FC missing...


gebruiker
Typewritten Text
FC missing...

gebruiker
Typewritten Text

gebruiker
Typewritten Text

gebruiker
Typewritten Text


Contents
Volume LIX Number 2 June 1977

Articles

[llumination and Sculpture in Thirteenth-Century Amiens: The Invention of the
Body of Saint Firmin in the Psalter and Hours of Yolande of Soissons

Circumdederunt me canes multi: Christs Tormentors in Northern European Art of the
Late Middle Ages and Early Renaissance

A Greek Source for Antonio Pollaiuolos Battle of the Nudes and Hercules and the Tuwelve
Giants

The Triumvirate of Brutus and Cassius: Nicolo dell’Abate’s Appian Cycle in the Palazzo
Comunale, Modena

Bruegel’s Proverb Painting and the World Upside Down
Jacques Callot and the Dances Called Sfessania

Jacques Callot’s Les Bohémiens

Jacques Callot’s Miseries of War

The Voyage of Life as Popular Art

Adolph Menzel’s “Daguerrotypical” Image of Frederick the Great: A Liberal Bourgeois
Interpretation of German History

Book Reviews

Douglas Fraser, ed., African Art as Philosophy

Larissa Bonfante, Etruscan Dress

Lambert A. Schneider, Asymmetric griechischer Kopfe vom 5. Jh. bis zum Hellenismus
Paul Zanker, Klassizistische Statuen

Richard Brilliant, Roman Art from the Republic to Constantine

Hans Erich Kubach, Romanesque Architecture

C. Michael Kauffmann, Romanesque Manuscripts, 1066—1190: A Survey of Manuscripts
[lluminated in the British Isles, 111

Marie-Madeleine Gauthier, Emaux du moyen dge occidental
Luisa Cogliati Arano, The Medieval Health Handbook: Tacuinum Sanitatis
Detlef Heikamp and Andreas Grote, Il tesoro di Lorenzo il Magnifico, Vol. 11, [ vasi

Andrea S. Norris and Ingrid Weber, Medals and Plaquettes from the Molinari Collection at
Bowdoin College

Samuel Y. Edgerton, Jr., The Renaissance Rediscovery of Linear Perspective

G. L. Hersey, Pythagorean Palaces: Magic and Architecture in the Italian Renaissance
Stanislaw Mossakowski, Tylman 7 Gameren: architekt polskiego baroku

Allan Braham, Funeral Decorations in Early Eighteenth Century Rome

L Art baroque a Lyon, Actes du Colloque (Lyon 27-29 Octobre, 1972)

Carl L. Crossman, The China Trade: Export Paintings, Furniture, Silver, and Other Objects

Francis Haskell, et al., eds., The Artist and the Writer in France: Essays in Honour of
Jean Seznec

Richard and Leonée Ormond, Lord Leighton

KAREN GOULD

JAMES MARROW

MICHAEL VICKERS

ERIKA LANGMUIR
DAVID KUNZLE
DONALD POSNER
EDWARD J. SULLIVAN
DIANE WOLFTHAL

ALAN WALLACH

FRANCOISE FORSTER-HAHN

JACK D. FLAM

SYBILLE HAYNES
WILLIAM A. P. CHILDS
JEROME ]. POLLITT
GERHARD M. KOEPPEL

ERIC G. CARLSON

ELIZABETH PARKER MCLACHLAN
ISA RAGUSA
SHEILA EDMUNDS

C. WILLEMIJN FOCK

ULRICH MIDDELDORF

KIM H. VELTMAN

HOWARD SAALMAN

BRIAN KNOX

ROBERT ENGGASS

ANN SUTHERLAND HARRIS

WALTER MUIR WHITEHILL

MICHAEL FRIED

RICHARD DORMENT

161

167

182

188
197
203
217
222
134

242

262
263
265
266
268
269

271
273
276
277

280
281
282
284
284
285
286

287
292


gebruiker
Highlight


A. Charles Sewter, The Stained Glass of William Morris and His Circle, Vol. 1
Yvonne Brunhammer, et al., Art Nouveau Belgium/France
The British Museum Yearbook 1. The Classical Tradition

Donald L. Ehresmann, Fine Arts: A Bibliographic Guide to Basic Reference Works,
Histories, and Handbooks

