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	  23. Study for the ‘Adoration of the Kings’, 1481. Clarke Collection, Cambridge
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AN INTRODUCTION BY MARTIN KEMP
CLARK’S LEONARDO

The daunting body of literature on Leonardo contains its fair share of lunacy and more than its fair measure of scholarly nit-picking. However, it also includes a significant quantity of writing that presents exciting insights into the master’s works and is worth reading in its own right. I doubt whether the writing on other major artists, Michelangelo for instance, can lay claim to comparable peaks of literary excellence. The names of four authors cited prominently in Clark’s text – Goethe, Pater, Valéry and Freud – testify to the quality of earlier minds drawn to Leonardo’s seductive genius. In Vasari’s Lives of the Artists, the great sixteenth-century compendium which is the first masterpiece of historical writing on the visual arts, Leonardo receives what is probably the most compellingly personal portrait of all, although Michelangelo’s life provides the ostensible climax of the series. Clark’s monograph is in every respect a creatively worthy member of the tradition of Leonardo biography that runs from Vasari.

Kenneth Clark’s Leonardo da Vinci: An Account of his Development as an Artist was first published in 1939 and stands at the mature climax of his remarkably precocious career as a writer on the visual arts. This is not to say that his later writing or extensive activities as a broadcaster should be regarded as a decline, but I think it is true to say that his aesthetic sensibility, literary gifts and powers of scholarship were never again to be seen together in such a delicate and satisfying equilibrium. Looking at the story of Clark’s life during his formative years, we can see these various elements entering his life and being absorbed within his developing intellect.11

The substantial wealth of the Scottish family into which Clark was born on 13 July 1903 was founded on Paisley cotton. His father bought the large house and estate of Sudbourne in Suffolk as the main family residence, and the young Clark came to regard Scotland as somewhere to visit rather than as his native land. His father, Kenneth Mackenzie Clark, collected paintings with some enthusiasm, though his Victorian tastes excited neither the interest of the young boy nor the retrospective admiration of the art historian in later years. Clark’s autobiography places great emphasis on the autonomous and ‘innate’ nature of his own aesthetic responses. He recalls at the age of seven visiting a huge exhibition of everything Japanese in the company of his nurse. Resisting the more obviously showy aspects of the exhibition, he was captivated by the Japanese paintings to such a degree that he was able to recognize some of them fifty-five years later on a visit to Japan.22 Even allowing for a degree of retrospective romanticism in the autobiography – ‘I was walking on air,’ he recalls – this and other incidents suggest that what he called his sense of ‘pure aesthetic sensation’ had begun to manifest itself at a remarkably early age.

Throughout his career the conviction that aesthetic response is an identifiable and distinct property of the human mind remained central to his practice of art criticism. In Clark’s own case this response embraced music, literature and the theatre no less keenly than the visual arts. The authors to whom he was most immediately drawn were those in whom he sensed this inner response at the highest level. Amongst writers on art, Walter Pater remained the supreme exemplar. Pater’s famous words on the ‘Mona Lisa’ – ‘a beauty wrought out from within upon the flesh, the deposit, little cell by little cell, of strange thoughts and fantastic reveries and exquisite passions’ – became the passage most often quoted in his writings, appearing as early as 1929 and as late as 1973.33 In literary and aesthetic terms, the challenge of Pater’s 1869 essay on Leonardo plays a prominent role in Clark’s monograph.

The aesthetic precociousness that seems to have earned him some measure of distrust from his schoolboy contemporaries at Winchester, where he nurtured an early ambition to become a painter, found an environment in which to flourish at Oxford, where he went to study history in 1922. The most important result of his insinuating himself into artistic circles in Oxford was that he was permitted by C. R. (‘Charlie’) Bell, the idiosyncratic Keeper of the Department of Fine Art at the Ashmolean Museum, to gain sustained access to the outstanding collection of Old Master drawings. With Robinson’s venerable catalogue in his hand, the undergraduate Clark trained his eye directly on the intense study of original drawings by Raphael and Michelangelo. Bell’s support was crucial in more than this respect: it was he who proposed that Clark should write a book on the Gothic revival after graduation, and effected the introduction to Bernard Berenson in Italy that did so much to promote Clark’s meteoric rise.

