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 "LIVING SCULPTURES": OVID, MICHELANGELO,

 AND THE WINTER'S TALE

 BY LEONARD BARKAN

 For those who have quarried after sources, the final events of The
 Winter's Tale have yielded not a paucity but rather an embarrass-
 ment of riches. True, Shakespeare's principal source for the play,
 Greene's Pandosto, includes no statue coming to life. But if we
 consider how bizarre these final events have appeared to many
 readers,1 we are all the more surprised to learn how many statues or
 pseudo-statues had come to life in contemporary plays and narra-
 tives with which Shakespeare may have been familiar. Often, too,
 these works include other parallels to Shakespeare's romance:
 loved ones presumed dead, friends fallen to enmity and back to
 friendship, magic, and so forth.2 One scholar, feeling the lack of
 absolute correlation between the Shakespearean resolution and the
 circumstances in any single one of the possible sources, has even
 invented a hypothetical lost French play that would include re-
 union of father and daughter, reestablishment of friendship, and a
 statue coming to life.3

 Whatever the probability, or even the appropriateness, of these
 potential sources, it is clear that the motif of the statue coming to
 life was alive and well in the literature of Shakespeare's time.
 Exactly where Shakespeare got it from is less significant than the
 fact that it must have satisfied many narrative and thematic needs.
 In fact, the notion of statues coming to life goes back to antiquity
 (and, as we shall see, not only in the story of Pygmalion). It forms
 the crucial narrative element in a cluster of ideas about love, about
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 art, about sculpture, about the relations between art and life, about
 the relations between one art and another. That cluster gathers
 elements and resonances as we move from antiquity to Shake-
 speare's time. Following that history offers us not only a basis for
 interpreting the end of The Winter's Tale but also an insight into
 the growth of several ideas that flower with the Renaissance.

 I

 Since for the purposes of this essay The Winter's Tale will stand
 as the measure of the cluster of ideas surrounding statues that come
 to life, let us begin by understanding the placement of the scene in
 the dramatic structure of the play. Before any mention of a statue of

 Hermione (in the penultimate scene of the play) Shakespeare has
 resolved the dramatic tensions which have become the most vexing
 in the play-the identity of Perdita, the forbidden romance be-

 tween the girl and Florizel, the broken friendship between Leontes
 and Polixenes. The poet seems to break the basic rules of
 dramaturgy by settling these important issues summarily and
 offstage, in a conversation among figures of no importance. He con-
 tinues unconventionally by knitting up strands of the plot which
 had not appeared to be loose. Pandosto contains no such loose
 ends. There the Hermione figure (called Bellaria) remains dead
 once she has been calumniated, while her mournful husband sees
 the younger generation happily settled and then dies grieving. Nor
 does Shakespeare on the previous occasions when he brings a
 character back from the dead (one thinks of Claudio in Measure for
 Measure or the yet more exact parallel of Hero in Much Ado about
 Nothing) take the uncharacteristic step of keeping the audience in
 ignorance. Here he has thrown away the expected resolution scene
 in favor of an unanticipated final scene in which he can restore
 Hermione to life and to the arms of her husband and family.

 Shakespeare's denouement also involves him in some very high
 levels of improbability-even for the world of romance. Either
 Hermione died and was resurrected in marble, or else she spent
 sixteen years in a garden-shed on the grounds of her husband's
 palace, a solitude broken only by daily visits from her
 protectress-orjailer?-Paulina, all the while that this same worthy
 lady was encouraging Leontes into deeper paroxysms of grief over
 having in effect killed his wife. I restate these familiar perplexities
 of the play's narrative as a reminder that the sixteen-year absence of
 Hermione is distinct from the motif of the statue coming to life.
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 Shakespeare can hardly be said to invoke the latter in order to
 rationalize the former; rather he piles one extreme improbability on
 top of another. Why could Hermione not have emerged from a
 conveniently placed convent, like the abbess in The Comedy of
 Errors; or why could not Paulina have restored Hermione directly,
 as Prospero restores Alonso and Ferdinand to each other in The
 Tempest; or why could not Hermione have restored herself, as
 Rosalind does in As You Like It? Why, in short, run such risks with
 dramatic verisimilitude? The answer must lie in the fact that the
 impact and meaning of the play depend upon the significance of a
 statue that comes to life.

 In the history of statues coming to life there appear to be two
 focal figures around whom the clusters of ideas gather: one, an
 ancient, who is above all the master of transformations; the other, a
 man of Shakespeare's own century, who is above all the master of
 sculpture. To be sure, we shall have to look further and wider than
 Ovid and Michelangelo, but most of the history of the subject can
 be seen through these two men, their sources, and their influence.

 II

 In a romance including the seacoast of Bohemia, the fulfillment
 of Apollo's oracle, a princess transformed into a shepherdess trans-
 formed into the goddess Flora, a prince transformed into a
 shepherd who justifies his actions by references to Jupiter's amor-
 ous metamorphoses, and of course "Exit pursued by a bear," the
 classical, the fantastic, and the metamorphic have pride of place
 even before the final scene embodies them all. The place to look to,
 where Shakespeare constantly looked, for that combination is, of
 course, Ovid's Metamorphoses. There he found his most direct
 source in the story of Pygmalion, one of Ovid's more original cre-
 ations. Equally important is the fact that Shakespeare would have
 found throughout Ovid's poem a pattern of stories in which life
 hardens into stone or stones soften into life. The list of these stories
 in the poem is very long indeed: stones are second only to birds in
 the frequency with which they appear in metamorphoses.4 Among
 them is the very first story in the poem that deals with human
 beings proper, the tale of Deucalion and Pyrrha, who, like the bib-
 lical Noah, must repopulate the earth with human beings after the
 flood. This pious couple are apparently not capable of replenishing
 the earth through their own procreation. They stand in need of
 special arts, for they are at a moment of transition between a
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 primordial age, in which the gods or godlike figures created human
 beings, and our own times, in which human beings can procreate.
 These connections with the past are not casual: Deucalion, we must
 remember, is the son of Prometheus, and he recalls this fact signifi-
 cantly in his search for a solution:

 o utinam possim populos reparare paternis
 artibus atque animas formatae infundere terrae!5

 (1.363-64)
 [Oh, would that by my father's arts I might restore the nations,
 and breathe, as did he, the breath of life into the moulded clay.]

 From the start the issue is joined on the level of creation out of
 sculptural stone. Prometheus is the exemplary sculptor of statues
 that come to life, and the animae with which he endowed his cre-
 ations are at once their livingness (i.e., their breath) and their souls.
 The whole history of sculpture can trace itself back to this
 Promethean pun, for the same arts that allow the sculptor to imitate
 life perfectly will give the appearance that the sculptor has, in a
 godlike way, bestowed souls upon his creations.

 But Prometheus' son Deucalion is no godlike sculptor and must
 develop different arts to achieve the shaping and vivifying of stone.
 In contrast to his boldly defiant father, he humbly appeals for
 oracular guidance. The goddess Themis, the order-bringer, tells
 Deucalion and Pyrrha to assume an attitude of reverence and "os-
 saque post tergum magnae iactate parentis" ("throw behind you the
 bones of the your great mother" 1. 383). Such a command appears
 blasphemous until Deucalion applies his arts of metaphoric under-
 standing. With a good sense of the metamorphic relations between
 individuals and the cosmos, Deucalion perceives that magna pa-
 rens is the earth and that her bones must be stones. Husband and
 wife perform the oracle's bidding:

 saxa (quis hoc credat, nisi sit pro teste vetustas?)
 ponere duritiem coepere suumque rigorem
 mollirique mora mollitaque ducere formam.
 mox ubi creverunt naturaque mitior illis
 contigit, ut quaedam, sic non manifesta videri
 forma potest hominis, sed uti de marmore coeptis
 non exacta satis rudibusque simillima signis,
 quae tamen ex illis aliquo pars umida suco
 et terrena fuit, versa est in corporis usum;
 quod solidum est flectique nequit, mutatur in ossa,
 quae modo vena fuit, sub eodem nomine mansit.

 (1. 400-10)
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 [And the stones-who would believe it unless ancient tradition
 vouched for it?-began at once to lose their hardness and stiffness, to
 grow soft slowly, and softened to take on form. Then, when they had
 grown in size and become milder in their nature, a certain like-
 ness to the human form could be seen, still not very clear, but
 such as statues just begun out of marble have, not sharply de-
 fined, and very like roughly blocked out images. That part of
 them, however, which was earthy and damp with slight moisture,
 was changed to flesh; but what was solid and incapable of bend-
 ing became bone; that which was but now veins remained under
 the same name.]