Letters to the Editor
List of Books Received

ALASTAIR 1. GRIEVE

GABRIEL P. WEISBERG

RICHARD BRILLIANT

ALEXANDER D. ROSS

293
296
299

300

304
310



Bruegel’s Proverb Painting and the World Upside Down

David Kungle

1 Bruegel, Netherlandish Proverbs. Berlin, Staatlich Museen Preussischer Kulturbesitz

Pieter Bruegel’s famous Netherlandish Proverbs (Berlin-Dahlem)
is often characterized as treating the theme of World Upside
Down, a term that has also been applied to the painting as a
kind of alternative title or subtitle and used, by extension, to
characterize comparable paintings by Bruegel, and even his
oeuvre as a whole (Fig. 1).! Bruegel experts justify their use of

! Cf. Bob Claessens and Jeanne Rousseau, Our Bruegel, Antwerp, 1969,
caption and title to pl. 9: “The World Upside Down (The Flemish
Proverbs)”; and in the text (p. 75): “The notion of THE WORLD UPSIDE
DOWN, of universal folly, that underlies almost all of his work . . .”
(capitals original). Cf. also Carl Gustav Stridbeck, Bruegelstudien,
Stockholm, 1956, 171-206, who uses the term as a heading to the chapter
on the Proverbs painting, Children’s Games, and the Battle between Carnival
and Lent. In so doing he follows Gotthard Jedlicka, Pieter Bruegel, Der Maler
in seiner Zeit, Erlenbach-Zurich and Leipzig, 1938, 53ff. E Grossmann, Pieter
Bruegel, Complete Edition of the Paintings, London, 1973, p. 191, refers to
Bruegel’s depiction of “common-sense upside down,” symbolized by the
house-sign which for R. H. Marijnissen (with M. Seidel), Bruegel, Putnam,
N.Y., 1971, 89, is “stating the theme of the whole picture.”

the term by pointing to the inverted globe that appears in the
Proverbs painting on the far left and functions as a house- or
inn-sign. It is true that this motif also occurs as a kind of
emblem or frontispiece to World Upside Down prints, but to
equate the spirit of the Proverbs painting with the theme of
the World Upside Down tends to confuse our search for

Charles de Tolnay, Pieter Bruegel I’ Ancien, Brussels, 1935, 24, has “Image
cosmique du monde renversé.” Gerhard W. Menzel, Pieter Bruegel der
Aecltere, Leipzig, 1966, 46-47, calls the picture “Eine verkehrte Welt . . .
Dieses Symbol [the house-sign] darf wohl fir das ganze Sprichwortbild
gelten.” According to Lebeer (see below, note 3), “een meesterlijke
Uitbeelding van der verkeerde Wereld.” The fact that “Verkehrt” in
German and “verkeerd” in Dutch mean (metaphorically) wrong or perverse,
as much as (literally) upside-down, contributes to the confusion under
discussion here.

I would like to acknowledge helpful comments on a draft of this note from
Svetlana Alpers and Barbara Myerhoff.
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meaning in the painting, as well as our understanding of the
different role played by two distinct vehicles of popular
thinking.

“World Upside Down” is the title given to a type of
broadsheet with a point of view very different from that of
Bruegel’s painting. This broadsheet type probably emerged
soon after the middle of the 16th century (Figs. 2-3), and
therefore at about the same time as Bruegel’ painting of 1559;
it remained current deep into the 19th century; it has survived
in at least sixty different versions originating in seven different
countries, almost all of which use as a title the term World
Upside Down in their respective languages.?

It is a token of the popularity of this broadsheet type and of
the motifs it accumulates (some of which also previously
existed in other media—medieval drdlerie illumination, for
instance—but always singly, rather than in groups) that the
term World Upside Down became incorporated into the titles
of the engraved compilations of proverbs related to Bruegel’s
painting,? and into that of Bruegel’s painting itself, inven-
toried in 1639 under its older name, Blauw Huyck, but de-
scribed in 1668 as “Le Monde Renversé, representé par plusieurs
Proverbes et Moralités.” The term World Upside Down here
acquires an extension connoting universal human folly, which
conceals and distorts the original and narrower frame of
reference provided by the distinct category of World Upside
Down print properly so-called.