Visiting the strange ménage surrounding the great American connoisseur at the Tuscan villa of I Tatti in 1925, Clark was astonished, on the basis of a brief conversation, to be offered the task of assisting Berenson on a revised edition of the corpus of Florentine Drawings. This was to involve him in the painstaking collation of lists and the huge collection of photographs, many of which were in far from ideal condition. Each drawing, either in the original or in reproduction, was to be subject to minute judgements of attribution on the basis of almost imperceptible nuances of style and the visual ‘feel’ of each work in relation to comparable examples. Although Clark never became a Berensonian connoisseur in the fullest sense, he continued to respect connoisseurship as a discipline closely related to the aesthetic response at the centre of his beliefs. As he was to write in 1974, ‘A serious judgement of authenticity involves one’s whole faculties.’44 However, by the time the revised volume appeared, Clark had seriously tired of the exercises of connoisseurship and listing as the sole rationale for his existence.

Concurrently he was also working intermittently on Bell’s project for a book on Victorian Gothic architecture. Bell’s intention had not so much been to rehabilitate the architects involved, but to explain in relation to the cultural and religious background of the Victorian age why British architecture should have succumbed to Gothic revivalism – a ‘national misfortune, like the weather’.55 To explain the buildings, Clark recognized that ‘these monsters, these unsightly wrecks stranded upon the mud flat of Victorian taste’, required a very different kind of history from that of the attributional connoisseur:

Under the influence of beauty, many people have an irresistible, but ill-omened, impulse to write.… This kind of writing is important, but it is not the only way in which the history of art can be approached. Instead of making a great work of art his central theme and trying to explain it by means of the social and political circumstances of the time, the historian may reverse the process, and examine works of art to learn something of the epochs which made them, something of men’s formal, imaginative demands which vary so unaccountably from age to age.66



This ambition, closer to German kulturwissenschaft than to traditional British art criticism, was realized in his discussions of such topics as the literary ambience, romanticism, archaeology and ecclesiology. It also occasioned a growing unease that amongst ‘these unsightly wrecks’ were buildings by architects of real intellectual and visual merit. Although The Gothic Revival, when it was published in 1928, did not unambiguously advocate a full-scale rehabilitation of Victorian architecture, it undoubtedly played an important role in leading British taste away from the dismissive attitudes that then prevailed.

His research into the Victorian period also furthered his enduring love affair with Ruskin’s criticism, not only with the Ruskin who writes so movingly of Turner, but also with Ruskin as a poet of natural vision in the broader sense. Clark’s continued affinity with Ruskin depended not least upon Ruskin’s unwillingness to be shackled with a cut-and-dried system of aesthetics based on rigid metaphysical principles.77

The other major legacy of Oxford was Clark’s contact with Roger Fry, whose Last Lectures he was to publish in 1939. Fry was not only the great modernist partisan of post-impressionist masters, but also a penetrating student of historical art. In his lectures he was capable of bringing a Poussin to life beside a Cézanne, and an African mask beside a Michelangelo. What most impressed Clark was the formal rigour of Fry’s analyses, which seemed to reveal the anatomical structure of compositions in a precise way that had lain beyond earlier criticism. He felt that Fry’s intense formalism provided an intellectual tool by which ‘we can take up the history and criticism of art where it was left, shall we say, by Pater’.88

Fry, with whom he became friendly, also established the possibility for Clark of uniting the autonomy of aesthetic experience with historical analysis. As he wrote in his introduction to Fry’s lectures,

the critic who wishes to maintain his aesthetic integrity must add a self-regarding austerity to his other qualities. He must be something of a scholar: for although the language of forms may be universal it is capable of great modifications in idiom and emphasis, and the detachment of mere ignorance is deaf to any inflection which cannot be immediately understood.99



In the ominous circumstances of 1939, Clark felt it more necessary than ever to ‘show that Roger Fry’s doctrine of detachment can survive in a world of violence’.

