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LEONARDO DA VINCI

Female Portraits, Female Nature

MARY D. GARRARD

In 1944, Langton Douglas, one of the many writers on the art of Leonardo da Vinci, noted what he called the “strange psychological fact” that Leonardo shows greater insight into human personality in his female portraits than in his portraits of males. In 1961, K. R. Eissler elucidated Douglas’s observation through the psychology of the homosexual, whose empathy with women, he explained, is borne out in clinical studies. 1 For the proof of Leonardo’s sexual orientation we are indebted to a suggestive smattering of documentary evidence from the fifteenth century, but much more influentially, to Sigmund Freud’s classic essay on Leonardo of 1910, in which the father of psychoanalysis, and of psychobiography, examined Leonardo as a case study of the deviant sexual development of the homosexual, interpreting the artist’s extraordinary female images, most particularly the Mona Lisa, as a consequence of his life-long fixation upon his mother. 2

1944年，研究达芬奇艺术的众多作家之一兰顿·道格拉斯注意到了达芬奇所谓的“奇怪的心理事实”，即达芬奇在女性肖像中比在男性肖像中表现出对人类个性的更强的洞察力。1961年，K. R .艾斯勒通过同性恋者的心理学阐明了道格拉斯的观察，他解释说，同性恋者对女性的移情作用在临床研究中得到了证实。1为了证明列奥纳多的性取向，我们要感谢15世纪的少量文献证据，但更有影响的是西格蒙德·弗洛伊德1910年关于列奥纳多的经典文章，在这篇文章中，精神分析学和心理传记学之父将列奥纳多作为同性恋者异常性别发展进行案例研究，解释了这位艺术家非凡的女性形象，尤其是蒙娜丽莎，这是他一生对母亲执着的结果。2
I shall return to the question of Leonardo’s homosexuality, but that is not precisely my subject here. For the explanation of Leonardo’s artistic unorthodoxy by way of what was seen as his sexual unorthodoxy does not so much explain one curiosity as reveal another. Why should a man’s empathy with women be considered a facet of abnormal psychology? If one Renaissance artist’s presentation of the female in sympathetic or psychologically complex images is so unusual as to demand special explanation, what does that tell us about gender attitudes in Renaissance Italy and today? In this essay, I will suggest a way of looking at Leonardo’s art that reveals it as indeed abnormal, but in social rather than psychological terms. For Leonardo presented through art a view of the female sex that was culturally abnormal in the patriarchy of his day: woman understood individually as an intelligent being, biologically as an equal half of the human species, and philosophically as the ascendant principle in the cosmos. His position deserves our attention, for it was distinctive in a period when women were neither politically nor socially empowered to make such a case for themselves.

我将回到达·芬奇的同性恋问题上来，但这并不是我要在这里阐述的主题。因为通过达·芬奇非正统的艺术来解释他非正统的性取向，与其说是解释了一种好奇心，不如说是揭示了另一种好奇心。为什么男人对女人的移情心理应该被认为是变态心理学的一方面？如果一位文艺复兴时期的艺术家以富有同情心或心理复杂的形象呈现女性是如此不同寻常，以至于需要特殊的解释，那么这告诉我们文艺复兴时期意大利和今天的性别态度是什么？在这篇文章中，我将提出一种看待达·芬奇艺术的方式，揭示它确实是不正常的，但是是从社会角度而不是心理角度。因为达·芬奇通过艺术展示了一种在当时那个时代的父权制文化中不正常的女性观:女性被理解为一个有智慧的个体，生物学上被理解为人类中平等的一半，哲学上被理解为宇宙中占优势的实质。他的立场值得我们关注，因为在那个时代，女性既没有政治权利也没有社会权利来为自己争取这种权利，这是很特别的。
I begin with the earliest preserved portrait by Leonardo’s hand, the Ginevra de’ Benci in the National Gallery, Washington, D C. [1], probably painted in the late 1470s, which puts forth a fundamentally new female image. The sitter is posed in a three-quarter view and engages the eyes of the viewer. Full-faced female sitters appeared occasionally in Northern European portraits of the fifteenth century, and in painting Ginevra de’Benci, Leonardo may have followed a Netherlandish type, just as he shows some influence of Netherlandish style. 3 In Italy, however, Leonardo’s portrait of Ginevra de’ Benci was revolutionary, setting in motion the replacement of the profile portrait type customary for women in the first three-quarters of the fifteenth century. The painting’s influence is reflected, for example, in Lorenzo di Credi’s slightly later portrait in the Metropolitan Museum, New York [2], which may represent the same sitter, and in other three-quarter-posed sitters who appear increasingly in late Quattrocento and early Cinquecento portraits. 4 
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我先从最早保存下来的由列奥纳多·达·芬奇亲手绘制的肖像说起，那是华盛顿国家美术馆里的《吉内薇拉·班琪》[1]，可能是在15世纪70年代末绘制的，它基本提出了一个全新的女性形象。画中的主人公被摆成四分之三视角，吸引着观众的目光。面部丰满的女性保姆偶尔出现在15世纪北欧的肖像画中，在画《吉内薇拉·班琪》时，列奥纳多可能遵循了一种荷兰式的风格，正如他表现出一些受荷兰风格的影响一样。3然而，在意大利，达·芬奇的《吉内薇拉·班琪》是革命性的，它开始取代十五世纪女性侧面肖像习惯展示前四分之三的惯例。这幅画的影响反映在，例如洛伦佐·迪·克雷迪在纽约大都会博物馆的肖像画[2]，它可能代表同一位坐者，也反映在其他四分之三姿势的坐者，他们越来越多地出现在15世纪末和16世纪初的肖像中。4
玛丽·d·杰拉德1991年版权所有。经作者许可。这篇文章的一部分改编自《意大利文艺复兴时期的进步、自然、艺术和性别》一书。

The change in the preferred pose for female sitters initiated by Leonardo was of greater than mere formal significance. Occasionally in Northern fifteenth-century portraits, but—as far as I can tell—never before in Italian portraits, does a female sitter look directly into the eyes of the viewer. The difference is profound, for the reason that Leonardo himself stated in the famous aphorism “The eye is said to be the window of the soul ” 5 The sitter who looks at the viewer confronts us on equal terms and forms a connection with us personally, piercing the picture plane to establish a psychic intercourse in human time. The originality of the Ginevra de * Benci in this respect has not gone entirely unrecognized. John Walker called this picture “the earliest of all psychological portraits,” while John Pope-Hennessy described it as bringing to the history of the portrait “a new sense of the mystery and uniqueness of the human personality .”6 Writing in the 1960s, however, these scholars could not fully acknowledge how exceptional it was that the first psycho-logical portrait produced in Renaissance Florence should have depicted a woman and not a man.

列奥纳多发起的女性保姆姿势的改变不仅仅是形式上的意义。据我所知，在意大利的肖像画中，从来没有一个女性被画者描绘成直视观众的眼睛，偶尔在15世纪北部的肖像画中会出现这种画法，但这种差异是深远的，因为达·芬奇在自己著名的格言“据说眼睛是灵魂的窗户”5中指出，坐着的人看着观众，以平等的视角面对我们，并与我们个人形成联系，穿透画面以建立人类时代的精神交流。《吉内薇拉·班琪》在这方面的独创性并没有完全被忽视。约翰·沃克称这幅画为“所有心理学画像中最早的一幅”，而约翰·波普·轩尼诗则称它为肖像画的历史带来了“人类个性的神秘和独特的新感觉。”6然而，这些学者在20世纪60年代的作品中，并没有充分认识到产生于文艺复兴时期佛罗伦萨的第一幅心理画像描绘的是一个女人而不是一个男人，这件事是多么不同寻常。
Recent feminist scholarship has clarified the terms of this exceptionality As Patricia Simons has shown, the Quattrocento profile portrait convention presented young women, usually at the time of their marriages, as beautiful but passive possessions of male heads of households, inert mannequins for the display of family wealth to the gaze of other males. 7 The convention supported patriarchal values, draining the bride of any sign of inner animation or worth, and reifying the inequality of the marital partners. By contrast, Leonardo presents the woman named Ginevra de’ Benci in dramatically different terms: imbued with psychic life, she confronts the viewer’s gaze with an icy, noncoquettish stare. The latter distinction is important, because it separates the National Gallery painting from a class of female “portraits’’ that emerged at the turn of the sixteenth century, of which Bartolommeo Veneto’s Portrait of a Woman is an example [3], women recognizable as courtesans or prostitutes by their provocative gaze at the viewer, a posture that marked them as brazen because, in art, ordinary

正如帕特里夏·西蒙斯所展示的那样，最近的女权主义学术研究已经澄清了这种特殊性的术语，15世纪女性侧面肖像画通常在女性结婚时将她描绘成男性户主美丽但被动的财产，是向其他男性展示家庭财富的毫无生气的模特。7这种习俗支持父权制价值观，剥夺了新娘内心的活力和价值，使婚姻双方的不平等具体化。相比之下，列奥纳多以截然不同的方式描绘了一个名叫吉内弗拉·德·班琪的女人：她充满了精神生活，以一种冰冷、不礼貌的目光面对观众的凝视。后一区别意义重大，因为它将国家美术馆的绘画与16世纪初出现的一类女性“肖像”区分开来，其中巴尔托洛梅奥·威尼托的女性肖像就是一个例子[3]，女性因为其对观众挑衅的凝视而被认为是交际花或妓女，这种姿势标志着她们是厚颜无耻的，因为在艺术中，文艺复兴时期普通的妻子是不会直接吸引(男性)观众的目光。8
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 Lorenzo di Credi, Portrait of a Woman, late fifteenth century. New York, Metropolitan Museum of Art, Bequest of Richard de Wolfe Brixey, 1943.

2.洛伦佐·迪·克雷蒂，《一个女人的肖像》，15世纪晚期。纽约，大都会艺术博物馆，理查德·德·沃尔夫·布里克西的遗产，1943年。
Renaissance wives did not directly engage the (male) viewer’s eye. 8
But then, Ginevra de’ Benci was not an ordinary Renaissance wife. She was a member of a wealthy and educated family, the Benci, who were of considerably greater cultural influence than the man she married in 1474, Luigi Niccolini. Ginevra’s grandfather, Giovanni de’ Benci, was general manager of the Medici bank and an artistic patron in his own right; her father, Amerigo, was patron and friend of the Neoplatonist Marsilio Ficino. 9 Ginevra de’ Benci herself, born in 1457, was recognized as a poet, though we know almost nothing of her literary work. The Washington picture was long ago identified with a portrait of Ginevra de’ Benci said by Vasari and other writers to have been painted by Leonardo da Vinci, and it has long been regarded as her marriage picture. The identifying feature of the image is the juniper bush behind the sitter’s head, which recurs as a sprig on the obverse of the panel, an allusion to the name “Ginevra” (the Italian for juniper is ginepro). The inscription on the obverse, VIRTUTEM FORMA DECORAT (she adorns her virtue with beauty), has been taken to refer to the attributes relevant to the sitter’s status as a bride. 10

但是，吉内夫拉·德·班琪不是一个普通的文艺复兴时期的妻子。她出身于一个富有且受过良好教育的本茨家族，这个家族比她在1474年嫁的人路易·尼科利尼有着更大的文化影响力。吉内夫拉的祖父乔瓦尼·德·班琪是美第奇银行的总经理，也是一位艺术赞助人；她的父亲亚美利哥是新柏拉图主义者马尔西利奥·菲奇诺的赞助人和朋友。9生于1457年的吉内弗拉·德·班琪本人是公认的诗人，尽管我们对她的文学作品几乎一无所知。在华盛顿的画像很久以前就被认为是达芬奇所画的吉内夫拉·德·班琪的画像，瓦萨里和其他一些作家认为这幅画像是她的结婚照。这幅图像的特征是主人公头部后面的杜松灌木，它在画像的正面反复出现，暗指“Ginevra”这个名字(意大利语中杜松是ginepro)。正面的题字VIRTUTEM FORMA DECORAT(她用美丽装饰她的美德)，被认为是主人公新娘身份的象征。10
As a woman of renowned beauty, Ginevra de’ Benci was also the subject of ten poems written by members of the Medici circle, Cristoforo Landino and Alessandro Braccesi, and of two sonnets by Lorenzo de’ Medici himself. The ten poems were commissioned by Bernardo Bembo (the father of the writer Pietro Bembo), who was in Florence in 1475-76 and again from 1478 to 1480 as Venetian ambassador, and who—by the evidence of the poems—selected Ginevra de’ Benci as the object of his platonic love. 11 It has recently been argued that Bembo may have also commissioned the portrait now in the National Gallery. Jennifer Fletcher has pointed out that the emblematic design on the verso of the panel [4], a bay laurel and a palm branch encircling a sprig of juniper, is almost identical with Bernardo’s personal device, a near-circular wreath formed by embracing laurel and palm branches, with varying elements inside [5].12 In this interpretation, the emblem painted by Leonardo on the back of the panel should be read as Bernardo’s impresa framing Ginevra’s, paralleling her desire to join herself to his family line, a desire attributed to Ginevra herself by Landino (and Fletcher).13

作为一个著名的美女，吉内弗拉·德·本茨也是美第奇家族成员克里斯多福罗·兰迪诺和亚历山德罗·布拉克西写的十首诗，以及洛伦佐·德·美第奇的两首十四行诗的主人公。这十首诗是由贝尔纳多·本博（作家皮埃特罗·本博的父亲）委托创作的，他在1475年至1476年以及1478年至1480年期间作为威尼斯大使居住在佛罗伦萨。诗歌显示，他选择了吉内维拉·德·本茨作为他柏拉图式爱情的描述对象。11最近有人争论说，本博可能也委托创作了这幅现藏于国家美术馆的肖像画。詹妮弗·弗莱彻指出，嵌板背面的象征性设计[4]，月桂树和棕榈枝环绕着杜松枝，几乎与贝尔纳多的个人设计相同，这是一个由月桂树和棕榈枝环绕而成的近圆形花环，内部有各种元素[5]。12在这种解释中，列奥纳多在嵌板背面绘制的标志应被解读为贝尔纳多的徽章框住吉内弗拉，类似于体现她想加入他的家族的愿望，这一愿望被兰迪诺(和弗莱彻)归因于吉内弗拉本人。13
Bernardo’s passion for Ginevra may have been personally grounded, but it also partook of a poetic literary convention in which a female paragon of ideal beauty, beloved by the poet, inspires his love, virtue, and artistic achievement. The classic models are Dante’s Beatrice and Petrarch’s Laura. Leonardo’s portrait of Ginevra de’ Benci, along with its emblematic verso, has been linked with this genre by Elizabeth Cropper, as a painter’s response to Petrarch’s claim that perfect beauty could not be realized in a pictorial image. 14 Cropper argues that in Leonardo’s Ginevra, “the poet’s denial of the validity of painted appearance is refuted through painting itself,” and that the image joins the discourse of competition between

贝尔纳多对吉内维拉的热爱可能是基于个人的，但它也参与了一个诗意的文学传统，在这个传统中，一个理想美的女性典范，受到诗人的喜爱，激发了他的爱情、美德和艺术成就。这个经典的模特像是但丁的碧翠丝和彼特拉克的劳拉。列奥纳多·达·芬奇的《吉内夫拉·德·本茨的画像》连同其象征性的诗句，被伊丽莎白·克罗珀与这一流派联系在一起，这是画家对彼特拉克声称完美的美不能在绘画形象中实现的回应。14
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Bartolommeo Veneto, Portrait of a Woman, early sixteenth century. Frankfurt-am-Main, Städelsches Kunstinstitut.

