Light. Learn of Me that I am meek and lowly, and ye shall find rest to your souls. No doubt it is the quality of the self asserted that justifies in our eyes the assertion; humility then is not opposed to self-assertion. When Michael Angelo shows that he thinks himself the greatest artist in the world, he is not necessarily lacking in humility; nor is Luther, asserting the authority of his conscience against the Pope and Emperor; nor Dürer, saying to us in those little finely-dressed portraits with which he signs his pictures, I am that I am  namely, one of the handsomest of men and the greatest artist north of the Alps. Or when Erasmus lets us see that he thinks himself the most learned man living,  if he is the most learned, so much the better that he should know this also as well as the rest. The artist and the scholar were bound to feel gratitude for the corrupt but splendid Church and courts, which gave them so much both in the way of maintenance and opportunity. It may be asked, has all the honesty and the not always evident purity of Protestantism done so much for the world as those dissolute Popes and Princes? And the artist, judging with a hasty bias perhaps, is likely to answer no.

IV

For us nowadays the pith of history seems no more to be the lives of monarchs, or the fighting of battles, or even the deliberations of councils; these things we have more and more come to regard merely as tools and engines for the creation of societies, homes, and friends. And so, though religion and religious machinery dominated the life of those days, it is not in theological disputes, neither is it in oecumenical councils and Popes, nor in sermons, reformers, and synods, that we find the essence of the souls life. Rather to us, the pictures, the statues, the books, the furniture, the wardrobes, the letters, and the scandals that have been left behind, speak to us of those days; for these we value them. And we are right, the value of the Renaissance lies in these things, I say the scandals of those days; for a part of what comes under that head was perhaps the manifestation of a morality based on a wider experience; though its association with obvious vices and its opposition to the old and stale ideals gave it an illegitimate character; while the re-establishment of the more part of those ideals has perpetuated its reproach. There can be no intellectual charity if the machinery and special sentences of current morality are supposed to be final or truly adequate. Their tentative and inadequate character, which every free intelligence recognises, is what endorses the wisdom of Jesus, saying, Judge not that ye be not judged. Ordinary honest and good citizens do not realise how much that is in every way superior to the gifts of any single one of themselves is yearly sacrificed and tortured for their preservation as a class. On what agonies of creative and original minds is the safety of their homes based? These respectable Molochs who devour both the poor and the exceptionally gifted, and are so little better for their meal, were during the Renascence for a time gainsaid and abashed; yet even then their engines, the traditional secular and ecclesiastic policies, were a foreign encumbrance with which the human spirit was loaded, and which helped to prevent it from reaping the full result of its mighty upheaval.

To see things as they are, and above all to value them for what is most essential in them with regard to the development of our own characters;  that is, I take it, consciously or unconsciously, the main effort of the modern spirit. On the world, the flesh, and the devil, we have put new values; and it was the first assertion of these new values which caused the Renascence. Fine manners, fine clothes, and varied social interchange make the world admirable in our eyes, not at all a bogey to frighten us. Health, frankness, and abundant exercise make the flesh a pure delight in our eyes; lastly, this new-born spirit has made a moral of the devil himself, and so for us he has lost his terror.

Rabelais was right when he laughed the old outworn values down, and declared that women were in the first place female, men in the first place male; that the written word should be a self-expression, a sincerity, not a task or a catalogue or a penance, but, like laughter and speech, essentially human, making all men brothers, doing away with artificial barriers and distinctions, making the scholar shake in time with the toper, and doubling the divine up with the losel; bidding even the lady hold her sides in company with the harlot. Eating and drinking were seen to be good in themselves; the eye and the nose and the palate were not only to be respected but courted; free love was better than married enmity. No rite, no church, no god, could annihilate these facts or restrain their influence any more than the sea could be tamed. Dürer was touched with this spirit; we see it in his fine clothes, in his collectors rapacity, above all in his letters to his friend Pirkheimer  a man more typical of that Rabelaisian age than Dürer and Michael Angelo, who were both of them not only modern men but men conservative of the best that had been  men in travail for the future, absorbed by the responsibility of those who create.

Pirkheimer, one year Dürers senior, was a gross fat man early in life, enjoying the clinking of goblets, the music of fork and knife, and the effrontery of obscene jests. A vain man, a soldier and a scholar, pedantic, irritable, but in earnest; a complimenter of Emperors, a leader of the reform party, a partisan of Luthers, the friend and correspondent of Erasmus, the elective brother of Dürer. The man was typical; his fellows were in all lands. Dürer was surprised to find how many of them there were at Venice  men who would delight Pirkheimer and delight in him. My friend, there are so many Italians here who look exactly like you I dont know how it happens! ... men of sense and knowledge, good lute players and pipers, judges of painting, men of much noble sentiment and honest virtue; and they show me much honour and friendship. Something of all this was doubtless in Dürer too; but in him it was refined and harmonised by the sense and serious concern, not only for the things of to-day, but for those of to-morrow and yesterday; the sense of solidarity, the passion for permanent effect, eternal excellence. These things, in men like Pirkheimer, still more in Erasmus, and even in Rabelais and Montaigne, are not absent; but they are less stringent, less religious, than they are in a Dürer or a Michael Angelo.


CHAPTER III. DÜRER AT VENICE

I

There are several reasons which may possibly have led Dürer to visit Venice in 1505. The Fondaco dei Tedeschi, or Exchange of the German Merchants at Venice, had been burned down the winter before, and they were in haste to complete a new one. Dürer may have received assurance that the commission to paint the altar-piece for the new chapel would be his did he desire it. At any rate he seems to have set to work on such a picture almost as soon as he arrived there. It is strange to think that Giorgione and Titian probably began to paint the frescoes on the facade while he was still at work in the chapel, or soon after he left. The plague broke out in Nuremberg before he came away; but this is not likely to have been his principal motive for leaving home, as many richer men, such as his friend Pirkheimer, from whom he borrowed money for the journey, stayed where they were. Nor do Dürers letters reveal any alarm for his friends, his mothers, his wifes, or his brothers safety. He took with him six small pictures, and probably a great number of prints, for Venice was a first-rate market.

II

The letters which follow are like a glimpse of a distant scene in a camera obscura, and, like life itself, they are full of repetitions and over-insistence on what is insignificant or of temporary interest. To-day they call for our patience and forbearance, and it will depend upon our imaginative activity in what degree they repay them; even as it depends upon our power of affectionate assimilation in what degree and kind every common day adds to our real possessions.

I have made my citations as ample as possible, so as to give the reader a just idea of their character while making them centre as far as possible round points of special interest.

To the honourable, wise Master Wilibald Pirkheimer, Burgher of Nürberg, my kind Master. VENICE, January 6, 1506.

I wish you and yours many good, happy New Years. My willing service, first of all, to you dear Master Pirkheimer! Know that I am in good health; I pray God far better things than that for you. As to those pearls and precious stones which you gave me commission to buy, you must know that I can find nothing good or even worth its price. Everything is snapped up by the Germans who hang about the Riva. They always want to get four times the value for anything, for they are the falsest knaves alive. No one need look for an honest service from any of them. Some good fellows have warned me to beware of them, they cheat man and beast. You can buy better things at a lower price at Frankfurt than at Venice.

[Illustration: Wilibald Pirkheimer  Charcoal Drawing, Dumesnil Collection, Paris Face ]

About the books which I was to order for you, the Imhofs have already seen after them; but if there is anything else you want, let me know and I will attend to it for you with all zeal. Would to God I could do you a right good service! gladly would I accomplish it, seeing, as I do, how much you do for me. And I pray you be patient with my debt, for indeed I think much oftener of it than you do. When God helps me home I will honourably repay you with many thanks; for I have a panel to paint for the Germans for which they are to pay me a hundred and ten Rhenish florins  it will not cost me as much as five. I shall have scraped it and laid on the ground and made it ready within eight days; then I shall at once begin to paint and, if God will, it shall be in its place above the altar a month after Easter.



VENICE, February 17, 1506.

How I wish you were here at Venice! There are so many nice men among the Italians who seek my company more and more every day  which is very pleasing to one  men of sense and knowledge, good lute-players and pipers, judges of painting, men of much noble sentiment and honest virtue, and they show me much honour and friendship. On the other hand there are also amongst them some of the most false, lying, thievish rascals; I should never have believed that such were living in the world. If one did not know them, one would think them the nicest men the earth could show. For my own part I cannot help laughing at them whenever they talk to me. They know that their knavery is no secret but they dont mind.

Amongst the Italians I have many good friends who warn me not to eat and drink with their painters. Many of them are my enemies and they copy my work in the churches and wherever they can find it; and then they revile it and say that the style is not antique and so not good. But Giovanni Bellini has highly praised me before many nobles. He wanted to have something of mine, and himself came to me and asked me to paint him something and he would pay well for it. And all men tell me what an upright man he is, so that I am really friendly with him. He is very old, but is still the best painter of them all. And that which so well pleased me eleven years ago pleases me no longer, if I had not seen it for myself I should not have believed any one who told me. You must know too that there are many better painters here than Master Jacob (Jacopo de Barbari) is abroad (wider darvsen Meister J.), yet Anton Kolb would swear an oath that no better painter lives than Jacob. Others sneer at him, saying if he were good he would stay here, and so forth.

I have only to-day begun to sketch in my picture, for my hands were so scabby (grindig) that I could do no work with them, but I have got them cured.

Now be lenient with me and dont get in a passion so easily, but be gentle like me. I dont know why you will not learn from me. My friend! I should like to know if any one of your loves is dead  that one close by the water for instance, or the one called or or a so that you might supply her place by another. ALBRECHT DÜRER.

VENICE, February 28, 1506.

I wish you had occasion to come here, I know you would not find time hang on your hands, for there are so many nice men in this country, right good artists. I have such a throng of Italians about me that at times I have to shut myself up. The nobles all wish me well, but few of the painters.



VENICE, April 2, 1506.

The painters here, let me tell you, are very unfriendly to me. They have summoned me three times before the magistrates, and I have had to pay four florins to their school. You must also know that I might have gained a great deal of money if I had not undertaken to paint the German picture. There is much work in it and I cannot get it quite finished before Whitsuntide. Yet they only pay me eighty-five ducats for it. Now you know how much it costs to live, and then I have bought some things and sent some money away, so that I have not much before me now. But dont misunderstand me, I am firmly purposed not to go away hence till God enables me to repay you with thanks and to have a hundred florins over besides. I should easily earn this if I had not got the German picture to paint, for all men except the painters wish me well.

Tell my mother to speak to Wolgemut about my brother, and to ask him whether he can make use of him and give him work till I come, or whether he can put him with some one else. I should gladly have brought him with me to Venice, and that would have been useful both to me and him, and he would have learnt the language, but my mother was afraid that the sky would fall on him. Pray keep an eye on him yourself, the women are no use for that. Tell the lad, as you so well can, to be studious and honest till I come, and not to be a trouble to his mother; if I cannot arrange everything I will at all events do all that I can. Alone I certainly should not starve, but to support many is too hard for me, for no one throws his gold away.

Now I commend myself to you. Tell my mother to be ready to sell at the Crown-fair (Heiligthumsfest). I am arranging for my wife to have come home by then; I have written to her too about everything. I will not take any steps about buying the diamond ornament till I get your next letter.

I dont think I shall be able to come home before next autumn, when what I earned for the picture, which was to have been ready by Whitsuntide, will be quite used up in living expenses, purchases, and payments; what, however, I gain afterwards I hope to save. If you see fit dont speak of this further, and I will keep putting off my leaving from day to day and writing as though I was just coming. I am indeed very uncertain what to do next. Write to me again soon.

Given on Thursday before Palm Sunday in the year 1506. ALBRECHT DÜRER, Your Servant.

VENICE, August 18, 1506.

To the first, greatest man in the world. Your servant and slave Albrecht Dürer sends salutation to his Magnificent master Wilibald Pirkheimer. My truth! I hear gladly and with great satisfaction of your health and great honours. I wonder how it is possible for a man like you to stand against so many wisest princes, swaggerers and soldiers; it must be by some special grace of God. When I read your letter about this terrible grimace, it gave me a great fright and I thought it was a most important thing, but I warrant that you frightened even Schotts men, you with your fierce look and your holiday hopping step. But it is very improper for such folk to smear themselves with civet. You want to become a real silk-tail and you think that, if only you manage to please the girls, the thing is done. If you were only as taking a fellow as I am, it would not provoke me so. You have so many loves that merely to pay each one a visit you would take a month or more before you got through the list.

For one thing I return you my thanks, namely, for explaining my position in the best way to my wife; but I know that there is no lack of wisdom in you. If only you had my meekness you would have all virtues. Thank you also for all the good you have done me, if only you would not bother me about the rings! If they dont please you, break their heads off and pitch them out on to the dunghill as Peter Weisweber says. What do you mean by setting me to such dirty work? I have become a gentleman at Venice.

I have also heard that you can make lovely rhymes; you would be a find for our fiddlers here; they fiddle so beautifully that they cant help weeping over it themselves. Would God our Rechenmeister girl could hear them, she would cry too. At your bidding I will again lay aside my anger and bear myself even more bravely than usual.

Now let me commend myself to you; give my willing service to our Prior for me; tell him to pray God for me that I may be protected, and especially from the French sickness; I know of nothing that I now dread more than that, for well nigh every one has got it. Many men are quite eaten up and die of it.

VENICE, September 8, 1506.

Most learned, approved, wise, knower of many languages, sharp to detect all encountered lies and quick to recognise plain truth! Honourable much-regarded Herr Wilibald Pirkheimer. Your humble servant Albrecht Dürer wishes you all hail, great and worthy honour in the devils name, so much for the twaddle of which you are so fond. I wager that for this you would think me too an orator of a hundred parts. A chamber must have more than four corners which is to contain the gods of memory. I am not going to cram my head full of them; that I leave to you; for I believe that however many chambers there might be in the head, you would have something in each of them. The Margrave would not grant an audience long enough!  a hundred headings and to each heading, say, a hundred words, that takes 9 days 7 hours 52 minutes, not counting the sighs which I have not yet reckoned in. In fact you could not get through the whole at one go; it would stretch itself out like the speech of some old driveller.

I have taken all manner of trouble about the carpets but cannot find any broad ones; they are all narrow and long. However I still look about every day for them and so does Anton Kolb.

I have given Bernhard Hirschvogel your greeting and he sent you his service. He is full of sorrow for the death of his Son, the nicest lad I ever saw.

I can get none of your foolish featherlets. Oh, if only you were here! how you would like these fine Italian soldiers! How often I think of you! Would to God that you and Kunz Kamerer could see them! They have great scythe-lances with 278 points, if they only touch a man with them he dies, for they are all poisoned. Hey! I can do it well, Ill be an Italian soldier. The Venetians as well as the Pope and the King of France are collecting many men; what will come of it I dont know, but people ridicule our King very much.

Wish Stephan Paumgartner much happiness from me. I dont wonder at his having taken a wife. Give my greeting to Borsch, Herr Lorenz, and our fair friends, as well as to your Rechenmeister girl, and thank that head-chamber of yours alone for remembering her greeting; tell her shes a nasty one.



I sent you olive-wood from Venice to Augsburg, where I directed it to be left, a full ten hundredweight. She says she would not wait for it; whence the stink.

My picture, you must know, says it would give a ducat for you to see it, it is well painted and beautifully coloured. I have earned much praise but little profit by it. In the time it took to paint I could easily have earned 220 ducats, and now I have declined much work, in order that I may come home. I have stopped the mouths of all the painters who used to say that I was good at engraving but, as to painting. I did not know how to handle my colours. Now every one says that better colouring they have never seen.

My French mantle greets you and my Italian coat also. It strikes me that there is an odour of gallantry about you; I can scent it out even at this distance; and they tell me here that when you go a-courting you pretend not to be more than twenty-five years old  oh, yes! double that and Ill believe it. My friend, there are so many Italians here who look exactly like you; I dont know how it happens!

The Doge and the Patriarch have also seen my picture. Herewith let me commend myself to you as your servant. I must really go to sleep as it is striking the seventh hour of the night, and I have already written to the Prior of the Augustines, to my father-in-law, to Mistress Dietrich, and to my wife, and they are all downright whole sheets full. So I have had to hurry over this letter, read it according to the sense. You would doubtless do better if you were writing to a lot of Princes. Many good nights and days too. Given at Venice on our Ladys day in September.

You need not lend my wife and mother anything; they have got money enough,

ALBRECHT DÜRER.

VENICE, September 23, 1506.

Your letter telling me of the praise that you get to overflowing from Princes and nobles gave me great delight. You must be altogether altered to have become so gentle; I shall hardly know you when I meet you again.

You must know that my picture is finished as well as another Quadro the like of which I have never painted before. And as you are so pleased with yourself, let me tell you that there is no better Madonna picture in the land than mine; for all the painters praise it, as the nobles do you. They say that they have never seen a nobler, more charming painting, and so forth.



But in order to come home as soon as possible, I have, since my picture was finished, refused work that would have yielded me more than 2000 ducats. This all men know who live about me here.

Bernhard Holzbeck has told me great things of you, though I think he does so because you have become his brother-in-law. But nothing makes me more angry than when any one says that you are good-looking; if that were so I should become really ugly. That could make me mad. I have found a grey hair on myself, it is the result of so much excitement. And I fear that while I play such pranks with myself there are still bad days before me, &c.

My French mantle, my doublet, and my brown coat send you a hearty greeting, I should be glad to see what great thing your head-piece can produce that you hold yourself so high.

VENICE, about October 13, 1506.

Knowing that you are aware of my devotion to your service there is no need for me to write to you about it; but so much the more necessary is it for me to tell you of the great pleasure it gives me to hear of the high honour and fame which your manly wisdom and learned skill have brought you. This is the more to be wondered at, for seldom or never in a young body can the like be found. It comes to you, however, as to me, by a special grace of God. How pleased we both are when we fancy ourselves worth somewhat  I with my painting, and you with your wisdom. When any one praises us, we hold up our heads and believe him. Yet perhaps he is only some false flatterer who is scorning us all the time. So dont credit any one who praises you, for youve no notion how utterly and entirely unmannerly you are. I can quite see you standing before the Margrave and speaking so pleasantly  behaving exactly as if you were flirting with Mistress Rosentaler, cringing as you do. It did not escape me that, when you wrote your last letter, you were quite full of amorous thoughts. You ought to be ashamed of yourself, an old fellow like you pretending to be so good-looking. Flirting pleases you in the same way that a shaggy old dog likes a game with a kitten. If you were only as fine and gentle a man as I, I could understand it. If I become burgomaster I will serve you with the Luginsland. as you do to pious Zamesser and me. I will have you for once shut up there with the ladies Rechenmeister, Rosentaler, Gärtner, Schutz, and Pör, and many others whom for shortness I will not name; they must deal with you.

People enquire more after me than you, for you yourself write that both girls and honourable wives ask after me  that is a sign of my virtue. When, however, God helps me home I dont know how I shall any longer stand you with your great wisdom; but for your virtue and good temper I am glad, and your dogs will be the better for it, for you will no longer strike them lame. Now however that you are thought so much of at home, you wont dare to talk to a poor painter in the street any more; to be seen with the painter varlet would be a great disgrace for you.

O, dear Herr Pirkheimer, just now while I was writing to you, the alarm of fire was raised and six houses over by Pietro Venier are burnt, and a woollen cloth of mine, for which only yesterday I paid eight ducats, is burnt, so I too am in trouble. There is much excitement here about the fire.

As to your summons to me to come home soon, I shall come as soon as ever I can, but I must first gain money for my expenses. I have paid away about 100 ducats for colours and other things. I have ordered you two carpets for which I shall pay to-morrow, but I could not get them cheap. I will pack them in with my linen.

And as to your threat that, unless I come home soon, you will make love to my wife, dont attempt it  a ponderous fellow like you would be the death of her.

I must tell you that I set to work to learn dancing and went twice to the school, for which I had to pay the master a ducat. No one could get me to go there again. To learn dancing I should have had to pay away all that I have earned, and at the end I should have known nothing about it.

[Illustration: HANS BURGKMAIR  Black chalk drawing on yellowish prepared ground. The lights and background in watercolor may possibly have been added later At Oxford]

In reply to your question when I shall come home, I tell you, so that my lords may also make their arrangements, that I shall have finished here in ten days; after that I should like to ride to Bologna to learn the secrets of the art of perspective, which a man is willing to teach me. I should stay there eight or ten days and then return to Venice. After that I shall come with the next messenger. How I shall freeze after this sun! Here I am a gentleman, at home only a parasite.

III

Sir Martin Conway writes:

He (Dürer) enjoyed Venice; he liked the Italians; he was oppressed with orders for work; the climate suited him, and the warm sun was a pleasant contrast to the snows and frost of a Franconian winter. But Dürers German heart was true; its truth was the secret of his success.... The syren voice of Italy charmed to their destruction most Germans who listened to it. Brought face to face with the Italian Ideal of Grace, they one after another abandoned for it the Ideal of Strength peculiarly their own.

We do not resort to these arguments to approve Holbein or Van Dyck for their long residence in England. I am not sure how much false sentiment inspired Thausing when he first praised Dürer in this strain; but I must confess I suspect it was no little. I incline to think that the best country for an artist is not always the one he was born in, but often that one where his art finds the best conditions to foster it. We do not honour Dürer by supposing that he would have been among that majority of Dutch and German artists who, weaker than Roger van der Weyden and Burgkmair, returned from Italy injured and enfeebled; even if he had passed the greater portion of his life with her syren voice in his ears.

Dürer could not bring himself to undergo for arts sake what Michael Angelo endured; years of exile from a beloved native city, and, still worse, years of exile from the most congenial spiritual atmosphere. Nevertheless, we must remember that the difference of language would have made life in Venice for Dürer a much more complete exile than life in Verona was for Dante, or life in Rome for Michael Angelo. So he did not share the patronage and generous recognition which gave Titian such a splendid opportunity. He ceased for a time at least to be a gentleman to become a hanger-on, a parasite once more. At Antwerp he once more was met by the same generosity and recognition only to refuse again to accept it as a gift for life and return to his beloved Nuremberg, where it is true his position continually improved, though it never equalled what had been offered at Venice and Antwerp.

IV

The tone of some of the pleasantries in these letters may rather astonish good people who, having accepted the fact that Dürer was a religious man, have at once given him the tone and address of a meeting of churchwardens, if they have not conjured up a vision of him in a frock coat. Things are what they are, said Bishop Butler, and so are women; boys will be boys. The distinctive functions of the two sexes were in those days kept more in view if not more in mind than is the case to-day. The fashions in dress and in deportment were particularly frank upon this point, especially for the young. One may allow as much as is desired for the corruption of manners produced by the civil and religious mercenaries, soldiers of fortune, and friars. There will always remain a certain truth and propriety, a certain grace and charm in those costumes and that deportment, as also in the freedom of jest which characterises even the most modest of Shakespeares heroines; and under the influence of their spell we shall feel that all has not been gain in the change that has gradually been operated. No doubt virtue is a victory over nature, and chastity a refinement; but among conquerors some are easy and good-natured, others tactless, awkward, insulting; and among the chaste some are fearless and enjoy the freedom which courage and clear conscience give, others timid and suffer the oppression of their fears. Even among sinners some make the best of weaknesses and redeem them a great deal more than half, while others magnify smaller faults by lack of self-possession till they are an insupportable nuisance. We may well admit that from the successes of those days, those who succeed to our delight to-day may glean additional attractions.

V

We know that Dürer stopped on at Venice into the year 1507, by a note which he made in a copy of Euclid, now in the library at Wolfenbüttel. This book have I bought at Venice for a ducat in the year 1507. Albrecht Dürer; and by another stray note we learn the state of his worldly affairs on his return.

The following is my property, which I have with difficulty acquired by the labour of my hand, for I have had no opportunity of great gain. I have moreover suffered much loss by lending what was not repaid me, and by apprentices who never paid their fees, and one died at Rome whereby I lost my wares.

In the thirteenth year of my wedlock (Le., 1507-8) I have paid great debts with what I earned at Venice. I possess fairly good household furniture, good clothes, chests, some good pewter vessels, good materials for my work, bedding and cupboards, and good colours worth 100 florins Rhenish.

The wares that Dürer lost in Rome were doubtless chiefly woodcuts and engravings which his prentice had taken to sell during his wanderjahre, as Dürer himself during his own had very likely sold prints for Wolgemut. One of the reasons which had taken him to Venice may have been to summon Marc Antonio before the Signoria, for having copied not only his engravings, but the monogram with which he signed them; in any case he obtained a decree defending him against such artistic forgery. Dürers most steady resource seems to have been the sale of prints; it is these that his wife had sold in his absence, and in the diary of his journey to the Netherlands there is constant mention of such sales. Nuremberg was very much behind Antwerp or Venice in the price paid for works of art; and the possibilities of such a market as Rome had very likely tempted Dürer to trust his prentice with an unusual quantity of prints. His worldly affairs were neither brilliant nor secure; yet we shall find him tempted on receiving an important commission to spend so much in time and material as to make it impossible for him to realise a profit. We are accustomed to think that these trials were spared to artists in the past by the munificence of patrons: but apart from the fact that patrons often paid only with promises or by granting credit, at Nuremberg there were few magnificent patrons, and its burghers were in no way so generous or so extravagant as those of Venice or Antwerp. In fact, Dürers position was very similar to that of the modern artist, who finds little and insufficient patronage, and can make more if he is lucky by the reproduction of his creations for the great public. But Dürer still had one advantage over his fellow-sufferers of to-day  that of being his own publisher. Doubtless portraits were as popular then as nowadays; but if the public taste had not been prostituted by a seductive commercialism to the degree that at present obtains, on the other hand, at Nuremberg at least, the fashion seems to have been very little developed; and most of Dürers important portraits seem to have been the result of his sojourns away from home.


CHAPTER IV. DÜRER AND HIS PATRONS AND FRIENDS

I

Dürer had hitherto occasionally enjoyed the patronage of the wise Elector, Frederick of Saxony, for whom he painted the brilliant Adoration of the Magi in the Uffizi. He was soon to obtain that of Maximilian, but this genial and eccentric emperor proved a fussy patron, as quick to change his mind and to interfere with impossible demands and criticisms, as he was slow to pay and deficient in means for being truly generous. There are a certain number of letters which give a glimpse of Dürers relations with his clients; they show him appealing always to the judgment of artists against the ignorant buyer, and giving more than he bargained to give, though thereby he eats up his legitimate profits; lastly, they show him vowing never again to enter upon work so unprofitable, but to give all his time to the creation of engravings and woodcuts. The first is written to Michael Behaim, who died in 1511, and had commissioned him to make a design for a woodcut of his coat of arms.

DEAR MASTER MICHAEL BEHAIM,  I send you back the coat of arms again. Pray let it stay as it is. No one could improve it for you, for I made it artistically and with care. Those who see it and understand such matters will tell you so. If the leafwork on the helm were tossed up backward, it would hide the fillet. Your humble servant, ALBRECHT DÜRER.

[Illustration: Photograph J. Lowy  THE ADORATION OF THE TRINITY, 1511  From the painting at Vienna]

The other letters concern the lost Coronation of the Virgin, the centre panel of an altar-piece of which the wings are still at Frankfurt, of which town Jacob Heller, who commissioned it, was a burgher. They were to be studio work, and are supposed to be chiefly due to Dürers brother Hans. There is, however, one picture extant which gives an idea of the execution of the missing centre panel, the Holy Trinity and All Saints at Vienna; which, in spite of his vow never to do such work again, was commenced shortly after the Coronation, and for a Nuremberg patron. How much he was paid for it is not known; but it cannot have been a really adequate sum, as towards the end of his life he writes to the Nuremberg Council, I have not received from people in this town work worth five hundred florins, truly a trifling and ridiculous sum, and not the fifth part of that has been profit. The preceding picture, referred to in the first letters, is the Martyrdom of the Ten Thousand by Sapor II. All three pictures were signed, like the Feast of the Rose Garlands by little finely-dressed portraits of the painter.

NÜRNBERG, August 28, 1507.

I did not want to receive any money in advance on it till I began to paint it, which, if God will, shall be the next thing after the Princes work; for I prefer not to begin too many things at once and then I do not become wearied. The Prince too will not be kept waiting, as he would be if I were to paint his and your pictures at the same time, as I had intended. At all events have confidence in me, for, so far as God permits, I will yet according to my power make something that not many men can equal.

Now many good nights to you. Given at Nürnberg on Augustines day, 1507.

ALBRECHT DÜRER.



NÜRNBERG, March 19, 1508.

Dear Herr Jacob Heller. In a fortnight I shall be ready with Duke Friedrichs work; after that I shall begin yours, and, as my custom is, I will not paint any other picture till it is finished. I will be sure carefully to paint the middle panel with my own hand; apart from that, the outer sides of the wings are already sketched in  they will be in stone colour; I have also had the ground laid. So much for news.

I wish you could see my gracious Lords picture; I think it would please you. I have worked at it straight on for a year and gained very little by it; for I only get 280 Rhenish gulden for it, and I have spent all that in the time.



NÜRNBERG, August 24, 1508.

Now I commend myself to you. I want you also to know that in all my days I have never begun any work that pleased me better than this picture of yours which I am painting. Till I finish it I will not do any other work; I am only sorry that the winter will so soon come upon me. The days grow so short that one cannot do much.

I have still one thing to ask you; it is about the MADONNA that you saw at my house; if you know of any one near you who wants a picture pray offer it to him. If a proper frame was put to it, it would be a beautiful picture, and you know that it is nicely done. I will let you have it cheap. I would not take less than fifty florins to paint one like it. As it stands finished in the house it might be damaged for me, so I would give you full power to sell it for me cheap for thirty florins  indeed, rather than that it should not be sold I would even let it go for twenty-five florins. I have certainly lost much food over it.



Nürnberg, November 4, 1508.

I am justly surprised at what you say in it about my last letter: seeing that you can accuse me of not holding to my promises to you. From such a slander each and everyone exempts me, for I bear myself, I trust, so as to take my stand amongst other straightforward men. Besides I know well what I have written and promised to you, and you know that in my cousins house I refused to promise you to make a good thing, because I cannot. But to this I did pledge myself, that I would make something for you that not many men can. Now I have given such exceeding pains to your picture, that I was led to send you the aforesaid letter. I know that when the picture is finished all artists will be well pleased with it. It will not be valued at less than 300 florins. I would not paint another like it for three times the price agreed, for I neglect myself for it, suffer loss, and earn anything but thanks from you.

You further reproach me with having promised you that I would paint your picture with the greatest possible care that ever I could. That I certainly never said, or if I did I was out of my senses, for in my whole lifetime I should scarcely finish it. With such extraordinary care I can hardly finish a face in half a year; now your picture contains fully 100 faces, not reckoning the drapery and landscape and other things in it. Besides, who ever heard of making such a work for an altar-piece? no one could see it. But I think it was thus that I wrote to you  that I would paint the picture with great or more than ordinary pains because of the time which you waited for me.

You need not look about for a purchaser for my Madonna, for the Bishop of Breslau has given me seventy-two florins for it, so I have sold it well. I commend myself to you. Given at Nürnberg in the year 1508, on the Sunday after All Saints Day.

ALBRECHT DÜRER.



NÜRNBERG, March 21, 1509.

I only care for praise from those who are competent to judge; and if Martin Hess praises it to you, that may give you the more confidence. You might also inquire from some of your friends who have seen it; they will tell you how it is done. And if you do not like the picture when you see it, I will keep it myself, for I have been begged to sell it and make you another. But be that far from me! I will right honourably hold with you to that which I have promised, taking you, as I do, for an upright man.



NÜRNBERG, July 10, 1509.

As you go on to say that if you had not bargained with me for the picture you would never do so now, and that I may keep it  I return you this answer: to retain your friendship, if I had to suffer loss by the picture, I would have done so, but now since you regret the whole business and provoke me to keep the picture I will do so, and that gladly, for I know how to get 100 florins more for it than you would have given me. In future I would not take 400 florins to paint another such as this.

ALBRECHT DÜRER.

NÜRNBERG, July 24, 1509. DEAR HERR HELLER, I have read the letter which you addressed to me. You write that you did not mean to decline taking the picture from me. To that I can only say that I dont understand what you do mean. When you write that if you had not ordered the picture you would not make the bargain again, and that I may keep it as long as I like and so on  I can only think that you have repented of the whole business, so I gave you my answer in my last letter.

But, at Hans Imhofs persuasion, and having regard to the fact that you ordered the picture of me, and also because I should prefer it to find a place at Frankfurt rather than anywhere else, I have consented to send it to you for 100 florins less than it might well have brought me.

I am reckoning that I shall thus render you a pleasing service; otherwise I know well how I could draw far greater pecuniary advantage from it, but your friendship is dearer to me than any such trifling sum of money. I trust however that you would not wish me to suffer loss over it when you are better off than I. Make therefore your own arrangements and commands. Given at Nürnberg on Wine-Tuesday before James. ALBRECHT DÜRER.

NÜRNBERG, August 26, 1509. First my willing service to you, dear Herr Jacob Heller. In accordance with your last letter I am sending the picture well packed and seen to in all needful points. I have handed it over to Hans Imhof and he has paid me another 100 florins. Yet believe me, on my honour, I am still out of pocket over it besides losing the time which I have bestowed upon it. Here in Nürnberg they were ready to give 300 florins for it, which extra 100 florins would have done very nicely for me had I not preferred to please and serve you by sending you the picture. For I value the keeping of your friendship at more than 100 florins. I would also rather have this painting at Frankfurt than anywhere else in all Germany.

If you think that I have behaved unfairly in not leaving the payment to your own free-will, you must bear in mind that this would not have happened if you had not written by Hans Imhof that I might keep the picture as long as I liked. I should otherwise gladly have left it to you even if thereby I had suffered a greater loss still. My impression of you is that, supposing I had promised to make you something for about ten florins and it cost me twenty, you yourself would not wish me to lose by it. So pray be content with the fact that I took 100 florins less from you than I might have got for the picture  for I tell you that they wanted to take it from me, so to speak, by force.

I have painted it with great care, as you will see, using none but the best colours I could get. It is painted with good ultramarine under, and over, and over that again, some five or six times; and then after it was finished I painted it again twice over so that it may last a long time. If it is kept clean I know it will remain bright and fresh 500 years, for it is not done as men are wont to paint. So have it kept clean and dont let it be touched or sprinkled with holy water. I feel sure it will not be criticised, or only for the purpose of annoying me; and I answer for it it will please you well. No one shall ever compel me to paint a picture again with so much labour. Herr Georg Tausy himself besought me to paint him a Madonna in a landscape with the same care and of the same size as this picture, and he would give me 400 florins for it. That I flatly refused to do, for it would have made a beggar of me. Of ordinary pictures I will in a year paint a pile which no one would believe it possible for one man to do in the time. But very careful nicety does not pay. So henceforth I shall stick to my engraving, and had I done so before I should to-day have been a richer man by 1000 florins.

I may tell you also that, at my own expense, I have had for the middle panel a new frame made which has cost me more than six florins. The old one I have broken off, for the joiner had made it roughly; but I have not had the other fastened on, for you wished it not to be. It would be a very good thing to have the rims screwed on so that the picture may not be shaken.

If anyone wants to see it, let it hang forward two or three finger breadths, for then the light is good to see it by. And when I come over to you, say in one, two, or three years time, if the picture is properly dry, it must be taken down and I will varnish it over anew with some excellent varnish, which no one else can make; it will then last 100 years longer than it would before. But dont let anybody else varnish it, for all other varnishes are yellow, and the picture would be ruined for you. And if a thing, on which I have spent more than a years work, were ruined it would be grief to me. When you have it set up be present yourself to see that it gets no harm. Deal carefully with it, for you will hear from your own and from foreign painters how it is done.

Give my greeting to your painter Martin Hess. My wife asks you for a Trinkgeld, but that is as you please, I screw you no higher, &c. And now I hold myself commended to you. Read by the sense, for I write in haste. Given at Nürnberg on Sunday after Bartholomews, 1509. ALBRECHT DÜRER.

NÜRNBERG, October 12, 1509.

DEAR HERR JACOB HELLER, I am glad to hear that my picture pleases you, so that my labour has not been bestowed in vain. I am also happy that you are content about the payment  and that rightly, for I could have got 100 florins more for it than you have given me. But I preferred to let you have it, hoping, as I do, thereby to retain you as my friend down in your parts.

My wife thanks you very much for the present you have made her; she will wear it in your honour. My young brother also thanks you for the two florins Trinkgeld you sent him. And now I too thank you myself for all the honour &c. In reply to your question how the picture should be adorned I send you a slight design of what I should do if it were mine, but you must do what you like. Now, many happy times to you. Given on Friday before Galls, 1509. ALBRECHT DÜRER.

Dürer must have commenced the All Saints picture almost immediately after having finished Hellers Coronation of the Virgin. Perhaps he had practically accepted the commission from Matthsus Landauer before he wrote to Heller that he would never again undertake a picture with so much work and labour in it, for he afterwards was as good as his word. This new work was for the chapel of an almshouse founded by Landauer and Erasmus Schiltkrot for twelve old men citizens of Nuremberg. The original frame designed by Dürer is now in the Germanic Museum, though a copy has replaced the picture. After the completion of the Trinity and All Saints, Dürer apparently carried out his threat and gave up painting for a dozen years, devoting his energies more especially to a magnificent series of engravings on copper. He also completed his series of wood engravings and published them with text, and produced a number of single cuts, many of them among his very best, like the Assumption of the Magdalen, and the St. Christopher, here reproduced.

[Illustration: ST. CHRISTOPHER Woodcut, B. 103]

[Illustration: THE ASSUMPTION OF THE MAGDALEN Woodcut, B. 121]

II

In 1514 his mother died. He has recounted her death twice over, as he did that of his father already cited; for the single surviving leaf of the other book happens to contain this also. In the briefer chronicle he says:

Two years after my Fathers death (i.e., 1504) I took my Mother into my house, for she had nothing more to live upon. So she dwelt with me till the year 1513, as they reckon it; when, early one Tuesday morning, she was taken suddenly and deadly ill, and thus she lay a whole year long. And a whole year after the day she was first taken ill, she received the holy sacraments and christianly passed away two hours before nightfall  it was on a Tuesday, the 17th day of May in the year 1514. I said the prayers for her myself. God Almighty be gracious to her.

The account in the other book is more circumstantial:

Now you must know that, in the year 1513, on a Tuesday before Rogation week, my poor afflicted Mother, whom two years after my Fathers death, as she was quite poor, I took into my house, and after she had lived nine years with me, was one morning suddenly taken so deadly ill that we broke into her chamber; otherwise, as she could not open, we had not been able to come to her. So we carried her into a room downstairs and she received both sacraments, for every one thought she would die, because ever since my Fathers death she had never been in good health.

Her most frequent habit was to go much to the church. She always upbraided me well if I did not do right, and she was ever in great anxiety about my sins and those of my brother. And if I went out or in her saying was always, Go in the name of Christ. She constantly gave us holy admonitions with deep earnestness and she always had great thought for our souls health. I cannot enough praise her good works and the compassion she showed to all, as well as her high character.

This my pious Mother bare and brought up eighteen children; she often had the plague and many other severe and strange illnesses, and she suffered great poverty, scorn, contempt, mocking words, terrors, and great adversities. Yet she bore no malice.

In 1514 (as they reckon it), on a Tuesday  it was the 17th day of May  two hours before nightfall and more than a year after the above-mentioned day in which she was taken ill, my Mother, Barbara Dürer, christianly passed away, with all the sacraments, absolved by papal power from pain and sin. But she first  gave me her blessing and wished me the peace of God, exhorting me very beautifully to keep myself from sin. She asked also to drink S. Johns blessing, which she then did.

She feared Death much, but she said that to come before God she feared not. Also she died hard, and I marked that she saw something dreadful, for she asked for the holy-water, although, for a long time, she had not spoken. Immediately afterwards her eyes closed over. I saw also how Death smote her two great strokes to the heart, and how she closed mouth and eyes and departed with pain. I repeated to her the prayers. I felt so grieved for her that I cannot express it. God be merciful to her.

To speak of God was ever her greatest delight, and gladly she beheld the honour of God. She was in her sixty-third year when she died and I have buried her honourably according to my means.

[Illustration: 1514, on Oculi Sunday (March 19). This is Albrecht Dürers mother; she was 63 years of age. After her death he added in ink, And departed this life in the year 1514 on Tuesday Holy Cross Day (May 16) at two oclock in the night Charcoal-drawing. Royal Print Room, Berlin]

God, the Lord, grant me that I too may attain a happy end, and that God with his heavenly host, my Father, Mother, relations, and friends may come to my death. And may God Almighty give unto us eternal life. Amen.

And in her death she looked much sweeter than when she was still alive.

III

Such was the home life of this great artist; and from homes presenting variations on this type proceeded probably all the giants of the Renaissance, whose work we think so surpasses in effort, in scope, and in efficiency, all that has been achieved since. This Christianity was unreformed; it existed side by side with dissolute monasteries and worldly cynical prelates, surrounded by sordid hucksters and brutal soldiery. Turn to Erasmus portrait of Dean Colet, and we see that it existed in London, among the burghers, even in the household of a Lord Mayor. We are almost forced on the reflection that nothing that has succeeded to it has produced men equal to those who sprang immediately out of it.

However much and however justly the assurance of Christian assertion in the realm of theory may be condemned, the success of the Christian life, wherever it has approached a conscientious realisation, stands out among the multitudinous forms of its corruption; and those who catch sight of it are almost bound to exclaim in the spirit of Shakespeares:

How far that little candle throws his beams!
So shines a good deed in a naughty world.

I have heard a Royal Academician remark how even the poorest copies and reproductions of the masterpieces of Greek sculpture retain something of the charm and dignity of the original: whereas the quality of modern work is quickly lost in a reduction or even in a cast. I believe this may be best explained by the fact that the chief research of the Greek artist was to establish a beautiful proportion between the parts and the whole; and that fidelity to nature, dexterity of execution, the symbolism of the given subject, and even the finish of the surfaces, were always when necessary sacrificed to this. Whereas in modern work, even when the proportions of the whole are considered, which is rarely the case, they are almost without exception treated as secondary to one or more of these other qualities. Is it not possible that Jesus in his life laid down a proportion, similar to that of Greek masterpieces for the body, between the efforts and intentions which create the soul and pour forth its influence?  a proportion which, when it has been once thoroughly apprehended, may be subtly varied to suit new circumstances, and produce a similar harmony in spheres of activity with which Jesus himself had not even a distant connection? We often find that the rudest copies from copies of his actual life are like the biscuit china Venus of Milo sold by the Italian pedlar, which still dimly reflects the main beauties of the marble in the Louvre.

IV

In 1512 Kaiser Maximilian came to Nuremberg, and soon afterward Dürer began working for him. The employment he found for the greatest artist north of the Alps was sufficiently ludicrous; and perhaps Dürer showed that he felt this, by treating the major portion as studio work; though, no doubt, the impatience of his imperial patron in a measure necessitated the employment of many aids.

It is difficult to do justice to the fine qualities of Maximilian. Perhaps he was not really so eccentric as he seems. The oddity of his doings and sayings may be perhaps more properly attributed to his having been a thorough German. The genial men of that nation, even to-day and since it has come more into line in point of culture with France and England, are apt to have a something ludicrous or fantastic clinging to them; even Goethe did not wholly escape. Maximilian was strong in body and in mind, and brimming over with life and interest. We are told that when a young man he climbed the tower of Ulm Cathedral by the help of the iron rings that served to hold the torches by which it was illuminated on high days and holidays. Again we read: A secretary had embezzled 3000 gulden. Maximilian sent for him and asked what should be done to a confidential servant who had robbed his master. The secretary recommended the gallows. Nay, nay, the Emperor said, and tapped him on the shoulder, I cannot spare you yet; an anecdote which reveals more good sense and a larger humanity than either monarchs or others are apt to have at hand on such vexing occasions. Thausing says admirably, A happy imagination and a great idea of his exalted position made up to him for any want of success in his many wars and political negotiations, and elsewhere calls him the last of the nomadic emperors, who spent their lives travelling from palace to palace and from city to city, beseeching, cajoling, or threatening their subjects into obedience. He himself said, I am a king of kings. If I give an order to the princes of the empire, they obey if they please, if they do not please they disobey. He was even then called the last of the knights, because he had an amateurish passion for a chivalry that was already gone, and was constantly attempting to revive its costumes and ordinances. Then, like certain of the Pharaohs of Egypt, he was pleased to read of, and see illustrated by brush and graver, victories he had never won, and events in which he had not shone. He himself dictated or planned out those wonderful lives or allegories of a life which might have been his. It was on such a work of futile self-glorification that he now wished to employ Dürer.

The novelty of the art of printing, and the convenience to a nomadic emperor of a monument that could be rolled up, suggested the form of this last absurdity  a monster woodcut in 92 blocks which, when joined together, produced a picture 9 feet by 10, representing what had at first been intended as an imitation of a Roman triumphal arch; but so much information about so many more or less dubious ancestors, &c., had to be conveyed by quaint and conceited inventions, that in the end it was rather comparable to the confusion of a Juggernaut car, which never-the-less imposes by a barbarous wealth and magnificence of fantastic detail. And to this was to be joined another monster, representing on several yards of paper a triumphal procession of the emperor, escorted by his family, and the virtues of himself and ancestors, &c. Such is fortunes malice that Dürer, who alone or almost alone had conceived of the simplicity of true dignity and the beauty of choice proportions and propriety, should have been called upon by his only royal patron to superintend a production wherein the rank and flaccid taste of the time ran riot. The absurdity, barbarism, and grotesque quaintness of this monument to vanity cannot be laid exclusively at Maximilians door; for the architecture, particularly of the fountains, in Altdorfers or Manuels designs, and in those of many others, reveals a like wantonness in delighted elaboration of the impossible and unstructural. The scholars and pedantic posturers who surrounded the emperor no doubt improved and abetted. Probably it was this Juggernaut element, inherited from the Gothic gargoyle, which Goethe censured when he said that Dürer was retarded by a gloomy fantasy devoid of form or foundation. Perhaps this was written at a period when the great critic was touched with that resentment against the Middle Ages begotten by the feeling that his own art was still encumbered by its irrational and confused fantasy. We who certainly are able to take a more ample view of Dürers situation in the art of his times, see that he is rather characterised by an effort which lay in exactly the same direction as that of Goethes own; and while sympathising with the irritation expressed, can also admire the great engraver for having freed himself in so large a degree from the influence of fantasy devoid of form and foundation, even as the justest Shakespearean criticism admires the degree in which the author of Othello freed himself from Elizabethan conceits. It is difficult to appreciate the difference for a great artist in having the general taste with rather than against the purer tendencies of his art. Probably the Greeks and certain Italians owe their freedom from eccentricity, in a very large measure, to this cause. But I intend to treat these questions more at length in dealing with Dürers character as an artist and creator. It was necessary to touch on the subject here, because Maximilian embodies the peculiar and fantastic aftergrowth, which sprouted up in some northern minds from the old stumps remaining from the great mediaeval forest of thoughts and sentiments which had gradually fallen into decay. All around, even in the same minds, waved the saplings of the New Birth when these old stumps put forth their so fantastic second youth, seeming for a time to share in the new vigour, though they were never to attain expansion and maturity.