Where Clark came to part aesthetic company with Fry was over the doctrine of ‘significant form’, by which Fry intended to signal that the ultimate worth of a work of art rested wholly in its formal properties as distinct from content. Although Fry’s espousal of this view was less constant and more subtle than this bare characterization suggests, his devaluing of the more literary and psychological aspects of ‘meaning’ in a work of art seemed increasingly unacceptable to Clark. An example of Clark’s change of opinion is provided by his analysis of the transformation of Leonardo’s ‘Angel of the Annunciation’ (Pl. 8) into his ‘St John the Baptist’ (Pl. 117):

It is less easy to understand how this image [the ‘Angel’] could be converted, with a single change of gesture, into a St John, and I must confess that some years ago, when art was supposed to consist in the arrangement of forms, I believed Leonardo made this alteration for purely formal motives; that he bent the arm across the figure in order to achieve a denser and more continuous volume. It is true that the St John looks much more solid than the Angel, but we can be sure that Leonardo would not have varied the pose solely for that reason. Between the two figures there is more than a formal connection.1010

 	

Clark then proceeds to explore the gestural and psychological relationship between the images on the basis of religious iconography and personal expression.

An important factor in his abandoning the formalist and stylistic approaches was his earliest contact with the Warburgian method. In 1929 he attended a lecture by Aby Warburg at the Biblioteca Herziana in Rome. Clark wrote that the lecture ‘changed my life’.1111 Through an analysis of the symbolic language of artists such as Botticelli, Warburg sought to use art, literature, philosophy, theology and so on – cultural history in the broadest sense – to penetrate the soul of a period in all its rational and irrational complexities. Following his exposure to Warburg, Clark’s ‘interest in “connoisseurship” became no more than a kind of habit, and my mind was occupied in trying to answer the kind of questions that had occupied Warburg’. He points to the chapter on ‘Pathos’ in his 1956 book, The Nude, as ‘entirely Warburgian’. I suspect that this epithet would surprise the present inhabitors of the Warburg Institute in its latter-day London home. In as much as Clark aspired to write cultural history through the study of images and to penetrate the period mind, he may be regarded as a Warburgian in a general way, but it is doubtful whether he really came to terms with the philosophical and psychological intricacies of Warburg’s approach, and he certainly never became an avid student of symbolic language, an iconologist, in the manner of Warburg’s successors such as Panofsky and Wind. Clark’s approach, as in his account of the ‘Virgin on the Rocks’ in this monograph, remained instinctively distrustful of elaborate symbolical interpretations of works of art.1212

His relationship to the other major approach that seemed to him to promise insight into the inner meaning of art, Freudian psychology, was similarly qualified:

Whether or not we believe the more elaborate doctrines of psychoanalysis, we are all aware that symbols come to the mind unsought, from some depths of conscious memory, and that even the greatest intellect draws part of its strength from a dark centre of animal vitality. We can no longer offer a simple explanation for every motive.1313

 	

He was both attracted by the potentialities of Freud’s approach to Leonardo and repelled by the all too summary nature of Freud’s conclusions. We may sense his relief when he was able in later editions to add a footnote reference to an article by Meyer Shapiro which undermined much of the textual base for Freud’s interpretation.1414 However, as late as his 1973 lecture on the ‘Mona Lisa’, he was still tempted to flirt with psychological explanation:

Only in the last ten years have we been made aware publicly that the theories of sexual psychologists were not fantasies. Leonardo, who could depict the fiery ascetic of the desert with a smile and gesture of feminine allurement, was quite capable of transferring the attributes of one sex to another, and of expressing some of his obsession with Salai’s smile in the smile of the ‘Mona Lisa’.1515

 	

Salai was the wastrel servant whom Clark sees as pandering (psychologically at least) to Leonardo’s homosexual instincts.