巴托罗密欧·维内托，《一个女人的画像》，16世纪早期，美因河畔法兰克福，
施泰德艺术馆
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Leonardo da Vinci, Ginevra de’ Benci, reverse, ca. 1478-80. Washington, D. C., National Gallery of Art, Ailsa Mellon Bruce Fund.

4.列奥纳多•达芬奇，《吉内佛拉·班其》，背面，约1478-80.美国华盛顿国家美术馆，艾尔莎梅隆布鲁斯基金。
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5. Marsilio Ficino, Commentarium in Platonis Convivium de Amore, 1484, fol. lr, detail of Bernardo Bembo s emblem. Oxford, Bodleian Library.

5.马尔西利奥·菲奇诺，注释柏拉图爱情的欢乐，1484年，福尔。lr，贝尔纳多本博的徽章细节。英国牛津大学波德林图书馆。
painting and poetry, demonstrating the power of art to sustain the presence of the absent living. 15 Thus she interprets the juniper behind the sitter’s head and on the verso as a punning reference to her own name, Ginevra, which is intended to invoke the parallel association of Petrarch’s Laura with laurel. 16

克罗珀认为，在列奥纳多的《吉内夫拉》中，“诗人对绘画外观有效性的否认通过绘画本身得到了反驳”，图像加入了绘画和诗歌之间的竞争，展示了艺术能够维持缺席的生命。15因此，她把画中人头后和画像背面的杜松解释为对她名字Ginevra的一语双关的引用，意在唤起彼特拉克的劳拉与劳雷尔的平行联想。16
These new interpretations of the Ginevra de’ Benci portrait—that it was produced to signify Bembo’s platonic (or romantic) love for Ginevra, and that it was produced to demonstrate the power of the art of painting—offer fresh explanations for the painting s genesis. The Bembo thesis in particular is useful for moving the work out of the category* of the conventional marriage portrait and for permitting a stylistically more plausible dating, between 1476 and 1481. 17

这些对吉内夫拉·德·本茨画像的新解释——该画像是为了表明本博对吉内夫拉的柏拉图式（或浪漫）爱情，也是为了展示绘画艺术的力量——为这幅画的起源提供了新的解释。本博的解释尤其有助于将这幅作品从传统的婚姻画像中分离出来，并允许一个在风格上更可信的年代，即1476年至1481年之间。17
Examined closely, however, the new theories have problems too If Bembo commissioned the picture, why did he not take it back to Venice with him when he returned? It was apparently not uncommon for gentlemen in humanist circles to commission portraits of their beloveds (platonic or otherwise) and even to keep them in their homes, 18 but the whole point of ordering such an image was as a substitute possession. Yet there is no evidence that the painting went to Venice, and good reason for thinking it did not. 19 On the other hand, it would hardly have been a welcome addition to either of Ginevra de’ Benci’s Florentine households. A picture whose painted verso expressed the wish Landino ascribed to “La Bencia” 
herself, to join her family line to Bembo’s, would have had no particular value for the Benci, and certainly none for Luigi Niccolini; it would have had meaning only for the presumably love-struck Bembo on his return to Venice, as a reminder of his absent beloved. It is also not necessary to assume that Bembo had adopted the encircling laurel and palm device prior to his Florentine sojourns of 1475—80. True, it adorns two manuscripts in his possession, one of which was an autograph copy of Ficino’s Commentary on Plato's Symposium on Love, but since this copy is in Latin, it could not have been acquired before 1484, when the first Latin text of Ficino’s Commentary was published. 20 Moreover, it is implausible that a small, sketchy impresa should have been the model for a large, carefully detailed, and tightly constructed painted design, rather than vice versa. Equally possible, therefore, and equally consistent with Bembo’s obsession with Ginevra de’ Benci, is that the emblem he adopted as his personal device was an imitation of the design on the back of his beloved’s portrait.

然而，仔细研究一下，新的理论也有问题。如果本博委托制作这幅画，他为什么不把它带回威尼斯呢？显然，人文主义者圈子里的绅士们委托他人为他们的爱人画像（柏拉图式的或其他的）甚至把画像放在家里并不罕见，18但是订购这样一幅画像的全部意义在于作为一种替代物。然而，没有证据表明这幅画去了威尼斯，而且有充分的理由证明它没有去。19另一方面，这对吉内维拉·德·本茨的佛罗伦萨家庭来说，也不会是一个受欢迎的新成员。一幅画的背面表达了希望兰迪诺归于“La Bencia
”自己，让她的家族加入本博家族，对本茨没有特别的价值，当然没有路易·尼科利尼也没有意义。这只可能对于坠入爱河的本博具有一定意义，就是回到威尼斯后可以通过看画像来思念不在他身边的爱人。也没有必要假设贝姆博在1475-1480年逗留佛罗伦萨之前已经采用了环绕月桂和棕榈的图案。的确，它装饰了他的两个手稿，其中一个是菲奇诺对柏拉图的爱情座谈会评论的签名副本，但由于这份副本是拉丁文，它不可能在1484年前获得，当时菲奇诺的评论的第一个拉丁文文本才出版。20此外，一个小的、粗略的印章本应该是一个大的、细致的、结构紧密的绘画设计模型，而不是反过来，这是令人难以置信的。因此，同样有可能，也同样符合本博对吉内弗拉·德本茨的痴迷，他采用的徽章作为他的个人物品是模仿他心爱的肖像背面的设计。
If, on the other hand, the emblems of the verso were meant to refer to Petrarch’s Laura, as Cropper suggested, it seems curious that Leonardo would devote one half of his painting to sustaining the memory of an allegorical precedent that he was supposedly trying to displace. By the later fifteenth century, the Petrarchan tradition was held up to ridicule as well as reverence, as we see in Leonardo’s own mocking remark: “If Petrarch was so fond of laurel, it was because it has a good taste with sausages and roast thrush: I cannot set any store by their twaddle.” 21 It is hard to believe that the same Leonardo would have produced a pictorial apostrophe to Petrarch’s Laura in deadly serious terms. For, if the issue of the paragone was indeed in his mind at the time, Leonardo’s very achievement in this painting, the demonstration of the superior powers of the art of painting, depended upon his replacement of the Petrarchan poetic abstraction with the image of a living woman, not the ideal Laura but the real Ginevra.

另一方面，如果像克罗珀认为的那样，背面的标志是指彼特拉克的劳拉，那么达芬奇将他的画的一半用于留存他试图取代的寓言先例，这似乎很奇怪。到了15世纪后期，彼特拉克的传统既受到了尊敬，也受到了嘲笑，正如我们在列奥纳多自己的嘲讽评论中看到的那样:“如果彼特拉克如此喜欢月桂，那是因为它与香肠和烤画眉鸟搭配起来味道很好:我不能轻视他们的废话。”21很难相信同一个达·芬奇会以极其严肃的语言为彼特拉克的《劳拉》画一个图像撇号。因为，如果当时他真的在思考这个典范问题，那么列奥纳多在这幅画中的成就，绘画艺术的卓越力量的展示，取决于他用一个活生生的女性形象代替了彼特拉克的诗意抽象，不是理想中的劳拉，而是真实的吉内弗拉。
It is this woman, the proper and compelling subject of the portrait, who is curiously absent from recent discussions about it. 22 Curious, since every feature of the portrait can be explained by Ginevra’s own celebrity as a poet (surely exceptional enough in Quattrocento Florence to qualify for commemoration): the honorific form of the bust-length image; the sober, dignified expression; the laurel and palm alluding to poetry and victory. 23 At the compositional heart of the emblematic verso is the subject of its visual sentence: she who triumphs in the field of poetry is represented by the sprig of juniper that is Ginevra’s personal emblem. Why should not the message of this image be simply that Ginevra is honored by the laurel of poetry and the palm of fame—representing the aspiration of all poets and the extraordinary achievement of the female poet? 24

正是这个女人，这幅肖像画恰当而引人注目的主人公，奇怪地缺席了最近关于它的讨论。22，因为肖像的每一个特征都可以用吉内夫拉自己作为诗人的声望来解释（在15世纪的佛罗伦萨的肯定足够特殊，有资格纪念）：半身像的荣誉形式；严肃、庄重的表情；月桂和棕榈暗指诗歌和胜利。23象征性诗句的构图核心是其视觉句子的主题：杜松的小枝代表她在诗歌领域的胜利，这是吉内弗拉的个人象征。为什么这幅图像的信息不应该是简单地表达诗歌的桂冠和名誉的棕榈彰显了吉内维拉的荣耀——代表所有诗人的愿望和女诗人的非凡成就？24
An obvious answer is that women in Quattrocento Florence were not usually celebrated by men for their personal achievements. Praised in-stead in Renaissance literature, quite incessantly, are female modesty and chastity and, above all, female silence, for these qualities are, as Peter Stallybrass has written, “homologous to woman’s enclosure within the home,” as part of a “property category.” 25 The strategy collectively employed by Bernardo Bembo, the Neoplatonist writers, and Lorenzo de’ Medici—to build a literary monument to Ginevra’s beauty and virtue, absorbing her individuality in an abstraction of platonic love, silencing and canceling her poetic voice through rhetorical celebration of her mute beauty—was a strategy all too frequently employed by the painters of women’s portraits as well. It is impossible to know what unusual talents, what distinctive personalities, might be concealed behind the masks in that dreary lineup of Quattrocento profile portraits. The only exceptions were portraits of certain obviously distinguished women—Lucrezia Tornabuoni, Caterina Cornaro—typically painted when they were older women who could not be subsumed into the category of generic beauty. Ghirlandaio's engaging portrait in the National Gallery, Washington, of Lucrezia Tornabuoni, the cultivated and influential mother of Lorenzo the Magnificent, may have been a precedent for Leonardo’s Ginevra, as a three-quarter view of an intellectual woman treated sympathetically, 26 but she does not engage the viewer’s eyes, and she does not exhibit the extraordinary self-possession and dignity of the image of Ginevra de’ Benci. Only one line of poetry written by Ginevra de’ Benci has survived, the opening of a sestina, which reads: “I ask your forgiveness and I am a mountain tiger.” 27 Without the missing context, we cannot know how she meant these lines, but at the very least, they suggest a forceful personality.