V

Thausing shrewdly remarks, This love of fame and naïve delight in the glorification of his own person are further proofs that the Emperor Max was the true child of his age. No one was so akin to him in this respect as the painter of his choice, Albert Dürer. This last is a reference to those strutting, finely-dressed portraits of the artist which stand beside the entablatures bearing his name, that of his birthplace, the date, &c., in four out of the five most elaborate pictures which Dürer painted. But I would like to suggest that probably this apparent resemblance to his royal patron is not thus altogether well accounted for. May there not have been something of Homers invocation of his Muse, or of that sincerity which makes Dante play such a large part in the Divine Comedy?  something resembling the ninth verse of the Apocalypse: I John, who also am your brother and companion in tribulation ... was in the isle that is called Patmos ... and heard behind me a great voice as of a trumpet, saying.... Those little strutting portraits of himself sprung, perhaps, out of this relation to those about him of the man by native gift very superior, who is not made contemptuous or inclined to emphasise his isolation, but who is ever ready to say, It is I, be not afraid. The man who painted and conceived this is the man you know, whom you have admired because he carried his fine clothes so well in your streets. Here I am even in the midst of this massacre of saints, I have conceived it all and taken a whole year to elaborate it; and since you see me looking so cool and well-dressed in the midst of it, you need not be offended or overwhelmed. Such is ever the naïvety of great souls among those whose culture is primitive. It is like the boasted bravery of the eldest among little children, wholly an act of kindness and consideration, not a selfish vaunt. That they should be admired and trusted is for them a foregone conclusion; and when they call on that admiration and trust, they do it merely for the sake of those whom they would encourage and console, for whose sakes they will even hide whatever in them is really unworthy of such admiration and such trust.

We do not easily realise the corporate character of life in those days. Very much that seems to us quaint and absurd drew proper significance from the practical solidarity that then obtained; what appears to us a strange vanity or parade may have appeared to them respect for the guild, the town, the country to which they belonged. Dürer signed Noricus,  of Nuremberg;  and preferred its little lucrative citizenship to those more remunerative offered by Venice and Antwerp. Let all the world behold how fine the artist of Nuremberg is. Just as he says, God gave me diligence, so it seems natural to him to attribute a large half of his fame and glory to his native town. In many respects the great man of those days felt less individual than an ordinary man does now; for classes did not so merge one into the other, and their character was more distinct and authoritative. The little portrait of himself added to those wonderful tours-de-force made them something that belonged to Nuremberg and to Germans. Even so it would be with some treasure cup, all gold and jewels, belonging to a village schoolmaster, which none of his neighbours dared look at save in his presence; for he was the son of a great baron whom his elder brothers robbed of everything except this, and his presence among them alone made them able to feel that it really belonged to their village, was theirs in a fashion. These suggestions will not, I think, appear fantastic to those who ponder on the apparently vainglorious address of much of Dürers work, and keep in mind such a passage from his writings as this:

I would gladly give everything I know to the light, for the good of cunning students who prize such art more highly than silver and gold. I further admonish all who have any knowledge in these matters that they write it down. Do it truly and plainly, not toilsomely and at great length, for the sake of those who seek and are glad to learn, to the great honour of God and your own praise. If I then set something burning, and ye all add to it skilful furthering, a blaze may in time arise therefrom which shall shine throughout the whole world.

But still, even if such considerations may bring many to accept my explanation of this contrast, I do not want to over-insist on it. I think that wherever men have been superior in character, as well as in gift or rank, to those about them, something of this spirit of the good eldest child in a family is bound to be manifested. But just as such a child may be veritably boastful and vain at other times,  however purely now and then, in crises of apparent difficulty or danger, its vaunt and strut may spring from real kindness and a considerate wish to inspire courage in the younger and weaker;  so doubtless there was a haughtiness, sometimes a fault, in Dürer as in Milton.

VI

But we have been led a long way from Kaiser Max and his portable monument. The reader will re-picture how the court arrived at Nuremberg like a troop of actors, whose performance was really their life, and was taken quite seriously and admired heartily by the good and solid burghers. This old comedy, often farce, entitled The Importance of Authority, is no longer played with such a telling make-up, or with such showy properties as formerly, but is still as popular as ever; as we Londoners know, since the last few years have given us perhaps an over-dose of processions, illuminations, &c. &c. In this case the chief actors in the show piece were men of mark of an exceptionally entertaining character; with many of them Dürer and Pirkheimer were soon on the best of terms.

Foremost, Johann Stabius, the companion of the Emperor for sixteen years without intermission in war and in peace, who was associated with Dürer to provide the written accompaniment for the monument; a literary jack-of-all-trades of ready wit and lively presence. A contemporary records: The emperor took constant pleasure in the strange things which Stabius devised, and esteemed him so highly that he instituted a new chair of Astronomy and Mathematics for him at Vienna, in the Collegium Poetarum et Mathematicorum founded in the year 1501, under the presidency of Conrad Celtes.

In all probability there would have been besides the learned protonotary of the supreme court, Ulrich Varenbuler, often mentioned as a friend in the letters of Erasmus and Pirkheimer, and the subject of the largest of Dürers portrait woodcuts, which shows him to us some ten years later, still a handsome trenchant personality, with a liking for fine clothes, and the self-reliant expression of a man who is conscious that the thought he takes for the morrow is not likely to be in vain.

It may be that Dürer then met for the first time too the Imperial architect, Johannes Tscherte, for whom he afterwards drew two armillary spheres, to take the place of those on which he had cast ridicule; for Pirkheimer wrote to Tscherte: I wish you could have heard how Albert Dürer spoke to me about your plate, in which there is not one good stroke, and laughed at me. What honour it will do us when it makes its appearance in Italy, and the clever painters there see it! To which Tscherte replied: Albert Dürer knows me well, he is also well aware that I love art, though I am no expert at it; let him if he likes despise my plate, I never pretended it was a work of art. And in a later letter he speaks of the armillary spheres drawn by our common friend Albert Dürer. He was one of those who helped Dürer in his mathematical and geometrical studies; and he, like Pirkheimer, dedicated books to him. Although the mathematics of those times are hardly considered seriously nowadays, they then ranked with verse-making as a polite accomplishment, and had all the charm of novelty. Dürer, no doubt, had some gift that way, as he seems to have made a hobby of them during many years. Besides those who came in the Imperial troop, Dürer had many opportunities of meeting men of this kind, for such were constantly passing through Nuremberg. Dürer has left us what are evidently portraits of some whose names are lost: of others we have both name and likeness, among them the English ambassador, Lord Morley.

In 1515 Rafahel de Urbin, who is held in such high esteem by the Pope, he made these naked figures and sent them to Albrecht Dürer at Nuremberg to show him his hand. This shows us that travellers through Nuremberg sometimes brought with them something of the breath of the great Renaissance in Italy. The drawing, which bears the above inscription in Dürers own handwriting on the back, is a fine one in red sanguine, representing the same male model in two different poses, in the Albertina. Raphael had, we are told by Lodovico Dolce, drawings, engravings, and woodcuts of Dürers hanging in his studio; and Vasari tells us he said: If Dürer had been acquainted with the antique he would have surpassed us all. The Nuremberg master, in return for the drawing, sent a portrait of himself to Raphael, which has unfortunately been lost. There appears to have been quite a rage for Dürers work in Italy, and above all at Rome: we know that it provoked Michael Angelo to remonstrate; probably on many lips it was merely a vaunt of superior knowledge or taste, as rapture over the conjectural friends or aids of a great quatrocentist is to-day. The tokens of esteem which he won from distinguished travellers, and this drawing which reached him testifying to the interest and friendship felt for him by the Italian whose fame was most widespread, must have been full of encouragement, and have compensated in some measure for the feeling he had that he was only a hanger-on at Nuremberg, though he might still have been a gentleman in Venice. Yet Nuremberg itself furnished many desirable or notable acquaintances. There was Dürers neighbour, the jurist, Lazarus Spengler; later the most prominent reformer in Nuremberg, who in 1520 dedicated to him his Exhortation and Instruction towards the leading of a virtuous life, addressing him as his particular and confidential friend and brother, whom he considers, without any flattery, to be a man of understanding, inclined to honesty and every virtue, who has often in our daily familiar intercourse been to me in no common degree a pattern and an example to a more circumspect way of life; whom, finally, he asks to improve his little book to the best of his ability. Dürer had before this rendered him service in designing his coat of arms for a woodcut and furnishing a frontispiece to his translation of Eusebius Life of St. Jerome. He was, moreover, a poet, author of an often-translated song; he wrote verses to discourage Dürer from spending his time in producing the doggerel rhymes which at one time he was moved to attempt,  framing poems of didactic import, and publishing one or two on separate sheets with a woodcut at the top, in spite of the inappreciative reception given to them by Spengler and Pirkheimer. Besides Spengler, there were Christopher Kress, a soldier, a traveller, and a town councillor; and Caspar Nützel, of one of the oldest families, and Captain-general of the town bands. Both of these went with Dürer to the Diet at Augsburg in 1518. The martial Paumgartners were two brothers for whom Dürer painted the early triptych at Munich (see page 204). One of them is supposed to figure as St. George in the All Saints picture. Lastly, there were the Imhoffs, the merchant princes of Nuremberg, as the Fuggers were at Augsburg. A son of the family married Felicitas, Pirkheimers favourite daughter, in 1515, and Dürer stood godfather to their little Hieronymus in 1518. It is easy to imagine that there was many a supper and dinner, when a thousand strange subjects were even more strangely discussed; when Pirkheimer now made them roar with a hazardous joke, or again dumbfounded them with Greek quotations pompously done into German, or made their flesh creep and the superstitions of their race stir in them by mysteriously enlarging on his astrological lore,  for to his many weaknesses he added this, which was then scarcely recognised as one.

VII

In spite of all his wealthy and influential friends, Dürer found it difficult to get the emperor to indemnify him for his labours, though the Town Council had received a royal mandate as early as 1512 from Landau. The following is an extract:

Whereas our and the Empires trusty Albrecht Dürer has devoted much zeal to the drawings he has made for us at our command, and has promised henceforth ever to do the like, whereat we have received particular pleasure; and whereas we are informed on all hands that the said Dürer is famous in the art of painting before all other Masters: we have therefore felt ourself moved, to further him with our especial grace, and we accordingly desire you with earnest solicitude, for the affection you bear us, to make the said Dürer free of all town imposts, having regard to our grace and to his famous art, which should fairly turn to his profit with you, &c.

The town councillors sent some of their principal members to treat with Dürer, and he resigned his claim in order to honour the said councillors and to maintain their privileges, usages, and rights. In 1515 the drawings for the Gate of Honour were finished, and Dürer began to press again for pay. Stabius had promised to speak for him, but nothing had come of it. Albrecht thought Christoph Kress could be of more avail; so he wrote to him:

(No date, but certainly 1515). DEAR HERR KRESS, The first thing I have to ask you is to find out from Herr Stabius whether he has done anything in my business with his Imperial Majesty, and how it stands. Let me know this in the next letter you write to my Lords. Should it happen that Herr Stabius has made no move in the matter, ... Point out in particular to his Imperial Majesty that I have served his Majesty for three years, spending my own money in so doing, and if I had not been diligent the ornamental work would have been nowise so successfully finished. I therefore pray his Imperial Majesty to recompense me with the 100 florins  all which you know well how to do. You must know also that I made many other drawings for his Majesty besides the Triumph.

Not long after this, Maximilian, by a Privilegium (dated Innsbruck, September 6, 1515), settled an annual pension of 100 florins on the artist.

We Maximilian, by Gods grace, &c., make openly known by this letter for ourself and our successors in the Empire, and to each and every one to wit, that we have regarded and considered the art, skill, and intelligence for which our and the Empires trusty and well-beloved Albrecht Dürer has been praised before us, and likewise the pleasing, honest and useful services which he has often and willingly done for us and the Holy Empire and also for our own person in many ways, and which he still daily does and henceforward may and shall do: and that we therefore, of set purpose, after mature deliberation, and with the full knowledge of ourself and the Princes and Estates of the Empire, have graciously promised and granted to this same Dürer what we herewith and by virtue of this letter make known:

That is to say, that one hundred florins Rhenish shall be yielded, given, and paid by the honourable, our and the Empires trusty and well-beloved Burgomaster and Council of the town of Nürnberg and their successors unto the said Albrecht Dürer, against his quittance, all his life long and no longer, yearly and in every year, on our behalf, out of the customary town contributions which the said Burgomaster and Council of the town of Nürnberg are bound to yield and pay, yearly and in every year, into our Treasury. And whatever the said Burgomaster and Council of the town of Nürnberg and their successors shall yield, give, and pay to the said Albrecht Dürer, as stands written above, against his quittance, the same sum shall be accepted and reckoned to them as paid and yielded for the customary town contributions which they, as stands written above, are bound to pay into our Treasury, as if they had paid the same into our own hands and received our quittance therefor, and no harm or detriment shall in anywise be done therefor unto them or their successors by us or our successors in the Empire. Whereof this letter, sealed with our affixed seal, is witness.

Given, &c.

Thus Dürer became Court painter: in return for his salary he had to work. As soon as the Gate of Honour was finished, there was the Car of Triumph to be taken in hand, the first sketch for it (now in the Albertina) having already been made about 1514-15. In December 1514 Schönsperger, the Augsburg printer, printed a splendid Book of Hours for Maximilian. The type was specially made for the book, and only a few copies were printed, some on fine vellum with large margins. One copy which Maximilian intended for his own use was sent to Dürer that he might decorate the margins with pen-drawings in various coloured inks. Of this work there exist forty-three pages by Dürer himself and eight by Cranach at Munich, and at Besançon thirty-five pages by Burgkmair, Altdorfer, Baldung Grien, and Hans Dürer. Marvellously deft and light-handed as are Dürers freehand arabesques, embellished by racy sketches of which these borders consist, they are nevertheless touched with a like unsatisfactory character with the other works undertaken for Maximilian, and are almost as far removed from the spirit and performance of the best period for this kind of work, as is the Triumphal Arch from that of Titus.

Dürer was also employed on another woodcut representing a long row of saintly ancestors of this eccentric sovereign. He accompanied Caspar Nützel and Lazarus Spengler, the representatives of Nuremberg, to the Diet of Augsburg, and there made some drawings of his royal patron, on one of which is written, This is my dear Prince Max, whom I, Albrecht Dürer, drew at Augsburg in his little room upstairs in the palace, in the year 1518, on the Monday after St. John the Baptists day. (See opposite.) And Melanchthon narrates that once Max himself took the charcoal in hand to make his mind clear to his trusty Albert, and was vexed to find that the charcoal kept breaking short in his hand when Dürer said; Most gracious emperor, I would not that your Majesty should draw so well as I do! by which he meant, I am practised in this, and it is my province; thou, Emperor, hast harder tasks and another calling.

[Illustration: By permission of Messrs. Braun, Clément & Co. Dornach. This is the Emperor Maximilian, whose likeness I, Albrecht Dürer, have taken, at Augsburg, high up in the palace in his little chamber, in the year of Grace 1518, on Monday after St. John the Baptists Day Charcoal-Drawing. Albertina, Vienna]

VIII

A charming letter from Charitas Pirkheimer gives us a little sunlit glimpse of the tone of Dürers lighter hours.

The prudent and wise Masters Caspar Nützel, Lazarus Spengler, and Albrecht Dürer, for the time being at Augsburg, our gracious Masters and good friends.

Jesus.

As a friendly greeting, prudent, wise, gracious Masters and especially good friends, cousins, and wellwishers, I desire every good thing for you, from the Highest Good. I received with great pleasure your friendly letter and its news of a kind suited to my order, or rather my trade; and I read it with such great devotion that more than once tears ran down my eyes over it  truly rather tears of laughter than of sorrow. I consider it a subject for great thankfulness that, with such important business and so much gaiety on hand, your Wisdoms do not forget me, but find time to instruct me, poor little nun, about the monastic life whereof you now have a clear reflection before your eyes. I conclude from this that doubtless some good spirit drove you, my gracious and dear Masters, to Augsburg, so that you might learn from the example of the free Swabian spirits how to instruct and govern the poor imprisoned sand-bares.

For since our trusty Master Warden (Caspar Nützel), as a lover of the Church, likes to help in a thorough reformation, he should first behold a pattern of holy observance in the Swabian League. Let Master Lazarus Spengler, too, inform himself well about the apostolic mode of common life, so that at the annual audit he may be able to give us and others counsel and guidance, how we may run through everything, that nought remain over. And Master Albrecht Dürer, also, who is such a genius and master at drawing, he may very carefully inspect the stately buildings, and then if some day we want to alter our choir he will know how to give us advice and help in making ample slide-windows (? blinds), so that our eyes may not be quite blinded.

I shall not further trouble you, however, to bring us music to learn to sing by notes, for our beer is now so very sour that I fear the dregs might stick fast among the four reeds or voices, and produce such strange sounds that the dogs would fly out of the church. But I must humbly pray you not quite to wear out your eyes over the black and white magpies, so as no longer to know the little grey wolves at Nürnberg. I have heard much of the sharp-witted Swabians all my life, but it would be well if we learnt more from them, now that they are so wisely labouring with his Imperial Majesty to save the Apostolic life from being done away with. It is easy to see what very different lovers of the Church they are from our Masters here.

Pardon me, my dear and gracious Masters, this my playful letter. It is all done in caritate  summa summarum; and the end of it is that I should rejoice at your speedy return in health and happiness with the glad accomplishment of the business committed to you. For this I and my sisters heartily pray God day and night; still we cannot carry it through alone, so I counsel you to entreat the pious and pure hearts (of Augsburg) to sing in high quavers that thereby things may speed well. And now many happy times to you!

Given at Nürnberg on September 3, 1518.

SISTER CHARITAS, unprofitable Abbess of S. Claras at Nürnberg.

Dürer returned with a letter to the Town Council of Nürnberg, from which the following extract is taken:

Honourable, trusty, and well-beloved, Whereas you are bound to pay us on next St. Martins day year a remainder, to wit 200 florins Rhenish, out of the accustomed town contribution which you are wont to render into our and the Empires treasury....We earnestly charge you to deliver and pay the said 200 florins, accepting our quittance therefor, unto our and the Empires trusty and well-beloved Albrecht Dürer, our painter, on account of his honest services, willingly rendered to us at our command for our Car of Triumph and in other ways; and, at the said time, these 200 florins shall be deducted for you from the accustomed town contribution. Thus you will perform our earnest desire.

Given, &c.

Dürer procured a receipt for the 200 florins, signed by the emperor himself. But before next St. Martins day year, Maximilian was dead, and the 200 florins no longer his to dispose of, being due to the new Emperor Charles V. The municipal authorities of Nürnberg refused to pay until his Privilegium had been confirmed by Maximilians successor.

Dürer wrote the following letter to the Council:

NÜRNBERG, April 27, 1519.

Prudent, honourable and wise, gracious, dear Lords. Your Honours are aware that, at the Diet lately holden by his Imperial Roman Majesty, our most gracious lord of very praiseworthy memory, I obtained a gracious assignment from his Imperial Majesty of 200 florins from the yearly payable town contributions of Nürnberg. This assignment was granted to me, after many applications and much trouble, in return for the zealous work and labour, which, for a long time previously, I had devoted to his Majesty. And he sent you order and command to that effect, signed with his accustomed signature, and quittance in all form, which quittance, duly sealed, is in my hands.

Now I rest humbly confident that your Honours will graciously remember me as your obedient burgher, who has employed much time in the service and work of his Imperial Majesty, our most rightful Lord, with but small recompense, and has thereby lost both profit and advantage in other ways. And therefore I trust that you will now deliver me these 200 florins to his Imperial Majestys order and quittance, that so I may receive a fitting reward and satisfaction for my care, pains, and work  as, no doubt, was his Imperial Majestys intention.

But seeing that some Emperor or King might in the future claim these 200 florins from your Honours, or might not be willing to spare them, but might some day demand them back again from me, I am, therefore, willing to relieve your Honours and the town of this chance, by appointing and mortgaging, as security and pledge therefor, my tenement situated at the corner under the Veste, and which belonged to my late father, that so your Honours may suffer neither prejudice nor loss thereby. Thus am I ready to serve your Honours, my gracious rulers and Lords.

Your Wisdoms willing burgher, ALBRECHT DÜRER.

[Illustration: FREDERICK THE WISE. Silver-point drawing, British Museum.]

Dürer next wrote to the honourable, most learned Master Georg Spalatin, Chaplain to my most gracious lord, Duke Friedrich, the Elector of Saxony.

The letter is undated, but clearly belongs to the early part of the year 1520.

Most worthy and dear Master, I have already sent you my thanks in the short letter, for then I had only read your brief note. It was not till afterwards, when the bag in which the little book was wrapped was turned inside out, that I for the first time found the real letter in it, and learnt that it was my most gracious Lord himself who sent me Luthers little book. So I pray your worthiness to convey most emphatically my humble thanks to his Electoral Grace, and in all humility to beseech his Electoral Grace to take the praiseworthy Dr. Martin Luther under his protection for the sake of Christian truth. For that is of more importance to us than all the power and riches of this world; because all things pass away with time, Truth alone endures for ever.

God helping me, if ever I meet Dr. Martin Luther, I intend to draw a careful portrait of him from the life and to engrave it on copper, for a lasting remembrance of a Christian man who helped me out of great distress. And I beg your worthiness to send me for my money anything new that Dr. Martin may write.

As to Spenglers Apology for Luther, about which you write, I must tell you that no more copies are in stock; but it is being reprinted at Augsburg, and I will send you some copies as soon as they are ready. But you must know that, though the book was printed here, it is condemned in the pulpit as heretical and meet to be burnt, and the man who published it anonymously is abused and defamed. It is reported that Dr. Eck wanted to burn it in public at Ingolstadt, as was done to Dr. Reuchlins book.

With this letter I send for my most gracious lord three impressions of a copper-plate of my most gracious lord of Mainz, which I engraved at his request. I sent the copper-plate with 200 impressions as a present to his Electoral Grace, and he graciously sent me in return 200 florins in gold and 20 ells of damask for a coat. I joyfully and thankfully accepted them, especially as I was in want of them at that time.

His Imperial Majesty also, of praiseworthy memory, who died too soon for me, had graciously made provision for me, because of the great and long-continued labour, pains, and care, which I spent in his service. But now the Council will no longer pay me the 100 florins, which I was to have received every year of my life from the town taxes, and which was yearly paid to me during his Majestys lifetime. So I am to be deprived of it in my old age and to see the long time, trouble, and labour all lost which I spent for his Imperial Majesty. As I am losing my sight and freedom of hand my affairs do not look well. I dont care to withhold this from you, kind and trusted Sir.

If my gracious lord remembers his debt to me of the staghorns, may I ask your Worship to keep him in mind of them, so that I may get a fine pair. I shall make two candlesticks of them.

I send you here two little prints of the Cross from a plate engraved in gold. One is for your Worship. Give my service to Hirschfeld and Albrecht Waldner. Now, your Worship, commend me faithfully to my most gracious lord, the Elector.

Your willing ALBRECHT DÜRER at Nürnberg.


CHAPTER V. DÜRER, LUTHER AND THE HUMANISTS

I

But while Dürer was thus busily at work or dunning his great debtors, Luther had appeared. In 1517 he nailed his ninety-five theses to the door of Wittenberg church, and Cardinal Caietan by the unlucky Leo X. was poured like oil upon the fire which they had lighted. Luther had been summoned to meet the Cardinal at the Diet of Augsburg, where Dürer went to see Maximilian, though he only arrived there after our friends from Nuremberg had departed. However, Luther passed through Nuremberg on foot, and borrowed a coat of a friend there in order to figure with decency before the Diet. Yet Dürer probably did not meet him, although the words in the letter to George Spalatin, quoted above, If ever I meet Dr. Martin Luther, I intend to draw a careful portrait of him and engrave it on copper, do not forbid the possibility of this early meeting before the Reformer had become so famous. Next the Pope tried to soothe by sending Miltitz with flatteries and promises  a man that could smile and weep to order, but who succeeded neither with the Elector Frederic, nor with Luther, nor with Germany. At Nuremberg the preacher Wenzel Link soon formed a little reformed congregation, to which Dürer, Pirkheimer, Spengler, Nützel, Scheurl, Ebner, Holzschurher, and others belonged. We have already seen how, soon after this, Dürer was anxious for Luthers safety, by the letter to the wise Elector, quoted above; and in 1518 he sent Luther a number of his prints, and soon after joined with others of Links hearers to send a greeting of encouragement. And before long we find him jotting down a list of sixteen of Luthers tracts, either because he intended to get and read them, or because they were already his; and on the back of a drawing we find the following outline of the faith such as he then apprehended it, in which we see clearly that Christ has become the voice of conscience  the power in a man by which he recognises and creates good.

Seeing that through disobedience of sin we have fallen into everlasting Death, no help could have reached us save through the incarnation of the Son of God, whereby He through His innocent suffering might abundantly pay the Father all our guilt, so that the Justice of God might be satisfied. For He has repented, of and made atonement for the sins of the whole world, and has obtained of the Father Everlasting Life. Therefore Christ Jesus is the Son of God, the highest power, who can do all things, and He is the Eternal life. Into whomsoever Christ comes he lives, and himself lives in Christ. Therefore all things are in Christ good things. There is nothing good in us except it becomes good in Christ. Whosoever, therefore, will altogether justify himself is unjust. If we will what is good, Christ wills it in us. No human repentance is enough to equalise deadly sin and be fruitful.

In this the old mythological language is retained, but it has received a new interpretation or significance, and this quite without the writers perceiving what he is doing. Christ is affirmed to have repented of the sins of the whole world. Among the early heresiarchs there were, I believe, some who went so far as to hold that he had committed the sins before he repented of them, and triumphed over their effects by his sufferings and death. In any case, a similar feeling is expressed by our odd mystic Blake in his Everlasting Gospel:

If He (Jesus) intended to take on sin,
His mother should an harlot have bin.

The actual records of Christ are too meagre the moment he is regarded as an allegory of human life; and such additions to the creed spring naturally out of the ardent seekers desire to realise the universality implied in the dogma of his Godhead, which is accepted even by Blake as a historical fact beyond question. It was not the character of so much as can be perceived of the universe which daunted Luther and Dürer, as it daunts the serious man to-day. They accepted what appears to us a cheap and easy subterfuge, because they believed it to have been prescribed by God; the ambiguous inferences which such a prescription must logically cast on the Divine character did not arrest their attention. What they gained was a free conscience, a conscience in which Christ was, to use their language, and which was in Christ; and for practical piety this was sufficient. They themselves had not made up their minds on theoretical points; it was only in the face of their opponents that they thought of arming themselves with like weapons, and sought a mechanical agreement upon questions about which no one ever has known, or probably ever can know, anything at all. This was where Luthers pugnacity betrayed him; so that little by little he seems to lose spiritual beauty, as the monk, all fire and intensity, is transformed into the plump doctor, and again into the bird of ill omen who croaked.

The arts are growing as if there was to be a new start and the world was to become young again. I hope God will finish with it. We have come already to the White Horse. Another hundred years and all will be over.

Compare this with Dürers:

Sure am I that many notable men will arise, all of whom will write both well and better about this art than I.

Would to God that it were possible for me to see the work and art of the mighty masters to come, who are yet unborn, for I know that I might be improved.

I do not want to judge Luther harshly; he had done splendidly, and it is difficult to meddle with worldly things without soiling ones fingers and depressing ones heart; but I ask which of these two quotations expresses mans most central character best  the desire for nobler life  which reveals the more admirable temper? (Dürer had been touched by the spirit of the Renaissance as well as by that of the Reformation; we can distinguish easily when he is speaking under the one influence, when under the other, and the contrast often impresses one as the contrast between the above quotations. And it gives us great reason to deplore that the two spirits could not work side by side as they did in Dürer and a few rare souls, but that in the world there was war between them.) It seems inevitable that the things men fight about should always be spoiled. The best part of written thought is something that cannot be analysed, cannot therefore be defended or used for offence; it is a spirit, an emanation, something that influences us more subtly than we know how to describe.

We see by the passage quoted that Dürer was not only influenced by Luthers heroism, but by his doctrinal theorising. Unfortunately we do not know whether he outgrew this second and less admirable influence. Did he feel like his friend Pirkheimer in the end, that the new evangelical knaves made the old popish knaves seem pious by contrast? Milton under similar circumstances came to think that New Presbyter is but old Priest writ large. Probably not; for just as we know he did not abandon what seemed to him beautiful and helpful in old Catholic ceremonies, usages, and conceptions, so probably he would not confuse what had been real gain in the Reformation with the excesses of Anabaptists or Socialists, or even of Luther himself or his followers. There is no reason to suppose he would have judged so hastily as the gouty irascible Pirkheimer, however much he may have deplored the course of events. It must have been evident to thoughtful men, then, that it was impossible for so large an area to be furnished with properly trained pastors in so short a time, and that therefore more or less deplorable material was bound to be mingled in the official personnel of the new sect. It is impossible, when we consider how he solved the precisely parallel difficulty in aesthetics, not to feel that if he had had time given him, he would have arrived in point of doctrine at a moderation similar to that of Erasmus.

Men deliberate and hold numberless differing opinions about beauty.... Being then, as we are, in such a state of error, I know not certainly what the ultimate measure of true beauty is.... Because now we cannot altogether attain unto perfection shall we, therefore, wholly cease from learning? By no means ... for it behoveth the rational man to choose the good. (See the passage complete on page 15.)

Luther imagined that the faith that saved was entire confidence in the fact that a bargain had been struck between the Persons of the Trinity, according to which Christs sacrifice should be accepted as satisfying the justice of his Father, outraged by Adams fault. To-day this appears to the majority of educated men a fantastic conception. For them the faith that saves is love of goodness, as love of beauty saves the artist from mistakes into which his intelligence would often plunge him. Jesus has no claim upon us superior to his goodness and his beauty; nor can we conceive of the possibility of such a claim. But we recognise with Dürer that we do not know what the true measure of goodness and beauty is, and all that we can do is to choose always the good and the beautiful according to the measure of our reason  to the fulness of the light at present granted to us.

II

The curiosity of the modern man of science no doubt is descended from that of men like Leonardo and the early Humanists, but it differs from almost more than it resembles it. The motive power behind both is no doubt the confidence of the healthy mind that the human intelligence will ultimately prove adequate to comprehend the spectacle of the universe. But for the Humanists, for Dürer and his friends, the consciousness of the irreconcilableness of that spectacle with the necessary ideals of human nature had not produced, as in our contemporaries and our immediate forerunners it has produced, either the atrophy of expectation which afflicts some, or the extravagance of ingenuity that cannot rest till it has rationalised hope, which torments others. They were saddled with neither the indifference nor the restlessness of the modern intellect. They escaped like boys on a holiday. They felt conscious of doing what their schoolmaster meant them to do, though they were actually doing just what they liked. It was all for the glory of God in Dürers mind; but how or why God should be pleased with what he did, did not trouble him. He engraved and sold impressions of a plate representing a sow with eight legs; he made a drawing, which is at Oxford, of an infant girl with two heads and four arms, and calmly wrote beneath it:  

Item, in the year reckoned 1512, after the birth of Christ, such a creature (Frucht) as is represented above, was born in Bavaria, on the Lord of Werdenbergs land, in a village named Ertingen over against Riedlingen. It was on the 20th of the hay month (July), and they were baptized, the one head Elspett, the other Margrett.

Just so, Luther is no more than St. Paul abashed to say that God had need of some men intended for dishonour, as a potter makes some vessels for honourable, some for dishonourable uses. The modern mind at once reflects: If that is the case, so much the worse for God; by so much is it impossible that I should ever worship Him; and it will prefer any prolongation of that most wholesome frame of mind, a suspended judgment, to accepting a solution so cheap as that offered by the Apostle and Reformer, which has come to seem simply injurious.

The spirit of the enlarged schoolboy was, I think, really the attitude of the best minds then and onwards to Descartes and Spinoza. They gave themselves up to the study of nature without ceasing to belong to their school, yet freed, as on a holiday, from the constraint of being actually in it. Yet, in regard to their personal and social life, at least north of the Alps, the majority of such men were very consciously and dutifully under their great taskmasters eye; and in that also they differ in a measure from the more part of modern scientists.

Dürer made up a rhinoceros from a sketch and description sent to him from Portugal, whither the uncouth creature had been brought in a ship from Goa. Dürers drawing was engraved and became the parent of innumerable rhinoceroses in lesson-books, doing service right down well into the late century, as Thausing assures us. The unfortunate original was sent as a present to Leo X., who wanted to see him fight with an elephant which had made him laugh by squirting water and kneeling down to be blessed as sensibly as a Christian. So the poor beast was shipped again, only to be shipwrecked near Porto Venere, where he was last seen swimming valiantly, but hopelessly impeded by his chain, and baffled by the rocky shore. In the Netherlands, Dürers curiosity to see a whale nearly resulted in his own shipwreck, and indirectly produced the malady which finally killed him. But Dürers curiosity was really most scientific where it was most artistic; in his portraits, in his studies of plants and birds and the noses of stags, or the slumber of lions.

Doubtless it was not a very dissimilar motive which gained him entrance into the womens bath at Nuremberg, for we see he must have been there by the beautiful pen drawing at Bremen and the slighter one of the same subject at Chatsworth. These drawings may also illustrate what in his book on the Proportion he calls the words of difference  stout, lean, short, tall, &c. (see ), as he would seem to have chosen types as various as possible, ranging from the human sow to the slim and dignified beauty. In the same spirit he studied perspective and the art of measuring; he felt the importance to art of inquiry in these directions; nevertheless, to seize the beautiful elements in nature was ever the object of his efforts, however, roundabout they may sometimes appear to us. The sight of a fine human figure is above all things the most pleasing to us, wherefore I will first construct the right proportions of a man. (See .) His aesthetic curiosity had nothing in common with that which considers all objects and appearances as equally interesting. What he meant by Nature, when he bid the artist have continual recourse to her, was far from being the momentary and accidental appearance of any thing or things anywhere,  which the modern student of Nature admires because he has neither sufficient force of character to prefer, nor sufficient right feeling to defer to the preferences of those who have more.

Leonardos natural history is delightful reading, because it combines such fantastic and inventive fables as surpass even the happiest efforts of our nonsense writers with a beautiful openness of mind which we see oftener in children than in sages,  which is, in fact, the seriousness of those who are truly learning, and are not too conscious of what has already been learnt.

As a boy adds to the pleasure he has in adventuring further and further into a cave the delight of awesome supposition  for what may not the next turn reveal?  and is pleased to feel all his young machinery ready instantly to enact a panic if his torch should blow out, and laughs at each furtive rehearsal of his own terror in which he indulges;  so the Humanists turned from astronomy to astrology, and used their skill in mathematics to play with horoscopes which they more than half believed might bite. There was just enough doubt as to whether any given wonder was a miracle to make it interesting; and at any moment the pall of superstition might stifle the flickering light of inquiry, as we feel was the case when Dürer writes:

The most wonderful thing I ever saw occurred in the year 1503, when crosses fell upon many persons, and especially on children rather than on elder people. Amongst others, I saw one of the form which I have represented below. It had fallen into Eyrers maids shift, as she was sitting in the house at the back of Pirkheimers (i.e., in the house where Dürer was born). She was so troubled about it that she wept and cried aloud, for she feared that she must die because of it.

I have also seen a comet in the sky.

And again, the terror caused by a very bad and strange dream passes the bounds of play; and one feels that the belief that a vision of the night might produce or prefigure dreadful change was for him something a great deal more serious than for the dilettante spiritualist and wonder-tickler of to-day. He writes:

In the night between Wednesday and Thursday after Whit Sunday (May 30-31, 1525), I saw this appearance in my sleep  how many great waters fell from heaven. The first struck the earth about four miles away from me with terrific force and tremendous noise, and it broke up and drowned the whole land. I was so sore afraid that I awoke from it. Then the other waters fell, and as they fell they were very powerful, and there were many of them, some further away, some nearer. And they came down from so great a height that they all seemed to fall with an equal slowness. But when the first water that touched the earth had very nearly reached it, it fell with such swiftness, with wind and roaring, and I was so sore afraid that when I awoke my whole body trembled, and for a long while I could not recover myself. So when I arose in the morning, I painted it above here as I saw it God turn all these things to the best. ALBRECHT DÜRER.

The instinct for recording which dictates such a note as this is characteristic of Dürer, and called into being many of his drawings. Many such naïve and explicit records as that on the drawing which Raphael sent him are to be found in the flyleaves of books and on the margins of prints and drawings, his possessions. In such notes we may see not only an effect of the curiosity, and desire to arrange and co-ordinate information, which resulted in modern science; but something that is akin to that worship and respect for the deeds and productions of those long dead or in distant countries, in which the human spirit relieved itself from the oppressive expectation of judgment and vengeance which had paralysed it, as the beauty of the supernatural world was lost sight of behind its terrors, and witches and wizards engrossed the popular mind, in which for a time saints and angels had held the ascendancy. The future now became the return of a golden age; not a garish and horrible novelty called heaven and hell, but a human society beautiful as that of the Greeks, grand as that of republican Rome, sweet and hospitable as the household of Jesus and Mary. The Reformation is in part a return of the old fears; but Dürer has recorded only one bad dream, whereas he tells that he was often visited by dreams worthy of the glorious Renascence. Would to God it were possible for me to see the work and art of the mighty masters to come, who are yet unborn, for I know that I might be improved. Ah! how often in my sleep do I behold great works of art and beautiful things, the like whereof never appear to me awake, but so soon as I awake even the remembrance of them leaveth me! Why was he not sent to Rome to see the ceiling of the Sistina and Raphaels Stanze? Perchance it was these that he saw in his dreams?


CHAPTER VI. DÜRERS JOURNEY TO THE NETHERLANDS

I

It is even more the case with Dürers journal written in the Netherlands than with the letters from Venice that, like life itself, it is full of repetitions and over-insistence on what is insignificant. I quote the most interesting passages, and as there is never a good reason for doing again what has already been well done; I am happy to quote Sir Martin Conways excellent notes, having found occasion to add only one. Dürer set out on July 12, 1520, with his wife and her maid Susanna. It was probably this Susanna who three years later married Georg Penz, one of the three godless painters. Dürer took a great many prints and woodcuts, books both to sell and to give as presents; and besides he took a sketch book in which he made silver-point sketches and portraits. A good number of its pages have come down to us, and a great many of the portraits he mentions having taken were done in it, and then cut out to give to the sitter. All these drawings are on the same sized paper. We reproduce one of them here (see page 156). Besides this sketch-book he evidently had a memorandum-book in which he recorded what he did, what he spent, whom he saw, and occasionally what he felt or what he wished. The original is lost, but an old copy of it is in the Bamberg Library.

July 12.  On Thursday after Kilians, I, Albrecht Dürer, at my own charges and costs, took myself and my wife (and maid Susanna) away to the Netherlands. And the same day, after passing through Erlangen, we put up for the night at Baiersdorf and spent there 3 pounds less 6 pfennigs.

July 13.  Next day, Friday, we came to Forchheim, and there I paid 22 pf. for the convoy.

Thence I journeyed to Bamberg, where I presented the Bishop (Georg III. Schenk von Limburg) with a Madonna painting, a Life of our Lady, an Apocalypse, and a Horins worth of engravings. He invited me as his guest, gave me a Toll-pass and three letters of introduction, and paid my bill at the inn, where I had spent about a florin.

I paid six florins in gold to the boatman who took me from Bamberg to Frankfurt.

Master Lukas Benedict and Hans, the painter, sent me wine.



ANTWERP, August 2-26, 1520.

At Antwerp I went to Jobst Plankfelts inn, and the same evening at Fuggers Factor, Bernhard Stecher invite and gave us a costly meal. My wife, however, dined at the inn. I paid the driver three gold florins for bringing us three, and one st. I paid for carrying the goods.

August 4.  On Saturday after the feast of St. Peter in Chains my host took me to see the Burgomasters (Arnold van Liere) house at Antwerp. It is newly built and beyond measure large, and very well ordered, with spacious and exceedingly beautiful chambers, a tower splendidly ornamented, a very large garden  altogether a noble house, the like of which I have nowhere seen in all Germany. The house also is reached from both sides by a very long street, which has been quite newly built according to the Burgomasters liking and at his charges.

I paid three st. to the messenger, two pf. for bread, two pf. for ink.

August 5.  On Sunday, it was St. Oswalds Day, the painters invited me to the hall of their guild, with my wife and maid. All their service was of silver, and they had other splendid ornaments and very costly meats. All their wives also were there. And as I was being led to the table the company stood on both sides as if they were leading some great lord. And there were amongst them men of very high position, who all behaved most respectfully towards me with deep courtesy, and promised to do everything in their power agreeable to me that they knew of. And as I was sitting there in such honour the Syndic (Adrian Horebouts) of Antwerp came, with two servants, and presented me with four cans of wine in the name of the Town Councillors of Antwerp, and they had bidden him say that they wished thereby to show their respect for me and to assure me of their good will. Wherefore I returned them my humble thanks and offered my humble service. After that came Master Peeter (Frans), the town-carpenter, and presented me with two cans of wine, with the offer of his willing services. So when we had spent a long and merry time together till late in the night, they accompanied us home with lanterns in great honour. And they begged me to be ever assured and confident of their good will, and promised that in whatever I did they would be all-helpful to me. So I thanked them and laid me down to sleep.

The Treasurer (Lorenz Sterk) also gave me a childs head (painted) on linen, and a wooden weapon from Calicut, and one of the light wood reeds. Tomasin, too, has given me a plaited hat of alder bark. I dined once with the Portuguese, and have given a brother of Tomasins three fl. worth of engravings.

Herr Erasmus has given me a small Spanish mantilla and three mens portraits.

I took the portrait of Herr Niklas Kratzer, an astronomer. He lives with the King of England, and has been very helpful and useful to me in many matters. He is a German, a native of Munich. I also made the portrait of Tomasins daughter, Mistress Zutta by name. Hans Pfaffroth gave me one Philips fl. for taking his portrait in charcoal. I have dined once more with Tomasin. My hosts brother-in-law entertained me and my wife once. I changed two light florins for twenty-four st. for living expenses, and I gave one st. t&k&d to a man who let me see an altar-piece.

[Illustration: Silver-point drawing on a white ground, in the Berlin Print Room]

August 19.  On the Sunday after our dear Ladys Assumption I saw the great Procession from the Church of our Lady at Antwerp, when the whole town of every craft and rank was assembled, each dressed in his best according to his rank. And all ranks and guilds had their signs, by which they might be known. In the intervals great costly pole-candles were borne, and their long old Frankish trumpets of silver. There were also in the German fashion many pipers and drummers. All the instruments were loudly and noisily blown and beaten.

I saw the procession pass along the street, the people being arranged in rows, each man some distance from his neighbour, but the rows close one behind another. There were the Goldsmiths, the Painters, the Masons, the Broderers, the Sculptors, the Joiners, the Carpenters, the Sailors, the Fishermen, the Butchers, the Leatherers, the Clothmakers, the Bakers, the Tailors, the Cordwainers  indeed, workmen of all kinds, and many craftsmen and dealers who work for their livelihood. Likewise the shopkeepers and merchants and their assistants of all kinds were there. After these came the shooters with guns, bows, and cross-bows, and the horsemen and foot-soldiers also. Then followed the watch of the Lords Magistrates. Then came a fine troop all in red, nobly and splendidly clad. Before them, however, went all the religious Orders and the members of some Foundations very devoutly, all in their different robes.

A very large company of widows also took part in this procession. They support themselves with their own hands and observe a special rule. They were all dressed from head to foot in white linen garments, made expressly for the occasion, very sorrowful to see. Among them I saw some very stately persons. Last of all came the Chapter of our Ladys Church, with all their clergy, scholars, and treasurers. Twenty persons bore the image of the Virgin Mary with the Lord Jesus, adorned in the costliest manner, to the honour of the Lord God.

In this procession very many delightful things were shown, most splendidly got up. Waggons were drawn along with masques upon ships and other structures. Behind them came the company of the Prophets in their order, and scenes from the New Testament, such as the Annunciation, the Three Holy Kings riding on great camels and on other rare beasts, very well arranged; also how our Lady fled to Egypt  very devout  and many other things, which for shortness I omit. At the end came a great Dragon which St. Margaret and her maidens led by a girdle; she was especially beautiful. Behind her came St. George with his squire, a very goodly knight in armour. In this host also rode boys and maidens most finely and splendidly dressed in the costumes of many lands, representing various Saints. From beginning to end the procession lasted more than two hours before it was gone past our house. And so many things were there that I could never write them all in a book, so I let it well alone.



BRUSSELS August 26-September 3, 1520.

In the golden chamber in the Townhall at Brussels I saw the four paintings which the great Master Roger van der Weyden made. And I saw out behind the Kings house at Brussels the fountains, labyrinth, and Beast-garden; anything more beautiful and pleasing to me and more like a Paradise I have never seen. Erasmus is the name of the little man who wrote out my supplication at Herr Jacob de Bannisis house. At Brussels is a very splendid Townhall, large, and covered with beautiful carved stonework, and it has a noble open tower. I took a portrait at night by candlelight of Master Konrad of Brussels, who was my host; I drew at the same time Doctor Lamparters son in charcoal, also the hostess.

I saw the things which have been brought to the King from the new land of gold (Mexico), a sun all of gold a whole fathom broad, and a moon all of silver of the same size, also two rooms full of the armour of the people there, and all manner of wondrous weapons of theirs, harness and darts, very strange clothing, beds, and all kinds of wonderful objects of human use, much better worth seeing than prodigies. These things were all so precious that they are valued at 100,000 florins. All the days of my life I have seen nothing that rejoiced my heart so much as these things, for I saw amongst them wonderful works of art, and I marvelled at the subtle Ingenia of men in foreign lands. Indeed, I cannot express all that I thought there.

At Brussels I saw many other beautiful things besides, and especially I saw a fish bone there, as vast as if it had been built up of squared stones. It was a fathom long and very thick, it weighs up to 15 cwt., and its form resembles that drawn here. It stood up behind on the fishs head. I was also in the Count of Nassaus house, which is very splendidly built and as beautifully adorned. I have again dined with my Lords (of Nürnberg).

When I was in the Nassau house in the chapel there, I saw the good picture that Master Hugo van der Goes painted, and I saw the two fine large halls and the treasures everywhere in the house, also the great bed wherein fifty men can lie. And I saw the great stone which the storm cast down in the field near the Lord of Nassau. The house stands high, and from it there is a most beautiful view, at which one cannot but wonder: and I do not believe that in all the German lands the like of it exists.