In his approach to the major masters who helped shape his approach – Pater, Ruskin, Berenson, Fry, Warburg and Freud – Clark was instinctively undogmatic. He distrusted adherence to any creed that draws lines around the infinite flexibility of aesthetic response. At heart he was profoundly untheoretical and unphilosophical (in the professional sense of the latter term). He confessed that he was ‘as perplexed by metaphysics as a Trobriand islander’.1616 To the Continental mind, there is probably something deeply unsatisfactory in the writings of someone who believes in no system sufficiently profoundly to operate it at its ultimate power. Clark was a Freudian who distrusted psychoanalysis. He was a Warburgian who had little patience with the detailed analysis of symbols. He aspired to analyse formal properties with the precision of Fry without believing in ‘significant form’. He was a Berensonian connoisseur who would not be constrained by the limits of connoisseurship. There is something very English in the sheer reasonableness with which he adopts as much as is useful from other intellectual systems without following them to their logical extremes. At its worst this approach can result in eclectic shallowness, and it cannot be denied that Clark tends to skate round the direct consequences of the ideas he is annexing. However, what ultimately redeems his work is the way in which he can press the ideas into critical service, within the context of a superbly designed literary setting, to articulate his personal insight into the actual works of art. We can sense his pulse quickening as the spell of a painting or drawing begins to take effect. He has the great critic’s ability to share his moments of illumination. This strength comes not from the power of an explanatory system but from a responsiveness that he has been able to structure with the aid of more dogmatic and analytical minds.

It was while the various Oxford and immediately post-Oxford influences were gathering into a coherent shape in his mind that he turned specifically to the study of Leonardo, following the completion of The Gothic Revival.

Instead of studying the kind of modest minor artist who is thought appropriate to a beginner, I plunged in at the deep end. I concentrated on Leonardo da Vinci. This may now sound both commonplace and ambitious. But in 1928 there were very few books on Leonardo worth reading. Stylistically there was much uncertainty; the Uffizi ‘Annunciation’ [Pl. 7] was thought to be by Verrocchio, and the ‘Ginevra de’ Benci’ [Pl. 11] was not accepted as Leonardo. More important, nobody had made a serious attempt to relate the vast corpus of Leonardo’s writings to his drawings and paintings.1717

 	

This certainly overstates the bleak picture in Leonardo scholarship at that time, but it is true that much pioneering work remained to be accomplished.

The first fruit of his endeavours was a fluent essay in Desmond MacCarthy’s Life and Letters (London, 1929), in which the young author rubs shoulders with so distinguished a contributor as Arnold Bennett. The essay makes a valiant attempt to evoke the character of Leonardo’s written and drawn legacy in response to Séailles’s pioneering monograph (Paris, 1892) and what he felt to be ‘the metaphysical embroideries’ imposed on Séailles’s account by Valéry’s Discours sur le Méthode de Leonard de Vinci (1895).1818 In particular he objected to Valéry’s characterization of an underlying unity of ‘method’ in Leonardo’s thought, a unity based on an inner ‘sense of harmony and purpose’ in contemplating the apparently disconnected facts of nature. Clark was convinced that no such ‘method’ existed:

No one who has read the greater part of the notebooks can restrain his wonder at the manysidedness, the grasp and vigour of their author’s mind. But I do believe that they are unconstructive, and that even if they had been published soon after Leonardo’s death they would not greatly have affected the course of human thought. As a thinker Leonardo’s energy is immense, but it is frustrated energy. Two hundred years earlier he might have surpassed Roger Bacon, two hundred years later he might have equalled Leibnitz. But in certain ages every controlled and vivid shape or sound contributes to that work of art or system of ideas by which the age will be remembered. Without this mute mysterious co-operation no great work can be consummated: and Leonardo da Vinci, living in the early Italian Renaissance, is best remembered by his paintings and drawings.1919

 	

Although Clark was later to qualify this assertion of the formlessness and unconstructive character of Leonardo’s writings, and although the logic of the passage is not altogether clear, it is part of his noble attempt to construct a non-mythical Leonardo. In this endeavour, he rightly considered that an appreciation of the intellectual context is all-important:

I believe that the actual facts he records were more a matter of common knowledge among learned men of his day than is usually allowed. Scholars are gradually discovering his moral maxims in the early translations of the classics; in optics he made no advance on the Arabs nor on Roger Bacon, their pupil; in anatomy he seems to have learnt from Marc Antonio, rather than the reverse.2020

 	

Clark does not seem to have had much evidence for these convictions, though he may well have read Solmi’s fundamental work on the sources of Leonardo’s opinions. He did not take them up in his later monograph. However, they have proved to have considerable validity in the work of later researchers.

