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			Alessandro Giardino

		

		
			My intent, as editor of this volume, was to create a book that would offer a good introduction to the baroque and its Neapolitan variant, as well as to provide fresh interpretations of the most renowned masterpieces in Neapolitan art, literature, philosophy, and theater. Corporeality and Performativity in Baroque Naples: The Body of Naples pursues this goal by drawing attention to Naples as a cultural space in which the body functions as a visual, literary, and urban metaphor. In referring to “the body of Naples,” I and the other contributors make reference to the Nile God Statue, known by locals under that very same pseudonym. However, we also refer to an area of the city of Naples where that statue stands proudly, as both its literal and metaphoric center. There, within the old town walls and urban grid laid out by the Greek settlers in the eighth century BC, generations of colonizers and occupants coming from any corner of the Mediterranean would have found a home. And it is in this “body of Naples,” among the streets swarming with nobles and artists, prostitutes, and beggars, that pivotal figures such as Giordano Bruno, Tommaso Campanella, Michelangelo Merisi da Caravaggio, Giambattista Basile, Silvio Fiorillo, father of Pulcinella, and Raimondo di Sangro, Principe di San Severo, would have spent a crucial season of their lives, indelibly transforming the image of the city and being transformed by it in turn. It is to the knowledge of these figures, and to a better understanding of their relation to Naples, that this book is dedicated.

			The indelible, inextricable connection between the baroque and the city of Naples has been explored by scholars since Benedetto Croce first published Il concetto del barocco in 1925. More recently, however, interest in Neapolitan cultural life of the period has been renewed. Particularly, amongst scholars living outside of Italy, Helen Hills has been at the forefront of this academic endeavor. The present volume complements those previous works through a larger, more interdisciplinary approach. In particular, I and the other contributors took great pains to pen chapters that could be enticing to those less familiar with the topic and the issues at stake. Our goal was to show the persistency of a particular baroque aesthetic in virtually all Neapolitan cultural expressions. The appeal, not just of the Neapolitan baroque, but of studies that attempt to better understand its inner-workings and artists, should not be confined to scholars alone. Ultimately, what is intriguing to the experts should also be accessible to a more general public.

			There has been a rediscovery of the baroque in the last twenty years that has generated many new publications and renewed debate. Some of the most notable studies, in their original version or in English translation, include: Omar Calabrese, Neo-Baroque: A Sign of Times (1992), Gregg Lambert, On the (New) Baroque (2008) and Christine Buci-Glucksmann’s The Madness of Vision: On Baroque Aesthetics (2013). In contrast with previous works, Corporeality and Performativity in Baroque Naples approaches the topic from a regional perspective. It distances itself from previous attempts to look at the baroque as an overarching category, and is reticent to offer any monolithic definition of the artistic movement. It focuses instead on six major occurrences within the Neapolitan baroque in particular, focusing on the events and artistry of the period rather than on ascribing any kind of immutable or otherwise preordained set of characteristics. This book is also in dialogue with three volumes on baroque Naples that have been published during the last twenty years, namely Jeanne Chenault Porter’s Baroque Naples: A Documentary History, 1600–1800 (2000), Christopher R. Marshall’s Baroque Naples and the Industry of Painting (2016), and John A. Marino’s Becoming Neapolitan: Citizen Culture in Baroque Naples (2010). However, while these books tend to favor a specific field of study, or as in the case of Chenault Porter, compile an anthology with no aspirations toward interpretation, this volume collects six in-depth analyses of the Neapolitan baroque that engage directly with both the Italian and the international fascination with the baroque temperament of Naples.