 The process defines both art and life, and it joins them. The evolu-
 tion that Ovid describes is strikingly parallel to artistic creation, for
 this is a Promethean form of sculpture that seems to arise out of the
 matter itself. As a definition of human existence, just begun and
 therefore just beginning to define itself, the transformation suggests
 a constant process of stones taking on life. Human history is
 separating itself here from a primordial stony past. As the stones
 take shape, they become "natura.. . . mitior," and when Ovid says,
 "mollirique mora mollitaque ducere formam," he is not only
 greeting us with a barrage of softening "m"s, but he is also using
 one of his favorite puns, since forma means both "form" and
 "beauty." Human life here defines itself as beautiful in that it is
 soft, flexible, and formed.

 That flexibility of the human forma, emphasized so early in the
 poem, becomes one of the terms in a dialectic that operates
 throughout. Life in the Metamorphoses is not always beautiful, and
 most often it is the block of stone that triumphs over the forma.
 Transformation to stone is often a sign that human feelings and
 human life have wasted away. Aglauros, eaten up with envy at her
 sister's good fortune, becomes a statue. Echo is punished not only
 to the point where she is a mere voice; her bones also turn to stone.
 Niobe, deprived of her children, is gradually ossified from within
 until she is nothing but a great rock, eternally moist in memory of
 her lachrymose grief. Life in Ovid's poem, and in the whole tradi-
 tion of metamorphic literature that he inspires, is in flux between
 stoniness and the life that may emerge from or dissolve into stone.
 Hence despite its hopefulness, the Deucalion and Pyrrha story
 ends with a reminder that the stone remains within us:

 inde genus durum sumus experiensque laborum
 et documenta damus qua simus origine nati.

 (1. 414-15)
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 [Hence come the hardness of our race and our endurance of toil;
 and we give proof from what origin we are sprung.]

 The story of Pygmalion, which treats these same issues in terms
 of human love, depends in part on the immediately preceding story,
 another case of stony metamorphosis:

 Sunt tamen obscenae Venerem Propoetides ausae
 esse negare deam; pro quo sua numinis ira
 corpora cum fama primae vulgasse feruntur,
 utque pudor cessit, sanguisque induruit oris,
 in rigidum parvo silicem discrimine versae.

 (10. 238-42)
 [But the foul Propoetides dared to deny the divinity of Venus. In
 consequence of this, through the wrath of the goddess they are
 said to have been the first to prostitute their bodies and their
 fame; and as their shame vanished and the blood of their faces
 hardened, they were turned with but small change to hard
 stones.]

 The middle books of Ovid's poem are largely concerned with the
 perversion of love, here in its most basic form. To deny the divinity
 of Venus is to remove from the act of love everything but its most
 basic animal impulse. Such a diminution naturally expresses itself
 as a rigidity: when the blood in the women's faces turns hard, they
 are losing the ability to blush and hence losing all shame. From this
 point there is little change ("parvo . . . discrimine") to actual stone.

 Pygmalion learns his lesson from the Propoetides. Seeing such
 wicked women, he becomes a misogynist; in fact, his own heart is
 hardened against women. A perfect chiastic relationship exists
 between the Propoetides who become stone and the sculpted ivory
 that becomes a woman. Pygmalion creates a statue-woman both
 because he sees women as stony and because he believes he can
 create an ideal in sculpture that does not exist in real life. The
 resolution of his misogyny comes through the remarkable combi-
 nation of art and love. The statue is itself marvelous: at once per-
 fectly real and gloriously idealized, with an art that conceals art. But
 the statue requires Pygmalion's piety, his faith in Venus, his capac-
 ity for love, in order to achieve the miracle of life. He visits the
 temple of Venus praying for a miracle, and

 ut rediit, simulacra suae petit ille puellae
 incumbensque toro dedit oscula: visa tepere est;
 admovet os iterum, manibus quoque pectora temptat:
 temptatum mollescit ebur positoque rigore
 subsidit digitis ceditque, ut Hymettia sole
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 cera remollescit tractataque pollice multas
 flectitur in facies ipsoque fit utilis usu.

 (10. 280-86)
 [When he returned he sought the image of his maid, and bending
 over the couch he kissed her, and with his hands also he touched
 her breast. The ivory grew soft to his touch and, its hardness
 vanishing, gave and yielded beneath his fingers, as Hymettian
 wax grows soft under the sun and, moulded by the thumb, is
 easily shaped to many forms and becomes usable through use
 itself.]

 Pygmalion proves his faith in the goddess Venus by his willingness
 to treat the statue as the object of his love. But that love-making is

 also the process of sculpting itself, for the ivory that softens under
 Pygmalion's hand is both the block of stone taking on form and the

 unresponsive woman becoming a lover.
 The image of Hymettian wax expresses particularly well the

 combination of love, matter, and art; and it recurs significantly in
 the poem. The wax is in a sense the medium of art, for melting wax
 is the downfall of the poem's other arch-artist, Daedalus. But at the

 end of the poem, the same wax becomes the medium of the whole
 metamorphic universe, according to Ovid's spokesman Pythagoras:

 novis facilis signatur cera figuris
 nec manet ut fuerat nec formas servat easdem,
 sed tamen ipsa eadem est.

 (15. 169-71)
 [The pliant wax is stamped with new designs, does not remain as
 it was before nor keep the same form long, but is still the self-
 same wax.]

 The wax remains, but it must be shaped. The sun may melt it

 disastrously in the face of a prideful usurper of the gods' power. But
 the faithful lover can soften it with his amorous attentions, and the
 gifted artist can shape it into lifelike form. The mystery of both love
 and art is contained in the rather enigmatic phrase "ipsoque fit
 utilis usu"; for both the lover and the sculptor achieve their goal by
 treating their medium, however apparently unresponsive, as
 though it had already achieved the desired identity. It is that tele-
 ological faith which is rewarded in the Pygmalion story. To be sure,
 Ovid's picture is not unclouded. Making love to a statue is in some
 ways comical and in other ways idolatrous; and in Ovid's narrative
 it leads to yet more negative reflections when Pygmalion's great-
 granddaughter Myrrha falls in love with her maker, her father
 Cinyras. That catastrophe reflects back upon Pygmalion's love for
 what he has made. Still, the Pygmalion story stands as a great posi-
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 tive example in the Metamorphoses, a rare example of the triumph
 of both love and art.

 Other Ovidian notions about stone and sculpture are only im-
 plicit in the stories we have so far considered; these tend to become
 explicitly significant in those narratives where people are trans-
 formed into stone. Ovid understands that final form, whether natu-
 ral stone or sculpture, as the epitome of the human personality
 which had given way to hardness. When Perseus petrifies his rival
 Phineus, he intentionally creates a stone sculpture that will remind
 the world of his rival's shortcomings:

 sed tamen os timidum vultusque in marmore supplex
 submissaeque manus faciesque obnoxia mansit.

 (5. 234-35)
 [And now in marble was fixed the cowardly face, the suppliant
 look, the pleading hands, the whole cringing attitude.]

 Similarly, the hard-hearted Anaxarete, whom Vertumnus uses as an
 example to Pomona of the dangers to which cruel ladies are subject,
 not only turns to stone but is kept as a sculpture in the temple of
 Venus at Salamis, presumably as a memorial of hard-heartedness
 and as a threat to those who deny Venus. In a somewhat more
 positive vein, Cephalus' marvelous hound Laelaps, who is sent to
 chase a threatening monster, is transformed together with his prey
 into a statue so that neither beast need suffer the indignity of losing
 the race to the other and both could appear eternally triumphant:
 "fugere hoc, illud captare putares" ("the one you would think was
 fleeing, the other catching at the prey" 7. 791). In all these cases the
 statue into which life has been frozen is not merely a conclusion to

 a story; it is an essence of that life, and, more important, it is to those
 of us who perceive the sculpture an unchanging sign of that es-
 sence. Indeed, Ovid often uses the word signum for sculpture.6 At
 least from Ovid's time onwards, stone statues, even when they are
 not the product of metamorphic myths, will be signs of essential life
 within.

 III

 That exalted estimate of sculpture, at least by implication, may be
 sufficient grounds for assuming a link between Ovid and
 Michelanglo. In fact, there can be little doubt that the Metamor-
 phoses was a book well known to the artist, as we can judge from
 the early Battle of the Centaurs and the great Phaethon drawings
 of the 1530's, as well as from more general influences of
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 Michelangelo's classicizing milieu. The links in the other direction,
 from Michelangelo toward Shakespeare, are far less certain. There
 is no hard evidence that Shakespeare knew Michelangelo existed.
 Still, it is very tempting to look for connections between them.
 These two great titans of the Renaissance have a natural affinity:
 both gifted in an exceptionally wide range of genres, both capable
 of tragic grandeur and delicate wit, both masterful sonneteers, both
 sexually ambivalent and gifted with the ability to pour that com-
 plexity of feelings into their work. And even if we cannot prove it,
 we can assert that Shakespeare is likely to have known about his
 great predecessor. Michelangelo was prodigiously famous in his
 own time all over Europe. He is mentioned by Jonson and by Cas-
 tiglione in a book that Shakespeare almost certainly knew from
 Hoby's translation;7 his sonnets were also widely known, though
 not translated. It may be that Shakespeare was familiar with the first
 edition of Vasari's Lives (published in 1550), where Michelangelo
 is placed as the climax of the whole work, the hero of the progres-
 sive history of Italian art.