一个显而易见的答案是，在15世纪的佛罗伦萨，男性通常不会因为女性的个人成就而赞美她们。在文艺复兴时期的文学作品中，女性的谦逊和贞洁，尤其是女性的沉默，被不断地赞美，因为正如彼得·斯塔利布拉斯所写的那样，这些品质“相当于女人在家里的围栏”，是“财产类别”的一部分。25新柏拉图主义作家贝尔纳多·本博和洛伦佐·德·美第奇共同采用的策略——为吉内弗拉的美丽和美德建造一座文学纪念碑，在柏拉图式爱情的抽象中吸收她的个性，通过对她沉默的美丽的赞美来压制和消除她的诗歌成就——也是女性肖像画家经常采用的策略。在那一系列沉闷的夸特罗森托肖像中，我们不可能知道在面具后面隐藏着什么不寻常的才能，什么与众不同的个性。唯一的例外是某些明显杰出的女性肖像——露克蕾莎·托尔纳布奥尼)和卡特琳娜·科纳罗——通常是在她们是老年时画的，那时她们不能被归入大众美女的类别。吉兰达约在华盛顿国家美术馆为卢克雷齐娅·托尔纳博尼（伟大的洛伦佐有教养和有影响力的母亲)绘制的迷人肖像可能是达芬奇的班琪的一个先例，因为一个知识女性的四分之三视图被同情地对待，26但她没有吸引观众的眼睛，她没有表现出如班琪肖像般非凡的沉着和尊严。只有吉内夫拉·德·本茨写的一行诗流传了下来，是《塞斯蒂娜》的开头，写道:“我请求你的原谅，我是一只山虎。”27没有上下文，我们无法知道她是如何表达这些诗句的，但至少，它们暗示了一种强有力的个性。
I propose that we take Leonardo’s painting at its face value, as an honorific image of a young woman who had achieved recognition as a poet, and whose physical beauty is here presented as coextensive with her intellectual beauty. Her beauty adorns her virtue, here with the normative association with female chastity, but perhaps also shaded with the masculine association of the term virtù with cultural pursuits. Culturally prominent women in the Renaissance were sometimes cited for their “manly virtues” 28—why not Ginevra de’ Benci? As it happens, Leonardo enjoyed a personal friendship with the Benci family. He was a close friend of Ginevra’s brother, Giovanni, with whom he exchanged books, maps, and precious stones. Ginevra was evidently also quite close to her brother, since on her death in ca. 1520, she left him her entire estate. 29 And, according to Vasari, Leonardo’s unfinished Adoration of the Magi was owned by Amerigo de’ Benci, Ginevra’s nephew. 30 Possibly, as early scholars proposed, Leonardo painted the portrait in gratitude for having stayed at the Benci palace. It is also possible that, out of friendship with an unusually talented young woman of his own generation, he painted a portrait that would commemorate not a Petrarchan emblem of feminine virtue, but Ginevra de’ Benci, the poet of intellectual virtù. 31

我建议我们从表面价值来看待列奥纳多的画，作为一个年轻并受人尊敬的女性形象，她作为一个诗人已经获得了认可，她的身体美在这里与她的智力美共同延伸。她的美装饰了她的美德，在这里与女性贞洁的传统联系在一起，但也可能与男性文化追求的virtù 联系在一起。文艺复兴时期文化上杰出的女性有时因其“男子汉的美德”而被引用28——为什么不是吉内维拉·德·本茨呢？碰巧的是，列奥纳多和本茨家族有着私人友谊。他是吉内夫拉的哥哥乔瓦尼的密友，经常与他交换书籍、地图和宝石。吉内弗拉显然也和她哥哥很亲近，因为她在加利福尼亚去世后。1520年，她把全部财产留给了他。29根据瓦萨里的说法，达芬奇未完成的《三博士朝圣》被吉纳弗拉的侄子亚美利哥·德·本茨拥有。30正如早期学者所提出的，列奥纳多画这幅画像可能是为了感谢他曾在本茨宫住过。还有一种可能是，鉴于与这位才华出众的年轻女性的友谊，他画了这幅肖像，不是为了纪念彼得拉克的女性美德象征，而是为了纪念知性诗人吉内夫拉·德·本茨。31
The unconventionality of the Ginevra de ’Benci is sustained in other female images produced by Leonardo. Two portraits painted at the court of Lodovico Sforza in Milan, where Leonardo worked from 1483 to 1499, both partake of and deviate from the category they helped to establish. Most firmly accepted as autograph is the portrait of Cecilia Gallerani, paramour of Duke Lodovico and, like Ginevra de’ Benci, a woman of a noble family who wrote poetry. Acclaimed for her in-comparable beauty and sparkling intelligence, Gallerani was noted for her ability to carry on learned discussions with famous theologians and philosophers She wrote epistles in Latin and poems in Italian, which were celebrated in other poems 32 Orphaned at about fifteen on her father’s death in December 1480, she was taken up by Duke Lodovico, who gave her a residence at Saronno in 1481, and for ten years she was his lover.Tradition has described Cecilia Gallerani as the duke’s mistress, but it is difficult to reconcile her high social status and intellectual renown with the previously clandestine and inferior position of mistresses at court. 33 More likely, Gallerani’s position at the Sforza court was as an early instance of the courtesan, the new type emerging in the late fifteenth century who—in contrast to the silent, chaste, and obedient wife—was rhetorically celebrated as intelligent, accomplished, outspoken, and sensual She may herself have been a model for the court lady who would be celebrated a quarter century later by Castiglione. 34 In 1491, soon after Lodovico’s legitimate wife, Beatrice d’ Este, arrived, Cecilia Gallerani married Count Lodovico Bergamino, and set up her own intellectual courts in Milan and in the campagna of Cremona. These gatherings attracted celebrated writers, philosophers, musicians, and poets, including Matteo Bandello, who dedicated two of his novelle to her and described the “virtuosa signora Cecilia Gallerani” as "one of our two muses,” one of “two great lights of the Italian language” (the other was Camilla Scarampa). As with Ginevra de’ Benci, however, no one seems to have bothered to preserve a single ray from such a great literary light. 35

达芬奇创作的其他女性形象延续了班琪的传统风格。1483年至1499年，达芬奇在米兰洛多维科·斯福尔扎的宫廷中创作了两幅肖像画，这两幅画都参与或偏离了他们帮助建立的类别。最被认可的手稿是塞西莉亚·加勒拉尼肖像画，她是洛多维科公爵的情人，和吉内弗拉·德·本茨一样，也是一位写诗的贵族家庭的女人。加勒拉尼因其无与伦比的美貌和闪耀的智慧而备受赞誉，她以能够与著名的神学家和哲学家进行学术讨论而闻名。她用拉丁语写书信，用意大利语写诗歌，这些诗歌在其他诗歌中32得到颂扬。1480年12月，她在大约15岁时成为孤儿，在她父亲去世后，她被卢多维科公爵收留，1481年他给了她在萨隆诺的住所。十年来，她一直是他的情人。传统上把塞西莉亚·加勒拉尼描述为公爵的情妇，但很难将她崇高的社会地位和知识声望与以前宫廷情妇的秘密和低下地位相协调。 33更有可能的是，加勒拉尼在斯福尔扎宫廷的地位是作为一个妓女的早期实例，这是15世纪后期出现的一种新类型，与沉默、贞洁和顺从的妻子相反，她在修辞上被誉为聪明、多才多艺、直言不讳和性感。她自己可能是25年后卡斯蒂利奥内庆祝宫廷贵妇的典范。34 1491年，在洛托维奇的合法妻子碧翠丝·德尔埃斯特到达后不久，塞西莉亚·加勒拉尼和公爵卢多维科·斯福尔扎结婚，并在米兰和克雷莫纳的坎帕尼亚建立了自己的知识法庭。这些集会吸引了著名的作家、哲学家、音乐家和诗人，包括马代奥·班戴洛，他将自己的两部中篇小说献给了她，并将“艺术大师塞西莉亚·加勒拉尼”描述为“我们的两个缪斯之一”，“意大利语言的两大亮点”之一（另一个是卡米拉·斯卡兰帕）。然而，就像吉内维拉·德·本茨一样，似乎没有人费心去保留这么伟大的文学光芒中的一缕光线。35
Leonardo's portrait of Cecilia Gallerani [6], painted ca. 1484—85, is widely recognized as a major advance in the history of portraiture, introducing, as Martin Kemp describes it, a new “living sense of the sitter's deportment" and “of human communication," as Gallerani is seen to interact with someone outside the picture, an achievement for which “there simply is no equal ... in contemporary or earlier portraiture." The focus of Leonardo’s analysis of the human face under precise conditions of light and shade, the Gallerani portrait and the Ginevra de ’ Benci were identified by Pope-Hennessy as the chief agents of Leonardo’s new type of portrait. 36 This self-possessed woman now rotates on her own axis and firmly grasps the animal that alludes either to her own name (γαλεη is Greek for weasel) or to the ermine that was the duke’s emblem. The prominent hand exhibits the force of ideal structure, rhyming in shape with the animal under its control, and thereby suggesting that the sharp, fierce creature might stand for an aspect of her personality or for someone under her dominance. 37

达·芬奇的《塞西莉亚·加勒拉尼》画像（约1484-1485年），被广泛认为是肖像画史上的一个重大进步，正如马汀·坎普所描述的那样，它引入了一种新的“被画者姿态的活生生的感觉”和“人类交流”，因为加勒拉尼看起来在与画外的人互动，这一成就“简直是无与伦比的......在当代或更早的肖像中。”达芬奇在光线和阴影下精确分析和塑造人脸，加勒拉尼肖像和本茨肖像被波普-轩尼诗确定为达芬奇新型肖像的主要代表人物。36这个沉着的女人现在绕着自己的轴旋转，牢牢地抓住银鼠，这个动物暗示着她自己的名字（γαλε在希腊语中是黄鼠狼的意思）或者是公爵的标志。突出的手展示了理想结构的力量，在形状上与它控制下的动物呼应，从而表明这种锋芒毕露的、凶猛的动物可能代表她个性的一个方面或她统治下的某人。37
But while Leonardo's portrait projects a vital personality commensurate with the historical identity of an unusual woman, literary celebrations of Cecilia Gallerani’s portrait define the sitter simply as a model of generic beauty. A sonnet by Bernardo Bellincioni casts the portrait as the product doubly of nature and of art. The image of Cecilia is praised because she is shown listening rather than speaking (a curious emphasis, given her legendary intellectual brilliance), and because, as the creation of Leonardo’s hand, she will keep the sitter’s beauty alive for generations to come. 38 In its emphasis upon the superior power of art to preserve nature’s creations, Bellincioni’s poem echoes the thought of Leonardo himself, who wrote, in his defense of painting’s powers over those of music, “How many paintings have preserved the image of divine beauty of which time or sudden death have destroyed Nature’s original, so that the work of the painter has survived in nobler form than that of Nature, his mistress.” 39 The emphasis is somewhat different, however, for while Leonardo argues that the painting’s value lies in its ability to preserve a lost beauty, in Bellincioni’s sonnet Cecilia’s personal identity is over-shadowed by the artist, by her patron, and even by creative nature.

然而，尽管列奥纳多的肖像画投射出与一位不寻常女性的历史身份相称的重要人格，但塞西莉亚·加勒拉尼肖像画的文学庆祝活动将画像简单地定义为一般美的典范。贝尔纳多·贝林西奥尼的一首十四行诗将这幅肖像画描绘成自然和艺术的双重产物。塞西莉亚的形象受到称赞，因为她是在倾听而不是说话（鉴于她传奇般的智慧，这是一种奇怪的强调），还因为，作为达芬奇的杰作，她将让画中人的美丽流传后世。38贝林西奥尼的诗强调艺术具有保护自然创造的优势力量，这呼应了达·芬奇的思想，他在为绘画的力量胜过音乐的力量辩护时写道，“有多少绘画保存了神圣的美丽形象，如果没有绘画，时间或突然的死亡将破坏自然的原始性，所以画家的作品以比自然更宝贵的形式将他的情妇保存下来。”39然而，侧重点有所不同，因为尽管列奥纳多认为这幅画的价值在于它能够保存一种失去的美，但在贝林西奥尼的十四行诗中，塞西莉亚的个人身份被艺术家、她的赞助人、甚至具有创造力的自然所遮蔽了。
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6. Leonardo da Vinci, Lady with an Ermine (Cecilia Gallerani), ca. 1484-85. Cracow, Czartoryski Museum

6.列奥纳多•达芬奇，《抱银鼠的女子》（切奇莉亚·加莱拉尼），约1484-1485.波兰克拉科夫，恰尔托雷斯基博物馆
In light of the widespread literary tendency to apostrophize beautiful women as the product and commodity of men or divine forces, two interesting facts about Leonardo and Cecilia stand out. One is that, although Lodovico Sforza may have commissioned the portrait, Gallerani retained possession of it after her marriage. 40 The second is that, after leaving the Sforza court, she enjoyed a continuing friendship with Leonardo himself, according to one of the painter’s earliest modern biographers. 41 These points suggest that Cecilia Gallerani was an unusually independent woman in her day, and that the artist Leonardo may have appreciated her independence even as he valued his own. There is, in fact, a striking analogy between the situations of artists and mistresses, whose relationships with their ducal patrons were undergoing similar transformation in the late Quattrocento courts: from mistress to courtesan, from craftsman to artistic genius. Each was a move from a hierarchic business relationship to a more personal one that acknowledged the intellectual brilliance of the artist or courtesan, resulting in a gain in status (though perhaps a loss of personal freedom). Leonardo was at that moment personally helping to accomplish the transition for the artist 42 and, in this context, he would have had reason to identify with a brilliant woman whose social progression mirrored his own.

鉴于文学普遍倾向于将美女视为男人或神圣力量的产品和商品，关于莱昂纳多和塞西莉亚的两个有趣事实引人注目。一个是，尽管洛多维科·斯福尔扎可能委托了这幅画像，但加勒拉尼在婚后保留了它的所有权。第二，根据其中一位最早撰写列奥纳多现代传记的作者的说法，在离开斯福尔扎宫廷后，她与达·芬奇本人一直保持着友谊。41这些观点表明，塞西莉亚·加勒拉尼在她那个时代是一位异常独立的女性，艺术家莱昂纳多可能欣赏她的独立，就像他重视自己的独立一样。事实上，艺术家和情妇之间的情况有一个惊人的相似之处，他们与公爵夫人的关系在15世纪晚期的宫廷中经历了类似的转变：从情妇到妓女，从工匠到艺术天才。每一次都是从等级商业关系到更私人的关系的转变，这承认了艺术家或妓女的智慧，导致他们地位的提高(尽管可能会失去个人自由)。在那一刻，列奥纳多亲自帮助这位艺术家42完成了转变，在这种背景下，他有理由认同一位杰出的女性，她的社会进步反映了他自己的社会进步。
The picture in the Louvre known as La Belle Ferronière [7], which has been tentatively identified with Leonardo’s recorded portrait of Lodovico’s mistress Lucrezia Crivelli, similarly presents a self-possessed woman with a thoughtful expression, who turns her head, engaging the eyes of someone in the viewer’s space. 43 Its projection of inner vitality is entirely contrary to a Latin epigram written in praise of the Lucrezia Crivelli portrait, which asserts: “Vincius might have shown the soul here as he has portrayed everything else. He did not, so that the image might have greater truth, for it is thus: the soul is owned by Maurus [Il Moro] her lover.” 44 The sitter’s avoidance of the viewer’s gaze, in both this and the Gallerani portrait, paradoxically now preserves for the sitter some freedom from patronly possession
 (even as earlier Ginevra de’ Benci’s independent identity is conveyed through engagement of the viewer’s eyes), for by the 1490s, the direct gaze was already a sign of courtesanal seductiveness in portraits by Leonardo’s own followers [8].45 By displacing the sitter’s attention to an invisible third party, away from the man who paid for the portrait and allegedly owns her soul, the artist subtly undermines the man’s power and heightens the sitter’s. In these respects, La Belle Ferronière, whether or not literally identical with the portrait of Lucrezia Crivelli here eulogized, is sharply at odds with that conventional poem celebrating traditional gender/power relationships. In the discrepancy between them, we can glimpse a disjunction between the profound originality of Leonardo da Vinci’s lifelike and independent images of women and the terms on which they were received in the masculine society of his day.