Master Bernard van Orley, the painter, invited me and prepared so costly a meal that I do not think ten fl. will pay for it. Lady Margarets Treasurer (Jan de Marnix), whom I drew, and the Kings Steward, Jehan de Metenye by name, and the Town-Treasurer named Van Busleyden invited themselves to it, to get me good company. I gave Master Bernard a Passion engraved in copper, and he gave me in return a black Spanish bag worth three fl. I have also given Erasmus of Rotterdam a Passion engraved in copper.

I have once more taken Erasmus of Rotterdams portrait I gave Lorenz Sterk a sitting Jerome and the Melancholy, and took a portrait of my hostess godmother. Six people whose portraits I drew at Brussels have given me nothing. I paid three st. for two buffalo horns, and one st. for two Eulenspiegels.

ANTWERP, September 6-October 4, 1520.

I have paid one st for the printed Entry into Antwerp, telling how the King was received with a splendid triumph  the gates very costly adorned  and with plays, great joy, and graceful maidens whose like I have seldom seen. I changed one fl. for expenses. I saw at Antwerp the bones of the giant. His leg above the knee is 5-1/2 ft. long and beyond measure heavy and very thick; so with his shoulder blades  a single one is broader than a strong mans back  and his other limbs. The man was 18 ft. high, had ruled at Antwerp and done wondrous great feats, as is more fully written about him in an old book, which the Lords of the Town possess.

[Illustration: ERASMUS From a reproduction of the drawing in the Léon Bonnat collection, Bayonne Face ]

The studio (school) of Raphael of Urbino has quite broken up since his death, but one of his scholars, Tommaso Vincidor of Bologna by name, a good painter, desired to see me. So he came to me and has given me an antique gold ring with a very well cut stone. It is worth five fl., but already I have been offered the double for it. I gave him six fl. worth of my best prints for it. I bought a piece of calico for three st.; I paid the messenger one st.; three st. I spent in company.

I have presented a whole set of all my works to Lady Margaret, the Emperors daughter, and have drawn her two pictures on parchment with the greatest pains and care. All this I set at as much as thirty fl. And I have had to draw the design of a house for her physician the doctor, according to which he intends to build one; and for drawing that I would not care to take less than ten fl. I have given the servant one st., and paid one st. for brick-colour.



October 1.  On Monday after Michaelmas, 1520, I gave Thomas of Bologna a whole set of prints to send for me to Rome to another painter who should send me Raphaels work in return. I dined once with my wife. I paid three st. for the little tracts. The Bolognese has made my portrait; he means to take it with him to Rome.



AACHEN, October 7-26, 1520.

October 7.  At Aachen I saw the well-proportioned pillars, with their good capitals of green and red porphyry (Gassenstein) which Charles the Great had brought from Rome thither and there set up. They are correctly made according to Vitruvius writings.

October 23.  On October 23 King Karl was crowned at Aachen. There I saw all manner of lordly splendour, more magnificent than anything that those who live in our parts have seen  all, as it has been described.



KÖLN, October 26  November 14, 1520.

I bought a tract of Luthers for five white pf., and the Condemnation of Luther, the pious man, for one white pf.; also a rosary for one white pf. and a girdle for two white pf., a pound of candles for one white pf.

November 12.  I have made the nuns portrait. I gave the nun seven white pf. and three half-sheet engravings. My confirmation from the Emperor came to my Lords of Nürnberg for me on Monday after Martins, in the year 1520, after great trouble and labour.

ANTWERP, November %  December 3, 1520.

At Zierikzee, in Zeeland, a whale has been stranded by a high tide and a gale of wind. It is much more than 100 fathoms long, and no man living in Zeeland has seen one even a third as long as this is. The fish cannot get off the land; the people would gladly see it gone, as they fear the great stink, for it is so large that they say it could not be cut in pieces and the blubber boiled down in half a year.

ZEELAND, December 3-14, 1520.

December 8.  I went to Middelburg. There, in the Abbey, is a great picture painted by Jan de Mabuse  not so good in the modelling (Hauptstreichen) as in the colouring. I went next to the Veere, where lie ships from all lands; it is a very fine little town.

At Arnemuiden, where I landed before, a great misfortune befel me. As we were pushing ashore and getting out our rope, a great ship bumped hard against us, as we were in the act of landing, and in the crush I had let every one get out before me, so that only I, Georg Kotzler, two old wives, and the skipper with a small boy were left in the ship. When now the other ship bumped against us, and I with those named was still in the ship and could not get out, the strong rope broke; and thereupon, in the same moment, a storm of wind arose, which drove our ship back with force. Then we all cried for help, but no one would risk himself for us. And the wind carried us away out to sea. Thereupon the skipper tore his hair and cried aloud, for all his men had landed and the ship was unmanned. Then were we in fear and danger, for the wind was strong and only six persons in the ship. So I spoke to the skipper that he should take courage (er sollt ein Herz fahen) and have hope in God, and that he should consider what was to be done. So he said that if he could haul up the small sail he would try if we could come again to land. So we toiled all together and got it feebly about half-way up, and went on again towards the land. And when the people on shore, who had already given us up, saw how we helped ourselves, they came to our aid and we got to land.

Middelburg is a good town; it has a very beautiful Townhall with a fine tower. There is much art shown in all things here. In the Abbey the stalls are very costly and beautiful, and there is a splendid gallery of stone; and there is a fine Parish Church. The town was besides excellent for sketching (köstlich au konterfeyen). Zeeland is fine and wonderful to see because of the water, for it stands higher than the land. I made a portrait of my host at Arnemuiden. Master Hugo and Alexander Imhof and Friedrich the Hirschvogels servant gave me, each of them, an Indian cocoa-nut which they had won at play, and the host gave me a sprouting bulb.

December 9  Early on Monday we started again by ship and went by the Veere and Zierikzee and tried to get sight of the great fish, but the tide had carried him off again.

ANTWERP, December 14  April 6, 1521

I have eaten alone thus often.

I took portraits of Gerhard Bombelli and the daughter of Sebastian the Procurator.

February 10.  On Carnival Sunday the goldsmiths invited me to dinner early with my wife. Amongst their assembled guests were many notable men. They had prepared a most splendid meal, and did me exceeding great honour. And in the evening the old Bailiff of the town invited me and gave a splendid meal, and did me great honour. Many strange masquers came there. I have drawn the portrait in charcoal of Florent Nepotis, Lady Margarets organist. On Monday night Herr Lopez invited me to the great banquet on Shrove-Tuesday, which lasted till two oclock, and was very costly. Herr Lorenz Sterk gave me a Spanish fur. To the above-mentioned feast very many came in costly masks, and especially Tomasin and Brandan. I won two fl. at play.

I dined once with the Frenchman, twice with the Hirschvogels Fritz, and once with Master Peter Aegidius the Secretary, when Erasmus of Rotterdam also dined with us.

I have twice more drawn with the metal-point the portrait of the beautiful maiden for Gerhard.

I made Tomasin a design, drawn and tinted in half colours, after which he intends to have his house painted.

I bought the five silk girdles, which I mean to give away, for three fl. sixteen st.; also a border (Borte) for twenty st. These six borders I sent to the wives of Caspar Nützel, Hans Imhof, Sträub, the two Spenglers, and Löffelholz, and to each a good pair of gloves. To Pirkheimer I sent a large cap, a costly inkstand of buffalo horn, a silver Emperor, one pound of pistachios, and three sugar canes. To Caspar Nützel I sent a great elks foot, ten large fir cones, and cones of the stone-pine. To Jacob Muffel I sent a scarlet breastcloth of one ell; to Hans Imhofs child an embroidered scarlet cap and stone-pine nuts; to Kramers wife four ells of silk worth four fl.; to Lochingers wife one ell of silk worth one fl.; to the two Spenglers a bag and three fine horns each; to Herr Hieronymus Holzschuher a very large horn.

BRUGES AND GHENT, April 6-11, 1521.

I saw the chapel there which Roger painted, and some pictures by a great old master. I gave one st. to the man who showed us them. Then I bought three ivory combs for thirty st. They took me next to St. Jacobs and showed me the precious pictures by Roger and Hugo, who were both great masters. Then I saw in our Ladys Church the alabaster Madonna, sculptured by Michael Angelo of Rome. After that they took me to many more churches and showed me all the good pictures, of which there is an abundance there; and when I had seen the Jan van Eyck and all the other works, we came at last to the painters chapel, in which there are good things. Then they prepared a banquet for me, and I went with them from it to their guild-hall, where many honourable men were gathered together, both goldsmiths, painters and merchants, and they made me sup with them. They gave me presents, sought to make my acquaintance, and did me great honour. The two brothers, Jacob and Peter Mostaert, the councillors, gave me twelve cans of wine; and the whole assembly, more than sixty persons, accompanied me home with many torches. I also saw at their shooting court the great fish-tub on which they eat; it is 19 feet long, 7 feet high, and 7 feet wide. So early on Tuesday we went away, but before that I drew with the metal-point the portrait of Jan Prost, and gave his wife ten st. at parting.



On my arrival at Ghent the Dean of the Painters came to me and brought with him the first masters in painting; they showed me great honour, received me most courteously, offered me their goodwill and service, and supped with me. On Wednesday they took me early to the Belfry of St. John, whence I looked over the great wonderful town, yet in which even I had just been taken for something great. Then I saw Jan van Eycks picture; it is a most precious painting, full of thought (ein überköstlich hochverständig Gemühl), and the Eve, Mary, and God the Father are specially good. Next I saw the lions and drew one with the metal-point. And I saw at the place where men are beheaded on the bridge, the two statues erected (in 1371) as a sign that there a son beheaded his father. Ghent is a fine and remarkable town; four great waters flow through it. I gave the sacristan (at St. Bavons) and the lions keepers three st. trinkgeld. I saw many wonderful things in Ghent besides, and the painters with their Dean did not leave me alone, but they ate with me morning and evening and paid for everything, and were very friendly to me. I gave away five st. at the inn at leaving. ANTWERP, April 11-May 17, 1521.

In the third week after Easter (April 21-27) a violent fever seized me, with great weakness, nausea, and headache. And before, when I was in Zeeland, a wondrous sickness overcame me, such as I never heard of from any man, and this sickness remains with me. I paid six st. for cases. The monk has bound two books for me in return for the art-wares which I gave him. I bought a piece of arras to make two mantles for my mother-in-law and my wife, for ten fl. eight st. I paid the doctor eight st., and three st. to the apothecary. I also changed one fl. for expenses, and spent three st. in company. Paid the doctor ten st. I again paid the doctor six st. During my illness Rodrigo has sent me many sweetmeats. I gave the lad four st. trinkgeld.

[Illustration: Drawing in silver-point on prepared ground, from the Netherlands sketch-book, in the Imperial Library, Vienna]

On Friday (May 17) before Whit Sunday in the year 1521, came tidings to me at Antwerp, that Martin Luther had been so treacherously taken prisoner; for he trusted the Emperor Karl, who had granted him his herald and imperial safe conduct. But as soon as the herald had conveyed him to an unfriendly place near Eisenach he rode away, saying that he no longer needed him. Straightway there appeared ten knights, and they treacherously carried off the pious man, betrayed into their hands, a man enlightened by the Holy Ghost, a follower of the true Christian faith. And whether he yet lives I know not, or whether they have put him to death; if so, he has suffered for the truth of Christ and because he rebuked the unchristian Papacy, which strives with its heavy load of human laws against the redemption of Christ. And if he has suffered it is that we may again be robbed and stripped of the truth of our blood and sweat, that the same may be shamefully and scandalously squandered by idle-going folk, while the poor and the sick therefore die of hunger. But this is above all most grievous to me, that, may be, God will suffer us to remain still longer under their false, blind doctrine, invented and drawn up by the men alone whom they call Fathers, by whom also the precious Word of God is in many places wrongly expounded or utterly ignored.

Oh God of heaven, pity us! Oh Lord Jesus Christ, pray for Thy people! Deliver us at the fit time. Call together Thy far-scattered sheep by Thy voice in the Scripture, called Thy godly Word. Help us to know this Thy voice and to follow no other deceiving cry of human error, so that we, Lord Jesus Christ, may not fall away from Thee. Call together again the sheep of Thy pasture, who are still in part found in the Roman Church, and with them also the Indians, Muscovites, Russians, and Greeks, who have been scattered by the oppression and avarice of the Pope and by false appearance of holiness. Oh God, redeem Thy poor people constrained by heavy ban and edict, which it nowise willingly obeys, continually to sin against its conscience if it disobeys them. Never, oh God, hast Thou so horribly burdened a people with human laws as us poor folk under the Roman Chair, who daily long to be free Christians, ransomed by Thy blood. Oh highest, heavenly Father, pour into our hearts, through Thy Son, Jesus Christ, such a light, that by it we may know what messenger we are bound to obey, so that with good conscience we may lay aside the burdens of others and serve Thee, eternal, heavenly Father, with happy and joyful hearts.

And if we have lost this man, who has written more clearly than any that has lived for 140 years, and to whom Thou hast given such a spirit of the Gospel, we pray Thee, oh heavenly Father, that Thou wouldst again give Thy Holy Spirit to one, that he may gather anew everywhere together Thy Holy Christian Church, that we may again live free and in Christian manner, and so, by our good works, all unbelievers, as Turks, Heathen, and Calicuts, may of themselves turn to us and embrace the Christian faith. But, ere Thou judgest, oh Lord, Thou wiliest that, as Thy Son, Jesus Christ, was fain to die by the hands of the priests, and to rise from the dead and after to ascend up to heaven, so too in like manner it should be with Thy follower Martin Luther, whose life the Pope compasseth with his money, treacherously towards God. Him wilt thou quicken again. And as Thou, oh my Lord, ordainedst thereafter that Jerusalem should for that sin be destroyed, so wilt thou also destroy this self-assumed authority of the Roman Chair. Oh Lord, give us then the new beautified Jerusalem, which descendeth out of heaven, whereof the Apocalypse writes, the holy, pure Gospel, which is not obscured by human doctrine.

Every man who reads Martin Luthers books may see how clear and transparent is his doctrine, because he sets forth the holy Gospel. Wherefore his books are to be held in great honour, and not to be burnt; unless indeed his adversaries, who ever strive against the truth and would make gods out of men, were also cast into the fire, they and all their opinions with them, and afterwards a new edition of Luthers works were prepared. Oh God, if Luther be dead, who will henceforth expound to us the holy Gospel with such clearness? What, oh God, might he not still have written for us in ten or twenty years!

Oh all ye pious Christian men, help me deeply to bewail this man, inspired of God, and to pray Him yet again to send us an enlightened man. Oh Erasmus of Rotterdam, where wilt thou stop? Behold how the wicked tyranny of worldly power, the might of darkness, prevails. Hear, thou knight of Christ! Ride on by the side of the Lord Jesus. Guard the truth. Attain the martyrs crown. Already indeed art thou an aged little man (ein altes Männiken), and myself have heard thee say that thou givest thyself but two years more wherein thou mayest still be fit to accomplish somewhat. Lay out the same well for the good of the Gospel and of the true Christian faith, and make thyself heard. So, as Christ says, shall the Gates of Hell (the Roman Chair) in no wise prevail against thee. And if here below thou wert to be like thy master Christ and sufferedst infamy at the hands of the liars of this time, and didst die a little the sooner, then wouldst thou the sooner pass from death unto life and be glorified in Christ. For if thou drinkest of the cup which He drank of, with Him shalt thou reign and judge with justice those who have dealt unrighteously. Oh Erasmus, cleave to this that God Himself may be thy praise, even as it is written of David. For thou mayest, yea verily thou mayest overthrow Goliath. Because God stands by the Holy Christian Church, even as He only upholds the Roman Church, according to His godly will. May He help us to everlasting salvation, who is God, the Father, the Son, and Holy Ghost, one eternal God. Amen.

Oh ye Christian men, pray God for help, for His judgment draweth nigh and His justice shall appear. Then shall we behold the innocent blood which the Pope, Priests, Bishops, and Monks have shed, judged and condemned (Apocal.). These are the slain who lie beneath the Altar of God and cry for vengeance, to whom the voice of God answereth: Await the full number of the innocent slain, then will I judge.



ANTWERP, May 17  June 7, 1521.

Master Gerhard, the illuminator, has a daughter about eighteen years old named Susanna. She has illuminated a Salvator on a little sheet, for which I gave her one fl. It is very wonderful that a woman can do so much. I lost six st. at play. I saw the great Procession at Antwerp on Holy Trinity day. Master Konrad gave me a fine pair of knives, so I gave his little old man a Life of our Lady in return. I have made a portrait in charcoal of Master Jan, goldsmith of Brussels, also one of his wife. I have been paid two fl. for prints. Master Jan, the Brussels goldsmith, paid me three Philips fl. for what I did for him, the drawing for the seal and the two portraits. I gave the Veronica, which I painted in oils, and the Adam and Eve which Franz did, to Jan, the goldsmith, in exchange for a jacinth and an agate, on which a Lucretia is engraved. Each of us valued his portion at fourteen fl. Further, I gave him a whole set of engravings for a ring and six stones. Each valued his portion at seven fl. I bought two pairs of shoes for fourteen st., and two small boxes for two st. I changed two Philips fl. for expenses. I drew three Leadings-forth and two Mounts of Olives on five half-sheets. I took three portraits in black and white on grey paper. I also sketched in black and white on grey paper two Netherland costumes. I painted for the Englishman his coat of arms, and he gave me one fl. I have also at one time and another done many drawings and other things to serve different people, and for the more part of my work have received nothing. Andreas of Krakau paid me one Philips fl. for a shield and a childs head. Changed one il. for expenses. I paid two fl. for sweeping-brushes. I saw the great procession at Antwerp on Corpus Christi day; it was very splendid. I gave four st. as trinkgeld. I paid the doctor six st. and one st. for a box. I have dined five times with Tomasin. I paid ten st. at the apothecarys, and gave his wife fourteen st. for the clyster and himself.... To the monk who confessed my wife I gave eight st.



MECHLIN, June 7 and 8, 1521.



At Mechlin I lodged with Master Heinrich, the painter, at the sign of the Golden Head. And the painters and sculptors bade me as guest at my inn and did me great honour in their gathering. I went also to Poppenreuter the gunmakers house, and found wonderful things there. And I went to Lady Margarets and showed her my Emperor, and would have presented it to her, but she so disliked it that I took it away with me.

And on Friday Lady Margaret showed me all her beautiful things. Amongst them I saw about forty small oil pictures, the like of which for precision and excellence I have never beheld. There also I saw more good works by Jan (de Mabuse), and Jacob Walch. I asked my Lady for Jacobs little book, but she said she had already promised it to her painter. Then I saw many other costly things and a precious library.

ANTWERP, June 8  July 3, 1521.

Master Lukas, who engraves in copper, asked me as his guest. He is a little man, born at Leyden in Holland; he was at Antwerp.

I have drawn with the metal-point the portrait of Master Lukas van Leyden.

The man with the three rings has overreached me by half. I did not understand the matter. I bought a red cap for my god-childfor eighteen st. Lost twelve st. at play. Drank two st.

Cornelius Grapheus, the Secretary, gave me Luthers Babylonian Captivity, in return for which I gave him my three Large Books.

[Illustration: LUCAS VAN DER LEYDEN Drawing in charcoal formerly in the collection at Warwick Castle.]

I reckoned up with Jobst and found myself thirty-one fl. in his debt, which I paid him; therein were charged and deducted the two portrait heads which I painted in oils, for which he gave five pounds of borax Netherlands weight. In all my doings, spendings, sales, and other dealings, in all my connections with high and low, I have suffered loss in the Netherlands; and Lady Margaret in particular gave me nothing for what I made and presented to her. And this settlement with Jobst was made on St. Peter and Pauls day.

On our Ladys Visitation, as I was just about to leave Antwerp, the King of Denmark sent to me to come to him at once, and take his portrait, which I did in charcoal. I also did that of his servant Anton, and I was made to dine with the King, and he behaved graciously towards me. I have entrusted my bale to Leonhard Tucher and given over my white cloth to him. The carrier with whom I bargained did not take me; I fell out with him. Gerhard gave me some Italian seeds. I gave the new carrier (Vicarius) the great turtle shell, the fish-shield, the long pipe, the long weapon, the fish-fins, and the two little casks of lemons and capers to take home for me, on the day of our Ladys Visitation, 1521.

BRUSSELS, July 3-12, 1521.

I noticed how the people of Antwerp marvelled greatly when they saw the King of Denmark, to find him such a manly, handsome man and come hither through his enemys land with only two attendants. I saw, too, how the Emperor rode forth from Brussels to meet him, and received him honourably with great pomp. Then I saw the noble, costly banquet, which the Emperor and Lady Margaret held next day in his honour.

Thomas Bologna has given me an Italian work of art; I have also bought a work for one st.

A few days later when the Dürers arrived at Cologne the journal breaks off abruptly, as the last few leaves are missing: but there is every reason to suppose that they got back safely to Nuremberg two or three weeks later.

II

This journal shows us how the influence of a greater centre of civilisation strengthened the spirit of the Renascence in Dürer: it is marked by his having again taken up the paint brushes to do the best sort of work, by a new out-break of the collectors acquisitiveness, lastly by the tone of such a passage as that wherein the procession on the Sunday after our Ladys Assumption () is spoken of with admiration. Twenty persons bore the image of the Virgin Mary with the Lord Jesus, adorned in the costliest manner, to the honour of the Lord God. Such a spectacle has a very different significance to his mind from that of another procession in honour of the Virgin, depicted in a woodcut by Michael Ostendorfer, which presents a large space in front of a temporary church; in the midst is a gaudy statue of the Virgin set upon a pillar, around whose base seven or eight persons of both sexes, whom one might suppose from their attitudes to be drunk, are seen writhing, while a procession headed by huge cierges and a cardinals hat on a pole encircles the whole building; those in the procession carrying offerings or else candles, two men being naked save for scanty hair shirts. On the margin of the copy now at Coburg Dürer has written: 1523, this Spectre, contrary to Holy Scripture, has set itself up at Regensburg and has been dressed out by the Bishop. God help us that we should not so dishonour His precious mother but (honour her?) in Christ Jesus. Amen. Indeed, it would be difficult to distinguish between the kind of honour done the Virgin in many of Dürers pictures and etchings and that done her in the Antwerp procession; but both are infinitely removed from the degradation of emotion produced by an orgy of superstition such as that depicted in Ostendorfers print, which is truly nearer akin to the scenes that occasionally occur in Salvation Army or Methodist revivals, and is even more repugnant to the spirit of the Renascence than to that of the Reformation as Luther and Dürer conceived of it. It is well to remind ourselves, by reading such a passage and by gazing at Dürers Virgins enthroned and crowned with stars, that the attitude of later Protestants in regard to the worship of the Virgin was in no sense shared by Dürer. And we touch the very pulse of the Renaissance in the phrase, Being a painter, I looked about me a little more boldly,  by which Dürer explains that the beautiful maidens, almost naked, who figured in the mythological groups along the route of Charles V.s triumphal entry into Antwerp received a very different reward, in his attentive gaze, to that which was meted to them by the young, austere, and unreformed Charles. One might almost be listening to Vasari when Dürer says: I saw out behind the Kings house at Brussels the fountains, labyrinth and Beast-garden; anything more beautiful and pleasing to me and more like Paradise I have never seen. Dürers admiration for Luther was like Michael Angelos for Savonarola, and he never doubted that fiery indignation was directed against the abuse of wealth, force, and beauty, not against their use; though perhaps both the Italian and the German reformer occasionally confused the two.

III

Duress journey was successful in that he obtained from Charles V. what he sought  the confirmation of his privilegium.

CHARLES, by Gods grace, Roman Emperor Elect, etc.

Honourable, trusty, and well-beloved,

Whereas the most illustrious Prince, Emperor Maximilian, our dear lord and grandfather of praiseworthy memory, appointed and assigned unto our and the Empires trusty and well-beloved Albrecht Dürer the sum of 100 florins Rhenish every year of his life to be paid from and out of our and the Empires customary town contributions, which you are bound to render yearly into our Imperial Treasury; and whereas we, as Roman Emperor, have graciously agreed thereto, and have granted anew this life pension unto him according to the terms of the above letter; we therefore earnestly command you, and it is our will, that you render and give unto the said Albrecht Dürer henceforward every year of his life, from and out of the said town contributions and in return for his proper quittance, the said life pension of 100 florins Rhenish, together with whatever part of it stands over unpaid since the Emperor Maximilians grant; etc.

Given at our and the Holy Empires town Köln on the fourth day of the month November (1520), etc.

(Signed) KARL.
(Signed) ALBRECHT, Cardinal, Archbishop of Mainz, Chancellor.

Besides, he got back to Nuremberg without falling in with highwaymen, though the following little letter shows us that in this he was fortunate.

Dear Master Wolf Stromer,  My most gracious lord of Salzburg has sent me a letter by the hand of his glass-painter. I shall be glad to do anything I can to help him. He is to buy glass and materials here. He tells me that near Freistadtlein he was robbed and had twenty florins taken from him. He has asked me to send him to you, for his gracious lord told him if he wanted anything to let you know. I send him, therefore, to your Wisdom with my apprentice. Your Wisdoms,

ALBRECHT DÜRER.

No doubt he had enriched his mind and cheered his heart in the company of prosperous, go-ahead, and earnest men; but as he says, when I was in Zeeland, a wondrous sickness overcame me, such as I never heard of from any man, and this sickness remains with me (see ). And, alas! it was to remain with him till he died of it. So that his journey cannot be considered as altogether fortunate.


CHAPTER VII. DÜRERS LAST YEARS

I

Dürer came back home with health broken: yet it is to this period that the magnificent portraits at Berlin of Nuremberg Councillors belong, and certainly his hand and eye had never been more sure than when he produced them. The hall of the Rathhaus was decorated under his direction and from his designs, the actual painting being, it is supposed, chiefly the work of George Penz, who with his fellow prentices became famous in 1524 as one of the three godless painters.

We now come to a letter dated

NÜRNBERG, December 5, 1523, Sunday after Andrews

My dear and gracious Master Frey  I have received the little book you sent to Master (Ulrich) Varnbüler and me; when he has finished reading it I will read it too. As to the monkey-dance you want me to draw for you, I have drawn this one here, unskilfully enough, for it is a long time since I saw any monkeys; so pray put up with it. Convey my willing service to Herr Zwingli (the reformer), Hans Leu (a Protestant painter), Hans Urich, and my other good masters. ALBRECHT DÜRER. Divide these five little prints amongst you: I have nothing else new.

This Master Felix Frey was a reformer at Zurich: he was probably not closely related to Hans Frey, Dürers father-in-law, whose death is thus recorded in Dürers book:

In the year 1523 (as they reckon it), on our dear Ladys Day, when she was offered in the Temple, early, before the morning chimes, Hans Frey, my dear father-in-law, passed away. He had lain ill for almost six years and suffered quite incredible adversities in this world. He received the Sacraments before he died. God Almighty be gracious to him.

Next we have letters from and to Niklas Kratzer, Astronomer to Henry VIII. He had been present when Dürer drew Erasmus portrait at Antwerp. Dürer had also made a drawing of Kratzer, and later on Holbein was to paint his masterpiece in the Louvre from the Oxford professor.

To the honourable and accomplished Albrecht Dürer, burgher of Nürnberg, my dear Master and Friend. LONDON, October 24, 1524. Honourable, dear Sir,

I am very glad to hear of your good health and that of your wife. I have had Hans Pomer staying with me in England. Now that you are all evangelical in Nürnberg I must write to you. God grant you grace to persevere; the adversaries, indeed, are strong, but God is stronger, and is wont to help the sick who call upon Him and acknowledge Him. I want you, dear Herr Albrecht Dürer, to make a drawing for me of the instrument you saw at Herr Pirkheimers, wherewith they measure distances both far and wide. You told me about it at Antwerp. Or perhaps Herr Pirkheimer would send me the design of it  he would be doing me a great favour. I want also to know how much a set of impressions of all your prints costs, and whether anything new has come out at Nürnberg relating to my art. I hear that our friend Hans, the astronomer, is dead. Would you write and tell me what instruments and the like he has left, and also where our Stabius prints and wood-blocks are to be found? Greet Herr Pirkheimer for me. I hope to make him a map of England, which is a great country, and was unknown to Ptolemy. He would like to see it. All those who have written about England have seen no more than a small part of it. You cannot write to me any longer through Hans Pomer. Pray send me the woodcut which represents Stabius as S. Koloman.I have nothing more to say that would interest you, so God bless you. Given at London, October 24. Your servant, NIKLAS KRATZEH. Greet your wife heartily for me.

To the honourable and venerable Herr Niklas Kratzer, servant to his Royal Majesty in England, my gracious Master and Friend.

NÜRNBERG, Monday after Barbaras (December 5), 1524.

First my most willing service to you, dear Herr Niklas. I have received and read your letter with pleasure, and am glad to hear that things are going well with you. I have spoken for you to Herr Wilibald Pirkheimer about the instrument you wanted to have. He is having one made for you, and is going to send it to you with a letter. The things Herr Hans left when he died have all been scattered; as I was away at the time of his death I cannot find out where they are gone to. The same has happened to Stabius things; they were all taken to Austria, and I can tell you no more about them. I should like to know whether you have yet begun to translate Euclid into German, as you told me, if you had time, you would do.

We have to stand in disgrace and danger for the sake of the Christian faith, for they abuse us as heretics; but may God grant us His grace and strengthen us in His word, for we must obey Him rather than men. It is better to lose life and goods than that God should cast us, body and soul, into hell-fire. Therefore, may He confirm us in that which is good, and enlighten our adversaries, poor, miserable, blind creatures, that they may not perish in their errors.

Now God bless you! I send you two likenesses, printed from copper, which you will know well. At present I have no good news to write you, but much evil. However, only Gods will cometh to pass. Your Wisdoms,

ALBRECHT DÜRER.

Another letter to Dürer from Cornelius Grapheus at Antwerp gives us some help towards understanding how the Reformation affected Dürer and his friends.

To Master Albrecht Dürer, unrivalled chief in the art of painting, my friend and most beloved brother in Christ, at Nürnberg; or in his absence to Wilibald Pirkheimer.

I wrote a good long letter to you, some time ago, in the name of our common friend Thomas Bombelli, but we have received no answer from you. We are, therefore, the more anxious to hear even three words from you, that we may know how you are and what is going on in your parts, for there is no doubt that great events are happening. Thomas Bombelli sends you his heartiest greeting. I beg you, as I did in my last letter, to greet Wilibald Pirkheimer a score of times for me. Of my own condition I will tell you nothing. The bearers of this letter will be able to acquaint you with everything. They are very good men and most sincere Christians. I commend, them to you and my friend Pirkheimer as if they were myself; for they, themselves the best of men, merit the highest recommendation to the best of men. Farewell, dearest Albrecht. Amongst us there is a great and daily increasing persecution on account of the Gospel. Our brethren, the bearers, will tell you all about it more openly. Again farewell.

Wholly yours,

CORNELIUS GRAPHEUS.

ANTWERP, February 23, 1524.

II

The events which made Dürer an ardent Evangelical and Reformer in a coarser paste proved a leaven of anarchy and subversion. Young, hot-headed nobles like Ulrich Von Hutten became iconoclastic, were foremost at the dispersion of convents and nunneries, often playing a part on such occasions that was anything but a credit to the cause they were championing. Among the prentice lads and among the peasants, the unrest, discontent, and appetite for change took forms if not more offensive at least more alarming. The Peasants War gave rulers a foretaste of the panic they were to undergo at the time of the French Revolution. And in the towns men like the three godless painters made the burghers shake in their shoes for the social order which kept them rich and respected and others poor and servile. It is strange that all three should have come from Dürers workshop. Probably they were the most talented prentices of the craft, since the great master chose them: besides, painting was an occupation which allowed of a certain intellectual development. They may have often listened with hungry ears to disputes between Pirkheimer and Dürer, and envied the good luck, grace and gift which had enabled the latter to bridge over a gulf as great as that which separated them from him, between him and Pirkheimer or Vambüler. All this and much more we can by taking thought imagine to our satisfaction; but the point which we would most desire to satisfactorily conjecture we are utterly in the dark about. Though his prentices were tried, Dürer appeared neither for nor against them; nor can we help ourselves to understand a fact so strange by any other mention of his attitude. He had a year or two previously married his servant, (perhaps the girl that his wife took with her to the Netherlands), to Georg Penz, who went the farthest in his scepticism, recanted soonest, and possessed least talent of the three. But this fact, which is not quite assured, narrows the grounds of conjecture but little; we still face an almost boundless blank. It is difficult to imagine that Dürer was quite as shocked as the Town Council by a man who said he had some idea that there was a God, but did not know rightly what conception to form of him, who was so unfortunate as to think nothing of Christ, and could not believe in the Holy Gospel or in the word of God; and who failed to recognise a master of himself, his goods and everything belonging to him in the Council of Nuremberg. Now-a-days, when we think of the licence of assertion that has obtained on these questions, we are inclined to admire the honesty and intellectual clarity of such a confession. And Dürer, who resolved the similar question of authority as to things beautiful in a manner much the same as this, may, we can at least hope, have viewed his prentices with more of pity than of anger. All the three godless painters were banished from reformed Nuremberg; but Georg, whose confession had been most godless, recanted and was allowed to return. The others, Sebald and Barthel Beham, managed to perpetuate their names as little masters without the approbation of the Town Councillors, and are to-day less forgotten than those who condemned them. Hieronymus Andreae, the most skilful and famous of Dürers wood engravers, caused the Council the same kind of alarm and concern. He took part with the peasants in their rebellion; but rebellion against a known authority was more pardonable than that against the unknown, or else his services were of greater value. At any rate he was pardoned not once but many times, being apparently an obstreperous character.

III

If we can form no conjecture as to Dürers relations with his heretical aids, we have evidence as to his relations with their judges; for in 1524 he wrote to the Town Council thus:

Prudent, honourable and wise, most gracious Masters,  During long years, by hardworking pains and labour under Gods blessing, I have saved out of my earnings as much as 1000 florins Rhenish, which I should now be glad to invest for my support.

I know, indeed, that your Honours are not often wont at the present time to grant interest at the rate of one florin for twenty; and I have been told that before now other applications of a like kind have been refused. It is not, therefore, without scruple that I address your Honours in this matter. Yet my necessities impel me to prefer this request to your Honours, and I am encouraged to do so above all by the particularly gracious favour which I have always received from your Honourable Wisdoms, as well as by the following considerations.

Your Wisdoms know how I have always hitherto shown myself dutiful, willing, and zealous in all matters that concerned your Wisdoms and the common weal of the town. You know, moreover, how, before now, I have served many individual members of the Council, as well as of the community here, gratuitously rather than for pay, when they stood in need of my help, art, and labour. I can also write with truth that, during the thirty years I have stayed at home, I have not received from people in this town work worth 500 florins  truly a trifling and ridiculous sum  and not a fifth part of that has been profit. I have, on the contrary, earned and attained all my property (which, God knows, has grown irksome to me) from Princes, Lords, and other foreign persons, so that I only spend in this town what I have earned from foreigners.

Doubtless, also, your Honours remember that at one time Emperor Maximilian, of most praiseworthy memory, in return for the manifold services which I had performed for him, year after year, of his own impulse and imperial charity wanted to make me free of taxes in this town. At the instance, however, of some of the elder Councillors, who treated with me in the matter in the name of the Council, I willingly resigned that privilege, in order to honour the said Councillors and to maintain their privileges, usages, and rights.

Again, nineteen years ago, the government of Venice offered to appoint me to an office and to give me a salary of 200 ducats a year. So, too, only a short time ago when I was in the Netherlands, the Council of Antwerp would have given me 300 Philipsgulden a year, kept me there free of taxes, and honoured me with a well-built house; and besides I should have been paid in addition at both places for all the work I might have done for the gentry. But I declined all this, because of the particular love and affection which I bear to your honourable Wisdoms and to my fatherland, this honourable town, preferring, as I did, to live under your Wisdoms in a moderate way rather than to be rich and held in honour in other places.

It is, therefore, my most submissive prayer to your Honours, that you will be pleased graciously to take these facts into consideration, and to receive from me on my account these 1000 florins, paying me 50 florins a year as interest. I could, indeed, place them well with other respectable parties here and elsewhere, but I should prefer to see them in the hands of your Wisdoms. I and my wife will then, now that we are both growing daily older, feebler, and more helpless, possess the certainty of a fitting household for our needs; and we shall experience thereby, as formerly, your honourable Wisdoms favour and goodwill. To merit this from your Honours with all my powers I shall ever be found willing.

Your Wisdoms willing, obedient burgher,

ALBRECHT DÜRER.

Dürer obtained the desired five per cent. on his savings annually until his death, and afterwards his widow received four per cent. until her death.

In 1526 the grateful artist finished and dedicated to his fellow-townsmen his most important picture, representing the four temperaments in the persons of St. John, St. Peter, St. Paul, and St. Mark; he wrote thus to the Council:

Prudent, honourable, wise, dear Masters,  I have been intending, for a long time past, to show my respect for your Wisdoms by the presentation of some humble picture of mine as a remembrance; but I have been prevented from so doing by the imperfection and insignificance of my works, for I felt that with such I could not well stand before your Wisdoms. Now, however, that I have just painted a panel upon which I have bestowed more trouble than on any other painting, I considered none more worthy to keep it as a remembrance than your Wisdoms.

Therefore, I present it to your Wisdoms with the humble and urgent prayer that you will favourably and graciously receive it, and will be and continue, as I have ever found you, my kind and dear Masters.

Thus shall I be diligent to serve your Wisdoms in all humility.

Your Wisdoms humble

ALBRECHT DÜRER.

The gift was accepted, and the Council voted Dürer 100 florins, his wife 10, and his apprentice 2. Underneath the two panels which form the picture, the following was inscribed; the texts being from Luthers Bible:

All worldly rulers in these dangerous times should give good heed that they receive not human misguidance for the Word of God, for God will have nothing added to His Word nor taken away from it. Hear, therefore, these four excellent men, Peter, John, Paul, and Mark, their warning.

Peter says in his Second Epistle in the second chapter: There were false prophets also among the people, even as there shall be false teachers among you, who privily shall bring in damnable heresies, even denying the Lord that bought them, and bring upon themselves swift destruction. And many shall follow their pernicious ways; by reason of whom the way of truth shall be evil spoken of. And through covetousness shall they with feigned words make merchandise of you: whose judgment now of a long time lingereth not, and their damnation slumbereth not.

John in his First Epistle in the fourth chapter writes thus: Beloved, believe not every spirit, but try the spirits whether they are of God: because many false prophets are gone out into the world. Hereby know ye the Spirit of God: Every spirit that confesseth that Jesus Christ is come in the flesh, is of God: and every spirit that confesseth not that Jesus Christ is come in the flesh, is not of God: and this is that spirit of antichrist, whereof ye have heard that it should come; and even now already is it in the world.

In the Second Epistle to Timothy in the third chapter St. Paul writes: This know, also, that in the last days perilous times shall come. For men shall be lovers of their own selves, covetous, boasters, proud, blasphemers, disobedient to parents, unthankful, unholy, without natural affection, truce-breakers, false accusers, incontinent, fierce, despisers of those that are good, traitors, heady, high-minded, lovers of pleasures more than lovers of God; having a form of godliness, but denying the power thereof: from such turn away. For of this sort are they which creep into houses, and lead captive silly women laden with sins, led away with divers lusts, ever learning, and never able to come to the knowledge of the truth.

St. Mark writes in his Gospel in the twelfth chapter: He said unto them in His doctrine, Beware of the scribes, which love to go in long clothing, and love salutations in the market-places, and the chief seats in the synagogues, and the uppermost rooms at feasts; which devour widows houses, and for a pretense make long prayers: these shall receive greater damnation.

These rather tremendous texts may make one fear that the three godless painters had found little pity in their master; but most sincere Christians are better than their creeds, and more charitable than the old-world imprecations, admonitions, and denunciations, with which they soothe their Cerberus of an old Adam, who is not allowed to use his teeth to the full extent that their formidable nature would seem to warrant. For have they not been told above all things to love their enemies, and do good to those whom they would naturally hate, by a master whom they really love and strive to imitate?

IV

Dürers last years were given more and more to writing down his ideas for the sake of those who, coming after him, would, he was persuaded, go on far before him in the race for perfection. In 1525 he published his first book Instruction in the Measurement with the Compass, and Rules of Lines, Surfaces, and Solid Bodies, drawn up by Albert Dürer, and printed, for the use of all lovers of art, with appropriate diagrams. It contains a course of applied geometry in connection with Euclids Elements. Dürer states from the very commencement that his book will be of no use to any one who understands the geometry of the very acute Euclid; for it has been written only for the young, and for those who have had no one to instruct them accurately. Thausing tells us his work shows certain resemblances to that of Luca Pacioli, a companion of Leonardos, who may have been the man who is willing to teach me the secrets of the art of perspective, and whom Dürer in 1506 travelled from Venice to Bologna to see; it is even possible that he saw Leonardo himself in the latter town. In 1527 he issued an essay on the Art of Fortification, which the development of artillery was then transforming; and authorities on this very special science tell us that Dürer is the true author of the ideas on which the new Prussian system was founded. It was dread of the unchristian Turk who was then besieging Vienna which called forth from Dürer this excursion. He dedicated it in the following terms:

To the most illustrious, mighty prince and lord, Lord Ferdinand, King of Hungary and Bohemia, Infant of Spain, Archduke of Austria, Duke of Burgundy and Brabant, Count of Hapsburg, Flanders, and Tirol, his Roman Imperial Majesty, our most gracious Lord, Regent in the Holy Empire, my most gracious Sire.

Most illustrious mighty King, most gracious Sire,  During the lifetime of the most illustrious and mighty Emperor Maximilian of praiseworthy memory, your Majestys Lord and Grandsire, I experienced grace and favour from his Imperial Majesty; wherefore I consider myself no less bound to serve your Majesty according to my small powers. As it happeneth that your Majesty has commanded some towns and places to be fortified, I am induced to make known what little I know about these matters, if perchance it may please your Majesty to gather somewhat therefrom. For though my theory may not be accepted in every point, still I believe something will arise from it, here and there, useful not to your Majesty only, but to all other Princes, Lords, and Towns, that would gladly protect themselves against violence and unjust oppression. I therefore humbly pray your Majesty graciously to accept from me this evidence of my gratitude, and to be my most gracious lord,

Your Royal Majestys most humble

ALBRECHT DÜRER.

It seems that at any rate the Kronenburg Gate and Roseneck bastion of Strasburg were actually constructed in accordance with Dürers method.

When, on April 6, 1528, Dürer died suddenly, two volumes of his great work on Human Proportions were ready for the press, and enough raw material, notes, drawings,&c., to enable his friend Pirkheimer to prepare and issue the remaining two with them. Of the misunderstanding of this the most important of Dürers writings I shall say nothing here, as I have devoted a separate chapter to it.

V

It seems probable that the wondrous sickness which overcame me in Zeeland, such as I never heard of from any man, and which sickness remains with me of the Netherlands Journal () was an intermittent fever. There exists at Bremen a sketch of Dürer, nude down to the waist, and pointing with his finger to a spot between the pit of the stomach and the groin, which spot he has coloured yellow; and from its size, with the other descriptions of his malady, the skilful have arrived at the above diagnosis. The words on the sketch, The yellow spot to which my finger points is where it pains me, seem to indicate that he had made it to send to some skilled physician. Thausing suggests either Master Jacob or Master Braun, whom he had met at Antwerp, and deduces from the length of his hair and the apparent vigour of his body, that the drawing was made soon after the disease was contracted. All doubt as to its nature would be removed, could it be made certain that by the words, I have sent to your Grace early this year before I became ill, in a letter to the Elector Albert dated September 4, 1523, Dürer meant to imply that at a certain period he became ill every year; but of course it is impossible to be sure of this.

VI

If not rich, Dürer died comfortably off. Thausing tells us that his widow entered into possession of his whole fortune; a fourth part belonged, according to Nuremberg law, to his brothers, but she was not bound to render it to them before her death. On June 9, 1530, however, she of her own desire, and on account of the friendly feeling which she entertained for them for her husbands sake, and as her dear brothers-in-law, made over both to Andreas Dürer, goldsmith, and to Caspar Altmulsteiner, on behalf of Hans Dürer, then in the service of the King of Poland, a sum of 553 florins, three pounds, eleven pfennigs, and gave them a mortgage for the remaining sum of 608 florins, two pounds, twenty-four pfennigs on the corner house in the Zistelgasse, now called the Dürer House; for the property had been valued at 6848 florins, seven pounds, twenty-four pfennigs. Johann Neudörffer, who lived opposite the Dürers, has recorded the fact that Dürers brother Endres inherited all his expensive colours, his copper plates and wood blocks, as well as any impressions there were, and all his drawings beside. And a year before her death, Agnes Dürer gave the interest on the 1000 florins invested in the town to found a scholarship for theological students at the University of Wittenberg; about which Melanchthon wrote to von Dietrich that he thanked God for this aid to study, and that he had praised this good deed of the widow Dürer before Luther and others. And yet Pirkheimer, in his spleen at having lost the chance of procuring some stags antlers which had belonged to his friend, and which he coveted, could write of Agues Dürer: She watched him day and night and drove him to work ... that he might earn money and leave it her when he died. For she always thought she was on the borders of ruin  as for the matter of that she does still  though Albrecht left her property worth as much as six thousand florins. But there! nothing was enough; and, in fact, she alone is the cause of his death! We know that what with the four Apostles and his books Dürers last years were not spent on remunerative labours; nor does the Netherlands Journal contain any hint that his wife tried to restrict the employment either of his time or money. His journey into Zeeland was a pure extravagance; for the sale of a copper engraving or woodcut of a whale would have taken some time to make up for such an expense, and, as it turned out, no whale was seen or drawn; and there is no hint that Frau Dürer made reproach or complaint. On the other hand, Pirkheimers words probably had some slight basis; and as Dürers sickness increased upon him, while at the same time he applied himself less and less to making money, the anxious Frau may have become fretful or even nagging at times; and Pirkheimer, whose companionship was probably a cause of extravagances to Dürer, may have been scolded by Agnes, or heard his friend excuse himself from taking part in some convivial meeting, on the plea that his wife found he was spending out of proportion to his takings at the moment.

VII

We have the testimony of a good number of Dürers friends as to the value of his character; and first let us quote from Pirkheimer  writing immediately after Dürers death and before the loss of the coveted antlers had vexed him  to a common friend Ulrich, probably Ulrich Varnbüler.