			In the first chapter, “Giordano Bruno: between the Renaissance and the Baroque,” Lara Harwood-Ventura offers a close reading of Giordano Bruno’s Candelaio (1582), arguing for the philosopher’s rejection of the two prevalent discourses of early modernity, Humanism and Petrarchism. In addition, Harwood-Ventura demonstrates the impact of Bruno’s rejection of humanism on his representations of gender and sexuality. In order to do so, her article examines the Candelaio’s dependence on the Cinqucento tradition of the commedia erudite and then highlights its radical departure from that tradition in terms of form, style, and treatment of gender. In particular, Harwood-Ventura astutely demonstrates Bruno’s instrumental use of commedia erudite as a way to refute Aristotelian and Petrarchan poetics in his effort to propose an alternative conceptualization of the body. Ventura’s chapter complements previous studies which have shed light on baroque aspects of Giordano Bruno’s ideas and aesthetics, including Giorgio Barberi Squarotti’s “L’esperienza stilistica del Bruno fra Rinascimento e Barocco” (1958), Hélène Tuzet’s “Le cosmos baroque de Giordano Bruno” (1974), and, particularly relevant to her article, Gisèle Venet’s more recent “Giordano Bruno et Robert Burton: Deux styles littéraires pour une épistémè baroque” (2006). Furthermore, not only was the Candelaio set in the very area identified as the “body of Naples,” but most of its content was inspired by the life of the Naples dark alleys, starting with the marioli (street thieves) and the necromancer, and then going on to the protagonist himself: the candlebearer. One cannot avoid the association with the candlebearer appearing in Caravaggio’s Neapolitan painting par excellence, the Seven Works of Mercy. Very little research had been published on Bruno from a gender studies perspective, and this chapter aims to bridge this gap in Brunian studies, by examining Bruno’s treatment of gender in the Candelaio.

			In the second chapter, “Caravaggio: Women from the Margins,” I discuss the artist’s representations of femininity in his two Neapolitan sojourns. I argue that, at this time, Caravaggio started to assign a more prominent role to women from the margins, as a way to process the libidinal and psychic alterations brought upon him by the impending risk of a violent death. To this effect, I also suggest that Caravaggio established a model of female subjectivity that, despite its subsequent repeal in baroque art, nevertheless resonated over the centuries. This chapter partially draws upon Mieke Bal’s reflections on Caravaggio’s modernity in Quoting Caravaggio: Contemporary Art, Preposterous History (1999), and in the exhibition catalogue edited by Anna Imponente: About Caravaggio. Visioni e illusioni contemporanee (2013). However, this chapter diverges from these two works, as it aims to counter a tendency in current scholarship to contest any psychological interpretation of Caravaggio’s art; a tendency recently corroborated by Lorenzo Pericolo’s in the conclusions of his Caravaggio: Reflections and Refractions (2014). Here, Pericolo risks a portrayal of Caravaggio as a simple conduit of, or passive receptacle for, the cultural and religious solicitations that he faced. In reality, though one might concede to Pericolo that analyses such as Leo Bersani and Ulysse Dutoit’s Caravaggio’s Secrets (1998) rarely contextualize interpretations of the artist’s work, the opposite strategy of erasing Caravaggio’s corporeal and libidinal materiality falls flat, since it deprives Caravaggio’s motivations of any interior drive or personal motive.

			By attempting a compromise between the positions of scholars like Pericolo or Bersani and Dutoit, I situate a flesh and blood Caravaggio within a cultural debate that does not limit itself to his better known Roman patrons, but also includes his late commissioners and friends. Works of particular influence in this effort to establish the interplay of influences on his life and works include Ferdinando Bologna et als. Caravaggio: The Final Years (2005), Bert Treffers and Guus Van den Hout’s edition, The Last Caravaggio (2011), and Mario Pisani Massormile’s compilation of essays, Il Pio Monte della Misericordia nel quarto centenario (2003). Nonetheless, I also see this chapter as a tribute to Vincenzo Pacelli and Germana Ernst, two sadly deceased scholars to whom my intellectual debt is incommensurable. Without Vincenzo Pacelli and his many publications on Caravaggio our understanding of the artist’s late years would still be as nebulous as it was for almost four centuries. Germana Ernst, instead, discussed this book with me a few months before her death, providing me with a great deal of inspiration for this chapter. In my mind, her name remains inextricably tied to that of Tommaso Campanella; it is almost impossible to write about Campanella without thinking of Germana’s kindness, academic rigor, and illuminating presence.