卢浮宫的这幅名为《拉贝尔·费罗尼埃》[7]的画像，主人公已被初步认定为是罗多维科情妇克丽霞，这幅画同样呈现了一个神情沉思的沉着女人，她转过头，吸引了观众的目光。43它对内在活力的投射与一首赞美卢克雷齐亚·克里维利肖像的拉丁警句完全相反，该警句断言:“维纽斯可能在这里展示了灵魂，正如他描绘了其他一切。他没有，所以图像可能有更大的真理，因为它是这样的：灵魂是属于她的情人毛鲁斯[伊尔莫罗]。”44在这幅画中，同样在加勒拉尼的肖像画中，主人公避开了观众的目光，矛盾的是，现在却为主人公保留了一些不受高人一等的占有的自由（甚至就像早期的吉涅弗拉·德·本茨的独立身份是通过与观众的眼神接触来传达的一样），因为到了1490年代，直接的目光接触已经是达芬奇画派追随者们在肖像画中表达礼貌的性诱惑的标志[8]。45通过将被画者的注意力转移到一个看不见的第三方身上，远离为这幅画付钱并据称拥有她的灵魂的那个男人，艺术家巧妙地削弱了男人的权力，并提升了被画者的权力。在这些方面,《美丽的费罗尼埃》（La Belle Ferronière）无论是否与这里歌颂的卢克丽霞的肖像完全相同，都与赞美传统性别/权力关系的传统诗歌大相径庭。在它们之间的差异中，我们可以瞥见达芬奇对于栩栩如生的独立女性形象的深刻独创性，这与当时男权社会下的女性观脱节。

Of six surviving portraits by Leonardo, five represent women, one a man. This statistic, accidental though it may be, is nevertheless unusual in Renaissance Italy, where a far higher percentage of portraits depicted men. 46 Thus, ironically, Leonardo’s creation of psychologically complex and engaging images—speaking likenesses of humans who turn and move in space—was achieved through the female figure, but on behalf of both sexes The successors to Ginevra de ’ Benci were not only Cecilia Gallerani, La Belle Ferronière, and Mona Lisa, but also Giorgione’s Giustiniani portrait. Raphael’s Baldesar Castiglione, and Titian’s Man with the Blue Sleeve. In direct contrast to the Quattrocento situation, the female type now became progressive, inasmuch as the new Cinquecento portrait created by Leonardo was based upon the study of women as prime examples of the human organism.

在六幅现存的达芬奇肖像画中，五幅是女性，一幅是男性。这一统计数据虽然可能是偶然的，但在文艺复兴时期的意大利却是不寻常的，因为那里描绘男性的肖像比例要高得多。46因此，具有讽刺意味的是，列奥纳多创造了心理上复杂而迷人的形象——阐述在空间中转动和移动的人类的形象——是通过女性形象实现的，但从两性角度来看，吉内维拉·德·本茨的继承者不仅有塞西莉亚·加勒拉尼、拉贝尔·费罗尼埃和蒙娜丽莎，还有乔尔乔内的《朱斯蒂安尼画像》。拉斐尔的《巴尔德萨·卡斯蒂利奥内》和提香的《蓝袖人》。与15世纪的情况形成直接对比，女性类型变得进步了，因为达·芬奇创作的16世纪新肖像画是基于女性作为人类有机体的主要范例的研究。
In the category of female portraits, however, Leonardo’s progressive exploration of human personality was soon subverted by the very circumstances that first sustained it—namely, the flourishing of portraiture within court circles, the rise and increasingly ambiguous status of intellectual courtesans. and the full-blown emergence of the generic beauty portrait. In Parmigianino’s Antea, for example, it is not clear whether the sitter is a married lady or a courtesan, a particular individual or an ideal, all these possibilities being subsumed in the broader category of the exemplum of female beauty. 47 Such female portraits, however different in appearance from the Quattrocento profile type of the bourgeois household, nevertheless represent a similar form of commodification of the female image: the patron's wife as a particularized material possession now in the new key 
of the mistress as his ideal amatory possession. From the vantage point of the altered tradition, it may be arguable whether Leonardo's Cecilia Gallerani and La Belle Ferronière hold their own as autonomous presences or whether, as images of a duke's paramours, they retain a lingering aura of com-modification.

然而，在女性肖像这一类别中，列奥纳多对人类个性的渐进探索很快就被最初支撑它的环境所颠覆——即宫廷肖像画的繁荣，高智商妓女的崛起和日益模糊的地位，以及通用美女写真的全面出现。例如，在帕尔玛尼亚诺的《安提亚》中，我们不清楚主人公是已婚女士还是妓女，是一个特殊的个体还是一个理想化的形象，所有这些可能性都包含在更广泛的女性美类别中。47这样的女性肖像，尽管在外表上不同于15世纪资产阶级家庭的侧画像类型，却代表了一种商品化女性形象的类似形式：顾客的妻子作为一种特殊的物质财产，现在情妇作为他理想的爱情财产。从改变传统的有利角度来看，列奥纳多的塞西莉亚·加勒拉尼和拉·贝尔·费罗涅是否作为独立的个体而存在，或者作为公爵情妇的形象而存在，她们是否保留了挥之不去的商业化，这些问题可能都存在争议。
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7. Leonardo da Vinci, attributed to, La Belle Ferronière, 1490s. Paris, Louvre (Musées Nationaux).

7.列奥纳多·达·芬奇，出自《美丽的费罗尼埃》, 1490年。卢浮宫巴黎(巴黎国家博物馆)。
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8. Bartolommeo Veneto, A Lady Lutanist, early sixteenth century. Boston, Isabella Stewart Gardner Museum.

8.巴托洛梅奥·威尼托，《一位女性琵琶演奏家》16世纪早期。波士顿，伊莎贝拉斯图尔特加德纳博物馆。

The spectacular example of resistance to commodification is the so-called Mona Lisa [9], the world’s most famous portrait, of a woman who—whatever else she may be—is no known person’s mistress and only conjecturally someone’s wife. A host of writers on the Mona Lisa, from Walter Pater to Kenneth Clark, have recognized that it is not only, and perhaps not at all, a portrait, but rather an image that conflates portraiture with broader philosophical ideas. The picture may have begun as a Florentine female portrait ca. 1503-6, 48 but it is not known to have left Leonardo’s hands, and when he went to France for the final three years of his life, he almost certainly took the painting with him. Its only association with any patron is a mention in 1517, by a writer who visited Leonardo in France, that the portrait was “a certain Florentine lady, made from nature at the instigation of the late Magnificent Giuliano de’ Medici.” 49 It is likely, as Martin Kemp has argued, that Leonardo reworked the painting for Giuliano de’ Medici during the period that he was in the Capitano’s employ (1513-16), and in the intervening years repainted the image along the lines of his own interests. 50 Thus for ten years or longer, this female image seems to have served the artist as a vehicle for private philosophical expression.

抵制商品化的一个引人注目的例子是所谓的《蒙娜丽莎》[9]，这是世界上最著名的一幅女性画像，不管她可能是谁，她都不是任何人的情妇，只是推测为某个人的妻子。许多研究《蒙娜丽莎》的作家，从沃尔特·佩特到肯尼斯·克拉克，都认识到这不仅仅是一幅肖像画，或许根本不是，而是一幅将肖像与更广泛的哲学思想融合在一起的图像。这幅画可能始于一幅佛罗伦萨女性肖像大约1503-1506年，48但它并没有离开达芬奇的手，当他去法国度过他生命的最后三年时，几乎可以肯定他带走了这幅画。它与任何赞助人唯一的联系是1517年一位在法国拜访过达芬奇的作家提到，这幅画像是“一位佛罗伦萨的女士，在已故的伟大的朱利亚诺·德·梅第奇的鼓动下由大自然创作的”49正如马汀·坎普所论证的那样，很可能是达·芬奇在为卡皮塔诺工作期间（1513-1516年）为朱利亚诺·德·梅第奇重新创作了这幅画，并在此期间按照他自己的兴趣重画了这幅画。50因此，在十年或更长的时间里，这个女性形象似乎成了艺术家个人哲学表达的载体。

—————————————————————————————————————
Since the nineteenth century, the Mona Lisa has frequently been identified as a female archetype. This is typified by Walter Pater’s famous description (1869): “She is older than the rocks among which she sits; like the vampire, she has been dead many times, and learned the secrets of the grave” 51 Pater's version of the archetypal female draws heavily upon the nineteenth-century femme fatale, yet he implies an identity between this ancient woman, or Woman, and the cycles of geological time. Similarly, Kenneth Clark noted that the woman's face and the landscape background together express the processes of nature as symbolized by the image of a female, whose connection with human generation links her sex with the creative and destructive powers of nature. 52 The medical historian Kenneth D. Keele at once localized and enlarged this interpretation, identifying in the portrait image unmistakable signs of a woman at an advanced stage of pregnancy,which he understood as a symbol of Genesis, “God-the-Mot her . . . enclosed within the body of the earth.” 53
自19世纪以来，蒙娜丽莎经常被看作是女性的完美典型。沃尔特·佩特著名的阐述（1869）体现了这一点：“她比她坐着的岩石还要年代久远，如吸血鬼一般，她已经死了多次，已经细数了墓地里的秘密”佩特版本对这一女性典型的诠释在很大程度上借鉴了19世纪的蛇蝎美人，然而，他暗示了这个古老的女人或女人和地质时间周期之间的同一性。同样，肯尼斯·克拉克指出，女人的脸和背景中的风景共同表达了以女性形象为象征的自然进程，这将女性与人类世代的关系与女性性别同自然的创造力和破坏力联系起来。医学历史学家肯尼斯·d·基尔立刻确认并扩大了这种解释，他认为肖像图像准确无误地显示出一个女人在怀孕后期的迹象，他认为这是创世纪的象征，“上帝之母”......封闭在地球中。”53
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9. Leonardo da Vinci, Mona Lisa, ca. 1505-14. Paris, Louvre (Musées Nationaux).

9.列奥纳多•达•芬奇，《蒙娜丽莎》，约1505-1514.巴黎卢浮宫(巴黎国家博物馆)。

More recently, David Rosand has connected the Mona Lisa with the Renaissance concept of the portrait as an image of triumph over mortality and death. 54 Pointing to Leonardo’s “preoccupation with transience” and the ravages of time (“O Time, who consumes all things!”), Rosand quotes the artist’s expressed belief in the competitive edge held by art over destructive nature: “O marvelous science [i.e., painting], which can preserve alive the transient beauty of mortals and endow it with a permanence greater than the works of nature; for these are subject to the continual changes of time, which leads them to inevitable old age.” 55 According to Rosand, the Mona Lisa holds in dialectical tension the fluid and changing landscape, subject to endless deformation by water. agent of time and the generative and destructive forces of life, with the contrasting image of perfect human beauty—a figure who, in life, would undergo the same transformations of time but who, as a creation of art, will live forever. 56 In Rosand’s view, the beautiful woman is not herself identified with the forces of nature, except as a product of them, subject to their ravages; symbolically, she is allied with the realm of art, as image of perfection and permanent substitute for transitory life. In this interpretation, the Mona Lisa is another example of the genre of female portraits in which a beautiful woman’s image represents the triumph of art, functioning, in Elizabeth Cropper’s words, “as a synecdoche for the beauty of painting itself.” 57
最近，大卫·罗珊德将《蒙娜丽莎》与文艺复兴时期的肖像画概念联系起来，认为这是一幅战胜命数和死亡的图像。54鉴于达·芬奇“对短暂的专注”和时间的无情蹂躏(“哦，时间，谁消耗一切！”),罗珊德认为，在达芬奇看来相对于具有破坏性的大自然，艺术具有的更强的竞争优势:“哦，神奇的科学[即绘画]，它可以保持人类短暂的美丽，并赋予它比大自然所创作的杰作更大的持久性；因为大自然的产物会随着时间的不断变化，导致他们不可避免的衰老。" 55根据罗珊德的说法,《蒙娜丽莎》充满了辩证的张力，画中不断变化和流动的景观，受到水、时间和生命自身生成和毁灭的作用影响而不断变形瓦解，这与完美的人类美形象形成鲜明对比——一个人在生活中也会同样经历时间带来的变化，但作为艺术的创造，他将永远活着。56在罗桑看来，美丽的女人本身并不等同于自然的力量，除了作为自然的产物，遭受自然力量的蹂躏；在象征意义上来说，她与艺术领域结盟是代表完美的形象和短暂生命的永久替代品。在这种解读中，《蒙娜丽莎》是女性肖像流派的另一个例子，在这种流派中，一个美丽女人的形象代表着艺术的胜利，用伊丽莎白·克罗珀的话说，“作为绘画本身之美的提喻”。57
The Mona Lisa conspicuously departs from this convention, however, in the very hypnotic strangeness that has made it uniquely famous, in Leonardo’s personal stylization of a beauty that is quite different from living or ideal specimens. Moreover, as many writers have observed, she is of a piece with her setting. Laurie Schneider and Jack Flam have pointed to “a system of similes” between figure and landscape, of visual echoes between curved arcs and undulating folds, and to a unity between them expressed through the diffuse lighting and consistent sfumato. 58 Martin Kemp has also taken account of the extraordinary geological activity in the background of the Mona Lisa, which he sees (as had Keele and Clark) as coextensive with the portrait image, not in dialectical opposition to it. Noting correspondences between the flowing movements and dynamic processes visible in the landscape and the cascading, rippling patterns of the lady’s clothing and hair, Kemp describes them as united exempla of the “processes of living nature.” For Kemp, the painting expresses Leonardo’s idea of the earth as a “living, changing organism,” a macrocosm whose mechanisms and circulations of fluids are echoed in the microcosm of human anatomy, and whose fecundity is echoed in “the procreative powers of all living things.” 59