What can be more grievous for a man than to have continually to mourn, not only children and relations whom death steals from him, but friends also, and among them those whom he loved best? And though I have often had to mourn the loss of relations, still I do not know that any death ever caused me such grief as fills me now at the sudden departure of our good and dear Albrecht Dürer. Nor is this without reason, for of all men not united to me by ties of blood, I have never loved or esteemed any like him for his countless virtues and rare uprightness. And because I know, my dear Ulrich, that this blow has struck both you and me alike, I have not been afraid to give vent to my grief before you of all others, so that together we may pay the fitting tribute of tears to such a friend. He is gone, good Ulrich; our Albrecht is gone! Oh, inexorable decree of fate! Oh, miserable lot of man! Oh, pitiless severity of death! Such a man, yea, such a man, is torn from us, while so many useless and worthless men enjoy lasting happiness, and live only too long!

Thausing insists on the fact that in this letter there is no mention of Dürers death having been caused by his wifes behaviour; but as the relation of Ulrich to the deceased seems to have been well-nigh as intimate as his own, there may have been no need to mention a fact painfully present to both their minds. On the other hand, it is at least as probable that the idea was not present even to the mind of the writer, who, in a style less studiously commonplace, inscribed on Dürers tomb:

Me. AL. DU.

QVICQVID ALBERTI DVRERI MORTALE FVIT, SVB HOC CONDITVR TVMVLO. EMIGRAVIT VIII IDVS APRILIS MDXXVIII.

(To the memory of Albrecht Dürer. All that was mortal of Albrecht Dürer is laid beneath this mound. He departed on April 6, 1528.)

Luther wrote to Eoban Hesse:

As to Dürer, it is natural and right to weep for so excellent a man; still you should rather think him blessed, as one whom Christ has taken in the fulness of His wisdom, and by a happy death, from these most troublous times, and perhaps from times even more troublous which are to come, lest one who was worthy to look upon nothing but excellence should be forced to behold things most vile. May he rest in peace. Amen.

Erasmus had some months before written and printed in a treatise on the right pronunciation of Latin and Greek an eulogy of Dürer. It is not known whether a copy had reached him before his death; in any case to most people it came like a funeral oration from the greatest scholar on the greatest artist north of the Alps. Thausing quotes the following passage from it:

I have known Dürers name for a long time as that of the first celebrity in the art of painting. Some call him the Apelles of our time. But I think that did Apelles live now, he, as an honourable man, would give the palm to Dürer. Apelles, it is true, made use of few and unobtrusive colours, but still he used colours; while Dürer,  admirable as he is, too, in other respects,  what can he not express with a single colour  that is to say, with black lines? He can give the effect of light and shade, brightness, foreground and background. Moreover, he reproduces not merely the natural aspect of a thing, but also observes the laws of perfect symmetry and harmony with regard to the position of it. He can also transfer by enchantment, so to say, upon the canvas, things which it seems not possible to represent, such as fire, sunbeams, storms, lightning, and mist; he can portray every passion, show us the whole soul of a man shining through his outward form; nay, even make us hear his very speech. All this he brings so happily before the eye with those black lines, that the picture would lose by being clothed in colour. Is it not more worthy of admiration to achieve without the winning charm of colour what Apelles only realised with its assistance?

Melanchthon wrote in a letter to Camerarius:

It grieves me to see Germany deprived of such an artist and such a man.

And we learn from his son-in-law, Caspar Penker, that he often spoke of Dürer with affection and respect; he writes:

Melanchthon was often, and many hours together, in Pirkheimers company, at the time when they were advising together about the churches and schools at Nürnberg; and Dürer, the painter, used also to be invited to dinner with them. Dürer was a man of great shrewdness, and Melanchthon used to say of him that though he excelled in the art of painting, it was the least of his accomplishments. Disputes often arose between Pirkheimer and Dürer on these occasions about the matters recently discussed, and Pirkheimer used vehemently to oppose Dürer. Dürer was an excessively subtle disputant, and refuted his adversarys arguments, just as if he had come fully prepared for the discussion. Thereupon Pirkheimer, who was rather a choleric man and liable to very severe attacks of the gout, fired up and burst forth again and again into such words as these, What you say cannot be painted. Nay! rejoined Dürer, but what you advance cannot be put into words or even figured to the mind. I remember hearing Melanchthon often tell this story, and in relating it he confessed his astonishment at the ingenuity and power manifested by a painter in arguing with a man of Pirkheimers renown.

Such scenes no doubt took place during the years after Dürers return from the Netherlands. Melanchthon also wrote in a letter to George von Anhalt:

I remember how that great man, distinguished alike by his intellect and his virtue, Albrecht Dürer the painter, said that as a youth he had loved bright pictures full of figures, and when considering his own productions had always admired those with the greatest variety in them. But as an older man, he had begun to observe nature and reproduce it in its native forms, and had learned that this simplicity was the greatest ornament of art. Being unable completely to attain to this ideal, he said that he was no longer an admirer of his works as heretofore, but often sighed when he looked at his pictures and thought over his want of power.

And in another letter he remembers that Dürer would say that in his youth he had found great pleasure in representing monstrous and unusual figures, but that in his later years he endeavoured to observe nature, and to imitate her as closely as possible; experience, however, had taught him how difficult it was not to err. And Thausing continues: Melanchthon speaks even more frequently of how Dürer was pleased with pictures he had just finished, but when he saw them after a time, was ashamed of them; and those he had painted with the greatest care displeased him so much at the end of three years that he could scarcely look at them without great pain.

And this on his appreciation of Luthers writings:

Albrecht Dürer, painter of Nürnberg, a shrewd man, once said that there was this difference between the writings of Luther and other theologians. After reading three or four paragraphs of the first page of one of Luthers works he could grasp the problem to be worked out in the whole. This clearness and order of arrangement was, he observed, the glory of Luthers writings. He used, on the contrary, to say of other writers that, after reading a whole book through, he had to consider attentively what idea it was that the author intended to convey.

Lastly, Camerarius, the professor of Greek and Latin in the new school of Nuremberg, in his Latin translation of Dürers book on Human Proportions, writes thus:

It is not my present purpose to talk about art. My purpose was to speak somewhat, as needs must be, of the artificer, the author of this book. He, I trust, has become known by his virtue and his deserts, not only to his own country, but to foreign nations also. Full well I know that his praises need not our trumpetings to the world, since by his excellent works he is exalted and honoured with undying glory. Yet, as we were publishing his writings, and an opportunity arose of committing to print the life and habits of a remarkable man and a very dear friend of ours, we have judged it expedient to put together some few scraps of information, learnt partly from the conversations of others and partly from our own intercourse with him. This will give some indication of his singular skill and genius as artist and man, and cannot fail of affording pleasure to the reader. We have heard that our Albrecht was of Hungarian extraction, but that his forefathers emigrated to Germany. We can, therefore, have but little to say of his origin and birth. Though they were honourable, there can be no question but that they gained more glory from him than he from them.

Nature bestowed on him a body remarkable in build and stature, and not unworthy of the noble mind it contained; that in this, too, Natures Justice, extolled by Hippocrates, might not be forgotten  that Justice, which, while it assigns a grotesque form to the apes grotesque soul, is wont also to clothe noble minds in bodies worthy of them. His head was intelligent, his eyes flashing, his nose nobly formed, and, as the Greeks say, tetrágônon. His neck was rather long, his chest broad, his body not too stout, his thighs muscular, his legs firm and steady. But his fingers  you would vow you had never seen anything more elegant.

His conversation was marked by so much sweetness and wit, that nothing displeased his hearers so much as the end of it. Letters, it is true, he had not cultivated, but the great sciences of Physics and Mathematics, which are perpetuated by letters, he had almost entirely mastered. He not only understood principles and knew how to apply them in practice, but he was able to set them forth in words. This is proved by his geometrical treatises, wherein I see nothing omitted, except what he judged to be beyond the scope of his work. An ardent zeal impelled him towards the attainment of all virtue in conduct and life, the display of which caused him to be deservedly held a most excellent man. Yet he was not of a melancholy severity nor of a repulsive gravity; nay, whatever conduced to pleasantness and cheerfulness, and was not inconsistent with honour and rectitude, he cultivated all his life and approved even in his old age. The works he has left on Gymnastic and Music are of such character.

But Nature had specially designed him for a painter, and therefore he embraced the study of that art with all his energies, and was ever desirous of observing the works and principles of the famous painters of every land, and of imitating whatever he approved in them. Moreover, with respect to those studies, he experienced the generosity and won the favour of the greatest kings and princes, and even of Maximilian himself and his grandson the Emperor Charles; and he was rewarded by them with no contemptible salary. But after his hand had, so to speak, attained its maturity, his sublime and virtue-loving genius became best discoverable in his works, for his subjects were fine and his treatment of them noble. You may judge the truth of these statements from his extant prints in honour of Maximilian, and his memorable astronomical diagrams, not to mention other works, not one of which but a painter of any nation or day would be proud to call his own. The nature of a man is never more certainly and definitely shown than in the works he produces as the fruit of his art.... What single painter has there ever been who did not reveal his character in his works? Instead of instances from ancient history, I shall content myself with examples from our own time. No one can fail to see that many painters have sought a vulgar celebrity by immodest pictures. It is not credible that those artists can be virtuous, whose minds and fingers composed such works. We have also seen pictures minutely finished and fairly well coloured, wherein, it is true, the master showed a certain talent and industry; but art was wanting. Albrecht, therefore, shall we most justly admire as an earnest guardian of piety and modesty, and as one who showed, by the magnitude of his pictures, that he was conscious of his own powers, although none even of his lesser works is to be despised. You will not find in them a single line carelessly or wrongly drawn, not a single superfluous dot.

What shall I say of the steadiness and exactitude of his hand? You might swear that rule, square, or compasses had been employed to draw lines, which he, in fact, drew with the brush, or very often with pencil or pen, unaided by artificial means, to the great marvel of those who watched him. Why should I tell how his hand so closely followed the ideas of his mind that, in a moment, he often dashed upon paper, or, as painters say, composed, sketches of every kind of thing with pencil or pen? I see I shall not be believed by my readers when I relate, that sometimes he would draw separately, not only the different parts of a composition, but even the different parts of bodies, which, when joined together, agreed with one another so well that nothing could have fitted better. In fact this consummate artists mind endowed with all knowledge and understanding of the truth and of the agreement of the parts one with another, governed and guided his hand and bade it trust to itself without any other aids. With like accuracy he held the brush, wherewith he drew the smallest things on canvas or wood without sketching them in beforehand, so that, far from giving ground for blame, they always won the highest praise. And this was a subject of greatest wonder to most distinguished painters, who, from their own great experience, could understand the difficulty of the thing.

I cannot forbear to tell, in this place, the story of what happened between him and Giovanni Bellini. Bellini had the highest reputation as a painter at Venice, and indeed throughout all Italy. When Albrecht was there he easily became intimate with him, and both artists naturally began to show one another specimens of their skill. Albrecht frankly admired and made much of all Bellinis works. Bellini also candidly expressed his admiration of various features of Albrechts skill, and particularly the fineness and delicacy with which he drew hairs. It chanced one day that they were talking about art, and when their conversation was done Bellini said: Will you be so kind, Albrecht, as to gratify a friend in a small matter? You shall soon see, says Albrecht, if you will ask of me anything I can do for you. Then says Bellini: I want you to make me a present of one of the brushes with which you draw hairs. Dürer at once produced several, just like other brushes, and, in fact, of the kind Bellini himself used, and told him to choose those he liked best, or to take them all if he would. But Bellini, thinking he was misunderstood, said: No, I dont mean these, but the ones with which you draw several hairs with one stroke; they must be rather spread out and more divided, otherwise in a long sweep such regularity of curvature and distance could not be preserved. I use no other than these, says Albrecht, and to prove it, you may watch me. Then, taking up one of the same brushes, he drew some very long wavy tresses, such as women generally wear, in the most regular order and symmetry. Bellini looked on wondering, and afterwards confessed to many that no human being could have convinced him by report of the truth of that which he had seen with his own eyes.

A similar tribute was given him, with conspicuous candour, by Andrea Mantegna, who became famous at Mantua by reducing painting to some severity of law  a fame which he was the first to merit, by digging up broken and scattered statues, and setting them up as examples of art. It is true all his work is hard and stiff, inasmuch as his hand was not trained to follow the perception and nimbleness of his mind; still it is held that there is nothing better or more perfect in art. While Andrea was lying ill at Mantua he heard that Albrecht was in Italy, and had him summoned to his side at once, in order that he might fortify his (Albrechts) facility and certainty of hand with scientific knowledge and principles. For Andrea often lamented in conversation with his friends that Albrechts facility in drawing had not been granted to him nor his learning to Albrecht. On receiving the message Albrecht, leaving all other engagements, prepared for the journey without delay. But before he could reach Mantua Andrea was dead, and Dürer used to say that this was the saddest event in all his life; for, high as Albrecht stood, his great and lofty mind was ever striving after something yet above him.

Almost with awe have we gazed upon the bearded face of the man, drawn by himself, in the manner we have described, with the brush on the canvas and without any previous sketch. The locks of the beard are almost a cubit long, and so exquisitely and cleverly drawn, at such regular distances and in so exact a manner, that the better any one understands art, the more he would admire it, and the more certain would he deem it that in fashioning these locks the hand had employed artificial aid.

Further, there is nothing foul, nothing disgraceful in his work. The thoughts of his most pure mind shunned all such things. Artist worthy of success! How like, too, are his portraits! How unerring! How true!

All these perfections he attained by reducing mere practice to art and method, in a way new at least to German painters. With Albrecht all was ready, certain, and at hand, because he had brought painting into the fixed track of rule and recalled it to scientific principles; without which, as Cicero said, though some things may be well done by help of nature, yet they cannot always be ready to hand, because they are done by chance. He first worked his principles out for his own use; afterwards with his generous and open nature he attempted to explain them in books, written to the illustrious and most learned Wilibald Pirkheimer. And he dedicated them to him in a most elegant letter which we have not translated, because we felt it to be beyond our power to render it into Latin without, so to speak, disfiguring its natural countenance. But before he could complete and publish the books, as he had hoped, he was carried off by death  a death, calm indeed and enviable, but in our view premature. If there was anything at all in that man which could seem like a fault, it was his excessive industry, which often made unfair demands upon him.

Death, as we have said, removed him from the publication of the work which he had begun, but his friends completed the task from his own manuscript. About this, in the next place, and about our own version, we shall say a few words. The work, being founded on a sort of geometrical system, is unpolished and devoid of literary style; so it seems rather rugged. But that is easily forgiven in consideration of the excellence of the matter. He requested me himself, only a few days before his death, to translate it into Latin while he should correct it; and I willingly turned my attention and studies to the work. But death, which takes everything, took from him his power of supervision and correction. His friends subsequently, after publishing the work, prevailed on me, by their claims rather than their requests, to undertake the Latin translation, and to complete after his death the task Dürer had laid upon me in his life.

If I find that my industry and devotion in this matter meet with my readers approval, I shall be encouraged to translate into Latin the rest of Albrechts treatise on painting, a work at once more finished and more laborious than the present. Moreover, his writings on other subjects will also be looked for, his Geometries and Tichismatics, in which he explained the fortification of towns according to the system of the present day. These, however, appear to be all the subjects on which he wrote books. As to the promise, which I hear certain persons are making in conversation or in writing, to publish a book by Dürer on the symmetry of the parts of the horse, I cannot but wonder from what source they will obtain after his death what he never completed during his life. Although I am well aware that Albrecht had begun to investigate the law of truth in this matter too, and had made a certain number of measurements, I also know that he lost all he had done through the treachery of certain persons, by whose means it came about that the authors notes were stolen, so that he never cared to begin the work afresh. He had a suspicion, or rather a certainty, as to the source whence came the drones who had invaded his store; but the great man preferred to hide his knowledge, to his own loss and pain, rather than to lose sight of generosity and kindness in the pursuit of his enemies. We shall not, therefore, suffer anything that may appear to be attributed to Albrechts authorship, unworthy as it must evidently be of so great an artist.

A few years ago some tracts also appeared in German, containing rules, in general faulty and inappropriate, about the same matter. On these I do not care now to waste words, though the author, unless I am much mistaken, has not once repented of his publication. But these rules above-mentioned, which are easily proved to be Albrechts, not only because he prepared them himself for publication, but also because of their own excellence, you will, I think, obtain considerably better here than from other sources. Not that they are more finished in point of erudition and learning in the present book than elsewhere, but because those who interpret them in the authors own workshop, among the expansions and corrections of his autograph manuscripts and the variations of his different copies, stand in the light about many points, which must of necessity seem obscure to others, however learned they may be.

This will be seen in the case of the book on Geometry, which a learned man has in hand and will shortly publish in a more elaborate form, and with more explanation of certain points than it possesses at present. For it will be increased by no less than twenty-six [Greek: schêmata] (figures) and countless corrections or improvements of earlier editions. The author himself on rereading had thus improved and amplified what had already been issued. As though he foresaw that he would publish no more, he had directed his future editors as to what was to be done about the letterpress and figures; and we shall take care that it is published at the earliest possible date in the German language, in which the author wrote it. It is only to be expected that this will be welcome to the public, who will thus return thanks for the authors burning desire to do something by his discoveries for the public good, and for our own labour and eagerness in publishing to all nations what appears to be written only for one.

Though these testimonies may often seem either trifling, or obscured by the pedantic affectation of the writers, they, like the signatures of well-respected men, endorse the impression produced by Dürers works and writings. As we study the character of Dürers creative gift in relation to his works, several of the phrases used by Erasmus, Camerarius, and Melanchthon should take added significance, being probably remembered from conversations with the great artist himself. Dürer, like Luther, was depressed and distressed at the course the Reformation had run; but, like Erasmus, though regretting and disparaging the present, he looked forward to the future, and knew that he would be surpassed, and had no morbid inclination to see the end and final failure of human effort in his own exhaustion.


PART III. DÜRER AS A CREATOR


CHAPTER I. DÜRERS PICTURES

I

Dürers paintings have suffered more by the malignity of fortune than any of his other works. Several have disappeared entirely, and several are but wrecks of what they once were. Others are, as he tells us, ordinary pictures, of which I will in a year paint a pile which no one would believe it possible for one man to do in the time, and are perhaps more the work of assistants than of the master. Others, again, have since been repainted, more or less disastrously. Yet enough remain to show us that Dürer was not a painter born, in the sense that Titian and Correggio or Rembrandt and Rubens are; nay, not even in the sense that a Jan Van Eyck or a Mantegna is. Mantegna is certainly the painter with whom Dürer has most affinity, and whose method of employing pigment is least removed from his; but Mantegna is a born colourist  a man whose eye for colour is like a musicians ear for melody  while Dürer is at best with difficulty able to avoid glaring discords, and, if we are to judge by the ordinary pictures, did not avoid them. Again, Mantegna is not so dependent on line as Dürer  nearly the whole of whose surface is produced by hatching with the brush point. These facts may, perhaps, account for the large portion of Dürers time devoted to engraving. As an engraver he early found a style for himself, which he continued to develop to the end of his life. As a painter he was for ever experimenting, influenced now by Jacopo de Barbari, again by Bellini and the pictures he saw at Venice, and yet again by those he saw in the Netherlands. As Velasquez, after each of his journeys to Italy, returns to attempt a mythological picture in the grand style, so Dürer turns to painting after his return from Venice or from the Netherlands; and his pictures divide themselves into three groups: those painted after or during his Wanderjahre and before he went to Venice in 1505, those painted there and during the next five years after his return, and those painted in the Netherlands or commenced immediately on his return thence.

II

The mediums of oil and tempera lend themselves to the production of broad-coloured surfaces that merge imperceptibly into one another. There are men the fundamental unit of whose picture language is a blot or shape; as children or as savages, they would find these most capable of expressing what they saw. There are others for whom the scratch or line is the fundamental unit, for whom every object is most naturally expressed by an outline. There are, of course, men who present us with every possible blend of these two fundamental forms of picture language.

The mediums of oils and tempera are especially adapted to the requirements of those who see things rather as a diaper of shapes than as a map of lines; while for these last the point of pen, burin, or etching-needle offers the most congenial implement. Dürer was very greatly more inclined to express objects by a map of lines than as a diaper of coloured shapes; and for this reason I say that he was not a painter born. If this be true, as a painter he must have been at a disadvantage. In this preponderance of the draughtsman qualities he resembles many artists of the Florentine school, as also in his theoretic pre-occupation with perspective, proportion, architecture, and technical methods. We are impressed by a coldness of approach, an austerity, a dignity not altogether justified by the occasion, but as it were carried over from some precedent hour of spiritual elevation; the prophets demeanour in between the days of visitation, a little too consciously careful not to compromise the divinity which informs him no longer. This tendency to fall back on manner greatly acquired indeed, but no longer consonant with the actual mood, which is really too vacant of import to parade such importance, is often a fault of natures whose native means of expression is the thin line, the geometers precision, the architects foresight in measurement. And by allowing for it I think we can explain the contradiction apparent between the critics continual insistence on what they call Dürers great thoughts, and the sparsity of intellectual creativeness which strikes one in turning over his engravings, so many are there of which either the occasion or the conception are altogether trivial when compared with the grandiose aspect of the composition or the impeccable mechanical performance. Dürers literary remains sufficiently prove his mind to have been constantly exercised upon and around great thoughts, and their influence may be felt in the austerity and intensity of his noblest portraits and other creations. But great thoughts in respect of works of art either means the communication of a profound emotion by the creation of a suitable arabesque for a deeply significant subject, as in the flowing masses of Michael Angelos Creation of Man, or it means the pictorial enhancing of the telling incidents of a dramatic situation such as we find it in Rembrandts treatment of the Crucifixion, Deposition, or Entombment. Now it seems to me the paucity of successes on these lines in one who nevertheless occasionally entirely succeeds, is what is most striking in Dürer. Perhaps when dealing with the graphic arts one should rather speak of great character than great thoughts; yet Dürer, while constantly impressing us as a great character, seems to be one who was all too rarely wholly himself. The abundant felicity in expression of Rembrandt or Shakespeare is altogether wanting. The imperial imposition of mood which Michael Angelo affects is perhaps never quite certainly his, even in the Melancholy. Yet we feel that not only has he a capacity of the same order as those men, but that he is spiritually akin to them, despite his coldness, despite his ostentation.

But not only is Dürer praised for great thoughts, but he is praised for realism, and sometimes accused of having delighted in ugliness; or, as it is more cautiously expressed, of having preferred truth to grace. This is a point which I consider may better be discussed in respect to his drawings than his pictures, which nearly always have some obvious conventional or traditional character, so that the word realism cannot be applied to them. Even in his portraits his signature or an inscription is often added in such a manner as insists that this is a painting, a panel;  not a view through a window, or an attempt to deceive the eye with a make-believe reality.

III

The altar-piece, consisting of a centre, the Virgin Mary adoring her baby son in the carpenters shop at Nazareth, and two wings, St. Anthony and St. Sebastian, though the earliest of Dürers pictures which has survived, is perhaps the most beautiful of them all, at least as far as the two wings are concerned. The centre has been considerably damaged by repainting, and was probably, owing to the greater complication of motives in it, never quite so successful. Whether at Venice or elsewhere, it would seem almost necessary that the young painter had seen and been impressed by pictures by Gentile Bellini and Andrea Mantegna, both of whom have painted in the same thin tempera on fine canvas, obtaining similar beauties of colour and surface. It is hardly possible to imagine one who had seen none but German or Flemish pictures painting the St. Sebastian. The treatment of the still life in the foreground is in itself almost a proof of this. Perhaps this thin, flat tempera treatment was that most suited to Dürers native bias, and we should regret his having been tempted to overcome the more brilliant and exacting medium of oils. In any case he more than once reverted to it in portraits and studies, while the majority of the pictures painted before he went to Venice in 1506 have more or less kinship with it. The supposed portrait of Frederic the Wise is another masterpiece in this kind, and the Hercules slaying the birds of the Stymphalian Lake in the Germanic Museum, Nuremberg, 1500, was probably another. For though now considerably damaged by restorations and dirt, it suggests far greater pleasures than it actually imparts. The contrast between

The sea-worn face sad as mortality,
Divine with yearning after fellowship,

and the blond richly curling hair blown back from it, is extremely fine and entirely suited to the treatment; as is also the similar contrast between the richly inlaid bow, shield, and arrows, and the broad and flowing modulation of the energetic limbs and back.

The Paumgartner altar-piece, 1499, stands out from the ordinary pictures belonging to this early period. It consists of a charming and gay Nativity in the centre, and two knights in armour on the wings, probably portraits of the donors, Stephan and Lucas Paumgartner, figuring as warlike saints. Stephan, a personal friend of Dürers, figured again as St. George in the Trinity and All Saints picture painted in 1511. There were originally two panels with female saints beyond these again, but no trace of them remains. Now that the landscape backgrounds have been removed from the side panels, there is no reason to suppose that any one but Dürer had a hand in these works. But in writing to Heller, he tells him that it was unheard of to put so much work into an altar-piece as he was then putting into his Coronation of the Virgin, and we may feel certain that Dürer regarded this picture as in the altar-piece category. The two knights are represented against black grounds, and their silhouettes form a very fine arabesque, which the streamers of their lances, artificially arranged, complete and emphasise. This black ground points probably to the influence of Jacopo de Barbari, whom Dürer had met and been mystified by. (See .)

[Illustration: ST. GEORGE AND ST. EUSTACE Side panels in oils of the Paumgartner Altar-piece in the Alt Pinakothek, Munich]

No doubt there was much in such a background that appealed to the draughtsman in Dürer. It insisted on the outline which had probably been the starting-point of his conception. Nothing could be less painter-like, or make the modelling of figures more difficult, as Dürer, perhaps, realised when he later on painted the Adam and Eve at Madrid. These two warriors are, however, most successful and imposing, and immeasurably enhanced now that the spurious backgrounds, artfully concocted out of Dürers own prints by an ingenious improver of his betters, have been removed. This person had also tinkered the centre picture, painting out two heraldic groups of donors, far smaller in scale than the actual personages of the scene, but very useful in the composition, as giving a more ample base to the masses of broken and fretted quality; useful also now as an additional proof of how free from the fetters of an impertinent logic of realism Dürer ever was. These little kneeling donors and their coats of arms emphasise the surface, and are delightful in their naïvety, while they serve to render the gay, almost gaudy panel more homely, and give it a place and a function in the world. For they help us to realise that it answered a demand, and was not the uncalled-for and slightly frigid excursion of the aesthetic imagination which it must otherwise appear. In the same way the brilliant Adoration of the Magi (dated 1504) in the Uffizi, also somewhat gaudy and frigid, could we but see it where it originally hung in Luthers church at Wittenberg, might invest itself with some charm that one vainly seeks in it now. The failure in emotion might seem more natural if we saw the wise Elector discussing his new purchase; we might have felt what Dürer meant when a year later he wrote from Venice: I am a gentleman here and only a hanger-on at home. The expectation and prophecy of his success in those who surround a painter,  even if it be chiefly expressed by bitter rivalry, or the craft by which one greedy purchaser tries to over-reach another, even if he has to be careful not to eat at some tables for fear of being poisoned by a host whose ambition his present performance may have dashed  even expressed in this truly Venetian manner, the expectation and prophecy of his success in those about him make it easier for a painter to soar, and may touch his work with an indefinable glow that the approval of honest and astute electors or solid burghers may have been utterly powerless to impart.

IV

At Venice, perhaps the occasion for his journey thither, Dürer undertook a more important work than any he had yet attempted. The Feast of the Rose Garlands was painted for the high altar of the church of San Bartolommeo, belonging to the German Merchants Exchange, and close to their Pondaco. In it we find a very considerable influence of Italy in general, and Giovanni Bellini in particular; it is a splendid and pompous parade piece, and probably the portraits of the German merchants which it contained were the part of the work which was most successful, as it was certainly that most congenial to Dürers genius. The Christ among the Doctors, dated 1506, and now in the Barberini Palace at Rome, might seem to have been painted chiefly to justify Giovanni Bellinis astonishment at the calligraphical painting of hair. It is one of those pictures of which a literary description would please more than the work itself. Though the contrast between the sweet childish face and those of the old worldly scribes is well conceived, it is in reality so violent as to be grotesque, and the play of hands produces the effect of a diagram explanatory of a conjuring trick, or a deaf and dumb alphabet, instead of conveying the inner sense of the scene represented after Rossettis fashion, who so often succeeded in making hands speak. Another work, which dates from Venice, is the little Crucifixion (at Dresden.) Perhaps the landscape and suffering body are just sufficiently touched with acute emotion to make the arabesque of the two floating ends of the loin-cloth appear a little out of place; for in spite of the delicacy and all but tenderness which Dürer has for once attained to in the workmanship, ones satisfaction seems let and hindered.

V

Shortly after his return from Venice, Dürer completed two life-size panels representing Adam and Eve; there are drawings for them dated during his stay at Venice, but as a work of art they are far less interesting than the engraving of the same subject completed three years earlier. The treatment, even the conception, has been inadequately influenced by the proposed scale of the work. Probably they were like the earlier Hercules, done to please the artist himself rather than some patron; they are an effort to prove that he could do something which was after all too hard for him. Not only had he set himself the problem which the Greeks and Michael Angelo, and Raphael with their aid alone, had solved, of finding proportions suitable to express harmoniously the infinite capacity for complex motion combined with that constancy of intention which gives dignity to men and women alone among animals; but the technical problems involved in representing life-size nude figures against a plain black ground were indeed an unconscious confession that Dürer did not understand paint. There is a copy of these panels, recently attributed to Baldung Grien, in the Pitti. Animals and birds have been added from drawings made by Dürer, but the picture is still farther from success, though Grien may not improbably have executed it with Dürer at his elbow. Dürer made one more attempt at representing a life-size nude, the Lucretia, finished in 1518, at a period when his powers seem to have been clouded, for the few pictures which belong to it are all inferior. However, studies for the figure exist dated 1508, so we may suppose it was a project brought back from Venice. His ill-success with this subject may remind us of Shakespeares long pedantic exercise in rhyme on the same theme. The pictorial motive of Dürers work is beautiful and worthy of a Greek: indeed it is identical with that of Watts Psyche, of which the version in private hands is very superior to that in the Tate Gallery. The position of the bed, the idea of the draperies all are parallel. No doubt the lonely feather shed from Loves wing at which Psyche gazes is both more of a poets and of a painters invention than the cold steel of Lucretias dagger. And in spite of his wide knowledge of Greek and Italian art, our English master could scarcely have produced a work of such classic dignity with the more violent motive of the dagger, which seems to call for The torch that flames with many a lurid flake, or at least the torpid glow of smouldering embers, to light it in such a manner as would make a really pictorial treatment possible. No doubt Dürer has been misled by a too tyrannous notion as to what ought to be the physical build of so chaste a matron, and in his anxiety to make chastity self-evident, has forgotten to explain the need for it by such a degree of attractiveness as might tempt a tyrant to be dangerous. Just as Shakespeare, in attempting to exhaust every possible motive which the situation comports, has forgotten that for a character that can move us a selection is needed. Another elaborate piece of frigid invention is the Massacre of the Ten Thousand Saints in the reign of Sapor II. of Persia, in the Imperial Gallery at Vienna, dated 1508. However, in this case no doubt Dürer could plead that the subject was not of his own choice, for he was commissioned by the Elector, Frederic the Wise, whose wisdom probably did not extend to a knowledge of what subjects lend themselves to pictorial treatment. Still, making every allowance for these facts, it cannot be admitted that Dürer did the best possible with his subject. Probably it did not move him, and neither does he us. Peter Breughel and Albrecht Altdorfer would certainly have done far better so far as the conception of the picture is concerned, though neither of them had so much skill to waste on its realisation. Nevertheless, this tour de force is the picture of Dürers most pleasing in surface and colour, with the exception of the Wings of the Dresden Altar-piece. It contains beautiful groups and figures, and is extremely well executed; so that it may amuse and delight the eye for a long time while the significance of the subject is forgotten.

[Illustration: THE MARTYRDOM OF TEN THOUSAND SAINTS UNDER SAPOR II. OF PERSIA  Oil picture. Iste faciebat anno domini 1508 Albertus Dürer Alemanus]

VI

We now turn to the third and fourth of the half-dozen pictures of Dürer, which stand out from all the rest by their elaboration and importance. The Coronation of the Virgin (see ), painted as the centre panel of the altar-piece commissioned by Jacob Heller at Frankfort, was unfortunately burnt with the palace at Munich on the night of April 9, 1674; the Elector Maximilian of Bavaria having forced or cajoled the Dominicans, to whose church Heller had left it, to sell it to him. It is now represented by a copy made by Paul Juvenal in its original position, where the almost ruined portraits of Heller and his wife are supposed to have been partly Dürers, though the other panels are obviously the work of assistants. This work exists for us in a series of magnificent brush drawings in black and white line on grey paper, rather than in the copy, and we can in a measure imagine its appearance by the perfectly-preserved Trinity and All Saints commenced immediately after it for Matthew Landauer, and now in the Imperial Gallery at Vienna. Nothing can surpass this last picture in elaboration and finish; the colour, if not beautiful, is rich and luminous; and though it is separate faces and draperies which chiefly delight the eye, the composition of the whole is an adequate adaptation of the traditional treatment for such themes which had been handed down through the middle ages. It invites comparison rather with the similar subjects painted by Fra Angelico than with the Disputa of Raphael, to which German critics compare it; however, it possesses as little of Angelicos sweet blissfulness as the Dominican painter possessed of Dürers accuracy of hand and searching intensity of visual realisation. Both painters are interested in individuals, and, representing crowds of faces, make every one a portrait; both evince a dramatic sense of propriety in gesture, both revel in bright, clear colours, especially azure; but as the light in Dürers masterpiece has a rosy hotness, which ill bears comparison with the virginal pearliness of Angelicos heaven, so the costumes and the figures of the Florentine are doll-like, when compared with the unmistakable quality of the stuffs in which the fully-resurrected bodies of Dürers saints rumple and rustle. The wings of his angels are at least those of birds, though coloured to fancy, while Angelicos are of pasteboard tinsel and paint. But in spite of the comparative genuineness of his upholstery, as a vision of heaven there can be no hesitation in preferring that of the Florentine.

In a frame designed by Dürer and carved under his supervision, this monument to thoroughness and skill was ensconced in a little chapel dedicated to All Saints, which in style approaches our Tudor buildings. There the frame remained till lately with a poor copy of the picture and an inscription in old German to this effect: (Matthew Landauer completed the dedication of this chapel of the twelve brethren, together with the foundation attached to it, and this picture, in the year 1511 after the birth of Christ,)

Dürer signed his picture with the same Latin formula as that of the Coronation:

Albrecht Dürer of Nuremberg did this the year from when the Virgin brought forth 1511.

VII

Of all Dürers paintings of the Madonna, there is only one which, by its superb design, deserves special notice among his masterpieces. This Madonna with the Iris exists in two versions, both unfinished; one the property of Sir Frederick Cook, the other at Prague, in the Rudolphium. This latter Mr. Campbell Dodgson considers to be a poor copy. The panel is badly cracked, and weeds and long grasses have been added, apparently with a view to masking the cracks. Judging from a photograph alone, many of these additions seem so appropriately placed and freely sketched that I feel it at least to be possibly a work by the master himself. On the other hand, Sir Fredericks picture is so sleepy and clumsy in handling, that though it is unfinished, and perhaps in part damaged by some restorer, I feel great hesitation in regarding it as Dürers handiwork. In both cases the magnificent design is his, and that alone in either is fully representative of him. Mr. Campbell Dodgson ventures to criticise the profusion of drapery as excessive, but my feeling, I must confess, endorses Dürers in this, rather than that of his learned critic. To me this profusion, and the grandeur it gives as a mass in the design, is of the very essence of what is most peculiarly creative in Dürers imagination.

The last picture of which it is necessary to speak is that of the Four Apostles or the Four Preachers, as they have been more appropriately called; it was perhaps the last he painted, and is in many respects the most successful. It is the only one by which the comparison with Raphael, so dear to German critics, seems at all warranted: there is certainly some kinship between Dürers St. John and St. Paul and apostolic figures in the cartoons or on the Vatican walls. The German artists manner is less rhetorical, but his conception is hardly less grandiose; and his taste does not so closely border on over-emphasis, but neither is it so conscious or so fluent. Technically it seems to me that the chief influence is a recollection of the large canvases of Jan and Hubert Van Eyck and Hubert Van der Goes which Dürer had admired in the Netherlands; these had strengthened and directed the bias of his self-culture towards simple masses on a large scale. He may very well have sought to combine what he learnt from them with hints he found in the engravings after Raphael which he obtained in Antwerp. His increasing sickness may probably account for the fact that the white mantle of St. Paul is the only portion quite finished. The assertion of the writing-master, Johann Neudörffer, who in his youth had known Dürer, that the four figures are typical of the four temperaments, the sanguine, the choleric, the phlegmatic, and the melancholic,  into which categories an amateurish psychology arbitrarily divided human characters,  is as likely to be correct as it is certain that it adds nothing to the power and beauty of the presentation. Though Dürer in his work on human proportions describes the physical build of these different types, we do not know exactly what degree of precision he imagined it possible to attain in discerning them, or to what extent their names were merely convenient handles for certain types which he had chosen æsthetically. To us to-day this classification is merely a trace of an obsolete pedantry, which it would be a vain curiosity to attempt to follow with the object of identifying its imaginary bases.

The four preachers have all the air of being striking likenesses of actual people which it is possible for work so broadly and grandly conceived to have. These panels are interesting, even more than by their actual success, as showing us what a scholar Dürer was to the end; how he learned from every defeat as well as every victory, and constantly approached a conception and a rendering of human beauty which seems intimately connected with mans fullest intellectual and spiritual freedom  a conception and rendering of human beauty which Raphael himself had to learn from the Greeks and Michael Angelo. The work has suffered, it is supposed, from restorers, and also from the Munich monarch, Maximilian, who had the tremendous texts (see page 177) which Dürer had inscribed beneath the two panels sawn off in order to spare the feelings of the Jesuits, who were dominant at his court, for their conception of religion did not consist with terrors to come for those who, abuse their trust as governors and directors of mankind.

Lastly, mention must be made of Dürers monochrome masterpiece, The Road to Calvary 15.27 (see illus.), in the collection of Sir Frederick Cook. A poor copy of this work is at Dresden, a better one at Bergamo. The effect of it, and several elaborate water-colour designs of the same class, is akin to the peculiar richness of chased metal work; glinting light hovers over crowds of little figures.


CHAPTER II. DÜRERS PORTRAITS

I

If Dürers pictures are as a whole the least satisfactory section of his work, in his portraits he makes us abundant amends for the time he might otherwise have been reproached for wasting to obtain a vain mastery over brushes and pigment.

Unfortunately it is probable that many even of these have been lost or destroyed, while of his most interesting sitters we have nothing but drawings. He did not paint his friend, the boisterous and learned Pirkheimer; and what would we not give for a painted portrait of Erasmus, or a portrait of Kratzer, the astronomer royal, to compare with the two masterpieces by Holbein in the Louvre? Even the posthumous portrait of his Imperial patron Maximilian is less interesting than the drawings from which it was done, the eccentric sitter not having the time to spare for so sensible a monument.

[Illustration: PORTRAIT OF THE ARTIST Pen drawing in dark brown ink at Erlangen (This drawing has been cut down for reproduction)]

II

However, Dürer had one sitter who was perhaps the most beautiful of all the sons of men, whose features combined in an equal measure nobleness of character, intellectual intensity and physical beauty; and, finding him also most patient and accessible, he painted him frequently. The two earliest portraits of himself are the drawings which show him at the ages of thirteen and nineteen(?) respectively (see illustration). Then, as a young man with a sprouting chin, we have the picture till recently at Leipzig of which Goethes enthusiastic description has already been quoted (). It is probable that neither Titian nor Holbein could have shown at so early an age a portrait so admirably conceived and executed. It is a masterpiece, even now that the inevitable improvements which those who lack all relish of genius rarely lack the opportunity, never the inclination, to add to a masterpiece, have confused the drawing of the eyes, and reduced the bloom and delicacy that the features traced by a master hand, even when they become an almost complete wreck, often retain; for time and fortune are not so conscientiously destructive as the imbecility of the incapable. Next we have a portrait of Dürer when only five years older, in perfect preservation,  that in the Prado at Madrid. This charming picture must certainly have drawn a sonnet from the Shakespeare who wrote Loves Labour Lost, could he have seen it. For it presents a young dandy, the delicacy and sensitiveness of whose features seem to demand and warrant the butterfly-like display of the white and black costume hemmed with gold, and of a cap worthy to crown those flowing honey-coloured locks. There is a good copy of this delightful work in the Uffizi, where, in a congregation of self-painted artists, it does all but justice to the most beautiful of them all. For fineness of touch the original has never been surpassed by any hand of European or even Chinese master. Next there are the dapper little full-length portraits which Dürer inserted in his chief paintings. He stands beside his friend Pirkheimer at the back of the adoring crowd in the Feast of the Roses, and again in the midst of the mountain slope, where on all sides of them the ten thousand saints suffer martyrdom. Dürer stands alone beside an inscription in a gentle pastoral landscape beneath the vision of the Virgins Assumption seen over the heads of the Apostles, who gaze up in rapture; and again he is alone beside a broad peaceful river beneath the vision of the Holy Trinity and All Saints. I know of no parallel to these little portraits. Rembrandt and Botticelli and many others have introduced portraits of themselves into religious pictures, but always in disguise, as a personage in the crowd or an actor in the scene. Only the master who was really most exceptional for his good looks, has had the kindness, in spite of every incongruity, to present himself before us on all important occasions, like the court beauty in whom it is charity rather than vanity to appear in public. It is expected that the very beautiful be gracious thus. Emerson tells us that two centuries ago the Town Council of Montpelier passed a law to constrain two beautiful sisters to sit for a certain time on their balcony every other day, that all might enjoy the sight of what was most beautiful in their town. It was one of the most gracious traits of Jeanne dArcs character that she liked to wear beautiful clothes, because it pleased the poor people to see her thus. And Palm Sunday commemorates another historical example of such grace and truth. Dürers face had a striking resemblance to the traditional type for Jesus, adding to it just that element of individual peculiarity, the absence of which makes it ever liable to appear a little vacant and unconvincing. The perception of this would seem to have dictated the general arrangement of Dürers crowning portrait of himself, that at Munich dated 1500 (see illus.), Before which (Mr. Ricketts writes in his recently published volume on the Prado) one forgets all other portraits whatsoever, in the sense that this perfect realisation of one of the worlds greatest men is equal to the occasion. The most exhaustive visual power and executive capacity meet in this picture, which would seem to have traversed the many perils to which it has been exposed without really suffering so much as their enumeration makes one expect. Thausing tells us:

The following is the story of the pictures wanderings, as told at Nuremberg. It was lent by the magistrates, after they had taken the precaution of placing a seal and strings on the back of the panel, to the painter and engraver Kügner, to copy. He, however, carefully sawed the panel in half (layer-wise) and glued to the authentic back his miserable copy, which now hangs in the Town Hall. The original he sold, and it eventually came into the possession of King Ludwig I., before Nuremberg belonged to Bavaria.

[Illustration: Hanfstaengl I, Albert Dürer of Nuremberg, painted my own portrait here in the proper colours at the age of twenty-eight Oil-painting. Alt Pinakothek, Munich]

He suggests that the colour was once bright and varied, and that by varnish and glazes it has been reduced to its present harmonious condition. The hair is certainly much darker than the other portraits would have led one to expect, and the almost walnut brown of the general colour scheme is unique in Dürers work. However, if some such transmogrification has been effected, it is marvellous that it should have obliterated so little of the inimitable handiwork of the master. Thausing considered the date (1500), monogram and inscription on the back to be forgeries, and it certainly looks as if it ought to come nearer to the portrait in the Feast of the Rose Garlands (1506) than to that at Madrid (1498). A genuine scalloped tablet is faintly visible under the dark glazes which cover the background; and this, no doubt, bears the original inscription and date. What may not have happened to a picture after or before it left the artists studio? Critics are too quick to determine that such changes have been introduced by others. In this case we must remember how experimental Dürer was, even with regard to his engravings on metal. He tries iron plates and etching, and finally settles on a method of commencing with etching and finishing with the burin; and this was in a medium in which he soon found himself at home. But with painting he was vastly more experimental, and never satisfied with his results, as he told Melanchthon (see ). Then we must remember that this picture probably was during Dürers lifetime, if not in his own possession, at least never out of his reach; and no doubt he was aware that it was the grandest and most perfectly finished of all his portraits  therefore, as he came more and more, especially after his visit to the Netherlands, to desire and seek after simplicity, he may himself have added the dark glazes. If the original inscription contained a dedication to Pirkheimer or some other notable Nuremberger, there was every reason for the artist who stole the picture to obliterate this and add a new one: or this may have been done when it became the property of the town, for those who sold it may have wished that it should not be known that it might have been an heirloom in their family. Infinite are the possibilities, those only decide in such cases who have a personal motive for doing so; la rage de conclure (as Flaubert saw) is the pitfall of those who are vain of their knowledge.

[Illustration: OSWOLT KREL Oil portrait in the Alt Pinakothek at Munich]

[Illustration: By permission of the Burlington Magazine ALBERT DÜRER THE ELDER, 1497 National Gallery]

III

Though fearing that it will appear but tedious, I will now attempt briefly to describe in succession the remaining master portraits which we owe to Dürer, and the effect that each produces. It is by these works and not by his creative pictures that his ranks among the greatest names of painting. These might be compared with the very finest portraits by Raphael and Holbein, and the precedence would remain a question of personal predilection; since nothing reasoned, no distinguishable superiority over Dürer in vision or execution could be urged for either. Rather, if mere capacity were regarded, he must have the palm; nor did either of his compeers light upon a happier subject than was Dürers when he represented himself; nor did they achieve nobler designs. In effect upon our emotions and sensations, these portraits may compete with the masterpieces of Titian and Rembrandt, though the method of expression is in their case too different to render comparison possible. Whatever in the glow of light, in the power of shadow, to envelop and enhance the features portrayed, is theirs and not his, his superiority of searching insight, united with its equivalent of unique facility in definition, seems more than to outweigh. Before he left for Venice, besides the renderings of himself already mentioned, Dürer had painted his father twice, in 1494 and in 1497. The latter was the pair to and compeer of his own portrait at Madrid,; and, hitherto unknown, was lent last year by Lord Northampton to the Royal Academy, and has since been bought for the National Gallery. This beautiful work is unique even among the works of the master, and is not so much the worse for repainting as some make out. The majority of Dürers portraits stand alone. In each the Esthetic problem has been approached and solved in a strikingly different manner. This picture and its fellow, the portrait of the painter at Madrid, the Oswolt Krel, the portrait of a lady seen against the sea at Berlin, the Wolgemut, and Dürers own portrait at Munich, though seen by the same absorbing eyes, are rendered each in quite a different manner. No man has ever been better gifted for portraying a likeness than Dürer; but the absence of a native comprehension of pigment made him ever restless, and it might be possible to maintain that each of these pictures presented us with a differing strategy to enforce pigment, to subserve the purposes of a draughtsman. Still this would seem to imply a greater sacrifice of ease and directness than those brilliant masterpieces can be charged with. They none of them lack beauty of colour, of surface, or of handling, though each so unlike the other. In this portrait of his father, Dürer has developed a shaken brushline, admirably adapted to suggest the wrinkled features of an old man, but in complete contrast to the rapid sweep of the caligraphic work in the Oswolt Krel; and it is to be noticed how in both pictures the touch seems to have been invented to facilitate the rendering of the peculiar curves and lines of the sitters features, and further variations of it developed to express the draperies and other component parts of the picture. It is this inventiveness in handling which most distinguishes Dürer from painters like Raphael and Holbein, and makes his work comparable with the masterpieces of Rembrandt and Titian, in spite of the extreme opposition in aspect between their work and his.