The best passages of criticism in the 1929 essay are those in which he is developing Pater’s intuitions about Leonardo’s response to the vital powers of nature:

Leonardo loved just that writhing organic life which it is the artist’s first impulse to subdue, loved diversity more than unity, or, with a slight extension of those old philosophical terms, loved accident rather than substance. We can feel from his drawings alone, that Leonardo was a scientist rather than a mathematician; and, indeed, there is a curious connection between his forms and the special objects of his researches – anatomy and the movement of water. Swirling lines of water, intricate machinery below the skin, seem, late in life, to influence the movement of everything he draws, and when we remember how deeply set in our spirit is the sense of form, it is tempting to believe that Leonardo chose these two subjects of research not only for their scientific, but also for their rhythmical appeal to him.2121

 	

At about this time the new Librarian at Windsor Castle, Owen Morshead, was hoping to find someone to catalogue the unrivalled collection of Leonardo drawings in the Royal Collection. The young aesthete who had cut his teeth under Bell at the Ashmolean and was known to be a protégé of the formidable Berenson was perhaps a less surprising choice for this task than Clark suggests in his autobiography. In any event it was a choice that was triumphantly vindicated. He ‘worked for about three years on the Leonardo catalogue, happy, excited, confident that I was gaining new ground’.2222 There was certainly much new ground to be gained, though earlier scholars had demonstrated what the right tools could begin to achieve in the right hands. German art historians, such as Paul Müller-Walde and Anny Popp, and the Italian, Girolamo Calvi, helped to add scholarly rigour to Clark’s Berensonian connoisseurship. Popp’s 1928 monograph on Leonardo’s drawings was particularly important in that she had made a serious and effective attempt to accomplish what was Clark’s most pressing task, namely the establishing of a working chronology for the intellectual and stylistic development of Leonardo’s graphic work. The Catalogue appeared in 1935, setting the British standard for such publications and establishing the basis for all future research on the subject. The attributions and datings made by Clark on the basis of evidence that is slim in comparison to the volume of material available today have stood up to sustained examination incredibly well. He was fully justified almost forty years later in claiming that his ‘dating of the drawings is usually correct and was a step forward in Leonardo studies’. More modestly, and a little harshly, he also judged that ‘The catalogue remains my only claim to be considered a scholar.’2323

In the intervening period between the commencing and publishing of the Catalogue, Clark’s career had taken two notable turns. In 1931 he had been appointed Keeper at the Ashmolean in succession to his old mentor, Charlie Bell, who had been ignominiously squeezed out by the authorities. Then in 1933, before his thirtieth birthday, he received the astonishing offer to become Director of the National Gallery in London. He was an instant celebrity, and the years up to the beginning of the Second World War were marked for him by what he later called ‘the Great Clark Boom’. He entered vigorously into London society and was in great demand as a speaker. Happily for us, his speaking engagements included a series of lectures on Leonardo da Vinci, culminating in the Ryerson Lectures at Yale University in the autumn of 1936. It was the six Ryerson Lectures, expanded to nine, that came to be published by Cambridge University Press in 1939 as the present monograph.

The framework of his book is provided by the chronological understanding of Leonardo’s artistic development as established during his work on the Windsor Catalogue. The scholarly detail is handled with an easy grace that belies its detailed precision, and it is only when he had to refer to sets of drawings that could not be illustrated in the earlier editions that the reader may begin to struggle – a problem that the present edition is designed to overcome. This framework also supports two chapters on Leonardo’s written legacy, in keeping with Clark’s belief that the student of Leonardo’s art should come to terms with the contents of the manuscripts. He frankly acknowledged that this was a desideratum he could only incompletely satisfy:

The student of Leonardo is engaged in a vast jigsaw puzzle and, in spite of the labours of devoted scholars such as Müller-Walde, Calvi, and Solmi, much remains to be discovered. In particular, very little effort has been made to gauge how far Leonardo’s knowledge increased and scientific method improved as his life went on. Some idea of Leonardo as a mind developing by contact with other minds is necessary if we are to form a true picture of him, and compare his scientific activity with his development as an artist. But to form this idea would require immense erudition, for not only would the student need to be familiar with all Leonardo’s writings in their chronological order, but he would have to know enough about the state of learning in the Renaissance to judge Leonardo’s progress in relation to that of his contemporaries. Lacking this equipment, I shall not attempt a critical study of the notebooks, but simply indicate their character.2424

 	

‘Simply’ indicating their character hardly gives a clue as to what Clark actually achieved. Although he certainly lacked a systematic knowledge of the manuscripts in the manner he describes, the penetration he achieves often transcends the self-imposed limitations. It is a penetration that is at heart founded upon his intuitions in front of the paintings and drawings. To give one example, from his discussion of the ‘Mona Lisa’ (Pl. 67):

To Leonardo a landscape, like a human being, was part of a vast machine, to be understood part by part and, if possible, in the whole. Rocks were not simply decorative silhouettes. They were part of the earth’s bones, with an anatomy of their own, caused by some remote seismic upheaval. Clouds were not random curls of the brush, drawn by some celestial artist, but were the congregation of tiny drops formed from the evaporation of the sea, and soon would pour back their rain into the rivers.2525

 	

This passage not only shows Clark’s ability to understand the style of mind behind the writings, but also to sense vital motivating forces in Leonardo’s scientific work. Not a few of Clark’s hints have been richly confirmed by later research.

The tone of voice in which Clark expounds his insights is very different from that in the standard art-historical monograph of the present day. He shares the nineteenth-century daring of Pater in his willingness to cross-cut between Leonardo’s works and great masterpieces of world art from other ages, particularly in the realms of music and literature. Mozart and King Lear are introduced with a self-confident familiarity that few would dare in such a context today. He also believed in the interpretative power of literary description, in a manner with which we are now relatively unfamiliar. Goethe provided an important model. Outlining the remarkable characterizations of the disciples in the ‘Last Supper’, Clark advises us that ‘all these penetrations, these dramatic inventions, have been analysed once and for all by one of the few men who, by the scale of his genius, was in a position to judge Leonardo – Goethe’.2626 Clark’s own literary evocations of Leonardo’s masterpieces need fear no comparison with the major masters of this now unfashionable genre.

The most uneasy aspect of his characterization of Leonardo is his failure to appreciate how the geometrical temper of Leonardo’s science is intimately related to his feeling for the vitality of organic life. Clark is too much of the Ruskinian vitalist to regard the geometrical and organic as anything other than polarized forces for the creative artist – though it is worth saying that Ruskin’s own stance towards geometry was more complex than is normally admitted. Clark cannot but regard the pages of late variations on geometrical themes as other than ‘doodles of disillusion’ in which ‘his beloved mathematics are no longer employed in the search for truth, but cynically, as a mere intellectual pastime’.2727 Leonardo’s collaboration with the mathematician Luca Pacioli, which led to the artist devoting so much time to these ‘abstract designs’, is adduced as an example of ‘how much his creative gifts were dominated by his intellect’.2828 What is missing here is Leonardo’s conviction that the organic complexity of living nature, right down to its minutest nuances of mobile form, is founded upon the inexhaustibly rich interplay of geometrical motifs in the context of natural law. The repeated diagrams of interlocking geometrical areas are no less vital and alive for Leonardo than the petals of a flower or tricuspid valve in the heart.

Clark shows a repeated distrust for the essential regularity that Leonardo not only saw beneath all aspects of life but also regarded as the ultimate goal of the creative scientist–artist. This distrust explains Clark’s discomfort in front of the ‘Last Supper’ (Pl. 54):

In the ‘Last Supper’ the movement is frozen. There is something rather terrifying about all these ponderous figures in action; something of a contradiction in terms in the slow labour which has gone into the perfection of every gesture. And beyond this is a deeper cause. The whole force of gesture, as an expression of emotion, lies in its spontaneity: and the gestures in the ‘Last Supper’ are not spontaneous.2929

 	

Leonardo would have answered that the language of gesture can only be understood and recreated by an artist on the basis of an understanding of the anatomical mechanisms that respond to the inner causes of sensation, emotion and will. Such a recreation is to be achieved through deliberation not chance.

