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FOREWORD
Dear Friends of the Art Museum:
For the last six or seven years the Utah Museum of Fine Arts has been researching its collections to
make them more accessible to scholars, students, and the general public. Faculty of the Department of Art,
graduate students of various disciplines, and outside experts have been useful in this research. We are
particularly grateful to scholars at other museums who have borrowed works from our collection and have
added their expertise to our knowledge of the objects. This activity is continuing at the present moment with
help from Professors Sheila Muller and Mary Francey who are working on publications in European Art and
American Art.
Our Curator of European Art, Ursula Brinkmann Pimentel, has previously worked on a complete
catalogue of objects in our Dutch and Flemish collection which has been published for reference. She has
recently finished a similar catalogue of our Italian holdings in all media, to which this is an introduction. We are
grateful to Mrs. Pimentel for the extraordinary diligence and expertise which she has applied to her research.
We are happy now to present this publication which summarizes present research of our Italian works of art.
Mrs. Pimentel has already begun research on our holdings in French Art. When that is finished we will issue
another complete catalogue.
We know that this research will be useful to those who use the collection.
E. Frank Sanguinetti
Director
Curator of Collection
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EXPLANATION OF CATALOGUING PRACTICES

Initials at the end of essays indicate contributions by the scholars whose names appear on the cover page.
Works of art in this catalogue have been arranged in loosely chronological order. All works of art are measured
height before width. No effort was made to have illustrations of the works reflect the size of the actual objects.
Sight size refers to the visible area of a work of art in instances where the actual size cannot be determined.
Condition refers to the physical state of the work of art.
Literature refers to a bibliographic reference that specifically discusses or reproduces the work in question.
Bibliography refers to publications that discuss the artist, the subject, or that provide insights of a general nature
pertinent to the artist or work of art.
All Literature and Bibliography references are included in the Works Consulted at the end of the catalogue.

Terms Used for Condition Reporting
Cut to the plate or Cut to the image refers to works on paper whose margins have been cut off. It is possible
that inscriptions or numbers that were part of the original work may have been lost.
Accretion is a deposit (like dirt, flyspecks, etc.) on the surface of an object.
Abrasion indicates that some areas of the work have been rubbed thin as a result of friction.
Bloom describes the cloudy appearance of varnish that has been damaged by moisture.
Foxing describes brown or reddish-brown spots on works on paper, probably caused by mold or oxidation of
iron particles in the backing or mount used to hold the work.
Buckling refers to the wavy appearance of paper, caused by exposure to moisture.
Losses refer to holes in the work.
Creases indicate either naturally occurring creasing of the paper, creases that may have resulted from the paper
being pulled through a printing press, or creases caused by incorrect storage or handling.
Vestigial fold indicates a barely visible fold in the paper as a result of incorrect storage, but that has smoothed
out over time.
Bold-face type is used to indicate signatures, dates, stamps, notations, or any other inscriptions or imprints (on
recto or verso) by artists or collectors.
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Terms Used to Describe Attributions of Works of Art to Specific Artists
The following terms and their definitions are standard for purposes of cataloguing works of art:
A work catalogued with the name(s) of an artist, without any qualification, is a work by the artist.
In other cases, the following expressions, with the following meanings, are used:
Attributed to is probably a work by the artist in whole or in part.
Studio of or Workshop of is a work executed in the studio or workshop of the artist which may or may not have
been executed under his/her supervision.
Circle of is a work by an as yet unidentified but distinct hand closely associated with the named artist, but not
necessarily a pupil.
Style of or Follower of is a work executed in the artist’s style, contemporary or nearly contemporary, but not
necessarily by a student.
Manner of is a work executed in the artist’s style but of a later date.
After is a copy (of any date) of a known work of the artist.
Signed, Dated, Inscribed indicates that the work has been signed, dated, or inscribed by the artist.
Bears a signature and/or date and/or inscription means that the signature, date, or inscription is by a hand other
than that of the artist.
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Catalogue 1
Unknown Italian (14th century?)
Madonna and Child with Angels
Fresco
76 x 152 cm
Museum # 1954.022
Signed:

Unsigned

Condition:

Moderate cracks throughout; abrasions and losses throughout

Literature:

Louis Conrad Rosenberg, The Davanzati Palace, Florence, Italy. A Restored Palace of the Fourteenth
Century, 1922, p. 25, 30 (bottom ill.), 49 (upper-left ill.)

Provenance:

Davizzi Family (?) 1
Professor Elia Volpi (?)
Leopoldo Bengujat (?)
L. Boyd and Anne McQuarrie Hatch, 1952
Gift of Mr. and Mrs. L. Boyd Hatch in 1954

It is possible that this fresco was commissioned by the Davizzi family specifically for the palace which they
created in the fourteenth century by consolidating several private houses into an imposing five-storey residence. This socalled tower palace functioned as family quarters and as an easily defendable stronghold. 2 In 1516, the palace was
purchased by the Bartolini family, then sold to the Davanzatis in 1578. It remained in the family until 1838, when the last
surviving Davanzati committed suicide by flinging himself off the loggia at the top of the palace. 3 From 1838 until 1905
1

Stylistically, the fresco belongs to the late 1300s or early 1400s, but it is not clear whether it is authentic to the palace or was installed later.
Rosenberg presents the fresco without qualification. An architectural drawing in his book indicates the fresco’s location in a lunette above the door
from the first-floor salon into the interior court (p. 25). One photograph of the salon and a close-up photo of the door include the fresco (p. 30,
bottom ill.; p. 49, upper-left ill.). Curiously, a view of the salon taken from a different angle shows the same door, but without the fresco above it (p.
30, top ill.). It is known that Elia Volpi, who restored the palace, was in the habit of selling either furnishings original to the palace or objects which
he had purchased and installed in the palace. These were offered at New York auctions in 1916, 1917 and 1927. When Volpi sold the refurbished
palace to Leopoldo Bengujat, this practice continued with Bengujat selling furniture and art, first at two auctions in New York in 1926 and 1930, then
at auction in Florence in 1934. The items offered in the New York and Florence auction catalogues do not include the UMFA’s fresco. The donors
of the fresco traveled to Italy in the 1930s for the express purpose of buying art; whether they acquired it at that time directly from Volpi or Bengujat
cannot be determined.
My sincere thanks go to Aimee Merritt, Senior Reference Assistant of the Interlibrary Loan Department at The Getty Research Institute for
the History of Art and the Humanities in Los Angeles, for her careful perusal of the auction records. I also thank Rose Milovich, Curator and
Exhibition Program Director at Utah State University Libraries in Logan, UT, for providing access to documentation on donations by the Hatch
family which, unfortunately, does not mention a fresco purchase.
2

For a thorough discussion of Florentine palaces, including the Davizzi-Davanzati, see Francesco Gurrieri and Patrizia Fabbri, Palaces of Florence
(New York: Rizzoli, 1996).
3

Janet Ross, Florentine Palaces & Their Stories (London: J. M. Dent & Co., 1905), 87-92; Gurrieri and Fabbri 98. An interesting account of the
Florentine patriciate, to whom these families belonged, is provided by Gene A. Brucker (Renaissance Florence [Berkeley, CA: University of
California Press, 1969] 89-127).
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the palace was used as an apartment building and fell into disrepair. In 1905, the property was acquired and restored by
Professor Elia Volpi, then sold in 1926 to Leopoldo Bengujat, and finally purchased by the Italian government in 1950.
Now a museum, the palace is a superb example of fourteenth-century domestic architecture.
The UMFA’s fresco is painted in the International Gothic or Courtly Style, an artistic trend that reflects upperclass tastes of the later 1300s to the early 1400s. Characteristic are rhythmic arrangement of figures, excessive
embellishment, linearity of form, and extravagant use of gold and other costly substances like ultramarine. 4 Lavishly
applied materials and superb workmanship result in exquisite surface decoration; intended, of course, not only to express
the piety of the patron, but also to call attention to his social status and wealth.
The International Style originated at the courts of France and from there was dispersed throughout Europe. It
developed against a background of social turmoil and economic hardship. France and England had been at war since
1328 and would fight for one-hundred years. Emperor Charles IV, ruling from 1355 until his death in 1378, presided over
the decline of the Holy Roman Empire and gave up much of his authority to local princes. Other monarchs soon joined
Charles IV in death, which added to the political instability in Europe: Charles V of France died in 1380, Edward III of
England in 1377, Louis I of Hungary and Poland in 1382. Even the papacy was not immune from upheaval. The
machinations of Philip IV of France led to the papal court being moved from Rome to Avignon (the “Babylonian
captivity,” from 1309 to 1377). The return of the court to Rome resulted in the Great Schism lasting from 1378 to 1417
and rivalry between the Roman and Avignon papal contenders. Wide-spread famine and a devastating plague epidemic in
1348 added to the social unrest which continued to erupt throughout Europe. Some scholars consider the International
Style a last, decadent, display of the pomp of aristocratic life at a time when the nobility saw its social standing threatened
by the tumultuous times and by the rise of a well-to-do merchant class. As Anna Eörsi writes, “the art of the nobility had
become what it was in an attempt to compensate for their waning power...” 5 Ironically, this attempt failed in its desired
effect because the nouveaux riches found aristocratic splendor quite appealing, commissioned equally extravagant works
of art and generally tried to outdo the nobility in regard to ostentatious living.
The fresco’s elegant figures have features typical of the International Style: narrow faces, thin eyebrows, almondshaped eyes, small noses and mouths, and elegant slender fingers. The symmetrical arrangement of the attending angels,
the scalloped edges of the dark-blue background and the bird-like shapes in the gold edge give the scene a pleasing,
decorative rhythm that is continued in the deeply punchmarked haloes of the angels and the Virgin Mary. Virgin and
Child are enveloped by a gold mandorla with painted gold rays. 6 Christ is posed in Mary’s arms in a manner that suggests
he is being presented to the world he has come to save. His right hand, with two fingers extended, is raised in blessing.
Bibliography: Ross, 1905, 87-92; Walter Bombe, “A Florentine House in the Middle Ages. The Davizzi-Davanzati
Palace,” The Architectural Record 31.6 (June 1912): 575-590; Liana Castelfranchi Vegas, International
Gothic Art in Italy, 1966; The Great Age of Fresco: Giotto to Pontormo, 1968; Brucker, 1969, pp. 89127; Millard Meiss, The Great Age of Fresco: Discoveries, Recoveries and Survival, 1970; Alastair
Smart, The Dawn of Italian Painting 1250-1400, 1978; Eve Borsook, The Mural Painters of Tuscany from
Cimabue to Andrea del Sarto, 1980; Bruce Cole, The Renaissance Artist at Work: From Pisano to Titian,
1983; Eörsi, 1984; Roberta Ferrazza, “Palazzo Davanzati: Elia Volpi e Leopoldo Bengujat,” Antichità
viva 24.5-6 (1985): 62-68, 84; Stanley Abercrombie, “Palazzo Davanzati,” Interior Design 59.4 (Mar.
4

Ultramarine is derived from the mineral lazurite found in lapis lazuli, a semi-precious stone. The complicated process of separating lazurite from
the other minerals made ultramarine more expensive than gold (Susan L. Caroselli et al., Italian Panel Painting of the Early Renaissance in the
Collection of the Los Angeles County Museum of Art [Los Angeles: Los Angeles County Museum of Art, 1994] 39).
5

Anna Eörsi, International Gothic Style in Painting (Budapest: Corvina Kiadó, 1984) 10.

6

A mandorla is an almond-shaped aureole typically used as a sign of divinity and is generally reserved for representing the Trinity (Father, Son, Holy
Ghost) and the Virgin Mary (George Ferguson, Signs & Symbols in Christian Art [New York: Oxford University Press, 1989] 148).
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1988): 204-211; Ferguson, 1989; Roberta Ferrazza, Palazzo Davanzati e le collezioni di Elia Volpi, 1994;
Gurrieri and Fabbri, 1996; Evelyn Welch, Art and Society in Italy 1350-1500, 1997
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Plate 1.

Unknown Italian (14th century?), Madonna and Child with Angels
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Catalogue 2
Unknown Italian, possibly Tuscan (14th century)
Parchment Leaf from the Proper of Saints, Feast of the Nativity of St. John the Baptist (24 June), Matins, Third Nocturn
Pen and ink on vellum
56.2 x 39 cm page size
39.3 x 24.3 cm text size
Museum # 1986.038A
Inscribed:

On recto in right margin center the number 75 in brown ink; in margin lower-left the number 69 in pencil

Condition:

Moderate to severe creasing throughout; some loss of medium; stains (possibly ink) on upper and lower
page edges

Provenance:

Joseph Frederick Breeze
Gift of Mrs. Joseph Frederick Breeze in 1986

This parchment leaf and the one following are evidence of an old antiquarian tradition of disassembling
illuminated manuscripts to distribute the sheets individually. Both sheets were originally part of a Christian antiphonal,
the principal choir book of the Office, later known as the Divine Office, a cycle of daily prayers sung in eight rituals
throughout the day and night. St. Benedict of Nursia (ca. 480-ca. 550) called the Office the work of God (opus dei) as it
became the centerpiece of all the activities carried out in religious communities. The term antiphonal is derived from
antiphon, a repertory of phrases sung in alternation by two choirs or two halves of a choir. The sung prayers are
interleaved with texts intoned from the Breviary, a book containing all the liturgical components for the performance of
the Office. “Choir” also refers to the area where the singers stood, a space before the altar and often closed off by a tall
screen. Here a lectern supported the open antiphonary for the choir, and the size of the book is normally related to the size
of the choir which could range from several individuals to dozens of members. Dim lighting in the church, however,
required most participants to sing from memory. “Proper” texts, formulas composed for a particular feast day, render
special honor to an event or individual. The fragment of the hymn here commemorates the birth of St. John the Baptist
who was also given a separate feast for the day of his death. It was to be sung at morning prayers, or Matins, a service
that was generally held at approximately 2:30 a.m.
Five lines of text are accompanied by a line of music on each side. Rubrics, labels for musical items such as R for
response, are written in red ink. Plainchant, a single melodic line, is indicated by square notation in brown ink on a
red-ink staff; the musical phrases are separated by red vertical lines in the staff. The pitch of the line, the C-clef, is
represented at the staff’s left edge by two curved and linked square notes, and a diamond-shaped “direct,” located at the
end of the staff, anticipates the first note of the next staff. The unknown scribe employed brown ink to write a Gothic
book hand classified as littera gothica textualis prescissa, but included some letter forms from other book hands. Blue
capital letters for the antiphon and response, placed just outside of the text block, are embellished with red pen flourishes;
the second lower-case letter is decorated with a broad brushstroke of yellow. Initials of the first word in new sentences
are treated similarly.
The history, or provenance, of the leaf after it was separated from the original volume cannot be completely
determined. Two numbers, Arabic rather than Roman numerals, have been added by later owners. It was numbered twice
on the front or recto: 75 in a sixteenth-century hand and 69 in possibly an earlier hand. This indicates that the sheet was
in at least two different collections.
E. P.
Bibliography: Daniel Thompson, The Material and Techniques of Medieval Painting, 1956; John Plummer, Liturgical
Manuscripts for the Mass and the Divine Office, 1964; Lilian Randall, Images in the Margins of Gothic
Manuscripts, 1966; Virginia Egbert, The Mediaeval Artist at Work, 1967; Geoffrey W. H. Lampe, ed.,
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The Cambridge History of the Bible, 3 vols., 1988 (rpt.); Ronald Reed, Ancient Skins, Parchments and
Leathers, 1972; Reed, The Nature and Making of Parchments, 1975; Reed, Specimens of Parchment,
1976; Janet Backhouse, The Illuminated Manuscript, 1979; Donald Jackson, The Story of Writing, 1981;
Robert G. Calkins, Illuminated Books of the Middle Ages, 1983; Marc Drogin, Anathema: Medieval
Scribes and the History of Book Curses, 1983; Otto Pächt, Book Illumination in the Middle Ages: An
Introduction, 1986; Giulia Bologna, Illuminated Manuscripts: The Book before Gutenberg, 1988;
Michelle Brown, A Guide to Western Historical Scripts from Antiquity to 1600, 1990; Leila Avrin,
Scribes, Scripts and Books: The Book Arts from Antiquity to the Renaissance, 1991; John Harper, The
Forms and Orders of Western Liturgy from the Tenth to the Eighteenth Century, 1991; Jonathan J. G.
Alexander, Medieval Illuminators and Their Methods of Work, 1992; Oleg Grabar, The Mediation of
Ornament, 1992; Christopher de Hamel, Scribes and Illuminators, 1992; Michelle Brown, Understanding
Illuminated Manuscripts: A Guide to Technical Terms, 1994; Hamel, A History of Illuminated
Manuscripts, 1994; Roger Wieck, Painted Prayers: The Book of Hours in Medieval and Renaissance Art,
1997
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(recto)

Plate 2.

(verso)

Unknown Italian, possibly Tuscan (14th century), Parchment Leaf from the Proper of Saints, Feast of
the Nativity of St. John the Baptist (24 June), Matins, Third Nocturn
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Catalogue 3
Unknown Italian, possibly Tuscan (14th century)
Parchment Leaf from the Common of Saints, Common of Several Martyrs, Matins, Second-Third Nocturns
Pen and ink on vellum
56.2 x 39.3 cm page size
40.5 x 25 cm text size
Museum # 1986.038B
Inscribed:

On recto in right margin center the number 59 in brown ink; on verso in margin lower-left the number 69
in pencil

Condition:

Sheet trimmed; moderate to severe creasing throughout; some loss of medium; stains (possibly ink) on
upper and lower page edges; flaking ink on the flesh side

Provenance:

Joseph Frederick Breeze
Gift of Mrs. Joseph Frederick Breeze in 1986

This sheet is from the same antiphonary as the parchment leaf in cat. 2. Parchment quality, page layout, the script
type, and other features which make up the page design, are nearly identical. The texts of the prayers on each folio show,
however, that the leaves originally belonged to different parts of the book. There are small differences in the decorative
pen work surrounding the complementary red and blue capital letters. In books that were not illuminated with figural
scenes, special attention was given to letter size, color schemes and decoration in pen and ink; and the use of certain
designs can be traced to a specific time and place. On the folio in cat. 2, in the interior and exterior of the “E” initials for
the words “Erit” and “Ecce,” circular motifs predominate. On this folio, a Lombardic capital letter “h” displays a more
complex organic-looking pattern. Each motif occurs separately in manuscripts from the thirteenth through the fifteenth
centuries, but can be found together in some fourteenth-century north Italian manuscripts. In the absence of the
customary, modern parts to a book (title page, table of contents, chapter divisions, page numbers), the decorative
embellishments given to capital letters and illuminated initials caught the attention of the reader who used them as
markers for finding the appropriate passages.
Liturgical material in an antiphonary is arranged in a complex hierarchy of prayers and hymns that reflect the
importance of special seasonal feasts (Proper of Time) or the importance of the saint (Proper of Saints, Common of
Saints). These are appended to the basic ritual (Ordinary of Time) carried out daily. The Common of Saints (Commune
Sanctorum) contains sequences of prayers honoring saints whose feast days are not included in the Proper of Saints. For
these individuals, different repertories of texts are intended for either evangelists, apostles, martyrs, confessors, or virgins.
The Common of Saints represents saints who enjoy a universal acceptance in the church; and the prayers are to be
distinguished from those dedicated to saints who hold special significance for a town or region--a patron saint, for
example, in the Proper of Saints. The rituals were generally customized, as well, for performance of the Office during
paschaltide when references to the events leading to Easter Sunday were included.
As with the leaf in cat. 2, a later owner has written 59 in the outer margin of the recto and 69 in the lower margin
of the verso.
E. P.
Bibliography: Thompson, 1956; Plummer, 1964; Randall, 1966; Egbert, 1967; Lampe, ed., 1969; Reed, 1972; Reed,
1975; Reed, 1976; Backhouse, 1979; Jackson, 1981; Calkins, 1983; Drogin, 1983; Pächt, 1986; Bologna,
1988; Brown, 1990; Avrin, 1991; Harper, 1991; Alexander, 1992; Grabar, 1992; de Hamel, 1992;
Brown, 1994; de Hamel, 1994; Wieck, 1997
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(recto)

Plate 3.

(verso)

Unknown Italian, possibly Tuscan (14th century), Parchment Leaf from the Common of Saints, Common
of Several Martyrs, Matins, Second-Third Nocturns
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Catalogue 4
Fra Filippo di Tomaso Lippi (Florence ca. 1406-1469 Spoleto)
Madonna and Child, mid-1430s 7
Tempera on cradled panel
81 x 100 x 1 cm
Museum # 1951.016
Signed:

Unsigned

Condition:

Severely damaged; cracquelure throughout; extreme paint loss in Madonna’s face, neck, hands, Christ’s
foot; severe to extreme paint loss in columns; wood panel visible around entire perimeter of painting
(most recent conservation work completed in 1982 by the J. Paul Getty Museum Conservation
Laboratory)

Literature:

Parke-Bernet Galleries, Inc., Dutch and Flemish Old Masters, Italian Renaissance Paintings from the
Collection of Baron and Baroness Raoul Kuffner de Dioszegh (auction catalogue), 18 November 1948,
45, no. 57 (as Follower of Lippi); Burton B. Fredericksen and Federico Zeri, Census of Pre-Nineteenth
Century Italian Paintings in North American Public Collections, 1972, p. 107 (as Follower of Lippi);
Laurie Fusco, “An Unpublished ‘Madonna and Child’ by Fra Filippo Lippi,” J. Getty Museum Journal 10
(1982): 1-16; Elisabeth Mention, “Conservation Report on the ‘Madonna and Child’ by Fra Filippo
Lippi,” J. Getty Museum Journal 10 (1982): 17-20; Ruda, 1993, p. 77, pl. 35, p. 380, cat. 13, plates 212213

Provenance:

Baron Raoul Kuffner, Dioszegh, Hungary 8
Parke-Bernet Galleries, Inc., New York, NY, 1948 (as Follower of Lippi)
Richard A. and Winifred K. Hudnut
Gift of Mrs. Richard A. Hudnut in 1951

During his lifetime, Fra Filippo was probably as famous for his scandalous lifestyle as he was for his lyrical
paintings. Born into a poor family and orphaned at an early age, he was left in the care of the Carmelite monastery of
Santa Maria del Carmine when he was only eight years old. He took vows in 1421, but later events indicate that he was
not born to the cloth because his dalliance with Lucretia Buti, 9 a nun in an Augustinian convent, 10 resulted in two children
7

This date is suggested by Jeffrey Ruda (Fra Filippo Lippi. Life and Work with a Complete Catalogue [New York: Harry N. Abrams, 1993] 380).

8

I sincerely thank Lydia Dufour at the Frick Collection Art Reference Library in New York for her diligent efforts in locating all sales catalogues for
the Kuffner art collection.
Based on the introductory note in the Parke-Bernet auction catalogue, it can be assumed that this panel painting was added to the Kuffner
art collection by Baron Raoul’s father Karl Kuffner. Baron Raoul Kuffner removed the collection from his castle over the course of eight years (from
1930 to 1938) and finally brought it to the U.S. in 1940. Items from the Kuffner collection were auctioned off from 1948 until 1951
9

Fra Filippo declaring himself on bended knee to Lucretia is the topic of a romantic painting dated 1822 by Paul Delaroche (Ruda 11, pl. 2).

10

This despite the fact that Colnaghi describes Fra Filippo as “...neither a handsome nor apparently a prepossessing man” (a verifiable comment
because the frate included himself in the Barbardori Altarpiece [Fossi 17, pl. 14]), and 30 years Lucretia’s senior. While early sources like Colnaghi
state that Fra Filippo’s patron Cosimo de’ Medici stepped in and was able to wangle a release from his vows and arrange the marriage of the frate and
Lucretia (Sir Dominic E. Colnaghi, Colnaghi’s Dictionary of Florentine Painters from the 13th to the 17th Centuries [rpt.; Florence: Archivi
Colnaghi, 1986] 152), the most recent monograph points out that no reliable documentation exists to support this claim (Ruda, 1993, 40).
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born out of wedlock. Filippo suffered constant financial difficulties, had to placate unsatisfied clients, and was even
accused of forgery. Nonetheless, his list of patrons reads like a Who’s Who in Florence and includes, aside from the
Medicis, 11 secular and sacred institutions as well as illustrious families. 12
The panel was heavily overpainted when it entered the UMFA’s collection. It was stored for a number of years in
the basement of the museum before Burton Fredericksen of the J. Paul Getty Museum suggested that it might be a work
by Fra Filippo Lippi. After conservation by the Getty Museum’s conservation laboratory, it now reveals the features
typically found in Fra Filippo’s works--earthy figure types modeled as much by color and chiaroscuro as by line;
architectural settings that often include marbleized columns; strong, vibrant colors--all infused with intensity of feeling
and psychological drama.
In her article on the restoration of this panel painting, Laurie Fusco speculates that Fra Filippo may have been
commissioned to create the UMFA’s work for a specific location in a building, perhaps over a doorway in the Palazzo
Vecchio. 13 What speaks in favor of this supposition is not only the shape of the lunette, whose rounded sides are slightly
different, but it also explains some of the damages to the panel that were discovered during conservation, like candle
burns on either side of the Virgin’s head or her burned hand, which would have been caused by candles burning to light
either a doorway or a niche.
Fra Filippo was undoubtedly familiar with the work of a number of great artists working in Florence in the early
years of the fifteenth century who experimented with new ideas, foremost among them the painter Masaccio and the
sculptor Donatello. 14 Masaccio’s “brutal naturalism,” 15 modeling of figures, and employment of the newly discovered
laws of perspective, and Donatello’s intense realism and psychological drama offer compelling evidence of a new artistic
trend--a rejection of Gothic sources and a rediscovery of classical ideals and forms. Fra Filippo’s three-dimensional
figures, use of light, color, and perspective show that he absorbed and reworked these ideas to create his uniquely personal
style. His ability to “humanize” divine mysteries without irreverence, technical innovations aside, made him one of the
most sought-after fifteenth-century masters, “overwhelmed with commissions.” 16
The figure of the Christ Child in the UMFA’s panel painting is the best-preserved, hence the most compelling
argument for giving this work to Fra Filippo. As Fusco points out, the manner in which the head is painted--curly locks,
chubby cheeks, a button nose--is standard Lippi fare and remarkably similar to the child in the so-called Tarquinia
Madonna painted in 1437. What Fra Filippo also often includes in his paintings are marbleized columns, as he does here
as well as in the Barbadori Altarpiece (begun 1437) or in the Madonna and Child in the Medici Riccardi Palace in
Florence, to cite other examples. The child’s finger-to-the-mouth gesture is a device also employed repeatedly by Fra
Filippo; other examples are the panel painting of the Adoration in the Woods (late 1450s) at the Dahlem Museum in
Berlin or the Adoration of the Child at the Uffizi in Florence. The shallow architectural background is similar to, although
11

That the frate’s ignominious behavior was of not very great concern to his patrons is evident from a comment supposedly by Cosimo de’ Medici
who excused Fra Filippo with the words, “Rare geniuses in their excellence are heavenly forms, not carters’ donkeys” (qtd. in Ruda, 1993, 30).

12

For a list of patrons, see Fossi, Gloria. Filippo Lippi (Florence: Scala, 1989) 6-10.

13

To support this assumption, Fusco (16, n. 39) cites Vasari who describes a Madonna and Child Fra Filippo painted for the Magistrato degli Otto in
the Vecchio Palace.
14

Colnaghi (150) restates earlier sources when he speculates that Fra Filippo may even have studied with Masaccio from 1426 to 1427, when the
latter was commissioned to create a fresco series in the Brancacci Chapel in the Carmine church of Fra Filippo’s order.

15
16

Frederick Hartt, History of Italian Renaissance Art: Painting, Sculpture, Architecture, 3rd ed. (Englewood Cliffs, NJ: Prentice-Hall, 1987) 183.
Hartt 205.
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less elaborate than, the architecture in the Madonna and Child panel of the Medici Riccardi Palace. The setting almost
hems in the figures and dictates a specific eye-level position for the observer.
Regardless of his personal idiosyncracies, Fra Filippo achieved lasting fame as one of the great fifteenth-century
masters. 17 Not only was he lauded during his lifetime and mentioned in one breath with Masaccio, Andrea del Castagno,
and Fra Angelico, 18 he was also honored by being buried in a red and white marble tomb located at the main entrance to
the Spoleto cathedral, 19 a location usually reserved for high ecclesiastics and potentates. 20 Twenty years later, the Medicis
commissioned Fra Filippo’s son Filippino (trained by his father, and a superb painter in his own right) to design an
impressive marble wall tomb, still extant in the Spoleto cathedral. The tomb is embellished with an epitaph that
summarizes Fra Filippo’s accomplishments:
Here in this place do I, Filippo, rest
Enshrined in token of my art’s renown
All know the wondrous beauty of my skill
My touch gave life to lifeless paint, and long
Deceived the mind to think the forms would speak
Nature herself, as I revealed her, owned
In wonderment that I could match her arts
Beneath the lowly soil was I interred
Ere this; but now Lorenzo Medici
Hath laid me here within this marble tomb. 21
Bibliography: Ulrich Thieme and Felix Becker, Allgemeines Lexikon der Bildenden Künstler von der Antike bis zur
Gegenwart, 1907-50, vol. 23, pp. 271-274; E. Bénézit, Dictionnaire Critique et Documentaire des
Peintres, Sculpteurs, Dessinateurs et Graveurs, 1966, vol. 5, pp. 597-598; Bernard Berenson, Italian
Pictures of the Renaissance: A List of the Principal Artists and their Works with an Index of Places:
Florentine School, 1968, vol. 1, pp. 111-114; Federico Zeri and Elizabeth E. Gardner, Italian Paintings.
A Catalogue of the Collection of The Metropolitan Museum of Art. Florentine School, 1971, pp. 82-92;
Federico Zeri, Italian Paintings in the Walters Art Gallery, 1976, pp. 72-74; Christopher Lloyd, A
Catalogue of the Earlier Italian Paintings in the Ashmolean Museum, 1977, pp. 100-102; Jeffrey Ruda,
“Filippo Lippi Studies: Naturalism, Style and Iconography in Early Renaissance Art,” diss., 1979; Cole,
1983; Colnaghi, 1986 (rpt.), pp. 150-153; Hartt, 1987, pp. 214-220; Fossi, 1989; John T. Paoletti and
Gary Radke, Art in Renaissance Italy, 1997

17

Famous not only for his works, but also for the pupils he trained, the most prominent being Sandro Botticelli (1444-1510).

18

Art critic Cristoforo Landino, writing in 1480, after discussing the virtues of these masters, said of Fra Filippo: “...Fra Filippo was exceedingly
gracious, rich, and skilful; he was outstanding at composition and variety, at colouring, at relief, at enrichments of every sort, especially either
imitated from nature or made up” (qtd. in Ruda 309).
19
20
21

Where he was engaged in painting a fresco cycle of events from the life of the Virgin Mary when he died.
Ruda 43.
Translation from the Latin by George Bull, cited in Fossi 19.
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Plate 4.