 Michelangelo is important here as a sculptor. His great master-
 pieces in this medium, as well as his implicit and explicit theories
 of sculpture, make him the concrete exemplar of an art that Ovid
 and other writers had understood only in the abstract. One work of
 the Master is particularly revelatory. Michelangelo began to design
 a Medici chapel in the Forentine church of San Lorenzo around
 1520, and he worked on the sculptures for the next fifteen years or
 so. The monuments to Giuliano, Duke of Nemours, and Lorenzo,
 Duke of Urbino, are each set in a niche below which there is a
 sarcophagus adorned with two reclining figures: for Giuliano, Day
 and Night, for Lorenzo, Dusk and Dawn. There has been much
 critical argument about the over-all program,8 little of which is rel-
 evant here. Suffice to say that at the very least Michelangelo has
 designed a mournful monument to the cosmic flow of time.

 Among all the gloomy and dreamy figures depicting the times of
 day, one has always exercised a special fascination. Only the Night
 of all four is given iconographic details (owl, mask, poppies, crown
 with stars), only she is certainly completed, only she has closed her
 eyes. The source of the Night in an ancient sarcophagal carving of
 Leda, as Edgar Wind has argued,9 demonstrates a striking affinity in
 Michelangelo's mind between this allegorical subject and the
 etymologically related Leto, whom Plutarch described as the Night,
 mother of the luminary gods. The connections with Leda may be
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 even more interesting. Michelangelo went on at the end of the
 1520's to paint his own Leda (preserved only in copies) in a virtu-
 ally identical posture to the Night. The parallel is more than merely
 formal, for both are originating figures. If Night is both the source
 and tomb of all things, so in a sense is Leda, who contains within
 herself the eggs that will produce the life of Greece and Troy but
 also their downfall.

 Thus Michelangelo's statue of Night is a long-sleeping mother,
 deeply wound into herself, perhaps dreaming. The massive
 sculptural form of the figure reminds us of connections between
 sleep and the very frozenness of the statue itself. Night is frozen
 life, as is sleep, as is the statue of Night, as is all sculpture. That
 exemplary quality of this statue, as well as the recognition that such
 frozen life must contain essential meanings, was perceived by
 Vasari:

 And what can I say of the Night, a statue not only rare but
 unique? Who has ever seen a work of sculpture of any period,
 ancient or modern, to compare with this? For in her may be seen
 not only the stillness of one who is sleeping but also the grief and
 melancholy of one who has lost something great and noble.10

 Vasari then goes on to cite another viewer's interpretation, a poem
 by Giovanni Strozzi that was circulated sufficiently widely for the
 artist himself to write a responding poem. Strozzi addresses the
 viewer:

 La Notte, che tu vedi in sl dolci atti
 Dormire, fu da un angelo scolpita
 In questo sasso: e perche dorme, ha vita:
 Destala, se no '1 credi, e parleratti.'1
 [The Night that you see sleeping in such loveliness was by an
 angel (a pun, of course, on the sculptor's name) carved in this
 rock; and by her sleeping she has life; wake her, if you disbe-
 lieve, and she will speak to you.]

 Both circumstances and conception have here come remarkably
 close to the Shakespearean scene. The long-sleeping mother-
 Frederick Hartt says she "dreams fitfully of her lost children"'12-is
 frozen in stone. Strozzi exhorts her to arise. If she awakens, the
 work of art will fulfill its spark of life, and the grim and mysterious
 power that is keeping her alive only through sleep will somehow be
 broken.

 It would be rash to argue that Shakespeare invented Hermione's
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 statuesque reawakening with a copy of Vasari at his side; rather let
 us say that we can shed light on The Winter's Tale by a close look at
 the common ground here. Vasari and Strozzi are responding to two

 contrasting forces within the marble. First (and this might be true of
 any great work of representational art), Strozzi suggests that the

 statue is so real, so mimetically perfect that it could without diffi-
 culty cross back over the line between art and life. Second (and
 here the Night is peculiarly apt), both descriptions imply that the
 presence of this statue contains mysteries. It has secrets to tell us:
 we may guess at them, as Vasari does, or we may exhort it to speak,
 but if it does so at all, it will speak obscurely and largely through
 the means of our own contemplation. So the statue's relation to life
 may be mimetic, or it may be mysterious.

 So far as the mimetic is concerned, such a compliment as Strozzi
 was offering has a long history. As far back as antiquity, praise for
 the authenticity of a work of sculpture was often expressed in terms

 of the stones speaking or coming alive with movement. Indeed
 there is a whole genre of Alexandrian literature devoted to descrip-
 tions of works, usually sculpture, that are praised for their accuracy
 by having life attributed to them. In the fourth mime of Herodas,
 two women are discussing statues in the Temple of Aesculapius:

 Look at that child strangling the goose. If you did not see the
 marble before your very eyes, you would swear that he was going
 to speak It's a sure thing that in time men will end up by making
 stone itself alive.13

 In regard to statues speaking, we ought not to forget that the
 rhetorical device of ekphrasis, which is understood in general terms
 as the description of a work of art in literature, more particularly
 signifies "speaking out" or putting a voice into the mouth of a
 sculpted or painted figure.14 Artists as early as Pliny's time would
 have understood this ability to "speak out" as the measure of suc-
 cess, and there is no doubt that Michelangelo would have also
 been aware of such a criterion. He repeatedly writes poetry in the
 ekphrastic vein, twice ascribing speech to the statue of Night and
 the tombstone of young Cecchino dei Bracci.'5 In one of his longer
 and more fragmentary love poems he plays on an implicit reference
 to himself as Pygmalion, who can use his love in order to make
 stone live.16

 Statues may be realistic, and we may praise their realism by sug-
 gesting that they might almost come to life; but the actual business
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 of statues coming to life is about as unrealistic as anything could be.
 When Strozzi beckons the Night to awaken and speak, he is invok-
 ing a paradoxical condition in which sleep is joined not with death
 (as is usual) but with life: "perche dorme la vita." Such an equiva-
 lence presupposes mysterious powers of communication in the
 statue. The association of sculpture with non-rational and non-
 verbal communication also has a long tradition. Callistratus (4th to
 5th century A.D.) comments on the statue of a Bacchante:

 Sculptors . .. , when they are seized by the gift of a more divine
 inspiration, give utterance to creations that are possessed and full
 of madness. So Scopas, moved as it were by some inspiration,
 imparted to the production of this statue the divine frenzy within
 him.... A statue of a Bacchante, wrought from Parian marble,
 has been transformed into a real Bacchante. For the stone, while
 retaining its own nature, yet seemed to depart from the law
 which governs stone; what one saw was really an image, but art
 carried imitation over into actual reality.... It knew how to leap
 in Bacchic dance and would respond to the god when he entered
 into its inner being.... Indeed you might say that art has brought
 to its aid the impulses of growing life, so unbelievable is what
 you see, so visible is what you do not believe.17

 The parallel between artistic and Bacchic possession is a very sig-
 nificant one: as the artist is possessed, so is his work. The strange
 conjunction of art and life raises mysterious questions about the
 relation between seeing and believing.

 For Michelangelo the mysteries of sculpture are no chance his-
 torical idea but at the center of his conception of art. Strozzi and
 Vasari, as we have already seen, recognized that the Night was a
 conundrum. It is clear that this particular subject fascinated the
 artist. He composed several poems probing the mysteries of night,
 especially concerning the paradox that night seems deathly but may
 in truth be the time of fertility and of the happy release from strug-
 gle.'8 Responses to other statues by expert viewers like Vasari and
 Condivi persistently suggest the need to explain or interpret the
 riddle of what they see. For in fact as Michelangelo practiced the
 art, sculpture lent itself naturally to a sense that it contains some-
 thing, an essence or truth trapped inside. His explicit notions about
 mysteries contained within stone go back to his quite orthodox
 Platonic theory of composition:

 Non ha l'ottimo artista alcun concetto
 Ch' un marmo solo in se non circoscriva
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 Col suo soverchio, e solo a questo arriva
 La man che ubbidisce all' intelletto.

 (166)
 [The greatest artist has no single concept which is not already
 contained within the marble block under its surface; only the
 hand that follows the intellect can arrive at it.]

 Not only is there an idea implanted inside the block of stone, but it
 is also hidden, even imprisoned, there, so that it can be released
 only by an individual possessed of a great intelletto, which may be
 equated with the Plotinian vouA, or as Robert J. Clements has de-
 fined it, "the faculty of discerning beauty and harmony with which
 God endows certain individuals.'9 The statue coming to life,
 whether in the hands of the sculptor or in the eyes of the beholder,
 signifies the release of the imprisoned idea.