However, even where we may be tempted to argue with Clark, his opinions are expressed with such style and cogency that they command our respect. His book can be read by a modern Leonardo specialist with no sense of the discordant grating of obsolete facts and opinions. It can be wholeheartedly recommended to anyone who wants a personally compelling introduction to Leonardo’s genius, and it remains a model for a short, unified study of a creative personality in any field of endeavour.

Its qualities were richly recognized at the time of its publication. The new Director of the National Gallery was able to endorse his arrival with a literary triumph. Eric Newton told the readers of the Sunday Times on 23 July 1939 that Clark’s Leonardo ‘set a new standard for art criticism in this country’. Amidst the paeans of praise none pleased and disarmed Clark more than the effusive reaction of Berenson, with whom relations had been subject to strain as the protégé had increasingly gone his own way. Looking back, it is difficult to think of any earlier British monograph that could be set beside it for a comparable balance of scholarship, critical acumen and grace. Herbert Home’s great 1908 book on Botticelli is one of its few worthy ancestors, albeit on a more monumental and specialist scale.3030 It is a testimony to the staying power of Clark’s treatment of Leonardo that editions and reprintings have become more frequent over the years, following the revised edition published by Penguin Books in 1959. In his later introductory note Clark even more clearly identifies the need for a co-ordinated treatment of Leonardo’s art and science and felt tempted to write a new book altogether. However, a defensive tone is not necessary, either then or in presenting the book now, in that he showed himself to be fully aware of where he could not legitimately go, and was yet able intuitively to point new ways into the uncharted territory to a degree that still seems remarkable.

Clark was to return to Leonardo not infrequently in later years. There were to be a number of commissioned essays and papers, most notably those on ‘Leonardo and the Antique’, ‘Mona Lisa’ and his Lettura Vinciana delivered in Vinci in 1977.3131 These provide useful revisions and amplifications to ideas expressed in the monograph, but I think it is true to say that they do not convey the sense of fresh excitement so apparent in his earlier work. Leonardo also crossed his path in his grand traverses of visual art and culture throughout the ages, most notably in Landscape into Art (1949) and The Nude (1956). The section on the Deluge drawings (Pls. 111–15) in the former book shows that fresh insights were still emerging:

Leonardo’s scientific knowledge of nature, and his even more extraordinary intuitions as to the hidden potentialities of matter, have enabled him to pass into a different world from the old medieval Apocalypse with its confused oriental symbolism; and to arrive at a vision of destruction in which symbol and reality seem to be at one.3232

 	

In what is now approaching a half-century since the original publication of Clark’s Leonardo, the body of primary and secondary source material available to the student has increased enormously, apparently according to some exponential law decreeing that each new contribution is bound to be followed by at least two others. It would be out of keeping with the spirit of Clark’s original enterprise if I were to attempt a comprehensive review of the new developments in the full range of scholarly literature. The bibliographical additions at the end of the book have been made in keeping with Clark’s wish to limit himself to a fair conspectus for the general reader – though Clark’s ‘general reader’ was presumed to possess linguistic and critical attributes that we would be unwise to take for granted. In giving the present reader some idea of what has happened since the original publication, I shall concentrate during the remaining part of this introduction on those developments that have the clearest implications for Clark’s own text.

The new material to be taken into account is of two main kinds: firstly primary sources, in the form of newly discovered products of Leonardo’s own hand and documentation of his career, and secondly interpretative writing that puts his work in a fresh perspective. Pride of place amongst the primary sources must go to the two volumes of Leonardo’s own writings rediscovered in the Biblioteca Nacional at Madrid in 1965, to which Clark was able to make only a passing reference in later printings of his book.3333 From our present point of view their most important element is the group of seventeen folios in Codex Madrid II that deal with Leonardo’s renewed activity on the design and casting of the equestrian monument to Francesco Sforza. Two of the folios are dated 1491 and 1493. Leonardo deals with the technical procedures
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