There are common sources for both World Upside Down and
Proverb motifs in ancient and medieval “adynata” or
“impossibilia,” literary devices that reverse or deny some
natural law for rhetorical effect. The connection and
distinction between World Upside Down and Proverb motifs
are manifested in the manner in which the former reverse and
adapt certain proverbial phrases such as (to take two illustrated
by Bruegel in famous pictures) the Blind leading the Blind,

2 [ discuss these prints in detail, motif by motif and in their historical
context, in a lengthy article entitled “World Upside Down—Iconography of
a European Broadsheet Type” to be published in The Reversible World, Essays
in Symbolic Inversion, ed. Barbara Babcock Abrahams, forthcoming from
Cornell University Press.

The present note focuses upon a particular problem in Bruegel; the article
covers broader territory in art and political history. It relates the theme of
World Upside Down to the social upheavals of the Reformation and
post-Reformation eras; it shows how certain ancient and medieval “adynata”
are transformed and elaborated in Bosch, who inverts the normal process by
which humans hunt down, cook, ingest, and excrete animal prey; and how
the theme of “the revenge of the Animals on the hunter” figures in the work
of 16th-century graphic artists, and recurs in pictures by Paulus Potter and
(in disguised form) William Hogarth.

The reversal of a human-object relationship, also a feature of the World
Upside Down print, occurs in Bosch (chair on the man’s head in the Wrath
section of the Seven Deadly Sins tabletop) and in Goya (chair on the women’s
heads in Capricho No. 26). “Chair sitting on Man” is a motif occurring in
several different 19th-century Spanish World Upside Down prints, and
independently, perhaps, of Goya.

3 Eight such engravings were discovered by Louis Lebeer, “De Blauwe
Huyck,” in Gentsche Bijdragen tot de Kunstgeschiedenis (Antwerp), VI,
1939-1940, 161-229.

which becomes the Blind leading the Seeing, and Big Fish eats
Little Fish, which becomes Little Fish eat Big Fish (Fig. 3, top,
right).

The World Upside Down broadsheets, which contain motifs
of any number between twelve and forty-eight, are based upon
the principal of hierarchical inversion (wife takes male role,
children punish parents, servant commands master, animal
kills hunter, prey hunts predator, etc.). World Upside Down
motifs present peculiar problems of interpretation, lacking as
they usually are in explicative text, apart from captions which
merely describe in a few neutral words the action of the
pictures. The natural and social impossibilities represented in
the World Upside Down broadsheets are no longer used as
discrete thetorical and metaphorical figures, like the “adynata”
of ancient and medieval texts, but for their own sakes, and as
constituents of a complete world that could, at any time of
social stress, be taken to represent an existing, or threatening,
or desired reality. Unless the broadsheets illustrate simply a
kind of verbal nonsense, they posit social revolution. To decide
whether this revolution is desirable or not is usually left up to
the reader, whose feelings on the matter will naturally depend
on the social class she or he belongs to, and the historic
moment.* Those satisfied, at a given time, with their lot in life
will tend to regard World Upside Down as pure folly, to be
deplored and repressed; the dissatisfied will see it as a vision of
hope, change, or vengeance. Unlike the proverb, World
Upside Down allows for ambivalence and accepts the idea of
social mobility.

The World Upside Down broadsheets play an unusual,
perhaps a unique role in popular imagery, appealing to
imaginative needs and interests very different from those of the
higher classes addressed by the Proverbs. Around the time
Bruegel executed his painting and the first engraved compila-
tions of proverbs appeared, the literary Proverb collection was

4 And upon the particular print she or he is looking at. This matter resists
generalization, and has to be dealt with broadsheet by broadsheet, and
sometimes motif by motif. The motif of the poor man giving away money to
the rich man obviously represents a “normal,” i.e., customary, if unnatural
reversal, in which the sympathy is clearly with the poor man, and explicitly
so in a German 17th-century print describing the poor man as giving “sweat
and blood” to the rich. Another motif from the same print shows the soldier
serving the peasant, which no less clearly represents an impossible reversal
of a deplorable custom from the period of the Thirty Years War, in which
sympathy is, again, with the peasant. In the German 17th century, the
subversive potential of World Upside Down is confirmed by the manner in
which the radical social critic and novelist Grimmelshausen makes use of
the theme.