Fra Filippo di Tomaso Lippi (Florence ca. 1406-1469 Spoleto), Madonna and Child, mid-1430s
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Catalogue 5
Unknown Italian
Saint Cecilia, late 15th century
Polychrome tempera and gold leaf on wood
45.5 cm high, including pedestal
Museum # 1954.019
Signed:

Unsigned

Condition:

Extensive cleavage, chipping, losses, insect damage and cracking throughout; inpainting in forehead,
neck, hand playing the organ, and drapery; illegible fragments of labels on underside of pedestal

Provenance:

L. Boyd and Anne McQuarrie Hatch
Gift of Mr. and Mrs. L. Boyd Hatch in 1954

This half-length sculpture of St. Cecilia was originally a full-length statue, cut down because of heavy damage. 22
St. Cecilia is mentioned for the first time in sixth-century documents. She was born in the second century A.D. to an
aristocratic Roman family. Despite dedicating her life to Christ and her vow of chastity, she was married to Valerian, a
Roman nobleman. However, she persuaded him to sexual abstinence and eventually converted him and his brother to
Christianity. Both men were later executed by the Roman governor for teaching the Christian faith. St. Cecilia met with a
worse fate--the first attempt to execute her by suffocation failed. The second attempt, execution by beheading, left her
injured, and she survived for three days before succumbing to her wounds.
The anonymous sculptor of the UMFA’s statue was remarkably successful in creating a solid figure that is
emphasized by the curved drapery covering the torso. St. Cecilia’s garments are beautifully decorated with a brocade
pattern, which is repeated in a slightly more simplified manner in the decoration around the pedestal. Her left hand holds
a portable pipe organ that rests on a book. She plays the organ with her right hand, with two fingers delicately raised. Her
head is elegantly inclined, and her far-away facial expression indicates that she is listening to music. Popular legend has it
that St. Cecilia could play any instrument--she is, in fact, credited with inventing the organ and dedicating it to God--and
could hear angels sing. 23 Appropriately, she is the patron saint of music and musicians.
Polychromed sculptures, whether made from marble, stone, clay, or wood, enjoyed great popularity until the later
fifteenth century, 24 when popular taste changed and unpainted sculptures were preferred. By the time Michelangelo
22

Deborah Strom Gibbons, whose doctoral dissertation is an illuminating discourse on Tuscan wood sculpture, wrote a compelling response to my
inquiry, for which I sincerely thank her. Gibbons authenticates St. Cecilia as a cut-down late fifteenth-century northern Italian work, although she
cautions that it could also be Bavarian, with some elements reminiscent of Tilman Riemenschneider’s (ca. 1460-1531) style. As Gibbons explains,
after eliminating the lower, damaged portion, “the base was manufactured and attached, gesso was applied over the join, and damage-imitating paint
was applied. There is no chance that the sculpture was originally in bust form. There are no reliquaries of this type” (letter to the author 10
December 1998).
The UMFA was also given a companion piece to this cut-down sculpture, depicting Saint Catherine of Alexandria (Museum # 1954.020), a
clever modern copy with the same coloring and naturalistic facial features, clothing with similar designs that are draped alike, with the same pedestal
and of the same height. Again, I am obliged to Deborah Strom Gibbons for her expert opinion. She identified this sculpture as “a complete
fabrication...[the forger] copied the face of Cecilia entirely and did not hollow out the rear... He straightened out the angle of Cecilia’s head but did
not bother to change the features...The pair would have been quite appealing and decorative to collectors” (letter to the author 10 December 1998).
23

Ferguson 112.

24

However, their popularity does not extend to conservators to whom they are a challenge because the sculptures are a “marriage of incompatible
materials...” (Linda S. Roundhill in Caroline Bruzelius et al., The Brummer Collection of Medieval Art [Durham and London: Duke University
Press, 1991] 14). As Roundhill explains, the composite layer consisting of gesso, paint, gilding, bole, and leafing is “inflexible,” whereas the wood
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created his famous marble sculptures based on rediscovered Greek and Roman models, production of painted sculptures
had declined considerably, and sophisticated patrons aware of the discovery of classical statues now demanded unpainted
statuary.
Wood sculptures were made almost exclusively for interior use because of climatic conditions. Materials and
methods appear to have been the same all over Europe, with sculptors and painters collaborating. Just like sculptors
working in stone or bronze, the first step for the wood sculptor was to create a clay model. 25 The sculptor would then
choose the billet, a thick piece of dried hardwood that would be hollowed out to prevent surface splits. 26 Depending on
the size of the sculpture, the billet may have consisted of several pieces glued together to create the necessary depth.
Hands and head were generally carved from separate pieces of wood and then joined to the torso of the statue. Often, the
sculptor would also gesso the wood, either to hide imperfections in the wood, in the carving, or to emphasize certain
features. The statue was then delivered to the painter for painting, gilding, and varnishing. 27 Sometimes, sculptures were
signed by both sculptors and painters.
Although some portrait busts exist, most wood sculptures were created for religious purposes. Patron saints of
churches were displayed in niches or enclosed in elaborately decorated tabernacles specifically designed for those
sculptures; unfortunately, there seem to be no extant examples. 28 Sculptures of saints were also used in church
ceremonies like passion plays or processions, 29 and frequent use of the sculptures often resulted in loss of pigment.
Repainting them, to make them again fit to be seen in a religious ceremony, was common practice. 30 In fact, trecento to
cinquecento Italians often did more than that since they believed that holy statues, as representations of powerful spirits
who had the ability to grant supplicants’ wishes, deserved to receive gifts for their efforts. Offerings by the devout ran the
gamut from clothing and candles to items made from precious materials. 31
Bibliography: Wilm, 1923; Enzo Carli, Mostra della antica scultura lignea senese: Palazzo Pubblico di Siena (exhibition
catalogue), 1949; John Pope-Hennessy, “An Exhibition of Sienese Wooden Sculpture,” Burlington
Magazine 91.360 (Nov. 1949): 323-324; Carli, La Scultura Lignea Italiana dal XII al XVI secolo, 1960;
Ferguson, 1961; Trexler, Studies in the Renaissance 19 (1972): 7-41; James Hall, Dictionary of Subjects
and Symbols in Art. rev. ed., 1979; Strom, 1979; Arnulf von Ulmann, Bildhauertechnik des
expands or contracts depending on humidity. This creates an extremely unstable combination of materials that generally results in considerable
deterioration of the polychrome layer.
25

Hubert Wilm, Die Gotische Holzfigur. Ihr Wesen und ihre Technik (Leipzig: Verlag Klinkhardt & Biermann, 1923) 12-14.

26

It is evident that the sculpture of St. Cecilia was hollowed out and the hollow then covered with a panel, supporting Gibbons’s claim that St.
Cecilia initially was a full-length statue. A bust-size sculpture would not need to be hollowed out.
27

Deborah Strom, “Studies in Quattrocento Tuscan Wooden Sculptures” (diss., Princeton University, 1979) 2-7. Wilm (50-51) discusses at length
the work of the painter--”much more complicated and protracted [than that of the sculptor]”--and includes gessoing as a painter’s task.
28

Strom (15) mentions documents like payments to wood carvers and inventories to support this assumption, but also writes that these elaborate
concoctions “...went totally out of fashion by the cinquecento when Gothic church interiors were being modernized in most cities.”

29
30

“...for their legendary miraculous powers or their function as cult images” (Strom 17).
Carl Brandon Strehlke, “Siena: Painted wood sculpture (Pinacoteca Nazionale),” Burlington Magazine 129.1015 (Oct. 1987): 693.

31

In his discussion of miracles performed by Our Lady of Impruneta or Nostra Donna, Richard C. Trexler cites a writer who recorded in 1511 that
the saint “...received eight very rich coats, many chasubles and altar frontals and cloth pieces, twenty in number; there were ninety white and yellow
tapers, and one lovely silver cross,” all given by grateful Florentines whose requests had been granted (“Florentine Religious Experience: The Sacred
Image,” Studies in the Renaissance 19 [1972]: 16).

28

Spätmittelalters und der Frührenaissance, 1984; Strehlke, Burlington Magazine 129.1015 (Oct. 1987):
693-695; Enrico Castelnuovo et al., Imago Lignea. Sculture lignee nel Trentino dal XIII a XVI secolo,
1989; Ferguson, 1989; Alban Butler, Lives of the Saints, 1883, 1990 (rpt.)
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Plate 5.

Unknown Italian, Saint Cecilia, late 15th century
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Catalogue 6
School of Andrea Mantegna (Padua 1431-1506 Mantua)
Entombment with Three Birds, ca. 1500
Engraving on laid paper
42.8 x 35.4 cm image size
Museum # 2005.7.2
Imprinted:

In image unidentified marks at lower-left and lower-right corners
On verso: Upper-right corner in blue ink B. 2; lower-left corner a partial circular stamp; in pencil B. 2 and
Mantegna fecit; lower-right corner in pencil the number 78082

Condition:

Cut to the image; slight scattered foxing

Literature:

Bartsch 2; Hind 11

Provenance:

E. Frank Sanguinetti
Purchased with funds from the Wilma T. Gibson Unitrust, the Aurelia Bennion Cahoon Fund, and the
John Preston Creer and Mary Elizabeth Brockbank Creer Memorial Fund

The Entombment with Three Birds is an unsigned and undated print. There is no inscription nor are there any
numbers other than collectors’ marks on verso. There are, however, unusual geometric figures in the four corners of the
plate. 32 Regardless of conflicting opinions in terms of attribution to a specific artist, 33 this engraving is certainly based on
the work of Andrea Mantegna.
Mantegna was among the first Italian artists of any stature to explore the medium of engraving which was in its
infancy in the second half of the fifteenth century. His early training is thought to have been influenced by seeing the
work of the sculptor Donatello who was active in Padua from 1443 to 1453. 34 Mantegna’s appreciation for sculptural
forms is clearly reflected in his art. The three-dimensional figures in his prints were created by the use of gradated
parallel-hatched lines. As a novice to this new art form, Mantegna had not yet discovered that cross-hatched lines could
produce even more depth, volume, and tonal qualities. This technique was to be explored and systematized by
Marcantonio Raimondi in the sixteenth century.
Most scholars believe that Mantegna’s engravings date from the mid-1460s to the early 1470s which suggests that
he became interested in engraving early in his career. He apparently used engravings to solve artistic problems and did
not exploit the medium for its reproductive possibilities. Several factors favor this theory. First, because he used the
32

According to Arthur M. Hind, these marks appear on some, but not all, impressions, and similar marks are also found on other prints by Mantegna
(Early Italian Engraving. A Critical Catalogue with Complete Reproduction of all the Prints Described [Nendeln, Liechtenstein: Kraus Reprint,
1978] 20, cat. 11). David Landau suggests that these marks ensured the consistent transfer of the image from the preparatory drawing to the plate.
The procedure involved the tracing of the drawn image on to a sheet of transparent carta lucida paper which could then be reversed and transferred to
the copper plate that had been prepared with a thin layer of wax. This had two advantages--the artist could reproduce the image on the plate without
reversing it and at the same time retain the original drawing undamaged (Landau, David, and Peter Parshall, The Renaissance Print 1470-1550 [New
Haven and London: Yale University Press, 1994] 112).
33

Both Hind and Adam Bartsch attribute this engraving to the School of Mantegna (Hind 11; Bartsch 2). In 1992, a reassessment of Mantegna’s
work resulted in an attribution to Giovanni Antonio da Brescia (active ca. 1490-ca. 1520), a student of Mantegna (Jane Martineau, ed., Andrea
Mantegna [Milan: Olivetti, 1992] 185, cat. 30).
34

During those years Donatello was working on completing three major sculptural commissions in Padua: the equestrian monument to the
condottiere Erasmo da Narni, known as the Gattamelata, and the high altarpiece and crucifix for the basilica of Sant’ Antonio (Martineau 94).
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drypoint technique, he could not make many prints from each plate. This method produces incised lines that have a ragged
edge or burr which, when printed, create very soft, velvet-like impressions. Only a small number of prints can be pulled
from a drypoint plate before the burr wears down and this effect is lost. Second, many of his early engravings are
unfinished which seems to indicate that he engraved the plates himself. Had a professional engraver worked for him, it is
likely that he would have completed the job for which he had been hired, whereas an artist might be inclined to leave a
plate unfinished if it did not meet his expectations. 35 Third, the size of his engravings is exceptionally large for that time
when religious prints intended for devotional purposes were small because they were often collected and pasted into
books. 36
Mantegna’s name was well-known to the cognoscenti of his time. He was recognized by Baldassar Castiglione as
one of the five most important contemporary artists, 37 and he is credited by Giorgio Vasari in 1550 with the invention of
engraving in the first edition of The Lives of the Most Eminent Painters, Sculptors and Architects. 38 Mantegna’s work
was not only appreciated by important members of Italian art circles but also had an impact on northern artists. Albrecht
Dürer paid tribute to Mantegna in 1494 by drawing, almost line for line, his prints The Battle of the Sea Gods and The
Bacchanal with Silenus. 39 Mantegna’s art continued to influence artists well into the seventeenth century. 40
As a subject in art, the earliest entombment depictions appear in ninth-century illuminated Byzantine psalters. 41
The popularity of this topic increased from that time onwards, reaching a peak at the end of the fifteenth century and
declining every century thereafter. The story of the entombment is told in the New Testament by all four evangelists. In
Mantegna’s Entombment with Three Birds the mourners include a group of three beautifully foreshortened women in the
foreground--the Virgin Mary in the center who has fainted; Mary, the mother of Zebedee’s children, on the proper-right
side of the Virgin; and, to the proper-left of the Virgin, Mary Magdalen who embraces and supports her. Two other holy
women are weeping over the dead Christ. Also present are the Apostle John with his back to the viewer, Joseph of
Arimathaea, the Roman soldier Nicodemus who is stepping onto the plateau as he looks at the sarcophagus, and another
man whose head is visible between the legs of the soldier.
Even though the gospels by all four evangelists include the same attending figures, artistic interpretations of this
scene could differ considerably, given the vague description of the setting. 42 Yet there are some remarkably consistent
factors that appear in most artists’ versions of the entombment. Traditionally, the figures of Joseph and Nicodemus bear
the body of Christ. Joseph of Arimathaea, described as a counselor, a good man and a disciple, is considered the more
35

In the past scholars have disagreed as to whether Mantegna executed his own engravings or hired a professional, but a document in the Mantuan
archives of 1475 indicates that Mantegna was looking for a professional engraver to execute his designs, implying that he was personally involved in
the process of engraving (Martineau 45).
36
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See Martineau 44-54 for a discussion of Mantegna as a printmaker.
The Book of the Courtier, trans. George Bull (New York: Penguin Press, 1967) 82.
Martineau 45.
Martineau 54. See cat. 7 for a partial reproduction of The Battle of the Sea Gods by another German master.

40

For example, evidence of Rembrandt van Rijn’s appreciation of Mantegna’s prints is manifested by an item in his household inventory of 1656, a
“precious book of Andrea Mantegna” (Martineau 40).
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William Forsyth, The Entombment of Christ. French Sculptures of the Fifteenth and Sixteenth Centuries (Cambridge: Harvard University Press,
1970) 5.
42

Hall 113-114.

32

important of the two men and usually appears at the head of Christ. Nicodemus, who is mentioned only in the gospel of
Luke, was a Pharisee and a member of the Sanhedrin who came to Christ by night for instruction. He takes the place of
lesser importance at the feet of Christ. The head of Christ is traditionally pictured on the viewer’s left. The Roman
soldier entering the scene on the right would have had a special meaning for Mantegna’s patron Marquis Lodovico
Gonzaga, head of the court of Mantua. According to legend, a Roman soldier named Longinus brought to Mantua a relic
of the blood of Christ which was stored under the high altar in the church of Sant’ Andrea. 43
Two of the engravings accepted by most scholars as autograph works by Mantegna are depictions of the
entombment--the Entombment with Four Birds (Mantegna’s first engraving, ca. 1465) which served as a prototype for the
museum’s print, and another “horizontal” Entombment (early 1470s). 44 Both are thought to have derived from a lost
drawing by Mantegna. In the artist’s earliest engraving of this subject, Mantegna has set the figures before a rocky
outcropping; in the distance on the right three crosses are erected on a hilltop. A plaque above the central cross bears the
inscription INRI. Much like the museum’s print, the mourners’ emotional reaction to the event is a counterpoint to the
prostrate Virgin whose weighty body imitates that of her dead son as he is laid into the sarcophagus. The museum’s
engraving differs from its prototype not only in the number of birds included, but also in the omission of the inscription
INRI above the central cross and the use of diagonal instead of vertical lines to shade the crosses.
In 1992, when a thorough review of the paintings, drawings, and engravings of Mantegna was completed for an
exhibition at the Royal Academy in London and at the Metropolitan Museum of Art in New York, the authors of the
catalogue attributed the Entombment with Three Birds to Giovanni da Brescia. He most likely joined Mantegna’s
workshop in the 1490s and, under the supervision of the master, started copying prints that Mantegna had made twenty
years earlier. Da Brescia eventually left Mantegna’s workshop with highly developed skills as an engraver but not with
any plates; they would have remained in the possession of Mantegna. It is thought that da Brescia moved to Milan in
hopes of establishing a collaborative relationship with Leonardo da Vinci (1452-1519). No record exists supporting the
execution of this plan. It seems very likely, however, that Leonardo would have met Mantegna when he visited the
Gonzaga court at Mantua in 1499 and produced the drawn portrait of Isabella d’Este that is now in the Louvre. An
intriguing print entitled Portrait of Andrea Mantegna(?), also known as Old Man in a Cap, may serve as a visual link
between Mantegna, Leonardo, and da Brescia. According to the Royal Academy catalogue, this engraving is a portrait of
Mantegna “very probably” drawn by Leonardo and engraved by da Brescia. 45
M. S.
Bibliography: J. D. Passavant, Le Peintre-Graveur, 1864; Thieme and Becker 1907-1950, vol. 24, p. 38; Arthur M.
Hind, A History of Engraving and Etching from the 15th Century to the Year 1914, 3rd ed., 1923, pp. 5557; Giuseppe Fiocco, L’Arte di Andrea Mantegna, 1927; Tietze-Conrat, 1955; Ettore Camesasca,
Mantegna, 1964; Bénézit, 1966, vol. 5, pp. 756-758; Castiglione, trans. George Bull, 1967; Forsyth, 1970;
n.a., Early Italian Engravings from the National Gallery of Art, 1973; Hind, 1978 (rpt.); Vasari, The Lives
of the Most Eminent Painters, Sculptors and Architects, trans. Gaston du C. de Vere, vol. 1, 1979; Walter
L. Strauss, ed., The Illustrated Bartsch, 1980, vol. 25; Ronald W. Lightbown, Mantegna. With a
Complete Catalogue of the Paintings, Drawings, and Prints, 1986; Martineau, 1992; Landau and Parshall,
1994
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E. Tietze-Conrat, Mantegna (London: Phaidon Press, 1955) 242.
An Entombment with Three Birds, in reverse, is attributed to the Master of 1515 (?) (Martineau 187, cat. 31).
Martineau 91-92, cat. 2 a, b.
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Plate 6.

School of Andrea Mantegna (Padua 1431-1506 Mantua), Entombment with Three Birds, ca. 1500
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Catalogue 7
Daniel Hopfer (Kaufbeuren ca. 1470-1536 Augsburg), German
Battle between Two Tritons, after Andrea Mantegna (Padua 1431-1506 Mantua)
Etching on laid paper
14.9 x 23.2 cm image size
Unidentified watermark
Museum # 2005.7.1
Imprinted:

In image bottom center the letters D and H, separated by a symbol for a hop plant

Condition:

Cut to the image; slight scattered foxing; small loss top-center close to edge; small tear upper-right along
edge; minor abrasions along right and bottom edge; on verso glue line along top; remnants of tape upperright and upper-left corners

Literature:

Bartsch 48

Provenance:

E. Frank Sanguinetti
Purchased with funds from the Wilma T. Gibson Unitrust, the Aurelia Bennion Cahoon Fund, and the
John Preston Creer and Mary Elizabeth Brockbank Creer Memorial Fund

The Battle between Two Tritons as presented by German printmaker Daniel Hopfer is an etched copy of only the
right half of a two-sheet horizontal engraving entitled Battle of the Sea Gods that Andrea Mantegna created in the 1470s. 46
One of the most obvious aspects that Hopfer altered is the tail of the sea god on the left which he contains within the
border of his print while in Mantegna’s original it is carried over into the composition on the left sheet.
The entire battle scene has been interpreted as an allegory of envy. 47 In the left portion of his engraving,
Mantegna depicts Envy as an emaciated old woman with long pendulous breasts. She stands to the left on the back of one
of the monsters and holds a plaque inscribed with her name. 48 Artistic envy was one of Mantegna’s less-appealing
personal qualities which manifested itself in his difficulties with more than one of his associates--he sued his master
Squarcione and quarreled with Zoan Andrea and Simone da Reggio for plagiarizing his engravings. 49
Hopfer was the first in a line of a family of etchers that included his sons Hieronymus and Lambert. He is
credited with being the first printmaker to create etched prints, 50 but his reputation has been eclipsed by his multi-talented
compatriot Albrecht Dürer (1471-1528). Hopfer probably began his experimentation with the etching medium by creating
46
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Hopfer also produced a separate copy of the left half of Mantegna’s engraving (Hollstein 55).
See Michael Jacobsen, “The Meaning of Mantegna’s ‘Battle of the Sea Monsters’,” Art Bulletin 64.4 (Dec. 1982): 623-629.
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According to Jacobsen (625-626), the battle involved the Telechines, a race of sea monsters who lived at Rhodes and were noted as sculptors,
sorcerers and maligners. They were known to quarrel with rival artists and were described as being particularly envious and spiteful. The most
complete account of the Telechines comes from Strabo’s Geography. The story of the Telechines would have been well-known to Mantegna because
a translation of the Geography manuscript was illuminated in the workshop of the court at Mantua shortly after Mantegna arrived there to serve under
his patron Lodovico Gonzaga.
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Martineau 48, 51, 99.
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Thieme and Becker (vol. 17, 474) comment that he most likely was the first artist to see the possibilities of using the etching medium (with which
he was familiar as an etcher of weapons) for making graphic art.
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impressions on paper of his ornamental designs for armor. It is unclear whether he actually etched the armor himself or
gave his designs to professionals who completed the manual process. Many of his etchings suggest that he made plates
first and printed them so that the craftsmen could see accurate copies of his designs. Unique characteristics of Hopfer’s
plates are their thinness and very slight signs of rusting, largely due to his work with an iron alloy used in the creation of
armor. After he began working in Augsburg for Maximilian I (1459-1519), Hopfer advanced from making designs for
armor to printmaker, making prints of a variety of subjects, from portraits and folklore scenes to biblical and allegorical
topics. 51 The museum’s Battle between Two Tritons bears the typical Hopfer signature in the lower center of the print, the
artist’s initials D H which enclose a symbol that can be interpreted as either a pinecone, from the coat of arms of the city
of Augsburg, or a hop blossom, a pun on the family name.
M. S.
Bibliography: Thieme and Becker 1907-1950, vol. 17, 474-477; Hind, Arthur M. A Short History of Engraving &
Etching, 1908; Hind, 1923; Tietze-Conrat, 1955; Bénézit, 1966, vol. 4, p. 757, vol. 5, pp. 756-758; Hind,
1978 (rpt.), vols. 5, 6; Strauss, ed., 1980, vol. 25; Strauss, ed., 1981, vol. 17; Jacobsen, Art Bulletin 64.4
(Dec. 1982): 623-629; Falk Tillman, ed., Hollstein's German Engravings, Etchings, and Woodcuts 14001700. Vol. 15. Elias Holl to Hieronymus Hopfer, 1986, pp. 33-34, 84-85; Martineau, ed., 1992, pp. 285290, cats. 79-81; Turner, ed., 1996, vol. 14, pp. 747-748
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Jane Turner, ed., The Dictionary of Art, vol. 14 (New York: Grove, 1996), 747.
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Plate 7.

Daniel Hopfer (Kaufbeuren ca. 1470-1536 Augsburg), German, Battle between Two Tritons, after
Andrea Mantegna (Padua 1431-1506 Mantua)
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Catalogue 8
Polidoro di Bartolomeo (active Perugia 1457-1483 Perugia)
Crucifixion with Saints (Virgin Mary, Mary Magdalen, St. John the Apostle, St. Francis of Assisi, and St. Anthony of
Padua), ca. 1480?
Fresco transferred to canvas
262 x 257 cm sight size
Museum # 1984.088
Signed:

Unsigned

Condition:

Paint losses throughout; marked abrasions, cracks, and areas of discoloration (from water?) throughout; a
6-1/2-cm indentation center-left

Literature:
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Filippo Todini, La Pittura Umbra dal Duecento al primo Cinquecento, 1989, vol. 2, p. 355, pl. 800
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Goldfield, ca. 1967
Dan Olson, Tivoli Gallery, Salt Lake City, UT, 1976
Garner D. Irvine, ERA Antiques, Salt Lake City, UT, 1984
Partial gift of Garner D. Irvine, with additional funds from LaReta Creer Kump, in 1984

Before the publication of Filippo Todini’s comprehensive monograph on Umbrian paintings, this fresco was
presumed to have been painted by an anonymous Master of the Marches working in the manner of Matteo da Gualdo
(active 1462-1507). Todini unequivocally gives this fresco to Polidoro di Bartolomeo who was one of the masters
working in the town of Foligno in Umbria, the province adjacent to the Marches. Foligno artists were presided over by
the “patriarch of the School of Foligno,” 53 Polidoro’s father and teacher Bartolomeo di Tommaso da Foligno (active 1425
to 1454). The eccentric manner of Bartolomeo permeates the work of Foligno’s artists, and his sphere of influence
extended to Gualdo Tadino where Matteo da Gualdo created works of art in Bartolomeo’s “exaggerated and caricaturelike style.” 54 This, of course, explains the fresco’s previous attribution. When an early writer discusses the work of
Matteo, he could be describing Bartolomeo’s or Polidoro’s manner when he writes, “characteristic... are the sharply
52

I gratefully acknowledge the assistance of Mr. Hoyt Fields, Chief Curator at Hearst Castle, who initiated a search of old files that unearthed this
provenance information.
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Thieme and Becker, vol. 2, 577.
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Emil Jacobsen, Zur Kunstgeschichte des Auslandes. Heft 107. Umbrische Malerei des vierzehnten, fünfzehnten und sechzehnten Jahrhunderts
(Strassburg: J. H. Ed. Heitz & Mündel, 1914) 29.
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defined wooden facial features with the long noses and the very small mouth, with raised very thin eyebrows, as well as
the ugly...draperies that conceal the body...” 55 But the idiosyncratic manner that Bartolomeo passed on to his pupils and
followers also has what Federico Zeri calls a “peculiar charm and originality.” 56
According to the Bible (John 19:25-27), Christ on the cross is attended by his mother, the Virgin Mary, her sister
Mary Cleophas, Mary Magdalen, and the Apostle St. John. However, St. John is not identified by name, as are the other
saints, but only as “...the disciple whom he [Jesus] loved...” and whom he charged with looking after his mother. 57 The
fresco shows the Virgin Mary quietly grieving with hands folded in prayer, Mary Magdalen embracing the foot of the
cross, and St. John as an effeminate, beardless young man with flowing, curly hair. 58 Mary Cleophas is not included;
instead, the artist indulges in a quite “modern” conceit by including St. Francis of Assisi and St. Anthony of Padua. From
approximately the middle of the fifteenth century, Italian artists painted crucifixion scenes that include saints who lived in
later ages, as did Francis of Assisi (ca. 1182-1226) and Anthony, patron saint of Padua (1195-1231). Both wear grey
robes, tied with braided and knotted ropes. The three knots refer to the vows of the Franciscan order--poverty, chastity,
and obedience. St. Francis is identified by the stigmata on his hands. St. Anthony of Padua, who traveled from Portugal to
join the Franciscan order, holds a book in his right hand as a reference to his erudition, and a stem of white lilies that
symbolizes purity. 59 The inclusion of these saints may be a clue to the fresco’s original location; it may have been
commissioned for a Franciscan church or monastery.
Polidoro’s almost medieval style of painting is evident in the arrangement of the figures and in the focus on
religious narrative rather than on a credible earthly setting. There is a structural rigidity that belongs firmly to the Gothic
age and certainly does not reflect the major stylistic developments of the fifteenth century--three-dimensional weighty
figures that are firmly grounded, ordering of deep space through linear perspective, a naturalistic landscape. Here is no
attempt at perspectival ordering of the sharply-defined rocky ridges in the foreground in relationship to the strange coneshaped mountains and the milky sea. The landscape is actually quite unusual: from a stony fissured desert it is
transformed into a green mountainous region where crudely drawn figures and animals walk among treed hills, some of
them bearing structures on their peaks. From there the eye is led upwards to a watery expanse navigated by oared boats of
various sizes.
Polidoro’s antiquated manner continues with the placement of the saints. Except for Mary Magdalen, the saints
are carefully arranged parallel to the picture plane. The stiffly posed, elongated figures lack three-dimensionality– it
seems as though there is no substance to the bodies covered by the robes whose sharply-creased folds enhance the vertical
linear pattern created by the arrangement of the figures. The saints Francis and Anthony seem to be standing almost on the
tips of their toes rather than having firm contact with the ground. The saints’ stoical grieving is incongruent with the
harrowing event they witnessed. The stylized barren landscape surrounding the cross suits the chilling scene; but, as with
55

“Charakteristisch für Matteo sind die scharf geschnittenen hölzernen Gesichtszüge mit den langen Nasen und dem ganz kleinen Mund, mit den
hochgezogenen ganz dünnen Augenbrauen, sowie die hässlichen...Draperien, die das Körperliche verbergen...” (Jacobsen 28).
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Zeri, ... Walters Art Gallery, vol. 1, 161.
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The crucifixion is also described in the gospels of Matthew 27:33-56, Mark 15:22-41, and Luke 23:33-49, but only the gospel of John 19:17-37
mentions the attending saints standing by the cross. Matthew, Mark, and Luke write that many women, including Mary Magdalen, Mary Cleophas,
and Mary Salome (known as the Three Marys), viewed the scene from afar.
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This is the traditional depiction of St. John as an apostle. As St. John the Evangelist, he is always shown as an old man (Hall 174).
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The description of the fresco in the Los Angeles County Museum catalogue of 1954 identifies this figure as St. Dominic (1170-1221), a Spaniard
who founded the Dominican Order, travelled extensively throughout Europe, and died in Bologna. That St. Anthony of Padua is the correct choice is
evident by his clothing, which is of the Franciscan order. If it were St. Dominic, he would be wearing a white tunic covered by a scapular and a
black hooded cloak.
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the figures, the emphasis is on decorative order through repeating patterns--like the cone-shaped mountains--rather than
on a plausible panorama.
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Plate 8.