然而，《蒙娜丽莎》明显地背离了这一传统，然而这种让人着迷的奇特之处又造就了它的独树一帜，这是列奥纳多对美人的个人风格化，而这种美与现存的或理想化的美截然不同。此外，正如许多作家所观察到的，她与她的背景是一体的。Laurie Schneider和Jack Flam指出了人物和景观之间的“明喻系统”,弯曲的弧线和起伏的褶皱之间的视觉回应，以及通过漫射照明和一致的模糊轮廓表达的它们之间的统一。58马汀·坎普也考虑到了《蒙娜丽莎》背景中非同寻常的地质活动，他认为(正如基尔和克拉克一样)地质活动与肖像图像同延，而不是辩证对立。坎普注意到风景中可见的流动运动和动态过程与女士衣服、头发的层叠、波纹图案之间的对应关系，将其描述为“鲜活的自然进程”的统一范例。对肯普来说，这幅画表达了列奥纳多对地球的想法，即地球是一个“活的、不断变化的有机体”，是一个宏观整体，其机制和液体循环就像微观下的人体结构，地球的繁殖力也和“所有生物的生殖能力”一样。59
Webster Smith has likewise interpreted the Mona Lisa as a micro-macrocosmic commentary on the geological processes of the earth, pointing to Leonardo's comparison of the circulation of blood in the human body with rivers on the earth. 60 In contrast to Schneider and Flam, who consider the painting to be a metaphor or personification of the inner forces of nature, Smith reminds us that for Leonardo this relationship is not merely metaphoric, since he describes the earth not as “like a living body" but literally as a living body. 61 Smith is hard pressed, however, to explain why this philosophical commentary should be joined with a female portrait (he can adduce only the stock association of female portraiture with Petrarchan beauty and the paragone between painting and poetry). Similarly, Kemp, exemplifying Leonardo's micro-macrocosm theory with the Mona Lisa, the Leda, and the “Great Lady" drawing [9, 10, 16], does not comment upon Leonardo's persistent choice of the female figure to illustrate the analogy between “the body of man [sic] and the body of the earth." 62

韦伯斯特·史密斯同样将《蒙娜丽莎》解读为对地球地质过程的微、宏观描述，指出达芬奇将人体内的血液循环与地球上的河流相比较。60施耐德和弗洛姆认为这幅画是大自然内在力量的隐喻或拟人化，然而，史密斯提醒我们，对于列奥纳多来说，这种关系不仅仅是隐喻性的，因为他认为地球不是“像一个生命体”，而是确确实实是一个活的生命体。61然而，史密斯很难解释为什么这种哲学观点应该与女性肖像结合在一起(他只能举出彼特拉克式女性肖像与绘画诗歌典范的常见联系)。类似地，肯普用蒙娜丽莎、丽达和“伟大的女士”的画来举例说明达芬奇的微观宏观理论[9, 10, 16]，并没有解释为什么达芬奇坚持选择女性形象来类比“人类的身体[原文如此]和地球的身体”。62
Missing from these analyses is a framework that would situate in historical perspective the analogy between woman and nature, an analogy that was already ancient in the Renaissance. The use of a female figure to symbolize the nutritive and generative processes of nature is found in a long line of writers, from Plato, who described the earth metaphorically as “our nurse," to the twelfth-century poet Alain of Lille, who ascribed human and natural generation to a cosmic force personified as the goddess Natura. 63 The figure of Natura creatrix had been given impetus by Roman writers such as Lucretius and Cicero, who believed the universe to be ruled by an intelligent and divine female Nature, identical with god yet immanent in the material world. As a deity this figure was exalted in the early Middle Ages by Boethius and Claudian. Claudian describes how “mother Nature made order out of elemental chaos,” preserving one of many versions of the creation myth in which the creator of the universe is female. Boethius personifies this Natura as an awesome figure who drives the earth like a charioteer, echoing the Natura of the late antique Orphic hymns, Physis, the self-engendered and almighty Mother of All. 64

这些分析都缺少一个框架，这个框架从历史的角度将女人和自然进行类比，这种类比在文艺复兴时期就已经存在了。使用女性形象来象征大自然的孕育繁殖过程可以在许多作家中找到，比如柏拉图，他隐喻地将地球描述为“我们的护士”，再到十二世纪里尔的诗人阿兰，他将人类和大自然的繁殖归因于自宇宙力量，他把这种力量拟人为大自然女神。63自然神的形象受到了罗马作家如卢克莱修和西塞罗的推动，他们相信宇宙是由智慧和神圣的女性化的大自然所统治的，与上帝相同，但却是物质世界的内在组成部分。作为神，这一形象在中世纪早期被波提乌斯和克劳狄安推崇。克劳迪安描述了“大自然母亲如何从元素混乱中创造秩序”，保留了创世神话的许多版本之一，在这些版本中宇宙的创造者是女性。波伊提乌斯将这种大自然人格化为一个令人敬畏的人物，他像一个御者一样驾驶着地球，呼应了晚期古老的俄耳甫斯赞美诗中的大自然——Physis，即自生的全能的万物之母。64
However, in ancient and medieval philosophy the metaphoric figure of a powerful and creative female Natura coexisted with misogynous beliefs about the deficiency of woman's nature. The key text for the negative gendering of nature is Aristotle's Generation of Animals, where it is argued that human procreation is the result of the generative action of masculine form upon inert female matter. 65 This viewpoint provided the philosophical foundation for the Christian view of nature as corrupt and the female as corrupting, epitomized by Saint Augustine's doctrine of original sin, and for the nexus that developed in the Middle Ages between the evil of the flesh, the negativity of matter, and the femaleness of matter. 66 A similar position was taken by the Neoplatonists, particularly Macrobius, in whose Great Chain of Being the phenomena of nature are called “the bottommost dregs," and Chalcidius, who described matter as “insignificant and evil," ugly, lacking in form, like a woman without a husband. 67

然而，在古代和中世纪的哲学中，这种强大并富有创造性的女性化大自然隐喻形象与厌女观念共存，这种观念认为女人的本性存在缺陷。否定自然性别的关键文本是亚里士多德的《动物的产生》,他认为人类生殖是具有雄性气质的男性形式对缺乏活力的女性物体的生殖行为的结果。65这一观点为基督教关于自然腐败和女性腐败的观点提供了哲学基础，圣奥古斯丁的原罪学说集中体现了这一观点，并为中世纪在肉体的邪恶、物质的消极性和物质的女性之间的联系提供了哲学基础。66新柏拉图主义者采取了类似的立场，特别是Macrobius，在他的著作《存在巨链》中将大自然现象称为“最底层的渣滓”，另外Chalcidius描述物质为“微不足道的和邪恶的”，丑陋的，缺乏形式，像一个没有丈夫的女人。67
Leonardo entered a discourse to which he made a conscious and original contribution, by affirming to a remarkable extent that the relationship between nature and the female passed beyond the metaphoric, and by presenting evidence in his anatomical studies that directly refuted dominant views about women's deficiencies. Although he had once depicted sexual intercourse in an image that distinctly privileged the male role, 68 reflecting Aristotle’s influential dictum that females contributed only passive matter to human procreation while the male played the vitalizing part, he increasingly questioned this theory. Instead, Leonardo drew upon the philosophical opinion of Lucretius and the medical opinion of Galen that both female and male contribute “seed” necessary for conception. In effect, he took one side of a debate ongoing since the fourteenth century among doctors and philosophers over the Aristotelian and Galenist views on procreation, philosophers leaning toward Aristotle and medical practitioners toward the second-century physician Galen. Whereas the Galenic writers shared with the Aristotelians the belief that the female is biologically inferior to the male, they believed that the mother also “seminated,” playing a more active role in conception than was accorded by the Aristotelians. 69 During his years in Milan, Leonardo read Galen, Avicenna, and the early fourteenth-century anatomist Mundinus, as well as Lucretius. 70 In this period, he was still aligned with Aristotle, but on his return to Florence, beginning ca. 1504-6, he was drawn more and more to Galenist views, becoming stronger in this orientation until ca. 1513, when he took the position of independence from authority, basing his conclusions strictly on observation. 71
列奥纳多进入了一个领域，在这个领域中他做出了有意识的、原创性的贡献，在很大程度上肯定了大自然和女性之间的关系超越了隐喻，并在他的解剖学研究中提出了证据，直接驳斥了关于女性缺陷的主流观点。尽管他曾经用一种明显偏向男性角色的画面来描述性交，68这反映了亚里士多德有影响力的观点，即女性只对人类生殖贡献出被动的物质，而男性则扮演了关键角色，但他越来越质疑这一理论。相反，列奥纳多借鉴了卢克莱修的哲学观点和盖伦的医学观点，认为女性和男性都贡献了受孕所必需的“种子”。实际上，他站在了一场争论的一边，这场争论自14世纪以来一直在医生和哲学家之间展开，争论的焦点是亚里士多德和盖伦学派对生殖的观点，哲学家倾向于亚里士多德，医学从业者倾向于二世纪的医生盖伦。尽管盖伦派与亚里士多德派都认为女性在生物学上不如男性，但他们认为母亲也“受精”，在受孕中扮演着比亚里士多德派认为的更积极的角色。69在米兰的那些年里，列奥纳多阅读了盖伦、阿维森纳和14世纪早期的解剖学家蒙迪努斯以及卢克莱修的作品。70在这一时期，他仍然站在亚里士多德派一边，但在他回到佛罗伦萨，大约1504-1506年间，他越来越倾向于盖伦派的观点，这种倾向变得更加强烈，直到大约1513年，他抛开权威观点，坚持自己的立场，将结论严格建立在观察的基础上。71
About 1509-10, Leonardo obtained a copy of Galen’s De usu partium, which initiated his period of intense Galenism. The so-called Great Lady drawing [10], which dates from ca. 1510, exemplifies his adoption of a new understanding of human generation. In an annotation on this sheet addressed to Mundinus, Leonardo challenges the Aristotelian view of generation passed on by Mundinus, that the “spermatic vessels” (ovaries) do not generate real semen, observing instead that these vessels “derive in the same way in the female as in the male.” Here he adopts the Galenic position that both sexes contribute in equal part. 72 Elsewhere, citing the ability of a white mother mating with a black father to produce a child of mixed color, Leonardo concludes that “the semen of the mother has power in the embryo equal to the semen of the father.” 73 
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Leonardo da Vinci, Composite Study of the Respiratory, Cirulatory, and Urinogenital Systems in a Female Body (the “Great Lady” drawing), ca. 1510. Windsor Castle, Royal Library, no. 12281.

10.列奥纳多·达·芬奇，女性体内呼吸、循环和泌尿生殖系统的综合研究(“伟大的女性”绘画)，约1510.温莎城堡，皇家图书馆，12281号
On the same sheet, he asserts that the mother nourishes the fetus with her life, food, and soul (anima), countering the Aristotelian belief still commonly held then that women, deficient in soul, were mere incubators for gestation. “As one mind governs two bodies . . . likewise the nourishment of the food serves the child, and it is nourished from the same cause as the other members of the mother and the spirits, which are taken from the an—the common soul of the human race and other living things.” 74 Leonardo further appears to identify the active power of the womb as generative rather than nutritive, an important distinction within the camp of those who considered the womb to have active power, under which nutritive virtue would generate something joined to it, while the greater virtue, generative, would produce a distinct entity. For he asserts—and illustrates—that there is no continuity between the vascular systems of mother and fetus, as if in response to a standing argument that was to reverberate down to the eighteenth century (when the position taken by Leonardo was finally proved correct). 75

大约在1509-1510年，列奥纳多获得了一份盖伦的《德乌苏部分》,这开启了他强烈的盖伦主义时期。所谓的伟大的女士图[10]，可追溯到约1510年，体现了他对人类的新理解。在这张纸上写给Mundinus的注释中，列奥纳多挑战了Mundinus传递的亚里士多德生殖观，即“生殖血管”(卵巢)不产生真正的精液，而是观察到这些血管“在女性身体中同男性一样以相同的方式衍生。”在这里，他采用了盖伦学派的观点，认为两性在生殖中各贡献一半。72在其他地方，列奥纳多引用了白人母亲与黑人父亲交配产生混血孩子的能力，得出结论说“母亲的精液在胚胎中具有与父亲的精液同等的力量。”73在这张纸上，他断言母亲用她的生命、食物和灵魂(女性意向，灵气)滋养胎儿，反驳了当时仍然普遍持有的亚里士多德观点仰，即缺乏灵魂的妇女仅仅是孕育的孵化器。“正如一个头脑支配两个身体......同样，食物的营养也是为孩子服务的，它的营养来源与母亲和神灵的其他成员相同，它们来自人类和其他生物的共同灵魂。”74列奥纳多似乎进一步确定子宫的积极力量是生殖而不是营养，这是不同于与另一阵营的一个重要区别，这一阵营认为，子宫拥有积极的力量，提供营养的美德在这种力量下会产生一些东西链接子宫，而更大的美德，生殖，会产生一个独特的实体。因为他断言并举例说明——母亲和胎儿的血管系统之间没有连续性，好像是在回应一个持续到18世纪的论点(当时列奥纳多的观点最终被证明是正确的)。75
In the “Great Lady” drawing, Leonardo presents a synthesized image of circulatory, respiratory, and generative processes in the female body. The drawing differs significantly in this respect from his representations of male anatomy, which typically illustrate blood circulation, the genitourinary system, and other workings in independent images. The distinctive graphic completeness of the drawing expresses Leonardo’s precocious awareness that blood flow in the female body is linked with its role in procreation, and implies his comprehension of the systemic order of organic process in the female body, in opposition to the Aristotelian view that menstrual blood was inchoate, given form by sperm, a view that prevailed until William Harvey’s discovery of the circulation of blood in the seventeenth century. 76 If we remember Leonardo’s preoccupation with the interconnected functions of microcosm and macrocosm, it is a short step from here to a belief that the living earth is female, in its regenerative capability and its mysterious life-supporting powers.