Such a potential is also recognized implicitly and negatively by certain
reactionary English chapbooks of the French Revolutionary period, in
which longer texts are added condemning the social reversals outright.
Three instances of censorship are known to me: one in late 18th-century
Holland (of a print showing the mice besieging the cat’s castle); and two in
18th- and 19th-century Russia (of a print showing the rats burying the cat,
and a World Upside Down compilation of the mid-18th century, banned in
1842).



reaching unprecedented heights of popularity, especially in the
Netherlands.’ Proverbs were evidently found to be an effective
means of social regulation at a time of increasing social unrest.
Proverb-by-Proverb examination of the most widely used
compilation of the century, Sebastian Franck’s Sprichwérter
(first compact, or “popular” edition, 1548), in which the
Netherlandish collections of the Bruegel period quarried, and
which was republished in new editions every few years down to
the end of the century, reveals a thoroughly conservative
outlook and an often Machiavellian cynicism with repeated
condemnations of social mobility and the aspirations of the
poor.® Pending a thorough analysis of the “class bias” of all the
Proverb anthologies of the period (a truly daunting task), one
may suspect that the Proverb in general, illuminated by
Erasmus, exemplified by Luther, and passing into theater,
pulpit, classroom, and common discourse as well as pictures,
becameat this time a major means of moral indoctrination of
the lower classes by a newly entrenched, but still insecure
bourgeoisie in a period of continuous social conflict. The
radical power reversals of the Peasants Revolt of 1525, when
the lowest rural and urban classes effectively seized control of
large parts of Germany for several months, were not forgotten,
and continued to haunt the ruling classes for generations. As a
contemporary of Bruegels warned, “if the common people are
permitted any freedom, they quickly lose all sense of
proportion, and demand more and more.””

Bruegel’s is of course a special kind of Proverb collection, or
paremiology, one that need not have drawn directly on literary

5 Dr. W. H. D. Suringar, Erasmus over Nederlandsche Spreekwoorden . . .,
Utrecht, 1873, lists the following Proverb collections published in the
Netherlands at the time of Bruegel, between 1550 and 1568: No.
51—Duytsche Adagia ofte spreecwoorden . . . door Symon Andriesson van
Amsterdam, Antwerp, Heyrick Alssens, 1550. No. 52—Proverbia Teutonica
..., Nicolas Zeger, Antwerp, Ist ed. 1550, 1555, 1558, 1571. No.
53—Gemeene Duytsche Spreckwoorden, Campen, Warnersen, 1550. No.
56—Proverbes Anciens, Flamengs et Francois . . . par Francois Goedthals,
Antwerp, Plantin, 1568. None of these was available to me at the time of
writing. It is clearly time that these collections were checked against
Bruegels.

Assessment of Proverb illustration, as a 16th-17th century phenomenon
embracing much comic and genre painting of the period, has barely begun.
It is extremely doubtful that the iconographical section in W. Bonser and T.
A. Stephens’s Proverb Literature, A Bibliography . . ., London, 1930, Nos.
3874-3901, with its twenty-eight entries of which only four are basically
pre-19th century, is at all complete. For a remarkable collection of
15th-century Proverb illustrations, cf. Grace Frank and Dorothy Miner,
Proverbes en Rimes. Text and Illustrations of the 15th Century from a French
Manuscript in the Walters Art Gallery in Baltimore, Baltimore, 1937. Major
16th-17th century Proverb series (as opposed to single broadsheets with
accumulated motifs, of the type gathered by Lebeer) are: Niccolo Nelli,
twenty-one plates (1572; cf. Anna Omodeo, Mostra di stampe popolari venete
del’500, exh. cat., Gabinetto di Disegni e Stampe degli Uffizi, xx, Florence,
1965, 18-22, No. 13; No. 12 is a print by this artist uniting about thirty
Proverbs on one plate); Nicolas Visscher the Elder (1550-1616), 96
Spreekwoorden en prent verb.; Jacques Lagniet (Parisian publisher
1600-1675), Recueil des plus illustres Proverbes, a series of about two hundred
examples on as many plates from mid-century onwards, with an emphasis on
Proverbs against beggars and women; brief description in Roger-Armand
Weigert, Inventaire du fonds francais. Graveurs du XVlle siecle, Paris,
Bibliotheque Nationale, Department des Estampes, Bk. 6, 1973, 49ff; and
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sources at all and that used special criteria of selection: comic
potential, pictorial representability, and human credibility.
These criteria are not, however, in themselves sufficient to
account for Bruegel’s resolute realism, which is not in the
nature of the Proverb as a literary form. To an artist schooled in
the tradition of Bosch, to the author of the Virtues and Vices,
comedy, representability, and credibility are broad concepts,
not necessarily exclusive of the fantastic. In their literary form
Proverbs often employ images and metaphors of a fantastic or
“impossible” nature, and play upon extreme social incon-
gruities. These Bruegel has systematically eliminated, and thus
removed his painting further from that absurdist borderland
where World Upside Down and Proverbs touch each other.
There are no asses playing lyres or carts going before horses, to
cite two proverbial “adynata” that, because of their antiquity
and use by Erasmus, among other important writers, must have
been current in Bruegel’s humanist circle. Bruegel also
excludes from the Proverbs painting adynaton-like sayings that
he illustrates elsewhere—the fish with wings in Big Fish eat
Little Fish, or the Hay running after the Horse (in allusion to
the perversity of women chasing men) from the Twelve
Engraved Proverbs of 1568-69.