Polidoro di Bartolomeo (active Perugia 1457-1483 Perugia), Crucifixion with Saints (Virgin Mary, Mary
Magdalen, St. John the Apostle, St. Francis of Assisi, and St. Anthony of Padua), ca. 1480?
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Catalogue 9
Bartolomeo di Giovanni (active Florence 1465-1511 Perugia)
The Death of Saint Jerome, ca. 1490
Tempera on cradled poplar panel
41.8 x 24.8 cm
Museum # 1973.093
Signed:

Unsigned
On verso: On cradle upper-left and lower-center two round labels, each with the number 134-S; lowerright a label from Spencer A. Samuels & Company, Ltd., New York, NY; upper-center glued to the panel
a rectangular label stating SAMMLUNG FIGDOR 20; on second vertical brace from left an illegible
combination of letters and numbers (perhaps ZN679?); on panel and cradle five identical, but illegible
ink stamps

Condition:

Cracquelure throughout; minor abrasion on proper-right fold of cloak of standing monk; accretion below
hood on robe of kneeling monk in foreground
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Paintings of the XIV to XVI Century, March 8 to 30, 1933, no. 28.4

Initially known as Alunno de Domenico, a name assigned by Bernard Berenson in 1903 to the then-unnamed artist
of over sixty paintings, Bartolomeo di Giovanni has since been recognized as one of the versatile and prolific artists
working in late fifteenth-century Florence. An early writer calls his work “eclectic” because Bartolomeo’s style shows
60

Fahy places Theodor Schiff in Pisa, whereas the Parke-Bernet auction catalogue from 1940, Cassirer’s catalogue on the Figdor collection, and the
Detroit exhibition catalogue locate him in Paris.
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varying influences that are based most closely on the work of the master with whom he collaborated at the time. 61 Given
that workshop production made it necessary for artists to work in the manner of their master, it is hardly surprising that
Bartolomeo adjusted his style accordingly. 62 Bernard Berenson calls him an “impressionable painter” who “reveals
himself as a close follower of Ghirlandajo, with strong leanings towards Botticelli, and a liking for Piero di Cosimo’s
fanciful landscape.” 63
Bartolomeo and his younger brothers Gherardo and Monte had their own workshop from 1465 until 1476,
working on anything from cassones, or wedding chests, to banners, illuminated books, 64 panel paintings and frescoes. At
least Gherardo was well-connected socially: He counted Lorenzo de’ Medici, known as “The Magnificent,” among his
friends and patrons, 65 and secured commissions from Lorenzo for the brothers’ workshop, some of them for works in
mosaic, an ancient art that Lorenzo tried to revive. 66
In 1476, Bartolomeo left the workshop to join the large bottega of famous fresco painter Domenico Ghirlandaio
(1449-1494), 67 where he remained for approximately twenty years. 68 Domenico, prolific, popular, 69 and able to paint
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Van Marle 230. This writer discusses a number of Bartolomeo’s works in which influences of Botticelli, Ghirlandaio, Pinturicchio and Mainardi
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century from Botticelli to Ghirlandaio, Filippino Lippi and Piero di Cosimo, and in his later works, Perugino and Pinturicchio” (... Walters Art
Gallery, vol. 1, 100).
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[Aldershot, Eng.; Brookfield, VT: Ashgate, 1998] 167-168).
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Bartolomeo seems to have had a special affinity for book illumination, at which he excelled. As Berenson (18) puts it, “[Bartolomeo who] ...was
apparently incapable of producing on the scale of life a figure that can support inspection, who is feeble if vivacious,... was a book-illustrator
charming as few in vision and interpretation...” It follows that predella panels allowed Bartolomeo to showcase his particular talent for small-scale
work.
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That a painter could move in aristocratic circles is an example of the changing social status of artists in the Renaissance--from trained craftsman in
one of the mechanical arts at the beginning of the fifteenth century to the elevated position of a man of erudition who not only creates art for his
patron, but who also holds his own in intellectual debates of humanistic ideas that inform a work of art. On the changing status of the artist in the
fifteenth century, see “The Rise of the Artist,” Vincent Cronin’s lively, anecdotal discussion (The Florentine Renaissance [New York: E. P. Dutton &
Co., 1967] 147-167).
66
67

Fahy 32.
For Berenson (19), Bartolomeo’s “vivacity and lightness” is a perfect contrast to Domenico’s “too bourgeois gravity.”

68

Domenico is best-remembered for his exquisite fresco cycle in the Tornabuoni Chapel of the church of Santa Maria Novella, a monumental task
that required the assistance of his entire workshop, among them the thirteen-year-old Michelangelo (1475-1564) who was one of Domenico’s pupils.
As for secular paintings, Domenico’s sensitive characterization of an old man with his grandchild, on exhibit at the Louvre, is one of the “universally
loved” portraits (Hartt 347, colorpl. 49).
69

Hartt (342) calls him “...the leading personality in the Florentine School [at the end of the fifteenth century], if measured by the standard of worldly
success.”
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“pronto, presto e facile,” 70 was particularly sought after for painting frescoes and altarpieces. 71 Bartolomeo collaborated
with Domenico on several large commissions--of particular interest are the predella panels for Domenico’s Adoration of
the Magi altarpiece in the Ospedale degli Innocenti in Florence because one of the scenes shows a St. Jerome that is
remarkably similar to the UMFA’s panel. 72
Sometime in the early 1490s Bartolomeo left for Rome to work with Pintoricchio (ca. 1454-1513) on a
commission to decorate the Borgia apartments in the Vatican with a fresco cycle. After his stint in Rome, Bartolomeo
settled in Perugia, a logical choice since this was also where Pintoricchio had his studio. Bartolomeo is last recorded in
Perugia in 1511. 73
The UMFA’s panel of St. Jerome is part of a set of four panels of saints--the others are Augustine, Francis, and
Jerome once more, this time in his study. St. Jerome (342-420) was a scholarly man who traveled widely. 74 Pope
Damasus recalled him to Rome and raised him to the order of priesthood, which accounts for depictions showing him in a
cardinal’s robe and hat. Even though the office of cardinal did not exist at that time, scholars assume that priests in the
Early Christian church held a rank equivalent to today’s cardinals. 75 St. Jerome is famous for his translation of the Bible
into Latin, a task given him by Pope Damasus. St. Jerome eventually left Rome and returned via Egypt to Bethlehem
where he remained until his death. A Roman noblewoman, whom he had converted to the Christian faith, followed him to
Bethlehem where she had a monastery built for him and his disciples. 76 Because of his learning, he is the patron saint of
scholars and humanists. 77
Bartolomeo shows St. Jerome on his deathbed, dressed in the rags of an ascetic, with his faithful lion by his side. 78
St. Jerome’s body rests on a red cushion and gold cloth that provide a vivid counterpoint to the severe garb of the brothers
and to the rags in which St. Jerome is clothed. Presumably, the monks surrounding St. Jerome are some of his disciples
who are painted in various poses of controlled grief. The one holding a book is probably reciting the last rites. 79 The
70

“Ready, quick and easy,” an epithet given him by Vasari, and undoubtedly a necessary manner of working, considering the numerous commissions
Domenico received that often required much assistance from his workshop personnel.
71

He also was one of the artists commissioned by Pope Sextus IV to paint frescoes in the newly-built Sistine Chapel in Rome and this prestigious
assignment undoubtedly contributed to his popularity with Florentine patrons.

72

Paul Erich Küppers includes the contract between Bartolomeo and the Ospedale degli Innocenti in Florence that discusses the predella panels (Zur
Kunstgeschichte des Auslandes. Heft III. Die Tafelbilder des Domenico Ghirlandajo [Strassburg: J. H. Ed. Heitz, Heitz & Mündel, 1916] 88).
73

Fahy 44.

74

He went to northern Europe (where he converted to Christianity in Trier around 370), to Antioch (to attend lectures by Apollinaris), to the Arab
and Syrian desert where he spent several years in penitence and solitary study, to Palestine (to learn Hebrew), and to Constantinople for bible study.

75

Hall 168-169; Ferguson 125. Robert Oertel mentions that the “myth” of St. Jerome as cardinal originates with the Dominican order, by whom St.
Jerome is particularly revered (“Petri de Burgo opus,” Studies in Late Medieval and Renaissance Painting in Honor of Millard Meiss, ed. Irving
Lavin and John Plummer [New York: New York University Press, 1977] 350, n. 29, n. 31).
76
77

Butler 139-140.
Oertel 347.

78

Legend has it that St. Jerome came upon a lion with a thorn in his paw, fearlessly approached the beast and removed the thorn. In gratitude, the
lion never left his side (Hall 169).
79

A similarly-composed panel of The Death of St. Jerome, albeit in an interior setting, by Bartolomeo is in the collection of the Walters Art Gallery
in Baltimore (reproduced in Zeri, ...Walters Art Gallery, vol. 1, pl. 50, fig. 65c).
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austere landscape painted in somber green colors complements the sorrowful occasion. Strangely-shaped mountains in
the background support Berenson’s claim that Bartolomeo’s panorama was inspired by Piero di Cosimo’s peculiar
scenery. That Bartolomeo was partial to specific forms is evident when one compares the dark mountain in the middle
ground of the UMFA’s panel with the similarly-shaped mountain in his panel entitled Scenes from the Life of Saint John
the Baptist in the collection of The Art Institute of Chicago. 80
Bibliography: Berenson, Burlington Magazine 1 (1903): 6-20; Thieme and Becker, 1907-1950, vol. 2, p. 572; Küppers,
1916, p. 70, 88; C. de Francovich,“Nuovi aspetti della personalita di Bartolomeo di Giovanni,” Bolletino
d’arte 6 (1926): 65; Bernard Berenson, The Drawings of the Florentine Painters, 1938, vol. 1, pp. 123130, vol. 2, pp. 2-4, vol. 3, figs. 274-284; Fern Rusk Shapley, Paintings from the Samuel H. Kress
Collection: Italian Schools XIII-XV Century, 1966, p. 129, fig. 351; Venturi, vol. 7, part 1, 1967, pp.
714, 715, 745-746, 748, 751, 754, figures 445, 755, 446, 756, 447, 758, 761, 764, 765, 455, 773;
Berenson, Italian Pictures... Florentine School, 1968, vol. 1, pp. 24-27; van Marle, 1970, vol. 12, p. 24,
217, 451, vol. 13, pp. 228-260; Zeri and Gardner, Italian Paintings...Florentine School, 1971;
Fredericksen and Zeri, 1972, p. 16; Fahy, Some Followers..., 1976, p. 31, 33-45, 126-166; Zeri, ...Walters
Art Gallery, 1976, vol. 1, pp. 100-103, pl. 49-50; Luciano Bellosi et al., Il Museo dello Spedale degli
Innocenti a Firenze, 1977, plates 53, 58, 60-66, 295, cats. 39-46, 257, pp. 93, 234-235, 255, 264; Oertel in
Lavin and Plummer, eds., 1977, pp. 342-351; Hall, 1979; Hartt, 1987; Ferguson, 1989; Lloyd et al., 1993,
pp. 17-21; O’Malley in Marchand and Alison Wright, eds., 1998

80

Lloyd et al. 18.

45

Plate 9.

Bartolomeo di Giovanni (active Florence 1465-1511 Perugia), The Death of Saint Jerome, ca. 1490
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Catalogue 10
Master of the David and Saint John Statuettes (Florence, late 15th-early 16th century)
Saint John the Baptist in the Desert, end-15th century 81
Terracotta
35.5 cm high
Museum # 1990.034.001
Signed:

Unsigned

Condition:

Missing large toe of proper-right foot; missing little toe of proper-left foot; loss on small finger and thumb
of proper-left hand; proper-right arm from shoulder to elbow repaired or perhaps replaced; small surface
crack in bicep of proper-right arm; traces of removed overpaint; slight traces of blue paint in crevices

Provenance:

Edward R. Lubin
Valery Taylor Gallery, New York, NY, 1988
Purchased in 1990 from Valery Taylor Gallery, New York, NY, with funds from Friends of the Art
Museum

The adolescent St. John the Baptist in the desert modeled in this sculpture was most likely created in a fifteenthcentury Florentine workshop. The small scale of the work indicates that it was intended for private devotional use.
Sculptures of this type were generally polychromed, 82 and the roughness of the statue’s pottery as well as a few paint
remnants indicate that it, too, was painted, but that the paint was removed. Even though these statuettes were produced in
large numbers, there are variations in gestures, poses, or settings. 83
St. John is dressed as an ascetic, wearing an animal skin tied at the waist. He is kneeling on a flat rock in a rocky
hollow whose severity is relieved only by a few leafy plants. He carries a scroll in his left hand. 84 With his right hand, he
holds a bowl beneath a small spring to collect water, a reference to his role as Baptist. 85 The water from the spring flows
around the rock on which he kneels. 86
81

A thermoluminescence analysis was performed by the Research Laboratory for Archaeology and the History of Art at Oxford, England. A test
sample taken from the underside of the statue’s base indicates that the sculpture was fired between 350 and 540 years ago.

82

As Charles Avery points out, “Reliefs and statuettes of...devotional subjects, usually covered with a layer of gesso and painted naturalistically, or
given a finish resembling bronze or gold, formed a major part of the production of many sculptural workshops in Florence including...[that of]
Verrocchio,” who was an influence on the Master of the David and St. John Statuettes (Fingerprints of the Artist. European Terra-cotta Sculpture
from the Arthur M. Sackler Collections [Washington, DC, and Cambridge, MA: The Arthur M. Sackler Foundation and the Fogg Art Museum, 1981]
22, 44, cat. 8).
83

John Pope-Hennessy suggests that, aside from slight differences, there are six major models: St. John seated with his left hand on his breast and his
right leg extended; seated with his right arm and leg extended and his head upturned; seated in a cave with his head resting on his right arm; seated
collecting water from a spring; standing with right arm extended; and seated with his right hand on his breast and his left leg extended (Catalogue of
Italian Sculpture in the Victoria and Albert Museum, vol. 1 [London: Her Majesty’s Stationery Office, 1964] 193).
84

The statuette of St. John the Baptist ascribed to the Master of the David and St. John Statuettes in the collection of the Victoria and Albert Museum
in London also has the saint holding a scroll in his left hand (reproduced in Pope-Hennessy, vol. 1, 192, cat. 171; vol. 3, 136, pl. 183).

85

A painting in the UMFA’s collection by Francesco d’Ubertino Verdi, called Il Bachiacca, shows St. John in a similar pose (see.cat. 19).

86

The Bardini Museum in Florence has in its collection a very similar terracotta sculpture (reproduced in Enrica Neri Lusanna and Lucia Faedo, Il
Museo Bardini a Firenze, vol. 2, Le sculture [Milan: Electa Editrice, 1986] pl. 254, cat. 217, p. 266). The rocky niche, St. John’s posture and
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Scholars have speculated that sculptures of saints as penitents show the influence of Girolamo Savonarola on
artistic production. Savonarola (1452-1498), a Dominican monk and fanatical religious reformer of frightening severity,
set Florence afire with his eloquent preachings against all vices, perceived or real. He condemned even then-Pope
Alexander VI for the scandals that wracked the papal court. During his time in Florence from 1481 until his execution
there in 1498, Savonarola enjoyed a huge following of so-called piagnoni, or weepers, listeners of his who cried bitter
tears during his railings against wordly sins. 87 Perhaps the series of small terracotta statuettes that show saints eschewing
worldly pleasures reflects the prevailing Florentine sentiments--they may have been popular devotional objects with the
piagnoni and purchased as a reminder of Savonarola’s passionate exhortations.
Bibliography: Pope-Hennessy, 1964, vol. 1, pp. 191-196, cats. 169-176, vol. 3, pp. 136-137, plates 180-187; Charles
Avery, Florentine Renaissance Sculpture, 1970; Francoise de la Moureyre-Gavoty and Julien Cain,
Inventaire des Collections Publiques Francaises. 19. Institut de France Paris - Musée Jacquemart-Andre.
Sculpture Italienne, 1975, no. 59; n.a. La Civilta del Cotto. Arte della Terracotta nell’area Fiorentina dal
XV al XX secolo (exhibition catalogue), 1980, pp. 97-98, no. 2.8; Creighton E. Gilbert, Italian Art 1400 1500. Sources and Documents, 1980; Avery, Fingerprints..., 1981; Alan Phipps Darr, Giorgio Bonsanti et
al., Donatello e i Suoi. Scultura fiorentina del primo Rinascimento (exhibition catalogue), 1986; Lusanna
and Faedo, 1986; Hartt, 1987

clothing are alike, although the Bardini’s work shows St. John’s animal skin looped over just the left shoulder. Also different are the cup, which is
placed on the ground, and the fact that he is not holding a scroll.
87

Hartt 335.
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Plate 10.

Master of the David and Saint John Statuettes (Florence, late 15th-early 16th century), Saint John the
Baptist in the Desert, end-15th century
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Catalogue 11
Master of the Campana Tondo (active early 16th century)
Adoration of the Christ Child (The Holy Family with the Infant Saint John), early 16th century (previously attributed to
Giovanni di Pietro, called Lo Spagna) 88
Oil on panel
84 cm diameter
Museum # 1975.063
Signed:

Unsigned
On verso: Two labels from Newhouse Galleries, New York, NY, and remnants of other labels; a red wax
seal with the inscription Galerie Sedelmeyer - Paris

Condition:

Cracquelure throughout; minor accretions center-right (on shepherd’s staff and above ears of ass); minor
abrasions bottom-right

Literature:

Mary Anne Goley, In Support of the Arts in Utah: An Eccles Family Tradition (exhibition catalogue),
1990, no. 17 (as Lo Spagna)

Provenance:

Anna Gould, Countess de Castellane, later the Duchess de Talleyrand-Perigord, New York, NY, and Paris
Gallery Sedelmeyer, Paris
John and Rodman Wanamaker, Philadelphia, PA
Parke-Bernet, New York, NY, 2 November 1939, lot 24
Newhouse Galleries, New York, NY
Val A. Browning, Ogden, UT
Gift of Val A. Browning in 1975

Exhibition:

Marriner S. Eccles Federal Reserve Board Building, Washington, DC, In Support of the Arts in Utah: An
Eccles Family Tradition, October 2 to November 30, 1990, no. 17 (as Lo Spagna)

A peaceful, atmospherically ordered landscape is the setting for three scenes from the early life of Christ. In the
right side of the composition, an airborne angel prophesies the birth of Christ to the shepherds below. An ass and an ox,
kneeling at the bottom of the hill where the shepherds’ flock grazes, refer to Christ’s Nativity, as does the adoring Virgin
Mary kneeling before the Christ Child. The sleeping St. Joseph, resting against a saddle, alludes to the Holy Family’s
flight to Egypt where they travelled to escape King Herod’s edict that all male infants be murdered. St. John the Baptist,
holding a cross, presages Christ’s crucifixion.
The master who painted this composition was obviously familiar with works by Perugino (ca. 1445-1523) and his
circle. Perugino was an influential master from Perugia who counted Raphael (1483-1520), one of the greatest
Renaissance artists, among his pupils. Giovanni di Pietro, called Lo Spagna (ca. 1450-1528), also studied with Perugino,

88

I am most grateful to Everett Fahy of the Metropolitan Museum of Art in New York for providing compelling information that resulted in this
reattribution (letter to the author 8 December 1998).
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and when the tondo entered the museum’s collection, it was initially given to Lo Spagna. 89 Typical of Perugino and his
followers are open spaces that allow the viewer’s eyes to wander, a “bowl landscape,” 90 trees with almost fern-like foliage
and a sky that changes from the lightest blue to deep azure. The unknown artist repeats Perugino’s landscape, but dots it
with trees that are even more insubstantial. He also paints Perugino’s typically serene, stately figures that have little
physical contact and seem emotionally distant from one another. The master’s Virgin, in particular, recalls Perugino’s
Virgin Mary in his altarpiece Virgin Adoring the Child, St. Michael, and Tobias with the Archangel Raphael which
Perugino painted in 1499. 91 There are several similarities: the head covering knotted at the back, the folds in the bodice,
the hands folded in prayer, the inclined head and pensive expression.
But there are two compositions that match the UMFA’s tondo most closely, not only in their figural arrangement,
but also in their quiet grace and charm. Both are paintings of the Holy Family and St. John adoring the Christ Child, and
both are attributed to the so-called Master of the Campana Tondo. 92 The figures in these tondos and in the UMFA’s are
arranged in the same manner--the sleeping St. Joseph leaning against a saddle, the Christ Child resting on the ground on a
piece of Mary’s robe, the infant St. John and the ox and ass positioned behind the Madonna, and an angel announcing
Christ’s birth to the shepherds. Where the UMFA’s panel varies most significantly is in its simplified landscape and in the
less-prominent positioning of the ox and ass.
The known works of the Master of the Campana Tondo indicate that he specialized in paintings intended for
private worship. With only little variation, his tondos show the Christ Child surrounded by Mary, the young Saint John
and Saint Joseph, the latter sometimes sleeping, sometimes kneeling in adoration. More often than not, the background
includes the annunciation to shepherds. Apparently, this continuous narrative in tondo form was so popular that the
Master felt little need to do more than slightly alter his compositions.
Bibliography: Raimond van Marle, The Renaissance Painters of Umbria, 1933; P. Scarpellini, ”Giovanni Battista
Caporali e la cultura artistica perugina nella prima meta del Cinquecento,” Arte e Musica in Umbria tra
Cinquecento e Seicento, Atti del XII Convegno di Studi Umbri, Gubbio, Gualdo Tadino, 1979, pp. 21-79;
Sabatini, 1984, 2 vols.; Todini, 1989, 2 vols.; Hartt, 1987

89

A tenable attribution, especially when one compares the tondo with two of Lo Spagna’s Nativities, one in the Louvre, another in the Pinacoteca
Vaticana in Rome (reproduced in Fausta Gualdi Sabatini, Giovanni di Pietro detto lo Spagna [Spoleto, It.: Accademia Spoletina, 1984] vol. 2, plates
14, 17). Both include a similar annunciation to a shepherd, wispy trees and bowl-like landscapes with a view into the distance, all elements that show
Lo Spagna’s debt to his master Perugino.
90
91

Hartt 359.
Hartt 370, fig. 381.

92

See Sabatini, vol. 2, pl. 237c, for the variant in the collection Spark in New York. Sabatini suggested that an anonymous Umbrian master, perhaps
Giovanni Battista Caporali (active Perugia 1497-1555), painted this work. Five years after Sabatini’s monograph, Filippo Todini wrote his
comprehensive book on Umbrian masters and gave this anonymous Umbrian artist a name, calling him the Master of the Campana Tondo. Todini
reattributed the Sparks tondo to this master and included it in a list of works by him (La Pittura Umbra dal Duecento al Primo Cinquecento [Milan,
1989], vol. 1, 195). However, Sabatini’s attribution to Caporali was a competent guess since Todini points out that paintings by the Master of the
Campana Tondo are often confused with those of Caporali.
The closest match to the UMFA’s painting is a tondo reproduced by Todini (vol. 1, 195; vol. 2, 563, pl. 1304) and offered at auction by
Christie’s, London, 4 July 1997, lot 82.
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Plate 11.

Master of the Campana Tondo (active early 16th century), Adoration of the Christ Child (The Holy
Family with the Infant Saint John), early 16th century
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Catalogue 12
Pierfrancesco di Jacopo di Sandro Foschi, also called Pierfrancesco di Jacopo di Domenico Foschi 93 (Florence 14631530 Florence)
Madonna and Child with the Infant Saint John and a Goldfinch, ca. early 16th century (previously attributed to Piero di
Cosimo)
Oil on cradled panel
89 cm diameter
Museum # 1974.020
Signed:

Unsigned
On verso: A label from Newhouse Galleries and remnants of other labels; on frame lower-right a red wax
seal with a heraldic shield topped by a crown and surrounded by illegible writing

Condition:

Cracquelure throughout; minor abrasion bottom-center

Literature:

Federico Zeri, “Eccentrici Fiorentini - II: III. Il Maestro Allegro, e una probabilità per Jacopo di
Domenico Foschi,” Bolletino d’Arte 4.47 (Oct. 1962): 314-315, fig. 2

Provenance:

In a Florentine Collection, 1930
Gallery Leger, London, 1931 (as Maestro Allegro) 94
Anna Gould, Countess de Castellane, later the Duchess de Talleyrand-Perigord, New York, NY, and Paris
Newhouse Galleries, New York, NY
Val A. Browning, Ogden, UT
Gift of Mr. and Mrs. Val A. Browning in 1974

Initially given to Piero di Cosimo in the 1930s by several prominent art historians, 95 this tondo was reattributed to
the Elder Foschi by Federico Zeri. Foschi the Elder studied with Sandro Botticelli and added the name Sandro to his own
as a tribute to his master. The praise of Carlo Gamba for Botticelli’s work seems appropriate to Foschi as well: his

93

This artist is listed under various names by different sources (in Colnaghi, for example, as Jacopo di Domenico di Papi Toschi [262]; in Zeri,
“Eccentrici Fiorentini...,” as Jacopo di Domenico Foschi). Apparently, even records contemporary with the Elder Foschi list him differently. The
name in this entry is based on information provided by Elizabeth Pilliod in an illuminating letter dated 22 January 1995 to Dr. Will South, Research
Curator at the UMFA.
94

Zeri’s article was used for provenance information up to this point.

95

Information provided by Newhouse Galleries mentions Tancred Borenius, Adolfo Venturi, and Giuseppe Fiocco as attributing this painting to
Piero. For Borenius, writing in 1931, the tondo was a “characteristic work” of “fine Florentine quality of color.” In 1936, Giuseppe Fiocco noted its
“most remarkable live clarity” and “masterly balance,” and Adolfo Venturi commented on its “brilliant vivacity” and “precise pattern.” Both
Fiocco and Venturi also compared it to work by Lorenzo di Credi. The attribution to Piero di Cosimo is not surprising, especially in comparison with
a tondo by Piero in the collection Thyssen-Bornemisza. There are certain aspects in Foschi’s painting that are remarkably similar to Piero’s tondo:
the sweetly-smiling Madonna, her clothing, and the tree in the background (see Gertrude Borghero, ed., Thyssen-Bornemisza Collection: Catalogue
Raisonné of the Exhibited Works of Art [Milan: Edizioni Electa, 1986] 255, pl. 250).
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“...sense of proportion..., linear rhythm that joins figures and groups..., ...above all that absorbed inner sensitivity, intense
spiritual passion, that emanates from his creations...” 96
As Botticelli did in several of his Madonna and Child paintings, 97 Foschi placed his figures against an open
window. 98 A landscape devoid of human habitation is visible through the simple window frame. One may speculate that
the prominently placed tree in the foreground of the landscape is the Tree of Knowledge whose fruit was eaten by Adam
and Eve and whose wood was much later fashioned into the cross on which Christ was crucified. 99 This reading is
supported by the iconographical symbols included in the painting that allude to Christ’s future sacrifice: the cross held by
St. John, the scroll in his hand inscribed with the beginning words of Ecce Agnus Dei (Behold the Lamb of God), and the
goldfinch in Mary’s hand. 100
Foschi softens the linearity of Sandro’s figures, but retains the gentle grace and dignity that inform Sandro’s
Madonnas. However, he replaces Sandro’s soft colors and frail Madonnas with stronger hues and less ethereal figures in a
kudo to Raphael (1483-1520), who would have been a young man at the time Foschi painted his Virgin, but already
recognized by his contemporaries as a singularly inspired painter. It, therefore, comes as no surprise that even older
masters like Foschi show Raffaelesque tendencies in their work. Of course, Raphael’s famous Madonna of the Goldfinch
(ca. 1507) comes to mind as a comparison with Foschi’s work. However, Raphael’s Virgin is set in an expansive
landscape that in Foschi’s work is reduced to a view from a window. Another difference is Foschi’s handling of the
goldfinch. In Raphael’s painting, St. John holds the goldfinch as Christ reaches out to pet it, thereby accepting his fate as
the savior of humankind. Foschi has the Madonna holding the goldfinch and offering it to Christ, whose somewhat
ambiguous left-hand gesture and pensive expression seem to indicate hesitation about acknowledging his role as
redeemer. Where Raphael attaches a bowl to St. John’s belt as a reference to his future role as the Baptist, Foschi has St.
John holding a cross. 101 But both masters clothe St. John in his habitual fur garment that he wears as a grown man, and
both dispense with fully formed haloes and instead paint thin oval lines.
Foschi’s painting fuses classical calm with quiet emotional appeal. The careful ordering of the monumental
figures and the gentle grace of this scene make it an utterly appealing example of Florentine Renaissance painting.
Bibliography: Gamba, 1936; Ferguson, 1961; Hall, 1979; Colnaghi 1986, p. 50, 262; Borghero, 1986

96

“...il senso della proporzione..., del ritmo lineare che collega le figure ed i gruppi...E sopratutto la sensibilita intima e assorta, l’intensa passione
spirituale, che emanano dalle sue creature... ” Botticelli (Milan: Ulrico Hoepli, Editore, 1936) 20-21.

97

The Madonna and Child with Young St. John of 1495, the Madonna and Child with Two Angels in the collection of the Akademie der Bildenden
Künste in Vienna, or the so-called Madonna of the Book in Milan are pertinent examples.

98

This widely-popular conceit is also used by Foschi’s son in his painting A Young Man Weaving a Wreath of Flowers, discussed in cat. 21.

99

According to legend, a branch from this tree was planted on Adam’s grave by his son Seth. The tree was still growing at the time of Solomon who
ordered that wood from the tree be made into a pillar for the temple. Because the wood was not large enough, it was instead used as a bridge over a
stream. When the Queen of Sheba visited Solomon she recognized the miraculous powers of the wood in a vision and warned Solomon that a cross
fashioned from this wood would destroy Israel (Ferguson 65).
100

The goldfinch is symbolic of Christ’s suffering on the way to Calvary. Legend has it that a goldfinch flew down to Christ’s head and got splashed
with his blood as it tried to remove a thorn from his forehead (Hall 330-331), hence the red spots on its head and breast.
101

Raphael’s painting Madonna and Child with the Infant St. John, or La Belle Jardiniere shows St. John with a similar cross.
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Plate 12.

Pierfrancesco di Jacopo di Sandro Foschi, also called Pierfrancesco di Jacopo di Domenico Foschi
(Florence 1463-1530 Florence), Madonna and Child with the Infant Saint John and a Goldfinch, ca. early
16th century
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Catalogue 13
Master of Apollo and Daphne (active 16th century)
The Annunciation, early 16th century
Oil on cradled panel
90.5 x 57 cm
Museum # 1994.017.001
Signed:

Unsigned
On verso: On cradle in red chalk 124 R L; several illegible or partial labels; five identical and illegible
round collectors’ stamps; a partial oval label with red Russian writing and a partial number beginning
with 2; a white oval label with printed blue Russian writing and in brown ink the number 515; a white
oval label with printed blue Russian writing and in brown ink the number 02(?) and red chalk marks; a
black rectangular stamp with the letters R. G. topped by a crown with seven points; lower-center a black
round stamp with the word Paris (?); lower-left on panel a round black stamp with a crown and the letters
'. M.; lower-left on panel a round black stamp with a crown and the letters A. '.; on frame upper-left
and upper-right two labels from Newhouse Galleries, New York, NY

Condition:

Cracquelure throughout; minor loss of panel lower-right corner; pentimenti visible in right side of
painting in and above bed

Literature:

La Revue d’Art Ancien. Exhibition Catalogue, 1908; P. P. Weine and E. de Liphart et al., Les Anciennes
Ecoles de Peinture dans les Palais et Collections Privées Russes représentées a l’exposition organisée a
St-Pétersbourg en 1909 par la Revue d’art Ancien ‘Staryé Gody’, 1910, pp. 23-24, facing p. 26 (as
Filippino Lippi); Catalogue of the Collection of the Duc de Leuchtenberg, 1929, no. 1

Provenance:

Prince Eugene de Beauharnais (alias Prince of Eichstadt and Duc de Leuchtenberg), Italy and Munich,
Germany, 1824
Duc Maximilien de Leuchtenberg (son of Prince Eugene de Beauharnais) and his wife, the Grande
Duchesse Marie Nicolaevna (daughter of Emperor Nicolas I, Czar of Russia), Munich, Germany
Duchesse Marie (Nicolaevna) de Leuchtenberg (widow of Duc Maximilien de Leuchtenberg), Florence,
Italy, 1879
Duc Georges de Leuchtenberg (son of Duc Maximilien and Duchesse Marie de Leuchtenberg), St.
Petersberg, Russia
Prince Alexandre Romanowsky, Duc de Leuchtenberg, Paris, France, 1939
Baron Robert Gendebien, Brussels, Belgium
Newhouse Galleries, New York, NY
Val A. Browning, Ogden, UT
Gift of Val A. Browning in 1994

Exhibitions:

St. Petersburg, Russia, La Revue d’Art Ancien, 1908
St. Petersburg, Russia, Les Anciennes Écoles de Peinture dans les Palais et Collections Privées Russes,
1909, facing p. 26
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Domenico Ghirlandaio has been suggested as the foremost influence on the unknown master who painted this
panel and whose provisory name is based on two cassone, or wedding chest panels, that show scenes from the legend of
Apollo and Daphne. 102 Most likely, this unknown artist was one of Domenico’s many students whose artistic personality
has not yet been completely reconstructed. One researcher calls this anonymous painter “a careful craftsman: thoughtful
and never inspired,” “...of modest talent,” who was active in the late fifteenth to the early sixteeenth century. 103 He is one
of the “little masters” like Bartolomeo di Giovanni, whose work has frequently been confused with this unknown artist. 104
The painting depicts the moment of the conception of Christ. The setting is Mary’s bedchamber, where she has
been disturbed in reading a book that rests on an elegant pedestal. As the Archangel Gabriel kneels and announces this
event to Mary, a white dove floating down from heaven on golden rays represents the Holy Ghost who is about to enter
Mary’s body. But, if their facial expressions are any indication, neither Mary nor the angel seem particularly elated or
unsettled by this momentous event. 105
The painter has included commonly-found objects in representations of this scene, but also added some unusual
elements. Gabriel is shown with his traditional large, multi-hued wings. His right hand is raised in greeting; in his left
hand he holds a white lily that alludes to Mary’s purity. A piece of fruit, perhaps an apple, on the windowsill may be a
reminder of the Original Sin committed by Adam and Eve which will require Christ’s sacrifice for humankind. 106 A
covered vessel next to it may refer to the ointment jar of Mary Magdalen who anointed Christ’s feet and who was present
at his crucifixion. It may also allude to the Virgin Mary as a “closed vessel,” a reference to the immaculate conception of
Christ. The glass vase holding flowers on the headboard of the bed is a symbol for purity and again a reference to Mary’s
virginity. 107 An unusual element in this painting is the arrangement of interlaced white scarves that creates an eyecatching effect beneath the open window. The white color is another intimation of Mary’s purity; the scarves may be an
oblique reference to a girdle which, by definition, can be anything that encircles, from an undergarment to a belt, scarf, or
sash. In antiquity, a girdle was a symbol for marital fidelity. The girdle is also an attribute of St. Thomas whose doubts
about the Virgin Mary’s ascendance to heaven were assuaged when Mary threw him her girdle from heaven. 108 Hence,
the scarves may again refer to Mary’s chastity, but also touch on her future role as Queen of Heaven. The small brush
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Discussed and reproduced in Fern Rusk Shapley, Paintings from the Samuel H. Kress Collection. Italian Schools XIII-XV Century, vol. 1 (New
York, NY: Phaidon Press, 1966) 129-130, figs. 347, 349.
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Everett Fahy (Some Followers...) 20-bis. Fahy also suggests looking for the Master in the ranks of Ghirlandaio’s lesser-known followers like
Niccolo Cieco, Jacopo dell’Indaco, or Baldino Baldinetti, names of assistants or students of Ghirlandaio whose work has not yet been identified.