The noble portrait of a middle-aged man, No. 557c, in the Royal Gallery at Berlin, (supposed to represent Frederick the Wise, Elector of Saxony, Dürers first patron), gives us a master portrait, in which the technical treatment is comparable to that of the early triptych at Dresden, and which is a monument of sober power and distinction, though again very difficult to compare with the other splendid portraits by the same hand which hang beside or near it in that Gallery.

The vivid Oswolt Krel at Munich shows the peculiarity of Dürers caligraphic touch better than perhaps any other of his portraits. The finish is not carried so far as in the Madrid portrait of himself, where even the texture of the gloves has been softened by touches of the thumb, and the absence of these extra refinements leaves it the most spontaneous and vigorously bold of all Dürers paintings. The concentrated energy of the sitters features demanded such a treatment; he seems to burn with the inconsiderate atheism of a Marlowe. Young, and less surprised than indignant to be alone awake in a sleepy and bigoted world, he seems convinced of a mission to chastise, even to scandalise his easy-going neighbours. Let us hope he met with better luck than the Marlowes, Shelleys, and Rimbauds, whose tragedies we have read; for one can but regret, as one meets his glance so much fiercer than need be, that he is not known to history.

[Illustration: Oil Portrait of a Lady seen against the Sea In the Berlin Gallery]

[Illustration: Oil portrait, dated 1506, at Hampton Court]

The fine portrait of Hans Tucher, 1499, in the Grand Ducal Museum at Weimar should, judging from a photograph alone, be mentioned here. It has obvious affinities with the Oswolt Krel, but the caligraphic method is again modified in harmony with the character of the sitters features. The companion piece, representing Felicitas Tucherin, would seem at some period to have been restored to the insignificance and obscurity that belonged to the sitter before Dürer painted her.

IV

The portraits which Dürer painted at Venice, or soon after his return, betray the influence of other masterpieces on his own. Mr. Ricketts has pointed to that of Antonello da Messina in the portraits of young men at Vienna (1505) and at Hampton Court (1506). The former of these has an allegorical sketch of Avarice, painted on the back in a thick impasto, such as seems almost a presage of after developments of the Venetian school, and may possibly show the influence of some early experiment by Giorgione which Dürer wished to show that he could imitate if he liked. The latter represents a personage who appears on the left of the Feast of Rose Wreaths in exactly the same cap and with the same fastening to his jerkin, crossing his white shirt (see illustration opposite).

Not improbably Dürer may have painted separate portraits of nearly all the members of the German Guild at Venice who appear in the Rose Garlands. In any case much of his work during his stay there has disappeared. It was here that he painted that beautiful head of a woman (No. 557 G in the Berlin Gallery) with soft, almost Leonardesque shadows, seen against the luminous hazy sea and sky, which remains absolutely unique in method and effect among his works, and makes one ask oneself unanswerable questions as to what might not have been the result if he could but have brought himself to accept the offered citizenship and salary, and stop on at Venice. A Dürer, not only secluded from Luther and his troubling denunciations, but living to see Titian and Giorgiones early masterpieces, perhaps forming friendships with them, and later visiting Rome, standing in the Sistine Chapel, seated in the Stanze between the School of Athens and the Disputa! I at least cannot console myself for these missed opportunities, as so many of his critics and biographers have done, by saying that doubtless had he stayed he would have been spoiled like those second-class German and Dutch painters, for whom the siren art of Italy proved a baneful influence. One could almost weep to think of what has been probably lost to the world because Dürer could not bring himself to stay on at Venice. It was here he painted the tiny panel representing the head of a girl in gay apparel dated 1507 (in the Berlin Gallery), that makes one think, even more than do Holbeins Venus and Lais at Basle, of the triumphs that were reserved for Italians in the treatment of similar subjects.

After his return the influence of Venetian methods gradually waned, till we find in the masterly and refined portrait of Wolgemut (1516) (see illustration); something of a return to the caligraphic method so noticeable in the Oswolt Krel. About the same time Dürer recommenced painting in tempera in a manner resembling the early Dresden Madonna and the Hercules, as we see by the rather unpleasant heads of Apostles in the Uffizi and the tine one of an old man in a vermilion cap in the Louvre, &c. &c.

[Illustration: Bruckmann Albrecht Dürer took this likeness of his master, Michael Wolgemut, in the year 1516, and he was 82 years of age, and lived to the year 1519, and then departed on Saint Andrews Day, very early before sunrise  Oil-painting. Alt Pinakothek, Munich]

[Illustration: HANS IMHOF (?)  From the painting in the Royal Gallery at Madrid  (By permission of Messrs. Braun, Clément & Co., Dornach (Alsace), Paris and New York)]

V

On his arrival at Antwerp in 1521 Dürer commenced the third and last group of master-portraits; foremost is the superb head and bust at Madrid, supposed to represent Hans Imhof, a patrician of Dürers native town and his banker while at Antwerp; of the same date are the triumphant renderings of the grave and youthful Bernard van Orley (at Dresden) and that of a middle-aged man  lost for the National Gallery, and now in the possession of Mrs. Gardner, of Boston. All three were probably painted at Antwerp.

It may be that the portrait of Imhof and the report of the honours and commissions showered on their painter while in the Netherlands, woke the Nuremberg Councillors up, for we have portraits of three of them dated 1526  Jacob Muffel, Hieronymus Holzschuher, (both in the Royal Gallery, Berlin,) and the eccentric and unpleasing medallion representing Johannes Kleeberger, at Vienna. With the exception of this last, this group is composed of masterpieces absolutely unrivalled for intensity and dignity of power. Van Eyck painted with inhuman indifference a few ugly grotesque but otherwise uninteresting people. All but a very few of Holbeins best portraits pale before these instances of searching insight; and, north of the Alps at least, there are no others which can be compared to them. The Hans Imhof shows a shrewd and forbidding schemer for gain on a large scale  a face which produces the impression of a trap or closed strong box, but, being so alert and intelligent, seems to demand some sort of commiseration for the constraint put upon its humanity in the creation of a master, a tyrant over himself first and afterwards over an ever-widening circle of others. The unknown master who is represented in Mrs. Gardners beautiful picture is less forbidding, though not less patently a moulder of destiny. Jacob Muffel has a more open face, a more serene gaze; but his mouth too has the firmness acquired by those who live always in the presence of enemies, or are at least aware that a little folding of the hands may be fatal to all their most cherished purposes. The last of these masters of themselves and of their fortunes in hazardous and change-fraught times is Hieronymus Holzschuher, Dürers friend. Only less felicitous because less harmonious in colour than the three former, this vivacious portrait of a ruddy, jovial, and white-haired patrician seen against a bright blue background might produce the effect of a Father Christmas, were it not for the resolute mouth and the puissant side-glance of the eyes. Bernard van Orley, the only youthful person immortalised in this group, has a gentle, responsible air which his features are a little too heavy to enhance.

I have now mentioned the chief of his portraits, which are the best of his painting, and by which he ranks for the directness and power of his workmanship and of his visual analysis in the company of the very greatest. Raphael and Holbein have alone produced portraits which, as they can be compared to Dürers, might also be held to rival them; Titian, Rubens, Velasquez, Rembrandt, Van Dyck, Reynolds have done as splendidly, but the material they used and the aims they set themselves were too different to make a comparison serviceable. These men are pre-eminent among those who have produced portraits which, while unsurpassed for technical excellences, present to us individuals whose beauty or the character it expresses are equally exceptional.

[Illustration: JAKOB MUFFEL Oil portrait in the Berlin Gallery]


CHAPTER III. DÜRERS DRAWINGS

I

Perhaps Dürer is more felicitous as a draughtsman than in any other branch of art. The power of nearly all first-rate artists is more wholly live and effective in their drawings than in elaborated works. Dürer himself says:

An artist of understanding and experience can show more of his great power and art in small things, roughly and rudely done, than many another in his great work. Powerful artists alone will understand that in this strange saying I speak truth. For this reason a man may often draw something with his pen on a half sheet of paper in one day, or cut it with his graver on a small block of wood, and it shall be fuller of art and better than anothers great work whereon he hath spent a whole years careful labour.

But it is possible to go far beyond this and say not only anothers great work, but his own great work.

In the first chapter of this work I said that the standard in works of art is not truth but sincerity; that if the artist tells us what he feels to be beautiful, it does not matter how much or how little comparison it will bear with the actual objects represented. And from this fact, that sincerity not truth is of prime importance in matters of expression, results the strange truth that Dürer says will be recognised by powerful artists alone (see page 227). Any one who recognises how often the sketches and roughs of artists, especially of those who are in a peculiar degree creators, excel their finished works in those points which are the distinctive excellences of such men, will grant this at once. Only to turn to the sketch (inscribed Memento Mei 1505) of Death on horseback with a scythe, or the pen-portrait of Dürer leaning on his hand, will be enough to convince those who alone can be convinced on these points. For any who need to explain to themselves the character of such sketches  as the authoress of a recent little book on Dürer does that of the pen drawing in which the boys chin rests on his hand by telling us that it is unfinished and was evidently discarded as a failure,  any who must be at such pains in a case of this sort is one of those who can never understand wherein the great power of a work of art resides. Such people may get great pleasure from works of art; only I am content to remain convinced that the pleasure they get has no kind of kinship with that which I myself obtain, or that which the greatest artists most constantly seek to give. This marvellous portrait of himself as a lad of from seventeen to nineteen years of age is just one of those things roughly and rudely done, of which Dürer speaks. There is probably no parallel to it for mastery or power among works produced by artists so youthful.

[Illustration: Study of a hound for the copper engraving St. Eustache. B. 57 Brush drawing at Windsor]

There is often some virtue in spontaneity which is difficult to define; perhaps it bears more convincing witness to the artists integrity than slower and longer labours, from which it is difficult to ward all duplicity of intention. The finishing-touch is too often a Judas kiss. Blessed are the pure in heart is absolutely true in art. (Of course, I do not use purity in the narrow sense which is confined to avoidance of certain sensual subjects and seductive intentions.) It is only poverty of imagination which taboos subject-matter, and lack of charity that believes there are themes which cannot be treated with any but ignoble intentions. But the virtue in a spontaneous drawing is akin to that single devotion to whatever is best, which true purity is; as the refinement of economy which results in the finished work is akin to that delicate repugnance to all waste, which is true chastity. A sketch by Rembrandt of a naked servant girl on a bed is as simple as the infancy of truth  as single in intention. A Greek statue of a raimentless Apollo is pre-eminently chaste. But it does not follow that Rembrandt was in his life eminently pure, or the Greek sculptor signal for chastity. Drawings rapidly executed have often a lyrical, rapturous, exultant purity, and are for that reason, to those whose eyes are blinded neither by prejudice nor by misfortune, as captivating as are healthy, gleeful children to those whose hearts are free. And while the joy that a childs glee gives is for a time, that which a drawing gives may well be for ever.

We say a spirited sketch as we say a spirited horse; but works of art are instinct with a vast variety of spirits and exert manifold influences. It is a poverty of language which has confined the use of this word to one of the most obvious and least estimable. It can be never too much insisted on that a work of art is something that exerts an influence, and that its whole merit lies in the quality and degree of the influence exerted; for those who are not moved by it, it is no more than a written sentence to one who cannot read.

II

Many people in turning over a collection of Dürers drawings would be constantly crying, How marvellously realistic! and would glow with enthusiasm and smile with gratitude for the perception which these words expressed. Others would say merely realistic; and the words would convey, if not disapprobation for something shocking, at least indifference. In both cases the word realistic would, I take it, mean that the objects which the pen, brush, or charcoal strokes represented were described with great particularity. And in the first case delight would have been felt at recognising the fulness of detailed information conveyed about the objects drawn  that each drawing represented not a generalisation, but an individual. In the other case the mind would have been repelled by the infatuated insistence on insignificant or negligible details, the absence of their classification and subordination to ideas. The first of these two frames of mind is that of Paul Pry, who is delighted to see, to touch, or behold, for whom everything is a discovery; and there are members of this class of temperament who in middle life continue to make the same discoveries every day with zest and a wonder equal to that which they felt when children. The second of these frames of mind is that of the man with a system or in search of a system, who desires to control, or, if he cannot do that, at least to be taken into the confidence of the controller, or to gain a position from which he can oversee him, and approve or disapprove. Now neither of these judgments is in itself aesthetic, or implies a comprehension of Dürer as an artist.

[Illustration: ME-ENTO MEI, 1505. From the drawing in the British Museum]

The man who cries out: Just look how that is done! Who could have believed a single line could have expressed so much? judges as an artist, a craftsman. The man who, like Jean Francois Millet, exclaims: How fine! How grand! How delicate! How beautiful! judges as a creator. He sees that it is good. An artist  a creator  may possess either or even both the two former temperaments; but as an artist he must be governed by the latter two, either singly or combined. Dürer, doubtless, had a considerable share in all four of these points of view. He delighted in objects as such, in the new and the strange as new and strange, in the intricate as intricate, in the powerful as powerful. And above all in his drawings does he manifest this direct and childish interest and curiosity. He was also in search of a system, of an intellectual key or plan of things; and in the many drawings he devoted to explaining or developing his ideas of proportion, of perspective, of architecture, he shows this bias strongly. But nearly every drawing by him, or attributed to him, manifests the third of these temperaments. The never-ceasing economy and daring of the invention displayed in his touch, or, as he would have said, in his hand, is almost as signal as his perfect assurance and composure. And when one reflects that he was not, like Rembrandt, an artist who made great or habitual use of the spaces of shade and light, but that his workmanship is almost entirely confined to the expressive power of lines, wonder is only increased. Of the fourth character that creates and estimates value, though in certain works Dürer rises to supreme heights, though in almost all his important works he appeases expectation, yet often where he could surely have done much better he seems to have been content not to exert his rarest gifts, but rather to play with or parade those that are secondary. Not only is this so in drawings like the Dance of Monkeys at Basle, done to content his friend the reformer Felix Frey (see page 168), and in the borders designed to amuse Maximilian during the hours that custom ordained he should pretend to give to prayer; but there are drawings which were not apparently thrown as sops to the idleness of others, but done to content some half-vacant mood of his own (see Lippmann, 41, 83, 394, 4.20, 333).

In such drawings the economy and daring of the strokes is always admirable, can only be compared to that in drawings by Rembrandt and Hokusai; but the occasion is often idle, or treated with a condescension which well-nigh amounts to indifference. There is no impressiveness of allure, no intention in the proportions or disposition on the paper such as Erasmus justly praised in the engravings on copper, probably recollecting something which Dürer himself had said (see page 186).

Yet in his portrait heads the right proportions are nearly always found; and in many cases I believe it is no one but the artist himself who has cut down such drawings after they were completed, to find a more harmonious or impressive proportion (see illustration opposite). And often these drawings are as perfect in the harmony between the means employed and the aspect chosen, and in the proportion between the head and the framing line and the spaces it encloses, as Holbein himself could have made them; while they far surpass his best in brilliancy and intensity.

[Illustration: Drawing in black chalk heightened with white on reddish ground Formerly in the collection at Warwick Castle]

[Illustration: Silver-point drawing on prepared grey ground, in the collection of Frederick Locker, Esq.]

III

Something must be said of Dürers employment of the water-colours, pen-and-ink, silver-point, charcoal, chalk, &c., with which he made his drawings. He is a complete master of each and all these mediums, in so far as the line or stroke may be regarded as the fundamental unit; he is equally effective with the broad, soft line of chalk (see illustration, page I.), or the broad broken charcoal line (see illustration, page II.), as with the fine pen stroke (see illustration, page III.), the delicate silver-point (see illustration, page IV.), or the supple and tapering stroke produced by the camels hair brush (see illustration, page V.). But when one comes to broad washes, large masses of light and shade, the expression of atmosphere, of bloom, of light, he is wanting in proportion as these effects become vague, cloudy, indefinite, mist-like. His success lies rather in the definite reflections on polished surfaces; he never reproduces for us the bloom on peach or flesh or petal. He does not revel, like Rembrandt, in the veils and mysteries of lucent atmosphere or muffling shadow. The emotions for which such things produce the most harmonious surroundings he hardly ever attempts to appeal to; he is mournful and compassionate, or indignant, for the sufferings, of his Man of Sorrows; not tender, romantic, or awesome. Only with the tapering tenuity and delicate spring of the pure line will he sometimes attain to an infantile or virginal freshness that is akin to the tenderness of the bloom on flowers, or the light of dawn on an autumn morning.

In the same way, when he is tragic, it is not with thick clouds rent in the fury of their flight, or with the light from shaken torches cast and scattered like spume-flakes from the angry waves; nor is it with the accumulated night that gives intense significance to a single tranquil ray. Only by a Rembrandt, to whom these means are daily present, could a subject like the Massacre of the Ten Thousand have been treated with dramatic propriety; unless, indeed, Michael Angelo, in a grey dawn, should have twisted and wrung with manifold pain a tribe of giants, stark, and herded in some leafless primeval valley. With Dürer the occasion was merely one on which to coldly invent variations, as though this human suffering was a motive for an arabesque. Yet even from the days when he copied Andrea Mantegnas struggling sea-monsters, or when he drew the stern matured warrior angels of his Apocalypse fighting, with their historied faces like men hardened by deceptions practised upon them, like men who have forbidden salt tears and clenched their teeth and closed their hearts, who see, who hate; even from these early days, the energy of his line was capable of all this, and his spontaneous sense of arabesque could become menacing and explosive. There are two or three drawings of angry, crying cupids (Lipp., 153 and 446, see illustration opposite), prepared for some intended picture of the Crucifixion, where he has made the motive of the winged infants head, usually associated with bliss and scattered rose-leaves, become terrible and stormy. And the Agony in the Garden, etched on iron, contains a tree tortured by the wind (see illustration), as marvellous for rhythm, power, and invention as the blast-whipped brambles and naked bushes that crest a scarped brow above the jealous husband who stabs his wife, in Titians fresco at Padua. Again, the unspeakable tragedy of the stooping figure of Jesus, who is being dragged by His hair up the steps to Annas throne, in the Little Passion, is rendered by lines instinct with the highest dramatic power. These are a draughtsmans creations; though they are less abundant in Dürers work than one could wish, still only the greatest produce such effects; only Michael Angelo, Titian, and Rembrandt can be said to have equalled or surpassed Dürer in this kind, rarely though it be that he competes with them.

[Illustration: CHERUB FOR A CRUCIFIXION Black chalk drawing heightened with white on a blue-grey paper In the collection of Herr Doctor Blasius, Brunswick]

It is for the intense energy of his line, combined with its unique assurance, that Dürer is most remarkable. The same amount of detail, the same correctness in the articulation and relation between stem and leaf, arm and hand, or what not, might be attained by an insipid workmanship with lifeless lines, in patient drudgery. It is this fact that those who praise art merely as an imitation constantly forget. There is often as much invention in the way details are expressed by the strokes of pen or brush, as there could be in the grouping of a crowd; the deftness, the economy of the touches, counts for more in the inspiriting effect than the truth of the imitation. A photograph from nature never conveys this, the chief and most fundamental merit of art. Reynolds says:

Rembrandt, in older to take advantage of an accident, appears often to have used the pallet-knife to lay his colours on the canvas instead of the pencil. Whether it is the knife or any other instrument, it suffices, if it is something that does not follow exactly the will. Accident, in the hands of an artist who knows horn to take the advantage of its hints, will often produce bold and capricious beauties of handling, and facility such as he would not have thought of or ventured with his pencil, under the regular restraint of his hand.

In such a sketch as the Memento Mei, 1505, (Death riding on horseback,) all those who have sense for such things will perceive how the rough paper, combined with the broken charcoal line, lends itself to qualities of a precisely similar nature to those described by Reynolds as obtained by Rembrandts use of the pallet-knife. Yet, just as, in the use of charcoal, the something that does not follow exactly the will is infinitely more subtle than in the use of the palette-knife to represent rocks or stumps of trees, so in the pen or silver-point line this element, though reduced and refined till it is hardly perceptible, still exists, and Dürer takes the advantage of its hints. And not only does he do this, but he foresees their occurrence, and relies on them to render such things as crumpled skin, as in the sketches for Adams hand holding the apple. (Lip). The operation is so rapid, so instantaneous, that it must be called an instinct, or at least a habit become second nature, while in the instance chosen by Reynolds, it is obvious and can be imagined step by step; but in every case it is this capacity to take advantage of the accident, and foresee and calculate upon its probable occurrences, that makes the handling of any material inventive, bold, and inimitable. It is in these qualities that an artist is the scholar of the materials he employs, and goes to school to the capacities of his own hand, being taught both by their failure to obey his will here, and by their facility in rendering his subtlest intentions there. And when he has mastered all they have to teach him, he can make their awkwardness and defects expressive; as stammerers sometimes take advantage of their impediment so that in itself it becomes an element of eloquence, of charm, or even of explicitness; while the extra attention rendered enables them to fetch about and dare to express things that the fluent would feel to be impossible and never attempt.

[Illustration: APOLLO AND DIANA  Pen drawing in the British Museum, supposed to show the influence of the Belvedere Apollo]

IV

Lastly, it is in his drawings, perhaps, even more than in his copper engravings, that Dürer proves himself a master of the art of seeing nature, as Reynolds phrased it; and the following sentence makes clear what is meant, for he says of painting perhaps it ought to be as far removed from the vulgar idea of imitation, as the refined, civilised state in which we live is removed from a gross state of nature; and again: If we suppose a view of nature, represented with all the truth of the camera obscura, and the same scene represented by a great artist, how little and how mean will the one appear in comparison of the other, where no superiority is supposed from the choice of the subject. Not only is outward nature infinitely varied, infinitely composite; but human nature  receptive and creative  is so too, and after we have gazed at an object for a few moments, we no longer see it the same as it was revealed to our first glance. Not only has its appearance changed for us, but the effect that it produces on our emotions and intelligence is no longer the same. Each successful mind, according to its degree of culture, arrives finally at a perception of every class of objects presented to it which is most in agreement with its own nature  that is, calls forth or nourishes its most cherished energies and efforts, while harmonising with its choicest memories. All objects in regard to which it cannot arrive at such a result oppress, depress, or even torment it. At least this is the case with our highest and most creative moods; but every man of parts has a vast range of moods, descending from this to the almost vacant contemplation of a cow  the innocence of whose eye, which perceives what is before it without transmuting it by recollection or creative effort, must appear almost ideal to the up-to-date critic who has recently revealed the innocent confusion of his mind in a ponderous tome on nineteenth-century art. The art of seeing nature, then, consists in being able to recognise how an object appears in harmony with any given mood; and the artist must employ his materials to suggest that appearance with the least expenditure of painful effort. The highest art sees all things in harmony with mans most elevated moods; the lowest sees nature much as Dutch painters and cows do. Now we can understand what Goethe means when he says that Albrecht Dürer enjoyed the advantages of a profound realistic perception, and an affectionate human sympathy with all present conditions. The man who continued to feel, after he had become a Lutheran, the beauty of the art that honoured the Virgin, the man who cannot help laughing at the most lying, thievish rascals whenever they talk to him because they know that their knavery is no secret, but they dont mind, is affectionate; he is amused by monkeys and the rhinoceros; he can bear with Pirkheimers bad temper; he looks out of kindly eyes that allow their perception of strangeness or oddity to redeem the impression that might otherwise have been produced by vice, or uncouthness, or sullen frowns.

I have supposed that a realistic perception was one which saw things with great particularity; and the words a profound realistic perception to Goethes mind probably conveyed the idea of such a perception, in profound accord with human nature, that is where the human recognition, delight and acceptance followed the perception even to the smallest details, without growing weary or failing to find at least a hope of significance in them. If this was what the great critic meant, those who turn over a collection of Dürers drawings will feel that they are profoundly realistic (realistic in a profoundly human sense), and that their author enjoyed an affectionate human sympathy with all present conditions; and by these two qualities is infinitely distinguished from all possessors of so-called innocent eyes, whether quadruped or biped.

It is well to notice wherein this notion of Goethes differs from the conventional notions which make up everybodys criticism. For instance, In all his pictures he confined himself to facts, says Sir Martin Conway, and then immediately qualifies this by adding, He painted events as truly as his imagination could conceive them. We may safely say that no painter of the first rank has ever confined himself to facts. Nor can we take the second sentence as it stands. Any one who looks at the Trinity in the Imperial Gallery at Vienna will see at once that the artist who painted it did not shut his eyes and try to conjure up a vision of the scene to be represented; the ordering of the picture shows plainly throughout that a foregone conventional arrangement, joined with the convenience of the methods of representation to be employed, dictated nearly the whole composition, and that the details, costumes, &c., were gradually added, being chosen to enhance the congruity or variety of what was already given. Perhaps it was never a prime object with Dürer to conceive the event, it was rather the picture that he attempted to conceive; it is Rembrandt who attempts to conceive events, not Dürer. He is very far from being a realist in this sense: though certain of his etchings possess a considerable degree of such realism, it is not what characterises him as a creator or inventor. But a profound realistic perception almost unequalled he did possess; what he saw he painted not as he saw it, not where he saw it, but as it appeared to him to really be. So he painted real girls, plain, ugly or pretty as the case might be, for angels, and put them in the sky; but for their wings he would draw on his fancy. Often the folds of a piece of drapery so delighted him that they are continued for their own sake and float out where there is no wind to support them, or he would develop their intricacies beyond every possibility of conceivable train or other superfluity of real garments; and it is this necessity to be richer and more magnificent than probability permits which brings us to the creator in Dürer; not only had he a profound realistic perception of what the world was like, but he had an imagination that suggested to him that many things could be played with, embroidered upon, made handsomer, richer or more impressive. When Goethe adds that he was retarded by a gloomy fantasy devoid of form or foundation, we perceive that the great critic is speaking petulantly or without sufficient knowledge. Dürers gloomy fantasy, the grotesque element in his pictures and prints, was not his own creation, it is not peculiar to him, he accepted it from tradition and custom (see Plate Descent into Hell). What is really characteristic of him is the richness displayed in devils scales and wings, in curling hair or crumpled drapery, or flame, or smoke, or cloud, or halo; and, still more particularly, his is the energy of line or fertility of invention with which all these are displayed, and the dignity or austerity which results from the general proportion of the masses and main lines of his composition.

V

For the illustration of this volume I have chosen a larger proportion of drawings than of any other class of work; both because Dürers drawings are less widely known than his engravings on metal, and because, though his fame may perhaps rest almost equally on these latter, and they may rightly be considered more unique in character, yet his drawings show the splendid creativeness of his handling of materials in greater variety. One engraving on copper is like another in the essential problem that it offered to the craftsman to resolve; but every different medium in which Dürer made drawings, and every variety of surface on which he drew, offered a different problem, and perhaps no other artist can compare with him in the great variety of such problems which he has solved with felicity. And this power of his to modify his method with changing conditions is, as we have seen, from the technical side the highest and greatest quality that an artist can possess. It only fails him when he has to deal with oil paintings, and even there he shows a corresponding sense of the nature of the problems involved, if he shows less felicity on the whole in solving them; and perhaps could he have stayed at Venice and have had the results of Giorgiones and Titians experiments to suggest the right road, we should have been scarcely able to perceive that he was less gifted as a painter than as draughtsman. As it is, he has given us water-colour sketches in which the blot is used to render the foliage of trees in a manner till then unprecedented. (Lip, &c.) He can rival Watteau in the use of soft chalk, Leonardo in the use of the pen, and Van Eyck in the use of the brush point; and there are examples of every intermediate treatment to form a chain across the gulf that separates these widely differing modes of graphic expression. There can be no need to point the application of these remarks to the individual drawings here reproduced; those who are capable of recognising it will do so without difficulty.

[Illustration: AN OLD CASTLE Body-dour drawing at Bremen]

VI

In conclusion, Dürer appears as a draughtsman of unrivalled powers. And when one looks on his drawings as what they most truly were, his preparation for the tasks set him by the conditions of his life, there is room for nothing but unmixed admiration. It is only when one asks whether those tasks might not have been more worthy of such high gifts that one is conscious of deficiency or misfortune. And can one help asking whether the Emperor Max might not have given Dürer his Bible or his Virgil to illustrate, instead of demanding to have the borders of his Book of Hours rendered amusing with fantastic and curious arabesques; whether Dürers learned friends, instead of requiring from him recondite or ceremonious allegories, might not have demanded title-pages of classic propriety; or whether the imperial bent of his own imagination might not have rendered their demands malleable, and bid them call for a series of woodcuts, engravings or drawings, which could rival Rembrandts etchings in significance of subject-matter and imaginative treatment, as they rival them in executive power? In his portraits  the large majority of which have come down to us only as drawings, the majority of which were never anything else  the demand made upon him was worthy; but even here Holbein, a man of lesser gift and power, has perhaps succeeded in leaving a more dignified, a more satisfying series; one containing, if not so many masterpieces, fewer on which an accidental or trivial subject or mood has left its impress. Yet, in spite of this, it is Dürers, not Rembrandts, not Holbeins character, that impresses us as most serious, most worthy to be held as a model. It is before his portrait of himself that Mr. Ricketts forgets all other portraits whatsoever, in the sense that this perfect realisation of one of the worlds greatest men is worthy of the occasion. So that we feel bound to attribute our dissatisfaction to something in his circumstances having hindered and hampered the flow of what was finest in his nature into his work. From Venice he wrote: I am a gentleman here, but only a hanger-on at home. Germany was a better home for a great character, a great personality, than for a great artist: Dürer the artist was never quite at home there, never a gentleman among his peers. The good and solid burghers rated him as a good and solid burgher, worth so much per annum; never as endowed with the rank of his unique gift. It was only at Venice and Antwerp that he was welcomed as the Albert Dürer whom we to-day know, love, and honour.


CHAPTER IV. DÜRERS METAL ENGRAVINGS

I

For the artist or designer the chief difference between the engraving done on a wood block and that done on metal lies in the thickness of the line. The engraved line in a wood block is in relief, that on a metal plate is entrenched; the ink in the one case is applied to the crest of a ridge, in the other it fills a groove into which the surface of the paper is squeezed. Though lines almost as fine as those possible on metal have been achieved by wood engravers, in doing this they force the nature of their medium, whereas on a copper plate fine lines come naturally. Perhaps no section of Dürers work reveals his unique powers so thoroughly as his engravings on metal. They were entirely his own work both in design and execution; and no expenditure of pains or patience seems to have limited his intentions, or to have hindered his execution or rendered it less vital. And perhaps it is this fact which witnesses with our spirit and bids us recognise the master: rather than the comprehension of natural forms which he evinces, subtle and vigorous though it be; or than the symbols and types which he composed from such forms for the traditional and novel ideas of his day. And this unweariable assiduity of his is continually employed in the discovery of very noble arabesques of line and patterns in black and white, more varied than the grain in satin wood or the clustering and dispersion of the stars. Intensity of application, constancy of purpose, when revealed to us by beautifully variegated surfaces, the result of human toil, may well impress us, may rightly impress us, more than quaint and antiquated notions about the four temperaments, or about witches and their sabbaths, or about virtues and vices embodied in misconceptions of the characters of pagan divinities, and in legends about them which scholars had just begun to translate with great difficulty and very ill. It is the astonishing assurance of the central human will for perfection that awes us; this perception that flinches at no difficulty, this perception of how greatly beauty deserves to be embodied in human creations and given permanence to.

II

In the encomium which Erasmus wrote of Albert Dürer he dealt, as one sees by the passage quoted (), with Dürers engraved work almost exclusively. Perhaps the great humanist had seen no paintings by Dürer, and very likely had heard Dürer himself disparage them, as Melanchthon tells us was his wont (). We know that Dürer gave Erasmus some of his engravings, and we may feel sure that he was questioned pretty closely as to what were the aims of his art, and wherein he seemed to himself to have best succeeded. The sentence I underlined (on ) gives us probably some reflection of Dürers reply. We must remember that Erasmus, from his classical knowledge as to how Apelles was praised, was full of the idea that art was an imitation, and may probably have refused to understand what Dürer may very likely have told him in modification of this view; or he may by citing his Greek and Latin sources have prevented the reverent Dürer from being outspoken on the point. But though most of his praise seems mere literary commonplace, the sentence underlined strikes us as having another source.

He reproduces not merely the natural aspect of a thing, but also observes the laws of perfect symmetry and harmony with regard to the position of it. How one would like to have heard Dürer, as Erasmus may probably have heard him, explain the principles on which he composed! No doubt there is no very radical difference between his sense of composition and that of other great artists. But to hear one so preoccupied with explaining his processes to himself discourse on this difficult subject would be great gain. For though there are doubtless no absolute rules, and the appeal is always to a refined sense for proportion,  yet to hear a creator speak of such things is to have this sense, as it were, washed and rendered delicate once more. We can but regret that Erasmus has not saved us something fuller than this hint. In the same way, how tempting is the criticism that Camerarius gives of Mantegna,  we feel that Dürers own is behind it; but as it stands it is disjointed and absurd, like some of the incomplete and confused parables which give us a glimpse of how much more was lost than was preserved by the reporters of the sayings of Jesus. It is the same thing with the reported sayings of Michael Angelo, and indeed of all other great men. It is impossible to accept his hand was not trained to follow the perception and nimbleness of his mind as Dürers dictum on Mantegna; but how suggestive is the allusion to broken and scattered statues set up as examples of art, for artists to form themselves upon! Yet the fact that Dürer missed coming into contact not only with Mantegna but with Titian, Leonardo, Raphael, Michael Angelo, is indeed the saddest fact in regard to his life. We can well believe that he felt it in Mantegnas case. Ah! Why could he not bring himself to accept the overtures made to him, and become a citizen of Venice?

III

The subjects of these engravings are even generally trivial or antiquated, either in themselves or by the way they are approached. Perhaps alone among them the figure of Jesus, as it is drawn in the various series on copper and wood illustrating the Passion, is conceived in a manner which touches us to-day with the directness of a revelation; and even this cannot be compared to the same figure in Rembrandt etchings and drawings, either for essential adequacy, or for various and convincing application. No, we must consent to let the expression great thoughts drop out of our appreciation of Dürers works, and be replaced by the great character latent in them.

However, one among Dürers engravings on copper stands out from among the rest, and indeed from all his works. In the Melancholy the composition is not more dignified in its spacing and proportion; the arabesque of line is not richer or sweeter, the variations from black to white are not more handsome, than in some half dozen of his other engravings. No, by its conception alone the Melancholy attains to its unique impressiveness. And it is the impressiveness of an image, not the impressiveness of an idea or situation, as in the case of the Knight, Death, and the Devil, by which almost as much bad literature has been inspired. There is nothing to choose between the workmanship of the two plates; both are absolutely impeccable, and outside the work of Dürer himself, unrivalled. The Melancholy is the only creation by a German which appears to me to invite and sustain comparison with the works of the greatest Italian. In it we have the impressiveness that belongs only to the image, the thing conceived for mental vision, and addressed to the eye exclusively. If there was an allegory, or if the plate formed (as has been imagined) one of a series representative of the four temperaments, the eye and the visual imagination are addressed with such force and felicity that the inquiries which attempt to answer these questions must for ever appear impertinent. They may add some languid interest to the contemplation which is sated with admiring the impeccable mastery of the Knight; for that plate always seems to me the mere illustration of a literary idea, a sheer statement of items which require to be connected by some story, and some of which have the crude obviousness of folk-lore symbols, without their racy and genial naïvety. They have not been fused in the rapture of some unique mood, not focussed by the intensity of an emotion. With the Melancholy all is different; perhaps among all his works only Dürers most haunting portrait of himself has an equal or even similar power to bind us in its spell. For this reason I attempt the following comparison between the Sibyls of the Sistine Chapel and the Melancholy a comparison which I do not suppose to have any other value or force than that of a stimulant to the imagination which the works themselves address.

[Illustration: MELANCHOLIA Copper engraving, B. 74]

The impetuosity of his Southern blood drives Michael Angelo to betray his intention of impressing in the pose and build of his Sibyls. Large and exceptional women, limbed and thewed as gods are, with an habitual command of gesture, they lift down or open their books or unwind their scrolls like those accustomed to be the cynosure of many eyes, who have lived before crowds of inferiors, a spectacle of dignity from their childhood upwards. On the other hand, the pose and build of the Melancholy must have been those of many a matron in Nuremberg. It is not till we come to the face that we find traits that correspond with the obvious symbolism of the wings and wreath, or the serious richness of the black and white effect of the composition; but that face holds our attention as not even the Sibylla Delphica cannot by beauty, not by conscious inspiration, but by the spell of unanswerable thought, by the power to brood, by the patience that can and dare go unresolved for many years. Everything is begun about her; she cannot see unto the end; she is powerful, she is capable in many works, she has borne children, she rests from her labours, and her thought wanders, sleeps or dreams. The spirit of the North, with its industry, its cool-headed calculation, its abundance in contrivance, its elaboration of duty and accumulation of possessions  there she sits, absorbed, unsatisfied. Impetuosity and the frank avowal of intention are themselves an expression of the will to create that which is desirable; they can but form the habit of every artist under happy circumstances. They proceed on the expectation of immediate effectiveness, they belong to power in action; while, if beauty be not impetuous, she is frank, and adds to the avowal of her intention the promise of its fulfilment. The work of art and the artist are essentially open; they promise intimacy, and fulfil that promise with entirety when successful. Nor is anything so impressive as intimacy which implies a perfect sincerity, a complete revelation, a gift without reserve, increase without let. But the circumstances of the artist never are happy: even Michael Angelos were not. An intense brooding melancholy arises from the repressed and baffled desire to create; and in some measure this gloom of failure underlying their success is a necessary character of all lovely and spiritual creations in this world. Now Michael Angelos works, because of their Southern impetuosity and volubility, are not so instinct with this divine sorrow, this immobility of the soul face to face with evil, as is Dürers Melancholy. He inspires and exhilarates us more, but takes us out of ourselves rather than leads us home.

Here is Dürers success: let and hindered as it really is, he makes us feel the inalienable constancy of rational desire, watching adverse circumstance as one beast of prey watches another. She keeps hold on the bird she has caught, the ideal that perhaps she will never fully enjoy. Michael Angelo pictures for us freedom from trammels, the freedom that action, thought and ecstasy give, the freedom that is granted to beauty by all who recognise it; Dürer shows us the constancy that bridges the intervals between such free hours, that gives continuity to mans necessarily spasmodic effort. Thus he typifies for us the Northern genius: as Michael Angelos athletes might typify by their naked beauty and the unexplained impressiveness of their gestures, the genius of the sudden South  sudden in action, sudden in thought, suddenly mature, suddenly asleep  as day changes to night and night to day the more rapidly as the tropics are approached.

[Illustraton: Detail enlarged from the Agony in the Garden. Etching on Iron, B. 19 Between p & 251]

[Illustration: ANGEL WITH THE SUDARIUM Engraving in Iron, 1516. B. 26 Between p & 251]

Instances of the highest imaginative power are rare in Dürers work. The Melancholy has had a world-wide success. The Knight, Death and the Devil has one almost equal, but which is based on the facility with which it is associated with certain ideas dear to Christian culture, rather than on the creation of the mood in which these ideas arise. It does not move us until we know that it is an illustration of Erasmuss Christian Knight. Then all its dignity and mastery and the supremacy of the gifts employed on it are brought into touch with the idea, and each admirer operates, according to his imaginativeness, something of the transformation which Dürer had let slip or cool down before realising it.

IV

Among the prints with lesser reputations are several which attain a far higher success. There is the iron plate of the Agony in the Garden, B. 19, already mentioned (), in which the storm-tortured tree and the broken light and shade are full of dramatic power (see illustration), the Angel with the Sudarium, B. 26, where the arabesque of the folds of drapery and cloud unite with the daring invention of the central figure to create a mood entirely consonant with the subject. There is the woman carried off by a man on an unicorn, in which the turbulence of the subject is expressed with unrivalled force by the rich and beautiful arabesque and black and white pattern.

B. Nos. 4, 5, 6, 8, 9, 10, 11, 14, 16, 18, of the Little Passion, on copper, are all of them noteworthy successes of more or less the same kind; and in these, too, we come upon that racy sense for narration which can enhance dramatic import by emphasising some seemingly trivial circumstance, as in the gouty stiffness of one of Christs scourgers in the Flagellation, or the abnormal ugliness of the man who with such perfect gravity holds the basin while Pilate washes his hands: while in the Crown of Thorns and Descent into Hades we have peculiarly fine and suitable black and white patterns, and in the Peter and John at the Beautiful Gate and the Ecce Homo figures of monumental dignity in tiny gems of glowing engravers work. The repose and serenity of the lovely little St. Antony; the subsidence of commotion in the noonday victory of the little St. George on foot, B. 53  perhaps the most perfect diamond in the whole brilliant chain of little plates, or the staid naïvety of the enchanting Apollo and Diana, B. 68; who shall prefer among these things? Every time we go through them we choose out another until we return to the most popular and slightly obvious St. George on Horseback, B. 54. Next come the dainty series of little plates in honour of Our Lady the Mother of God, commencing before Dürer made a rule of dating his plates; before 1503 and continuing till after 1520, in which the last are the least worthy. Among these the Virgin embracing her Child at the foot of a tree, B. 34, dated 1513; The Virgin standing on the crescent moon, her baby in one arm, her sceptre in the other hand and the stars of her crown blown sideways as she bows her head, B. 32, dated 1516, and the stately and monumental Virgin seated by a wall, B. 40, dated 1514, are at present my favourites. And to these succeeded the noble army of Apostles and Martyrs of which the more part are dated from 1521 to 1526, though two, B. 48 and 50, fall as early as 1514.

[Illustration: THE SMALL HORSE  Copper Engraving, B. 96]

Then amongst the most perfect larger plates I cannot refrain from mentioning the St. Jerome, B. 60, with its homely seclusion as of Dürers own best parlour in summer time which not even the presence of a lion can disturb; the idyllic and captivating St. Hubert, B. 57; the august and tranquil Cannon, B. 99: and lastly, perhaps, in the little Horse, B. 96, we come upon a theme and motive of the kind best suited to Dürers peculiar powers, in which he produces an effect really comparable to those of the old Greek masters, about whose lost works he was so eager for scraps of information, and whose fame haunted him even into his slumbers, so that he dreamed of them and of those who should give a future to their past. This delightful work may illustrate an allegory now grown dark or some misconception of a Grecian story; but though the relation between the items that compose it should remain for ever unexplained, its beauty, like that of some Greek sculpture that has been admired under many names, continues its spell, and speaks of how the simplicity, austerity and noble proportions of classical art were potent with the spirit of the great Nuremberg artist, and occasionally had free way with him, in spite of all there was in his circumstances and origins to impede or divert them. (See also the spirited drawing, Lip.)

V

It would be idle to attempt to say something about every masterpiece in Dürers splendidly copious work on metal plates. There is perhaps not one of these engravings that is not vital upon one side or another, amazingly few that are not vital upon many. One other work, however, which has been much criticised and generally misunderstood, it may be as well to examine at more length, especially as it illustrates what was often Dürers practice in regard to his theories about proportion, with which my next Part will deal. I speak of the Great Fortune or Nemesis (B. 77). His practice at other times is illustrated by the splendid Adam and Eve (B. 1), over the production of which the nature of the canon he suggested was perhaps first thoroughly worked out. But before this and afterwards too he no doubt frequently followed the advice he gives in the following passage.

To him that setteth himself to draw figures according to this book, not being well taught beforehand, the matter will at first become hard. Let him then put a man before him, who agreeth, as nearly as may be, with the proportions he desireth; and let him draw him in outline according to his knowledge and power. And a man is held to have done well if he attain accurately to copy a figure according to the life, so that his drawing resembleth the figure and is like unto nature. And in particular if the thing copied as beautiful; then is the copy held to be artistic, and, as it deserveth, it is highly praised.

Dürer himself would seem to have very often followed his own advice in this. The Great Fortune or Nemesis is a case in point. The remarks of critics on this superb engraving are very strange and wide. Professor Thausing said, Embodied in this powerful female form, the Northern worship of nature here makes its first conscious and triumphant appearance in the history of art. With the work of the great Jan Van Eyck in ones minds eye, of course this will appear one of those little lapses of memory so convenient to German national sentiment. Everything that, according to our aesthetic formalism based on the antique, we should consider beautiful, is sacrificed to truth. (I have already pointed out that this use of the word truth in matters of art constitutes a fallacy) And yet our taste must bow before the imperishable fidelity to nature displayed in these forms, the fulness of life that animates these limbs. Of course, imperishable fidelity to nature and taste that bows before it are merely the figures of a clumsy rhetoric. But the idea they imply is one of the most common of vulgar errors in regard to works of art. In the first place one must remind our enthusiastic German that it is an engraving and not a woman that we are discussing; and that this engraving is extremely beautiful in arabesque and black and white pattern, rich, rhythmical and harmonious; and that there is no reason why our taste should be violated in having to bow submissively before such beauties as these, which it is a pleasure to worship. Now we come to the subject as presented to the intelligence, after the quick receptive eye has been satiated with beauty. Our German guide exclaims, Not misled by cold definite rules of proportion, he gave himself up to unrestrained realism in the presentation of the female form. Our first remark is, that though the treatment of this female form may perhaps be called realistic, this adjective cannot be made to apply to the figure as a whole. This massively built matron is winged; she stands on a small globe suspended in the heavens, which have opened and are furled up like a garment in a manner entirely conventional. She carries a scarf which behaves as no fabric known to me would behave even under such exceptional and thrilling circumstances.

Dr. Carl Giehlow has recently suggested that this splendid engraving illustrates the following Latin verses by Poliziano:

Est dea, quse vacuo sublimis in aëre pendens
It nimbo succincta latus, sed candida pallam,
Sed radiata comam, ac stridentibus insonat alis.
Haec spes immodicas premit, haec infesta superbis
Imminet, huic celsas hominum contundere mentes
Incessusque datum et nimios turbare paratus.
Quam veteres Nemesin genitam de nocte silenti
Oceano discere patri. Stant sidera fronti.
Frena manu pateramque gerit, semperque verendum
Ridet et insanis obstat contraria coeptis.
Improba vota domans ac summis ima revolvens
Miscet et alterna nostros vice temperat actus.
Atque hue atque illuc ventorum turbine fertur.