在《伟大的女性》这幅画中，列奥纳多展示了一幅女性体内循环、呼吸和生殖过程的合成图。这幅画明显不同于他对男性解剖学的描绘，后者通常以独立的图像来说明血液循环、泌尿生殖系统和其他功能。这幅画独特的图形完整性表达了列奥纳多早期观点，即女性体内的血流与其在生殖中的作用有关，并暗示了他对女性体内有机过程的系统秩序的理解，这与亚里士多德的观点相反，亚里士多德的观点认为经血是未发育完成的，由精子形成，这种观点一直盛行到威廉姆·哈维在17世纪发现血液循环。76 如果我们还记得列奥纳多对微观宏观世界相互关联功能的专注，那么从这里到相信地球是女性，拥有再生能力和神秘的维持生命的力量的观点，就只有一步之遥了。
For all that Leonardo wrote, it was to his visual explorations that he entrusted the primary task of representing nature: ‘Tainting presents the works of nature to our understanding with more truth and accuracy than do words or letters.” 77 Because for Leonardo art was an instrument of discovery, a form of knowing and not merely an illustration of what was already known, the anatomical drawings reveal a process of visual reasoning. The image of an idea is the idea, and frequently it tells us something quite different from what the accompanying words say. The words are practical explanations of the matters that preoccupied Leonardo, or they may be the questions that prompted him to the analysis. The drawings, however, reflect an effort to infer a process of nature from a static slice, and for that reason they convey the artist’s understanding (or expectation) that form reveals function, just as the functioning of the microcosm is a key to that of the macrocosm—because they are not only metaphorically, but also organically, related to each other.

对于列奥纳多所写的一切，他将表现大自然的主要任务委托给了他的视觉探索:“污迹比文字或字母更真实和准确地向我们展示了大自然的作品。”77因为对达·芬奇来说，艺术是一种发现的工具，是一种认识的形式，而不仅仅是对已知事物的列举说明，所以解剖图揭示了一种视觉推理的过程。一个想法的形象就是这个想法，而且它经常告诉我们一些与其伴随的语言完全不同的东西。这些文字是对列奥纳多全神贯注的事情的实际解释，或者它们可能是推动他进行分析的疑问。然而，这些绘画体现了从静态切片中推断自然过程的艰苦奋斗，因此它们传达了艺术家的理解(或期望)，即形式揭示功能，正如微观世界的功能是宏观世界的关键——因为它们不仅是隐喻性的，而且是有机的，彼此相关。
The well-known drawing of a fetus in the uterus [11], though not studied from human example and inaccurate in many ways, nevertheless expresses the process of gestation and birth more clearly than a modern textbook. Having promised himself to describe what makes the fetus push out, 78 Leonardo shows this happening, the bursting of the fetus from its uterine container into the world, in the sequential small images that visually analogize the process to a nut breaking out of its shell. In the largest image on the sheet, the compact density of the fetus coiled in its umbilicus suggests a seed in a pod (Leonardo had noted that all seeds and nuts have umbilical cords), and the interlocking spirals of its body convey the sense of potential growth and development. Originating in observation but developed under belief in the correspondence between microcosm and macrocosm, this image gives information about human birth that is of a philosophical order, expressing its connection with other forms of birth and growth in the universe. Leonardo found analogy every-where—the movement of wind currents is like that of water currents, and the trajectories of a bouncing ball are like both. “The earth has a spirit of growth/’ he said, whose flesh is the soil, whose bones are the mountains, whose blood is its waters. 79

著名的子宫中的胎儿图[11]，虽然没有从人类样本中研究，而且在许多方面描述不准确，但是它比现代教科书更清楚地表达了怀孕和出生的过程。列奥纳多承诺自己要描述是什么使胎儿生产出来，78他展示了这一过程，胎儿从子宫中产出来到这个世界，在连续的小图像中，视觉上将这个过程类比为一个坚果破壳而出。在其中最大的一张图片中，胎儿盘绕在脐中的紧密密度像极了豆荚中的一粒种子(列奥纳多已经注意到所有的种子和坚果都有脐带)，其身体的连锁螺旋传达出生命无声的生长和发育。这个图像来源于观察，但在微观、宏观世界一致性的观点下发展，传达了关于人类出生的信息，这是一个哲学秩序，表达了人类的生育与宇宙中其他生命出生和成长的联系。列奥纳多发现了这种类比无处不在——风流的运动就像水流的运动，而弹跳球的轨迹两者都像。他说“地球有生长的灵魂”，它的肉体是土壤，它的骨骼是山脉，它的血液是水。79
Leonardo's belief in the interconnection of nature’s largest patterns and smallest elements was sharply at odds, however, with prevailing beliefs about nature in the fifteenth century. A medieval distinction that remained in force throughout the Quattrocento was that between natura naturans and natura naturata, between the dynamic creative, generative principle and the inert material result of that creation. For Alberti, Nature was a vestigial female personification (carried over from the medieval allegorical figure Natura), “the wonderful maker of things” who “clearly and openly reveals” such things as the correct proportions of the human body. The principles of Nature’s true order—largely mathematical and proportional—might be inferred from disparate imperfect examples by the artist, who could reproduce them in corrected form. 80 In this way of thinking, art was not to imitate the mere phenomena of nature (natura naturata) but, rather, its higher invisible principles (natura naturans); and by giving them perfected visible form, art could successfully compete with Nature herself.

然而，列奥纳多相信自然界最大模式和最小元素之间的相互联系，这与15世纪盛行的关于自然的观点截然不同。中世纪的区别仍然贯穿于整个15世纪，这一区别就是能动的自然与被动的自然之间的区别，是人类结合繁殖过程中动态、创造性的繁衍原则与惰性物质的区别。对阿尔贝提来说，自然是一个残留的女性化身(从中世纪的寓言人物Natura继承而来)，“奇妙的造物者”，她“清楚而公开地揭示”诸如人体组成的正确比例之类的事情。自然真正秩序原则——主要从数学上和比例上来讲——可以从艺术家不同的不完美的例子中推断出来，艺术家可以以正确的形式再现这些不完美的事物。80按照这种思维方式，艺术不是纯粹模仿自然现象（被动的自然），而是模仿其更高的无形原则（能动的自然）；通过赋予它们可视的完美形式，艺术可以成功地与大自然本身竞争。
The strength of this theory, and its intensification under the Neoplatonist doctrines that dominated later fifteenth-century Florence, may be the chief reason why Quattrocento art does not display a linear progressive naturalism. The hierarchic distinction between an abstract creative principle and the discredited material forms of the visible world effectively kept intellectually serious painters (such as Piero della Francesca) from too close an involvement with the latter. The hierarchy was reinforced by its gender associations, in that the Aristotelian differentiation of form and matter—the active male principle molding passive and static female matter—supported the binary opposition of, and value distinction between, natura naturans and naturata. 

这一理论的优势，以及它在新柏拉图主义学说（15世纪后期佛罗伦萨的主流观念）下得到的强化，可能是15世纪艺术没有展示线性渐进自然主义的主要原因。抽象的创作原则和不可信的有形世界的物质形式之间的等级区别有效地阻止了理智严肃的画家(如皮耶罗·德拉·弗朗切斯卡)与后者联系过于密切。等级制度因其性别关联而得到加强，因为亚里士多德对形式和物质的区分——主动的男性原则塑造被动和静态的女性物质——支持了主动自然和被动自然之间的二元对立和价值区分。
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Leonardo da Vinci, A Fetus in the Womb, drawing, ca. 1512. Windsor Castle, Royal Library, no. 1910r.

11.列奥纳多·达芬奇，子宫中的胎儿，绘画，约1512.温莎城堡，皇家图书馆，编号1910r。
However, creative and material nature were in another sense conflated into a single entity, a female Nature whose creative powers were challenged by the male artist. These overlapping metaphoric structures are most clearly expressed in the model of perspective space construction, in which the artist positions himself outside nature, the better to attain mastery over it, and assigns his eye hierarchic priority over the segment of the world that it surveys, symbolically the whole of nature. What is implied in the Albertian perspective diagram is boldly stated in an image by Dürer [12], 81 where we see the omniscient male eye focused through a framing device upon his subject, a recumbent female form, who is surely a metonymic figure for Nature herself objectified, passive matter, a mere model, waiting to be given meaningful form in art by the creative powers of the artist.

然而，创造性、物质性的大自然在另一种意义上融合成一个单一实体——一个女性的自然，其创造力受到男性艺术家的挑战。透视空间构建的模型最清晰地传达了这些重叠的隐喻结构，在这种模型中，艺术家将自己定位在自然之外，以便更好地掌握自然，并将他的眼睛根据等级优先分配给他所观察的部分，而他观察的这些只是象征性代表整个自然。丢勒[12]81在一幅图像中大胆地陈述了艾伯蒂安透视图中所隐含的内容，在这幅图像中，我们看到的无所不知的男性眼睛通过一个框架装置聚焦在他的实验对象上，一个斜靠着的女性形体，她无疑是自然本身的一个转喻形象，一个客体化的被动物质，一个纯粹的模型，等待艺术家的创造力赋予其有意义的艺术形式。
In the paintings of Botticelli, Leonardo’s contemporary, we see an exaggerated separation of the two forms of nature, the elevation of cosmic Nature to the plane of personification, and the demotion of physical nature to the realm of insignificance. A philosophical concept of nature is very much at the core of the Primavera (ch. 5, fig. 2) and the Birth of Venus, closely related paintings that may symbolize respectively earthly and celestial nature, but that in any event present Nature in the figure of Venus, the antique goddess reborn in the Renaissance who, trailing her multiple associations with cosmic and human generation, merged with the Christian Virgin Mary. In the influential Neoplatonism of Marsilio Ficino, the celestial Venus is equated with Mind and divine perfection, while the earthly Venus is conjoined with the sensory realm and with matter. 82 Although both are female, a subtle distinction between them depends upon the lower status of the world of human generation, for Ficino connected the word “materia” (matter) with “mater" (mother) to eulogize the higher celestial Venus as immaterial, born of no mere human mother. Botticelli, accordingly, presents nature's material elements in highly abstracted form, radically suppressing empirical realities in favor of transcendent ones [13]. The solid surfaces of water or grass are presented schematically, rendered as inert. Vitality is exclusively to be found in the contour lines, the most abstract and least material of art's elements. Growth, change, development are not assigned to the organic world in Botticelli's universe; they belong to the spiritual order, measured in the metamorphic progression of figures across the Primavera, or in the transition from that earthly realm to the higher one represented in the Birth of Venus.
在与达·芬奇同时代的波提切利的绘画中，我们看到了两种自然形式的夸张分离，宇宙自然被提升到人格化的层面，而物质自然被降级到无足轻重的境界。哲学概念的自然集中体现在《春》(ch.图5，图2)和《维纳斯的诞生》，这些密切相关的绘画可能分别象征着地球和天空的自然。维纳斯，这位在文艺复兴时期重生的古代女神，在任何情况下都以她的形象表现自然，她与宇宙和人类世代有着多重联系，与基督教圣母玛利亚融合在一起。有影响力的新柏拉图主义代表人物马尔西利奥·菲奇诺认为，天上的维纳斯等同于精神和神圣的完美化身，而地上的维纳斯则与感官领域和物质相联系。82虽然两者都是女性，但人类世界的较低地位决定了它们之间的微妙区别，因为菲奇诺将“物质”一词与“母亲”一词联系起来，赞美更高地位的天体维纳斯是非物质的，不仅仅是由人类母亲所生。因此，波提切利以高度抽象的形式呈现自然的物质元素，从根本上压制经验现实，支持超现实[13]。水或草的固体表面是示意性的，表现为惰性。生命力只能在轮廓线中找到，它是艺术元素中最抽象、最不具实质性的部分。在波提切利的宇宙观中，成长、变化、发展并不属于有机世界；他们属于精神秩序，体现在《春》中人物的质变过程，体现在《维纳斯的诞生》中维纳斯从地球领域到更高领域的转变。
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Allbrecht Duter, Perspective Study: Draftsman Drawing a Reclining Nude, woodcut, ca. 1525, fig. 67 in The painter’s Manual (from The Painter’s Manual, translation and commentary by Walter L Strauss, 1977).