104

Over ten paintings that were previously thought to be by Bartolomeo di Giovanni were given by Fahy to the Master of Apollo and Daphne (Fahy,
Some Followers..., 19). Federico Zeri also comments that the Master’s work “in many instances...” “...shows a striking similarity to Bartolomeo di
Giovanni with whom he has often been confused” (...Walters Art Gallery, vol. 1, 103). In his discussion of some panels by the Master at The Art
Institute of Chicago, Christopher Lloyd writes that “the style of this anonymous painter sometimes resembles that of Bartolomeo di Giovanni, but the
drawing of the figures is less convincing and the compositions are not so tautly arranged” (Lloyd et al. 145). This is certainly obvious when one
compares the Master’s Annunciation with Bartolomeo’s Death of St. Jerome (see cat. 9).
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As Fahy (Some Followers... 19) complains, “animated states of mind--ecstasy, surprise, or even simple consternation--are beyond the painter’s
reach. He transcribes them all into stereotyped poses and rhetorical gestures.”
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It is not clear whether the fruit is an apple or an orange. If the latter, it is unusual in an Italian painting. Generally, oranges, or sinaasapples, the
Dutch word for oranges, are frequently included in Dutch or Flemish art instead of the usual apple. However, both apple and orange can symbolize
the forbidden fruit picked by Eve and allude to Christ as redeemer of humankind.
107
108

Because light can shine through glass without breaking it, so Mary could conceive God’s son without losing her virginity.
Hall 138, 301; Ferguson 75, 174-175.
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hanging from the hook closest to the bed is another unusal object. 109 Perhaps it is meant to represent an aspergillum, a
small brush used in purification ceremonies in the Catholic church that are based on a biblical passage. 110 In the context
of the Annunciation the aspergillum may have been included because, as an object used in rites that cleanse or expel
evil, 111 it may obliquely refer to the evil that will be expelled from the world by the coming of Christ. Finally, Mary’s
cast-off shoes--albeit out of scale--placed neatly by the bed may be meant to indicate Mary’s humility or they may refer to
a biblical passage in which God commands Moses to take off his shoes because he is standing on holy ground. 112
Needless to say, the extraordinary occasion depicted in this painting would for that moment make Mary’s bedchamber
hallowed ground.
Whether because of degradation or overcleaning, the paint around the bed and by the flower in the angel’s hand
allows pentimenti (“repentances” or “regrets”) to be exposed that indicate the artist changed his mind as he painted this
composition. Perhaps overcleaning was also the culprit responsible for the light color of the floor where the diamond
pattern in the rectangles has lost some definition. 113
A tondo previously in the collection of The Metropolitan Museum of Art in New York, 114 and also given to the
Master of Apollo and Daphne, makes for an apt comparison with the UMFA’s panel. While the background is a hall
rather than a chamber, there are other compelling similarities that make it obvious that the painting is by the same hand.
The quiet, non-committal facial expressions are the same, as is Mary’s gesture with her right hand and the angel’s
carrying of the lily. The folds in the clothing, the decorative gold pattern along the wainscoting in the UMFA’s work, and
the diamond pattern of the floor in the UMFA’s panel are repeated in the New York tondo.
Bibliography: Shapley, 1966, vol. 1, pp. 129-130, figs. 347-350, 353-354; Everett Fahy, “The ‘Master of Apollo and
Daphne’,” Museum Studies 3 (1968): 21-41, figs. 1-9; Zeri and Gardner, Italian Paintings... Florentine
School, 1971, pp. 171-172; Michael Baxandall, Painting and Experience in Fifteenth-Century Italy, 1972;
Zeri, ...Walters Art Gallery, 1976, vol. 1, pp. 103-105, plates 52-53; Fahy, Some Followers..., 1976, pp.
11-20-bis, cat. 1-25, figs. 5-15; H. G. May and B. M. Metzger, eds. The New Oxford Annotated Bible
with the Apocrypha, 1973, 1977; Lloyd et al., 1993, pp. 142-145

109

This again is an artifact that may have been borrowed from northern European art. It is also included in Jan van Eyck’s famous Arnolfini
Wedding, where a brush hangs on the bedpost.

110
111
112

Psalm 51:7.
Hall 34, 201; Ferguson 162.
Exodus 3:5.
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A black-and-white reproduction of the painting in the exhibition catalogue Les Anciennes Ecoles de Peinture dans les Palais et Collections
Privées Russes... from 1910 shows the floor pattern as darker and better-defined (facing p. 26).
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Reproduced in Zeri and Gardner, Italian Paintings...Florentine School (1971), 172; also in Fahy, Some Followers... cat. 25, fig. 14. This tondo
was auctioned off at Sotheby’s, London, on 1 November 1978 (lot 13).
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Plate 13.

Master of Apollo and Daphne (active 16th century), The Annunciation, early 16th century
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Catalogue 14
Follower of Giorgio da Castelfranco, called Giorgione (Castelfranco 1478-1510 Venice)
Portrait of a Young Woman
Oil on cradled panel
31.8 x 21.9 cm
Museum # 1994.017.003
Signed:

Unsigned
On verso: On cradle upper-center a stamp with the name H COPPOLA; on panel center-left the number
32-31; two labels from Newhouse Galleries, New York, NY

Condition:

Minor abrasions bottom-left, minor surface cuts center (across forehead) and bottom-left; cracquelure in
figure

Literature:

Alfredo Puerari, Boccaccino, 1957, p. 184, fig. 146

Provenance:

A private collector, Monaco
Newhouse Galleries, New York, NY
Val A. Browning, Ogden, UT
Gift of Val A. Browning in 1994

This picture initially entered the UMFA’s collection as a work attributed to Giorgione. In the accompanying
documentation, Puerari’s description was cited as support for giving this painting to Giorgione and comparing it to his
Portrait of a Young Girl (‘Laura’). 115 A number of scholars have commented on the scant information about Giorgione’s
short life, 116 the many imitators who worked in his style, and the scarcity of his work. 117 As Jaynie Anderson points out,
“Giorgione’s works may have always been rare, for they were copied early on, perhaps even forged. Even in 1510 no

115

Puerari (184) writes, “A ‘Female Portrait’ [the UMFA’s panel] in Monaco is ascribed to Boccaccino. The attribution of this work to Boccaccino
could have been justified based on its comparison with the ‘Portrait of Laura’ in the Museum of Vienna, which has been assigned to the Cremonese
painter [Boccaccino] by Adolfo Venturi. The tender and open luminosity of the face, the same three-quarters position, the artist’s way of outlining
the contour of the right cheek, the way the artist draws a deep groove at the height of the eye in order to give a full relief to the eyebrow, those falling
locks [of hair] between the cheek and the neck, the resplendent pictorial rendering of the luminous flesh against the neutral priming ground, and the
strong morphological relationship between the two women, all are stylistic elements that both paintings have in common. In addition, the evidence
that both portraits are by the same artist would be more apparent if the ‘Female Portrait’ in Monaco had not undergone some rough cleaning. Yet, as
it has been demonstrated and documented that the ‘Portrait of Laura’ is by Giorgione, and a document affirms that it was painted in 1505, we accept
the attribution, suggested by Longhi, of the ‘Female Portrait’ [the UMFA’s panel] to Giorgione.”
I am grateful to Salvatore F. Vergadavola for his careful translation of Puerari’s text.
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For instance, Cecil Gould, National Gallery Catalogues. The Sixteenth-Century Italian Schools (1975; London: National Gallery Publications,
1987) 102; Ludwig Baldass, Giorgione (New York: Harry N. Abrams, 1965) 9; Hartt 589. As Jaynie Anderson writes in her recent catalogue
raisonné, “Were it not for the existence of Marcantonio Michiel’s notes on Venetian painting, cynical twentieth-century historians might not have
allowed Giorgione to exist. For art historians are reluctant to believe in the existence of artists unless their works are soundly documented”
(Giorgione: The Painter of ‘Poetic Brevity’ [Paris and New York: Flammarion, 1997] 53).
117

Anderson’s catalogue raisonné lists far more copies and controversial or rejected attributions than accepted works and does not include the
UMFA’s portrait and Puerari’s comments. The UMFA’s work is also not mentioned in the most recent publication on Giorgione (Terisio Pignatti
and Filippo Pedrocco, Giorgione [New York: Rizzoli, 1999]).
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other Renaissance artist was so elusive, or in such demand.” 118 Consequently, more than one hopeful attribution to
Giorgione has proved incorrect, as is the case with the UMFA’s panel. Comparing the UMFA’s work with Laura in the
collection of the Kunsthistorisches Museum in Vienna makes it obvious that while both paintings are half-length portraits
of women posed in three-quarters view, here the similarities end. Unlike the Viennese Laura, the UMFA’s sitter is fully
clothed; she is depicted against a plain muted-green ground instead of laurels; she wears an embroidered cap with bands
of pearls instead of a gauzy veil; and she is painted with a necklace and a bejewelled band across her forehead, while
Laura wears no jewelry.
The UMFA’s sitter’s demure gown with a high, square neckline places the portrait into an entirely different
category from the Viennese Laura 119–the former a picture of a virtuous gentildonna, the latter an example of a sensual
courtesan. Laura is shown with one breast alluringly covered only by a diaphanous scarf, which gives her an erotic
quality that the UMFA’s modestly-dressed sitter lacks. These erotically charged portraits of partially or fully nude
courtesans–mistresses of aristocrats or persons of wealth–were quite popular in sixteenth-century Italy. Courtesans
distinguished themselves by their beauty and graceful manners, by their expensive clothing and jewelry, 120 by the high
fees they charged for their services and, in some cases, by their literary or artistic aspirations. Upper-class gentlemen
were undoubtedly familiar with the writings of Pliny and pleased to know that they were continuing a tradition from
antiquity when they commissioned intimate portraits of their mistresses. As Pliny describes it, Alexander the Great had
his favorite concubine painted in the nude by celebrated Greek painter Apelles.
The laurels behind Laura add support to the notion that she was a courtesan. While in certain contexts laurels can
signify virtue or chastity, 121 in portraiture they are an allegorical reference to the literary or artistic leanings of the sitter. 122
Laura may be an early example of a later fashion: In the mid-1500s, poetry written by educated courtesans was published
and resulted in the courtesans’ “...rise to prominence [which] coincided with an increase in the portraiture of women as
well as courtesans in art.” 123 Laura’s expensive robe was one of the items of clothing favored by courtesans, 124 and while
an elegant Venetian woman might be pictured with a deep cleavage, she would not have been shown with bared breast
nestled enticingly in a fur coat. 125 This makes it all the more likely that Laura was the mistress of Messer Giacomo whose
118

Anderson 17.

119

One should also question the popular name of Laura given to the Viennese portrait. This is a reference to Petrarch’s “perfect beauty” that,
according to him, is impossible to reproduce in a painting. Based on an inscription on verso, the so-called Laura was painted in 1506 by Giorgione
for “Messer Giacomo.” As argued by Anderson (215), “All Renaissance readers knew that Petrarch’s Laura, as portrayed by Simone Martini, was
blonde, that she had blue eyes, that she was chaste, that she was an ideal beauty, and that she was unlike Giorgione’s Laura, who is dark-haired, darkeyed, whose beauty is unidealized, and whose chastity is questionable.”
120

Apparently, courtesans dressed so exquisitely that they were being confused with respectable gentlewomen. This led to a decree issued in 1543
by the Venetian Senate which specified in great detail the kind of clothing they could (or could not) wear.
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This is in a reference to the legend of Apollo and Daphne in which Daphne is changed into a laurel tree to prevent Apollo from ravishing her. In
the catalogue of the Kunsthistorisches Museum, the writer of the entry on Laura speculates that Messer Giacomo who commissioned the work had
the laurels included as “...a symbol of loyalty and chastity, virtues with which...[he]...wished the subject to be visibly endowed” (Manfred LeitheJasper, Rudolf Distelberger, and Wolfgang Prohaska, Vienna. The Kunsthistorische Museum [London: Scala/Philip Wilson Publishers, Ltd., 1984]
141, no. 31). This is an unconvincing argument--the erotic appeal of Laura’s exposed breast contradicts any thoughts of chastity.
122
123
124
125

Hall 190.
Anderson 216.
As described by Cesare Vecellio, qtd. in Pignatti and Pedrocco 138.
See Anderson 208-217 for a convincing discussion of Laura as society woman versus courtesan.
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name is eternalized on verso of the painting as having commissioned it. It is equally likely that he may have requested the
laurels in the background for the express purpose of touting Laura’s literary pretensions.
Therefore, instead of comparing the UMFA’s portrait with Laura it is more appropriate to consider the museum’s
sitter as belonging to the ranks of respectable women whose portraits were commonly painted on the occasion of their
betrothals, with the paintings intended as gifts to their bridegrooms. 126 The sober expression and modest attire that allows
only the merest hint of the body beneath place the UMFA’s demure sitter into the category of women who are “beautiful,
chaste, affable, entertaining, caring of children... the attributes of the ideal lady described by... Giuliano de’Medici,” 127
and who therefore would be paragons of marriageable virtue.
Bibliography: Giovanni Morelli, Italian Painters. Critical Studies of their Works, 1893, vol. 2, pp. 206-225; Thieme and
Becker, 1907-1950, vol. 14, pp. 86-90; Walter Paatz, “Giorgione im Wetteifer mit Mantegna, Lionardo
und Michelangelo,” Abhandlungen der Heidelberger Akademie der Wissenschaften. Philosophischhistorische Klasse 3 (28 Feb. 1959): 7-20; Luigi Coletti, All the Paintings of Giorgione, 1961; Baldass,
1965; John Pope-Hennessy, The Portrait in the Renaissance, 1966; Virgilio L. Lilli, L’Opera Completa di
Giorgione, 1968; Terisio Pignatti, Giorgione, 1971; Ellis Waterhouse, “Giorgione,” W. A. Cargill
Memorial Lectures in Fine Art, 1974; Gould, 1975; Brown and Oberhuber in Essays ...Gilmore, 1978,
vol. 2, pp. 25-86; Hall, 1979; Terisio Pignatti and Kenneth Donahue, The Golden Century of Venetian
Painting, 1979, pp. 46-51; Leithe-Jasper et al., 1984; Hartt, 1987, pp. 588-592; Gould, 1987, pp. 102-111;
Anne Christine Junkerman, “Giorgione’s Laura Re-examined,” Conference College Art Association, New
York, 15 Feb. 1990; Campbell, 1990; Barriault, Arts In Virginia 30.1 (1991): 2-21; James Wyatt Cook,
trans. Petrarch’s Songbook. Rerum Vulgarium Fragmenta, 1995; Anderson, 1997
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Lorne Campbell, Renaissance Portraits. European Portrait-Painting in the 14th, 15th and 16th Centuries (New Haven and London: Yale
University Press, 1990) 197. Of course, portraits were exchanged for other reasons--to commemorate a deceased family member, to “see” again a
friend or relative living far away, or for reasons of propaganda, as when rulers had their portraits painted “to keep themselves and their families in the
public eye and to let foreign courts know what they looked like and how they were all getting on” (Campbell 196).
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Anne B. Barriault, “The Abundant, Beautiful, Chaste, and Wise. Domestic Painting of the Italian Renaissance in the Virginia Museum of Fine
Arts,” Arts in Virginia 30.1 (1991): 20.
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Follower of Giorgio da Castelfranco, called Giorgione (Castelfranco 1478-1510 Venice),
Portrait of a Young Woman
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Catalogue 15
Unknown Italian (Venetian)
Page from ‘Il Deche di Tito Livio / Vulgare hystoriate’ (History of Rome), 1511
Venice: Printed by Bartholomeo Zanni for Lucantonio Giunta, 1511
Woodcut on laid paper
30.4 x 21.2 cm sheet size
Museum # 1975.079.016.007
Condition:

Discoloration along all edges; brown stain lower-left corner

Literature:

d’Essling 38

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1975

This page and the one listed in cat. 16 are examples of the earliest printing method used to create books. Arthur
M. Hind, an eminent scholar whose encyclopedic work of 1935 is still used as an authoritative source on printmaking, put
it succinctly when he wrote, “The application of woodcut and engraving to the multiplication of designs, associated with
the discovery of printing, may without exaggeration be regarded as one of the greatest advances ever made in the means
of disseminating knowledge and ideas...” 128
In Europe, the very first books printed on paper, 129 the so-called block books, date from the early fifteenth
century. They were printed with blocks of wood carved with either text or pictures, with one block for an entire page.
Printing with movable type began around the 1440s in Germany; by the mid-1450s Gutenberg had printed the Mazarin
Bible, the first European book printed with movable type. 130 The Edelstein, a collection of folk tales published in
approximately 1461, was the first printed book that combined movable type with woodcut illustrations. The first Italian
book printed in this manner was the Meditationes, dated 1467, commissioned by the abbot of the Subiaco monastery south
of Rome. Interestingly, fifteenth-century connoisseurs generally disdained books illustrated with woodcuts as “...a cheap
and popular alternative” because they replaced the exquisite work done by manuscript illuminators. 131
By 1490, Venice and Florence had become important centers for book printing and illustration, and Lucantonio
Giunta, the publisher of the Il Deche di Tito Livio, was one of the most prolific Venetian publishers from 1490 to 1510.
The format for the Il Deche folio is based on Giunta’s 1490 edition of the Biblia Vulgar Istoriata, also known as the
Malermi Bible. This bible is a medium-size folio with each page printed in two columns enlivened by small woodcuts of
the same width as the column in which they appear. This format became the norm for the next twenty years of woodcut
128

An Introduction to A History of Woodcut (1935; New York: Dover Publications, 1963) vol. 1, 34.

129

Although textiles printed with wood blocks were readily available in the Middle Ages, and the printing technique itself is described in the 14thcentury Book of Art by Cennino Cennini, printing on paper was uncommon until the establishment of paper mills in Europe (the first one was
founded in 1189 in Herrault, France). A pithy comment by Thomas F. Carter provides an explanation: “There were few in Europe who could read,
and the demand for a cheaper writing material, until the advent of printing, was small. It was the coming of paper that made the invention of printing
possible, yet it was the invention of printing that made the use of paper general” (qtd. in Carl Zigrosser, Prints and their Creators. A World History.
An Anthology of Printed Pictures and Introduction to the Study of Graphic Art in the West and East, 2nd rev. ed. [New York, NY: Crown Publishers,
Inc., 1974] 7).
130

This “epoch-making” effort ended block-book production and made the services provided by scribes redundant (Fritz Eichenberg, The Art of the
Print. Masterpieces, History, Technique [New York, NY: Harry N. Abrams, Inc., 1976] 70).
131

Hind, Woodcut, vol. 1, 37.
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production in Venice. Woodcuts not only broke up the text, but were also visual reproductions of portions of the text and
served as “sign-posts” for readers to aid them in finding specific sections. 132 Publishers did not hesitate to reuse these
pictures either in the same book or in other books.
The event pictured in the woodcut is described in the text below. It shows emissaries dispatched to Rome by
Philip of Macedonia and Ptolomy of Egypt to pledge warfare supplies. The text is very specific; it lists the amount of
gold, silver and other provisions that will be made available; it notes that Thracian soldiers will be sent, and it mentions
Marco Attilio as a military leader. 133
The picture is an example of the “popular style,” created by an anonymous designer whose design was then
executed by a woodcutter. 134 The popular style distinguishes itself through boldly-drawn images in black outline that
have a naive charm, although they are “seldom of original invention.” 135 However, there was innovation in that designers
would often draw figures that wore contemporary clothing, 136 thus giving the little scenes an up-to-date feeling that
undoubtedly appealed to its public.
The Il Deche went through several printings, beginning in 1470, which accounts for the fact that the woodcuts are
in the popular style even though by 1511, the date of the museum’s pages, the popular style had long been superseded by
the “classic style,” 137 whose designers are heavily indebted to Andrea Mantegna. 138 Regardless of this distinguished
association, the creators of woodcuts in the popular style, while not as accomplished in draughtsmanship as those working
in the classic style, often produce work of a captivating liveliness that has greater appeal than the suave creations of their
more proficient and classically-trained peers.
Bibliography: Victor Massena, Prince d’Essling, Les Livres a Figures Vénitiens de la fin du XVe siècle et du
Commencement du XVIe, 1907, vol. I, pp. 46-54; Elfried Bock, Geschichte der Graphischen Kunst von
ihren Anfängen bis zur Gegenwart, 1930; André Blum, The Origins of Printing and Engraving, trans.
Harry Miller Lydenberg, 1940; Hind, ... Woodcut, 1935, 1963 (rpt.), 2 vols.; Felix Brunner, A Handbook
of Graphic Reproduction Processes, 2nd ed., 1964; William M. Ivins, Prints and Visual Communication,
1969; A. Hyatt Mayor, Prints and People. A Social History of Printed Pictures, 1971; Zigrosser, 1974;
Konrad Haebler, Handbuch der Inkunabelkunde,1925, 1979 (rpt.); William M. Ivins, Jr., How Prints
Look, rev. ed., 1987
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Hind, Woodcut, vol. 2, 465.
I am indebted to Salvatore F. Vergadavola for his translation of this page and the sheet listed in cat. 16.
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In general, the designer did not cut the design himself. As Hind writes, “...the mechanical factor of cutting the wood...might be said to possess no
artistic virtue” (Woodcut, vol. 1, 29).
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Hind, Woodcut, vol. 2, 465.
Hind, Woodcut, vol. 2, 466.
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Hind considers two printings of the Malermi Bible the watershed between the two styles. The 1490 issue of the bible is illustrated with “popular
style” woodcuts; the 1493 edition with “classic style” pictures (Woodcut, vol. 2, 464).
138

Hind, Woodcut, vol. 2, 466, 469.
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Unknown Italian (Venetian), Page from ‘Il Deche di Tito Livio / Vulgare hystoriate’ (History of Rome),
1511
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Catalogue 16
Unknown Italian (Venetian)
Page m iiii from ‘Il Deche di Tito Livio / Vulgare hystoriate’ (History of Rome), 1511
Venice: Printed by Bartholomeo Zanni for Lucantonio Giunta, 1511
Woodcut on laid paper
30.4 x 21.1 cm sheet size
Museum # 1976.095
Condition:

Sheet edges slightly discolored; on recto, stain in margin upper-right, stain in text lower-right; on verso,
stain in margin upper-left, smudges in margin lower-left, slight stain in text lower-right

Literature:

Hind, vol. 2, pp. 464-465, 478; d’Essling 38

Provenance:

Ferdinand Roten Galleries, Baltimore, MD
Purchased in 1976 from Ferdinand Roten Galleries, Baltimore, MD, with funds from Friends of the Art
Museum

The unfortunate event depicted in the woodcut on this page is the punishment of Vestal Minucia, which occurred
in 337 B.C. That the vestal’s transgression was important is evident when one considers that her deed is mentioned in the
same breath with significant events like a war between the Sidicini and Aurunci, the rule of Consuls Gaius Sulpicius
Longus and Publius Aelius Paetus, an order by the Roman senate to elect Gaius Claudius Inregillensis as Dictator, 139 and
the election of plebeian Quintus Publilius Philo to praetor, or magistrate.
Vestals were priestesses of the Roman goddess Vesta, the goddess of hearth and home whose temple in Rome
contained an undying fire. Vestals, who initially numbered four, later six, were chosen in childhood from the best
families and trained to be obedient and chaste. Their major responsibilities were tending the fire in Vesta’s temple and
preparing sacrifices. They had considerable influence, and requests they made to the state were granted. For example,
they could solicit special privileges for officials or ask for pardons for criminals. After serving for thirty years, they were
allowed to leave and could marry if they wished.
If a Vestal broke her vow of chastity, she was punished by being buried alive. Livy writes in Chapter XV on this
page that “Vestal Minucia, suspected in the first instance because of her dress, which was more ornate than became her
station, was subsequently accused before the pontiffs on the testimony of a slave, and having been by their decree
commanded to keep aloof from the sacred rites and to retain her slaves in her own power, was convicted and buried alive
near the Colline Gate, to the right of the paved road in the Polluted Field–so called, I believe, on account of her
unchastity.” 140
Bibliography: d’Essling, 1907, vol. I, pp. 46-54; Bock, 1930; Blum, 1940; Hind, ... Woodcut, 1935, 1963 (rpt.), 2 vols.;
Brunner, 1964; Ivins, 1969; Hyatt Mayor, 1971; Zigrosser, 1974; Haebler, 1925, 1979 (rpt.); Ivins,
Jr.,1987
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Ancient Rome was governed by the senate and two consuls. The consuls led the military and controlled the treasury. In times of emergency, a
Dictator was appointed to rule the state. The Dictator, whose decrees could not be challenged, held his office for six months and had sweeping
authority over the state’s citizens, although control of public finances remained in the hands of the consuls.
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B. O. Foster, trans. Livy (Cambridge, MA: Harvard University Press; London: William Heinemann, Ltd., 1957) vol. 4, 63.
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(entire page)

(detail)

Plate 16.

Unknown Italian (Venetian), Page m iiii from ‘Il Deche di Tito Livio / Vulgare hystoriate’ (History of
Rome), 1511
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Catalogue 17
Marcantonio Raimondi (Argius ca. 1480-1527 or 1534 Bologna)
Mars, Venus and Eros, 1508, after Andrea Mantegna?
Engraving on laid paper
29.4 x 21.3 cm
Museum # 1981.078
Imprinted:

In image bottom-center in two lines MAF/1508 16D; in armor at bottom-center a cross-like symbol with
the letters FZ beneath

Condition:

Cut to the image; slight scattered foxing; crease across entire center; glue line along entire top and bottom
edge of sheet

Literature:

Bartsch 345/II

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1981

The myth of Mars, the god of war, and Venus, the goddess of love and mother of Eros, is recorded by Homer in
the Odyssey (8:266-365) and in Ovid’s Metamorphoses (4:171-189). 141 During the Italian Renaissance it was considered
an allegory of the conquest of Strife by Love. Venus and Mars are seen together in a pastoral setting. Mars has set aside
his Medusa-faced shield, body armor, helmet, and weapons of war, and reaches for Venus whose blazing torch indicates
her love for him. Eros approaches his mother on the right, glancing at the weapons of war that have been cast off in
preference for the amorous encounter between the two. 142 Often in the Renaissance this subject commemorated a
betrothal, with the figures being portrayed in the likeness of the engaged couple. 143 The mysterious letters FZ inscribed
on the armor may have some bearing on this tradition.
Antique models for the figures of Mars and Venus seem to have come from a variety of sources. The most
obvious visual reference for the figure of Mars is the Belvedere Torso, perhaps after a drawing by Michelangelo of the
torso. 144 The original source for the figure of Venus is more difficult to identify. Shoemaker and Broun consider the fully
rounded form with its highlighted chest, sloping shoulders, and flattened breasts as being consistent in general with
Venetian female figures. 145 The trees, landscape, and particularly the castle in the background are copied from Albrecht
Dürer and reflect Marcantonio’s well-known admiration for the German printmaker. 146
141
142
143

Hall 320.
Frequently in Renaissance images of this subject amoretti (a band of Cupids) play with the weapons of Mars (Hall 201).
Hall 320.

144

Innis H. Shoemaker and Elizabeth Broun (The Engravings of Marcantonio Raimondi [Lawrence, KS: Allen Press Inc., 1981] 76) believe that the
figure of Mars in the engraving is depicted in a style that only Michelangelo and, to some degree, Luca Signorelli were capable of in 1508.

145

The female figure in Marcantonio’s Dream of Raphael was inspired by Giorgione and seems to come closest to the Venus in Mars, Venus, and
Eros (Shoemaker and Broun 76).

146

According to Vasari (1244), Marcantonio so admired the work of Dürer that he spent all of his money to purchase a set of Dürer’s prints when he
first saw them in St. Mark’s Square in Venice. Later, he created exact copies of Dürer’s Life of the Virgin series, complete with the monogram of the
German master which elicited protests by Dürer to the Venetian Signoria. The only satisfaction Dürer received was a judgment that Marcantonio
could no longer use the signature of Dürer on his copies of the German master’s works.