There is a goddess, who, aloft in the empty air, advances girdled about with a cloud, but with a shining white cloak and a glory in her hair, and makes a rushing with her wings. She it is who crushes extravagant hopes, who threatens the proud, to whom is given to beat down the haughty spirit and the haughty step, and to confound over-great possessions. Her the men of old called Nemesis, born to Ocean from the womb of silent Night. Stars stand upon her forehead. In her hand she bears bridles and a chalice, and smiles for ever with an awful smile, and stands resisting mad designs. Turning to nought the prayers of the wicked and setting the low above the high she puts one in the others place and rules the scenes of life with alternation. And she is borne hither and thither on the wings of the whirlwind.

If this suggestion is a good one it shows us that Dürer was no more consistently literal than he was realistic. The most striking features of his illustration are just those to which his text offers no counterpart, i.e., the nudity and physical maturity of his goddess. Neither has he girdled her about with cloud nor stood stars upon her forehead. I must confess that I find it hard to believe that there was any close connection present to his mind between his engraving and these verses.

In a former chapter I have spoken of the fashion in female dress then prevalent; how it underlined whatever is most essential in the physical attributes of womanhood, and how probably something of good taste is shown in this fashion (see p and 93). What I there said will explain Dürers choice in this matter; and also that what Thausing felt bow in him was not taste, but his prejudices in regard to womanly attractiveness, and his misconception as to where the beauty of an engraving should be looked for and in what it consists. These same prejudices and misconceptions render Mrs. Heaton (as is only natural in one of the weaker sex) very bold. She says, A large naked winged woman, whose ugliness is perfectly repulsive. This object, I must confess, appears to me, a coarse male, welcome to contemplation of the mind and eye. The splendid Venus in Titians Sacred and Profane Love, or his Ariadne at Madrid; or Raphaels Galatea; or Michael Angelos Eve (on the Sistine vault) are all of them doubtless far more akin to the Aphrodite of Praxiteles, or to her who crouches in the Louvre, than is this Nemesis; but we must not forget that they are works on a scale more comparable with a marble statue; and that in works of which the scale is more similar to that of our engraving, Greek taste was often far more with Dürer than with Thausing. This is an important point, though one which is rarely appreciated. However, there is no reason why we should condemn misled by cold definite rules of taste even such pictures as Rembrandts Bathing Woman in the Louvre, though here the proportions of the work are heroic. Oil painting was an art not practised by the Greeks, and this medium lends itself to beauties which their materials put entirely out of reach. Besides, Rembrandt appealed to an audience who had been educated by Christian ideals to appreciate a pathos produced by the juxtaposition of the fact with the ideal, and of the creature with the creator, to appeal to which a Greek would have had to be far more circumspect in his address  even if he had, through an exceptional docility and receptiveness of character, come under its influence himself. These considerations when apprehended will, I believe, suffice to dispel both prejudice and misconception in regard to this matter; and we shall find in Professor Thausings remarks relative to the treatment of the female form divine in this engraving no additional reason for considering it a comparatively early work. And we shall only smile when he tells us The Nemesis to a certain degree (sic) marks the extreme point (sic) reached by Dürer in his unbiased study of the nude. His further progress became more and more influenced by his researches into the proportions of the human body. The bias will appear to us of rather more recent date, and we shall be ready to consider with an open mind how far Dürers practice was influenced for good or evil by his researches into the proportions of the human body.


CHAPTER V. DÜRERS WOODCUTS

It is now generally accepted that Dürer did not himself engrave on wood. In his earliest blocks he shows a greater respect for the limitations of this means of expression than later on. The earliest wood blocks, though no doubt they aimed at being facsimiles, were not such in fact; but the engraver took certain liberties for his own convenience, and probably did not attempt to render what Dürer calls the hand of the designer. The hand was equivalent to what modern artists call the touch, and meant the peculiar character recognisable in the vast majority of the strokes or marks which each artist uses in drawing or painting. Dürer affected extremely curved and rapid strokes, Mantegna the deliberate straight line, Rembrandt the straight stroke used so as to seem a continual improvisation; though indeed he varies the character of his touch more continually and more vastly than any other master, yet in his drawings and etchings the majority of the strokes are straight. Already in the woodcuts provided by Michael Wolgemut, Dürers master, to illustrate books, there is a general attempt to render cross hatching: and the eyes and hair, though still those of an engraver, are frequently modified to some extent in deference to the character given by the draughtsman. Still, no one with practical experience would consider these woodcuts as adequate facsimiles: which makes the question of their attribution to Wolgemut, or his partner and step-son, Pleydenwurff, of still less interest and importance than it is on all other grounds. So conscious an exception as the soul of the accurate Albert Dürer was, could not be expected to endure a partner in his creations, especially one whose character was revealed chiefly by the clumsy compromises convenient to lack of skill. Doubtless the demand for his hand was a new factor in the education of the engraver, as constant and as imperturbable as the action of a copious stream, which, having its source in lonely heights, wears a channel through the hardest rock, the most sullen soils. It may have been the pitiless tyranny of the masters will for perfection which drove Hieronymus Andreae, the most famous of Dürers wood engravers, into religious and even civil rebellion, joining hands with levelling fanatics and taking active part in the Peasant War. Dürer probably would have commanded too much reverence and affection for these rebellions to be directed against him; but an insupportably heavy yoke is not rendered lighter because it is imposed by a loved hand,  though every other burden and restraint may in such a case be shaken off and resented before that which is the real cause of oppression. Dürers wood cutters had no doubt to resign any indolence, any impatience, or whatever else it might be that had otherwise stamped a personal character on their work; and all remonstrance must have been shamed by the evident fact that the young master spared himself not a whit more. The perseverance and docility which made such engraving possible was perhaps the greatest aid that Dürer drew from German character; it was not only an aid, but an example to and restraint upon that haughty spirit of his that restively ever again vows never to take so much pains over another picture to be so poorly paid (see page 103); that complains of failure and discouragement after years of repeatedly more world-wide successes (see page 187). These are not German traits, but it may have been the German blood he inherited from his mother and the example of his friends, fellow-workers, and helpers, which enabled him to get the better of such petulant and gloomy outbursts, and return to the day of small things with the will to continue and endure.

The difference introduced by the engravers becoming more and more capable of rendering Dürers hand is well illustrated by comparing the frontispiece to the Apocalypse, added about 1511, with the other cuts which had appeared in 1498. Doubtless Dürers hand had changed its character considerably during this period of constant and rapid development, and it requires tact and knowledge to separate the differences due to the creator from those due to the engraver. Dürers drawings differed as widely from the earlier drawings as does the engraving from the earlier blocks. But, as we may see by early drawings done as preliminary studies for engravings, the method of his pen strokes had changed less than the character of the forms they rendered; the conception of the design as a whole had advanced more rapidly than the skill and sleight of hand which expressed it. The engraver has by 1511 become capable of expressing a greater variety of speed in the stroke, makes it taper more finely, and can follow the tongue-like lap and flicker as the pen rises and dips again before leaving the surface of the block (as in the outer ends of the strokes that represent the radiance of the Virgins glory). Holbein, later on, was to obtain a yet more wonderful fidelity from Lutzelburger, the engraver of his Dunce of Death.

Still it were misleading to suppose that Dürers disregard for the facilities and limitations of wood-cutting went the lengths that the demands made upon modern skill have gone. Not only has the line been reproduced, but it has been drawn not with a full pen or brush, but in pencil or with watered ink; and the delicate tones thus produced have been demanded of and rendered by human skill. Dürer always uses a clear definite stroke; and in thus limiting himself he shows an appreciation of the medium to be used in reproducing his drawing, and recognises its limits to a large extent, though this is the only limitation he accepts. Less and less does he consider the possibilities which engraving offers for the use of a white line on black Doing his drawing with a black line, he contents himself with the qualities that the resources and facilities of the full pen line give: and his design is for a drawing which can be cut on wood, not for something that first really exists in the print; the prints are copies of his drawings. His drawings were not prepared to receive additions in the course of cutting, such as could only be rendered by the engraver. Faithfulness was the only virtue he required of Hieronymus Andreae. Yet even in such drawings as Dürers no doubt were, there would have been some qualities, some defects perhaps, that the print does not possess. For a print, from the mode of inking, has a breadth and unity which the drawing never can have. Even in drawings made with full flowing brush or pen, there will be modulations in the strength of the ink, or occasioned by the surface of the wood or paper, in every stroke, by which the, sensitive artist in the heat of work cannot help being influenced, and which will lead him to give a bloom, a delicacy, to his drawing, such as a print can never possess. And, on the other hand, the unity of the print can never be quite realised in the drawing, however much the artist may strive to attain it, because the conditions must change, however slightly, for strokes produced in succession; while in a print all are produced together, and variations, if variations there are, occur over wide spaces and not between stroke and stroke. It is considerations, of this kind that in the last resort determine the quality of works of art. The artist is taught, though often unconsciously, by the means he employs, but the diligent man who is not by nature an artist never can learn these things: he can Imitate the manner and form, never the grace, the bloom, and the life.

[Illustration: THE APOCALYPSE, 1498 St. Michael fighting the Dragon, Woodcut, B. 72 From the impression in the British Museum Face ]

II

Dürers first important issue of woodcuts was the Apocalypse. A great deal has been written in praise of this production as a political pamphlet against the corrupt Papacy. It was undoubtedly the most important series of woodcuts that had ever appeared, by the size, number and elaboration of the designs. It also undoubtedly attacks ecclesiastical corruption, but not ecclesiastical only. Whether to Dürer and his friends it appeared even chiefly directed against prelates, or even against those who sat in high places; whether the popes, bishops and figures typical of the Church seemed to him to illustrate the moral in any pre-eminent degree, may be doubted. Still more doubtful is it whether there was any objection to papacy or priesthood as institutions connected with these figures in his mind. Unworthy popes, unworthy bishops, and an unworthy Rome were censured: but not popes, bishops, or Rome as the capital see of the Church. Dürers work as a whole shows no distaste for saints, the Virgin, or bishops and popes; he had no objection, no scruple apparently, to introducing the notorious Julius II. into his Feast of the Rosary, some ten years later. There has perhaps been a tendency to read the intention of these designs too much in the light of after events: and by so doing a great slur is cast on Dürers consistency; for, had these designs the significance read into them, he must be supposed an altogether convinced enemy of the Church; and the tremendous salaams which he afterwards made to her in far more important works ought, to logical minds, to appear horribly insincere.

Viewed as works of art, one reads about the cut of the four riders upon horses, For simple grandeur this justly famous design has never been surpassed. Ones sense of proportion receives such a shock as gives one the sensation of being utterly outcast, in a world where such a precious dictum can pass without remark as a sample of the discrimination of the chief authority on the life and art of Albert Dürer. Neither simple nor grand is an adjective applicable to this print in the sense in which we apply it to the chief masterpieces of antiquity and of the Renaissance. To say even that Dürer never surpassed this design is to utter what to me at least seems the most palpable absurdity. There is an immense advance in design, in conception and in mastery of every kind shown over the best prints of the Apocalypse and Great Passion, in the prints added to the latter series ten years later, and still more in the Life of the Virgin. And still finer results are arrived at in single cuts of later date, and in the Little Passion. If we want to see what Dürers woodcuts at their finest are for breadth and dignity of composition, for richness and fertility of arabesque and black and white pattern, for vigour and subtlety of form, for boldness and vivacity of workmanship, we must turn to the Samson (1497?) (B. 2), the Mans Bath (14-?), (B. 128), among the earlier blocks published before the Apocalypse, then to those designed in or about the year 1511. The golden period for Dürers woodcuts, the date of the publication of his most magnificent series, the Life of the Virgin and several delightful separate prints. Among these we find it hard to choose, but if some must be mentioned let it be the St. Joachims Offering Rejected by the High Priest (B. 77), the Meeting at the Golden Gate (B. 79) (see illustration), the Marriage of the Virgin (B. 82), the Visitation (B. 84), the Nativity (B. 85) (see illustration), the Presentation (B. 55), the Flight into Egypt (B. 89).

[Illustration: Detail enlarged from Nativity. Life of the Virgin Woodcut, B. 85]

[Illustration: Enlarged detail from The Embrace of St. Joachim and St. Anne at the Golden Gate. Life of the Virgin, Woodcut, B. 79]

In the glorious masterpieces of this series Dürer has found the true balance of his powers. The dignity and charm of the decorative effect of these cuts has never been surpassed; and to the racy narrative vivacity of such groups and figures as those isolated and enlarged in our illustration there is added an idyllic charm of which perhaps the best examples are the Visitation and the Flight into Egypt. This sweetness of allure is still more pervasive in the separate cuts that bear this golden date, 1511, that is in the St. Christopher (B. 103), and the St. Jerome (B. 114). And the Adoration of the Magi (B. 3) is much finer than the one included in the Life of the Virgin. This idyllic charm had already been touched upon before in the Assumption of the Magdalen (B. 121) (15?), and in the St. Antony and St. Paul and the Baptist and St. Onuphrius of 1504. It is not felt to lie very deep in the conception of the subject, for all are treated in an obviously conventional manner, the touches of racy realism being confined to subordinate incidents and details. Neither the subjects nor the mood of the artist lend themselves to the dramatic impressiveness of such cuts as the Blowing of the Sixth Trumpet or the St. Michael overwhelming the Dragon of the Apocalypse (see page 262), where the inspiration appears to be Gothic, perhaps developed under the influence of Mantegnas Combat between Sea Monsters, of which Dürer early made an elaborate pen-and-ink copy. We find an aftermath of the same inspiration in the engraving on iron, dated 1516, representing a man riding astride of an unicorn carrying off a shrieking woman. Such stormy and strenuous lowerings of the imagination break in upon Dürers habitual mood as St. Peters thunders into Miltons Lycidas, of which the general felicitous mingling of a conventional pedantry with idyllic charm and racy touches of realistic effect is very similar to the general effect of the golden group we have been describing. Among all the work that finds its climax in the beautiful creations of 1511, only in a few prints of the Little Passion, published in 1511, do we find any dramatic power or creativeness of essential conception. I may mention the Christ Scourging the Money-changers in the Temple, the Agony in the Garden, and Judas Kiss, where, though the general effect be rather confused, the central figure is full of appropriate power. Christ haled by the hair before Annas (the most wonderful of all), Christ before Pilate, Christ Mocked, the Ecce Homo (a most beautiful composition), the Veronicas napkin incident, Christ being nailed to the Cross (a masterpiece), the Deposition, the Entombment:  several others of the series have idyllic charm or touches of narrative force which link them with the general group, but these alone stand out and in some ways surpass it. After this date Dürer seems in a great measure to have relinquished wood for metal engraving; however, most of his occasional resumptions of the process were marked by the production of masterpieces, if we put on one side the workshop monsters produced for Maximilian  and even in these, in details, Dürers full force is recognisable. I may mention the Madonna crowned and worshipped by a concert of Angels, 1518 (B. 101), which, though a little cold, like all the work of that period, is still a masterpiece; and then, after the inspiriting visit to Antwerp, we have the magnificent portrait of Ulrich Varnbüler, 1522 (B. 155), the Last Supper, 1523 (B. 53) (see illustration here), and the glorious piece of decoration representing Dürers Arms, 1523 (B. 160) (see illustration). I have reproduced less of Dürers wood engravings than would be necessary to represent their importance and beauty, because most, being large and bold, are greatly impoverished by reduction; besides, they are nearly all well known through comparatively cheap reproductions. I have enlarged two details to give an idea of Dürers workmanship when employed upon racy realism (see illustration, page 264), and when employed in endowing a single figure with supreme grace and dignity (see illustration, page 265).

[Illustration: Christ haled before Annas From the Little Passion  Between p & 267]

[Illustration: DÜRERS ARMORIAL BEARINGS Woodcut, B. 160]


CHAPTER VI. DÜRERS INFLUENCES AND VERSES

I

Before closing this part of my book something must be said of Dürers influence on other artists. It is one of the foibles of modern criticism to please itself by tracing influences, a process of the same nature as that of tracing resemblances to ferns and other growths on a frosted pane. No one would deny that resemblances are there; it is to distinguish them and estimate their significance without yielding to fancifulness, which is the well-nigh hopeless task. It is often forgotten that similar circumstances produce similar effects, and that coincidences from this cause are very rife. Then, too, it is forgotten that the influence that produces rivalry is stronger, more important, and less easily estimated, than that which is expressed by imitation or plagiarism; besides, it affects more original and fertile natures. The stimulus of a great creative personality often is more potent where discernible resemblances are few and vague, than where they are many and obvious. In Dürers day the study and imitation of antique art which had brought about the Renascence in Italy was the fashion that in successive waves was passing over Europe and moulding the future. He himself felt it, and welcomed it now as an authority not to be gainsaid, and again as an example to be competed against and surpassed. This fashion, this trend of opinion and hope, was the significance behind the effect produced on him by Jacopo de Barbari, whose charming but ineffectual originality succeeded merely in creating an eddy in that stream. It was the tide behind him which so powerfully stirred and stimulated Dürer. The resemblances traceable between certain still life studies by the two men, or even in figures of their engravings, is insignificant compared with the fact that through Jacopo Dürer probably first felt the energy and true direction of the great tidal waves which were then rolling forth from Italy. Even Mantegnas influence was probably less the effect of a personal affinity than that through him a power streamed direct from the antique dawn. This great and master influence of those days was more one of hope, indefinite, incomprehensible, visionary, than one of knowledge and assured discovery. Raphael may have received it from Dürer, as well as Dürer from Bellini. Figures and incidents from Dürers engravings are supposed to have been adapted in certain works, if not of his own hand at least proceeding from his immediate pupils. For Raphael, Dürer was a proof of the excellence of human nature in respect to the arts, even when it could not form itself on the immediate study and contemplation of antiques, and thus added to the zest and expectation with which he improved himself in that direction. These great men did not distinguish clearly between pregnancy due to their own efforts, that of their contemporaries and immediate predecessors, and that due to their more mystic passion for antiquity. Michael Angelo, Titian, and Correggio were destined to be the signets by which this great power was to be most often and clearly stamped on the work of future artists. From the unhappy location of his life Dürer was debarred from any such obvious and overwhelming effect on after generations. The influences which helped to shape him were no doubt at work on all the more eminent artists, his fellow-countrymen; on Albrecht Altdorfer, Hans Burgkmair, Lucas Cranach, or Baldung Grien, to mention only the elect. What the stimulus of his achievements, of his renown, meant for these men we have no means of computing; yet we may feel sure that it was vastly more important and significant than any actual traces of imitation or plagiarism from his works, which can with difficulty and for the more part very doubtfully be brought home to them;  vastly more important and significant too we may be sure than his effect upon his pupils and other more or less obscure painters, engravers, and block designers, in whose work actual imitation or adaption of his creations is more certain and more abundant. His pictures, plates, and woodcuts were copied both in Italy and in the North, both as exercises for the self-improvement of artists and to supply a demand for even secondhand reflections of his genius and skill. He was not destined to lend the impress of his splendid personality to the tide of fashion like the great Italians; their influence was to supersede his even in the North.

This is obvious: but who shall compare or estimate the accession of force which the tide as a whole gained from him, or that more latent power which begins to be disengaged from the reserve and lack of proper issue from which he evidently suffered, now that the great tide of the Renaissance has spent its mighty onrush and become merged in the constant movement of life  that power by which he moves us to commiserate his circumstances and to feel after the more and better, which we cannot doubt that he might have given us had he been more happily situated?

[Illustration: THE LAST SUPPER Woodcut, ]

II

Only to compare the value of Michael Angelos sonnets with that of the doggerel rhymes which Dürer produced, may give us some idea of the portentous inferiority in Dürers surroundings to those of the great Italian. Both borrow the general idea of the subject, treatment, and form of their poems from the fashion around them. But that fashion in Michael Angelos case called for elevated subject, intimate and imaginative treatment, and adequacy of form, whereas none of these were called for from Albrecht Dürer; and if his friends laughed at the rudeness of his verses, it was not that they themselves conceived of anything more adequate in these respects, only something more scholarly, more pedantic. Michael Angelos verse was often crabbed and rude, but the scholarship and pedantry of Italy forbore to laugh at that rudeness, because a more adequate standard made them recognise its vital power and noble passion as of higher importance to true success. Still, in the following rhymes, Dürer shows himself a true child of the Renascence, at least in intention; and was proud of a desire for universal excellence.

When I received this from Lazarus Spengler, I made him the following poem in reply (Mrs. Heatons translation):

In Nürnberg it is known full well
A man of letters now doth dwell,
One of our Lords most useful men,
He is so clever with his pen,
And others knows so well to hit,
And make ridiculous with wit;
And he has made a jest of me,
Because I made some poetry,
And of True Wisdom something wrote,
But as he likes my verses not,
He makes a laughing stock of me,
And says Im like the Cobbler, he
Who criticised Apelles art.
With this he tries to make me smart,
Because he thinks it is for me
To paint, and not write poetry.
But I have undertaken this
(And will not stop for him or his),
To learn whatever thing I can,
For which will blame me no wise man.
For he who only learns one thing,
And to naught else his mind doth bring,
To him, as to the notary,
It haps, who lived here as do we,
In this our town. To him was known
To write one form and one alone.
Two men came to him with a need
That he should draw them up a deed;
And he proceeded very well,
Until their names he came to spell:
Gotz was the first name that perplexed,
And Rosenstammen was the next.
The Notary was much astonished,
And thus his clients he admonished,
Dear friends, he said, you must be wrong,
These names dont to my form belong;
Franz and Fritz I know full well,
But of no others have heard tell.
And so he drove away his clients,
And people mocked his little science.
To me that it may hap not so,
Something of all things I will know.
Not only writing will I do,
But learn to practise physic too;
Till men surprised will say, Beshrew me,
What good this painters medicines do me!
Therefore hear and I will tell
Some wise receipts to keep you well.
A little drop of alkali,
Is good to put into the eye;
He who finds it hard to hear,
Should mandel-oil put in his ear;
And he who would from gout be free,
Not wine but water drink should he;
He who would live to be a hundred,
Will see my counsel has not blundered.
Therefore I will still make rhymes
Though my friend may laugh at times.
So the Painter with hairy beard
Says to the Writer who mocked and jeered.


PART IV. DÜRERS IDEAS


CHAPTER I. THE IDEA OF A CANON OF PROPORTION FOR THE HUMAN FIGURE

Dürer often painted the Virgins head as a mere exercise or example in those proportion studies with which we must presently deal.

Sir W. M. CONWAY, in Dürers Literary Remains, .

As soon as he comes to speak of the very essence of artistic work, he forgets theories and imitations of the antique; he knows nothing of composition from fragments of Nature, of measurements and speculations. No longer trusting to such aids as these, but launching himself boldly on the broad stream of Nature, he believes that he shall attain to a higher harmony in his work.

THAUSINGS Albert Dürer, vol. ii., .

I

The idea of a canon for human proportions has proved a great stumbling-block for so-called classical or academic artists. It is usually taken to mean an absolutely right or harmonious proportion, any deviation from which cannot fail to result in a diminution of beauty. According to their thoroughness, the devotees of this idea seek to arrive at such a scale of proportions for a varying number of different ages in either sex; often even modifying this again for diverse types, as tall or short, fat or lean, dark or blonde, but allowing no excessive variation for these causes; so that abnormally tall people and dwarfs are not considered. This is, I take it, what the great artist Albert Dürer is generally taken to have been aiming at in his books on proportion. It will not be difficult, I think, to show that Dürer had quite a different idea of what a canon of proportion should be, and how it should be applied. And certainly, had it been possible to study Greek practice more closely, and in a larger number of examples, when this idea (supposed to be drawn from that source) was chiefly mooted, a very different notion of the canon of proportion would have been forced on the most academical of theorists. Dürers great superiority over such academical masters is, that his idea of a canon of proportion and its use agrees far better with what was apparently Greek practice.

Any one who has followed at all the interesting attempts made by Professor Furtwängler and others to group together, by attention to the measurements of the different parts of the figure, works belonging to the different masters, schools, and centres, will have perceived that he is led to assume a traditional canon of proportion from which a master deviates slightly in the direction of some bias of his own mind towards closer knit or more slim figures; such variations being in the earlier stages very slight. Again, it is supposed that from the canon followed by a master, different pupils may branch off in opposite directions according to the leanings of their personal sentiment for beauty. The conception of these ramifications has at least created the hope that critics may follow them through a great number of complications, since a master may modify his canon  after certain pupils have already struck out for themselves, and new pupils may start from his modified canon; and so on into an infinite criss-cross of branches, as any sculptor may be influenced to modify his canon by his fellows or by the masters of other schools whose work he comes across later. In any case, this main fact arises, that the canon appears as what the artist deviated from, not what he abided by: and any one who has any feeling for the infinite nicety of the results obtained by Greek sculptors will easily apprehend that each masterpiece established a new and slightly different canon, and was then in the position to be in its turn again deviated from, as Flaubert says:

The conception of every work of art carries within it its own rule and method, which must be found out before it can be achieved.

Chayue ceuvre à faire a sa poëtique en soi, quil faut trouver.

II

The same thing is asserted by literary critics to have been the cause of the repetition of subjects in Greek tragedy, and to have resulted in the infinite niceties of their forms, which are never the same and never radically new.

The terrible old mythic story on which the drama was founded stood, before he entered the theatre, traced in its bare outlines upon the spectators mind; it stood in his memory as a group of statuary, faintly seen, at the end of a long dark vista. Then came the poet, embodying outlines, developing situations, not a word wasted, not a sentiment capriciously thrown in. Stroke upon stroke, the drama proceeded; the light deepened upon the group; more and more it revealed itself to the riveted gaze of the spectator; until at last, when the final words were spoken, it stood before him in broad sunlight, a model of immortal beauty.

This passage from Matthew Arnolds deservedly famous preface well emphasises one advantage that a tradition of subject and treatment gave to the Greek poet as to the Greek sculptor: the economy of means it made possible, not a word wasted, not a sentiment capriciously thrown in,  since every deviation from, every addition to, the traditional story and treatment, was immediately appreciated by an audience thoroughly conversant with that tradition, and often with several previous masterpieces treating it. By merely leaving out an incident, or omitting to appeal to a sentiment, a Greek tragedian could flood his whole work with a new significance. So that the temptation to be eccentric, the temptation to hit too hard or at random because he was not sure of exactly where the mind stood that he would impress, did not exist in anything like the same degree for him as it did for Shakespeare and Michael Angelo as it does for romantic and origina natures to-day. The absence of a sufficient body of traditional culture belonging to every educated person tends always to force the artist to commence by teaching the alphabet to his public. As Coleridge so justly remarked in the case of Wordsworth: He had, like all great artists, to create the taste by which he was to be relished, to teach the art by which he was to be seen and judged. All great artists no doubt have to do this, but the modern artist is in the position of the Israelite who was bidden not only to make bricks, but to find himself in stubble and straw, as compared with a Greek who could appeal to traditional conceptions with certainty. Dr. Verrall is no doubt right when he says:

Every one knows, even if the full significance of the fact is not always sufficiently estimated, that the tragedians of Athens did not tell their story at all as the telling of a story is conceived by a modern dramatist, whose audience, when the curtain goes up, know nothing which is not in the play-bill.

This ignorant public, this uncultivated and unmanured field with which every modern artist has to commence, is the greatest let to the creator. What wonder that he should so often prefer to make a gaudy show with yellow weeds, when he perceives that there is hardly time in one mans life to produce a respectable crop of wheat from such a wilderness?

The story of an Athenian tragedy is never completely told; it is implied, or, to repeat the expression used above, it is illustrated by a selected scene or scenes. And the further we go back the truer this is, continues Dr. Verrall; and the same was doubtless true of sculpture and painting. It is impossible to over-estimate the importance or advantage of this fact to the artist. For religious art, for art that appeals to the sum and total of a mans experience of beauty in life, a public cultivated in this sense is a necessity. Giotto and Fra Angelico enjoyed this almost to the same degree as Æschylus or Phidias; Michael Angelo and the great artists of the Renascence generally enjoyed it in a very great degree, and reaped an advantage comparable to that which Euripides and his contemporaries and immediate successors enjoyed. The tradition enabled such an artist to impress by means of subtleties, niceties, and refinements, instead of forcing him to attempt always to more or less seduce, astonish or overawe; strong measures which grow almost necessarily into bad habits, and end by perverting the taste they created. This, it has often been remarked, was the case even with Michael Angelo, even with Shakespeare. Yet nowadays, to enable a man to remark this, exceptional culture is required.

III

This idea of the use of a canon may be illustrated in many ways; for, like all notions which resume actual experiences, it will be found applicable in many spheres. Thus, on the subject of verse, the eternal quarrel between the poet and the pedant is, that for the first the rules of prosody and rhyme are only useful in so far as they make the licenses he takes appreciable at their just value; while for the pedant such licenses ever anew seem to imply ignorance of the rule or incapacity to follow it,  an absurd mistake, since the power to create and impress has little to do with the means employed; and if a man builds up for himself a barrier of foregone conclusions about the exact manner in which alone he will allow himself to be deeply impressed, it is very certain he will have few save painful impressions. Or take another illustration  an artist the other day told me that he had noticed that one could almost always trace a faintly ruled vertical line on the paper which the greatest of all modern draughtsmen used. Ingres, then, with all his freedom, vivacity, and accuracy of control over the point he employed to draw with, still found it useful to have a straight line ruled on his paper as a student does, and may often even have resorted to the plumb-line. It enabled his eye to test the subtlest deviations in the other lines with which he was creating the balance, swing or stability of a figure. Rules of art are, like this straight line, dead and powerless in themselves: they help both creator and lover to follow and appreciate the infinite freedom and subtlety of the living work. The same thing might be illustrated with regard to manners; a fine standard of social address and receptivity must be established before the varieties and subtleties of those whose genius creates beautiful relations can be appreciated at their full value in their full variety. This dead law must be buried in everybodys mind and heart before they can rise to that conscious freedom which is opposite to the freedom of the wild animals, who never know why they do, nor appreciate how it is done; neither are they able to rejoice in the address of others; much less can they relish the infinite refinements of exhilarating apprehension, which make of laughter, tears, speech, silence, nearness and distance, a music which holds the enraptured soul in ecstasy; which created and constantly renews the hope of Heaven. And what blacker minister of a more sterile hell than the social pedant who only knows the rule, and mistakes grace and delicacy, frankness and generosity, for more or less grave infractions of it? But the happy critic, free from any personal knowledge of what creation means, or what aids are likely to forward it, is for ever in such a hurry to correct great creators like Leonardo, Dürer, or Hokusai, that he fails to understand them; and when he has caught them saying, This is how anger or despair is expressed, calmly smiles in his superiority and says,

He had a scientific law for putting a battle on to canvas, one condition of which was that there must not be a level spot which is not trampled with gore. But Leonardo did no harm; his canon was based on literary rather than artistic interests.

Analogies with scientific laws have served art and art criticism a very bad turn of late years. Nothing can be more useful to an artist than knowledge of how the emotions are expressed by the contortion of the features; but nobody in his senses could ever imagine that a rule for the expression of anger was rigid throughout and must never be departed from; every one approaching such a rule with a view to practice instead of criticism must immediately perceive that its only use is to be departed from in various degrees. Leonardos advice for the painting of a battle-piece is excellent if it is understood in the sense in which it was meant, everything is what it is and not another thing, as Bishop Butler put it. Be sure and make your battle a battle indeed. It is time we should realise that what the great artists wrote about art is likely to be as sensible as are the works they created. How absurd it is for some one who can neither carve nor paint, much less create, to imagine he easily grasps the rules of art better than a great master! To such people let us repeat again and again Hamlets impatient: Oh, mend it altogether!

IV

Now it will easily be seen that the causes which shape an art tradition may often be independent of, and foreign to, the will that creates beautiful objects. Religious superstition or formalism may often hem the artist in, and hamper his will in every direction; though it is not wholly accidental that the Greeks had a religion the spirit of which tended always to defeat the conservatism and bigotry of its priests. So that their formalism, instead of frustrating or warping the growth of their art tradition, merely served as a check that may well seem to have been exactly proportioned to its need; preventing the weakness or rankness of over rapid growth such as detracts from the art of the Renascence, and at the same time causing no vital injury. The spirit of the race deserved and created and was again in turn recreated by its religion.

Since it is generally recognised that too much freedom is not good for growing life, I think that almost everybody must at this stage have become aware of how immensely stupid the academical idea of a canon appears besides this idea. How suitable both to life and the desire for perfection the Greek practice was! How theologically dense the unprogressive inflexibility of the academical practitioner! And now let us hear Dürer.

But first I will quote from Sir Martin Conway the explanation of what Dürer means by the phrase, Words of Difference.

These are what he calls the Words of Difference: large, long, small, stout, broad, thick, narrow, thin, young, old, fat, lean, pretty, ugly, hard, soft, and so forth; in fact any word descriptive of a quality whereby a thing may be differentiated from the thing (normal figure) first made.

Or, as Dürer says in another place, difference such as maketh a thing fair or foul.

But further, it lieth in each mans choice whether or how far he shall make use of all the above written Words of Difference. For a man may choose whether he will learn to labour with art, wherein is the truth, or without art in a freedom by which everything he doth is corrupted, and his toil becometh a scorn to look upon to such as understand.

Wherefore it is needful for every one that he use discreetness in such of his works as shall come to the light Whence it ariseth that he who would make anything aright must in no wise abate aught (that is essential) from Nature, neither must he lay what is intolerable upon her. Howbeit some will (by going to an opposite extreme) make alterations (from Nature) so slight that they can scarce be perceived. Such are of no account if they cannot be perceived; to alter over much also answereth not. A right mean (in such alterations) is best. But in this book I have departed from this right mean in order that it might be so much the better traced in small things. Let not him who wishes to proceed to some great thing imitate this my swiftness, but let him set more slowly (gradually) about his work, that it be not brutish but artistic to look upon. For figures which differ from the mean are not good to look upon when they are wrongly and unmasterly employed.

It is not to be wondered at that a skilful master beholdeth manifold differences of figure, all of which he might make if he had time enough, but which, for lack of time, he is forced to pass by. For such chances come very often to artists, and their imaginations also are full of figures which it were possible for them to make. Wherefore, if to live many hundred years were granted unto a man who had skill in the use of such art and were thereto accustomed, he would (through the power which God hath granted unto men) have wherewith daily to mould and make many new figures of men and other creatures, which none had before seen nor imagined. God, therefore, in such and other ways granteth great power unto artistic men.

Although there be such talking of differences, still it is well known that all things that a man doth differ of their own nature one from another. Consequently, there liveth no artist so sure of hand as to be able to make two things exactly alike the one to the other, so that they may not be distinguished. For of all our works none is quite and altogether like another, and this we can in no wise avoid.

We see that if we take two prints from an engraved copper-plate, or cast two images in a mould, very many points may immediately be found whereby they may be distinguished one from another. If, then, it cometh thus to pass in things made by processes the least liable to error, much more will it happen in other things which are made by the free hand.

This, however, is not the kind of Difference whereof I here treat; for I am speaking of a difference (from the mean) which a man specially intendeth, and which standeth in his will, of which I have spoken once and again....

This is not the aforesaid Difference which we cannot sever from our work, but, such a difference as maketh a thing fair or foul, and which may be set forth by the Word of Difference dealt with above in this Book. If a man produce different figures of this kind in his work, it will be judged in every mans mind according to his own opinion, and these judgments seldom agree one with another.... Yet let every man beware that he make nothing impossible and inadmissible in Nature, unless indeed he would make some fantasy, in which it is allowed to mingle creatures of all kinds together....

Any one who leads this carefully cannot fail to see that it is not only that Dürer is not desirous of laying down rules applicable to all cases, or even of proposing a definite canon for the relative proportions of the human body, as Thausing indeed points out (, v. 11): but that he does not conceive the proportions he gives as even approximately capable of these functions; and considers it indeed the very nature and special use of a canon of proportions to be wilfully deviated from, pointing out that, though the deviations of which he is speaking are slight and subtle, they are not to be confused with the accidental ones that can but appear even in work done by mechanical processes. Rather they are such variation as a man specially intendeth, and which standeth in his will; and again, such a difference as maketh a thing fair or foul; for the use of these normal proportions is that they may enable an artist to deviate from the normal without the proportions he chooses having the air of monstrosities or mistakes or negligences. He does not insist that either of the scales he gives is the best that could be, even for this purpose, but that they are sufficiently good to be used; and he would have marvelled at the wonder that has been caused in innocent critical minds that in his own work he adhered to them so little. He never intended them to be adhered to.

V

It may be objected that Dürer certainly sometimes thought of a Canon of Proportion as a perfect rule, because he wrote on a MS. page as follows:  

Vitruvius, the ancient architect, whom the Romans employed upon great buildings, says that whosoever desires to build should study the perfection of the human figure, for in it are discovered the most secret mysteries of proportion. So, before I say anything about architecture, I will state how a well-formed man should be made, and then about a woman, a child and a horse. Any object may be proportioned out (literally, measured) in a similar way. Therefore, hear first of all what Vitruvius says about the human figure, which he learnt from the greatest masters, painters and founders, who were highly famed. They said that the human figure is as follows.

That the face from the chin upward to where the hair begins is the tenth part of a man, and that an out-stretched hand is the same length, &c.

[Illustration: This is my appearance in the eighteenth year of my age Charcoal-drawing in the Academy, Vienna Face p.288]

And again in another place, as Sir Martin Conway points out, he gives a religious basis to this notion, the Creator fashioned men once for all as they must be, and I hold that the perfection of form and beauty is contained in the sum of all men. In an obvious sense these passages certainly run counter to those which I have quoted (p-207): but I would like to point out that these are dogmatic assertions about something that if it were true could never be proved by experience (see also p, 254), those former are Dürers advice with a view to practice. Men frequently carry about a considerable amount of dogmatic opinion, which has so little connection with actual experience that it is never brought to the test without being noticeably incommoded by it. Yet it is not absolutely necessary to consider Dürer as inconsistent in regard to this matter, even to this degree.

The beauty of form which he held had been Adams, and which was now parcelled out among his vast progeny in various amounts as a consequence of his fall  this beauty of form doubtless Dürer considered it part of an artists business to recollect and reveal in his work. This beauty is an ideal, and his canon (or rather canons) were intended as means to help the artist to approach towards the realisation of that ideal. It is obvious also that a man occupied in comparing the proportions of those whom he considers to be exceptionally beautiful will develop and feed his power of imagining beautifully proportioned figures. It would be futile to deny that this is very much what took place in the evolution of Greek statues, or that such works are perhaps of all others the most central and satisfying to the human spirit. The sentences that precede that quoted by Sir Martin are Greek in tendency.

A good figure cannot be made without industry and care; it should therefore be well considered before it is begun, so that it be correctly made. For the lines of its form cannot be traced by compass or rule, but must be drawn by the hand from point to point, so that it is easy to go wrong in them. And for such figures great attention should be paid to human proportions, and all their kinds should be investigated. I hold that the more nearly and accurately a figure is made to resemble a man, so much the better the work will be. If the best parts chosen from many well-formed men are united in one figure, it will be worthy of praise. But some are of another opinion, and discuss how men ought to be made. I will not argue with them about that. I hold Nature for Master in such matters, and the fancy of men for delusion.

And then follows the passage quoted by Sir Martin Conway (see ). It is obvious that, joined with the two preceding sentences, this passage can in no way be made to serve the academical practitioner, as it seems to when taken alone. In the same way, the sentence printed in italics in the above quotation, if isolated, would certainly seem to serve the scientific practitioners and their slavish realism, though in connection with those that follow this is no longer possible. Dürer regards nature as providing raw material for a creation which may not tally exactly with any individual natural object. This was the Greek artists idea of the serviceableness of nature, as revealed both by their practice and by such traditions as that concerning Zeuxis and his five beautiful models for the figure of Venus. But Dürer does not confine the use of his canons even to this aim, but clearly perceived their utility in regard to quite other aims, as is shown by the passage beginning, It is not to be wondered at, &c. (see ), in which the imagination of figures not merely intended to embody beautiful or newly assorted proportions is clearly considered; and if we review Dürers actual work we shall see how much oftener he created figures for picturesque or dramatic effect than he did to embody beautiful proportions in them, though he evidently also considered the last purpose as of the first importance, as we see when he goes on to say:

Let any one who thinks I alter the human form too much or too little take care to avoid my error and follow nature. There are many different kinds of men in various lands: whoso travels far will find this to be so, and see it before his eyes. We are considering about the most beautiful human figure conceivable, but (only) the Maker of the world knows how that should be. Even if we succeed well we do but approach towards it from afar. For we ourselves have differences of perception, and the vulgar who follow only their own taste usually err. Therefore I do not advise any one to follow me, for I only do what I can, and that is not enough even to satisfy myself.

The extreme complexity of Dürers ideas and their application was a natural result of their having been born of his experience. For excellence is extremely various, and widely scattered through the world. The simplicity of a true work of art results merely from some excellence having been singled out from all foreign circumstances, and presented as vividly as it was intensely apprehended. This excellence may be one of proportion or one of many other kinds. Now, a figure conceived by an artist, whether he value it for its choicely assorted proportions or for picturesque or dramatic effect, may need to be developed before it is serviceable in an elaborate work of art.

Artists who work rapidly, and, whose pictures are dominated by passing moods, have always been in the habit of taking great licences with proportion, and, indeed, with all matters of fact. Dürers aim is to endow the artist who elaborates his work slowly with a similar freedom. This energy and power in rapid work it is the ever-renewed despair of artists to feel themselves losing in the process of elaboration. And one of the reasons for this is that in larger or more elaborate work, the statement, being more ample, is expected to be also more comprehensive and exhaustive; for the time required begets after-thoughts as to the real nature of the object viewed apart from the mood, which is the only excuse for the work; and so some of the artists attention is drawn away to facts and aspects which it would have been the success of his work to have ignored. Dürers object was to help a man to carry out his essential intention, and that alone, in a carefully elaborated picture; the problems faced were precisely similar to those so successfully coped with in Greek statues. In the first place, he would have pointed out that all sketches will not bear elaboration if their merit depends on extreme licence, for instance. Next, that a man who had a standard of proportion could see wherein the deviations of his sketched figure were essential to the effect he wished it to produce, and wherein they were unessential. Then, if he drew the normal figure large, he would be able to deviate from it in exactly the right places and to the right degree to reproduce the desired effect. But to do this he must also have a general notion of how deviations from a normal proportion could be made consistent throughout all the measurements involved not that he would in every case want to make them consistent. Now, there is a class of artists for whom all these suggestions of Dürers must for ever remain useless, for all science of production is impossible for those whose only success lies in improvisation; such improvisations, however dazzling or however delightful they may be, are, nevertheless, the class of art-works furthest removed in spirit and in method from Greek statuary. I do not say that they need be inferior; I say that they are opposite in method. And, had circumstances permitted, or Dürers dowry of great gifts been more complete than it was, and enabled him to become as great a creator of pictures as he is a great draughtsman and portrait-painter, no doubt his pictures would have resembled Greek statues both in their effect and their method, however different they might have been in subject and in range. To talk about beauty being sacrificed to truth, with Prof. Thausing; or the ideal of the North being strength in works of art as in life, with Sir Martin Conway;  is to confuse the issue and deceive oneself. To have mistaken the proper end of art, beauty, by thinking it was truth or strength, is to have failed to labour in the right direction; that is all-who-ever may condone the failure.

VI

Again, Sir Martin Conway tells us:

The laws of perspective can be deduced with certainty from mathematical first principles, the canon of proportions could only be constructed empirically as the result of repeated observations. Nevertheless, once constructed, it can certainly be used as Dürer suggested. Its use has practically been superseded by the study of anatomy.

This last phrase shows us in a flash how far the writer when he wrote it was from apprehending Dürers meaning. How could the study of anatomy ever do for an artist what Dürer was trying to do? No doubt Sir Martin had Michael Angelo in his minds eye; and it is true that he studied anatomy, and that his influence has been, on the whole, paramount with artists attempting subjects of this kind ever since. Whether Michael Angelo studied proportion or not, his practice exemplifies Dürers meaning splendidly. No anatomical research could have led him to construct figures nine to twelve, or even fifteen to twenty, heads high  to do which, as his work developed, more and more became his practice, especially in designs and sketches for compositions. To arrive at such proportions he followed his imaginative instinct. He found that these monstrous deviations from the normal (which, of course, in a general sense he recognised, whether he gave any study to rendering it precise or not) produced the effect on his mind that he wished to produce on the minds of others  an effect that was emotional and peculiar to his habitual moods. We know that his constitution gave him the staying-power, while his fiery Titanic spirit gave him the energy, to carry out and perfect his mighty frescoes and statues at the same heat that the creative hour yields other men for the production of a sketch alone. This giant son of Time was able to live for days and weeks together in a state of mind two or three consecutive hours of which exhaust the average master even. Considering the rapidity and intensity of his mental process, it is a miracle that, in so many works and to so great a degree, he respected the too much and too little of human reason, and allowed himself to be governed by what the Greeks called a sense of measure, instead of yielding to his native impetuosity and becoming an a-thousand-fold-greater-Blake; and illustrating, to the delight of active and short-winded intelligences, and the stupefaction of slow and dull ones, the futility of eccentricity and the frivolity of passion when unseconded by constancy of character and labour. For futile, in the arts, is whatever the sense of beauty must condemn, however well-intentioned; and frivolous is the passion that forgets the end it would attain, and becomes merely a private rhapsody, however astonishing its developments; slowly but surely it will be seen that such fireworks do not vitally concern us. The proportions of many of Michael Angelos figures are as far removed from any possible normal standard as what Dürer calls this my swiftness, in the abnormally tall and stout figures among the diagrams illustrating his book.

And this is where Dürers idea comes nearer to Greek practice. For by letting the striking rather than the subtle govern his departures from the mean, Michael Angelo found himself always bound to go beyond himself; as the palate which once has entertained strong stimulants demands that the dose be continually strengthened. Now this is in entire conformity with the impatience which was perhaps his greatest weakness; just as Dürers too methodical approach is in conformity with that acquiescence in the insufficiency of his conditions which made him in his weak moments swear never again to undertake those better classes of work which were less adequately paid, or made him content to display mere manual dexterity rather than do nothing on his days of darkness, suffering and depression: we may add, which made him choose to live at Nuremberg and refuse a better income and more suitable surroundings at Venice.

It is obviously the more hopeful way to create a beautiful figure first and discover a mathematical way of reproducing its most essential proportions afterwards; and no doubt this is what Dürer intended should be done; and in consequence he felt a need, and sought to supply it, for mechanical means to simplify, shorten and render more sure that part of the process which must necessarily partake something of the nature of drudgery, if great finish is to be combined with splendid design. The romantic, impulsive improvisatore does not feel this need, considers it bound to defeat its own aim; and, given his own gifts, he is right. But none the less, there are the Greek statues elaborated with a thoroughness which, if it ever dims or veils the creative intention, does so in a degree so slight as to seem amply compensated by the sense of ease maintained in spite of the innumerable difficulties overcome; there are besides a score or more of Dürers copper engravings with their imperturbable adequacy of minute painstaking, never for a moment sleepy or mechanical or lifeless. The one aim need not excommunicate the other even in the same individual; far less need this be so in different artists, with diverse temperaments, diverse aptitudes.