 For Michelangelo, then, sculpture is a living metaphor for the
 realization of an internal essence, and the act of sculpting involves
 the discovery of a form already implanted in the marble.
 Michelangelo uses his medium as did Ovid's Pygmalion, who
 achieved his goal because he had faith in an essence implanted in
 the stone. Indeed in Michelangelo's poetry the word scolpito
 comes to suggest a deep form of implantation. An essence inhering
 in the mind is scolpito there, like the face of the poet's beloved in
 the great Neoplatonic sonnet "Dimmi di grazia, Amor," or the
 memory of his dead father which he relives in one of his longer
 poems. As these two examples suggest, there is a special connec-
 tion between this sculpted essence and the feelings of love that
 have, as it were, sculpted it. Such is Michelangelo's version of the
 familiar Ovidian connection between sculpture and love: both are
 concerned to perfect vile matter and uncover an essence which is
 the true scolpito.When Pygmalion softened his statue with the
 warmth of his hand, he was at once making love and adorning the
 work of art with some fine finishing touches; for the Platonist
 Michelangelo, the equivalence is between the final realization of
 the internal artistic idea and the gradual purification of carnal
 love.20

 When the idea originally scolpito in the mind has actually be-

 come sculpture, it has a special strength. In one sense this strength
 derives from the physical durability of sculpture. Michelangelo re-
 peatedly tells us in his poems that his works can outlive their sub-
 jects and hence (though he is not always certain of this conclusion)
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 that art can conquer nature. Yet there is more to the power of
 sculpture than durability:

 Molto diletta al gusto intero e sano
 L'opra della prim' arte, che n'assembra
 I volti e gli atti, e con sue vive membra
 Di cera o terra o pietra, un corpo umano.
 Se poi il tempo ingiurioso aspro e villano
 Lo rompe o storce, o del tutto dismembra,
 La belth, che prima era, si rimembra
 Dentro il pensier, che non l'accolse invano.

 (171)
 [The work of the first of the arts (sculpture) gives much pleasure
 to those of strong and sound taste when with its limbs of wax or
 earth or stone it creates a face, an attitude, a human body. If then
 time, injurious, bitter, and wicked, should break or disturb it or
 dismember it quite, the beauty that existed at the start will re-
 form itself in the mind and not in vain.]

 Sculpture, then, does not depend on physical endurance. It may
 appear to be a record of some human being in the flesh. But that
 fleshly source of inspiration is notoriously mutable, and the statue
 that appears to derive from it is only a little less mutable. The real
 inspiration, the original belta, existed as an idea and is indestructi-
 ble. Still, the mutable sculpture was necessary to the eternizing of
 the idea, for only once the belta was shaped into membra can the
 mind rimembrare. For those of us who look upon statues, like
 Strozzi considering the Night, the task is to perceive not so much
 the mutable fleshly model behind the creation but rather the es-
 sential idea. Strozzi exhorts her to awaken and speak, but either she
 awakens-that is, ceases to be a statue-and breaks the mysterious
 spell of her sleep, or she remains as she is and keeps the mystery
 inside her.

 Another important aspect of Michelangelo's career that is quite
 relevant to our subject takes us beyond the statue of Night. Prodigi-
 ously well known in his own lifetime and afterwards, Michelangelo
 was perhaps most famous for being the master of many different
 arts. He was, as the inscription on his catafalque declared, "the
 greatest painter, sculptor, and architect that ever lived." Such
 an expression does not merely record a diversity of skills;
 it reflects a specific interest in the multiplicity and variety of
 the arts. Michelangelo's contemporaries were very much con-
 cerned with comparison and contrast among the arts, and his own
 career was a living example of these distinctions. He began and
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 ended life as a sculptor but was repeatedly impressed (usually by
 popes) to the career of architect, which he seems to have taken to
 enthusiastically, and that of the painter, against which he struggled
 a great deal.

 The important issue, however, is not of Michelangelo's personal
 preference. Rather it was widely accepted in the Renaissance that
 there exists a hierarchy of the arts-though there was no unanimity
 on the order-and both the theory and practice of Michelangelo's
 art is influenced by the idea of the paragone, or the comparison
 among the arts.

 Because Michelangelo was so celebrated for his mastery of many
 arts, he seems to have been constantly called upon to express a
 comparative opinion. He returns to the subject in poems, in letters,
 in discussions with Armenini and de Hollanda, and in the humanist
 querelle arranged by Benedetto Varchi on the subject of the
 paragone.2' While Michelangelo's positions are not consistent
 throughout his career,22 it is clear that two distinct positions emerge
 in the artist's comparisons of painting and sculpture. The first is
 mimetic. When he speaks for the superiority of sculpture, his crite-
 rion is representational. The three-dimensional and durable art is
 more like real life than is the art of line and color. Armenini reports
 Michelangelo's response to a man who wished to know how to
 judge good paintings:

 This must be kept in mind, that the closer you see paintings
 approach good sculpture, the better they will be; and the more
 sculptures will approach paintings, the worse you will hold them
 to be. Whence it is to be understood that good paintings consist
 essentially of much relief accompanied by a good style. Let it be
 understood also that sculptures and reliefs, which perfect paint-
 ings must resemble, are of course not only those of marble or
 bronze, but even more, living sculptures, like a handsome man, a
 beautiful woman, a fine horse, and other similar things, and be-
 cause the most true paintings are expressed with these, one sees
 then how wrong are those simpletons of whom the world is full,
 who would rather look at a green, a red, or some other high colors
 than at figures which show spirit and movement.23

 "Living sculpture" is the artist's term not for statues but for the real
 creations of nature. So the "war" between the arts is in truth a battle
 in that more all-embracing war between art and nature, and the
 victory of sculpture derives from the fact that nature itself consists
 of statues that have come to life.

 Michelangelo takes the dispute away from the mimetic and to-
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 ward the Platonic when he suggests that the quarrel is a mere sur-
 face under which one must search for essential principles that unite
 the arts. That essence, which he speaks of fleetingly in his letter to
 Varchi, he describes more fully in the de Hollanda symposium:

 Indeed I sometimes think and imagine that I can find among
 men but one art or science, that of drawing or painting, from
 which all the rest branch out. For if one considers all that is done
 in this life, one will find that every man unconsciously is en-
 gaged in painting this world, both in creating and producing new
 forms and figures, in dressing variously, in building and filling in
 spaces with buildings and houses, in cultivating the fields and
 ploughing the land into sketches and pictures, in sailing over the
 sea, in fighting and ordering an armed host, and finally in deaths
 and funerals and all other movements, actions and occasions.24

 The endpoint is the same as in the mimetic argument: all of life is
 itself art. Nor does it matter whether the struggle is between paint-
 ing and sculpture or between art and poetry. It is in fact a struggle
 to define the place of art in the natural world and in God's creation.
 The mimetic and the Platonic argument come to the same conclu-
 sion because the representational power of sculpture endows it
 with a unique capacity to capture a living essence. Earlier I men-
 tioned that Michelangelo spoke of the memory of his dead father as
 "sculpted" in his mind. The context reveals yet more:

 La memoria il fratel pur mi dipigne,
 E te (suo padre) scolpisce vivo in mezzo il core.

 (4: 13-14)
 [Memory paints my (dead) brother for me; but you she sculpts,
 still alive in the midst of my heart.]

 The loss of the father is greater and the memory keener in just the
 way that sculpture outstrips painting. The sculpted image of the
 father is both more authentic and more essential than the painted
 image of the brother.

 Shakespeare is concerned with the same issues when he con-
 trasts plays with plays-within-plays or when he opens Timon with a
 querelle among painter, jewelmaker, and poet, or indeed when he
 tells us that his sonnets will outlive brass, stone, and gilded monu-
 ments of princes, the very essence of Michelangelo's creation,
 whose durability the Italian artist had already vaunted in his son-
 nets. The relevance to our subject of these disputes of art and
 among the arts should be clear: a statue that comes to life not only
 crosses the boundary between art and nature but may also suggest
 the triumph of art over nature. In addition, it poses questions about
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 principles that lie behind all the arts. A statue that comes to life
 inside a work of literature crosses yet another boundary upon which
 the paragone is based, and it may point to the triumph of a medium
 which can depict, and improve upon, the pictorial.