12.阿尔布莱希特·杜德尔，《透视研究：绘图员绘制斜躺的裸体》，木刻，约1525，画家手册中的图67(摘自《画家手册》，沃尔特·L·施特劳斯译评，1977)。
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Sandro Botticelli, Birth of Venus, detail, ca. 1484-86. Florence, Uffizi (from Ronald Lightbown, Botticelli, Life and Work, 1989).

13.桑德罗·波提切利，《维纳斯的诞生》，细节，约1484-86.佛罗伦萨，乌菲齐（摘自罗纳德·莱特鲍恩，波提切利，《生活与工作》，1989）·。
In Leonardo’s contemporaneous painting, the Virgin of the Rocks, the Louvre version of the 1480s [14] ,83 material nature is described in meticulous detail, but in a form that assures the presence of cosmic nature as well. The distinctive difference lies not in the degree, but in the nature of Leonardo’s naturalism. Here, as in numerous independent drawings [15], Leonardo forms the image of a plant in shapes that emphasize its pattern of growth, implying that the source of change is within matter and not transcendent of it. The arrangement of the leaves at the plant’s base evokes the spiral form of generation, now presented as inseparable from matter itself. Whereas Botticelli had symbolized nature as a cosmic power, Leonardo expresses its cosmic operations through its particulars, deriving his understanding of the larger movements from observation of the smaller. The element of movement is critical to their fusion, for it defines their shared participation in time. Thus form and matter are conjoined through motion, just as the barrier between form and space is broken down through the soft-edged sfumato. Botticelli and Leonardo both present generative nature as female, but Leonardo’s vision of her powers is broader, for he conceives her as a dynamic, not static, presence, and he finds her immanent in the entire physical world.

在达·芬奇同时代画作《岩间圣母》中（1480年的卢浮宫版本）[14]，83他细致入微地描述了物质自然，但其形式也确保了宇宙自然的存在。与众不同之处不在于程度，而在于列奥纳多自然主义的本质。在这里，就像在许多独立的绘画中一样，莱昂纳多描绘出强调其生长模式的植物图象，这意味着变化的来源是在物质内部，而不是来自外部。植物底部叶子的排列反映了繁衍的螺旋形式，这与物质本身不可分。波提切利将自然象征为一种宇宙力量，而列奥纳多则通过描绘细节来表达宇宙运作，在细小事物的观察中他得出了对较大运动的理解。运动的元素对他们的融合至关重要，因为它表明在时间上他们共同参与。因此，形式和物质通过运动结合在一起，就像形式和空间之间的障碍被柔和的晕染打破一样。波提切利和列奥纳多都把富有生产力的大自然表现为女性，但是列奥纳多对大自然力量的理解有着更广阔的视野，因为他认为她是一个动态的，而不是静态的存在，他发现她在整个物质世界中无处不在。
In his visual expression of this idea, Leonardo is most deeply Aristotelian, for Aristotle had defined nature (physis) as “the essence of things which have a source of movement in themselves,” placing the agent of change within matter, in keeping with his dynamic, teleological vision of nature as matter evolving from inner direction toward its final form. 84 In this, Leonardo has followed an aspect of Aristotle's thought that does not subordinate or denigrate the material world but rather sees it as imbued with (implicitly female) cosmic power. On the other hand, as we have seen, he rejected Aristotle’s model of human biology in favor of one that accorded an active role for the female in generation.

在他对这一观点的视觉表达中，列奥纳多是最深刻的亚里士多德主义者，因为亚里士多德已经将自然(物理)定义为“事物的本质，其自身是运动的源头”，将变化的因素于物质相联系，这与他动态的、目的论的自然观一致，即物质自内向外进化为最终形式。84在这一点上，列奥纳多遵循了亚里士多德思想的一个方面，即不从属于或诋毁物质世界，而认为物质世界充满了(默认为女性)宇宙力量。另一方面，正如我们所看到的，他拒绝了亚里士多德的人类生物学模型，而支持一种承认女性在繁衍中起到积极作用的模型。
Over and over, in the Virgin of the Rocks, the Mona Lisa, the surviving designs for the Leda, the Burlington House cartoon, and the Saint Anne, Leonardo explicitly associated powerful female images with highly developed, visually extraordinary surrounding landscapes, as if to assert the unity between the physical universe and the female cosmic generative principle as a philosophical claim. The collective impact of this “statement” about the nature of nature may be more pronounced than that of any other single idea in his pictorial oeuvre. 

在《岩间圣母》《蒙娜丽莎》《丽达的幸存设计》《伯灵顿之家》和《圣安妮》中，列奥纳多明确地将强大的女性形象与高度发展的、视觉效果绝佳的周围景观联系起来，仿佛是在宣告一种哲学主张，即物理宇宙和女性宇宙繁衍原则之间的统一。这一关于自然本质的集体“陈述”的影响可能比他绘画作品中任何其他单独阐述的想法都要显著。
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14. Leonardo da Vinci, Virgin of the Rocks, ca. 1483-86. Paris, Louvre (Musées Nationaux).

15. Leonardo da Vinci, Star of Bethlehem, drawing, ca. 1508 Windsor Castle, Royal Library, no 12424.

14.莱昂纳多达芬奇，《岩间圣母》，约1483-1486.巴黎卢浮宫(巴黎国家博物馆)。
15.莱昂纳多达芬奇，《伯利恒之星》，绘画，约1508年，温莎城堡，皇家图书馆，编号12424。

The lost painting of Leda and the Swan of ca. 1506, whose composition is known from surviving studies and copies [16], has been widely recognized as symbolic of the analogy between female and natural procreation. 85 Leonardo made this connection quite clear through the bursting of Leda’s babies from eggs and the adjacent explosion of growing plants. We may further observe that, especially in his first studies for this painting, he converted a lesser character of classical mythology into a more primal figure, not merely one of Jupiter’s conquests, but the origin of life itself, both human and vegetal, symbolized in the image of the kneeling Leda, who rises in a spiral, self-created, from the earth.

遗失的创作于1506年的画作《丽达和天鹅》，人们从目前幸存的研究和副本中拼凑出了它的原貌[16]，该画作已被广泛认为是女性和自然生殖之间的类比象征。85列奥纳多通过描绘丽达的婴儿从卵中破壳而出和相邻植物的生长绽放，将这种类比阐释得相当清楚。我们可以进一步观察到，特别是在他对这幅画的第一次研究中，他将古典神话中的一个次要人物转化为一个更原始的人物，不仅仅是朱庇特的一个征服者，而是生命本身的起源，无论是人类还是植物，这表现在跪着的丽达的形象中，她以螺旋上升和自我创造的形式从地球上升起。
Much earlier, he had essayed a similar image of the generative mother goddess (no other term will do, though he would not have used it) in the Virgin of the Rocks. In the Louvre painting [14], the Virgin rises from the dark, dense vegetation in a slow spiral turn, hovering over her child, whose tightly curved body and crossed legs anticipate the later drawing of the fetus in the womb. This archetypal mother presides over her son and their solemn attendants in an awesome and mysterious setting of plants, rocks, and a mist-shrouded distance whose remote inaccessibility suggests a recession into time as well as depth, evoking the primeval early life of the planet. The entire painting is already incipiently an image of “formative nature,” as Leonardo called her, before whose “various and strange shapes” he described his sensations of fear and curiosity, in the famous passage about a great cavern among some gloomy rocks. 86 The mother in this image, universalized by her conspicuous identification with the natural cosmos, is empowered through movement and gesture as the controlling and motivating agent of the composition. In a sheet that includes studies for the Virgin of the Rocks [17], we see the artist thinking through the female figure to arrive at the monumental pyramidal composition that would later become the emblem of Cinquecento pictorial design. It is well known that Leonardo created the innovative pyramidal design that Raphael and others would build on, but it is less often observed that the artist atypically used a female character for the study of the human figure in motion (just as he had tor the portrait), and that he was the first to make a viable theme of the active female body. 87
更早的时候，他在《岩间圣母》中尝试了一个类似生殖女神的形象（没有其他术语可以用，尽管他不会用它）。在这副卢浮宫画作中[14]，圣母从黑暗、茂密的植被中缓慢螺旋升起，盘旋在她的孩子上方，孩子紧紧弯曲的身体和交叉的双腿预示着后来子宫中胎儿的绘画。在一个可怕而神秘的植物、岩石和薄雾笼罩的环境中，这位母亲掌管着她的儿子及其庄严的随从，这种遥远的不可接近的感觉表明了时间和深度的衰退，表现了地球原始的早期生活。整幅画已经初步成为一幅“形成性的自然”（列奥纳多这样称呼她）的图像，在这之前，自然拥有“各种各样奇怪的形状”。在那段著名的段落中，列奥纳多描述了阴暗岩石中的一个巨大洞穴，表达了自己对于这种自然形象的恐惧和好奇。86这幅画中的母亲，由于她对自然宇宙的显著认同而被普遍化，通过运动和手势被赋予力量，成为作品的控制者和主导者。在一张研究《岩间圣母》[17]的表格中，我们看到艺术家通过女性形象思考，得出了不朽的金字塔结构，这后来成为了16世纪绘画设计的标志。众所周知，莱昂纳多创造了创新的金字塔设计，之后的拉斐尔和其他人以此为基础，但很少有人注意到，这位艺术家非典型地使用女性人物来研究运动中的人体（就像他为肖像所做的那样），而且他是第一个将活跃的女性身体作为可行主题的人。87
[image: image15.png]


 

 Leonardo da Vinci, study for Leda and the Swan, ca. 1506. Rotterdam, Museum Boymans-Van Beuningen (Frequin- Photos).

16.莱昂纳多达芬奇，《研究丽达和天鹅》，约1506.鹿特丹，博伊曼斯·范伯宁恩博物馆(弗雷奎因-照片)。
[image: image16.png]



 Leonardo da Vinci, study for the Virgin and Holy Children, 1480s. New York, Metropolitan Museum of Art, Rogers Fund, 1917.

17.列奥纳多·达·芬奇,《圣母和圣子的研究》, 1480年。纽约，大都会艺术博物馆，罗杰斯基金会，1917年。
If the Virgin of the Rocks and Leda express the cosmic female genesis of human and vegetal life, then the Louvre Virgin, Christ Child, and Saint Anne [18] and the closely related Burlington House cartoon are clearly meditations on human generation over time. Possibly originating in political circumstance, and certainly displaying advanced notions of contrapposto figure composition, the Saint Anne images nevertheless also represent an extension of Leonardo’s thinking about the female and nature, now focused upon the cycles of human reproduction. 88 This is sug-

如果说《岩间圣母》和《丽达》表达了人类和植物生命的宇宙女性起源，那么《卢浮宫圣母、基督之子、圣安妮》[18]以及与之密切相关的《伯灵顿之家》漫画显然是随着时间推移对人类世代繁衍的沉思。圣安妮的肖像可能起源于政治环境，当然也展示了平衡人物身体结构的先进理念，然而圣安妮也代表了列奥纳多对女性和自然的思考的延伸，现在聚焦于人类的生殖周期。88
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 Leonardo da Vinci, Virgin, Christ Child, and Satint Anne, ca. 1508. Paris, Louvre (Musees Nationaux).

18.列奥纳多达芬奇，《圣母，圣子，和圣安妮》，约1508.巴黎卢浮宫(国家博物馆)。
gested in the Louvre painting especially, in the cascading sequence of curved arms that, in conjunction with the glacial and terrestrial landscapes, imply a sequence from geological into human time. 89 The monumental pair of mothers who preside over, or have procreated, the earth’s formation and every aspect of life that derives from it might be thought of as a Christian counterpart to the Neoplatonic twin Venuses, Saint Anne representing the remote celestial Venus and Mary the more human terrestrial Venus—a polarity that is reinforced by the two-part landscape. Yet in their symbiotic configuration, Leonardo’s mothers seem less hierarchically distinguished than causally and generatively connected. They remind us more deeply of the ancient mother-daughter pairing of Demeter-Persephone, who in turn reflect the twin aspects of the even more ancient mother goddess, as she appeared in many pre-Greek images in the Mediterranean world [19]. Leonardo had no special interest in classical myth, and there is no reason to believe he knew any preclassical images. I would suggest instead that in his curious return to, and almost obsessive expression of, the ancient prehistoric identification of the highest cosmic power as female, Leonardo was unusually attuned to, and spontaneously reinvented, a way of thinking periodically voiced in antiquity and the Middle Ages, which would not seem at all strange to us today had it not been consistently subjected to patriarchal distortion.