VII

The application of this idea does not end with the simple proportions of measurement between the limbs and parts of the figure; it is also concerned with what is called the modelling, and the treatment of surfaces such as the draperies, the hair, the fleshy portions and those beneath which the bony structure comes to prominence; in painting it may be applied to the chiaroscuro and colour. Reynolds remarks on the Venetians in his Eighth Discourse well illustrate this fact. He says:

It ought, in my opinion, to be indispensably observed that the masses of light in a picture be always of a warm mellow colour, yellow, red, or a yellowish-white; and that the blue, the grey, or the green colours be kept almost entirely out of these masses, and be used only to support and set off these warm colours; and, for this purpose, a small proportion of cold colours will be sufficient.

If this conduct be reversed, let the light be cold, and the surrounding colours warm, as we often see in the works of the Roman and Florentine painters; and it will be out of the power of art, even in the hands of Rubens or Titian, to make a picture splendid or harmonious.

Here we see a great colourist attempting to establish a canon for colour. Had he lived at an earlier period, before expression had become generally a subject of criticism, he would have described his discovery in less guarded and elastic language, such as is now applied to scientific laws. And then he might have been as excusably misunderstood as Leonardo and Dürer have been; as it is, the misunderstanding dealt out to him is quite without excuse.

Rembrandt, not only exemplifies the impressiveness of great deviations in structural proportions in much the same degree as Michael Angelo, using what the Greeks and Dürer would doubtless have considered a dangerous liberty, however much they might have felt bound to admire the results obtained; not only does he do this when, for instance, he represents Jesus now as a giant, now as almost a dwarf, according to the imaginative impression which he chooses to create; but he follows a similar process in his black and white pattern. For among his works there are etchings, which, though often supposed to have been left unfinished, are discerned by those with a sense for beauties of this class to be marvellously complete, stimulating, and satisfying, and in the nicest harmony with the other impressions produced by the mental point of view from which the subject is viewed, as also by the main lines and proportions of the composition, and to yield the visual delight most suitable to the occasion. Dürer and the Greeks are at one with Michael Angelo and Rembrandt in condemning by their practice all purely mechanical application of ideas or methods to the production of works of creative art, such as is exemplified by artists of more limited aims and powers; by academical practitioners, by theoretical scientists calling themselves impressionists, luminarists, naturalists, or any other name. For artists whose temperaments are impeded by some unhappy slowness, or difficulty in concentrating themselves, methods of procedure similar to those elaborated by Dürer in his books on proportion, properly understood, must be a real aid and benefit; as those who are essentially improvisors may help themselves and supply their deficiencies by methods similar to those which Reynolds describes as practised by Gainsborough.

He even framed a kind of model of landscapes on his table, composed of broken stones, dried herbs and pieces of broken glass, which he magnified and improved into rocks, trees and water (Fourteenth Discourse).

This process resembles that of tracing faces or scenes from the life of gnomes in glowing caverns among coals of fire on a winters eve; it is resorted to in one form or another by all creative artists, but it is peculiarly useful to men like Gainsborough, whose art tends always to become an improvisation, whatever strenuous discipline they may have subjected themselves to in their days of ardent youth.

VIII

Perhaps Dürers actual standards for the normal, his actual methods for creating self-consistent variations from it, are not likely to prove of much use, even when artists shall be sufficiently educated to understand them; nevertheless, the principle which informs them has been latent in the work of all great creators; is marvellously fulfilled indeed, in Greek statuary. The work of Antoine Louis Barye, that great and little-understood master  as far as I am able to judge, the only modern artist who has made science serve him instead of being seduced by her  exemplifies this central idea of Dürers almost as fully as the Greek masterpieces. The future of art appears to me to lie in the hands of those artists who shall be able to grapple with the new means offered them by the advance of science, as he did, and be as little or even less seduced than he was by the foolish idea that art can become science without ceasing to be art, which has handicapped and defeated the efforts of so many industrious and talented men of late years. So truly is this the case that the improvisor appears to many as the only true artist, and his uncontrolled caprices as the farthest reach of human constructive power.

In any case, no artist is unhappy if a docile and hopeful disposition enables him to see in the masterpieces of Greek sculpture the reward of an easy balance of both temperaments and methods, the improvisors and the elaborators, under felicitous circumstances, by men better endowed than himself. And this though never history and archaeology shall be in a position to give him information sufficient to determine that his faith is wholly warranted.

A golden age is a golden dream, that sheds 
A golden light on waking hours, on toil,
On leisure, and on finished works.


CHAPTER II. THE IMPORTANCE OF DOCILITY

I

I now intend to re-arrange what seem the most interesting of the sentences on the theory of art which are found in Dürers MSS. and books on proportion. He did not give them the final form or order which he intended, and it seems to me that to arrange the more important according to the subjects they treat of will be the simplest way of arriving at general conceptions as to their tendency and value. We shall thus bring together repetitions of the same thought and contradictory answers to the same question; and after each series of sentences, I myself shall discuss the points raised, illustrating my remarks from modern writers whose opinion in these matters seems to me deserving of most attention. I have heard it said by the late Mr. Arthur Strong that Dürers art is always didactic; and Dürer as a writer on art certainly has ever before his mind this one object, to teach others, or, as I should prefer to phrase it, to help others to learn. For he himself is continually confessing that he cannot yet answer his own questions, and it seems to me that the best teacher is always he who most desires to increase his knowledge, not indeed to hoard it as some do and make of it a personal possession; intellectual misers, for ever gnashing their teeth over the reputations or the pretensions of others. No, but one who desires knowledge for its own sake and welcomes it in others with as much satisfaction as he gains it for himself. Docility, i.e., teachableness, let me point out once more, seems to be the necessary midwife of genius, without the aid of which it often labours in vain, or brings forth strange incongruous and misshapen births.

Sad is the condition of a brilliant and fiery spirit shut up in a mans brain without the humble assistance of this lively, meek and patient virtue! What unrelieved and insupportable throes of agony must be borne by such a spirit, and how often does such labour end in misanthropy or madness! The records of the lives of exceptionally-gifted men tell us only too clearly what pains those are, and how frequently they have been borne. So I fancy I cannot do better than choose out for my first section sentences which praise or advocate the effort to learn, or attempt to enlighten those who make such an effort on the choice of teachers and disciplines.

II

I shall not hesitate to transpose sentences even when they appear in connected passages, in order, as I hope, to bring out more clearly their connection. For Dürer was not a writer by profession, and his thoughts were often more abundant than he knew how to deal with.

Before starting, however, I must prefix to my quotations some account of the four MS. books in the British Museum from which they are principally taken. Rough drafts in Pirkheimers handwriting were found among them, but of Dürers work Sir Martin Conway tells us:

The volumes contain upwards of seven hundred leaves and scraps of paper of various kinds, covered at different dates with more or less elaborate outline drawings, and more or less corrected drafts for works published or planned by Dürer. Interspersed among them are geometrical and other sketches.

He was in the habit of correcting and re-copying, again and again, what he had written. Sometimes he would jot down a sentence alongside of matter to which it had no relation. This sentence he would afterwards introduce in its right connection. There are in these volumes no less than four drafts of the beginning of a Dedication to Pirkheimer of the Books of Human Proportions. Two other drafts of this same dedication are among the Dresden MSS. The opening sentences of the Introduction to the same work were likewise, as will be seen, the subject of frequent revision.

These drafts, notes and sketches date from 1508 to 1523. Some collector had had them cut out, gummed together, and bound without the slightest regard to order, or even to the sequence of consecutive passages. In January 1890 the volumes were taken to pieces and rearranged by Miss Lina Eckenstein, who had previously made the admirable translations of them for Sir Martin Conways Literary Remains of Albrecht Dürer, from which my quotations are taken.

The contents of the volumes as rearranged may be roughly described as follows:

Volume 1. Drawings of whole figures and portions of the body, illustrating Dürers theories of Proportion. Drawings of a solid octogon. Six coloured drawings of crystals. The description of the Ionic order of architecture. Drawings of columns with measurements. A scale for Human Proportions. A table of contents for a work on Geometry. Notes on perspective, curves, folds, &c. The different kinds of temple after Vitruvius. Mathematical diagrams, &c.

Volume II. Draft of a dedicatory letter to King Ferdinand (see page 180). Drafts and drawings for The Art of Fortification. Drawing of a shield with a rearing horse. Mantles of Netherlandish women and nuns. A Latin inscription for his own portrait. Notes on Proportion, and on the feast of the Rosenkranz. Scale for Human Proportions. An alphabet. Draft of a dedication for the books on Proportion. Sketch of a skeleton. Studies of architecture. Venetian houses and roofs. Sketches of a church, a house, a tower, a drapery, &c.

Volume III. Drafts of a projected work on Painting and on the study of Proportion. Drafts for the dedication, the preface, and for a work on Esthetics. Drawings of a male body, a female body, and a piece of drapery. Notes and drawings for the proportions of heads, hands, feet, outline curves, a child, a woman, &c.

Volume IV. Proportions of a man, a fat woman, the head of the average woman, the young woman, &c. Short Profession of Faith (see page 130). Scale for Human Proportions, &c. Fragments of the Preface of Essay on Aesthetics, &c. Grimacing and distorted faces. Use of measurements. On the characters of faces, thick, thin, broad, narrow, &c. Sketches of a dragon and of an angel for Maximilians Triumphal Procession. List of Luthers works (see page 130). Drawings of human bodies proportioned to squares.

[Illustration: UNA VILANA WENDISCH Pen drawing with wash background in the collection of Mrs. Seymour face ]

See the description in Dürers Schriftlicher Nachlass (Lange und Fuhse), page 263, from which the above abstract is made.

Sir Martin Conway continues:

In these volumes Dürer is seen, sometimes writing under the influence of impetuous impulse, sometimes with leisurely care, allowing his pen to embroider the script with graceful marginal flourishes.

At what period of his career Dürer first conceived the idea of writing a comprehensive work upon the theory and practice of art is unknown. It was certainly before the year 1512. The following list of chapters may perhaps be an early sketch of the plan.

Ten things are contained in the little book.
The first, the proportions of a young child.
The second, proportions of a grown man.
The third, proportions of a woman.
The fourth, proportions of a horse.
The fifth, something about architecture.
The sixth, about an apparatus through which it can be shown that all things may be traced.
The seventh, about light and shade.
The eighth, about colours, how to paint like nature.
The ninth, about the ordering (composition) of the picture.
The tenth, about free painting, which alone is made by Imagination without any other help.

III

Glad enough should we be to attain unto great knowledge without toil, for nature has implanted in us the desire of knowing all things, thereby to discern a truth of all things. But our dull wit cannot come unto such perfectness of all art, truth, and wisdom. Yet are we not, therefore, shut out altogether from all arts. If we want to sharpen our reason by learning and to practise ourselves therein, having once found the right path we may, step by step, seek, learn, comprehend, and finally reach and attain unto something true. Wherefore, he that understandeth how to learn somewhat in his leisure time, whereby he may most certainly be enabled to honour God, and to do what is useful both for himself and others, that man doeth well; and we know that in this wise he will gain much experience in art and will be able to make known its truth for our good. It is right, therefore, for one man to teach another. He that joyfully doeth so, upon him shall much be bestowed by God, from whom we receive all things. He hath highest praise.

One finds some who know nothing and learn nothing. They despise learning, and say that much evil cometh of the arts, and that some are wholly vile. I, on the contrary, hold that no art is evil, but that all are good. A sword is a sword which may be used either for murder or for justice. Similarly the arts are in themselves good. What God hath formed, that is good, misuse it how ye will.

Thou findest arts of all kinds; choose then for thyself that which is like to be of greatest service to thee. Learn it; let not the difficulty thereof vex thee till thou hast accomplished somewhat wherewith thou mayest be satisfied.

It is very necessary for a man to know some one thing by reason of the usefulness which ariseth therefrom. Wherefore we should all gladly learn, for the more we know so much the more do we resemble the likeness of God, who verily knoweth all things.

The more, therefore, a man learneth, so much the better doth he become, and so much the more love doth he win for the arts and for things exalted. Wherefore a man ought not to play the wanton, but should learn in season.

Is the artistic man pious and by nature good? He escheweth the evil and chooseth the good; and hereunto serve the arts, for they give the discernment of good and evil.

Some may learn somewhat of all arts, but that is not given to every man. Nevertheless, there is no rational man so dull but that he may learn the one thing towards which his fancy draweth him most strongly. Hence no man is excused from learning something.

Let no man put too much confidence in himself, for many (pairs of eyes) see better than one. Though it is possible for a man to comprehend more than a thousand (men), still that cometh but rarely to pass.

Many fall into error because they follow their own taste alone; therefore let each look to it that his inclination blind not his judgment. For every mother is well pleased with her own child, and thus also it ariseth that many painters paint figures resembling themselves.

He that worketh in ignorance worketh more painfully than he that worketh with understanding; therefore let all learn to understand aright.

Now I know that in our German nation, at the present time, are many painters who stand in need of instruction, for they lack all real art, yet they nevertheless have many large works to do. Forasmuch then as they are so numerous, it is very needful for them to learn to better their work.

Willingly will I impart my teaching, hereafter written, to the man who knoweth little and would gladly learn; but I will not be cumbered with the proud, who, according to their own estimate of themselves, know all things, and are best, and despise all else. From true artists, however, such as can show their meaning with the hand, I desire to learn humbly and with much thankfulness.

A thing thou beholdest is easier of belief than that thou hearest, but whatever is both heard and seen we grasp more firmly and lay hold on more securely. I will therefore do the work in both ways, that thus I may be better understood.

Whosoever will, therefore, let him hear and see what I say, do, and teach, for I hope it may be of service and not for a hindrance to the better arts, nor lead thee to neglect better things.

I hear moreover of no writer in modern times by whom aught hath been written and made known which I might read for my improvement. For some hide their art in great secrecy, and others write about things whereof they know nothing, so that their words are nowise better than mere noise, as he that knoweth somewhat is swift to discover. I therefore will write down with Gods help the little that I know. Though many will scorn it I am not troubled, for I well know that it is easier to cast blame on a thing than to make anything better. Moreover, I will expound my meaning as clearly and plainly as I can; and, were it possible, I would gladly give everything I know to the light, for the good of cunning students who prize such art more highly than silver or gold. I further admonish all who have any knowledge in these matters that they write it down. Do it truly and plainly, not toilsomely and at great length, for the sake of those who seek and are glad to learn, to the great honour of God and your own praise. If I then set something burning and ye all add to it with skilful furthering, a blaze may in time arise therefrom which shall shine throughout the whole world.

I shall here apply to what is to be called beautiful the same touchstone as that by which we decide what is right. For as what all the world prizeth as right we hold to be right, so what all the world esteemeth beautiful that will we also hold for beautiful, and ourselves strive to produce the like.

No one need blindly follow this theory of mine as though it were quite perfect, for human nature has not yet so far degenerated that another man cannot discover something better. So each may use my teaching as long as it seems good to him, or until he finds something better. Where he is not willing to accept it, he may well hold that this doctrine is not written for him, but for others who are willing.

That must be a strangely dull head which never trusts itself to find out anything fresh, but only travels along the old path, simply following others and not daring to reflect for itself. For it beseems each understanding, in following another, not to despair of itself discovering something better. If that is done, there remaineth no doubt but that in time this art will again reach the perfection it attained amongst the ancients.

Much will hereafter be written about subjects and refinements of painting. Sure am I that many notable men will arise, all of whom will write both well and better about this art, and will teach it better than I; for I myself hold my art at a very mean value, for I know what my faults are. Let every man therefore strive to better these my errors according to his powers. Would to God it were possible for me to see the work and art of the mighty masters to come, who are yet unborn, for I know that I might be improved upon. Ah! how often in my sleep do I behold great works of art and beautiful things, the like whereof never appear to me awake, but so soon as I awake, even the remembrance of them leaveth me.

Compare also the passages already quoted,(p,16,26).

IV

What an admirable temper! is the exclamation which expresses our first feeling on reading the foregoing sentences. It renews the spirit of a man merely to peruse such things. Scales fall from our eyes, and we see what we most essentially are, with pleasure, as good children gleefully recognise their goodness: and at the same time we are filled with contrition that we should have ever forgotten it. And this that we most essentially are rational beings, lovers of goodness, children of hope,  how directly Dürer appeals to it: Nature has implanted in us the desire of knowing all things. It reminds one of Ben Jonsons:  

It is a false quarrel against nature, that she helps understanding but in a few, when the most part of mankind are inclined by her thither, if they would take the pains; no less than birds to fly, horses to run, &c., which, if they lose it, is through their own sluggishness, and by that means they become her prodigies, not her children.

There is something refreshing and inspiriting in the mere conviction of our teachableness; and when the same author, referring to Platos travels in search of knowledge, says, He laboured, so must we, we do not find the comparison humiliating either to Plato or ourselves. For without a way there is no going, and every man of superior mould says to us with more or less of benignity, I am the way: follow me. Such means or ways of attainment have been followed by all whose success is known to us, and are followed now by all finely touched and gifted men. I might quote in illustration of these assertions the whole of Reynolds Sixth Discourse, so marvellous for its acute and delicate discrimination; but I will content myself with a few leading passages:

We cannot suppose that any one can really mean to exclude all imitation of others.

It is a common observation that no art was ever invented and carried to perfection at the same time.

The greatest natural genius cannot subsist on its own stock: he who resolves never to ransack any mind but his own will soon be reduced to the poorest of all imitations, he will be obliged to imitate himself, and to repeat what he has often before repeated.

The truth is, he whose feebleness is such as to make other mens thoughts an encumbrance to him, can have no very great strength of mind or genius of his own to be destroyed: so that not much harm will be done at the worst.

Of course, this last phrase will not apply universally; we must remember that the man who sets out to become an artist, or claims to be one by native gift, has made apparent that he is the possessor of no mean ambition. The humblest may see a way of improvement in their betters, and obey the command, Follow me. Every man is not called to follow great artists, but only those who are peculiarly fitted to tread the difficult paths that climb Olympus-hill. Yet to all men alike the great artist in life, he who wedded failure to divinity, says, Learn of me that I am meek and lowly of heart, and ye shall find rest to your souls.

He who confines himself to the imitation of an individual, as he never proposes to surpass, so he is not likely to equal, the object of his imitation. He professes only to follow; and he that follows must necessarily be behind.

It is of course impossible to surpass perfection, but it is possible to be made one with it.

To find excellences, however dispersed, to discover beauties, however concealed by the multitude of defects with which they are surrounded, can be the work only of him who, having a mind always alive to his art, has extended his views to all ages and to all schools; and has acquired from that comprehensive mass which he has thus gathered to himself a well-digested and perfect idea of his art, to which everything is referred. Like a sovereign judge and arbiter of art, he is possessed of that presiding power which separates and attracts every excellence from every school; selects both from what is great and what is little; brings home knowledge from the east and from the west; making the universe tributary towards furnishing his mind, and enriching his works with originality and variety of inventions.

In this tine passage we get back to our central idea in regard to the sense of proportion making the universe tributary towards furnishing his mind; while in the discovery of beauties the complete artist selects both from what is great and what is little, from the clouds of heaven and from the dunghills of the farmyard.

Study, therefore, the great works of the great masters for ever. Study, as nearly as you can, in the order, in the manner, and on the principles on which they studied. Study nature attentively, but always with those masters in your company; consider them as models which you are to imitate, and at the same time as rivals with whom you are to contend. For no man can be an artist, whatever he may suppose, upon any other terms.

Yes, an artist is a child who chooses his parents, nor is he limited to only two. Religion tells all men they have a Father, who is God; philosophy and tradition repeat, man has a mother, who is Nature. These sayings are platitudes; their application is so obvious that it is now generally forgotten. If God is a Father, it is the soul that chooses Him; if Nature is a mother, it is the man who chooses to regard her as such, since to the greater number it is well known she seems but a stepmother, and a cruel one at that. Elective affinities, chosen kindred! tell me what company you keep, and I will tell you who you are (what you are worth). How many artist waifs one sees nowadays! lost souls, who choose to be nobodys children, and think they can teach themselves all they need to know.

I think the very striking agreement between artists so totally different in every respect except eminence, docility and anxiety to further art, as Dürer and Reynolds, ought to impress our minds very deeply: even though, as is certainly the case, the way they point out has been very greatly abandoned of late years, and public institutions in this and other countries proceed to further art on quite other lines; even though critics are almost unanimous in knowing better both the end and the way than the great masters who had not the advantage of a dash of science in their hydromel to make it sparkle, but instead made it yet richer and thicker by stirring up with it piety and religion. I think this cock-tail and sherry-cobbler art criticism of to-day is very deleterious to the digestion, and that the piety and enthusiasm which Dürer and Reynolds worked into their art were more wholesome, and better supplied the needs and deficiencies of artistic temperaments.


CHAPTER III. THE LOST TRADITION

I

Many centuries ago the great art of painting was held in high honour by mighty kings, and they made excellent artists rich and held them worthy, accounting such inventiveness a creating power like Gods. For the imagination of a good painter is full of figures, and were it possible for him to live for ever, he would always have from his inward ideas, whereof Plato speaks, something new to set forth by the work of his hand.

Many hundred years ago there were still some famous painters, such as those named Phidias, Praxiteles, Apelles, Polycleitus, Parrhasius, Lysippus, Protogenes, and the rest, some of whom wrote about their art and very artfully described it and gave it plainly to light: but their praise-worthy books are, so far, unknown to us, and perhaps have been altogether lost by war, driving forth of the peoples, and alterations of laws and beliefs  a loss much to be regretted by every wise man. It often came to pass that noble Ingenia were destroyed by barbarous oppressors of art; for if they saw figures traced in a few lines they thought it nought but vain, devilish sorcery. And in destroying them they attempted to honour God by something displeasing to Him; and to use the language of men, God was angry with all destroyers of the works of great mastership, which is only attained by much toil, labour, and expenditure of time, and is bestowed by God alone. Often do I sorrow because I must be robbed of the aforesaid masters books of art; but the enemies of art despise these things.

Pliny writeth that the old painters and sculptors  such as Apelles, Protogenes, and the rest  told very artistically in writing how a well-built mans figure might be measured out. Now it may well have come to pass that these noble books were misunderstood and destroyed as idolatrous in the early days of the Church. For they would have said Jupiter should have such proportions, Apollo such others; Venus shall be thus, Hercules thus; and so with all the rest. Had it, however, been my fate to be there at the time, I would have said: Oh dear, holy lords and fathers, do not so lamentably destroy the nobly discovered arts, which have been gotten by great toil and labour, only because of the abuses made of them. For art is very hard, and we might and would use it for the great honour and glory of God. For, even as the ancients used the fairest figure of a man to represent their false god Apollo, we will employ the same for Christ the Lord, who is fairest of all the earth; and as they figured Venus as the loveliest of women, so will we in like manner set down the same beauteous form for the most pure Virgin Mary, the mother of God; and of Hercules will we make Samson, and thus will we do with all the rest, for such books shall we get never more. Wherefore, though that which is lost ariseth not again, yet a man may strive after new lore; and for these reasons I have been moved to make known my ideas here following, in order that others may ponder the matter further, and may thus come to a new and better way and foundation.

I certainly do not deny that, if the books of the ancients who wrote about the art of painting still lay before our eyes, my design might be open to the false interpretation that I thought to find out something better than what was known unto them. These books, however, have been totally lost in the lapse of time; so I cannot be justly blamed for publishing my opinions and discoveries in writing, for that is exactly what the ancients did. If other competent men are thereby induced to do the like, our descendants have something which they may add to and improve upon, and thus the art of painting may in time advance and reach its perfection.

II

Whether we should exercise our intellects or logical sense alone upon the records and remains of past ages, or whether they may not be better employed for the exercise and edification of the imaginative faculties, would seem to be a question which, though they did not perhaps in set terms put to themselves, modern historians have very summarily answered; and I think answered wrongly. The records of the past, the records even of yesterday, are necessarily extremely incomplete; to make them at all significant something must be added by the historian. The perception of probability is never exact; it varies with the mind between man and man; in the same man even before and after different experiences, &c. But even if the perception of the highest probability were practically exact, it would never suffice; for, as Aristotle says, it is probable that many things should happen contrary to probability. From these facts it follows that the man who has the most exhaustive knowledge of what has actually survived, and what has been recorded, will not necessarily form the truest judgment on a question of history; it might always happen that the intuition of some unscholarly person was nearer the truth; still no man could ever decide between the two, nor would any sane man think it worth his while to take sides with either of them; such questions are most useful when they are left open. This is the case because the imagination is thus left freer to use such knowledge as it has for the edification of the character; and that model for our example or warning which the imagination constructs may always possibly be the truth. According to the balance in it of apparent probability, with edifying power it will beget conviction. Such a conviction may be doomed to be superseded sooner or later; its value lies in its potency while it lasts. The temper in which we look at our historical heritage is of more importance to us now than the exactitude of our vision; for this latter can never be proved, while the former approves itself by the fruit it bears within us. It is better, more fruitful, to feel with Dürer about the art of Ancient Greece than to know all that can be known of it to-day and feel a great deal less. Character calls forth character, said Goethe; we may add, even from the grave. Now that the physical miracle of the Resurrection has come to seem so unimportant and uninteresting to educated men, it might be a wise economy to connect its poetry with this experience, that great and creative characters can raise men better worth knowing than Lazarus from the dead. Nietsche thought that Shakespeare had brought Brutus back to life, (though he knew very little of Roman history), and that Brutus was the Roman best worth knowing. Of all peoples, the Greeks dreamt the dream of life the best, Goethe said; and again, For all other arts we have to make some allowance; to Greek art alone we are for ever debtors. To feel the truth of these sayings with a passion similar to that shown in the passages quoted above from Dürer, must surely be a great help to an artist. Such a passion is an end in itself, or rather is the only means by which we can win spiritual freedom from some of the heavier fetters that modern life lays upon us. It freed Goethe even from Germany.


CHAPTER IV. BEAUTY

I

How is beauty to be judged?  upon that we have to deliberate.

A man by skill may bring it into every single thing, for in some things we recognise that as beautiful which elsewhere would lack beauty.

Good and better in respect of beauty are not easy to discern; for it would be quite possible to make two different figures, one stout, the other thin, which should differ one from the other in every proportion, and yet we scarce might be able to judge which of the two excelled in beauty. What beauty is I know not, though it dependeth upon many things.

I shall here apply to what is to be called beautiful the same touchstone as that by which we decide what is right. For as what all the world prizeth as right we hold to be right, so what all the world esteemeth beautiful that we will also hold for beautiful, and ourselves strive to produce the like.

There are many causes and varieties of beauty; he that can prove them is so much the more to be trusted.

The accord of one thing with another is beautiful, therefore want of harmony is not beautiful. A real harmony linketh together things unlike.

Use is a part of beauty, whatever therefore is useless unto men is without beauty.

The more imperfection is excluded so much the more doth beauty abide in the work.

Guard thyself from superfluity.

But beauty is so put together in men and so uncertain is our judgment about it, that we may perhaps find two men both beautiful and fair to look upon, and yet neither resembleth the other, in measure or kind, in any single point or part; and so blind is our perception that we shall not understand whether of the two is the more beautiful, and if we give an opinion on the matter it shall lack certainty.

Negro faces are seldom beautiful because of their very flat noses and thick lips; moreover, their shinbone is too prominent, and the knee and foot too long, not so good to look upon as those of the whites; and so also is it with their hand. Howbeit, I have seen some amongst them whose whole bodies have been so well-built and handsome that I never beheld finer figures, nor can I conceive how they might be bettered, so excellent were their arms and all their limbs.

Seeing that man is the worthiest of all creatures, it follows that, in all pictures, the human figure is most frequently employed as a centre of interest. Every animal in the world regards nothing but his own kind, and the same nature is also in men, as every man may perceive in himself.

[Illustration: Charcoal-drawing heightened with white on a green prepared ground, in the Berlin Print Room Face ]

Further, in order that he may arrive at a good canon whereby to bring somewhat of beauty into our work, there-unto it were best for thee, it bethinks me, to form thy canon from many living men. Howbeit seek only such men as are held beautiful, and from such draw with all diligence. For one who hath understanding may, from men of many different kinds, gather something good together through all the limbs of the body. But seldom is a man found who hath all his limbs good, for every man lacks something.

No single man can be taken as a model of a perfect figure, for no man liveth on earth who uniteth in himself all manner of beauties.... There liveth also no man upon earth who could give a final judgment upon what the perfect figure of a man is; God only knoweth that.

And although we cannot speak of the greatest beauty of a living creature, yet we find in the visible creation a beauty so far surpassing our understanding that no one of us can fully bring it into his work.

If we were to ask how we are to make a beautiful figure, some would give answer: According to human judgment (i.e., common taste). Others would not agree thereto, neither should I without a good reason. Who will give us certainty in this matter?

II

I have already given what I believe to be the best answer to these questions as to what beauty is and how it is to be judged. Beauty is beauty as good is good (see p, 8), or yellow, yellow; indeed, to the second question, Matthew Arnold has given the only possible answer  the relative value of beauties is as the judicious would determine, and the judicious are, in matters of art finely touched and gifted men. This criterion obviously cannot be easily or hastily applied, nor could one ever be quite sure that in any given case it had been applied to any given effect. But for practical needs we see that it suffices to cast a slur on facile popularity, and vindicate over and over again those who had been despised and rejected. What the true artist desires to bring into his pictures is the power to move finely-touched and gifted men. Not only are such by very much the minority, but the more part of them being, by their capacity to be moved and touched, easily wounded, have developed a natural armour of reserve, of moroseness, of prejudice, of combativeness, of pedantry, which makes them as difficult to address as wombats, or bears, or tortoises, or porcupines, or polecats, or elephants. It is interesting to witness how Dürers self-contradictions show him to be aware of the great complexity of these difficulties, as also to see how very near he comes to the true answer. At one time he tells us:

When men demand a work of a master, he is to be praised in so far as he succeeds in satisfying their likings ...

At another he tells us:

The art of painting cannot be truly judged save by such as are themselves good painters; from others verily is it hidden even as a strange tongue.

Every finely touched and gifted man is not an artist; but every true artist must, in some measure, be a finely touched and gifted man. There is no necessity to limit the public addressed to those who themselves produce: yet those who can prove what they say with their hand bring credentials superior to those offered by any others,  although even their judgment is not sure, as they may well represent a minority of the true court of appeal which can never be brought together.

No doubt there is a judgment and a scale of values accepted as final by each generation that gives any considerable attention to these questions. Æsthetic appear to be exactly similar to religious convictions. Those who are subject to them probably pass through many successively, even though they all their lives hold to a certain fashion which enables them to assert some obvious unity, like those who, in religion, belong always to one sect. Yet if they were in a position to analyse their emotions and leanings, no doubt very fundamental contradictions would be discovered to disconcert them. Conviction and enthusiasm in the arts and religion would seem to be the frame of mind natural to those who assimilate, and are rendered productive by what they study and admire. Convictions may never be wholly justifiable in theory, but in practice when results are considered, it would seem that no other frame of mind should escape censure.


CHAPTER V. NATURE

I

We regard a form and figure out of nature with more pleasure than another, though the thing in itself is not necessarily altogether better or worse.

Life in nature showeth forth the truth of these things (the words of difference  i.e., the character of bodily habit to which they refer), wherefore regard it well, order thyself thereby and depart not from nature in thine opinions, neither imagine of thyself to invent aught better, else shalt thou be led astray, for art standeth firmly fixed in nature, and whoso can rend her forth thence he only possesseth her. If thou acquirest her, she will remove many faults for thee from thy work.

Neither must the figure be made youthful before and old behind, or contrariwise; for that unto which nature is opposed is bad. Hence it followeth that each figure should be of one kind alone throughout, either young or old, or middle-aged, or lean or fat, or soft or hard.

The more closely thy work abideth by life in its form, so much the better will it appear; and this is true. Wherefore never more imagine that thou either canst or shalt make anything better than God hath given power to His creatures to do. For thy power is weakness compared to Gods creating hand. (See continuation of passage, .)

Compare also passages quoted (p-291).

II

In these and other passages Dürer speaks about nature, and enjoins on the artist respect for and conformity to nature in a manner which reminds us of that still current in dictums about art. Indeed, it seems probable that Dürers use of this term was almost as confused as that of a modern art-critic. There are two senses in which the word nature is employed, the confusion of which is ten times more confounded than any of the others, and deserves, indeed, utter damnation, so prolific of evil is it. We call the objects of sensory perception nature  whatever is seen, heard, felt, smelt or tasted is a part of nature. And yet we constantly speak of seeing, hearing, touching, smelling, and tasting monstrous and unnatural things. And a monstrous and unnatural thing is not merely one which is rare, but even more decidedly one of which we disapprove. So that the second use of the term conveys some sense of exceptionality, but far more of lack of conformity to human desires and expectations. Now, many things which do not exist are perfectly natural in this second sense: fairy-lands, heavens, &c. We perfectly understand what is meant by a natural and an unnatural imagination, we perceive readily all kind of degrees between the monstrous and the natural in pure fiction. Now, this second use of the term nature is the only one which is of any vital importance to our judgments upon works of art; yet current judgments are more often than not based wholly on the first sense, which means merely all objects perceived by the senses; and this, draped in the authority and phrases belonging to judgments based on the second and really pertinent sense.

Whole schools of painting and criticism have arisen and flourish whose only reason for existence is the extreme facility with which this confusion is made in European languages. It sounds so plausible that some have censured Michael Angelo for bad drawing because men are not from 9 to 15 or 16 heads high, and have not muscles so developed as the gods and Titans of his creation. And others have objected to the angels, the anatomical ambiguity of their wing articulations. To say that a sketch or picture is out of tone or drawing damns, in many circles to-day; in spite of the fact that the most famous masterpieces, if judged by the same standard, would be equally offensive. This absurdity, even where its grosser developments are avoided, breeds abundant contradictions and confusion in the mouths of those who plume themselves on culture and discernment. I hope not to have been too saucy, therefore, in pointing out this pitfall to my readers in regard to these sentences which I thought it worth while to quote from Dürer, merely because if I did not do so I foresaw that they would be quoted against me.


CHAPTER VI. THE CHOICE OF AN ARTIST

I

In the great earnestness with which the difficulties that beset art and the artist impressed him, Dürer intended to write a Vade Mecum for those who should come after him. He has left among his MS. papers many plans, rough drafts, and notes for some such work, the form of which no doubt changed from time to time. The one which gives us the most comprehensive idea of his intentions is perhaps the following.

II

Ihs. Maria

By the grace and help of God I have here set down all that I have learnt in practice, which is likely to be of use in painting, for the service of all students who would gladly learn. That, perchance, by my help they may advance still further in the higher understanding of such art, as he who seeketh may well do, if he is inclined thereto; for my reason sufficeth not to lay the foundations of this great, far-reaching, infinite art of true painting.

Item.  In order that thou mayest thoroughly and rightly comprehend what is, or is called, an artistic painter, I will inform thee and recount to thee. If the world often goeth without an artistic painter, whilst for two or three hundred years none such appeareth, it is because those who might have become such devote not themselves to art. Observe then the three essential qualities following, which belong to the true artist in painting. These are the three main points in the whole book.


	I. The First Division of the book is the Prologue, and it compriseth three parts (A, B, and C).



o A. The first part of the Prologue telleth us how the lad should be taught, and how attention should be paid to the tendency of his temperament. It falleth into six parts:


	

	

	1. That note should be taken of the birth of the child, in what Sign it occurreth; with some explanations. (Pray God for a lucky hour!)

	2. That his form and stature should be considered; with some explanations.

	3. How he ought to be nurtured in learning from the first; with some explanations.

	4. That the child should be observed, whether he learneth best when kindly praised or when chidden; with explanations.

	5. That the child be kept eager to learn and be not vexed.

	6. If the child worketh too hard, so that he might fall under the hand of melancholy, that he be enticed therefrom by merry music to the pleasuring of his blood.











o B. The second part of the Preface showeth how the lad should be brought up in the fear of God and in reverence, that so he may attain grace, whereby he may be much strengthened in intelligent art. It falleth into six parts:


	

	

	1. That the lad be brought up in the fear of God and be taught to pray to God for the grace of quick perception (ubtilitet) and to honour God.

	2. That he be kept moderate in eating and drinking, and also in sleeping.

	3. That he dwell in a pleasant house, so that he be distracted by no manner of hindrance.

	4. That he be kept from women and live not loosely with them; that he not so much as see or touch one; and that he guard himself from all impurity. Nothing weakens the understanding more than impurity.

	5. That he know how to read and write well, and be also instructed in Latin, so far as to understand certain writings.

	6. That such an one have sufficient means to devote himself without anxiety (to his art), and that his health be attended to with medicines when needful.











o C. The third part of the Prologue teacheth us of the great usefulness, joy, and delight which spring from painting. It falleth into six parts:


	

	

	1. It is a useful art when it is of godly sort, and is employed for holy edification.

	2. It is useful, and much evil is thereby avoided, if a man devote himself thereto who else had wasted his time.

	3. It is useful when no one thinks so, for a man will have great joy if he occupy himself with that which is so rich in joys.

	4. It is useful because a man gaineth great and lasting memory thereby if he applieth it aright.

	5. It is useful because God is thereby honoured when it is seen that He hath bestowed such genius upon one of His creatures in whom is such art. All men will be gracious unto thee by reason of thine art.

	6. The sixth use is that if thou art poor thou mayest by such art come unto great wealth and riches.









	II. The Second Division of the book treateth of Painting itself; it also is threefold.



o A. The first part is of the freedom of painting; in six ways.

o B. The second part is of the proportions of men and buildings, and what is needful for painting; in six ways.


	

	

	1. Of the proportions of men.

	2. Of the proportions of horses.

	3. Of the proportions of buildings.

	4. Of perspective.

	5. Of light and shade.

	6. Of colours, how they are to be made to resemble nature.











o C. The third part is of all that a man conceives as subject for painting.


	III. The Third Division of the book is the Conclusion; it also hath three parts.



o A. The first part shows in what place such an artist should dwell to practise his art; in six ways.

o B. The second part shows how such a wonderful artist should charge highly for his art, and that no money is too much for it, seeing that it is divine and true; in six ways.

The third part speaks of praise and thanksgiving which he should render unto God for His grace, and which others should render on his behalf; in six ways.

III

It is in the variety and completeness of his intentions that we perceive Dürers kinship with the Renascence; he comprehends the whole of life in his idea of art training.

In his persuasion of the fundamental necessity of morality he is akin to the best of the Reformation. It is in the union of these two perceptions that his resemblance to Michael Angelo lies. There is a rigour, an austerity which emanates from their work, such as is not found in the work of Titian or Rembrandt or Leonardo or Rubens or any other mighty artist of ripe epochs. Yet we find both of them illustrating the licentious legends of antiquity, turning from the Virgin to Amymone and Leda, from Christ to Apollo and Hercules. By their action and example neither joins either the Reformation or the Renascence in so far as these movements may be considered antagonistic; nor did they find it inconsistent to acknowledge their debt to Greece and Rome, even while accepting the gift of Jesus example as freely as it was offered.

Not only does Dürer insist on the necessity of a certain consonancy between the surrounding influences and the artists capacity, which should be both called forth and relieved by the interchange of rivalry with instruction, of seclusion with music or society, but the process which Jesus made the central one of his religion is put forward as essential; he must form himself on a precedent example. I have already quoted from Reynolds at length on this point.

I will merely add here some notes from another MS. fragment of Dürers bearing on the same points.

He that would be a painter must have a natural turn thereto.

Love and delight therein are better teachers of the Art of Painting than compulsion is.

If a man is to become a really great painter he must be educated thereto from his very earliest years. He must copy much of the work of good artists until he attain a free hand.

To paint is to be able to portray upon a flat surface any visible thing whatsoever that may be chosen.

It is well for any one first to learn how to divide and reduce, to measure the human figure, before learning anything else.


CHAPTER VII. TECHNICAL PRECEPTS

I

If thou wishest to model well in painting, so as to deceive the eyesight, thou must be right cunning in thy colours, and must know how to keep them distinct, in painting, one from another. For example, thou paintest two coats of mantles, one white the other red; thou must deal differently with them in shading. There is light and shadow on all things, wherever the surface foldeth or bendeth away from the eye. If this were not so, everything would look flat, and then one could distinguish nothing save only a chequerwork of colours.

If then thou art shading the white mantle, it must not be shaded with so dark a colour as the red, for it would be impossible for a white thing to yield so dark a shadow as a red. Neither could they be compared one with another, save that in total absence of daylight everything is black, seeing that colour cannot be recognised in darkness. Though, therefore, in such a case, the theory allows one, without blame, to use pure black for the shadows of a white object, yet this can seldom come to pass.

Moreover, when thou paintest anything in one colour  be it red, blue, brown, or any mixed colour  beware lest thou make it so bright in the lights that it departs from its own kind. For example, an uneducated man regardeth thy picture wherein is a red coat. Look, good friend, saith he, in one part the coat is of a fair red and in another it is white or pale in colour. That same is to be blamed, neither hast thou done it aright. In such a case a red object must be painted red all over and yet preserve the appearance of solidity; and so with all colours. The same must be done with the shadows, lest it be said that a fair red is soiled with black Wherefore be careful that thou shade each colour with a similar colour. Thus I hold that a yellow, to retain its kind, must be shaded with a yellow, darker toned than the principal colour. If thou shade it with green or blue, it remaineth no longer in keeping, and is no longer yellow, but becometh thereby a shot colour, like the colour of silk stuffs woven of threads of two colours, as brown and blue, brown and green, dark yellow and green, chestnut-brown and dark yellow, blue and seal red, seal red and brown, and the many other colours one sees. If a man hath such as these to paint, where the surface breaketh and bendeth away the colours divide themselves so that they can be distinguished one from another, and thus must thou paint them. But where the surface lieth flat one colour alone appeareth. Howbeit, if thou art painting such a silk and shadest it with one colour (as a brown with a blue) thou must none the less shade the blue with a deeper blue where it is needful. If often cometh to pass that such silks appear brown in the shadows, as if one colour stood before the other. If thy model beareth such a garment, thou must shade the brown with a deeper brown and not with blue. Howbeit, happen what may, every colour must in shading keep to its own class.

II

The great genius Hokusai, who has obtained for popular art in Japan a success comparable to that of the best classic masterpieces of that country and to the drawings and etchings of Rembrandt, a master of an altogether kindred nature, wrote a little treatise on the difference of aim noticeable in European and Japanese art. From the few Dutch pictures which he had been able to examine, he concluded that European art attempted to deceive the eye, whereas Japanese art laboured to express life, to suggest movement, and to harmonise colour. What is meant is easily grasped when we set before the minds eye a picture, by Teniers and a page of Hokusais Mangwa. On the other hand, if one chose a sketch by Rembrandt to represent Dutch art, the difference could no longer be apparent. If the aim of European art had ever in serious examples been to deceive the eye, our painting would rank with legerdemain and Maskelynes famous box trick; for it is to be doubted if it could ever so well have attained its end as even a second-rate conjurer can. I have cited a passage in which Reynolds confronts the work of great artists with the illusions of the camera obscura (see ). The adept musical performer who reproduces the noises of a farmyard is the true parallel to the lesser Dutch artists; he deceives the ear far better than they deceive the eye. For every picture has a surface which, unless very carefully lighted, must immediately destroy the illusion, even if it were otherwise perfect. Nevertheless, Dürer in the foregoing passage seems to accept Hokusais verdict that the aim of his painting is to deceive the eye; forgetful of all that he has elsewhere written about the necessity of beauty, the necessity of composition, the superiority of rough sketches over finished works.

When a painter has conceived in his heart a vision of beauty, whether he suggests it with a few strokes of the pen or elaborates it as thoroughly as Jan Van Eyck did, he wishes it to be taken as a report of something seen. This is as different from wishing to deceive the eye as for some one to say and then a dog barked, instead of imitating the barking of a dog. A circumstantial description in words and a picture by Van Eyck or Veronese are equally intended to pass as reports of something visually conceived or actually seen. Pictures would have to be made peep-shows of before they could veritably deceive; and Jan Van Beers, a modern Dutchman, actually turned some of his paintings into peep-shows. Dürer in the following passage is speaking of the separate details or objects which go to make up a picture, not of the picture as a whole; he never tried to make peep-shows; his signature or an inscription is often used to give the very surface that must destroy the peep-show illusion a definite decorative value. The rest of his remarks have become commonplaces; nor has he written at such length as to give them their true limitations and intersubordination. They will be easily understood by those who remember that art is concerned with producing the illusion of a true report of something seen, not that of an actual vision. Such a report may be slight and brief; it may be stammered by emotion; it may have been confused or tortured to any degree by the mental condition of him who delivers it: if it produces the conviction of his sincerity, it achieves the only illusion with which art is concerned, and its value will depend on its beauty and the beauty of the means employed to deliver it.


CHAPTER VIII. IN CONCLUSION

After turning over Dürer prints and drawings, after meditating on his writings, we feel that we are in the presence of one of those forces which are constant and equal, which continue and remain like the growth of the body, the return of seasons, the succession of moods. This is always among the greatest charms of central characters: they are mild and even, their action is like that of the tides, not that of storms. If only you had my meekness, Dürer wrote to Pirkheimer (set: ), half in jest doubtless, but with profound truth:  though the word meekness does not indeed cover the whole of what we feel made Dürers most radical advantage over his friend; at other times we might call it naïvety, that sincerity of great and simple natures which can never be outflanked or surprised. Sometimes it might be called pride, for it has certainly a great deal of self-assurance behind it, the self-assurance of trees, of flowers, of dumb animals and little children, who never dream that an apology for being where and what they are can be expected of them. Such natures when they come home to us come to stop; we may go out, we may pay no heed to them, we may forget them, but they abide in the memory, and some day they take hold of us with all the more force because this new impression will exactly tally with the former one; we shall blush for our inconstancy, our indifference, our imbecility, which have led us to neglect such a pregnant communion. Not only persons but works of art produce this effect, and they are those with whom it is the greatest benefit to live.