The realism of Bruegels painting results from several
qualities: its localization in a “typical” Flemish village, unlike
the undefined setting of the anonymous Proverb engravings,
which allows for a more universal, allegorical interpretation;
its definition of proverbial folly as the particular province of
the peasant, also unlike the Proverb engravings, which show

Giuseppe Maria Mitelli, Proverbi Figurati . . ., Bologna, 1678, forty-eight
plates (facsimile with intro. Alfredo Petrucci, Rome, 1967).

A cheap 17th-century broadsheet, probably intended primarily for
children (“Kinderprent”), with the Proverbs arranged in a grid pattern,
seven rows of four each, is in the possession of the Rijksprentenkabinet,
Rijksmuseum, Amsterdam, and was exhibited by that institution in
July/October 1976 (cf. Centsprenten, Nederlandse Volks- en Kinderprenten,
intro. C. E van Veen; the print is not listed in this catalogue).

As an example of a Proverb print from the pre-Bruegel period, we may cite
Hans Sebald Beham's woodcut of ca. 1526 showing a peasant threshing in a
stream, with a verse listing twelve other adynaton-like Proverbs (Max
Geisberg, Der deutsche Einblattholzshnitt in der ersten Hailfte des 16ten
Jahrhunderts, Bilderkatalog, Munich, 1930, No. 239).

As a means of illuminating the themes of some of Bruegel’s best known
paintings, the field of broadsheet imagery bears further investigation.
Sixteenth-century woodcut versions of Bruegelian themes—beggars, Land
of Cockaigne, carousing (and fighting) villagers, children’s games, a battle
between Flesh and Fish (like Carnival and Lent) may be found in Maurits de
Meyer, Volksprenten in de Nederlanden 1400-1900, Antwerp-Amsterdam,
1970, figs. 93-116.

¢ This is not to say that Proverbs expressing sympathy with the poor are
entirely lacking, but that there is a marked preponderance, in the compact
Franck edition cited, of Proverbs condoning selfishness and cynicism, and
praising resignation and poverty. Just a few examples: “Hunger costs little,
anger much” (p. 327); “Poverty is good for many [or all] things” (repeated
pp- 216, 267 and 272); “Too much justice is injustice” (p. 267); “He who
cannot lift a stone on his own, should leave it lying there” (p. 170); and,
epitomising the whole collection, “Each should behave according to his
rank” (p. 161) and “God helps the strongest” (p. 6; references to edition of
1591).

7 Marcus van Vaernewijck, cited in M. Seidel and R. H. Marijnissen,
Bruegel, New York, 1971, 18.
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3 above: Italian engraving, ca. third quarter 16th century, signed
bottom right, “S.D.F.” Oxford, Bodleian Library, Douce Collection,
E. 1. 6, 392. Inscription: “If you, reader, here see everything
contrariwise, and upside down, think not that the designer was crazy,
or did it for no good reason, but that these things are, after all, tokens
and examples to the wise and simple (?).”

Top row: Fishing on land, hunting on sea, sparrow attacks kite, pigs
etc. flying, world upside down, horses and carriage on sea, ships on
mountain, wolf guards sheep, little fish eats big fish.