69

According to Bartsch there are two known states of Mars, Venus, and Eros. 147 The museum owns the second
state. There are several clear differences between the two states. The additions to the second state are the face of Medusa
on the shield of Mars, which is blank on the first state; the flaming torch held by Venus, not present at all in the first state;
the quiver in the lower-right corner; the branch with numerous twigs that springs from the tree trunk directly to the
proper-right and above the head of Mars, which in the first state is an almost bare single branch; the hill with a tower in
the background just behind the head of Mars; and the armor with the inscription FZ, letters whose significance has never
been completely explained. 148
Marcantonio Raimondi was one of the pioneers of sixteenth-century Italian engraving. He followed Andrea
Mantegna (1431-1506) in helping to develop this new art form in Italy. Raimondi is particularly noted for inventing a
systematized technique for engraving lines. 149 He would use hatching to create shadows and parallel lines placed very
close together for indicating volume, resulting in a chiaruscuro effect of unusual three-dimensionality. His system
influenced many artists who followed him, and his new technique transformed the medium of engraving from one that
imitated drawing to one that could resemble painting.
Marcantonio was trained in the local workshop of Francesco Francia (ca. 1450-after 1526), a painter, metal
workier and niellest. The process of making intaglio prints is thought to have originated in niellest workshops like
Francia’s where the patterns created on gold and silver plaques were inked and printed to keep a record of the completed
design. Francia’s name was adopted and preserved by Marcantonio in the third letter of his monogram MAF.
The system and style of Marcantonio lived on into the seventeenth and eighteenth centuries in the work of the
many engravers who adopted his technique. They looked to him not only for technique but also for the concepts and
ideals of Renaissance art. Rembrandt (1606-1669) is known to have owned and collected prints by Marcantonio.
Because Rembrandt never traveled to Italy, it can be said that much of what he knew of Italian Renaissance art he learned
from the engravings of Raimondi. Further evidence of this master engraver’s influence abroad shows in the work of
French artists Nicolas Poussin (1594-1665), Theodore Gericault (1791-1824) and Eugene Delacroix (1798-1863), 150 as
well as that of numerous lesser-known artists whose academic training included studying and copying the prints of
Raimondi.
M. S.
Bibliography: R. Kautszch, “Michelangelo’s Zeichnung zu ‘Mars, Venus und Amor’,” Repertorium für
Kunstwissenschaft 22 (1899): 183-187; Thieme and Becker, 1907-1950, vol. 27, pp. 574-577; Hind,
1912; Davidson, 1954; Bénézit, 1966, vol. 7, p. 102; Strauss, ed., 1978, vol. 27; Ivins, 1978 (rpt.); Hall,
1979; Vasari, 1979; Shoemaker and Broun, 1981

147
148

Strauss, ed., vol. 27 (1978) 40-41 (345-I, 345-II).
Shoemaker and Broun 78.

149

According to Shoemaker and Broun (13), this system consists of a “sequence of crosshatching, curving parallel lines and dots applied with
consistency and without confusion to such forms as legs, arms, necks and faces.”

150

Shoemaker and Broun 37-38.
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Plate 17.

Marcantonio Raimondi (Argius ca. 1480-1527 or 1534 Bologna), Mars, Venus and Eros, 1508, after
Andrea Mantegna?
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Catalogue 18
Follower of Polidoro Caldara, called Polidoro da Caravaggio (Caravaggio ca. 1490/1500-ca. 1543 Messina)
Adoration of the Magi, ca. 1530
Pen, brown ink and brown wash heightened with white on laid paper
37.5 x 26.3 cm
Museum # 1990.019.001
Watermark:

Fleur-de-lys in a circle with a six-pointed star outside of circle immediately above the point of the fleurde-lys, similar to Briquet 7117

Imprinted:

In image bottom-center a 4-mm round, starburst-like black stamp 151
On verso: Upper-right corner handwritten in brown ink the letter B; in center handwritten in brown ink in
two lines S (? or J?)/4

Condition:

Cut to the image; discoloration upper-right; horizontal crease across entire center of sheet; two small
losses center-left

Provenance:

Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY
Purchased in 1989 from Elizabeth Hamilton - Jeffrey Wortman, Inc., with funds from the Val A.
Browning Old Masters Endowment

Lively figures expressing intense emotions, diagonal arrangements, a monochromatic palette, and the use of
chiaroscuro, or light and dark, that gives human forms an extraordinary plasticity are typical of Polidoro da Caravaggio’s
work and were much commented-upon by his contemporaries. 152 His knowledge of antiquity and his manner of landscape
painting elicited equal praise from his peers, 153 as did his monochromatic decorative painting of house and palace facades
with grandiose scenes from ancient history that, aside from a few remnants in situ, 154 are known today only through prints
and drawings. 155

151

This stamp is inventoried by Frits Lugt under no. 2883a as an unidentified mark lifted from an etching by Rembrandt (Les Marques de Collections
de Dessins & d’Estampes. Marques estampillées et écrites de collections particulières et publiques. Marques de marchands, de monteurs et
d’imprimeurs. Cachets de vente d’artistes décédés. Marques de graveurs apposées après le tirage des planches. Timbres d’édition. Etc. Avec des
Notices Historiques sur les Collectionneurs, les Collections, les Ventes, les Marchands et Éditeurs, etc. [Amsterdam: Vereenigde Drukkerijen, 1921]
533).
152

His manner of using chiaroscuro led to his work often being confused with that of Michelangelo da Caravaggio (1571-1610) and his equally
powerful modeling of figures through chiaroscuro.
153

Vasari observed that any artists who came to Rome to learn the bella maniera would inevitably copy Polidoro’s or his teacher Maturino’s style
(qtd. in Kurt Cassirer, “Zeichnungen Polidoro da Caravaggios in den Berliner Museen,” Jahrbuch der Preuszischen Kunstsammlungen (1920): 344.
Polidoro may also have been the first Italian painter who painted biblical figures as subservient to an idealized landscape, as he did in two scenes
from the life of St. Magdalen (Thieme and Becker, vol. 5, 379).
154

As S. J. Freedberg writes, “[Polidoro’s] ...Roman histories, unfolded in vast panoramic friezes across the facades of ... Roman palaces... must have
been among the grandest splendours added to the city in the brief but fertile span of Clement’s reign before the Sack” (Painting in Italy 1500-1600,
3rd ed. [New Haven and London: Yale University Press, 1993] 221).
155

There are a number of drawings after designs of Polidoro for various Roman palaces in the collection of The Art Institute of Chicago. See Italian
Drawings before 1600 in The Art Institute of Chicago by Suzanne Folds McCullagh and Laura M. Giles (Chicago: The Art Institute of Chicago,
1997), 363-367, cats. 581-595.
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Polidoro’s life was almost as tumultuous as that of his namesake Michelangelo da Caravaggio, one of the most
tempestuous artists of the Baroque period. After being “discovered” by the Roman artist Maturino who found him to be a
gifted pupil, Polidoro fell under the influence of Raphael and Giulio Romano. 156 Fleeing the Sack of Rome in 1527,
Polidoro went to Naples, then to Messina, Sicily, 157 all the while painting the grandly-scaled decorative murals that made
his fame in Rome. His last dated works are two triumphal arches that the city of Messina erected for Charles V in 1535
upon his victorious return from Tunisia. Anecdotal information has it that Polidoro’s pupil Tonno Calabrese murdered
him for his money the night before Polidoro was to return to Rome. 158
Like other Mannerist artists, Polidoro eschews geometric order in favor of ambiguous spatial composition,
artificial, elegant distortion of forms, tensely posed figures, and eccentric, unnatural colors. Polidoro’s work departs from
Raphael’s rational geometric configurations and the calm classical order so typical of the High Renaissance and, instead,
shows a greater debt to Giulio Romano’s mannered work. The elongated bodies, disproportionally small heads and
agitated gestures make Polidoro’s drawing typical of the Mannerist School, the movement that dominated artistic creation
in sixteenth-century Italy after the death of Raphael in 1520. Instead of the Madonna and Child attracting attention as
centrally-placed figures, Polidoro poses them almost at the bottom of the agitated diagonal mass of bodies and uses white
luminous highlights to lead the viewer’s eyes to them.
Bibliography: Thieme and Becker, 1907-1950, vol. 5, pp. 377-380; Wilhelm Rolfs, Geschichte der Malerei Neaples,
1910, pp. 189-191, 200, n. 1; K. Cassirer, Jahrbuch der Preuszischen Kunstsammlungen 1920, pp. 344358; Lugt, 1921; A. E. Popham and Johannes Wilde, The Italian Drawings of the XV and XVI Centuries
in the Collection of His Majesty the King at Windsor Castle, 1949, pp. 294-300, cats. 690-740; n.a.,
Mostra del Caravaggio e dei Caravaggeschi, 1951; S. J. Freedberg, Painting of the High Renaissance in
Rome and Florence, 1961, vol. 1, pp. 421-422, vol. 2, p. 373, figs. 515-516, p. 514, fig. 700; Philip
Pouncey and J. A. Gere, Italian Drawings in the Department of Prints and Drawings in the British
Museum. Raphael and his Circle: Giulio Romano, G. F. Penni, Perino del Vaga, Giovanni da Udine,
Tommaso Vincidor, Polidoro da Caravaggio, Baldassare Peruzzi, Timoteo Viti and Girolamo Genga, also
Sebastiano del Piombo, 1962, vol. 1, 116-134, cats. 197-236, vol. 2, plates 164-201; Bénézit, 1966, vol. 2,
p. 256; Alessandro Marabottini, Polidoro da Caravaggio, 2 vols., 1969; Gabrielli, 1971, p. 207, no. 702,
fig. 109; Roberto Longhi, Cinquecento Classico e Cinquecento Manieristico, 1976, vol. 8/2, pp. 109-112,
figs. 89-95; Lanfranco Ravelli, Polidoro Caldara da Caravaggio, 1978; Pierluigi Leone de Castris,
Polidoro da Caravaggio fra Napoli e Messina (exhibition catalogue), 1988; Freedberg, 1993; Michael
Jaffe, The Devonshire Collection of Italian Drawings. Vol. 2. Roman and Neapolitan Schools, 1994;
McCullagh and Giles, 1997, cats. 578-603, pp. 363-369

156

After Raphael’s death, Giulio Romano (ca. 1492/1499-1546) became one of the premier Mannerist painters. He was also an architect and is
famous for the Palazzo del Te in Mantua, commissioned by Federigo Gonzaga. The palace and its frescoes are extraordinary examples of Mannerist
mores--the antithesis to classical design which Giulio had learned from his master Raphael.

157

Where, according to Giovanni Morelli (vol. 2, 193, n. 2), he “...founded a school in that city which dragged out a feeble existence and became
extinct with his pupil Tonno...”
158

Thieme and Becker, vol. 5, 379.
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Plate 18.

Follower of Polidoro Caldara, called Polidoro da Caravaggio (Caravaggio ca. 1490/1500-ca. 1543
Messina), Adoration of the Magi, ca. 1530
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Catalogue 19
Francesco d’Ubertino Verdi, called Il Bachiacca 159 (Borgo San Lorenzo 1494-1557 Florence)
Saint John in the Wilderness, ca. 1535
Oil on panel
41.9 x 28.6 cm
Museum # 1973.080.005.001
Signed:

Unsigned
On verso: Glued to the panel two labels from Newhouse Galleries, New York, NY, and a label from
Ancienne Maison Guillotin, Paris; on frame upper-center a small rectangular label with the number No.
817 and the measurements 41 x 28, written in ink; lower-center on frame an unidentified circular
collector’s stamp in black ink; lower-left a partial round label with the measurements 41 ½ x 28, written
in pencil

Condition:

Craquelure throughout; small surface scratch lower-left near edge; minor paint losses upper-right, lowerright, and lower-left corners

Literature:

Adelyn Breeskin, Gertrude Rosenthal, and Howard S. Merritt, Bacchiacca and his Friends (exhibition
catalogue), 1961, p. 36, no. 4; Lada Nikolenko, Francesco Ubertini called Il Bacchiacca, 1966, p. 44, fig.
27; Goley, 1990, no. 24

Provenance:

Ancienne Maison Guillotin, Paris
Newhouse Galleries, New York, NY, 1960(?)
Purchased in 1973 from Newhouse Galleries, New York, NY, with funds from Friends of the Art
Museum

Exhibition:

Marriner S. Eccles Federal Reserve Board Building, Washington, DC, In Support of the Arts in Utah: An
Eccles Family Tradition, October 2 to November 30, 1990, no. 24

It is only fairly recently that Bachiacca’s reputation has recovered from the dismissive disdain of early scholars
whose lack of interest probably stems from his not being given more than passing mentions by Giorgio Vasari. 160 Even
though Vasari’s commentary describes Bachiacca as an artist who excels in small pictures and decorative design, it carries
159

Bachiacca’s given name and nickname have suffered constant misspellings, beginning with Giorgio Vasari who lists him incorrectly as Francesco
Ubertini. The name used in this entry is based on research by Robert G. La France who is preparing a dissertation on Bachiacca. As La France
points out, the various spellings have led to considerable confusion in the literature on this artist, and standardization is highly necessary (letter to the
author 5 May 1999). I am indebted to Mr. La France for sharing his findings.

La France also provided extensive commentary on Bachiacca’s reuse of motifs, discussed later in this entry, in a letter (7 April 1998) to Dr.
Will South at the UMFA.
160

For example, in 1938 Bernard Berenson talks of Bachiacca as “a small master,... a ‘scissors-and-paste’ artist... who spent his life copying all his
Florentine contemporaries...” (Drawings ...Florentine Painters, vol. 1, 297). As late as 1977, John Shearman calls Bachiacca an “engaging
parasite...who makes a living and an art form out of diminutive paraphrases...” (“A Manscript Illustrated by Bachiacca,” in Lavin and Plummer, vol.
1, 399). The glowing exception in early art-historial writing is Giovanni Morelli who in 1892 writes of Bachiacca as “...by no means wanting in
talent...who is less known in the history of art than he deserves to be...” (vol. 1, 101-102). Hopefully, recent research has completely laid to rest
previous misconceptions (see Elizabeth Pilliod, “Representation, Misrepresentation, and Non-Representation: Vasari and His Competitors,” Vasari’s
Florence. Artists and Literati at the Medicean Court, ed. Philip Jacks [Cambridge: Cambridge University Press, 1998] 41). Pilliod convincingly
argues that Vasari’s choices on whom to include in his Lives... were based as much on “sour grapes” as on artistic merit, and that too many scholars
have relied on Vasari’s assessments.
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with it the unspoken intimation that he simply did not have the skill to create monumental works. 161 That Vasari’s view
was not necessarily shared by Bachiacca’s contemporaries is evident in his working for important aristocratic patrons like
Pier Francesco Borgherini or Duke Cosimo I, to whom he became court painter. 162 Bachiacca’s artistic connections are
impeccable--he was a pupil of Perugino and friends with the High-Renaissance master Andrea del Sarto as well as with
the avant-garde Mannerist artist Giulio Romano.
When there is mention of Bachiacca in early art-historical literature, he is often considered eclectic, a scavenger
accused of lifting settings, figures, or assorted motifs from other artists’ works. 163 However, although “eclectic” today
may have a negative meaning in this context, in Bachiacca’s time “...the recognition of a work of art hinged much less on
its originality than on the creative and successful use of parts derived from the few great masters whose genius could not
be duplicated by the rest of the artists.” 164 One could theorize that artists may even have been encouraged by patrons to
include pictorial quotations borrowed from other masters--it would have provided them with the opportunity to elegantly
flaunt their erudition by recognizing these passages.
Although there are two other well-known versions of St. John in the Wilderness by Bachiacca (in South Carolina
and in Bremen), 165 the UMFA’s painting stands out as a particularly fine example of Bachiacca’s electicism and of his
Mannerist leanings. It is also perhaps the best preserved because even the finely applied gold in St. John’s halo, on his
staff and on his bowl is not abraded. Typical are St. John’s delightfully painted animal companions, here two deer at his
side. 166 Equally typical is his loin cloth made of spotted fur in which the artist also dresses the young St. John in his
Madonna and Child with the Infant St. John. 167 Bachiacca’s reuse of motifs and borrowings from other artists or from his
own works is apparent in the pose of St. John which has been compared to the seated Adam in Fra Bartolommeo’s The
Creation of Eve; 168 in aspects of the scenery--the pool, the tree behind St. John, the towering rocks, the shrubbery above
161

The monograph by Lada Nikolenko (1) on Bachiacca criticizes Vasari as being at the root of this “condescending attitude” and as having
“...created an image of a typical ‘cassone’ painter... [whose] monumental compositions were later attributed to the more famous artists, and
reassigned to Bacchiacca only with a certain reluctance.” Regardless, five years after Nikolenko’s monograph appeared, S. J. Freedberg classes
Bachiacca with the “lesser Florentines” who began as a “craftsman-painter... [whose] temperament and talents were never quite to be detached from
his beginnings” and whose abilities did not allow him to go beyond painting small pictures (Painting in Italy 1500-1600 [Baltimore, MD: Penguin
Books, 1971] 159). Happily, the catalogue Italian paintings XIV-XVIIIth Centuries from the collection of The Baltimore Museum of Art by
Gertrude Rosenthal includes a monumental work by Bachiacca, a Madonna and Child in a Landscape, that lays to rest any notions of Bachiacca’s
talents being limited to decorative trivialities.

162

And--based on salary information in Medicean court papers dated 1540--it appears that his services were valued as highly as those of Agnolo
Bronzino, and more so than the work of Ridolfo di Domenico Ghirlandaio who received only half the salary that Bronzino and Bachiacca
commanded (Pilliod, in Vasari’s Florence... 44).
163
164

And even Vasari has been called “the most famous eclectic of his age” (Rosenthal in Breeskin et al. 18).
Rosenthal in Breeskin et al. 17.

165

The most similar replica is in the collection of the Bob Jones University Art Gallery in Greensville, SC; the other, with St. John seated facing
right, is at the Kunsthalle in Bremen, Germany. There is also a black-chalk preparatory study of St. John as he appears in the UMFA’s painting. The
drawing was included in an exhibition in 1987 at the Kate Ganz Gallery in London. Its present whereabouts are unknown.
It is likely that Bachiacca did not hesitate to paint the same theme several times because, as Vasari mentions, his paintings were popular
and many were sent to collectors in France and England.

166

In the painting at Bremen, St. John is shown with a squirrel, birds, and one deer placed high in the landscape; the work in South Carolina includes
two deer.

167
168

Reproduced in Breeskin et al., cover page.
Reproduced in Breeskin et al., 20, fig. 1.
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the spring, the glimpse of sky at the very top of the painting--all included also in the St. John in South Carolina. The
suggestion that Bachiacca’s inspiration for the rocky outcropping was the engraving The Penance of St. John Chrysostom
by Albrecht Dürer is well taken since this is especially evident in the Bremen picture, but to some degree also in the
painting in South Carolina and in the UMFA’s work. As J. Russell Sale points out, “throughout his career Bachiacca
loved to combine the more unruly landscapes of the North with Italian figural designs, capitalizing on the tension arising
from such a juxtaposition.” 169
In relation to the setting, the scale of St. John’s figure is quite large; if he were to stand up he would be a towering
giant. As he sits elegantly posed on a rocky ledge under a tree, he casually reaches across an incongruously long span of
the landscape to hold his bowl beneath the spring issuing out of the rocks. His vividly painted smooth-skinned body is
quite out of place in this rugged setting. 170 Elongated forms, borrowed motifs, and exaggerated colors are some of the
typical aspects of Mannerist art and group Bachiacca with those Florentine artists whose work metamorphizes from
naturalism to Mannerist artificiality. 171
Bibliography: Morelli, 1892, vol. 1, pp. 101-113, vol. 2, p. 261; Thieme and Becker, 1907-1950, vol. 33, pp. 522-523;
Gamba, Bollettino d’Arte 1 (1924): 193-217; Arthur McComb, “Francesco Ubertini (Bacchiacca),” Art
Bulletin 8.3 (1926): 140-167; Berenson, Drawings...Florentine Painters, 1938, vol. 1, pp. 297-299, vol. 2,
pp. 19-20; Herbert Friedmann, “Bacchiacca’s ‘Gathering of Manna’ in the National Gallery,” Gazette des
Beaux-Arts 32 (July-Dec. 1947): 151-158; n.a., Mannerist Drawings, Prints and Paintings (exhibition
catalogue), 1957, cat. 9; Howard S. Merritt, “Bacchiacca Studies: The Use of Imitation,” diss., Princeton
University, 1958; Luisa Marcucci, “Contributo al Bacchiacca,” Bolletino d’Arte 4 (1958): 26-39;
Freedberg, Painting... in Rome and Florence, 1961, vol. 1, pp. 500-503, vol. 2, pp. 452-459, plates 627638; G. Rosenthal, “Bacchiacca: A Mannerist with Perfect Manners,” Art News 59.9 (Jan. 1961): 42 ff.;
Howard S. Merritt, “The Legend of St. Achatius: Bacchiacca, Perino, Pontormo,”Art Bulletin 45.3
(1963): 258-263; Francesco Abbate, “L’attività giovanile del Bacchiacca,” Paragone 16.189/9 (Nov.
1965): 26-49; Bénézit, 1966, vol. 1, p. 322; Venturi, 1925, 1967 (rpt.), vol. 9, pp. 453-474; Berenson,
Italian Pictures...Florentine School, 1968, rev. ed., vol. 1, pp. 19-21; Freedberg, 1971, pp. 159-160; Zeri
and Gardner, Italian Paintings...Florentine School, 1971, pp. 193-195; Fredericksen and Zeri, 1972; Joan
Caldwell, “Two Portraits of Poets by Bacchiacca,” Commentari 26 (1975): 297-309; Shearman in Lavin
and Plummer, eds., 1977, vol. 1, pp. 399-402, vol. 2, pl. 1; Charles D. Colbert, “Bacchiacca in the
Context of Florentine Art,” diss., Harvard University, 1978; Candace Adelson, “Bacchiacca, Salviati and
the Decoration of the Sala dell’Udienza in the Palazzo Vecchio,” in Arti del Principato Mediceo, 1980,
pp.141-200; Rosenthal, ed., 1981, pp. 86-99; Serena Padovani and Silvia Meloni Trkulka, Il Cenacolo di
Andrea del Sarto a San Salvi, 1982, pp. 70-71, pl. 50; Miles L. Chappell, “A Figure Study by
Bacchiacca,” Source 6.1 (Fall 1986): 24-28; Colnaghi, 1986, pp. 275-276; Freedberg, 1993, pp. 239-240;
Patricia Lee Rubin, Giorgio Vasari: Art and History, 1995; Marilena Mosco, The Pitti Palace: The Palace
and its Art, 1997, p. 13, 56, fig. 56; Pilliod, in Vasari’s Florence..., 1998, pp. 30-52; Robert G. La France,
“Francesco d’Ubertino Verdi, il Bachiacca (1494-1557): An Alternative Artist,” diss. (in progress), New
York University

169
170
171

Qtd. in Rosenthal 92.
Luminous colors are one of Bachiacca’s trademarks; he “...was an artist of colors for colors’ sake” (Nikolenko 21).
As Howard S. Merritt writes, “[Bachiacca]... foreshadows a sort of ‘mannered Mannerism’...” (in Breeskin et al. 34).
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Plate 19.

Francesco d’Ubertino Verdi, called Il Bachiacca (Borgo San Lorenzo 1494-1557 Florence), Saint John
in the Wilderness, ca. 1535
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Catalogue 20
Attributed to Girolamo Sellari, called da Carpi (Ferrara ca. 1501-1556/57 Ferrara)
Two Standing Draped Women from Antiquity
Pen and brown ink on laid paper
14.5 x 9.3 cm
Museum # 1989.009.002
Signed:

In image lower-left corner in ink an illegible first letter(s) (partially cut off) followed by av(or
u)ineirs? 172
On verso: In pencil bottom-right P/J(or S?)

Condition:

Cut to the image; slight general foxing

Provenance:

Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY
Purchased in 1989 from Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY, with funds from the
Jarman Family Endowment Fund

Girolamo da Carpi is an artist whose work is a synthesis of Renaissance classicism and later Mannerism. Da
Carpi “was capable of imitating any renowned master..., and during his career he adopted many mentors and their styles,”
from Raphael to Parmigianino. 173 Da Carpi spent much of his life in his birthplace Ferrara where he had close contact
with the court of the d’Estes. He was appointed court painter in 1540 and obviously enjoyed great success because one of
his paintings was selected by Cardinal Ippolito II to be sent to France as a gift for Francois I. When the cardinal went to
Rome in 1549, da Carpi accompanied him and took the opportunity to closely study antique ruins and statuary during his
five-year stay. While in Rome, he befriended Giorgio Vasari who included him in his Lives... Despite some unnecessary
asides on his personal life, 174 Vasari recommends da Carpi for the “marvellous beauty” of some of his paintings, but
considers his architectural efforts the basis for his “great reputation” in Rome. In fact, da Carpi’s architectural marvels led
to a commission from Pope Julius III. 175
Most of da Carpi’s known drawings are depictions of figures or objects from classical antiquity in Rome,
sketched in situ or copied from other artists’ drawings. 176 In the UMFA’s sketch, da Carpi creates two classically-robed
female figures that have a solid corporeality. Their contrapposto stances, arms entwined, both gazing into the distance,
and one of them posed with slightly parted lips, make it appear as though they are engaged in conversation about the

172

The inscription is in brown ink and may be contemporary with the drawing, but is apparently not by the artist’s pen because the point is much
softer than the point of the pen with which the figures were drawn.
173

Roberta J. M. Olsen, “The Fulfilment of an Ideal,” Record of the Art Museum, Princeton University 32.2 (1973): 16.

174

Vasari (vol. 3, 310-311) chastises him for spending too much time on his “amours and ...playing the lute” rather than honing his painterly skills
and even goes so far as to chide da Carpi for marrying at the age of thirty-seven and having children “perhaps earlier than was prudent.”

175

Whom “it was impossible to please,” according to Vasari (vol. 3, 312) and whose constantly changing demands contributed much to da Carpi’s
decision to return to Ferrara.

176

This has created considerable debate in regard to attributing drawings to da Carpi. As Norman Canedy notes, the “chameleon-like character” of
da Carpi’s Roman drawings indicates that he often did not sketch extant statuary, but rather copied other artists’ works in their manner.
Consequently, many of da Carpi’s drawings have been misattributed to those masters (The Roman Sketchbook of Girolamo da Carpi [London: The
Warburg Institute, University of London, 1976] 7). Da Carpi’s sketches also rarely include either a setting or bases or pedestals, something that is
typically found in sixteenth-century sketchbooks. This is another indication that his drawings are copied from other artists’ sketches (Canedy 13).
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object of their interest. The scalloped edges of the garment folds gathered at their hips are frequently found in da Carpi’s
sketches. 177 Even in this quickly penned drawing, da Carpi’s masterful draughtsmanship is evident.
Bibliography: Thieme and Becker, 1907-1950, vol. 6, pp. 45-47; Alberto Serafini, Girolamo da Carpi. Pittore e
Architetto Ferrarese (1501-1556), 1915; Popham and Wilde, 1949, pp. 206-208; Aldo Bertini, I Disegni
della Biblioteca Reale di Torino, 1958, pp. 30-32, cat. 173-183, figs. 173-183; Bénézit, 1966, vol. 2, pp.
332-333; Berenson, Italian Pictures... Central Italian and North Italian Schools, 1968, rev. ed., vol. 1, 188189; Norman Canedy, “Some Preparatory Drawings by Girolama da Carpi,” Burlington Magazine 112
(Feb. 1970): 86-94; Olson in Record of the Art Museum, 1973, 16-27; Angelo Walther, “Erweiterung der
italienischen Abteilung der Sempergalerie (II),” Dresdner Kunstblätter 18.2 (1974): 34-42; Canedy, 1976;
J. A. Gere and Philip Pouncey, Italian Drawings in the Department of Prints and Drawings in the British
Museum. Artists working in Rome c. 1550 to c. 1640, 1983, vol. 1, pp. 95-109, vol. 2, plates 142-179;
Anna M. Fioravanti Baraldi, “‘Apollo, anchor che tu cantassi in rime...:’ Epos e Voluptas in alcuni
disegni di Girolamo da Carpi,” Musei Ferraresi: Bollettino Annuale 15 (1985-1987): 83-90; Luca
Leoncini, “Due nuovi disegni dell’extispicium del Louvre,” Xenia 15 (1988): 29-32; Freedberg, 1993, pp.
402-404; Michael Jaffe, The Devonshire Collection of Italian Drawings. Vol. 4. Venetian and North
Italian Schools, 1994; McCullagh and Giles, 1997, pp. 117-121

177

See Canedy, fig. R 73 (pl. 10), for a close example.
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Plate 20.

Attributed to Girolamo Sellari, called da Carpi (Ferrara ca. 1501-1556/57 Ferrara), Two Standing
Draped Women from Antiquity
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Catalogue 21
Pierfrancesco di Jacopo Foschi (Florence 1502-1567 Florence)
Portrait of a Young Man Weaving a Wreath of Flowers, ca. 1540
Oil on panel
99.1 x 75 cm
Museum # 1981.047
Signed:

Unsigned

Condition:

Cracquelure throughout; minor paint losses upper-right and lower-right along edge; a 2.5-cm scratch
bottom-center; cracks in panel throughout (without paint loss)

Literature:

Tancred Borenius, “Nachrichten: London,” Pantheon 6 (July-Dec. 1930): 521 (plate), 531 (as Pontormo);
Antonio Pinelli, “Pier Francesco di Jacopo Foschi,” Gazette des Beaux Arts 69.1177 (Feb. 1967): 103, pl.
23; Sotheby’s, Important Old Master Paintings (auction catalogue), 8 December 1976, p. 73, no. 77

Provenance:

Carlo Segre, Villa Careggi, Poggio a Caiano, Italy
Thomas Agnew & Sons, London, 1935
An English Collector, London
Sotheby’s London (sold December 8, 1976, lot 77)
Newhouse Galleries, New York, NY
Purchased in 1981 from Newhouse Galleries, New York, NY, with funds from the Herbert I. and Elsa
Bamberger Michael Foundation

The remarkable grace, sensitivity and mannered elegance with which the sitter has been painted is typical of
Pierfrancesco Foschi’s portraits. 178 By the time the younger Foschi painted this sitter he had moved beyond the influence
of his master and friend Andrea del Sarto (1486-1531) 179 and had developed his own mature style that referenced stylistic
aspects of some of the major Mannerist painters in Florence. 180 That Pierfrancesco was a sought-after portraitist is evident
from the surviving portraits, often pictures of notable personages like highly-placed ecclesiastics and aristocrats, and
especially members of the Medici family. 181 According to contemporary chronicler Giorgio Vasari, Pierfrancesco

178

For a painting by Foschi’s father, see cat. 12.