 IV

 There is one obvious point of transition between Italian Renais-

 sance art and The Winter's Tale:

 The princess hearing of her mother's statue, which is in the
 keeping of Paulina,-a piece many years in doing and now newly
 performed by that rare Italian master, Julio Romano, who, had he
 himself eternity and could put breath into his work, would be-
 guile Nature of her custom, so perfectly he is her ape: he so near
 to Hermione hath done Hermione, that they say one would speak
 to her and stand in hope of answer.25

 (5. 2. 93-101)

 So speaks the Third Gent. in that chatty little scene where so many

 of the play's narratives are resolved. The mention of Giulio Romano
 stands out as exceptional, not only in The Winter's Tale but in all of

 Shakespeare's oeuvre, where references to real-life people are rare
 and to contemporary Italian artists otherwise nonexistent. The pas-
 sage raises many vexing questions: how did Shakespeare know of

 Giulio Romano and in what connection? could he have seen any of
 Giulio's works? why, if he knew anything at all about the artist, did
 he choose a man renowned for his painting and architecture to be
 the exemplary sculptor? Ingenious solutions have been proposed,
 including the appearance of paintings by Giulio Romano in En-

 gland, parallels between Hermione's life and that of a subject of a
 Giulio portrait, or even a Shakespearean holiday in Mantua during
 the "lost" years of his young adulthood.26 Finally, no definitive
 solution may be possible; yet we can, I think, come to understand
 Giulio's place in the issues surrounding the work of art that comes
 to life in the play.

 Giulio Romano (1499-1546) was certainly more famous in his own
 century than he is now. From a very early age he was the pupil and
 acknowledged heir of Raphael, but the master died when Giulio
 was too young to profit greatly from the connection. Shortly after-
 wards Giulio left Rome for the service of Federigo Gonzaga in
 Mantua, where he did most of his mature work. There he became
 famous as the most mannerist of the mannerists. In his most striking
 creation, the Sala dei Giganti at the Palazzo del Te, he combines
 painting and architecture in a design for the Fall of the Giants that
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 takes trompe-l'oeil just about as far as it can go. The massive
 tumbling forms of the giants and their buildings are indistinguish-
 able from the architectural elements of the room itself. It is a realist
 art in that we succumb to the representational illusion; on the other
 hand, it is stylized and theatrical. The effect is decidedly Shake-
 spearean, and particularly in the spirit of the fantastic that occupies
 the late plays. To be sure, the Palazzo del Te is not a Shakespearean
 source; rather both artists are working under the strong influence of
 theatrical mannerism as it was practised in Rennaissance pageantry
 on the continent and in England. In so fanciful a scene as that
 which closes The Winter's Tale, that influence is an important one,
 and it is at least possible that Shakespeare was in a position to
 acknowledge the common aesthetic ground.

 What is more possible is that Shakespeare knew the name Giulio
 Romano from Vasari's Lives. In the first edition (1550) the life of
 Giulio begins with extravagant praise-this was cut in subsequent
 editions-and it ends with two epitaphs that are said to have ap-
 peared on the artist's tomb. (The monument itself has not survived.)
 The briefer of these simply credits Giulio with mastery of three
 arts, presumably painting, architecture, and sculpture, which with
 his death he has removed from the earth. The other epitaph is more
 specific:

 Videbat Jupiter corpora sculpta pictaque
 Spirare aedes mortalium aequarier coelo
 Julii virtute Romani. Tunc iratus
 Concilio divorum omnium vocato
 Illum e terris sustulit; quod pati nequiret
 Vinci aut aequari ab homine terrigena.27

 [Jupiter saw sculpted and painted bodies breathe and the homes
 of mortals made equal to those in heaven through the skill of
 Giulio Romano. Thus angered he summoned a council of all the
 gods, and he removed that man from the earth, lest he be ex-
 posed, conquered, or equalled by an earth-born man.]

 A conventional piece of Renaissance art criticism to be sure: it may
 be compared, for instance, with the more famous epitaph of
 Raphael, "Ille hic est Raphael timuit quo sospite vinci / Rerum
 magna parens et moriente mori"28 ("This is that Raphael by whom
 alive great Mother Nature feared to be defeated, and with his death
 she feared to die.") Still, Giulio's epitaph has specially striking
 significance for the Shakespearean allusion. In the first place, the
 lines leave no doubt that he was indeed a sculptor; in fact, they
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 place that achievement first among his tres artes. Secondly, the
 capacity to make his statues and paintings spirare seems to prefig-
 ure Shakespeare's praise: "Had he himself eternity and could put
 breath into his work, would beguile Nature of her custom." The
 connection is strengthened by recalling the ancient links we have
 discussed among life, soul, and breath as exemplifying the genius
 of living statues.

 But the most important link between Shakespeare's lines and
 Vasari's appears in the references to the whole combative spirit of
 the paragone. Vasari's lines present the subject as multi-talented
 and suggest that with each of his talents the artist is waging war on
 the creations of the gods. Earlier in the Life Vasari has expressed
 such judgments in his own words: Giulio has created buildings "le
 quali non abitazioni di uomini, ma case degli Dei," and of the
 artist's invenzione he says "ne tacer voglio ... che nessuno l'abbia
 paragonato."29 To a reader of Vasari-especially one who had never
 seen any of the artist's work-Giulio Romano would appear as a
 great and godlike creator, master of many arts and worthy opponent
 of Nature herself as a creator. To these associations we might add a
 more specific reference to the paragone, since, as D. E. Baughan
 has ingeniously suggested30 Shakespeare may have conflated
 Giulio with Giovanni Cristoforo Romano (c. 1470-1512), another
 multi-talented artist but primarily a sculptor. He speaks once in the
 Book of the Courtier, where he compares painting and sculpture to
 the latter's advantage, and he cites Raphael and Michelangelo as
 the respective masters of these media.3'

 So the name Giulio Romano means, I think, the multiplicity of
 the arts, the rivalry among them, and the paragone of art and nature.
 For the purposes of dramatic consistency (one had best not speak of
 plausibility in these final scenes), Shakespeare required such a fig-
 ure with whom he could credit the creation of a work of art that was,
 after all, both sculpted and painted and which finally proves to be
 not a work of art at all. This multiplicity of possibilities lies at the
 heart of the passage describing Giulio's "statue." All is contained in
 the richly ambiguous verbs: "A piece many years in doing and now
 newly performed by that rare Italian master." Shakespeare pre-
 serves the ambiguity by never actually saying that Giulio Romano
 sculpted the statue. These indefinite verbs apply to both life and
 art, and moreover to both sculptural and theatrical art. Hermione is
 indeed "many years in doing,"32 and Giulio's performance of the
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 statue, while in a literal sense suggesting its completion, can hardly
 fail to remind us of both the character of Hermione's performance
 and of Shakespeare's own medium of art.
 V

 As we turn to consider the place of the statue in the whole design
 of The Winter's Talen3 we can best begin by recognizing that for
 both narrative and thematic purposes, Shakespeare depended upon
 all those traditions which saw sculpture as both prime among
 the arts and closest of all the arts to real life. No less important
 than these rational excellences of sculpture are its mysteries.
 Hermione-as-statue is at least as perplexing a conundrum as that
 which Strozzi perceived in Michelangelo's Night. In this sense the
 appearance of the statue forms part of the same mysterious level in
 the play as the oracle: both are hidden from the audience (though in
 different ways), and both are connected to resolutions in the affairs
 of men that seem beyond their individual action. The statue itself
 appears in a kind of temple, and the events are described in terms
 of magic: both belong in the historical milieu of statues that come to
 life.

 Strozzi defined the mysterious and statuesque quality of the
 Night through her silence, while Shakespeare builds the issue of
 silence into the whole fabric of his action. Paulina indicates that
 silence is the first reaction of all to the appearance of the statue: "I
 like your silence," she tells Leontes, "it the more shows off your
 wonder" (5. 2. 21-22). Silence is always the prerequisite of mys-
 teries,34 in this case even more for the statue than for the beholder.
 The silence of the statue reflects on the whole action. Hermione's
 speech in the first act is, after all, the occasion for her downfall, and
 her proud and witty comments then ironically suggest an obsession
 with her own speech and that of others:

 Leontes. Hermione, my dearest, thou never spok'st
 To better purpose.

 Hermione. Never?
 Leontes. Never but once.
 Hermione. What! have I twice said well? when was 't before?

 I prithee tell me: cram's with praise, and make's
 As fat as tame things: one good deed, dying tongue-

 less,
 Slaughters a thousand, waiting upon that.
 Our praises are our wages.

 (1. 2. 88-94)
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 This rather prolix demand for speech appears at the moment when
 Leontes' groundless suspicions are being aroused; and as those
 suspicions gain ground within him it is his speech that inflames his
 imagination and wreaks havoc on the world around him. Thus the
 silence at the end of the play in which the couple can meet as statue
 and speechless viewer purifies the disasters of speech. The seren-
 ity of the statue becomes a response to the Sturm und Drang qual-
 ity of Leontes' misguided jealousy and also of his heavy-hearted,
 almost over-enthusiastic penance.