2nd row: Mistress obeys servant, mounted woman courts
gentleman, husband spins, women go to war.

3rd row: Poor peasant lays down law to learned doctors, old men

2 opposite: Woodcut, late 16th century, published by Ewout Muller of
Amsterdam. (after C. E Van Veen, Dutch Catchpenny Prints, The

Hague, 1971). dance and play with child’s toy, child beats man, child rocks old
man to sleep, child teaches old men lessons.

Top row: peasant rides while king walks, child teaches professors, 4th row: Ox drives men yoked to plough, servant orders master to
wife goes to war and husband spins, tower stands inside bell. hoe, lame man carries healthy, master grooms horse for servant,
2nd row: servant arrests master, cripple carries healthy man, blind peasant disobeys king, ass rides master (cat flees mice, fox flees
man guides seeing one, poor man gives to rich. chickens, sheep chases wolf, hen sits on top of cock).
3rd row: birds eat man, ass drives master, child punishes father, 5th row: Peasant tells gypsy’s fortune, rich creditor flees poor debtor,
child rocks father. pressing money on him, humans serve beasts at table, ox butchers
4th row: sheep eat wolf, peasants drive men at plough, young ladies man, thief punishes judge.

draw carriage bearing horses, sheep shears shepherd.

5throw: cart pulls oxen, ox flays butcher, pig guts butcher, chickens
eat fox.

6th row: hen sits on cock, fish nest in trees, women storm building,
parrot teaches caged man to talk.

7th row: mice catch cat, child feeds mother, little birds eat big one,
fish catch birds.

Bottom row: wild animals chase hunter, world upside down, sick
man inspects doctor’s urine, ships travel over land.
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predominantly well-dressed, upper-class figures;® and from its
uniting of so many actions that are credible as real-life
behavior, although intended also to be understood metaphori-
cally. “This is the way peasants really are”: in saying this,
Bruegel was not denying that the urban and upper classes were
immune to such follies; far from it. But he was reinforcing the
idea of the lower classes as the characteristic repository, and in
some sense the true source of irrational and foolish behavior.
He was “putting the poor in their place,” like the typical
literary Proverb compilation of the age.

The inverted globe in Bruegel’s painting and the Proverb
engravings represents not so much the philosophic leitmotif of
the picture as a whole, but just one proverbial phrase among a
hundred others, and not one that may be properly said to
characterize Proverb “philosophy” here or elsewhere.® This
“philosophy” is better encapsulated in another rendition of the
Globe-as-World symbol common to Bruegel’s painting and the
Proverb engravings: in this, as in the World Upside Down
broadsheets, a human figure is stuck through the globe, but,
unlike the World Upside Down prints, neither globe nor figure
is inverted. Both are inclined, to illustrate the proverb “one has
to bend in order to get through the world.” This “human
globe” reappears in one of the engravings of Bruegel’s Twelve
Proverbs, generally called “the Misanthrope.” He/it is inclined
(actually, more so in the painted version in Naples than in the
engraving) and serves as the embodiment of worldly guile,
which cheats and steals from anyone foolish enough to try to
walk through the world upright. The monkish, blinkered
figure representing this concept (who is generally identified as
a hypocrite; according to the inscription, he is “in mourning
for the deceitfulness of the world”), hopes unrealistically to
escape the universal injustice and dishonesty—and to escape
the lessons of paremiology, which cynically preaches the
wisdom of bending to worldly corruption.

Many of Bruegel’s Proverbs relate to cheating and reflect the
manner in which the upper classes project their own
Machiavellian morality onto the lower classes. A rhymed
Proverb collection of 1586 specifically devoted to the theme of
cheating speaks of “Fury of dogs, and fury of peasants, trot of
ass, promise of peasant.”'® Another collection, published the
following century but peddling the same view, has a section of
sixteen proverbs on the peasant, all of them illustrating his
characteristic selfishness, avarice, treachery—and rebellious-
ness.!!