179

One painting of Andrea’s that Pierfrancesco reproduced quite closely is the Holy Family in the collection of the Musée des Beaux-Arts in
Budapest (reproduced in Guillaume Tatrai, “Tableau inconnu de Pier Francesco Foschi d’après Andrea del Sarto,” Bulletin du Musée Hongrois des
Beaux-Arts 51 [1978]: 89, pl. 71).
180

As Gertrude Borghero (107) writes, “...around 1540 the artist had reached his mature style in which he fused influences of his great
contemporaries, such as Andrea del Sarto, Sogliani, Pontormo, Bronzino, Bachiacca, and Bandinelli.” Bachiacca is represented in the UMFA’s
collection (see cat. 19).
181

It is likely that Pierfrancesco’s influential patrons were responsible for his being selected in 1562 to the committee to reform the Company of St.
Luke and to draw up statutes for the new Accademia del Disegno, prestigious appointments that placed him in the illustrious company of the major
artists of the period--Giorgio Vasari, Agnolo Bronzino, Francesco da San Gallo, Fra Giovan Agnolo Montorsoli, and Michele Torini (or Tosini)
(Colnaghi 262).
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participated in all of the great decorative projects commissioned by the Medici. 182 He assisted Pontormo with the frescoes
for Duke Alessandro de’ Medici’s villa of Careggi in 1536. He was one of the artists involved in the lavish preparations
for the marriage of Duke Cosimo to Eleonora of Toledo in 1539, the funeral of Michelangelo in 1564, and the wedding of
Francesco I to Johanna of Austria in 1565. He also enjoyed considerable fame as a painter of religious pictures. There
are several altarpieces by him in the churches of Santo Spirito and San Barnaba in Florence, and San Frediano in Pisa. 183
A fairly recent article on this painting proposes that the sitter is one of the nephews of Cardinal Pucci, and the
argument is compelling. 184 When Foschi painted the cardinal, 185 he situated him against a wall with an opening that
allows a glimpse of the landscape as the cardinal would have seen it from his Villa Igno near Pistoia. However, the bridge
and the church included in the landscape are artistic invention. Cardinal Pucci had asked Michelangelo to design these
structures, apparently without success since they were never built. Villa Igno was the country seat of the bishops of
Pistoia. Cardinal Pucci was the third bishop to use it and also the one under whose supervision its construction was
completed in 1540. Perhaps the cardinal had his portrait painted to commemorate this event. When Pierfrancesco painted
the sitter of the UMFA’s portrait, he seated him, too, against a wall with the sliver of a landscape seen through an
opening. This landscape is clearly borrowed from the portrait of Cardinal Pucci and again includes the fictitious church
and bridge. This conscious reuse of pictorial elements is not unusual for Mannerist artists. In this case, it provides
additional support for the sitter’s family connection to Cardinal Pucci, or he would not have been painted in the same
setting. The young man’s three-quarter pose is similar, too, and although his clothing is not as exquisite, the close-fitting
and buttoned gray garment, here subtly tinged with violet, and the slashed sleeves of the coat are similar in style to the
cardinal’s attire.
Two interpretations can be proposed to explain the wreath with which the sitter is occupied. One scholar has
suggested that the flowers may function as a memento mori--to “remember death,” with wilting blossoms an apt reminder
of the transitory quality of all earthly things. The arrangement of the cut flowers on the ledges with stems transsecting in
an almost cross-like shape may support this reading. 186 A happier explanation is the idea that the flowers indicate the
young man’s imminent betrothal. There are two blue bachelor buttons on the ledge and three in the wreath he holds, 187
perhaps referring to the young man’s present status. Two red carnations on the ledge behind him may be symbolic of his
betrothal, 188 although this is unusual in Italian art. They are commonly seen in Dutch or Flemish paintings since they
refer to a Flemish wedding custom. However, it is quite defensible to assume that Foschi may have engaged in the
popular conceit of borrowing elements from other artists or cultures, in this case iconographic symbols typically found in
Northern art. Hence, it is not too farfetched to speculate that this portrait was painted on the occasion of the young man’s
impending marriage.
182

However, as he did with Bachiacca, Vasari did not write a specific vita for the younger Foschi even though it is evident from Foschi’s
commissions and association with the Medici court that he held a respected and important place in the artistic world of Florence. For an absorbing
discussion of Vasari’s modus operandi, see Elizabeth Pilliod in Vasari’s Florence... 30-50.

183

He was buried in this church in 1567.

184

Elizabeth Pilliod, “‘In tempore poenitentiae’: Pierfrancesco Foschi’s portrait of Cardinal Antonio Pucci,” Burlington Magazine 130.1026 (Sept.
1988): 679-687.

185

For reproductions of the portrait, see Carlo Gamba, “Nuove Attribuzioni di Ritratti,” Bollettino d’Arte 1 (1924): 194, or Pilliod, Burlington
Magazine 130.1026 (Sept. 1988): 679, fig. 8.
186
187
188

Suggested by Elizabeth Pilliod (letter to Dr. Will South, Research Curator, UMFA, 22 January 1995).
In hands that have suffered damage because they have lost most of their definition.
Hall 57.
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Bibliography: Thieme and Becker, 1907-1950, vol. 12, p. 235; Gamba, Bollettino d’Arte 1 (1924): 193-217; Myril
Pouncey, “Five Drawings by Pierfrancesco di Jacopo di Domenico Toschi,” Burlington Magazine 99.650
(May 1957): 158-159; Ursula Schlegel, “Tafelbilder des Cinquecento Fiorentino in Berliner Privatbesitz,”
Pantheon 21.1 (Jan.-Feb. 1963): 38-46; Christian von Holst, “Florentiner Gemälde und Zeichnungen aus
der Zeit von 1480 bis 1580: Kleine Beobachtungen und Ergänzungen,” Mitteilungen des
Kunsthistorischen Institutes in Florenz 15 (1971): 43-47; Longhi, “Avvio a Pier Francesco Toschi
(Foschi),” in Cinquecento Classico..., 1976, pp. 103-104, plates 86a-b; Luciano Bellosi et al., Il Museo
dello Spedale degli Innocenti a Firenze, 1977, pp. 238-239, cats. 55-56, plates 79, 81; Tatrai, Bulletin du
Musée Hongrois des Beaux-Arts 51 (1978): 87-93; Theodore Crombie, “Round the Galleries:
International Velvet,” Apollo 110.209 (July 1979): 70; Padovani et al., 1982, pp. 73-74, pl. 52; Borghero,
1986, p. 107, pl. 97c; Colnaghi, 1986, pp. 221, 262-263; Anna Matteoli, “Un’opera datata di Pier
Francesco di Jacopo Foschi,” Ricerche di Storia dell’arte 32 (1987): 95-100; Pilliod, Burlington Magazine
130.1026 (Sept. 1988): 679-687; Freedberg, 1993, pp. 464, 469; Pilliod in Vasari’s Florence..., 1998, pp.
30-50
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Plate 21.

Pierfrancesco di Jacopo Foschi (Florence 1502-1567 Florence), Portrait of a Young Man Weaving a
Wreath of Flowers, ca. 1540
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Catalogue 22
Attributed to Luca Cambiaso, called le Cangiagi (Moneglia 1527-1585 Madrid)
Saint Francis Contemplating a Skull and Crucifix
Pencil, brown pen and brown ink wash on laid paper mounted on wove paper
10.2 x 12.7 cm
Museum # 1973.074
Signed:

In image lower-left corner in brown ink Cangiasio; 189 in pencil lower-right corner the number 155; on
mat below image in pencil Luca Cangiaso; on verso of mat the numbers F 250 and 25 3 . 69

Condition:

Image on laid paper excised irregularly and glue-mounted on wove paper; small portions of the outline of
the excised figure redrawn in brown ink; brown wash in sketch continued on wove-paper mount; small
cut in wove paper top left

Provenance:

Kenneth D. Newman, Bountiful, UT
Purchased from Kenneth D. Newman in 1973 with funds from Friends of the Art Museum

A few rapid pen strokes of varying degrees of thickness are enough to convey to the viewer St. Francis’s
intensely-felt emotions as he contemplates the objects before him and meditates on the death of Christ. With dynamic and
expressive lines, Luca Cambiaso makes it appear as though St. Francis has only a moment ago moved towards the skull
and crucifix, hands folded in impassioned prayer. Emotional energy coupled with vigorous and often monumental figures
are hallmarks of Luca’s highly individual and expressive style. Especially in his later pictures, be they drawings or
paintings, he merges sacred subject matter with an appealing genre-like naturalism that epitomizes “an obvious and sober
popular piety.” 190
Luca was a highly-respected artist during his lifetime, and he is still today regarded as the most important and
inventive painter and draughtsman of the sixteenth-century Genoese school. 191 He received his early training from his
father, Giovanni Cambiaso, 192 who recognized his unusual talents and gave him a solid education that included copying
drawings of the great Renaissance masters, studying frescoes by Perino del Vaga (1500-1546/47) and Pordenone (ca.
1483-1539), and making him model clay figures to promote his feeling for form. 193 That this disciplined training was
effective is evidenced by the fifteen-year-old Luca already assisting his father with facade paintings and interior frescoes.
Two years later, Luca and his father worked on the fresco decoration of the Doria Palace (now the Prefettura) that

189

This inscription is in italic letters, probably by the hand of a collector. It was quite typical for collectors to identify sheets by writing in the name
of the artist and even his place of birth. Luca’s The Conversion of St. Paul in the Princeton University Art Museum is inscribed similarly (Felton
Gibbons, Italian Drawings in the Art Museum, Princeton University, vol. 1 [Princeton, NJ: Princeton University Press, 1977] 23-24).

190

Freedberg (1993) 601. As Michael Jaffe (30) writes, Luca is conspicuous for “treat[ing] sacred subjects with an everyday realism even before the
Carracci reform in Bologna.”
191

Luca was extraordinarily prolific as a draughtsman. Already in his lifetime, many of his sketches were copied or forged, which makes attribution
“one of the most difficult challenges in drawing connoisseurship” (Franklin W. Robinson, One Hundred Master Drawings from New England Private
Collections [Hanover, NH: Dartmouth College, 1973] 26).
192

An early chronicler insists that Giovanni even hid Luca’s clothes and shoes to keep him from wandering away from the drawing board. As
Robert L. Manning comments, “if this method could produce such genius, parents should learn by this example” (Drawings of Luca Cambiaso [New
York, NY: Finch College Museum of Art, 1968] introduction).

193

Thieme and Becker, vol. 5, 429.
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showcases Luca’s “phenomenal precocity.” 194 Luca’s excellent reputation kept him fully occupied with innumerable
important commissions from aristocrats, bishops and cardinals for the decoration of palaces and churches, and eventually
resulted in his being called to Spain in 1583 by King Philip II to decorate the Escorial.
Bibliography: Thieme and Becker, 1907-1950, vol. 5, pp. 429-432; Popham and Wilde, 1949, p. 201, cats. 145-149;
Giuliano Frabetti et al., Luca Cambiaso e la sua Fortuna (exhibition catalogue), 1956; Bertina Suida
Manning and William Suida, Luca Cambiaso, la Vita e le Opere, 1958; Bénézit, 1966, vol. 2, p. 273;
Piero Torriti, Luca Cambiaso. Disegni, 1966; Ivan Fenyo, North Italian Drawings from the Collection of
the Budapest Museum of Fine Arts,1966, pp. 76-78; Robert L. Manning, Drawings of Luca Cambiaso
(exhibition catalogue), 1968; Robinson, 1973, pp. 26-27, cat. 6; Gibbons, 1977, vol. 1, pp. 23-24, cat. 16,
vol. 2, pl. 16; Dante Bernini, Luca Cambiaso e la sua Cerchia. Disegni inediti da un album palermitano
del ‘700 (exhibition catalogue), 1985; Freedberg, 1993; Jaffe, 1994, pp. 26-32, pp. 144-148, cats. 852858; McCullagh and Giles, 1997, pp. 50-65, cats. 55-80

194

Freedberg (1993) 600.
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Plate 22.

Attributed to Luca Cambiaso, called le Cangiagi (Moneglia 1527-1585 Madrid), Saint Francis
Contemplating a Skull and Crucifix
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Catalogue 23
Attributed to Paolo Caliari, called Il Veronese (Verona 1528-1588 Venice)
Return from Egypt, ca. 1555-1560
Red chalk, pen, brown ink and brown wash on laid paper mounted on wove paper
21.9 x 16.1 cm image size
Museum # 1989.033.018
Signed:

In image upper-left corner in brown ink pauel. Veronese; 195 lower-left corner two circular stamps in
black ink (Lugt 545 and 2926) and a faint illegible signature in brown ink
On verso: Upper-left corner in pencil the notations Coll. Lelovri Lugt 545 and Coll. Goldschmidt Lugt
2926; lower-left corner an unidentified square black stamp similar to musical notation; 196 bottom-right in
pencil the number 8184

Condition:

Cut to the image; 197 in lower-left corner a diagonal 0.8-cm repaired tear; in bottom-center a 1-cm crease;
vertical crease near left edge from center to bottom edge; glue spots along top and left edge

Literature:

Terisio Pignatti, Veronese, 1976, cat. 321, pl. 688; 198 Lugt 545 and 2926

Provenance:

John M. and Glenn W. Wallace
Gift of the John M. and Glenn W. Wallace Estate in 1989

In 1573 Veronese painted one of his famous lushly-colored canvases crowded with lively figures. The UMFA’s
drawing appears to be a preparatory sketch, in reverse, for this painting, the incorrectly-titled Rest on the Flight into Egypt
in the Borletti Collection in Milan. Because it shows Christ as a young boy rather than an infant, the picture should more
appropriately be called Return from Egypt. The Return is a topic that is found only occasionally in Italian art and is not
nearly as prevalent as the Rest, which was particularly popular during the Counter Reformation. For either episode,
Christ’s age is the only distinguishing characteristic; all other aspects generally remain the same: 199 the Virgin and Christ
rest beneath a palm tree with Joseph near them (invariably depicted by Veronese as a balding older man with a prominent
forehead and nose). Joseph holds fruit in his left hand that he extends to Christ. Two angels offer food. A bundle next to
Christ’s feet indicates the Holy Family’s possessions.
That Veronese’s Rest in the Borletti Collection may indeed be based on the UMFA’s sketch is convincing when
one compares these works. There are too many aspects in the drawing that are reproduced in the painting for the
similarities to be coincidental. Particularly the grouping of Mary, Christ and the angel bearing a platter is persuasive,
195

As with Luca Cambiaso’s drawing discussed in cat. 22, this again may be an inscription by a collector.

196

It appears that this drawing comes from the same collection as the one attributed to Pellegrini and discussed in cat. 37, because both drawings bear
this stamp.
197

Two framing lines of chalk along the upper and left edges indicate that this drawing was part of a larger image. The image was trimmed along the
right edge to the inner-most chalk line which is barely visible, making it likely that approximately 2 cm of the image at right is lost. It is more
difficult to determine how much of the image at the bottom edge may have been cut off. If one assumes that the two collector’s stamps at bottom left
were placed at the bottom of the uncut image, again circa 2 cm may have been trimmed off.
198

This reference is included because it reproduces the painting entitled Rest on the Flight into Egypt (pl. 688) for which the UMFA’s sketch may be
a preparatory study.
199

Hall 125.
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especially since both sketch and painting show Christ as a young boy. Pignatti lists six versions of The Rest on the Flight
into Egypt; 200 in two of them Christ is older; 201 all of them include the tell-tale palm tree of the UMFA’s sketch. 202
Rapid pen strokes suggest that everything in this scene is in motion--as St. Joseph offers food to Christ who has
turned towards him, an angel behind Christ pulls down the palm leaves so that he may pick fruit. Mary has just twisted
around to a platter-bearing angel whose wind-swept hair indicates his arrival a moment ago. The agitated lines with
which the palm fronds are indicated add to the sense of movement. 203 Veronese infuses the figures with an almost genrelike quality that is quite typical of his work.
Together with Titian and Tintoretto, Veronese was the most prominent Venetian artist of the sixteenth century.
His grandiose secular and religious painting cycles in blazing colors are considered “the high point in the use of color in
the Venetian school.” 204 He was a sought-after fresco painter and portraitist whose reputation rests as much on his use of
color as on his extraordinary skills as a draughtsman. Regardless of subject matter, be it secular or sacred, Veronese’s
ambitious frescoes and canvases are a happy combination of energetic figures in motion against a lushly colored
background that often includes classical architecture, particularly that of his contemporary Andrea Palladio. However,
Veronese’s penchant for turning even solemn biblical events like the Last Supper into secular pageants peopled with
richly-dressed guests enjoying sensual pleasures landed him in trouble with the Inquisition, 205 fortunately without lasting
negative impact. Veronese’s vibrant colors and innovative design inspired numerous followers and were emulated even in
the seventeenth century by major artists like Tiepolo.
Bibliography: Pietro Caliari, Paolo Veronese, sua vita e sue opere, 1888; Thieme and Becker, 1907-1950, vol. 5, pp.
392-397; Alfred Stix and L. Fröhlich-Bum, Beschreibender Katalog der Handzeichnungen in der
Graphischen Sammlung Albertina. Die Zeichnungen der Venezianischen Schule, 1926, vol. 1, pp. 64-71,
cats. 105-115; Antoine Orliac, Veronese, trans. Mary Chamot, 1940, pl. 53; William E. Suida, A
Catalogue of Paintings in the John & Mable Ringling Museum of Art, 1949, pp. 78-84; cats. 81-84;
Popham and Wilde, 1949, cats. 1006-1035, pp. 346-349; Bertini, 1958, pp. 56-57, cats. 433-435, figs.
433-435; Bénézit, 1966, vol. 8, pp. 538-540; Zeri and Gardner, Italian Paintings...Venetian School, 1973,
pp. 83-88, plates 97-99; Zeri, 1976, vol. 2, pp. 405-408, plates192-193; Detlev von Hadeln, Paolo
Veronese, ed. Gunter Schweikhart, 1978; Cocke, 1984; Rodolfo Pallucchini, Veronese, 1984; W. R.
Rearick, The Art of Paolo Veronese 1528-1588 (exhibition catalogue), 1989; Freedberg, 1993; Jaffe, The
Devonshire Collection... Vol. 4. Venetian and North Italian Schools, 1994, pp. 135-139, cats. 843-846;

200
201

Four as autograph (cats. 320-322 and 328) and two (cats. A 5 and A 212) attributed to Veronese.
See cat. 321, pl. 688, and cat. A 212, pl. 895.

202

Richard Cocke’s recent catalogue includes a Rest whose palm trees are particularly reminiscent of those in the UMFA’s sketch (Veronese’s
Drawings. A Catalogue Raisonné [London, 1984] 97, cat. 30).
203

Cocke comments on Veronese’s “almost impressionistic freedom of stroke especially in the wave-like movement of the leaves” (97).

204

Federico Zeri and Elizabeth E. Gardner, Italian Paintings. A Catalogue of the Collection of The Metropolitan Museum of Art. Venetian School
(New York, NY: The Metropolitan Museum of Art, 1973) 84.
205

When Veronese was commissioned in 1573 to paint a Last Supper for the refectory of the Dominican abbey in Venice, he included “buffoons,
drunkards, dwarfs, Germans, and similar vulgarities” (Hartt 628). This offended the sensibilities of sober church officials, and Veronese was called
before the Inquisition to defend his work. He pleaded extenuating circumstances by claiming that artists are “a little mad” and should be given “the
same right to freedom as... poets and fools” (Keyes et al., 1995, 192). He nimbly deflected calls for the painting’s destruction by requesting that the
Tribunal allow him to rename it Christ in the House of Levi (reproduced in Rearick 14, fig. 9).

90

George Keyes et al., Treasures of Venice. Paintings from the Museum of Fine Arts Budapest (exhibition
catalogue), 1995; McCullagh and Giles, 1997
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Plate 23.

Attributed to Paolo Caliari, called Il Veronese (Verona 1528-1588 Venice), Return from Egypt, ca.
1555-1560
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Catalogue 24
Unknown Italian
Madonna of Loreto, 1576
Oil on cradled panel
64.5 x 51.8 cm
Museum # 1951.017
Signed:

Unsigned
On recto: In lower-left corner above painted doorway I 5 7 6 206
On verso: On frame upper-left corner the number 69 and faint writing in white chalk Wilsley(?); bottomcenter in black pencil or crayon two illegible word (the first perhaps Museum?)

Condition:

Several repaired and inpainted vertical cracks extending from top to bottom of painting; marked
inpainting in Madonna’s face, neck, proper-left arm and hand; marked inpainting in the Christ child’s
face, torso, legs, proper-right arm; moderate scattered inpainting throughout; a vertical split lower-center
with minor paint loss; two small areas of bloom upper-left; numerous small cracks throughout with some
paint loss; several areas of abrasions and paint repair; warping of panel (most recent conservation work
performed in 1966 by Jack Lucas, Vancouver, WA 207)

Literature:

Gerald James Larson, Pratapaditya Pal, and Rebecca P. Gowen, In Her Image: The Great Goddess in
Indian Asia and The Madonna in Christian Culture (exhibition catalogue), 1980, p. 123, no. 31

Provenance:

Richard A. and Winifred K. Hudnut
Gift of Winifred K. Hudnut in 1951

Exhibition:

Travelling exhibit, In Her Image: The Great Goddess in Indian Asia and The Madonna in Christian
Culture, 1980 to 1981

The unknown artist who painted this canvas is referring to an Italian legend dating from the fifteenth century that
tells of the miraculous transportation of the house of Mary and Joseph in Nazareth. 208 The legend reports fierce fighting
in 1291 between the Crusaders and the Saracens that compromised the safety of Nazareth. The small cottage which had
been venerated as Mary and Joseph’s home was lifted by angels and transported out of harm’s way first to a spot on the
Dalmatian coast, then later moved miraculously to the Marchigian town of Loreto, near Ancona. 209 A sixteenth-century
inscription on a wall of the basilica that was built around the house relates that after the cottage arrived in Loreto, it was
moved three times by divine intervention before coming to rest on its final site. The same inscription reminds readers of
the divine mysteries that occurred in this house--Mary’s birth, the Annunciation, and the birth of Christ. The Holy House
of Loreto became one of the most revered shrines in Italy.
206

A plaque affixed to the bottom of the frame reads in three lines Madonna and Child/Italian School/Follower of Raphael Painted in 1576.

207

According to an in-house report, this conservation work included an examination with ultraviolet light that revealed approximately 50-75%
overpainting.
208

Everett Fahy of The Metropolitan Museum of Art in New York was consulted and sugested that the somewhat primitive style of the painting
points to a poorly-trained provincial, possibly Marchigian, artist. Fahy calls it “a mediocre work, the design much more accomplished than the
execution...” (letter to the author 8 December 1998). I sincerely thank Mr. Fahy for his thoughtful comments.
209

Hall 334. A splendid and much more elaborate interpretation of this mystical event was painted by Giambattista Tiepolo (1696-1770)
(reproduced in Michael Levey, Giambattista Tiepolo. His Life and Art [New Haven and London: Yale University Press, 1986] 112-113, plates 106
to 108).
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Traditionally, the Virgin and Christ seated on top of a house are a reference to the legend of Loreto. However,
Mary sitting atop the cathedral may also allude to her dual role as the Mother of Christ and as a symbol representing the
Mother Church. It is possible that the incompetently-painted cathedral, and especially its bell tower, is a later addition to
the painting since the figures, and particularly the Madonna’s cloak, are painted with greater facility. Equally possible is
that the painting may have been a larger composition that was cut down, which would explain the Madonna’s downward
glance. 210
Bibliography: Arduino Colasanti, Loreto, 1910; Luigi Serra, L’Arte nelle Marche, vol. 1, 1929, vol. 2, 1934; Venturi,
1967, vol. 7, part 2; van Marle, 1970, vol. 8, ch. 3, vol. 15, chs. 3 and 4; Levey, 1986
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These suggestions were made by Dr. Wallace Tomasini of the University of Iowa who visited the museum in 1966 (note in museum files).
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Plate 24.

Unknown Italian, Madonna of Loreto, 1576
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Catalogue 25
Style of Francesco Brina (or Brini) (Florence ca. 1540-ca. 1586 Florence)
Holy Family with the Infant Saint John
Oil on cradled panel
121.5 x 98 cm
Museum # 1954.021
Signed:

Unsigned
On verso: a label glue-mounted to cradle with imprint in two lines NEW LIFE - LIFELESS
(Servicemark Registered)

Literature:

Fredericksen and Zeri, 1972, p. 205 (as Michele Tosini [Michele di Ridolfo del Ghirlandaio])

Condition:

Severe vertical split top left to bottom left with some paint loss; numerous small cracks throughout with
some paint loss; several areas of abrasion; several areas of inpainting; upper-left corner two small areas of
mold; extensive overpainting throughout (conservation work performed in 1953 by C. Fritz Hoelzer, New
York, NY; most recent conservation work performed in 1966 by Jack Lucas, Vancouver, WA)

Provenance:

L. Boyd and Anne McQuarrie Hatch
Gift of Mr. and Mrs. L. Boyd Hatch in 1954

When this painting received conservation treatment in 1966, x-ray examination found that only a remnant of the
original work remains beneath approximately ninety percent overpainting. Assuming that the overpainting is reasonably
faithful to the original design, it is apparent that the work is a very close copy of a painting by Francesco Brini in the
collection of the Pitti Palace in Florence. 211 It may be that the UMFA’s panel is a workshop copy or was painted by a
later follower of Francesco.
Brini specialized in devotional pictures. His work reflects his orthodox training with Michele Tosini (Michele di
Ridolfo, 1503-1577) whose initially archaic style learned from Ridolfo Ghirlandaio changed after 1540 when Michele
became an assistant to Giorgio Vasari and adopted a “conservative...Vasarian Maniera.” As Sydney Freedberg writes,
Brini’s education by this “conservative...good talent... seems to have fixed [his] interests even as they were being
formed.” 212 These interests combined stylistic aspects of Renaissance masters like Andrea del Sarto (1486-1530) with the
Mannerist leanings of Michele Tosini. Certainly, the figures of the Madonna and Child in the UMFA’s painting show the
elegant elongation of forms typical of Mannerist artists. The Christ Child in the Virgin’s lap makes reference to one of
the most famous Mannerist paintings of a Madonna and Child, the so-called Madonna with the Long Neck (1534-40) by
Parmigianino (1503-1540), in which the sleeping Christ is positioned similarly, although in reverse. 213

211
212
213

Reproduced in Venturi, vol. 9, part 5 (1967) fig. 151.
Freedberg (1993) 620.
Reproduced in Hartt, colorpl. 83.
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Bibliography: Thieme and Becker, 1907-1950, vol. 5, pp. 19-20; Venturi, 1967, vol. 9, part 5, pp. 269-275; Bénézit,
1976, vol. 2, p. 316; Serena Padovani and Silvia Meloni Trkulja, Il Cenacola di Andrea del Sarto a San
Salvi. Guida del Museo, 1982, pp. 30-32, pl. 10; Freedberg, 1993, p. 463, 620; Colnaghi, 1986, pp. 52-53
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Plate 25.

Style of Francesco Brina (or Brini) (Florence ca. 1540-ca. 1586 Florence), Holy Family with the Infant
Saint John
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Catalogue 26
Alessandro Ghandini (active second half of 16th century)
Madonna and Child Surrounded by Saints, 1610, after Parmigianino?
Chiaroscuro woodcut on laid paper
36 x 24.5 cm
Museum # 1992.046.001
Imprinted:

In image bottom-center Tagli dAlexr: ghandinj, with publisher’s marks centered beneath in three lines
AA (a small A inside a larger one)/IN MANTOVA/MDCX
On verso: Lower-left corner in pencil JM 133

Condition:

Cut to the image; small stain upper-left; crease across entire center of sheet; a 1-cm tear at center-left edge

Literature:

Thieme and Becker, 1907-1950, vol. 13, p. 148, second state; Bartsch 48/25 (65)

Provenance:

Jeffrey Wortman, Inc., New York, NY
Purchased in 1992 from Jeffrey Wortman, Inc., New York, NY, with funds from the Val A. Browning
Old Masters Endowment

A chiaroscuro print is made by using several wood blocks, one a line block, the others tone blocks, that are then
superimposed on the same sheet to create color variety that is typically not found in etchings or engravings. This print
method is a German invention of the early sixteenth century. It had its origin in a game between the court of Saxony
(retaining Lucas Cranach) and the Imperial Court at Augsburg (employing Hans Burgkmair). For several years from 1507
onwards, Cranach and Burgkmair created colored prints or hand-applied colors to prints that were sent back and forth
between the courts until the patrons ended the contest. 214 When some examples reached Venice, Italian artists, foremost
among them Ugo da Carpi, eagerly adopted and refined this technique. Chiaroscuro prints continued to be popular in
Italy long after German artists had stopped producing them. For the UMFA’s print, three blocks in different tones of olive
were used to create effects of light and dark, or chiaroscuro, with the result that shapes and forms attain a greater
sculptural quality than is usually possible in printmaking.
Literature references are sparse for Alessandro Ghandini. According to Thieme and Becker, 215 only two
chiaroscuro prints by Ghandini, and published by Andreani, are known. The UMFA’s print was made from a drawing in
the manner of Parmigianino (1503-1540). In this print, however, the impossibly elongated figures of Parmigianino are
somewhat compressed and gestures are less artificial.
Publisher Andrea Andreani (1558-1629) was an enterprising man whose talents ranged from woodcutter to art
dealer and publisher. Much of his activity took place in Siena and Mantua. He is best-known for his chiaroscuro
woodcuts, some from his own designs, but many from other artists’ plates that he purchased, sometimes restored, and then
published, as he did with this print by Ghandini. 216
Bibliography: Whitman, 1901; Thieme and Becker, 1907-1950, vol. 1, pp. 468-470, vol. 13, p. 148; Nagler, 1966;
Bénézit, 1976, vol. 1, p. 182, vol. 4, p. 697; Melot, 1981; Hilliard T. Goldfarb, “Chiaroscuro Woodcut
Technique and Andrea Andreani,” Bulletin of The Cleveland Museum of Art 67.9 (Nov. 1981): 307-330;
214
215
216

Michel Melot et al., Prints (New York: Rizzoli, 1981) 146.
Vol. 13, 148.
G. K. Nagler, Die Monogrammisten, 2nd ed., vol. 1 (Nieuwkoop, Neth.: B. De Graaf, 1966) 35.
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Maria Elena Boscarelli, “New Documents on Andrea Andreani,” Print Quarterly 1.3 (Sept. 1984): 187188
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Plate 26.

Alessandro Ghandini (active second half of 16th century), Madonna and Child Surrounded by Saints,
1610, after Parmigianino?
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Catalogue 27
Francesco Allegrini (Gubbio 1624?-after 1679 Rome?)
Figure Studies
Pen and ink on laid paper
8.4 x 12.6 cm sheet size
Museum # 1974.013.013.005
Signed:

Unsigned

Condition:

Cut to the image; repaired with paper glue-mounted to sketch lower-left corner und upper-right corner;
moderate general foxing; slight general soiling; diagonal crease upper-right corner

Provenance:

Lakeside Studio, Lakeside, MI
Purchased in 1974 from Lakeside Studio, Lakeside, MI, with funds from Friends of the Art Museum

Just a few years after his death, biographers already began confusing Francesco Allegrini with his father Flaminio
(1587-ca. 1663). 217 Discussion of Francesco’s work almost invariably includes comments on his studies with and
emulation of Giuseppe Cesari, called Cavaliere d’Arpino (1568-1640), when it was Francesco’s father Flaminio who
closely imitated d’Arpino’s style. 218 While d’Arpino’s influence may have filtered into Francesco’s work via his father,
he borrowed more from Pietro da Cortona (1596-1669), the great master of the Roman High Baroque style. This is hardly
surprising considering that while da Cortona painted frescoes for the public gallery of the Palazzo Pamphilj in Rome with
scenes from Virgil’s Aeneid, Francesco painted the ceiling of the camera del Papa in the same palace, also with episodes
from the Aeneid. 219 Other commissions took Francesco to Gubbio, Savona, Genoa and Rome, where he painted frescoes
in chapels and palaces.
Allegrini also was a highly productive draughtsman, as is evident from the extensive collections in various
museums. 220 Unfortunately, as Hermann Voss laments, much of his work has mistakenly been given to other seicento
masters. However, what speaks for Allegrini’s talent is that many of these incorrect attributions are to celebrated Italian
artists like Parmigianino (1503-1540) or Pietro Testa (1612-1650). 221

217

Marcel Roethlisberger cites Orlandi’s Abecedario pittorico, published in 1704 only a few years after Francesco’s death, as the beginning of the
confusion which has continued until very recently (“Landscapes by Francesco Allegrini,” Master Drawings 25.3 [Autumn 1987]: 263).
218

Thieme and Becker (vol. 1, 308) continue the confusion by calling Francesco an “able imitator” (“gewandter Nachahmer”) of d’Arpino, when it is
Flaminio who should be assigned this dubious honor. As late as 1979, this misinformation has been included in essays on Francesco (see cat. 84 in
Harold Joachim and Suzanne Folds McCullagh, Italian Drawings in the Art Institute of Chicago [Chicago: The University of Chicago Press, 1979]
64).
219

Allegrini’s fresco is cleverly integrated with da Cortona’s spectacular concept which begins with the storm that drives Aeneas to the shore of
Carthage. Directly beneath da Cortona’s scene is the entrance to the private quarter where Francesco’s fresco shows the next episodes in Aeneas’s
wanderings: his involvement with Dido, Queen of Carthage (Rudolf Preimesberger, “Pontifex Romanus per Aeneam Praesignatus. Die Galleria
Pamphilj und ihre Fresken,” Römisches Jahrbuch für Kunstgeschichte 16 [1976]: 267-269, plates 27-31, 281-283).