It is true that, compared with Giotto, Rembrandt, or Michael Angelo, Dürer does not appear comprehensive enough. It is with him as with Milton; we wish to add others to his great gifts, above all to take him out from his surroundings, to free him from the accidents of place and time. In one sense he is poorer than Milton: we cannot go to him as to a source of emotional exhilaration. If he ever proves himself able so to stir us, it is too occasionally to be a reason why we frequent him as it may be one why we frequent Milton. Nevertheless, the greater characters of control which are his in an unmatched degree, his constancy, his resource and deliberate effectiveness, joined to that blandness, that sunshine, which seems so often to replace emotion and thought in works of image-shaping art, are of priceless beneficence, and with them we would abide. Intellectual passion may seem indeed sometimes to dissipate this sunshine and control without making good their loss. Such cases enable us to feel that the latter are more essential: and it is these latter qualities which Dürer possessed in such fulness. In return for our contemplation, they build up within us the dignity of man and render it radiant and serene. Those who have felt their influence longest and most constantly will believe that they may well warrant the modern prophet who wrote:

The idea of beauty and of human nature perfect on all its sides, which is the dominant idea of poetry, is a true and invaluable idea, though it has not yet had the success that the idea of conquering the obvious faults of our animality and of a human nature perfect on the moral side  which is the dominant idea of religion  has been enabled to have; and it is destined, adding to itself the religious idea of a devout energy, to transform and govern the other.


BRIEF BIOGRAPHY by Sidney Colvin
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From 1911 Encyclopædia Britannica

Albrecht Dürer (14711528), German painter, draughtsman and engraver, was born at Nuremberg on the 21st of May 1471. His family was not of Nuremberg descent, but came from the village of Eytas in Hungary. The name, however, is German, and the family device  an open door  points to an original form Thürer, meaning a maker of doors or carpenter. Albrecht Dürer the elder was a goldsmith by trade, and settled soon after the middle of the 15th century in Nuremberg. He served as assistant under a master-goldsmith of the city, Hieronymus Holper, and in 1468 married his masters daughter Barbara, the bridegroom being forty and the bride fifteen years of age. They had eighteen children, of whom Albrecht was the second. The elder Dürer was an esteemed craftsman and pious citizen, sometimes, as was natural, straitened in means by the pressure of his numerous progeny. His famous son writes with reverence and affection of both parents, and has left a touching narrative of their death-bed hours. He painted the portrait of his father twice, first in 1490, next in 1497. The former of these is in the Uffizi at Florence; of the latter, four versions exist, that in the National Gallery (formerly in the Ashburton-Northampton collections) having the best claim to originality.

The young Albrecht was his fathers favourite son. My father, he writes, took special delight in me. Seeing that I was industrious in working and learning, he put me to school; and when I had learned to read and write, he took me home from school and taught me the goldsmiths trade. By and by the boy found himself drawn by preference from goldsmiths work to painting; his father, after some hesitation on the score of the time already spent in learning the former trade, gave way and apprenticed him for three years, at the age of fifteen and a half, to the principal painter of the town, Michael Wolgemut. Wolgernut furnishes a complete type of the German painter of that age. At the head of a large shop with many assistants, his business was to turn out, generally for a small price, devotional pieces commissioned by mercantile corporations or private persons to decorate their Chapels in the churches  the preference being usually for scenes of the Passion, or for tortures and martyrdoms of the saints. In such work the painters of Upper Germany at this time, working in the spirit of the late Gothic style just before the dawn of the Renaissance, show considerable technical attainments, with a love of quaint costumes and rich draperies crumpled in complicated angular folds, some feeling for romance in landscape backgrounds, none at all for clearness or balance in composition, and in the attitudes and expressions of their overcrowded figures a degree of grotesqueness and exaggeration amounting often to undesigned caricature. There were also produced in the workshop of Wolgemut, as in that of other artist-craftsmen of his town, a great number of woodcuts for book illustration. We cannot with certainty identify any of these as being by the prentice hand of the young Dürer. Authentic drawings done by him in boyhood, however, exist, including one in silver-point of his own likeness at the age of thirteen in the Albertina at Vienna, and others of two or three years later in the print room at Berlin, at the British Museum and at Bremen.

In the school of Wolgemut Dürer learned much, by his own account, but suffered not a little from the roughness of his companions. At the end of his apprenticeship in 1490 he entered upon the usual course of travels  the Wanderjahre  of a German youth. Their direction we cannot retrace with certainty. There had been no one at Nuremberg skilled enough in the art of metal-engraving to teach it him to much purpose, and it had at one time been his fathers intention to apprentice him to Martin Schongauer of Colmar, the most refined and accomplished German painter-engraver of his time. But after travelling two years in various parts of Germany, where we are unable to follow him, the young Dürer arrived at Colmar in 1492, only to find that Schongauer had died the previous year. He was received kindly by three brothers of the deceased master established there, and afterwards, still in 1492, by a fourth brother at Basel. Under them he evidently had some practice both in metal engraving and in furnishing designs for the woodcutter. There is in the museum at Basel a wood-block of St Jerome executed by him and elaborately signed on the back with his name. This was used in an edition of Jeromes letters printed in the same city in the same year, 1492. Some critics also maintain that his hand is to be recognized in several series of small blocks done about the same date or somewhat later for Bergmann and other printers of Basel, some of them being illustrations to Terence (which were never printed), some to the romance of the Ritter vom Turm, and some to the Narrenschiff of Sebastian Brandt. But the prevailing opinion is against this conjecture, and sees in these designs the work not of a strenuous student and searcher such as Dürer was, but of a riper and more facile hand working in a spirit of settled routine. Whether the young Dürers stay at Basel was long or short, or whether, as has been supposed, he travelled from there into the Low Countries, it is certain that in the early part of 1494 he was working at Strassburg, and returned to his home at Nuremberg immediately after Whitsuntide in that year. Of works certainly executed by him during his years of travel there are extant, besides the Basel wood-block, only a much-injured portrait of himself, very finely dressed and in the first bloom of his admirable manly beauty, dated 1493 and originally painted on vellum but since transferred to canvas (this is the portrait of the Felix Goldschmid collection); a miniature painting on vellum at Vienna (a small figure of the Child-Christ); and some half a dozen drawings, of which the most important are the characteristic pen portrait of himself at Erlangen, with a Holy Family on the reverse much in the manner of Schongauer; another Holy Family in nearly the same style at Berlin; a study from the female nude in the Bonnat collection; a man and woman on horseback in Berlin; a man on horseback, and an executioner about to behead a young man, at the British Museum, &c. These drawings all show Dürer intent above all things on the sternly accurate delineation of ungeneralized individual forms by means of strongly accented outline and shadings curved, somewhat like the shadings of Martin Schongauers engravings, so as to follow their modellings and roundness.

Within a few weeks of his return (July 7th, 1494) Dürer was married, according to an arrangement apparently made between the parents during his absence, to Agnes Frey, the daughter of a well-to-do merchant of the city. By the autumn of the same year, probably feeling the incompleteness of the artistic training that could be obtained north of the Alps, he must have taken advantage of some opportunity, we know not what, to make an excursion of some months to Italy, leaving his lately married wife at Nuremberg. The evidences of this travel (which are really incontestable, though a small minority of critics still decline to admit them) consist of (1) some fine drawings, three of them dated 1494 and others undated, but plainly of the same time, in which Dürer has copied, or rather boldly translated into his own Gothic and German style, two famous engravings by Mantegna, a number of the Tarocchi prints of single figures which pass erroneously under that masters name, and one by yet another minor master of the North-Italian school; with another drawing dated 1495 and plainly copied from a lost original by Antonio Pollaiuolo, and yet another of an infant Christ copied in 1495 from Lorenzo di Credi, from whom also Dürer took a motive for the composition of one of his earliest Madonnas; (2) several landscape drawings done in the passes of Tirol and the Trentino, which technically will not fit in with any other period of his work, and furnish a clear record of his having crossed the Alps about this date; (3) two or three drawings of the costumes of Venetian courtesans, which he could not have made anywhere but in Venice itself, and one of which is used in his great woodcut Apocalypse series of 1498; (4) a general preoccupation which he shows for some years from this date with the problems of the female nude, treated in a manner for which Italy only could have set him the example; and (5) the clear implication contained in a letter written from Venice in 1506 that he had been there already eleven years before; when things, he says, pleased him much which at the time of writing please him no more. Some time in 1495 Dürer must have returned from this first Italian journey to his home in Nuremberg, where he seems to have lived, without further change or removal, in the active practice of his art for the next ten years.

The hour when Dürer, the typical artist of the German nation, attained maturity was one of the most pregnant in the history of his race. It was the crisis, in northern Europe, of the transition between the middle ages and our own. The awakening of Germany at the Renaissance was not, like the awakening of Italy a generation or two earlier, a movement almost exclusively intellectual. It was indeed from Italy that the races of the north caught the impulse of intellectual freedom, the spirit of science and curiosity, the eager retrospect towards the classic past; but joined with these in Germany was a moral impulse which was her own, a craving after truth and right, a rebellion against spiritual tyranny and corruption  the Renaissance was big in the north, as it was not in the south, with a Reformation to come. The art of printing had been invented in good time to help and hasten the new movement of mens minds. Nor was it by the diffusion of written ideas only that the new art supplied the means of popular enlightenment. Along with word-printing, or indeed in advance of it, there had sprung into use another kind of printing, picture-printing, or what is commonly called engraving. Just as books were the means of multiplying, cheapening and disseminating ideas, so engravings on copper or wood were the means of multiplying, cheapening and disseminating images which gave vividness to the ideas, or served, for those ignorant of letters, in their stead. Technically one of these arts, that of line-engraving on copper, sprang from the craft of the goldsmith and metal-chaser; while that of wood-engraving sprang from the craft of the printers of pattern-blocks and playing cards. The engraver on metal habitually cut his own designs, and between the arts of the goldsmith and the painter there had always been a close alliance, both being habitually exercised by persons of the same family and sometimes by one and the same person; so that there was no lack of hands ready-trained for the new craft which required of the man who practised it that he should design like a painter and cut metal like a goldsmith. Designs intended to be cut on wood, on the other hand, were usually drawn by the artist on the block and handed over for cutting to a class of workmen  Formschneider or Briefmaler  especially devoted to that industry. Both kinds of engraving soon came to be in great demand. Independently of the illustration of written or printed books, for which purpose woodcuts were almost exclusively used, separate engravings or sets of engravings in both kinds were produced, the more finely wrought and more expensive, appealing especially to the more educated classes, on copper, the bolder, simpler and cheaper on wood; and both kinds found a ready sale at all the markets, fairs and church festivals of the land. Subjects of popular devotion predominated. Figures of the Virgin and Child, of the apostles and evangelists, the fathers of the Church, the saints and martyrs, with illustrations of sacred history and the Apocalypse, were supplied in endless repetition to satisfy the cravings of a pious and simple-minded people. But to these were quickly added subjects of allegory, of classical learning, of witchcraft and superstition and of daily life; scenes of the parlour and the cloister, of the shop, the field, the market and the camp; and lastly portraits of famous men, with scenes of court life and princely pageant and ceremony. Thus the new art became a mirror of almost all the life and thoughts of the age. The genius of Albrecht Dürer cannot be rightly estimated without taking into account the position which the arts of engraving on metal and on wood thus held in the culture of this time. He was indeed professionally and in the first place a painter; but throughout his career a great, and on the whole the most successful, part of his industry was devoted to drawing on the block for the woodcutter or engraving with his own hand on copper. The town of Nuremberg in Franconia, in the age of Dürers early manhood, was a favourable home for the growth and exercise of his powers. Of the free imperial cities of central Germany, none had a greater historic fame or a more settled and patriotic government. None was more the favourite of the emperors, nor the seat of a more active and flourishing commerce. Nuremberg was the chief mart for the merchandise that came to central Europe from the east through Venice and over the passes of Tirol. She held not only a close commercial intercourse, but also a close intellectual intercourse, with Italy. Without being so forward as the rival city of Augsburg to embrace the architectural fashions of the Italian renaissance  continuing, indeed, to be profoundly imbued with the old and homely German burgher spirit, and to wear, in a degree which time has not very much impaired even yet, the quaintness of the old German civic aspect  she had imported before the close of the 15th century a fair share of the new learning of Italy, and numbered among her citizens distinguished humanists like Hartmann Schedel, Sebald Schreier, Willibald Pirkheimer and Conrad Celtes. From associates like these Dürer could imbibe the spirit of Renaissance culture and research; but the external aspects and artistic traditions which surrounded him were purely Gothic, and he had to work out for himself the style and form-language fit to express what was in him. During the first seven or eight years of his settled life in his native city from 1495, he betrays a conflict of artistic tendencies as well as no small sense of spiritual strain and strife. His finest work in this period was that which he provided for the woodcutter. After some half  dozen miscellaneous single prints Samson and the Lion, the Annunciation, the Ten Thousand Martyrs, the Knight and Men-at-arms, the Mens Bath, &c.  he undertook and by 1498 completed his famous series of sixteen great designs for the Apocalypse. The northern mind had long dwelt with eagerness on these phantasmagoric mysteries of things to come, and among the earliest block-books printed in Germany is an edition of the Apocalypse with rude figures. Founding himself to some extent on the traditional motives, Dürer conceived and carried out a set of designs in which the qualities of the German late Gothic style, its rugged strength and restless vehemence, its love of gnarled forms, writhing actions and agitated lines, are fused by the fire of the young masters spirit into vital combination with something of the majestic power and classic severity which he had seen and admired in the works of Mantegna. Of a little later date, and of almost as fine a quality, are the first seven of a large series of woodcuts known as the Great Passion; and a little later again (probably after 1500), a series of eleven subjects of the Holy Family and of saints singly or in groups: then, towards 1504-1505, come the first seventeen of a set illustrating the life of the Virgin: neither these nor the Great Passion were published till several years later.

In copper-engraving Dürer was at the same time diligently training himself to develop the methods practised by Martin Schongauer and earlier masters into one suitable for his own self-expression. He attempted no subjects at all commensurate with those of his great woodcuts, but contented himself for the most part with Madonnas, single figures of scripture or of the saints, some nude mythologies of a kind wholly new in northern art and founded upon the impressions received in Italy, and groups, sometimes bordering on the satirical, of humble folk and peasants. In the earliest of the Madonnas, the Virgin with the Dragon-fly (1495-1496), Dürer has thrown something of his own rugged energy into a design of the traditional Schongauer type. In examples of a few years later, like the Virgin with the Monkey, the design of Mother and Child clearly betrays the influence of Italy and specifically of Lorenzo di Credi. The subjects of the Prodigal Son and St Jerome in the Wilderness he on the other hand treats in an almost purely northern spirit. In the nudes of the next four or five years, which included a St Sebastian, the so-called Four Witches (1497), the Dream or Temptation, the Rape of Amymome, and the Jealousy or Great Hercules, Venetian, Paduan and Florentine memories are found, in the treatment of the human form, competing somewhat uncomfortably with his own inherited Gothic and northern instincts. In these early engravings the highly-wrought landscape backgrounds, whenever they occur, are generally the most satisfying feature. This feature reaches a climax of beauty and elaboration in the large print of St Eustace and the Stag, while the figures and animals remain still somewhat cramped and immature. In the first three or four years of the 16th century, we find Dürer in his graver-work still contending with the problems of the nude, but now with added power, though by methods which in different subjects contrast curiously with one another. Thus the Nemesis, belonging probably to 1503, is a marvellously wrought piece of quite unflinching realism in the rendering of a common type of mature, muscular, unshapely German womanhood. The conception and attributes of the figure are taken, as has lately been recognized, from a description in the Manto of Politian: the goddess, to whose shoulders are appended a pair of huge wings, stands like Fortune on a revolving ball, holding the emblems of the cup and bridle, and below her feet is spread a rich landscape of hill and valley. In the Adam and Eve of the next year, we find Dürer treating the human form in an entirely opposite manner; constructing it, that is, on principles of abstract geometrical proportion. The Venetian painter-etcher, Jacopo de Barbari, whom Dürer had already, it would seem, met in Venice in 1494-1495, and by the example of whose engravings he had already been much influenced, came to settle for a while in Nuremberg in 1500. He was conversant to some extent with the new sciences of perspective, anatomy and proportion, which had been making their way for years past in Italy, and from him it is likely that Dürer received the impulse to similar studies and speculations. At any rate a whole series of extant drawings enables us to trace the German gradually working out his own ideas of a canon of human proportion in the composition of his famous engraving of Adam and Eve (1504); which at first, as a drawing in the British Museum proves, had been intended to be an Apollo and Diana conceived on lines somewhat similar to one of Barbaris. The drama of the subject has in this instance not interested him at all, but only the forms and designs of the figures, the realization of the quality of flesh surfaces by the subtlest use of the graving-tool known to him, and the rendering, by methods of which he had become the greatest of all masters, of the richness and intricacy of the forest background. Two or three other technical masterpieces of the engravers art, the Coat-of-Arms with the Skull, the Nativity, with its exquisite background of ruined buildings, the Little Horse and the Great Horse, both of 1505, complete the list of the masters chief productions in this kind before he started in the last-named year for a second visit to Italy.

The pictures of this earlier Nuremberg period are not many in number and not very admirable. Dürers powers of hand and eye are already extraordinary and in their way almost unparalleled, but they are often applied to the too insistent, too glittering, too emphatic rendering of particular details and individual forms, without due regard to subordination or the harmony of the whole. Among the earliest seem to be two examples of a method practised in Italy especially by the school of Mantegna, but almost without precedent in Germany, that of tempera-painting on linen. One of these is the portrait of Frederick the Wise of Saxony, formerly in the Hamilton collection and now at Berlin; the second, much disfigured by restoration, is the Dresden altarpiece with a Madonna and Child in the middle and St Anthony and Sebastian in the wings. A mythology reminiscent of Italy is the Hercules and the Stymphalian Birds in the Germanic Museum at Nuremberg, founded directly upon the Hercules and Centaur Nessus of Pollaiuolo, now at New Haven, Connecticut, U.S.A. Of portraits, besides that of his father already mentioned as done in 1497, there is his own of 1498 at Madrid. Two totally dissimilar portraits of young women, both existing in duplicate examples (one pair at Augsburg and Frankfort, the other pair in the collections of M. Hengel in Paris and Baron Speck von Sternburg at Lützschema, for each of which has been claimed the name Fürlegerin, that is, a member of the Fürleger family at Nuremberg), belong to nearly the same time. Other panel portraits of the period are three small ones of members of the Tucher family at Weimar and Cassel, and the striking, restlessly elaborated half-length of Oswald Krell at Munich. In some devotional pictures of the time Dürer seems to have been much helped by pupils, as in the two different compositions of the Maries weeping over the body of Christ preserved respectively at Munich and Nuremberg. In an altarpiece at Ober St Veit and in the scattered wings of the Jabach altarpiece severally preserved at Munich, Frankfort and Cologne, the workmanship seems to be exclusively that of journeymen working from his drawings. The period is closed, so far as paintings are concerned, by two examples of far higher value than those above named, that is to say the Paumgartner altarpiece at Munich, with its romantically attractive composition of the Nativity with angels and donors in the central panel, and the fine armed figures of St George and St Eustace (lately freed from the over-paintings which disfigured them) on the wings; and the happily conceived and harmoniously finished Adoration of the Magi in the Uffizi at Florence.

In the autumn of 1505 Dürer journeyed for a second time to Venice, and stayed there until the spring of 1507. The occasion of this journey has been erroneously stated by Vasari. Dürers engravings, both on copper and wood, had by this time attained great popularity both north and south of the Alps, and had begun to be copied by various hands, among others by the celebrated Marcantonio of Bologna, then in his youth. According to Vasari, Marcantonio, in copying Dürers series of the Little Passion on wood, had imitated the original monogram, and Dürer, indignant at this fraud, set out for Italy in order to protect his rights, and having lodged a complaint against Marcantonio before the signory of Venice, carried his point so far that Marcantonio was forbidden in future to add the monogram of Dürer to copies taken after his works. This account will not bear examination. Chronological and other proofs show that if such a suit was fought at all, it must have been in connexion with another set of Dürers woodcuts, the first seventeen of the Life of the Virgin. Dürer himself, a number of whose familiar letters written from Venice to his friend Pirkheimer at Nuremberg are preserved, makes no mention of anything of the kind. Nevertheless some such grievance may possibly have been among the causes which determined his journey. Other causes, of which we have explicit record, were an outbreak of sickness at Nuremberg; Dürers desire, which in fact was realized, of finding a good market for the proceeds of his art; and the prospect, also realized, of a commission for an important picture from the German community settled at Venice, who had lately caused an exchange and warehouse  the Fondaco de Tedeschi  to be built on the Grand Canal, and who were now desirous to dedicate a picture in the church of St Bartholomew. The picture painted by Dürer on this commission was the Adoration of the Virgin, better known as the Feast of Rose Garlands; it was subsequently acquired by the emperor Rudolf II., and carried as a thing beyond price upon mens shoulders to Vienna; it now exists in a greatly injured state in the monastery of Strahow at Prague. It shows the pope and emperor, with a lute-playing angel between them, kneeling to right and left of the enthroned Virgin and Child, who crown them with rose garlands, with a multitude of other kneeling saints disposed with free symmetry in the background, and farther in the background portraits of the donor and the painter, and a flutter of wreath-carrying cherubs in the air. Of all Dürers works, it is the one in which he most deliberately rivalled the combined splendour and playfulness of certain phases of Italian art. The Venetian painters assured him, he says, that they had never seen finer colours. They were doubtless too courteous to add that fine colours do not make fine colouring. Even in its present ruined state, it is apparent that in spite of the masterly treatment of particular passages, such as the robe of the pope, Dürer still lacked a true sense of harmony and tone-relations, and that the effect of his work must have been restless and garish beside that of a master like the aged Bellini. That veteran showed the German visitor the most generous courtesy, and Dürer still speaks of him as the best in painting (der pest im gemell) in spite of his advanced years. A similar festal intention in design and colouring, with similar mastery in passages and even less sense of harmonious relations in the whole, is apparent in a second important picture painted by Dürer at Venice, The Virgin and Child with the Goldfinch, formerly in the collection of Lord Lothian and now at Berlin. A Christ disputing with the Doctors of the same period, in the Barberini Gallery at Rome, is recorded to have cost the painter only five days labour, and is an unsatisfying and ill-composed congeries of heads and hands, both of such strenuous character and individuality as here and there to pass into caricature. The most satisfying of Dürers paintings done in Venice are the admirable portrait of a young man at Hampton Court (the same sitter reappears in the Feast of Rose Garlands), and two small pieces, one the head of a brown Italian girl modelled and painted with real breadth and simplicity, formerly in the collection of Mr Reginald Cholmondeley and now at Berlin, and the small and very striking little Christ Crucified with the figure relieved against the night sky, which is preserved in the Dresden Gallery and has served as model and inspiration to numberless later treatments of the theme. An interesting, rather fantastic, portrait of a blonde girl wearing a wide cap, now in the Berlin museum, is dated 1507 and may have been done in the early months of that year at Venice. It is possible, though not certain, that to this date also belongs the famous portrait of himself at Munich bearing a false signature and date, 1500; in this it has been lately shown that the artist modified his own lineaments according to a preconceived scheme of facial proportion, so that it must be taken as an ideal rather than a literal presentment of himself to posterity as he appeared in the flower of his early middle age. From Venice Dürer kept up a continuous correspondence, which has been published, with his bosom friend Pirkheimer at Nuremberg. He tells of the high position he holds among the Venetians; of the jealousy shown him by some of the meaner sort of native artist; of the honour and wealth in which he might live if he would consent to abandon home for Italy; of the northern winter, and how he knows that after his return it will set him shivering for the south. Yet he resisted all seductions and was in Nuremberg again before the summer of 1507. First, it seems, he had made an excursion to Bologna, having intended to take Mantua on the way, in order to do homage to the old age of that Italian master, Andrea Mantegna, from whose work he had himself in youth learned the most. But the death of Mantegna prevented his purpose.

From the spring of 1507 until the summer of 1520, Dürer was again a settled resident in his native town. Except the brilliant existences of Raphael at Rome and of Rubens at Antwerp and Madrid, the annals of art present the spectacle of few more honoured or more fortunate careers. His reputation had spread all over Europe. From Flanders to Rome his distinction was acknowledged, and artists of less invention, among them some of the foremost on both sides of the Alps, were not ashamed to borrow from his work this or that striking combination or expressive type. He was on terms of friendship or friendly communication with all the first masters of the age, and Raphael held himself honoured in exchanging drawings with Dürer. In his own country, all orders of men, from the emperor Maximilian down, delighted to honour him; and he was the familiar companion of chosen spirits among the statesmen, humanists and reformers of the new age. The burgher life of even Nuremberg, the noblest German city, seems narrow, quaint and harsh beside the grace and opulence and poetical surroundings of Italian life in the same and the preceding generation. The great cities of Flanders also, with their world-wide commerce and long-established eminence in the arts, presented aspects of more splendid civic pomp and luxury. But among its native surroundings the career of Dürer stands out with an aspect of ideal elevation and decorum which is its own. His temper and life seem to have been remarkably free from all that was jarring, jealous and fretful; unless, indeed, we are to accept as true the account of his wifes character which represents her as having been no fit mate for him, but an incorrigible shrew and skinflint. The name of Agnes Dürer was for centuries used to point a moral, and among the unworthy wives of great men the wife of Dürer became almost as notorious as the wife of Socrates. The source of the traditions to her discredit is to be found in a letter written a few years after Dürers death by his life-long intimate, Willibald Pirkheimer, who accuses her of having plagued her husband to death by her meanness, made him overwork himself for moneys sake, and given his latter days no peace. No doubt there must have been some kind of foundation for Pirkheimers charges; and it is to be noted that neither in Dürers early correspondence with this intimate friend, nor anywhere in his journals, does he use any expressions of tenderness or affection for his wife, only speaking of her as his housemate and of her helping in the sale of his prints, &c. That he took her with him on his journey to the Netherlands shows at any rate that there can have been no acute estrangement. And it is fair to remember in her defence that Pirkheimer when he denounced her was old, gouty and peevish, and that the immediate occasion of his outbreak against his friends widow was a fit of anger because she had not let him have a pair of antlers  a household ornament much prized in those days  to which he fancied himself entitled out of the property left by Dürer. We have evidence that after her husbands death Agnes Dürer behaved with generosity to his brothers.

The thirteen or fourteen years of Dürers life between his return from Venice and his journey to the Netherlands (spring 1507-midsummer 1520) can best be divided according to the classes of work with which, during successive divisions of the period, he was principally occupied. The first five years, 1507-1511, are pre-eminently the painting years of his life. In them, working with infinite preliminary pains, as a vast number of extant drawings and studies testify, he produced what have been accounted his four capital works in painting, besides several others of minor importance. The first is the Adam and Eve dated 1507, in which both attitudes and proportions are as carefully calculated, though on a somewhat different scheme, as in the engraving of 1504. Two versions of the picture exist, one in Florence at the Pitti palace, the other, which is generally allowed to be the original, at Madrid. To 1508 belongs the life-sized Virgin with the Iris, a piece remarkable for the fine romantic invention of its background, but plainly showing the hand of an assistant, perhaps Hans Baldung, in its execution: the best version is in the Cook collection at Richmond, an inferior one in the Rudolphinum at Prague. In 1508 Dürer returned to a subject which he had already treated in an early woodcut, the Massacre of the Ten Thousand Martyrs of Nicomedia. The picture, painted for the elector Frederick of Saxony, is now in the Imperial Gallery at Vienna; the overcrowded canvas (into which Dürer has again introduced his own portrait as a spectator alongside of the elector) is full of striking and animated detail, but fails to make any great impression on the whole, and does not do justice to the improved sense of breadth and balance in design, of clearness and dignity in composition, which the master had undoubtedly brought back with him from his second visit to Italy. In 1509 followed the Assumption of the Virgin with the Apostles gathered about her tomb, a rich altarpiece with figures of saints and portraits of the donor and his wife in the folding wings, executed for Jacob Heller, a merchant of Frankfort, in 1509. This altarpiece was afterwards replaced at Frankfort (all except the portraits of the donors, which remained behind) by a copy, while the original was transported to Munich, where it perished by fire in 1674. The copy, together with the many careful and highly finished preparatory studies for the heads, limbs and draperies which have been preserved, shows that this must have been the one of Dürers pictures in which he best combined the broader vision and simpler habits of design which had impressed him in the works of Italian art with his own inherited and ingrained love of unflinchingly grasped fact and rugged, accentuated character. In 1511 was completed another famous painting, multitudinous in the number of its figures though of very moderate dimensions, the Adoration of the Trinity by all the Saints, a subject commissioned for a chapel dedicated to All Saints in an almshouse for decayed tradesmen at Nuremberg, and now at the Imperial Gallery at Vienna. Nothing can exceed the fulness and variety of invention, or the searching force and precision of detail in this picture; nor does it leave so much to desire as several of the masters other paintings in point of colour-harmony and pleasurable general effect.

In the meantime Dürer had added a few to the number of his line-engravings and had completed the two woodcut series of the Great Passion, begun about 1498-1499, and the Life of the Virgin. The new subjects compared with the old show some falling off in dramatic stress and intensity of expression, but on the other hand a marked gain in largeness of design and clearness of composition. In 1511 these two works were brought out for the first time, and the Apocalypse series in a second edition; and for the next three years, 1511-1514, engraving both on wood and copper, but especially the latter, took the first place among Dürers activities. Besides such fine single woodcuts as the Mass of St Gregory, the St Christopher, the St Jerome, and two Holy Families of 1511, Dürer published in the same year the most numerous and popularly conceived of all his woodcut series, that known from the dimensions of its thirty-seven subjects as the Little Passion on wood; and in the next year, 1512, a set of fifteen small copper-engravings on the same theme, the Little Passion on copper. Both of these must represent the labour of several preceding years: one or two of the Little Passion plates, dating back as far as 1507, prove that this series at least had been as long as five years in his mind. In thus repeating over and over on wood and copper nearly the same incidents of the Passion, or again in rehandling them in yet another medium, as in the highly finished series of drawings known as the Green Passion in the Albertina at Vienna, Dürer shows an inexhaustible variety of dramatic and graphic invention, and is never betrayed into repeating an identical action or motive.

In 1513 and 1514 appeared the three most famous of Dürers works in copper-engraving, The Knight and Death (or simply The Knight, as he himself calls it, 1513), the Melancolia and the St Jerome in his Study (both 1514). These are the masterpieces of the greatest mind which ever expressed itself in this form of art. Like other masterpieces, they suggest much more than they clearly express, and endless meanings have been, rightly or wrongly, read into them by posterity. Taken together as a group, they have been supposed to be three out of an uncompleted series designed to illustrate the four temperaments and complexions of men. Again, more reasonably, they have been taken as types severally of the moral, the intellectual and the theological virtues. The idea at the bottom of the Knight and Death seems to be a combination of the Christian knight of Erasmuss Enchiridion militis Christiani with the type, traditional in medieval imagery, of the pilgrim on his way through the world. The imaginative force of the presentation, coming from a man of Dürers powers, is intense; but what consciously occupied him most may well have been the problem how to draw accurately the proportions and action of a horse in motion. This problem he here solves for the first time, with the help of an Italian example: at least his design so closely repeats that of Leonardo da Vincis famous and early destroyed equestrian statue of Francesco Sforza that we must certainly suppose him to have seen either the model itself or such a drawing of it as is still preserved by Leonardos own hand. The face of the rider seems to recall that of the statue of Bartolommeo Colleoni at Venice; for the armour Dürer had recourse to an old drawing of his own, signed and dated in 1498. The Melancolia, numbered 1 as though intended to be the first of a series, with its brooding winged genius sitting dejectedly amidst a litter of scientific instruments and symbols, is hard to interpret in detail, but impossible not to recognize in general terms as an embodiment of the spirit of intellectual research (the students temperament was supposed to be one with the melancholic), resting sadly from its labours in a mood of lassitude and defeat. Comparatively cheerful beside these two is the remaining subject of the student saint reading in his chamber, with his dog and domestic lion resting near him, and a marvellous play of varied surface and chequered light on the floor and ceiling of his apartment and on all the objects which it contains. Besides these three masterpieces of line-engraving, the same years, 1512-1515, found Dürer occupied with his most important experiments in etching, both in dry-point (The Holy Family and Saints and the St Jerome in the Wilderness) and with the acid bath. At the same time he was more taken up than ever, as is proved by the contents of a sketch-book at Dresden, with mathematical and anatomical studies on the proportions and structure of the human frame. A quite different kind of study, that of the postures of wrestlers in action, is illustrated by a little-known series of drawings, still of the same period, at Vienna. Almost the only well-authenticated painting of the time is a Virgin and Child in the Imperial Museum at Vienna. The portraits of the emperors Charles the Great and Sigismund (1512), in their present state at any rate, can hardly be recognized as being by the masters hand. An interval of five years separates the Vienna Madonna from the two fine heads of the apostles Philip and James in the Uffizi at Florence, the pair of boys heads painted in tempera on linen in the Bibliothèque Nationale at Paris, the Madonna with the Pink at Augsburg, and the portrait of Wolgemut at Munich, all of 1516. Among engravings of the same time are three Madonnas, the apostles Thomas and Paul, a bagpiper and two peasants dancing, and three or four experiments in etching on plates of iron and zinc. In wood-engraving his energies were almost entirely given to bearing a part  which modern research has proved to have been not nearly so large as was traditionally supposed  in the great decorative schemes commanded by the Emperor Max in his own honour, and devised and carried out by a whole corps of men of letters and artists: namely, the Triumphal Gate and the Triumphal March or Procession. A third and smaller commemorative design, the Triumphal Car, originally designed to form part of the second but in the end issued separately, was entirely Dürers own work. A far more successful and attractive effort of his genius in the same service is to be found in the marginal decorations done by him in pen for the emperors prayer-book. This unequalled treasure of German art and invention has in later times been broken up, the part executed by Dürer being preserved at Munich, the later sheets, which were decorated by other hands, having been transported to Besançon. Dürers designs, drawn with the pen in pale lilac, pink and green, show an inexhaustible richness of invention and an airy freedom and playfulness of hand beyond what could be surmised from the sternness of those studies which he made direct from life and nature. They range from subjects of the homeliest and most mirthful realism to others serious and devout, and from literal or almost literal transcripts of natural form to the most whimsically abstract combinations of linear pattern and tendril and flourish.

All these undertakings for his imperial friend and patron were stopped by the emperors death in 1519. A portrait-drawing by the master done at Augsburg a few months previously, one of his finest works, served him as the basis both of a commemorative picture and a woodcut. Other paintings of this and the succeeding year we may seek for in vain; but in line engravings we have four more Madonnas, two St Christophers, one or two more peasant subjects, the well-known St Anthony with the view of Nuremberg in the background, and the smaller of the two portraits of the Cardinal-Elector of Mainz; and in wood-engraving several fine heraldic pieces, including the arms of Nuremberg.

In the summer of 1520 the desire of Dürer to secure from Maximilians successors a continuance of the patronage and privileges granted during his lifetime, together with an outbreak of sickness in Nuremberg, gave occasion to the masters fourth and last journey from home. Together with his wife and her maid he set out in July for the Netherlands in order to be present at the coronation of the young emperor Charles V., and if possible to conciliate the good graces of the all-powerful regent Margaret. In the latter part of his aim Dürer was but partially successful. His diary of his travels enables us to follow his movements almost day by day. He journeyed by the Rhine, Cologne, and thence by road to Antwerp, where he was handsomely received, and lived in whatever society was most distinguished, including that of Erasmus of Rotterdam. Besides his written notes, interesting traces of his travels exist in the shape of the scattered leaves of a sketch-book filled with delicate drawings in silver-point, chiefly views of places and studies of portrait and costume. Several of his finest portrait-drawings in chalk or charcoal, including those of his brother artists Lucas Van Leyden and Bernard Van Orley, as well as one of two fine portrait paintings of men, belong to the period of this journey. So does a magnificent drawing of a head of a nonagenarian with a flowing beard who sat to him at Antwerp, together with a picture from the same head in the character of St Jerome; the drawing is now at Vienna, the picture at Lisbon. Dürers interest and curiosity, both artistic and personal, were evidently stimulated by his travels in the highest degree. Besides going to Aachen for the coronation, he made excursions down the Rhine from Cologne to Nijmwegen, and back overland by s Hertogenbosch; to Brussels; to Bruges and Ghent; and to Zealand with the object of seeing a natural curiosity, a whale reported ashore. The vivid account of this last expedition given in his diary contrasts with the usual dry entries of interviews and disbursements. A still more striking contrast is the passionate outburst of sympathy and indignation with which, in the same diary, he comments on the supposed kidnapping of Luther by foul play on his return from the diet of Worms. Without being one of those who in his city took an avowed part against the old ecclesiastical system, and probably without seeing clearly whither the religious ferment of the time was tending  without, that is, being properly speaking a Reformer  Dürer in his art and his thoughts was the incarnation of those qualities of the German character and conscience which resulted in the Reformation; and, personally, with the fathers of the Reformation he lived in the warmest sympathy.

On the 12th of July 1521 Dürer reached home again. Drawings of this and the immediately following years prove that on his return his mind was full of schemes for religious pictures. For a great group of the Madonna surrounded with saints there are extant two varying sketches of the whole composition and a number of finished studies for individual heads and figures. Less abundant, but still sufficient to prove the artists intention, are the preliminary studies to a picture of the Crucifixion. There exist also fine drawings for a Lamentation over the body of Christ, an Adoration of the Kings, and a March to Calvary; of the last-named composition, besides the beautiful and elaborate pen-and-ink drawing at Florence, three still more highly-wrought versions in green monochrome exist; whether any of them are certainly by the artists own hand is matter of debate. But no religious paintings on the grand scale, corresponding to these drawings of 1521-1524, were ever carried out; perhaps partly because of the declining state of the artists health, but more because of the degree to which he allowed his time and thoughts to be absorbed in the preparation of his theoretical works on geometry and perspective, proportion and fortification. Like Leonardo, but with much less than Leonardos genius for scientific speculation and divination, Dürer was a confirmed reasoner and theorist on the laws of nature and natural appearances. He himself attached great importance to his studies in this kind; his learned friends expected him to give their results to the world; which accordingly, though having little natural gift or felicity in verbal expression, he laboured strenuously to do. The consequence was that in the last and ripest years of his life he produced as an artist comparatively little. In painting there is the famous portrait of Hieronymus Holtzschuher at Berlin, in which the personality and general aspect of the sitter assert themselves with surprising power. This and the Antwerp head of Jerome are perhaps the most striking examples of Dürers power of forcing into subordination to a general impression such a multiplicity of insistent detail as would have smothered any weaker conception than his. No other hand could have ventured to render the hair and beard of a sitter, as it was the habit of this inveterate linearist to do, not by indication of masses, but by means of an infinity of single lines swept, with a miraculous certainty and fineness of touch, in the richest and most intricate of decorative curves. To the same period belong a pleasing but somewhat weak Madonna and Child at Florence; and finally, still in the same year 1526, the two famous panels at Munich embodying the only one of the great religious conceptions of the masters later years which he lived to finish. These are the two pairs of saints, St John with St Peter in front and St Paul with St Mark in the background. The John and Paul are conceived and executed really in the great style, with a commanding nobility and force alike in the character of the heads, the attitudes, and the sweep of draperies; they represent the highest achievement of early German art in painting. In copper-engraving Dürers work during the same years was confined entirely to portraits, those of the cardinal-elector of Mainz (The Great Cardinal), Frederick the Wise, elector of Saxony, Willibald Pirkheimer, Melanchthon and Erasmus. To the tale of his woodcuts, besides a few illustrations to his book on measurements (that is, geometry and perspective), and on fortification, he only added one Holy Family and one portrait, that of his friend Eoban Hesse. Of his theoretical books, he only succeeded in getting two finished and produced during his lifetime, that on geometry and perspective or measurement, to use his own title  which was published at Nuremberg in 1525, and that on fortification, published in 1527; the work on human proportions was brought out shortly after his death in 1528. His labours, whether artistic or theoretic, had for some time been carried on in the face of failing health. In the canals of the Low Countries he had caught a fever, of which he never shook off the effects. We have the evidence of this in his own written words, as well as in a sketch which he drew to indicate the seat of his suffering to some physician with whom he was in correspondence, and again in the record of his physical aspect which is preserved by a portrait engraved on wood just after his death, from a drawing made no doubt not long before in this portrait we see his shoulders already bent, the features somewhat gaunt, the old pride of the abundant locks shorn away. The end came on the night of the 6th of April 1528, so suddenly that there was no time to call his dearest friends to his bedside. He was buried in a vault which belonged to his wifes family, but was afterwards disturbed, in the cemetery of St John at Nuremberg. An appropriate Requiescat is contained in the words of Luther, in a letter written to their common friend Eoban Hesse: As for Dürer, assuredly affection bids us mourn for one who was the best of men, yet you may well hold him happy that he has made so good an end, and that Christ has taken him from the midst of this time of trouble and from greater troubles in store, lest he, that deserved to behold nothing but the best, should be compelled to behold the worst. Therefore may he rest in peace with his fathers: Amen.

The principal extant paintings of Dürer, with the places where they are to be found, have been mentioned above. Of his drawings, which for students are the most vitally interesting part of his works, the richest collections are in the Albertina at Vienna, the Berlin Museum and the British Museum. The Louvre also possesses some good examples, and many others are dispersed in various public collections, as in the Musée Bonnat at Bayonne, at Munich, Hamburg, Bremen, Frankfort, Dresden, Basel, Milan, Florence and Oxford, as well as in private hands all over Europe.

The principal editions of Dürers theoretical writings are these:  

Geometry and Perspective.  Underweysung der Messung mit dem Zirckel und Richtscheyt, in Linien, Ebnen und ganzen Corporen (Nuremberg, 1525, 1533, 1538). A Latin translation of the same, with a long title (Paris, Weichel, 1532) and another ed. in 1535. Again in Latin, with the title Institutionum geometricarum libri quatuor (Arnheim, 1605).

Fortification.  Etliche Underricht zu Befestigung der Stett, Schloss und Flecken (Nuremberg, 1527), and other editions in 1530, 1538 and 1603 (Arnheim). A Latin translation, with the title De urbibus, arcibus, castellisque muniendis ac condendis (Paris, Weichel, 1535). See the article Fortification.

Human Proportion.  Hierinnen sind begriffen vier Bücher von menschlicher Proportion (Nuremberg, 1582, and Arnheim, 1603). Latin translation: De symetria partium in rectis formis humanorum corporum libri in latinum conversi, de varietate figurarum, &c. libri ii. (Nuremberg, 1528, 1532 and 1534); (Paris, 1535, 1537, 1557). French translation (Paris, 1557, Arnheim, 1613, 1614). Italian translation (Venice, 1591, 1594); Portuguese translation (1599); Dutch translation (Arnheim, 1622, 1662).

The private literary remains of Dürer, his diary, letters, &c., were first published, partially in Von Murrs Journal zur Kunstgeschichte (Nuremberg, 1785-1787); afterwards in Campes Reliquien von A. Dürer (Nuremberg, 1827); again edited by Thausing, in the Quellenschriften für Kunstgeschichte und Kunsttechnik (Vienna, 1872), but most completely in Lange and Fuhses Dürers schriftlicher Nachlass (Halle, 1893); W. M. Conways Literary Remains of A. Dürer (London, 1889) contains extensive transcripts from the MSS. in the British Museum.

The principal remaining literature of the subject will be found in the following books and treatises  Johann Neudörfer, Schreib- und Rechenmeister zu Nürnberg, Nachrichten über Künstlern und Werkleuten daselbst (Nuremberg, 1547); republished in the Vienna Quellenschrift (1875); C. Scheurl, Vita Antonii Kressen (1515, reprinted in the collection of Pirkheimers works, Frankfort 1610); Wimpheling, Epitome rerum Germanicarum, ch. 68 (Strassburg, 1565); Joachim von Sandrart, Deutsche Academie (Nuremberg, 1675); Doppelmayr, Historische Nachricht von den nürnbergischen Mathematicis und Künstlern (Nuremberg, 1730); C. G. von Murr, Journal zur Kunstgeschichte, as above; Adam Bartsch, Le Peintre-Graveur, vol. vii. (Vienna, 1808); J. P. Passavant, Le Peintre-Graveur, vol. iii. (Leipzig, 1842); J. F. Roth, Leben Albrecht Dürers (Leipzig, 1791); Heller, Das Leben und die Werke Albrecht Dürers, vol. ii. (Bamberg, 1827-1831); B. Hausmann, Dürers Kupferstiche, Radirungen, Holzschnitte und Zeichnungen (Hanover, 1861); R. von Rettberg, Dürers Kupferstiche und Holzschnitte (Munich, 1876); M. Thausing, Dürer, Geschichte seines Lebens und seiner Kunst (Leipzig, 1876, 2nd ed., 1884), English translation (from the 1st ed. by F. A. Eaton, London, 1882); W. Schmidt in Dohmes Kunst und Künstler des Mittelalters und der Neuzeit (Leipzig, 1877); Œuvre de Albert Dürer reproduit et publié par Amand-Durand, texte par Georges Duplessis (Paris, 1877); C. Ephrussi, A. Dürer et ses dessins (Paris, 1882); F. Lippmann, Zeichnungen von A. Dürer in Nachbildungen (5 vols. Berlin, 1883-1905); A. Springer, Albrecht Dürer (Berlin, 1892); D. Burckhardt, Dürers Aufenthalt in Basel, 1492-1494 (Munich, 1892); G. von Terey, A Dürers venezianischer Aufenthalt, 1494-1495 (Strassburg, 1892); S. R. Koehler, A Chronological Catalogue of the Engravings, Dry Points and Etchings of A. Dürer (New York, 1894); L. Cust, A. Dürer, a Study of his Life and Works (London, 1897); Dürer Societys Publications (10 vols., 1898-1907), edited by C. Dodgson and S. M. Peartree; H. Knackfuss, Dürer (Bielefeld and Leipzig, 6th ed., 1899), English translation, 1900; B. Haendcke, Die Chronologie der Landschaften A. Dürers (Strassburg, 1899); M. Zucker, Albrecht Dürer (Halle, 1899-1900); L. Justi, Konstruierte Figuren und Köpfe unter den Werken Albrecht Dürers (Leipzig, 1902); A. Pelzer, A. Dürer und Friedrich II. von der Pfalz (Strassburg, 1905); H. Wölfflin, Die Kunst A. Dürers (Munich, 1905); W. Weisbach, Der junge Dürer (Leipzig, 1906); V. Scherer, A. Dürer (Klassiker der Kunst, iv.), (2nd ed., Stuttgart, 1906).

Apart from books, a large and important amount of the literature on Dürer is contained in articles scattered through the leading art periodicals of Germany, such as the Jahrbücher of the Berlin and Vienna museums, Repertorium für Kunstwissenschaft, Zeitschrift für bildende Kunst, &c. A comprehensive survey of this literature is afforded by Prof. H. W. Singers Versuch einer Dürer-Bibliographie (Strassburg, 1903); articles published more recently will be found completely enumerated in A. Jellineks Internationale Bibliographie der Kunstwissenschaft (Berlin). (S. C. )
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St. Johns Cemetery, Nuremberg  Dürers final resting place


[image: img447.jpg]
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