			In the third chapter, “‘A Woodsy Scene:’ Sexual Innuendoes and Eroticism in Giambattista Basile’s Toponomastic Exploration of Naples in the Pentamerone,” Marino Forlino draws attention to the sexual metaphors of Giambattista Basile’s The Tale of Tales, or Entertainment for The Little Ones better known as the Pentamerone, leading the reader through the bowels of Naples, from the “Hairy Valley,” through the “Narrow Ditches” and “Wide Vineyards,” and finally to the court, where the truth is revealed. In his chapter, the rhetorical dimension of the tales parallels the hyper-sexualized and erotic connotations of Basile’s characters and settings, all the while treating the corporeality of the Neapolitan region as integral to what Forlino depicts as a new man; a man who is simultaneously homo eroticus and homo rhetoricus. According to him, in fact, Basile’s theatrical mapping of the female body onto the Neapolitan landscape invites readers to discover the city’s true essence and innermost parts. In doing so, Forlino not only sheds light on the shift from “court to forest” Nancy Canepa previously described in her From Court to Forest: Giambattista Basile’s Lo cunto de li cunti and Birth of the Literary Fairy Tale (1999), but also traces an oscillating and circular movement between these two worlds. While earlier, canonical studies such as Giovanni Getto’s influential Barocco in prosa e in poesia (1969), Ezio Raimondi’s Il colore eloquente: Letteratura e arte barocca (1995), and Michele Rak’s Napoli gentile: La letteratura in “lingua napoletana” nella cultura barocca (1596–1632) (1994)—substantiate Forlino’s contextualization of Basile’s work with regard to the realm of magic and the imaginary, as well as in his relation to canonical authors such as Dante and Boccaccio, this chapter offers an innovative examination of the “body of Naples” through an “anatomical” dissection of the Lo Cunto de li Cunti.

			In the fourth chapter, “Pulcinella and Capitan Matamoros: Staging the Body of Naples in a cloak-and-dagger Neapolitan drama,” Marcella Salvi focuses on La Lucilla costante (1632), by the Neapolitan playwright Silvio Fiorillo, as a paradigmatic text in understanding the cultural and political exchanges between Spaniards and Italians in seventeenth-century Naples. Indeed, any discussion of the corporeal and performative manifestation of the Neapolitan baroque would be incomplete without a look at its historical contingency. While offering a Neapolitan perspective on the central ideological components of the Spanish comedia (honor and purity of blood) and on Spanish theatrical forms (the comedia de capa y espada [cloak-and-dagger drama]), Salvi delineates the role of the body and bodily functions (specifically hunger) in the portrayal of the relationship between rulers and ruled. Furthermore, by examining the conflicting relationship between two of the most famous common stock characters of the Italian commedia dell’arte, the Spanish braggart soldier Capitan Matamoros (Moor-killer), and Pulcinella, a comic servant who historically has been equated with the people of Naples, Salvi argues for a reconsideration of the supposedly hegemonic role of Spain in the Italian cultural and political arena. Finally, Salvi looks at the proliferation of Pulcinella’s imagery in baroque and neo-baroque literature, establishing Fiorillo’s pioneering and seminal function in theatrical representations of Pulcinella.

			It is of note that, despite the two modern editions of the play by Falavolti (1985) and Brindicci (1995), La Lucilla costante has not yet received adequates critical attention, an imbalance which Salvi seeks to redress. To examine the strong symbolic, ideological, and

			
			
			
			
			
		

	OEBPS/font/TimesNewRomanPS-ItalicMT.ttf




OEBPS/font/TimesNewRomanPSMT.ttf



OEBPS/font/TimesNewRomanPS-BoldItalicMT.ttf


OEBPS/font/OptimaLTStd-BoldItalic.otf


OEBPS/font/TimesNewRomanPS-BoldMT.ttf


cover.jpeg
a Z 2

z = ;

< > 3 =

> 0 M5

=Bz % o3

rill> <= £

S g H > A

v =R 2t

o a7 Q o ATnu

2500 & T L)

M F R o _C_w,..
R A H A, i il

O m as - eEgn

O A .

S

CECCCEEEEE







OEBPS/font/OptimaLTStd-Bold.otf


OEBPS/image/Infinity_symbol_TM.jpg