220

Jacob Bean (16) comments that there are “hundreds of sheets, usually quite small in size” and often misattributed. Bean specifically mentions the
extensive collections of Francesco’s sketches in the Museum at Leipzig, The Metropolitan Museum of Art in New York, and at the National Gallery
of Scotland in Edinburgh. Roethlisberger presents one-hundred-and-sixty landscapes by Allegrini that are part of a larger collection and speak to the
artist’s productivity (264).
221

Hermann Voss, “Über Francesco Allegrini als Zeichner,” Berliner Museen. Berichte aus den preussischen Kunstsammlungen 45 (1924): 18.
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The delicate penmanship that makes Allegrini’s drawings so graceful and appealing is also apparent in the
UMFA’s sheet. His thin, almost nervous pen strokes add a lively, energetic quality to his figures, and hatched lines placed
close together provide shading that results in a three-dimensionality quite remarkable for the quickly-sketched figures.
Bibliography: Thieme and Becker, 1907-1950, vol. 1, p. 308; Voss, 1924, pp. 15-19; Keith Andrews, National Gallery
of Scotland. Catalogue of Italian Drawings, 1968, vol. 1, pp. 1-8, vol. 2, pp. 3-13, figs. 12-84; C. Zappia,
“Il Volto Ufficiale di Francesco Allegrini,” Quaderni dell’Istituto di storia dell’arte medievale e moderna,
Universita di Messina, 1975; Maria Elisa Tittoni Monti, “Il Tempesta e l’Allegrini per il soffitto della
Sala dei Capitani nel Palazzo dei Conservatori,” Bollettino dei Musei Comunali di Roma 23.1-4 (1976):
19-31; Preimesberger, Römisches Jahrbuch... 16 (1976): 221-287; Paola Ciuferri, “Una scheda su
Francesco Allegrini,” Ricerche di Storia dell’Arte 6 (1977): 121-125; Federico Zeri, “Francesco
Allegrini,” Antologia di Belle Arti 1.3 (Sept. 1977): 266-270; Bean, 1979; Joachim and McCullagh, 1979;
Gere and Pouncey, Italian Drawings..., 1983, vol. 1, pp. 26-28, vol. 2, plates 14-16; Roethlisberger,
Master Drawings 25.3 (Autumn 1987): 263-269
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Plate 27.

Francesco Allegrini (Gubbio 1624?-after 1679 Rome?), Figure Studies
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Catalogue 28
Alessandro Varotari, called Il Padovanino (Padua 1588-1648 Venice)
Tobias and the Archangel Raphael, ca. 1635-1640?, 222 after Titian
Oil on canvas
161 x 117 cm
Museum # 1988.045.001
Signed:

Unsigned

Condition:

Relined, remounted, cleaned

Literature:

D. Stephen Pepper, ed., Wealth of Cities. Italian Painting in the 17th and 18th Centuries, 1987, no. 28;
Ugo Ruggeri, “Alessandro Varotari, detto il Padovanino,” Saggi e memorie di storia dell’arte 16 (1988):
139, pl. 66; Ruggeri, Il Padovanino, 1993, p. 86, cat. 20, pl. 20

Provenance:

Osuna Gallery, Washington, DC
Gift of Phyllis Wattis and Nancy Arnest in 1988 (by exchange)

The colorist tradition of Titian (ca. 1490-1576), one of the greatest Venetian masters of the sixteenth century, 223
was continued by Padovanino who today is considered a secondary artist but who in his time was one of the most
renowned teachers in Venice. He was important as an artist who “...opposed... the prevailing late manneristic trend in
Venetian painting...” 224 and who advocated a return to High Renaissance ideals. Padovanino’s infatuation with Titian’s
art began when he studied with the Paduan painter Damiano Mazza (active 1573), a pupil of Titian. Especially the early
colorist work of Titian informs Padovanino’s style as well as that of his students who are credited by one writer with
inspiring the art of the eighteenth century. 225 Although Padovanino’s copies of Titian’s canvases are generally
reinterpretations rather than just imitations, 226 in this instance his copy is so faithful that even a careful examination

222

This date is suggested by Ugo Ruggeri and is based on his stylistic comparison of the UMFA’s work with a St. Mark in the Pellegrini collection in
Venice and with the Madonna and Child Enthroned with Justice and St. Mark in the Museo Civico at Pordenone (Il Padovanino [Soncino: Edizioni
dei Soncino, 1993] 86).
223

Titian became the foremost Venetian painter of the sixteenth century after the death of Giorgione and Giovanni Bellini and counted among his
admirers the emperor Charles V, his son Philip II of Spain, and Pope Paul III, all of whom showered him with honors. His richly colored
compositions of dramatic grandeur presage the seventeenth-century Baroque style.
224

Homan Potterton, “Aspects of Venetian Seicento Painting,” Apollo 110.213 (Nov. 1979): 410.

225

Potterton (Apollo 110.213 (Nov. 1979): 410) mentions Padovanino’s pupils Girolamo Forabosco (ca. 1604-1672) and Pietro della Vecchia (16031678) as teachers of Gregorio Lazzarini (1655-1730) who taught Giambattista Tiepolo (1696-1770), perhaps the greatest eighteenth-century Italian
artist. This links Padovanino’s “revival” style, a combination of Titian’s color with classical form, to the exuberant work of Tiepolo whose Rococo
phantasies were known throughout Europe.
226

Here, the opinions diverge. Earlier writers accuse Padovanino of producing “ham-fisted pastiches after Titian” (John Steer, A Concise History of
Venetian Painting [New York: Praeger, 1970] 169) and of being “a feminine Titian” who lacks “robustness and virility” (John Denison Champlin,
Jr., Cyclopedia of Painters and Painting, vol. 3 [New York: Charles Scribner’s Sons, 1905] 381). Fortunately, Padovanino’s reputation is redeemed
by a more recent opinion which concedes that while “...he was by no means a great painter, [his] ideals were highly important... [because] they led...
to a renewal in Venetian painting inspired by early Titian” (Homan Potterton, Venetian Seventeenth Century Painting [London: National Gallery,
1979] 12). The same writer comments that “Padovanino’s genius lay in the originality of his interpretations” (Potterton, Apollo 110.213 (Nov.
1979): 410).
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reveals only insignificant differences. Titian painted Tobias and the Angel probably ca. 1550 for the sacristy of San
Marziale in Venice where, 227 undoubtedly, it was admired by Padovanino.
The delightful story of Tobias from the Apocrypha (Tobit 1-15) is as much a tale of filial devotion and the
rewards of pious living as it is the account of a romance plotted by divine intermediaries. The story unfolds with Tobias
being sent on a journey by his ailing blind father Tobit to the city of Gabael in Media (today’s northern Iran) to collect
outstanding debts. Unbeknownst to father and son, the guide they hire is the Archangel Raphael disguised as a traveler. 228
When Tobias is attacked by a big fish as they cross the river Tigris, Raphael encourages him to kill the fish and save its
heart, liver, and gall--the heart and liver, when burned, to serve in exorcisms and the gall to heal blindness. Upon their
arrival in Media, Raphael guides Tobias to the house of his relatives whose daughter Sarah is in dire straits. An evil
demon is madly in love with her and has already killed seven husbands before they were able to consummate the
marriage. Despite his fears, Tobias agrees to marry her and, by way of burning the fish innards, expels the demon and
saves them both from harm. Having also successfully conducted the business errand for his father, he returns home with
Sarah and Raphael and, not surprisingly, uses the fish gall to restore his father’s sight. As the family kneels in grateful
prayer, Raphael reveals himself as a divine messenger sent to reward Tobit’s piety.
Padovanino’s copy of Titian’s painting includes the attributes typical for this story. There is Tobias’s faithful dog
who accompanied him, 229 a fish (greatly reduced in size) in Tobias’s hand, and the winged Archangel Raphael whose
uplifted hand holds a jar with a smoking wick. This reminds the viewer that the burned fish heart and liver will be the
magic that releases Tobias’s spell-bound intended. Raphael’s glance directed at this container also guides the viewer’s
eye to it and, cleverly, to the shadowy figure of St. John the Baptist posed in prayer in the middle ground. The dramatic
expressiveness that infuses the figure of Raphael as he strides confidently through the landscape, a much smaller Tobias
sheltered beneath his wing, is more reminiscent of a hero from antiquity than a heavenly guide. It may be that Titian (and
Padovanino) depicted Raphael in this manner to acknowledge Christianity’s borrowing of the Roman winged Victory
figure as a prototype for winged angels. 230
Bibliography: Champlin, Jr., 1905, vol. 3, pp. 381-382; Thieme and Becker, 1907-1950, vol. 34, pp. 116-117; Oskar
Fischel, Klassiker der Kunst. In Gesamtausgaben. Dritter Band. Tizian. Des Meisters Gemälde, 4th
ed., 1911 [?]), p. 72; Hans Posse and K. W. Jahnig, Die Staatliche Gemäldegalerie zu Dresden.
Vollständiges beschreibendes Verzeichnis der älteren Gemälde, 1929, p. 91, cat. 180; Bénézit, 1966, vol.
8, pp. 478-479; Wethey, 1969, vol. 1, pp. 162-163, cat. 145, pl. 161; Steer, 1970; J. A. Crowe and G. B.
Cavalcaselle, Titian. His Life and Times, 1978 (rpt.), vol. 2, pp. 29-31; Potterton, Apollo 110.213 (1979):
408-415; Hall, 1979; Potterton, Venetian Seventeenth Century..., 1979; Rodolfo Pallucchini, “Il mito
classico nel Padovanino,” in Cristina de Benedictis, Scritti di Storia dell’Arte in Onore di Roberto Salvini,
1984, pp. 483-485, plates CLIII-CLV; Ruggeri, Saggi e memorie di storia dell’arte 16 (1988): 101-165,
plates 273-362; Davide Banzato et al., Da Padovanino a Tiepolo. Dipinti dei Musei Civici di Padova del
Seicento e Settecento (exhibition catalogue),1997, pp. 122-133, 381-382, 443-444, 466

227

This date is proposed by Harold Wethey who cites other opinions that date the painting as early as 1534 and as late as suggested by Wethey (The
Paintings of Titian. Vol. 1. The Religious Paintings [London: Phaidon Press, Ltd., 1969] 162, cat. 145).
228

Raphael is chief of God’s guardian angels and protects especially pilgrims and travelers (Ferguson 99).

229

As Hall (304) explains, dogs are rarely mentioned as “man’s best friends” in the Bible. They are, however, considered sacred in some neareastern cultures which may be an indicator of the story’s origins.

230

Hall 342.
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Plate 28.

Alessandro Varotari, called Il Padovanino (Padua 1588-1648 Venice), Tobias and the Archangel
Raphael, ca. 1635-1640?, after Titian
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Catalogue 29
Attributed to Pietro Berrettini, called Pietro da Cortona 231 (Cortona 1596-1669 Rome)
Aeneas and Achates Encountering Venus and Cupid
Pen, brown ink and brown wash heightened with white on laid paper
33.8 x 23.3 cm
Museum # 1973.090
Imprinted:

In image lower-left corner an oval collector’s stamp in blue-green ink (Lugt 1223)
On verso: Lower-center in pencil P. da Cortona; attached to the mat two labels from Zeitlin & Ver
Brugge Booksellers, Los Angeles, CA

Condition:

Cut to the image; discoloration upper-left corner; accretions upper- and lower-left

Provenance:

Giuseppe Vallardi
Zeitlin & Ver Brugge, Los Angeles, CA
Purchased in 1973 from Zeitlin & Ver Brugge, Los Angeles, CA, with funds from Mr. and Mrs. George
S. Eccles, Mr. and Mrs. Walter L. Roche, and Mrs. Imer Pett

Even though this sheet has been cut down considerably, 232 it is still possible to identify its topic. The remaining
portion shows one of the travel adventures of intrepid Aeneas, a Trojan prince who escaped the Sack of Troy and
eventually reached Italy, where he and his companions settled and became the ancestors of the Romans. Aeneas’s story is
told by Virgil in his epic poem, the Aeneid. The drawing depicts the adventure Virgil describes in Book I of the Aeneid,
when Aeneas’s mother, the goddess Venus, 233 appears to him and his companion Achates, disguised as a huntress.
Although Venus is missing in this fragment, it does include an (incomplete) Cupid--chubby calves, a wing, and fingers
holding an arrow at the right cut-down edge of the drawing undoubtedly belong to the god of Love, Venus’s son and
constant companion. Comparison of the UMFA’s drawing with a painting by Pietro da Cortona of the same scene
provides compelling evidence that supports this interpretation. 234 Similar are the woodland setting and the men’s attire,

231

The drawing was sold by Zeitlin & Ver Brugge as attributed to Carlo Maratti, but with the notation that “other authorities attribute [it] to Pietro da
Cortona,” and giving Giuseppe Vallardi (Lugt 1223) as provenance information.
Lugt writes that Giuseppe Vallardi (1784-1863), the connoisseur whose print cabinet included this drawing, gave part of his collection in
1860 to his nephew, the Chevalier A. D. de Turin who promptly arranged for two auctions. The auction catalogue of February, 1860, lists no items
by Maratti or da Cortona. The second auction in December 1860 offered several drawings in red crayon by Maratti, but none in ink, and twenty-three
pen drawings, some in brown ink, by da Cortona, grouped into four lots (without listing each drawing individually). Lugt also states that most of
Vallardi’s Italian collection went to the Printkabinett in Berlin. It is not possible to determine whether the auctioned pen drawings by da Cortona
included the UMFA’s work, whether the UMFA’s drawing was part of the Vallardi collection that went to Berlin and was then sold, or whether it
was acquired by another collector and offered for sale later.
I am grateful to the Interlibrary Loan staff at the Getty Research Institute and to Lydia Dufour of the Frick Art Reference Library in New
York for their assistance.
232

All sides have been trimmed. While there is one framing line at the top and left edge, there are two lines at the bottom and none at the right edge.
It is not possible to determine how much of the drawing has been lost.

233
234

Aeneas’s conception was the result of Venus’s dalliance with the mortal Anchises, a Trojan shepherd (Hall 320).
Reproduced in Giuliano Briganti, Pietro da Cortona, o della Pittura Barocca (Florence: Sansoni, 1962) figs. 150, 151.
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even though the painting does not include the ornate helmets the adventurers wear in the drawing. 235 The fragmentary
Cupid of the drawing is included in the painting as the typical chubby winged infant carrying a bow, quiver and arrows.
And, as with the painting, the flowing lines of the drawing make for an animated scene typical of High Baroque
expression.
Pietro da Cortona’s dominating influence on Italian painting of the seventeenth century can hardly be overstated.
This immensely talented master created brilliantly conceived ceiling decorations of stupendous monumentality. His work
combines and develops further seemingly disparate trends--the classicism of Annibale Carracci with the High Baroque
emotion of Guercino. Da Cortona’s passionate interpretations of mythological and religious scenes found a ready market
among his aristocratic and church patrons. Thanks to the Sacchetti family’s patronage, he was introduced to the papal
court, which eventually netted him the most prestigious commissions of the day--painting an altarpiece for a chapel in St.
Peter’s, and decorating the grand salon of the Palazzo Barberini. After sojourns in Florence and Venice, he returned to
Rome and to a commission by Pope Innocenti X to decorate the public gallery of the Palazzo Pamphili, where da
Cortona’s brilliance shines in his monumental interpretation of the adventures of Aeneas which, however, do not include
the moment depicted in the UMFA’s drawing. 236
Bibliography: Giuseppe Vallardi, Catalogo di Quadri, 1830, 1976 (rpt.); Thieme and Becker 1907-1950, vol. 7, pp. 486498; Briganti, 1962; Bénézit, 1966, vol. 1, p. 604; Jean K. Westin and Robert H. Westin, Carlo Maratti
and His Contemporaries. Figurative Drawings from the Roman Baroque (exhibition catalogue), 1975;
Preimesberger, Römisches Jahrbuch... 16 (1976): 221-287; Jacob Bean, 17th Century Italian Drawings in
the Metropolitan Museum of Art, 1979, pp. 101-116; Peter Dreyer, Kupferstichkabinett Berlin.
Italienische Zeichnungen, 1979; Nicholas Turner, Italian Baroque Drawings, 1980, pp. 44-49; Allen
Mandelbaum, trans., The Aeneid of Virgil, 1982; Merz, 1991; Jaffe, 1994, vol. 2, cats. 171-179

235

A fairly recent publication discusses a painting by da Cortona that is only known from drawings and prints. This picture describes the encounter
of biblical hero David and his future wife Abigail. A print by Eredi after da Cortona’s lost painting shows David in a pose somewhat reminiscent of
Aeneas, and it has David wearing a plumed helmet similar to Aeneas’s (reproduced in Jörg Martin Merz, Pietro da Cortona. Der Aufstieg zum
führenden Maler im barocken Rom [Tübingen: Ernst Wasmuth Verlag, 1991] 44-46, figs. 62-63).
236

For a comprehensive discussion of the gallery and its decorative program, see Preimesberger, Römisches Jahrbuch... 16 (1976): 221-287.
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Plate 29.

Attributed to Pietro Berrettini, called Pietro da Cortona (Cortona 1596-1669 Rome), Aeneas and
Achates Encountering Venus and Cupid
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Catalogue 30
Andrea Vaccaro (Naples 1604-1670 Naples)
Martha Rebuking Mary Magdalen
Oil on canvas
100 x 128 cm
Museum # 1973.080.005.005
Signed:

Unsigned
On verso: On frame top-center illegible writing in white chalk; upper-right the number HG 1275; centerright in red pencil the number N 35

Condition:

Cracquelure throughout; minor paint loss in bodice of Mary’s dress; minor abrasion lower-center in fold
of Mary’s garments; minor accretion lower-left on Mary’s hand

Literature:

A Loan Exhibition of Neapolitan Masters of the Seventeenth and Eighteenth Centuries (exhibition
catalogue), 1962, cat. 8, pl., no pag.; Frederick Cummings, “The Meaning of Caravaggio’s ‘Conversion of
the Magdalen’,” Burlington Magazine 859.116 (Oct. 1974): 574, fig. 31

Provenance:

Frederick Mont, 1962
Newhouse Galleries, New York, NY, 1965
Purchased in 1974 from Newhouse Galleries, New York, NY, with funds from Friends of the Art
Museum

Exhibition:

Finch College Museum of Art, New York, NY, A Loan Exhibition of Neapolitan Masters of the
Seventeenth and Eighteenth Centuries, October 31 to December 15, 1962

While recent art-historical commentary describes Andrea Vaccaro as a rank-and-file artist, in his lifetime he was
one of the most successful Neapolitan masters, 237 sought after by private collectors and famous for his public
commissions and altarpieces. Vaccaro’s work combines stylistic aspects of his predecessors--the dark tempestuous
manner of Caravaggio, Annibale Carracci’s reworking of classical ideas into a Baroque program, and Guido Reni’s
idealizations of nature. All these artists visited or lived in Naples during the early part of the seventeenth century and the
works they created gave Vaccaro the opportunity to study a variety of styles. Two other artists who must be mentioned as
having great influence on Vaccaro are his friends and rivals Jusepe di Ribera (1591-1652) and Massimo Stanzioni (15861656). Aldo de Rinaldis, an early twentieth-century commentator, describes di Ribera as a painter who excels “in his
persistently sculpturesque modelling, in the brutish sensuality of his voluptuous coloring.” 238 Other twentieth-century
scholars comment that “Ribera gave allegiance to Caravaggio on some occasions and to the Carracci on others... a conflict
of influences...” 239 Stanzioni, on the other hand, combines the design of Annibale Carracci with the coloring of Guido

237

And the most successful painter in the large family of artists to which he belonged. That Vaccaro’s contributions were appreciated is evident in
his being honored with the position of Rector of the Academy of Neapolitan Painters in 1665. A fairly recent study offers further proof of Vaccaro’s
prominence. In his inventory of paintings at the Certosa di San Martino in Naples, a collection that was dispersed in 1806, Teodoro Fittipaldi notes
that the Carthusians collected the “rarest and best pictures”--and their collection of three-hundred-and-fifty works includes five paintings by Vaccaro
(“Inediti del Seicento nella Quadreria del Quarto del Priore nella Certosa di San Martino di Napoli,”Arte Cristiana 76.728 [Sept.-Oct. 1988]: 347).
238
239

Aldo de Rinaldis, Neapolitan Painting of the Seicento (1929; New York: Hacker Art Books, 1976) 8-9.
Trapier in Alfred Moir, The Italian Followers of Caravaggio, vol. 1 (Cambridge, MA: Harvard University Press, 1967) 155.
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Reni, and his best work is described as having “a distinct sense for subtle chromatic values, melodious lines, gracefully
built figures, and mellow and lyrical expressions.” 240
Vaccaro’s close contact with Stanzioni and Ribera explains why his work, too, is a conflict of influences. Martha
Rebuking Mary Magdalen combines Carracci’s design and Guido Reni’s eloquent forms, but with additional citations of
Caravaggio’s tenebrism and Ribera’s sensuality. The manner in which Vaccaro depicts the confrontation between Martha
and Mary Magdalen is traditional. 241 He paints an elegantly-gowned Mary Magdalen with long hair untied. Martha, as
the chaste housewife, is simply clothed and wears a head covering to indicate her married state. The women are separated
by a table which displays the worldly possessions important to Mary Magdalen before her conversion: jewelry, a comb
and a mirror, the latter in this context a symbol of vanity.
Commonly, the Magdalen is portrayed in three distinct ways--richly attired and jewelled before her conversion;
during the moment of her conversion, when she casts off her cloak and jewels, which sometimes occurs in the presence of
Martha; and after her conversion when she is depicted as a penitent. Vaccaro paints her in the very midst of conversion
and provides visual clues that support this reading. The first is the Magdalen’s facial expression, a mixture of surprise at
Martha’s castigation tinged with compassion for Martha not yet having realized that she has burst in on a momentous
occasion. The jewelry on the table and Mary Magdalen’s loosely-tied bodice and indecorous cleavage are further cues:
having already cast off her jewelry, she was interrupted by Martha in the process of shedding her worldly attire. Another
hint is the position of the Magdalen’s left hand over her heart, the seat of the inner transformation in progress at this very
moment.
Vaccaro may have been alluding to a painting by Caravaggio that also depicts the very moment of the Magdalen’s
conversion, the so-called Alzaga Caravaggio. Here, as argued by Cummings, Caravaggio not only paints the Magdalen in
the throes of a profound spiritual experience, but he also uses Martha and Mary Magdalen as allegorical figures for the
Christian concept of the active and contemplative life as it is discussed in writings of St. Augustine dating from the fifth
century. St. Augustine suggested that “there are two virtues set before the human soul, the one active and the other
contemplative...the one [active, represented by Martha] consists in observing those precepts by which we must toil in this
temporal life, while the other [contemplative] fills us with truths concerning... everlasting life...” 242 Thus Martha, the
industrious housewife who labors in this world, attains salvation by performing good acts while the Magdalen, despite her
previous sins, achieves a state of grace “through the charity of her heart [or] through spiritual intuition...” 243 In
Caravaggio’s as in Vaccaro’s painting, the Magdalen has only a moment ago come into this state of grace or, as it is
described in a sixteenth-century poem, has been filled “with holy love [that] melts the ice within her soul.” 244 Vaccaro
presents this pivotal event with a dramatic eloquence typical of seventeenth-century Neapolitan painting.

240

Rudolf Wittkower, Art and Architecture in Italy 1600 to 1750 (Harmondsworth, UK: Penguin Books, 1958) 231.

241

In fact, it impresses by its orthodoxy and justifies de Rinaldis’s (19) reproving comment that Vaccaro ”was not an artist who explored new ground
or experimented with new forms: there is not a single thread of warp or woof in the fabric of modern painting woven in Naples to which we can point
and say that it was contributed by Vaccaro.” However, this again is an opinion different from that held by Vaccaro’s contemporaries. When his
friend Stanzioni died from the plague in 1656, “the luckier Vaccaro was to assume the position of the most celebrated painter in Naples at that time”
(Dominique Vasseur, “Lamentation over the Dead Christ by Andrea Vaccaro,” Bulletin of the Art Institute of Chicago 71.5 [1977]: 14).

242
243

Qtd. in Cummings 576-577, n. 16.
Cummings 575.

244

The poem was composed in the late 1500s by a cardinal, and the verse recounting the Magdalen’s conversion reads, “Father of lights one glance
of Thine Whose eyes the universe control, Fills Magdalen with holy love, And melts the ice within her soul” (Qtd. in Cummings 577).
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Bibliography: Bernardo de Dominici, Vite de’ pittori, scultori ed architettori napoletani, 1742-43, 1971 (rpt.), vol. 3, pp.
130 ff.; Abate Luigi Lanzi, The History of Painting in Italy: From the Period of the Revival of the Fine
Arts to the End of the Eighteenth Century, trans. Thomas Roscoe, 1847, vol. 2; Thieme and Becker, 19071950, vol. 34, pp. 25-27; Rolfs, 1910, pp. 257-266; de Rinaldis, 1929, 1976 (rpt.); S. Ortolani, ed., Mostra
della pittura napoletana dei secoli XVII-XVIII-XIX (exhibition catalogue), 1938; Maria Commodo Izzo,
Andrea Vaccaro, Pittore (1604-1670), 1951; Wittkower, 1958; Ellis Waterhouse, Italian Baroque
Painting, 1962; Bénézit, 1966, vol. 8, p. 444; Moir, 1967, vol. 1, pp. 168-170, vol. 2, figs. 209-212;
Cummings, Burlington Magazine 859.116 (Oct. 1974): 572-578; Maurizio Marini, Pittori a Napoli 16101656. Contributi e Schede, 1974; de Rinaldis, 1976; Vasseur, Bulletin of the Art Institute of Chicago
71.5 (1977): 14-17; Hall, 1979; Clovis Whitfield and Jane Martineau, eds., Painting in Naples 1606-1705
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Within the Image (exhibition catalogue), 1990
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Plate 30.

Andrea Vaccaro (Naples 1604-1670 Naples), Martha Rebuking Mary Magdalen
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Catalogue 31
Stefano della Bella (Florence 1610-1664 Florence)
Ut Cantet Tibi Gloria Mea from Essequie del Serenissimo Principe Francesco (di Cosimo II de’ Medici) celebrate ... il 30
Agosto 1634
Florence: Landini, 1634
Etching on laid paper
19.6 x 14.8 cm sheet size
13.5 x 9.9 cm plate size
Museum # 1973.029
Imprinted:

In image top-center VT CANTET TIBI GLORIA MEA

Condition:

Sheet edges cut; negligible foxing lower sheet edge

Literature:

De Vesme and Dearborn Massar, 1971, 975; Tempesti, 1972, XII

Provenance:

Purchased in 1973 with funds from Friends of the Art Museum

In 1627 at the age of seventeen, a precocious Stefano della Bella created a large etching that depicts the banquet
of a hunting society, the Signori Piacevoli, taking place in one of the salons of the Pitti Palace. In a clever career move,
Stefano dedicated this etching to the sixteen-year-old Gian Carlo de’ Medici in hopes of currying favor with this possible
future patron. The tactic worked; the Medicis took notice of the young artist, and Stefano not only received commissions
from the Medicis, but also was sent to Rome in 1633 to further his education. 245 Stefano’s patron Lorenzo de’ Medici,
uncle of Gian Carlo, provided for a stipend and lodging in the Medici palace.
When the young Prince Francesco de’ Medici died in 1634, his brother the Grand Duke Ferdinando II honored
him with a grand funeral ceremony. Ferdinando commissioned several artists, including Stefano, to create the traditional
funeral book for Francesco. The UMFA’s print is one of eight emblems Stefano devised for this book. The design is
simple, yet elegant. A cartouche with a helmeted death’s head encloses a violin and bow and the inscription that
translates to “Let me sing your glory.”
Stefano began his studies in a goldsmith’s shop, then briefly tried his hand at painting before settling on becoming
an etcher. His studies with Remigio Cantagallina, master of famous French etcher Jacques Callot, acquainted him with
Callot’s work. Initially, Stefano worked in the style of Callot. After his arrival in Rome, Stefano’s stylistic dependence
on Callot’s controlled technique changed to a more spontaneous manner, probably because he made it his habit to draw
from nature rather than to spend time copying other artists’ works. 246 Callot’s penchant “for caricature and grotesque” is
translated by Stefano into a sunnier view of life, a “lighter manner” that is reminiscent of Guido Reni. 247 Stefano’s scenes
filled to bursting with numerous exquisitely-drawn figures remind one of Callot. Where he differs is in the execution--as
245

Even prior to his studies in Rome, Stefano took pains to continually advance his drawing skills. To that end, he copied several hundred entries
from Leonardo da Vinci’s Trattato della Pittura. Stefano’s manuscript, signed and dated 1630, was eventually published in 1792 (Alexandre de
Vesme and Phyllis Dearborn Massar, Stefano della Bella. Catalogue Raisonné, vol. 1 [New York: Collectors Editions, 1971] 4-5; Alessandro
Vezzosi and Carlo Pedretti, Leonardo’s Return to Vinci: The Countess de Behague Collection [New York: Johnson Reprint Corporation, 1981] 8687).
246

Particularly appealing are Stefano’s Roman views of antique ruins that he used as backdrops for bucolic depictions of country life, like herders
driving their flocks into the Colosseum, or the Pyramid of Caius Cestius as the setting for grazing horses (reproduced in Phyllis Dearborn Massar,
Presenting Stefano della Bella. Seventeenth-century Printmaker [New York: The Metropolitan Museum of Art, 1971] 50). No less captivating are
scenes from his travel sketchbooks, be they innocent vignettes like peasants gossiping, or grim reminders of the raging Thirty-Years-War.
247

Hind (1923) 159.
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Arthur M. Hind comments, Stefano’s relaxed, graceful lines are more irregular and rarely strengthened with a graver, 248
giving them a spontaneity that enhances the realistic detail of the scenes. Stefano’s etchings, single or in series, depict a
great variety of subject matter, from landscapes and architectural views to theatre design, historical and genre scenes.
It was in Paris, however, where Stefano spent eleven years, that his fame as one of the great Italian etchers was
established. 249 His output was prolific and purchased eagerly. Stefano was increasingly influenced by the work of
famous Dutch artists, Rembrandt and Jan Both among them, whose etchings he collected. Had it not been for political
upheaval, Stefano might have remained in Paris. Instead, he returned to Florence in 1650 where he lived until his death
and where, 250 aside from continuing to be as productive as ever, he also became the drawing instructor for young Cosimo
III de’ Medici.
Bibliography: A. Vesme, Le Peintre-Graveur Italien, 1906; Thieme and Becker, 1907-1950, vol. 3, pp. 228-230;
Anthony Blunt, The Drawings of G. B. Castiglione & Stefano della Bella...at Windsor Castle, 1954; Hind,
1923, pp. 158-160; Bénézit, 1966, vol. 1, p. 527; Bernard S. Myers, ed., McGraw-Hill Dictionary of Art,
1969, vol. 1, p. 287; Massar, 1971; de Vesme and Dearborn Massar, 1971, 2 vols.; Anna Forlani
Tempesti, Stefano della Bella. Incisioni, 1972; Tempesti, Mostra di Incisioni di Stefano della Bella, 1973;
Wittkower, 1973, pp. 225, 381, n. 67; Francoise Viatte, Dessins de Stefano della Bella 1610-1664, 1974;
John T. Spike, Baroque Portraiture in Italy: Works from North American Collections (exhibition
catalogue), 1984
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Hind (1923) 160.
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So described by Rudolf Wittkower who sees his work as “...typical of the petite maniere...” and considers the Parisian years his best and most
productive period (Art and Architecture in Italy, 1600-1750, 3rd rev. ed. [Baltimore: Penguin Books, 1973] 225).
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He did remain in contact with his Parisian publishers to whom he sent prints and plates (de Vesme and Massar, vol. 1, 8).
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Plate 31.