 As we have seen in both Ovid and Michelangelo, the statue is a
 crystallization of love as well as of silence. If we consider the cir-
 cumstances from Hermione's point of view (which, admittedly,
 Shakespeare does not encourage), we can see the metamorphosis
 into statue as an emblem of her loving faith. The sculptor-lovers
 whom we have observed, Pygmalion and Michelangelo, sought
 through the combination to achieve perfect constancy. That issue
 becomes ironic in The Winter's Tale because it is the accuser in this
 play who is guilty of inconstancy, while the accused, who becomes
 a statue, can thereby preserve herself pure and unchanged by
 mutability. In this respect the metamorphosis-to-statue is not en-
 tirely positive, any more than it is in Ovid. Hermione's choice-if
 we can call it that-to freeze herself in time and space for sixteen
 years is as extreme in the way of solution as was Leontes' jealousy
 in the way of problem. Furthermore, once Hermione has become a
 statue-indeed once she has been vindicated in Act Three-she
 takes on the qualities not only of the ideal but also of the idol. Such
 a problem is already visible in Ovid's Pygmalion story, and it would
 naturally be more intense in the Protestant context of English
 drama, where all the fantasies of the ancients might be considered
 idols, and none more so than statues that are adored.

 Yet, as in the Pygmalion story, the threat of idolatry can be bal-
 anced against loving faith. Leontes responds to Hermione's sup-
 posed corruption precisely as Pygmalion does to the real corruption
 of the Propoetides. Both overreact to the idea of faithlessness, and
 both are cured by faith. The difference is that Leontes lacked faith
 and could not therefore be the Pygmalion who created the statue,
 but in the resolution of the comedy he has developed the faith to
 believe in the statue. In many respects, then, the characters are
 justified in treating the statue as an idol. Perdita declares, " 'Tis not
 superstition, that / I kneel" (5. 3. 42-43), and Paulina, in an all-
 important line, declares as a prerequisite for the action of the scene,

 Leonard Barkan 659

This content downloaded from 
������������137.83.217.146 on Thu, 10 Jun 2021 04:18:32 UTC������������� 

All use subject to https://about.jstor.org/terms



 "It is requir'd / You do awake your faith" (5. 3. 94-95). That state-
 ment binds together the course of love with the transformation of

 the statue. Like Pygmalion, Leontes can bring the statue to life only
 by faith. He has turned a woman into a statue by his lack of faith,
 and now to achieve a happy resolution he must believe both in her
 and in the process of life coming out of stone.

 The statue itself, then, may figure forth art, or love, or silence, or
 idolatry, but we can only understand the figure fully once we place
 it in the context of its transformation to life. Hermione's metamor-
 phosis fulfills two Ovidian traditions that were very much alive in

 Shakespeare's time. One is a kind of marriage of Pygmalion and
 Petrarchanism. Ovid himself only begins to suggest the parallels
 between a statue-lady and an unresponsive real-life lady.35 But at
 least from the time of Dante's Rime petrose, hard-hearted ladies
 were described as stony or frozen,36 and the Pygmalion myth was
 assimilated to the Petrarchan action of coaxing warmth and respon-
 siveness out of a donna crudele. Shakespeare would surely have
 been familiar with Daniel's version,

 And still I toile, to chaunge the marble brest
 Of her, whose sweetest grace I doe adore:
 Yet cannot finde her breathe vnto my rest,
 Hard is her hart and woe is me therefore.

 O happie he that ioy'd his stone and arte,
 Vnhappy I to loue a stony harte.

 (Delia, 13)

 Or with Marston's rather bolder version:

 Had I my loue in such a wished state
 As was afforded to Pigmalion,
 Though flinty hard, of her you soone should see
 As strange a transformation wrought by mee.

 ("Metamorphosis of Pigmalion's Image," 11. 188-91)

 The metamorphosis of Hermione-as-statue is not in a straightfor-

 ward sense a Petrarchan action, and yet it resolves a play that has
 turned on related problems of love. The original catastrophe, as has
 already been suggested, was partly fueled by the florid language of
 courtship; suspicions gained a purchase in Leontes' mind partly
 because of literary traditions in which married women might be
 wooed by and consent to be the friend of men who were not their
 husbands. Hermione has become a cruel lady, perhaps necessarily
 so, in keeping herself from love for sixteen years.

 In Hermione's movement from statue to life a yet more signifi-
 cant Ovidian tradition is that which we observed in Deucalion and
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 Pyrrha, for the resolution of The Winter's Tale suggests elemental
 tensions throughout the play between death and life, expressed as

 between hardness and softness. There is more than a chance con-
 nection between a sixteen-year dormancy and the appearance as a
 statue, for both are images of suspended life. Indeed with the con-
 junction of the two Shakespeare partly tricks us into imaging that

 Hermione has actually stood as a statue for sixteen years; and pre-

 posterous as such an image may be, it amounts to the truth, for what
 is a person deprived of love, family, and society but a statue? Her-
 mione's life as a sixteen-year statue is her own winter's tale, but the
 whole world of Sicilia has in fact been similarly hardened. Only
 with the discovery of Perdita does the softening begin to take place.
 Of the recognition scene the Third Gentleman tells us that "Who
 was most marble, there changed colour" (5. 2. 89), and in Leontes'
 first responses to the statue it is he who is hard: "I am asham'd:

 does not the stone rebuke me / For being more stone than it?" (5. 3.
 37-38). Once the transformation comes, it is for the whole world of

 the play a triumph of life over death, as Paulina describes it:
 Come!

 I'll fill your grave up: stir, nay come away:
 Bequeath to death your numbness; for from him
 Dear life redeems you. (5. 3. 100-03)

 The process of transformation itself takes us into that realm
 where statues have more than earthly power. We have already been
 told that Giulio Romano put breath into this supposed work, and
 Leontes responds to a similar mystery when he recognizes that
 "There is an air comes from her. What fine chisel / Could ever yet
 cut breath" (5. 3. 78-79). (The answer is, of course, Ovid's Prom-
 etheus and a whole heritage of Promethean sculptors.) Paulina for
 her part describes the transformation as white magic, and Leontes
 refers to the possibility of the statue coming to life as a pleasurable
 madness in contrast to the "settled senses of the world" (5. 3. 72).
 All these references, combined with the traditions of the subject
 itself, can leave no doubt that in this metamorphosis Shakespeare is
 celebrating art itself. The statue coming to life, as we have seen, is a
 definition of the power of art, and it is characteristic of Shakespeare
 to express that triumph in terms of mystery, madness, and inspira-
 tion.

 This metamorphosis is more than a general compliment to the
 arts. It is Shakespeare's fulfillment of the paragone, one of his most
 intricate essays in artistic self-consciousness. Statues ancient and
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 modern, whether described by Callistratus or sculpted by
 Michelangelo, were praised for being on the verge of coming to life.
 But except in Ovidian myths they never actually did so. Shake-
 speare's medium, with its three-we would say four-dimensions,
 is the equivalent of sculpture, for as painting is to sculpture, so is
 narrative fiction to drama. Yet if drama is the equivalent of
 sculpture, it can yet triumph over the frozen medium just as great
 statues (like Hermione herself) can triumph over their frozenness.

 All of Shakespeare's art consists of statues coming to life, for
 compared to it all other media are dead. Shakespeare prepares us
 for his truth with that all-important previous scene. There the re-
 sources of drama are abandoned as the Gentlemen describe what
 they have and have not seen. We have moved from the stage to the
 audience, and not a very well favored audience either:

 Third Gent. Did you see the meeting of the two kings?
 Second Gent. No.
 Third Gent. Then you have lost a sight which was to be seen,

 cannot be spoken of. [5. 2. 40-44]

 The self-conscious wit of the passage reminds one of the more
 famous lines of Cleopatra in which she envisions her role being
 played by a boy on a Roman stage. Like the Second Gentleman, we
 have missed the sight of the two kings meeting, and it is no substi-
 tute that the Third Gentleman turns immediately from declaring
 that the event transcends verbal description to sixty lines of speech
 describing it. By withholding dramatic three-dimensionality
 Shakespeare is preparing us for a scene in which both three-
 dimensional media of sculpture and drama come into their own.
 The speech-without-drama of this scene is contrasted by the
 statue-with-silence of the following scene. The verbal without the
 visual is empty, while the visual without the verbal is frozen. Only
 Shakespeare's medium can effect the marriage.

 At this point some readers may make a simple but sweeping
 objection, pointing out that Hermione is not a statue and never was
 one, that she cannot have come to life because she was always alive.
 The play itself gives, I think, an equivocal answer to this objection.
 In truth there are two explanations for Hermione's appearance in
 Act Five. Most of the characters-and most viewers-are satisfied

 with the story about a sixteen-year exile in the garden house.
 Leontes, who has in fact asked to verify his wife's death in Act
 Three, accepts the idea that Hermione has returned to life by
 means of the statue. As viewers we must embrace both explana-
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 tions. Our faith in Hermione as a statue represents an important
 phase of the resolution, and that is why Shakespeare does not let us
 in on the secret. (We must also remember that given the fanciful
 nature of the play and the doubtless non-realistic style of original

 performance, an audience new to the text would not know whether
 they were meant to believe that the actor revealed in the final scene
 was performing the role of a statue or of Hermione pretending to be
 a statue.) Like Leontes, and Pygmalion, we must believe in the
 triumph of art before we are ready to witness the greater triumph of
 life.