这一点在卢浮宫的画作中得到了特别的体现，弯曲手臂的层叠序列，冰川和陆地景观相结合，暗示了从地质时代到人类时代的发展秩序。89这一对不朽的母亲掌管或生育了地球的形成和生命的每一方面，她们可能是对应着新柏拉图派的维纳斯、圣安妮的基督教角色，代表遥远的天国维纳斯，玛丽代表更像人类的陆地维纳斯——这种对立被两部分组成的景观加强。然而，在他们的共生结构中，列奥纳多的母亲们似乎没有等级上的区分，而是有着因果和繁殖上的联系。它们更深刻地提醒我们古老的狄米特、珀尔塞福涅母女，反过来反映了甚至更古老的母亲女神的双生面貌，因为在地中海地区她出现于许多前希腊时期的图像中[19]。列奥纳多对古典神话没有特别的兴趣，我们也没有理由相信他知道任何前古典时期的图像。相反，我认为，在他的好奇回归于对古代史前女性最高宇宙力量的认同，在他近乎痴迷的表达中，列奥纳多不同寻常地适应并自发地重新创造了一种在古代和中世纪周期性表达的思维方式，如果这种思维没有一直受到父权扭曲，这在我们今天看来一点也不奇怪。
Leonardo was in many ways a man of his age, for he not only shared but helped define his era’s faith in the capacity of art to preserve life and transcend time. In his passionate championing of the art of painting, the artist had no peer, and he proclaimed often in his notebooks what many other Quattrocento artists believed, that “the painter strives and competes with nature.” However, that was only part of Leonardo’s complex understanding of the relationship between nature and art. In both his writings and his art, he demonstrated constantly that nature (mentioned far more frequently than God) is the superior guide, the teacher of all good artists. 90 Implicit in his thinking about art and nature is a recognition of nature’s preeminence: “for painting is born of nature—or, to speak more correctly, we shall call it the grandchild of nature; for all visible things were brought forth by nature, and those her children have given birth to painting.” 91 In a similar spirit, he announces nature’s superiority to technology: “Though human ingenuity may make various inventions which, by the help of various machines, answer the same end, it will never devise any invention more beautiful, nor more simple, nor more to the purpose than Nature does; be-cause in her inventions nothing is wanting and nothing is superfluous.” 92

列奥纳多在许多方面都是他那个时代的人，因为他不仅传播而且帮助定义了他那个时代对艺术的信仰，即艺术具有保存生命和超越时间的能力。他对绘画艺术热情拥护，在这一方面无人能与之匹敌，他经常在笔记本上宣称，许多其他15世纪的艺术家都认为“画家努力与自然竞争。”然而，这只是列奥纳多对自然和艺术之间关系的复杂理解的一部分。在他的作品和他的艺术中，他不断地证明自然(比上帝更频繁地被提及)是卓越的向导，是所有优秀艺术家的老师。90他对艺术和自然的思考暗示着对自然卓越性的认可:“因为绘画诞生于自然——或者更准确地说，我们应该称之为自然的孙子；因为所有看得见的东西都是大自然创造的，而她的孩子又创造了绘画。”91以类似的精神，他宣布了相对于技术自然本身的优越性:“虽然人类的聪明才智可以在各种机器的帮助下做出各种各样的发明，达到同样的目的，但人类永远不会设计出比自然更美丽、更简单、更有意义的发明；因为在大自然的发明中，没有什么是缺少的，没有什么是多余的。”92

Clearly, Leonardo shared with other men of his era a number of man-centered presumptions, including the belief that art and technology could in various ways improve upon or control nature for human benefit. This is demonstrated in his many mechanical inventions and designs for water management or urban planning. Yet his faith in human ability to control or direct nature was limited, both by his own pessimism and by his respect for nature’s ultimate superiority. This point of view was not common in Renaissance Italy, when the quest to master and dominate nature grew

显然，列奥纳多和他那个时代的其他人分享了许多以人为中心的假设，包括相信艺术和技术可以以各种方式改善或控制自然以造福人类。这体现在他的许多机械发明、水资源管理或城市规划设计中。然而，由于他自己的悲观主义和对自然绝对优势的尊重，他认为人类控制或指导自然的能力是有限的。
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 Mycenaean, Three Deities, ca. 1500-1400 B.C. Athens, National Museum.

19.迈锡尼，《三神像》，公元前1500-1400年，雅典国家博物馆。
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 Leonardo da Vinci, Deluge, drawing, ca. 1515. Windsor Castle. Royal Library, no 12580.

20.达芬奇，《洪水》，绘画，约1515年.温莎城堡皇家图书馆，12580号。
steadily, and such slogans as “art is more powerful than nature” (Titian’s motto) were brandished. Leonardo’s drawings representing the Deluge [20] may thus be understood as a response to man’s dream of mastering nature. In those images of ferociously spiraling explosions of water, a giant apocalyptic flood repeatedly destroys the tiny structures of cities and towns. It is a celebration, rare in Italian Renaissance art, of the superior power of nature over human civilization—implicitly also a gender construct, of the endurance of female generation over male culture.

这种观点在文艺复兴时期的意大利并不常见，当时人们不断追求掌握和支配自然，并挥舞着“艺术比自然更强大”（提香的座右铭）等口号。因此，达芬奇描绘洪水的画作可以被理解为对人类梦想征服自然的回应。图画中，凶猛的螺旋状的水炸裂开来，一场巨大的灾难性洪水反复摧毁着微小城镇的结构。这在意大利文艺复兴艺术中很罕见，是对自然力量超越人类文明的庆祝——也隐含着性别的建构，是对女性对男性文化的忍耐。
Let me close by returning to the consideration raised at the outset. Might Leonardo’s exceptional philosophical privileging of the female over the male be linked with his unproved, though reasonably presumed, homosexuality? Certainly the issue of homosexuality has recurred in the Leonardo literature as an explanatory factor. Kenneth Clark connected the strange androgyny of Leonardo’s art with his homosexual bent, finding in the Mona Lisa's face the features of the artist’s young lover Salai, and describing Leonardo’s aversion to women (“They horrified him; but so did nature”), who were “the symbol of all that was alien to him,” and who provoked in him “alternating repugnance and detached fascination.” 93 In this, Lord Clark reflects a classic preconception about homosexuality (opposite that of K. R. Eissler), for there is not a shred of documentary evidence that Leonardo disliked women (his description of genital sex as repulsive was not focused upon the female), and, in fact, it is probably as common for homosexuals to identify with the opposite sex as to be repelled by it. 94

最后，让我回到开始时提出的考虑。列奥纳多哲学上对女性的特殊偏爱是否与他同性恋有关？虽然这未经证实，但可以合理推测出。当然，同性恋问题作为一个解释因素在达芬奇的文学作品中反复出现。肯尼斯·克拉克将达·芬奇艺术中奇怪的雌雄同体与他的同性恋倾向联系起来，在蒙娜丽莎的脸上发现了达芬奇年轻时期的情人萨莱的特征，并描述了达·芬奇对女性的厌恶（“她们让他感到恐惧；但自然也是如此），她们是“他一切陌生事物的象征”，她们激起了他“交替的厌恶和超然的迷恋。”93在这一点上，克拉克勋爵反映了一种对同性恋先入为主的典型观念（与K. R. 费舍的观念相反），因为没有一丝一毫的文件证据表明列奥纳多不喜欢女人（他对正常性交的厌恶性描述并没有强调女性），事实上，同性恋者认同异性和被异性厌恶可能一样普遍。94
Leonardo’s sexual preference might better be understood as not a cause but a symptom of an even broader unconventionality in his psychological makeup, which was his unusual freedom from cultural dogma, an independence of thought and behavior that also marked him eccentric, in an orthodox world, for being a left-hander who wrote backward (something perfectly logical viewed apart from convention). In the context of the androcentric patriarchy of his day, it was not Leo-

列奥纳多的性偏好可能更好被理解为一种反映其异常心理性格的症状，这使他拥有不同寻常的不受文化教条影响的自由，思想和行为的独立性也标志着他在正统世界里是一个古怪的人，因为他是一个倒着写的左撇子(除了传统之外，这是完全合乎逻辑的)。在他那个时代以男性为中心的父权制背景下，这不是列奥纳多
nardo’s sexuality, but his detached curiosity about, and comparatively unbiased observation of, the female sex that made his viewpoint unusual among Renaissance men. Modern writers on Leonardo, accepting the gender attitudes of Renaissance males as normative, inevitably found his version of the female peculiar. Freud sought an explanation for the artist’s strange attitude toward women in homosexuality, while Clark, who perhaps came closest to acknowledging Leonardo’s celebration of the ascendant female principle in nature’s processes, undermined his own insight by an unsupported projection of misogyny onto Leonardo’s art. Thus the Mona Lisa became, for these and many other writers, an expression of the alien Other—an emblem of mystery, not of the mysterious nature of biological and geological life, but of Woman unknowable and remote. 95

不是达芬奇的性取向，而是他对女性的超然好奇心和相对公正的观察，使得他的观点在文艺复兴时期的男性中不同寻常。现代作家在接受文艺复兴时期男性的性别观念为标准的同时，不可避免地发现他笔下的女性是奇特的。弗洛伊德试图解释这位艺术家对同性恋女性的奇怪态度，而克拉克，他可能最接近于承认列奥纳多庆祝女性在自然过程中占优势的原则，通过将厌女症毫无根据地投射到列奥纳多的艺术上，破坏了他自己的洞察力。因此，对这些和许多其他作家来说，《蒙娜丽莎》成了异类的表达——神秘的象征，不是生物和地质生命的神秘本质，而是女人的不可知和遥远。95
I would suggest instead that the androgyny of the Mona Lisa may result not from Leonardo’s alienation from women, but from the psychic inclusion of the painter himself in an image of a woman, or Woman, who holds the key to nature’s secrets, and with whom he imaginatively identified. An androgynous self-image could have given Leonardo an enabling perspective with positive implications for both his art and philosophy, one that minimized bias against, and broadened his imaginative access to, the viewpoint of the opposite sex. One might then postulate that it was an unbiased receptivity to the female, as located in living women, in female anatomy, and in the female in himself, his anima (to invoke Jung instead of Freud), that allowed Leonardo to develop a radically new understanding of nature in relation to art, within the discourse in which nature was gendered as female.

相反，我认为《蒙娜丽莎》的雌雄同体可能不是由于达芬奇对女性的疏远，而是由于画家本人在精神上融入了一个女人的形象，或者说是一个女人，她掌握着自然秘密的钥匙，并且他富有想象力地认同了这个女人。雌雄同体的自我形象可能给了列奥纳多一个有利的视角，对他的艺术和哲学都有积极的影响，一个最小化对异性观点的偏见，并扩大他对异性观点的想象力。然后，人们可能会假设，这是对女性的无偏见的接受，正如存在于活着的女性，女性解剖学，以及女性自身，他的阿尼玛（引用荣格而不是弗洛伊德），这使得列奥纳多在自然被性别化为女性的话语中，发展了对与艺术相关的自然的全新理解。

Leonardo was not characterized as homosexual by Renaissance writers, perhaps because sodomy was so prevalent it was scarcely noteworthy, but also because such a reputation would have conflicted with the legend of Leonardo, which was founded upon his beauty (not feminized) and his divine intellect, strength, and agility. 96 Homosexuality held cachet in Renaissance Italy only insofar as preference for a male lover could be equated with the ideal love of Platonic antiquity, a thing of the spirit, as opposed to the base procreative function served by heterosexual union. Effeminacy in men was disparaged, as was male passivity. 97 And femininity, not yet identified with artistic creativity, 98 was quite low in status on the philosophical scale. Thus what we might see today as the most radical dimension of Leonardo’s art and thought, a sympathetic identification with the female sex, was quite obviously missed entirely by his contemporaries and followers, for if recognized in that misogynist culture, it would have been the kiss of death.

文艺复兴时期的作家没有把列奥纳多定性为同性恋，也许是因为鸡奸是如此普遍，几乎不值得注意，但也是因为这样的名声会与列奥纳多的传说相冲突，列奥纳多的传说是建立在他的美丽(没有女性化)和他神圣的智力、力量和敏捷之上的。96同性恋在文艺复兴时期的意大利享有声望，只是因为对男性情人的偏爱可以等同于柏拉图式古代的理想爱情，一种精神上的东西，而不是异性结合所提供的基本生殖功能。男性的女性化和男性的消极被动都受到轻视。97和女性气质，还没有被确定为艺术创造力，98在哲学尺度上的地位相当低。因此，我们今天可能看到的列奥纳多艺术和思想的最激进的方面，对女性的同情认同，显然完全被他的同时代人和追随者错过了，因为如果在那个厌恶女性的文化中被承认，那将是死亡之吻。
In defining a pro-female philosophical position for Leonardo, I am not suggesting any real equivalence between his and a woman’s viewpoint, for he could never have experienced the world as did Ginevra de’ Benci or Cecilia Gallerani, whose perspectives may have been equally interesting. Nor would I propose that Leonardo’s vision of woman holds some universal truth-value—indeed, from a modern feminist standpoint, his position might be criticized as romantic and essentialist." Yet if it seems to us today constrictive to identify the female primarily with procreation, it is well to remember that Leonardo’s understanding of human generation challenged a descriptive model that was both inaccurate and demeaning to women. Breaking out of the masculinist norm in two directions, he painted revolutionary portraits of culturally distinguished women, presenting them in forceful visual images that fully convey their dignity and intellectual vitality. And he described female-identified nature as the greatest force in the universe, at a time when other men discredited nature’s power and sought to control it. By sustaining and concretizing the woman-nature metaphor, Leonardo acknowledged and symbolized in positive terms a realm of female power that the majority of men in his era could acknowledge only inversely, through the repressive strategy of declaring women inferior beings.

在为列奥纳多定义一个亲女性的哲学立场时，我并不是在暗示他的观点和一个女性的观点之间有任何真正的等价，因为他不可能像吉内维拉·德·本茨或塞西莉亚·加勒拉尼那样经历过这个世界，她们的观点可能同样有趣。我也不会认为列奥纳多对女性的看法具有某种普遍的真理价值——事实上，从现代女权主义的角度来看，他的观点可能会被批评为浪漫主义和本质主义。“然而，如果在我们今天看来，将女性主要等同于生育是狭隘的，那么我们应该记住，列奥纳多对人类世代的理解挑战了一种既不准确又贬低女性的描述性模式。他从两个方向打破了男性主义规范，描绘了文化上杰出女性的革命肖像，以强有力的视觉形象展现了她们，充分传达了她们的尊严和智力活力。他将女性认同的自然描述为宇宙中最伟大的力量，而当时其他男人怀疑自然的力量并试图控制它。通过维持和具体化女性-自然的隐喻，列奥纳多以积极的方式承认并象征了一个女性权力的领域，而在他那个时代，大多数男性只能通过宣称女性是劣等生物的压制策略来相反地承认这一领域。
