It is no longer possible to accept the traditional view that

8 There are three well-dressed figures in Bruegel’s painting: the young
woman putting the blue cape around (i.e., deceiving) her old husband, who
is placed centrally, evidently as a kind of eye-catcher (“The Blue Cape” was
also an early name for this type of Proverb picture), and whose role, as an
adulteress, demands an upper-class demeanor. Second, the youth balancing
the world on his thumb (foreground right), whose rich clothing derives
directly from the meaning of the Proverb. It is not by accident that Bruegel
places at the feet of this one truly enviable figure a vulgar peasant who
cheats and grovels in order to get on in the world (cf. main text below). The
third well-dressed figure is standing on the steps background right, throwing
coins into the river. Again, his status derives directly from the Proverb he
enacts, for who can squander money but the rich?

9 The inverted globe was a common emblem of foolish or vicious behavior
in general, appearing, for instance, as the sign of the inn from which the
Prodigal Son is expelled by the prostitutes, in a Folly print contemporary
with Bruegel’s painting, Frans Hogenberg’s “Al Hoy” (reproduced by Charles
de Tolnay, Hieronymus Bosch, Methuen, London, 1966, 441, fig. 86). It also

Bruegel’s peasant scenes are primarily allegories of a “universal
human folly.” Certainly, the class of wealthy merchants and
powerful prelates who bought his pictures were at liberty to see
themselves (or enemies from the same class) in Bruegel’s
gluttonous, lecherous, brawling villagers, and all the more
easily so, in that these peasants are not as a rule rendered
grotesque, but credibly human in a commonplace, comic
fashion. But the sociological function of “peasant genre” had
not changed essentially since its first major exploitation in the
graphic arts by the “Little Masters” of Nuremberg a generation
earlier. There, the peasants’ merriment escalates into
murderous violence; they are clearly menacing as much as
comic, and they are often heavily armed. Around the time of
the great Peasant Revolt, the authorities feared and repressed
village carnival and wedding celebrations as the breeding-
ground of dissidence, heresy, and organized resistance.!'? The
revolt was crushed, but smouldered on; and it is not casually
that the most prominent dancers and musicians in Bruegel’s
Peasant Dance paintings wear very conspicuous knives and
daggers.

World Upside Down broadsheets offered solace or promised
revenge to the discontented. At first fairly sophisticated, like
the Proverb prints, but later to hit rock bottom in quality and
(presumably) price, these broadsheets may not have been
aimed at the peasantry as the immediate buying public, but
rather at those intermediate urban classes—like tradesmen
and craftsmen—who were being squeezed by monopoly
capitalism. A commonplace of the social reformer likened
capitalism’ depredations, which drove weaker competitors out
of the field, to the “great pike which swallows up a lot of little
fishes.”!3 When Bruegel represents this figure of speech, in the
Proverbs painting and as the main subject of the famous
engraving after Bosch, he accepts it as a natural social law.

The World Upside Down broadsheet reverses the law,
showing the little fish eating the big fish, the peasant
commanding his master, the goose attacking the wolf. Before
Bruegel died, the war had begun between the “Beggars” or
“Geese” (as the Dutch patriots called themselves) against the
Spanish Wolf. An ancient adage, which Erasmus made famous
in an impassioned commentary, says “scarabeus aquilam
quaerit,” the dung-beetle attacks the eagle; but whereas
Erasmus saw no end to a war between combatants equally vile
in their different ways, in history the beetles were destined to
prevail.

University of California, Los Angeles

occurs in a spirit nearer to World Upside Down, in a Netherlandish print of
ca. 1586 with verse starting “Hypocrite and Tyrant hold the world upside
down . . .” where the globe is tied up in a rope to symbolize oppression, and
inscribed “1576” to refer to the sack of Antwerp by Spanish troops in that
year. (Cf. Anna Omodeo, Stampe popolari, 11-13, Nos. 1-4, with the
mistaken dating 1567. The authors of the print, which is one of a set of four,
are W. van Haecht, M. van Cleve, and A. Wiericx.)

10 Proverbi attiladi novi et belli, quali I"huomo non se debbe mai fidare et
aggiontevi altri ventiotto proverbi bellissimi, Venice, In Frezzaria al segno della
Regina, 1586.

! Giulio Varrini, Scuola del volgo .
chap. 1, xvii.

12 E. Belfort Bax, The Peasants’ War in Germany 1525-1526, New York,
(1899), 1968, 36.

13 R. H. Tawney, Religion and the Rise of Capitalism, New York, 1926, 79.

. ., Verona, Francesco Rossi, 1642,
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