 We have observed that the ultimate destination of the paragone,
 the rivalry among the arts, is the rivalry of art and life. That progres-
 sion is vital in The Winter's Tale. Shakespeare takes the cliches of
 praise for art, like those in the epitaphs of Raphael or Giulio
 Romano, and he repeats them: Giulio "would beguile Nature of her
 custom," while Leontes feels himself "mocked with art." Once we
 learn the truth, we realize that we are in the presence of a yet
 greater triumph. If the statue was no statue, then it is life that mocks
 art. Indeed that notion has been lying in wait for us throughout the
 play, for long before the question of artistic imitation ever arose,
 verisimilitude was already an important issue in the plot. Paulina is
 speaking of the infant Perdita:

 Behold, my lords,
 Although the print be little, the whole matter
 And copy of the father: eye, nose, lip;
 The trick of's frown; his forehead; nay, the valley,
 The pretty dimples of his chin and cheek; his smiles;
 The very mould and frame of hand, nail, finger:
 And thou, good goddess Nature, which hast made
 So like to him that got it, if thou hast
 The ordering of the mind too, 'mongst all colours
 No yellow in 't, lest she suspect, as he does,
 Her children not her husband's! (2. 3. 97-107)

 The terms are similar to those in which the work of art is praised,
 but the triumph of verisimilitude is that of "good goddess Nature,"
 who triumphs similarly when Leontes begins to fall in love with the
 as yet unidentified Perdita and when Hermione turns out to be life
 rather than art. In fact the "good goddess Nature" signals her
 triumph in the final scene through a medium more complicated
 than mere artistic (or procreative) verisimilitude:

 But yet, Paulina,
 Hermione was not so much wrinkled, nothing

 So aged as this seems. (5 3. 27-29)
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 Statues, as we have seen, were celebrated for their durability; that
 is, they neither grow old like human beings nor decay as readily as
 other works of art. If Hermione were a statue, she would not, of
 course, have wrinkles. But time, which within this play is a neces-
 sary condition for the resolution of conflicts, is not too great a price
 to pay, despite all its ravages, for the reward that Hermione is alive

 in nature rather than frozen in art.
 Yet in the end we should not hastily declare that the triumph of

 nature cancels the triumph of art. In the world of the paragone, the
 greatness of sculpture derived partly from its special power of ver-
 isimilitude, which in Shakespeare's final scene is clearly outdone

 by the verisimilitude of nature herself. But the other special great-
 ness of sculpture, in the Pygmalion story or in the poetry and
 thought of Michelangelo, was its ability to crystallize a true es-

 sence, whether of life, of art, or of love. That essence is contained in
 the dramatic statue Hermione, and compared to what Shakespeare
 crystallizes in her image, the real-life changes in nature-wrinkles,
 the passing of time, jealousy born and cured-are fleeting super-
 ficialities. We must also recollect the example set earlier in the play
 itself, in a more famous querelle between Nature and Art. Perdita

 objects to the intrusion into nature of the art of grafting, while
 Polixenes undertakes to resolve the argument in a draw by sug-
 gesting that "The art itself is nature" (4. 4. 97). That resounding
 declaration obviously applies to the "statue" in the final scene; and
 there, too, we would be wise to perceive the mutual triumph of art
 and nature. And that is the fullest possible understanding of our
 whole history of statues coming to life. From antiquity onwards that
 transformation has been at once a triumph of nature, in the appear-
 ance of flexibility, liveliness, and love out of hard stone, and a
 triumph of art in that it has celebrated the genius of the sculptor in

 capturing an essence and equalling or even perfecting God's cre-
 ation. Shakespeare has designed the victory of Nature in a context
 where his own art of four-dimensional sculpture is indispensable
 and unforgettable.

 Northwestern University

 FOOTNOTES

 1 Three comments on the final scene from three different centuries: "It is impossi-
 ble for the spectator not to be offended with the palpable affront which is offered to
 his senses" (William Kenrick [1765], rpt. in Shakespeare: The Critical Heritage,
 Volume Five, ed. Brian Gibbons [London, 1979], p. 194); "For the improbability of
 the events I care as little as for the violation of the unities and the outrages on
 geography . .. The queen's reanimation [is] beyond all dramatic credibility"
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 (Hartley Coleridge, Essays and Marginalia [London, 1851], 2: 148); The motif of
 resurrection in the last plays "is so frequent ... that indeed it takes on something of
 absurdity, and is introduced with a strange arbitrariness ... Paulina's deception of
 Leontes and imprisonment of Hermione is preposterous" (D. G. James, Scepticism
 and Poetry [London, 1937], pp. 232-33). To be fair, we ought to point out that at least
 as vocal and as numerous a group of critics have praised the final events of the play.
 T. Campbell (Dramatic Works of Shakespeare [London, 1838], p. lxii) attacks those
 who despise the statue scene and suggests that "an exclusive right to crawl on all
 fours ought to be given to the believers of Shakespeare's Statue scene being low and
 ridiculous," and in our own time Nevill Coghill (Shakespeare Survey 11 [1958], 39)
 suggests that "Of all Shakespeare's coups de th6&tre, the descent of Hermione from
 her pedestal is perhaps the most spectacular and affecting."

 2 Apart from contemporary reworkings of the Pygmalion material, there is, for
 instance, the ninth book of Amadis de Gaule by Feliciano de Silva (1542), in which
 two separate episodes involve real or pretended transformation of people into
 statues and partial or complete re-transformation. There is also a good deal of
 jealousy, and a hero called Florisel who disguises himself as a shepherd. Closer to
 Shakespeare's own time is the anonymous play The Tryall of Chevalry (1605), in
 which two old friends quarrel over a woman; one believes he has killed the other,
 and the happy resolution is effected when a pretended statue of the supposedly dead
 friend comes to life. Lope de Vega's Marmol de Felisardo, approximately contem-
 poraneous with The Winter's Tale, tells the story of an amorously crazed young man
 who falls in love with and marries a statue; at the actual ceremony his real-life
 beloved takes the place of the statue. Among the analogues later than The Winter's
 Tale is L'Inceste suppose (La Caze, 1638, but based on a lost original dating from
 earlier in the century by Alexandre Hardy), in which a jealousy triangle and the
 presumed murder of the supposedly faithless woman are all resolved when the
 mortuary sculpture turns out to be the still living queen herself. Earlier than
 Shakespeare, the motif of the young man wedded to a statue of Venus proves ex-
 tremely common in medieval literature. See Paull F. Baum, "The Young Man Be-
 trothed to a Statue," PMLA 34 (1919), 523-79.

 3 H. Carrington Lancaster, "Hermione's Statue," Studies in Philology 29 (1932),
 233-38.

 4 See the list (not quite complete) in Georges Lafaye, Les metamorphoses d'Ovide
 et leurs modedes grecs (Hildesheim, rpt. 1971), pp. 247-48.

 5 Citations are to Ovid, Metamorphoses, trans. Frank Justus Miller (Cambridge,
 Mass., 1966), and translations are taken from that edition.

 6 In the Deucalion story, the stones as they take on life are "de marmore coeptis I
 ... simillima signis" (1. 405-06); the beauty of Hermaphroditus is captured as he
 swims through the water as though he were "eburnea signa" under glass (4. 354);
 one of Phineus' men, petrified by seeing the Gorgon's head, remains "signum de
 marmore" (5. 182).

 7 In The Book of the Courtier, Michelangelo is mentioned in passing in the Dedi-
 catory Letter; his name comes up for fuller treatment in the first book in a discussion
 of the relative merits of painting and sculpture. See below, and footnote 32. Jonson
 catalogues "Six [in fact, seven] famous painters in Italy who were excellent and
 emulous of the ancients: Raphael de Urbino, Michel Angelo Buonarotta, Titian,
 Antonio of Correggio, Sebastian of Venice, Julio Romano, and Andrea del Sarto"
 (Timber or Discoveries, ed. R. S. Walker [Syracuse, 1953], p. 35). The mention of
 Giulio Romano in the same context as Michelangelo may be significant in regard to
 The Winter's Tale. See below and footnote 27.

 8 See Charles de Tolnay, Michelangelo: The Medici Chapel (Princeton, 1948), pp.
 61-75, for a survey of earlier interpretations as well as a magisterial analysis of
 his own.

 9 Pagan Mysteries in the Renaissance (London, 1960), pp. 152-66.
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 1I Lives of the Artists, trans. George Bull (London, 1966), p. 369.
 "I Le Vite de' piu eccellenti pittori scultori ed architettori, ed. G. Milanesi (Flor-

 ence, 1906), 7: 197. Michelangelo, referring later to the autocratic rule of the Medici
 in Florence, responded to Strozzi's lines in the 1540's with another quatrain, spoken
 by the statue herself: "Grato mi e il sonno, e piu l'esser di sasso: / Mentre che il
 danno e la vergogna dura, / Non veder, non sentir, m'e gran ventura; / Pero non mi
 destar; deh parla basso!" The fact that the sculptor himself adopts Strozzi's metaphor
 of the statue returning to life may well suggest that he created the work with such an
 image in mind.

 12 Frederick Hartt, History of the Italian Renaissance Art, Second Edition (New
 York, 1978), p. 551. In keeping with this Shakespearean vein we can cite de Tolnay
 (Medici Chapel, p. 67) on the Night: "The Notte is a woman of mature body which
 already shows signs of decline; she is characterized as a mother. In an involved
 position-which brings out the rhythmic beauty of the outlines resulting from the
 alternation of slim and powerfully developed parts-she seems to be petrified in a
 dream. The body is cramped, the hands bent at the wrist. The expression of the face,
 with heavy eyelids, dilated nostrils, and beautiful, curved, sensual lips, suggests that
 she is possessed by a dream. Sleep is not repose, but unfulfilled desire."

 13 Cited in Jean H. Hagstrum, The Sister Arts (Chicago, 1958), p. 24.
 14 This important distinction is made most clearly by Jean Hagstrum in Sister Arts,

 18n., pp. 49-53.
 '5 Besides the lines cited in Note 11, there is an earlier ascription of speech to both

 Day and Night ("El Di e la Notte parlano, e dicono . . ."); for the Cecchino see "Era
 la vita vostra . . ." (9:27), with the postscript, "La sepoltura parla a chi legge questi
 versi.

 16 "lo crederrei, se tu fussi di sasso, / Amarti con tal fede, ch' i' potrei / Farti meco
 venir piu che di passo" (5: 1-3). Citations are to Rime, ed. A. Dobetti (Milan, 1933).
 Translations in the text are mine.

 17 Callistratus, Descriptions, trans. Arthur Fairbanks (London, 1931), pp. 380-83.
 18 See, for instance, "O notte, 0 dolce tempo" (173), "Perch6 Febo non torce"

 (174), and "Ogni van chiuso" (175).
 19 Michelangelo's Theory of Art (New York, 1961), p. 14. The sense of being

 trapped in sculptural form emerges in all those figures by Michelangelo who seem to
 be struggling to escape their bonds. One thinks, for instance, of the slaves intended
 for the Julius II tomb, who fight against their entrapment in stone as the soul fights
 against its entrapment in the body.

 20 Similar perfection is suggested in another Platonic statue, Spenser's simile for
 the meeting and perfect union of Scudamour and Amoret in the cancelled stanzas at
 the end of the 1590 Faerie Queene: "Had ye them seene, ye would have surely
 thought, / That they had beene that faire Hermaphrodite, / Which that rich Romane
 of white marble wrought, . . . / So seemd those two as growne together quite."

 21 Benedetto Varchi, one of the founding members of the Accademia Fiorentina,
 dedicated to the study of Tuscan language and literature, had begun the proceedings
 in 1547 with an interpretation of Michelangelo's sonnet "Non ha l'ottimo artista."
 The praise of sculpture in that poem led Varchi to his next project, a lecture con-
 cerning the relative merits of paintings and sculpture. Varchi consulted many
 Florentine artists, including Michelangelo, who wrote a brief letter on the subject.
 Varchi eventually published the whole correspondence in his Due Lezioni.

 22 See Clements, Michelangelo's Theory, pp. 300-28. For another good discussion
 of the changes in Michelangelo's aesthetics, see Anthony Blunt, Artistic Theory in
 Italy 1450-1600 (London, 1962), pp. 58-81.

 23 Cited in Clements, Michelangelo's Theory, pp. 311-12; emphasis added.
 24 Four Dialogues on Painting, trans. A. F. G. Bell (London, 1928), pp. 36-37.

 Hollanda's use of the word "painting" (pintar in the original Portuguese) is
 somewhat confusing since he clearly means some more essential skill that
 lies at the heart of all the visual arts, perhaps based on the Italian disegno, as is

 666 Living Sculptures and The Winter's Tale

This content downloaded from 
������������137.83.217.146 on Thu, 10 Jun 2021 04:18:32 UTC������������� 

All use subject to https://about.jstor.org/terms



 suggested by the phrase earlier in the quotation "drawing or painting" ("debuxar o
 pintar"). It is interesting to compare another classic formulation of the pro-sculpture
 position, the speech of Giancristoforo Romano (see below and Footnote 32) in The
 Book of the Courtier: "I judge both the one and the other [painting and sculpture], to
 bee an artificiall following of nature. But yet I knowe not how you can say, that the
 truth and property that nature maketh, can not bee followed better in a figure of
 Marble or Mettall, wherein the members are all rounde proporcioned and measured
 as nature her selfe shapeth them, than in a Table, where men perceive nothing but
 the outwarde sight, and those colours that deceive the eyes: and say not to me, that
 being, is not nigher unto the truth than seeming" (The Book of the Courtier, trans.
 Hoby [London, 1928], p. 97). Again, the argument is both mimetic ("following of
 nature" and Platonic ("being ... seeming").

 25 Citations are to The Winter's Tale, ed. J. H. P. Pafford (London, 1963).
 26 The standard modern treatment is Frederick Hartt, Giulio Romano (New

 Haven, 1958). Hartt is quite uncompromising on the question of Giulio Romano
 scultore: "Nor do we have a single record of a work of sculpture from Giulio
 Romano's hands" (p. 193n.). For conjectures on Shakespeare and Giulio, see Arthur
 H. R. Fairchild, Shakespeare and the Arts of Design, University of Missouri Studies
 12 (1937), 71-78, 145-47 and notes. On the parallel between Hermione and Giovanna
 d'Arragona, subject of a Giulio portrait, see Ernst Kiinstler, "Julio Romano im Win-
 termarchen," Shakespeare Jahrbuch (Weimar) 92 (1956), 291-98. It is at all events
 clear from such evidence as the Jonson lines cited above in footnote 7 that Giulio
 was well known in England.

 27 Vasari, ed. Milanesi, 5: 557 and n.
 28 Vasari, ed. Milanesi, 4: 386.
 29 Vasari, ed. Milanesi, 5: 523n.
 30 "Shakespeare's Confusion of the Two Romanos," JEGP 36 (1937), 35-39.
 31 To complicate matters further, Castiglione, despite putting forward Giancristo-

 foro Romano as a spokesman, was closely involved in his lifetime with Giulio, for it
 was Castiglione who brought the artist from Rome to Mantua; and it was Giulio who
 may have created memorial statues for Castiglione's tomb.

 32 Indeed she is doing a part in the same sense that the masked Antonio in Much
 Ado is found out by Hero to be himself despite his protestations: "You could never
 do him so ill-well unless you were the very man" (2. 1. 116-17).

 33As with any rich Shakespearean subject, the statue scene has been treated by
 numerous critics-too numerous to be listed here. Among the more interesting
 treatments (and those which have influenced my own ideas) are Adrien Bonjour,
 "The Final Scene of The Winter's Tale," English Studies 33 (1952), 193-208; Nevill
 Coghill, "Six Points of Stagecraft in The Winter's Tale," Shakespeare Survey 11
 (1958), 31-41; David Grene, Realiy and the Heroic Pattern, (Chicago 1967), pp.
 68-86; and Rosalie Colie, Shakespeare's Living Art (Princeton, 1974), pp. 278-83.
 This last was particularly valuable in the forming of my own ideas.

 "3 See, for example, Ovid on the entourage of the mystery goddess Isis in
 Metamorphoses, 9. 692. Also see Wind, Pagan Mysteries, p. 12.

 35 The point is merely implicit in the Pygmalion story, but it emerges more di-
 rectly in Ovid's description of another unresponsive beloved, Narcissus, who, he
 says, resembles "e Pario formatum marmore signum" (3. 419).

 36 See, for instance, the fourth of the Rime: "Cosi nel mio parlar voglio esser aspro I
 com' e ne li atti questa bella petra, / la quale ognora impetra / maggior durezza e piu
 natura cruda, / e veste sua persona d'un diaspro / tal che per lui, o perch' ella
 s'arretra, / non esce di faretra / saetta che gia mai la colga ignuda" (Cited from
 Appendix Two of Robert M. Durling, Petrarch's Lyric Poems [Cambridge, Mass.,
 1976]). The theme of petrification, often expressed through the myth of Medusa,
 appears widely in Petrarch's Rime sparse as well. See Durling's introduction, pp.
 29-33.
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