Stefano della Bella (Florence 1610-1664 Florence), Ut Cantet Tibi Gloria Mea from Essequie del
Serenissimo Principe Francesco (di Cosimo II de’ Medici) celebrate ... il 30 Agosto 1634
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Catalogue 32
Simon Guillain II (Paris 1618-? Paris?)
Diverse figure al numero di ottanta, disegnate di penna nell’hore di ricreatione da Annibale Carracci intagliate in rame e
cavate dagli originali da Simone Guilino Parigino. Dedicate a tutti i virtuosi et intendenti della professione della pittura,
e del disegno
Rome: Stamperia di Lodovico Grignani, 1646
80 plates mounted with letterpress title page. First state.
Museum # 1990.052.001
Giuseppe Maria Mitelli (Bologna 1634-1718 Bologna)
Di Bologna. L’Arti per Via d’Anibal’ Caraci. Disegnate, intagliate, et offerte al grande, et alto Nettuno Gigante. Sig:
della Piazza da Bologna. De Gioseppe M.a Mitelli
Rome: Gio. Jacomo Rossi, 1660
40 plates mounted with etched title page. First or second state. 251
Gold-embossed brown leather shelfback with red leather label and title FIGURE DA CARRACCI.; brown leather covers
on board, green cloth ties, etching, laid paper/bound
38.6 x 34.2 x 6 cm
Unidentified watermarks
Museum #s 1990.052.001 and 1987.067.001
Imprinted:

On inside front cover upper-left corner in pencil NVNL and the number XV/I; upper-left in pencil from
the Bechful Collection; upper-right a glue-mounted printed label: Caraccio (Annibale) Diverse figure
al numero di ottanta, disegnate di Penna nel’ hore di ricratione; intagliati in rame, e cavati dagli
Originali da Simone Giulino Parigino, 80 plates of Street Cries and Trades, and printed title, original
issue, Roma, L. Grignani, 1646 ; L’Arti per Via di Bologna da Ann. Caracci, disegnate et intagliate
da G. M. Mittelli, 40 fine plates, original impressions, and printed title, ib. G. J. Rossi, 1660; all with
margins cut close and mounted on thick paper, in 1 vol. bound in old calf roy. folio; in center the
notation in pencil For Sanguinetti give to Maggie Freeman and a glue-mounted label E. FRANCIS
SANGUINETTI; lower-left corner in pencil the number 53

Literature:

Jacques-Charles Brunet, Manuel du Libraire et de l’Amateur de Livres, 1820, vol. 1, p. 1597; Bartsch,
vol. 42, pp. 392-432; Bénézit, 1976, vol. 5, p. 290, vol. 7, p. 440; Bryan, vol. 2, p. 289; Rene Colas,
Bibliographie générale du costume et de la mode, 1933, vol. 1, no. 536; Johann Georg Theodor Graesse,
Tresor de Livres Rares et Precieux, 1950, vol. 2, p. 54; Franz Joseph Lipperheide, Katalog der
Freiherrlich von Lipperheide’schen Kostümbibliothek, 1963, vol.1, pp. 519-521, nos. 1289-1292; Hyatt
Mayor, 1971, no. 202; Karen F. Beall, Kaufrufe und Strassenhändler: eine Bibliographie - Cries and
intinerant traders: a bibliography, 1975, pp. 321-330; Franca Varignana, ed., Cassa di risparmio in
Bologna. Le incisioni: I Guiseppe Maria Mitelli, 1978

Provenance:

Bechful
E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1987

This folio contains two sets of etchings bound together as one album. The etchings, cut to plate marks, and title
pages of both volumes have been mounted on blank pages. Both volumes are based upon a series of pen drawings dated
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First or second state is assumed because the plates in the UMFA’s folio are unnumbered. For the third state, numbers were added within the
lower-right corner of each print.
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circa 1580-90 by Annibale Carracci (1560-1609) of street vendors of his native Bologna. The original drawings have not
survived.
Part I comprises eighty plates of Diverse Figure, drawn by Annibale Carracci and etched by Simon Guillain II,
that are identified by letterpress titles and numbers, cut out and mounted above each of the plates. Each of the plates
depicts an individual street vendor with the various accouterments of his trade. 252 All eighty plates are numbered within
the plates in the lower-left or lower-right corners. These numbers seldom correspond to the letterpress numbers of the
published volume. When numbers differ, the etched numbers within the plate are renumbered in ink. Inscriptions within
the plates also vary. Most are inscribed with the names of Carracci and Simon Guillain, often abbreviated or as initials.
Plates 14, 15, and 69 have only the signature or monogram of the artist. Plates 25, 53, 54, 56, 57, 61, 62, and 64 lack all
inscriptions.
The Carracci family established a school of painting in Bologna that became one of the most distinguished in
Italy. Annibale Carracci, at the urging of his father, studied with his cousin Lodovico Carracci (1555-1619), a student of
Tintoretto. In 1595 Annibale traveled to Rome, where within five years he would be invited to decorate the Farnese
Palace. Before leaving Bologna, however, Carracci made seventy-five drawings of the diverse hawkers, beggars, and
other people who inhabited Bologna’s streets. The drawings were bound into a book and were used by students in the
Carracci workshop as exemplars for their drawing exercises.
The story of this book of drawings was first related by the editor of Diverse Figure, Giovanni Atanasio Mosini, in
the preface to the first edition of 1646. Mosini describes the circumstances by which the drawings passed through several
hands before they came into his possession. At the urging of friends, Mosini decided to publish the drawings. Five
additional Carracci drawings, belonging to a friend of Mosini, were also added to the edition, although these five do not
depict street vendors. A young and inexperienced French etcher, Simon Guillain II, was enlisted to etch the plates under
the guidance of the architect, designer, sculptor, and engraver Alessandro Algardi, who had studied with Lodovico
Carracci. It was Algardi who etched the portrait of Carracci for the frontispiece of Diverse Figure.
Simon Guillain II, born in Paris, was the son of sculptor and engraver Simon of Cambrai (1581-1658). Simon II
studied in Rome and was known for an earlier suite of twenty plates, La Vie de S. Diego, also after Annibale Carracci.

1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
252

Diverse Figure
Vende rocche, e dipannatori
Facchino
Brentator da vino
Tripparolo
Pignattaro
Straordinario di mercanti
Bicchieraro
Canestraro
Vende solfaroli
Acquarolo d’acqua del Reno
Cariolaro da portar robbe
Stagnaro
Vende pasta per i Sorci
Regattiero
Reticelle, e merletti
Cuoco
Concia grano
Scopettaro

Distaffs and reels
Porter
Porter carrying grapes
Tripe
Potter
Courier
Glassware
Baskets
Matches
Water
Porter with wagon
Lamps and funnels
Rat poison
Old clothes
Lace and lace bonnets
Cook
Grain sifter
Brushes

See pl. 33, a seller of holy pictures, for an example of these genre types.
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19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44
45
46
47
48
49
50
51
52
53
54
55
56
57
58
59
60
61
62
63
64
65
66
67
68
69

Vende Quadri
Pettinaro
Padellaro
Sportarolo
Sguattaro con regaglie di Cucina
Vende padelloni di terra
Pettini da lino, e Setacci
Magnano, o’ Chiavaro
Fornaro
Hortolana
Pianellaro
Imbiancatore
Straordinario della Carne
Conciator di Canapa, e Lino
Vende Aceto
Burattator di Farina
Vende Pere
Sonatore in Piazza
Vende mescole, fusi, e taglieri
Inchiostro fino
Berrettaro
Fienarolo
Vende agli, e cipolle
Rotatore
Beccamorto
Tavolette, e libri per i putti
Netta Pozzi
Pizziccarolo
Vende Cascio fresco
Rastellino per l’vua
Carriolaro da mondezza
Spazza camino
Merciaro di tele
Cavadenti
Carrettiero con acqua di fiume
Scortica Agnelli
Cieco da’ rimedio per i calli
Stecca legna
Vende Marroni
Molinaro
Asinaro con gesso, e rena
Cappellaro di cappelli di paglia
Incatenatore di Corone
Uccellatore con la Civetta
Porta lettere
Cacciatore da Lepri
Muratore
Calzettaro
Pescatore
Porta citationi
Sediaro

Holy pictures
Wool carder
Pots and pans
Baskets
Kitchen refuse
Earthenware
Linen and silk carding
Locksmith and plumber
Baker
Garden produce
Slippers
Whitewasher
Meat
Burlap and linen carding
Vinegar
Flour sifter
Pears
Musician
Spoons, ladles, woodblocks
Ink
Caps
Hay
Onion and garlic
Knife grinder
Casket carrier
Books and tablets for children
Well cleaner
Pork sausage
Fresh cheese
Vineyard raker
Street cleaner
Chimney sweep
Linen cloth; dry goods
Tooth puller
River water
Lamb butcher
Blind man, who heals corns and callouses
Wood chopper
Chestnuts
Miller
Gesso for white wash
Maker of straw hats
Maker of rosaries
Bird catcher
Postman
Rabbit hunter
Mason
Cobbler
Fisherman
Server of summons
Chairs
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70
71
72
73
74
75
76
77
78
79
80

Acquavitaro
Acoramaglietti
Ciambellaro
Vende Formaggio Parmegiano
Melangoli, e Limoni
Marroni allessi
Una valente Ruffiana
Una Spia famosa
Una Putta, che governa Galline
Un putto, che urina
Il Console de’ Levantini

Brandy
Trinkets
Doughnuts
Parmesan cheese
Melons and lemons
Hot chestnuts
A procuress
A well known spy
Poultry maid
Boy urinating
Consul from the Levant

Part II consists of forty plates of Di Bologna. L’Arti per Via, etched by Guiseppe Maria Mitelli. The plates, cut
to plate mark and mounted, are each inscribed GMM in the lower-right corner of the plate. Below each image within the
plate is inscribed a rhymed street cry (quatrain, rhyme scheme abab), which serves as a description of each occupation.
The Arts of the Street celebrates the tradesmen and workmen who practiced their occupations in the streets of Bologna. 253
Di Bologna. L’Arti per Via
Frontispiece, View of Bologna
1. 254 Man Carrying Bread in a Basket
2. Vendor of Fans
3. Vendor of Earthenware Pots
4. Knife Grinder
5. Vendor of Ciambelle (Biscuits)
6. Fisherman
7. Water Carrier
8. Charlatan on His Stage, Holding a Snake
9. Mason
10. Vendor of Cooked Apples and Pears by
Moonlight
11. Man Carrying a Barrel of Wine
12. Man Carrying a Butchered Pig
13. Vendor of Dry Goods
14. Porter
15. Mason Going to Whitewash Walls
(Imbianchino)
16. Man Skinning a Lamb
17. Vendor of Ribbons, Lace, and Pins
18. Donkey Driver with his Herd
19. Chimney Sweep
20. Woodcutter
21. Vine Dresser
22. Vendor of Chairs
23. Vendor of Rosaries and Sacred Images
24. Vendor of Sieves
25. Vendor of Chicken Dung
253
254

(B. 117-157)
117
119
123
124
125
126
129
128
120
121
127
136
135
134
133
154
153
152
149
157
151
156
155
118
122
137

An example is reproduced in pl. 35.
These numbers are used only to indicate the order in which the unnumbered plates appear in the UMFA’s folio.
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26. Man Driving a Donkey Laden with Pots
27 Onion Seller
28. Vendor of Anisette and a Vendor of
Matches Playing Morra
29. Fruit Seller
30. Cheese Vendor
31. Vegetable Vendor
32. Tripe Vendor
33. Vendor of Glassware
34. Two Well Cleaners
35. Vendor of Iron Kitchen Utensils
36. Vendor of Grain Sifters
37. Butcher Boy with Two Cats
38. Vendor of Shoes
39. Hat Vendor
40. Vendor of Chicken Heads and Livers

148
150
147
146
145
144
143
142
141
140
139
138
132
130
131

The Guillain etchings produced for the Diverse Figure in 1646 were well known and were the inspiration for the
images produced by Giuseppe Maria Mitelli for the Arts of the Street, published in 1660. Mitelli’s etchings, while
inspired by Carracci’s drawings, are very much Mitelli’s own work, not mere copies of the earlier publication. This series
of prints, some of Mitelli’s earliest work, is also his best known. Mitelli was a flamboyant character who was not only a
printmaker, but a painter and sculptor as well. He was also involved in a myriad of physical activities, including fencing,
hunting, fishing, tennis, gymnastics, and acting. Son of prominent Bolognese architect and painter Agostino Mitelli,
Giuseppe studied under Francesco Albani, Flaminio Torri, Guercino, and Simone Cantarini. In a career that spanned
almost sixty years, Mitelli produced approximately six hundred etchings, which included a stunning range of subjects,
including reproductions of traditional religious paintings, an anthropomorphic alphabet, theatrical machines and pageants,
tarot cards, and views of war similar to Callot’s Miseries of War.
M. G.
Bibliography: Nagler, vol. 3, p. 61, no. 195; vol. 4, p. 1134, nos. 4111 and 4120; Thieme and Becker, 1907-50, vol. 15,
p. 296, vol. 24, p. 594; Sue Welsh Reed and Richard Wallace, Italian Etchers of the Renaissance &
Baroque, 1989; Linda C. Hult, The Print in the Western World: An Introductory History, 1996
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Plate 32.

Simon Guillain II (Paris 1618-? Paris?). Title page for Diverse figure al numero di ottanta, disegnate di
penna nell’hore di ricreatione da Annibale Carracci intagliate in rame e cavate dagli originali da Simone
Guilino Parigino. Dedicate a tutti i virtuosi, et intendenti della professione della pittura, e del disegno.
Rome: Stamperia di Lodovico Grignani, 1646
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Plate 33.

Simon Guillain II (Paris 1618-? Paris?). Vende Quadri, pl. 21 (renumbered 19) from Diverse figure al
numero di ottanta, disegnate di penna nell’hore di ricreatione da Annibale Carracci intagliate in rame e
cavate dagli originali da Simone Guilino Parigino. Dedicate a tutti i virtuosi, et intendenti della
professione della pittura, e del disegno. Rome: Stamperia di Lodovico Grignani, 1646
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Plate 34.

Giuseppe Maria Mitelli (Bologna 1634-1718 Bologna). Title page for Di Bologna. L’Arti per Via
d’Anibal’ Caraci. Disegnate, intagliate, et offerte al grande, et alto Nettuno Gigante. Sig: della Piazza
da Bologna. De Gioseppe M.a Mitelli. Rome: Gio. Jacomo Rossi, 1660
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Plate 35.

Giuseppe Maria Mitelli (Bologna 1634-1718 Bologna). Butcher Boy with Two Cats from Di Bologna.
L’Arti per Via d’Anibal’ Caraci. Disegnate, intagliate, et offerte al grande, et alto Nettuno Gigante. Sig:
della Piazza da Bologna. De Gioseppe M.a Mitelli. Rome: Gio. Jacomo Rossi, 1660
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Catalogue 33
Unknown Italian (17th-18th century)
Allegorical Scene
Oil on canvas
107 x 148.4 cm
Museum # 1971.100.001
Bears a Signature:

In lower-center on rock Titiano
On verso: On stretcher center-right a partial illegible label; on stretcher center-left the stamped
number 65033 69

Condition:

Cracquelure throughout; overpainting in upper-right corner and on cupid’s right arm and buttocks (most
recent restoration in 1954 by Albert G. Rosati, Los Angeles, CA)

Provenance:

Marion Sharp Robinson
Gift of Marion Sharp Robinson in 1971

Because this painting has been cut down and overpainted, it is difficult to determine either its subject matter or its
iconographical meaning. Museum documents indicate that the scene included a putto in the upper-right sky. Because of
its poor condition, this figure was overpainted during the restoration undertaken in 1954. Equally difficult is an
attribution of this work to a specific artist. Opinions of visiting scholars have varied considerably. Attribution to the
Roman, Bolognese or Venetian School has been suggested, with the most specific opinion proposing the circle of
Giovanni Francesco Romanelli (1616-1662). Consensus exists about the time period, however, which places the painting
in the late seventeenth to the early eighteenth century, one hundred years or more after Titian’s death. Consensus also
exist in that no scholar considers this to be an autograph painting by Titian. 255
The voluptuous half-reclining female figure is shown with flowers woven through her hair, which is typical for
representations of Flora, goddess of flowers. This may indicate that the painting is Venetian, since portrayals of beautiful
concubines as Flora were a popular topic in Venetian portraiture. 256 While the sitter’s partial state of undress--her deep
cleavage, her thighs indecorously exposed, one foot bare and one sandaled, her blue cloak discarded--may support this
reading, her gesture states otherwise. Her right hand directs Cupid, the god of love, 257 in his attack on the mysterious male
figure that is making its ascent to the rocky plateau. Perhaps the palette and brushes the woman is holding in her left
hand and the flute discarded on the rock by her left knee permit a--very tentatively proposed--reading of this picture:
intellectual pursuits take precedence over an erotic interlude with the intruding suitor, thus turning the scene into an
allegorical reference to painting and music.
Bibliography: Thieme and Becker, 1907-1950, vol. 28, pp. 544-546, vol. 34, pp. 158-172; Wethey, 1969

255

Dr. Wallace Tomasini of the University of Iowa, who saw the painting in 1966 while it was on loan to the museum, immediately rejected Titian as
a probable artist because of the awkward handling of the anatomy, both of that of Cupid and especially of the legs of the female figure. Dr. Harold
Wethey, author of a three-volume catalogue raisonné on Titian, consulted with Italian expert Luigi Salerno who suggested that the work may have
been painted during the late seventeenth or the early eighteenth century by a follower of Giovanni Francesco Romanelli (1616-1662) (notes in
museum files).

256

Hall 126.

257

The plump, winged Cupid is the one firmly identifiable figure in this tableau since he is shown with his attributes, a bow and a quiver filled with
arrows. Tradition has it that Cupid is the son of Venus, goddess of love and fertility. While he is typically portrayed as a winged young man in
Renaissance paintings, Baroque and Rococo painters transformed him into a charming, chubby boy (Hall 87).
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Plate 36.

Unknown Italian (17th-18th century), Allegorical Scene
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Catalogue 34
Francesco Cavaliere Trevisani, called Romano (Capodistria 1656-1746 Rome)
Penitent Magdalen
Oil on canvas
94 x 69.8 cm
Museum # 1983.093
Signed:

Unsigned

Condition:

Minor abrasions top-center, center-left and bottom-center; inpainting in neck of Magdalen, along back, by
left arm, and on folded hands (most recent conservation work performed in 1985 by Brook A. Bowman,
Salt Lake City, UT)

Provenance:

Dr. Stanford, Stanton, CA, 1970
An anonymous foundation
Gift of an anonymous foundation in 1983

The wide-spread popularity of penitential images during the time of the Counter Reformation in the 1500s is
visual evidence of the difference between Catholic and Protestant doctrine in regard to the seven sacraments, ceremonial
observances that confer grace on the recipient by the very performance of them. The traditional view held by Roman
Catholics and Orthodox recognizes seven sacraments, including Penance. The Council of Trent, an ecumenical assembly
of church authorities charged with initiating reform measures in the Catholic Church, was held three times during the
sixteenth century. One of the canons established by the Council was to consider Penance a sacrament instituted by Christ
when he first appeared to his disciples after his resurrection. 258 Since Protestantism recognizes only two of the
sacraments, Baptism and Communion, meditating before the picture of a penitent saint became a pastime unique to
members of the Catholic faith. And what better saint to choose as an illustration of Penance than Mary Magdalen, a
voluptuous beauty whose grave carnal sins were forgiven by Christ and who later had the distinction of being the first
person to see the resurrected Christ. 259 As Rona Goffen argues convincingly, “seeing Mary Magdalen’s beauty and her
penitential tears, the worshiper is invited to emulate her example by a slower process that effectively repeats the saint’s
own transition from sensuality to spirituality.” 260
The great Venetian master Titian painted several versions of the Penitent Magdalen engaged in passionate prayer.
When Giorgio Vasari saw one of them during a visit to Titian’s studio, he was moved to write a commentary that might be
describing the UMFA’s Magdalen despite the fact that more than a century separates the images. Titian’s Magdalen is
“dishevelled... with her hair falling over her shoulders, throat, and breast... She raises her eyes to heaven, showing her
penitence in the redness of her eyes and her tears for her sin. This picture, therefore, greatly moves those who behold it,
and what is more, although very beautiful, it moves not to lust but to compassion.” 261 As moving is Trevisani’s Magdalen
whose red-rimmed eyes raised heavenwards, parted lips, and fingers interlaced in fervent prayer indicate a moment of
overwhelming religious rapture.
258

Christ “...breathed on them, and said to them, “Receive the Holy Spirit. If you forgive the sins of any, they are forgiven; if you retain the sins of
any, they are retained” (John 20:19-23).
259
260

John 20:11-18.
Titian’s Women (New Haven and London: Yale University Press, 1997) 184-185.

261

qtd. in Everett Fahy, The Legacy of Leonardo. Italian Renaissance Paintings from Leningrad (New York: M. Knoedler & Co., 1979) 97. Fahy
reproduces a variant of the picture (colorpl. 29) described by Vasari.
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Trevisani was one of the most sought-after Roman painters of the early eighteenth century. 262 His long life
spanned the turn of a century and he witnessed--and caused--significant artistic change, moving from the “charged
emotionalism” and “epic grandeur” of the Baroque to creating “...a style, lyrical, empathetic, and sentimental,” 263 that
defines early eighteenth-century Roman art. 264 Throughout his career, Trevisani was a favorite with distinguished
Europeans, and “altarpieces, subject pictures, and portraits went in a steady stream to Portugal, Spain, and the Italian and
German cities. To the Roman clerics and princes Trevisani was the most popular and notable of artists.” 265 Prominent
collector Cardinal Pietro Ottoboni installed him in his Roman palace and provided a monthly salary. 266 But by the very
end of the eighteenth century, when Neoclassical aesthetic disparaged Baroque and Rococo art, 267 Trevisani was
dismissed by critics as an inferior artist who painted in the tradition of the Bolognese School and who imitated Carlo
Maratti. 268 Today, Trevisani has regained a respectable place in the pantheon of important Roman painters, thanks in great
part to the scholarly work by Anthony M. Clark and Frank DiFederico in the 1970s.
The UMFA’s canvas is painted in the “dark manner” that Trevisani learned from Antonio Zanchi (1631-1722),
one of his teachers in Venice, but that ultimately reaches back to Caravaggio (1571-1609/10). A shaft of light from an
unseen source makes visible the outline of a crude cross and illuminates the Magdalen’s appealing partially disrobed
figure, the objects that surround her, and hints at the setting for this scene, a gloomy cave. Typically, paintings of the
Magdalen combine biblical passages with medieval French legend, as is the case in Trevisani’s depiction. Biblical
references are the wooden cross as a reminder of Christ’s crucifixion, and a whip that refers to Christ’s scourging ordered
by Pontius Pilate, the Roman Governor of Judaea, 269 but that is also used in penitential exercises. An ointment jar is the
traditional attribute of Mary Magdalen because she anointed Christ’s feet when he was a guest in the house of the Pharisee
Simon. 270 The Magdalen’s loose hair and deshabille affirm her disregard for the niceties of worldly living--elegant
262

Sought-after not only by patrons, but also by young artists, according to Wittkower who writes that “a typical eighteenth-century curriculum”
meant studying with “Balestra in Verona, Piazzetta in Venice, Trevisani in Rome, and Solimena in Naples” (Wittkower [1973] 412-413, n. 109).
(See cat. 35 for a painting by Solimena and cat. 38 for a genre scene attributed to Piazzetta.)
263

Frank R. DiFederico, Francesco Trevisani. Eighteenth-Century Painter in Rome. A Catalogue Raisonné (Washington, DC: Decatur House Press,
1977) 14.
264

Andrea Busiri Vici comments that Roman art was transformed by Trevisani because “He succeeded in breaking with the stately iconography of
the Maratta tradition in favour of an arcadian idyllic-profane taste in themes which was of considerable importance for French artists from Lemoyne
to Van Loo, as well as for Italian and Austrian Rococo painting” (Andrea Locatelli e il paesaggio romano del settecento [Rome: U. Bozzi, 1976]
260). These explorations of a new aesthetic were fostered by the Accademia degli Arcadi, founded by intellectuals and artists who sought to recreate
the Golden Age of classical mythology. Trevisani joined this group in 1704.
265

John Maxon and Joseph J. Rishel, eds., Painting in Italy in the Eighteenth Century: Rococo to Romanticism (Chicago: The Art Institute of
Chicago, 1970) 212.
266

And when Ottoboni died in 1740, his art collection included thirty paintings by Trevisani (Edward J. Olszewski, “Cardinal Pietro Ottoboni (16671740) in America,” Journal of the History of Collections 1.1 [1989]: 53).
267

Neoclassicism was the dominant international artistic movement from approximately the middle of the eighteenth century to the first part of the
nineteenth century. It had its genesis in excavations in Italy and Greece that sparked a reaction against the excesses of the Baroque and Rococo
styles. Besides emulating Greek and Roman antiquities, Neoclassical artists gave shape to their professed search for truth and beauty through
simplicity of form, purity of line, and restrained sentiment.
268
269
270

DiFederico 3-4.
John 19:1.
Luke 7:36-50.
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clothing, fine jewelry, etc.--that were typical of her sinful life before her conversion. 271 The skull that rests on the open
bible is a vanitas symbol that reminds of the transience of earthly things. The cave setting, however, is a nod to an
eleventh-century Provençal legend that describes the Magdalen’s journey to France and her living for thirty years in a
grotto near Sainte-Baume.
The catalogue raisonné on Trevisani by Frank R. DiFederico does not include the UMFA’s painting. It does,
however, discuss two very similar Magdalens. The first, in the collection of Graf von Schönborn at Pommersfelden in
Germany, was purchased in 1708, 272 and at that time apparently had Trevisani’s penciled signature on the back and a date
of 1706. 273 Even though the Magdalen faces the opposite way, the similarities cannot be ignored (despite the missing
scourge and ointment jar)--the cave setting, her eyes raised to a crude cross, hands folded on a skull resting on an open
bible with a slightly crumpled page. The second is in the Clerk collection at Penicuik House in Scotland, 274 a painting
“evidently earlier” than the UMFA’s, as Anthony M. Clark, then-Director of The Minneapolis Institute of Art, commented
in 1971 in a letter to the anonymous donor. Clark went on to say that the “impressive Trevisani” given to the UMFA in
1983 “isn’t (sic) a copy,” but should be placed later in Trevisani’s body of work because of the “broad, rather cold, c.(?)
late moment in his career.” DiFederico proposes that “stylistically and thematically,” the painting in the Penicuik
collection “belongs to the second decade” (of the eighteenth century). 275 This means that the UMFA’s later work should
be dated sometime after the 1720s, which agrees with Clark’s suggestion.
Bibliography: Theodor von Frimmel, Verzeichnis der Gemälde in Gräflich Schönborn-Wiesentheid’schem Besitze,
1894; Thieme and Becker, 1907-1950, vol. 33, pp. 389-391; n.a., Mostra Storica dei Pittori Istriani
(exhibition catalogue), 1950; P. d’Achiardi, La Collection Messinger, trans. E. Barincou and H. Mouton,
1910, p. 58, cat. 24, p. 59, fig. 41; Decio Gioseffi, “L’opera di Francesco Trevisani,” Pagine Istriane 1.4
(Nov. 1950): 107-116; Griseri, Paragone 13.153 (1962): 28-37, figs. 32-42; Bénézit, 1966, vol. 8, p. 377;
Maxon and Rishel, 1970, pp. 212-213; Wittkower, 1973, pp. 307, 406, n. 16a, 413; Busiri Vici, 1976, pp.
259-260, 282-283; Charles McCorquodale, “Italian Painting of the Seventeenth and Eighteenth
Centuries,” Connoisseur 193.777 (Nov. 1976): 205-215; DiFederico, 1977; Gemma di Domenico Cortese,
“Due Maddalene inedite del Trevisani,” Bollettino dei musei comunali di Roma 23 (24?).1-4 (1977): 7378; Fahy, 1979, pp. 97-98; n.a., Selected Works. Patrick and Beatrice Haggerty Museum of Art,
Marquette University,1984, pp. 40-41; Olszewski, 1989, pp. 33-57; Susan Haskins, Mary Magdalen:
Myth and Metaphor, 1993; Sander, 1995, p. 194, cat. 356, pl. 691; Goffen, 1997, pp. 171-192
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See cat. 30 for a painting by Andrea Vaccaro that depicts the moment of Mary Magdalen’s conversion.

272

In the catalogue entry on this Magdalen, DiFederico (49, cat. 39) makes brief mention of a replica of this painting “by a student” in the Museum
der Bildenden Künste in Leipzig. The 1995 catalogue published by that museum gives this work unequivocally to Trevisani himself (Dietulf Sander,
Museum der Bildenden Künste Leipzig. Katalog der Gemälde 1995 [Stuttgart: G. Hatje, 1995] 194, cat. 356, 402, pl. 691).

273
274
275

Di Federico 49, cat. 39, pl. 31.
Reproduced in Andreina Griseri, “Francesco Trevisani in Arcadia,” Paragone 13.153 (1962): fig. 41.
DiFederico 54.
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Plate 37.

Francesco Cavaliere Trevisani, called Romano (Capodistria 1656-1746 Rome), Penitent Magdalen
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Catalogue 35
Francesco Solimena, called Abbate Ciccio (Canale di Serino 1657-1747 Barra di Napoli)
The Death of Saint Joseph (ca. 1698-1700) 276
Oil on canvas
219.7 x 169.5 cm
Museum # 1990.048.001
Signed:

Unsigned

Condition:

Craquelure and abrasions throughout; repaired loss on lower torso of standing angel and at lower-right;
several areas of inpainting, especially on Virgin’s hands, St. Joseph’s forearm and hand; several areas of
paint deterioration, especially in the figure of St. Joseph, in the heads and wings of the putti upper-center
and in the blue drapery upper-right, in the wings of the kneeling angel lower left, and in the white and
yellow drapery (most recent conservation work performed in 1990 by Claire Barry, New York, NY)

Literature:

Daphne M. Hoffman, “The Death of St. Joseph,” St. Joseph Magazine 53.3 (March 1952): 4-5, 32; Nicola
Spinosa, “Conca, Vanvitelli e l’ambiente artistico Napoletano alla meta del ‘700,” Sebastiano Conca
(1680-1764) (exhibition catalogue), 1981, p. 76, fig. 3; Nicola Spinosa, Pittura napoletana del Settecento:
dal Barocco al Rococo, 1986, pp. 104-106, cat. 14, p. 186, fig. 17; Carmen Bambach Cappel, “Francesco
Solimena, 1657-1747,” A Taste for Angels: Neapolitan Painting in North America, 1650-1750 (exhibition
catalogue), ed. Judith Colton and George Hersey, 1987, cat. 21, pp. 189-193, plate 21, p. 191; Domenico
Rea and Mario Alberto Pavone, “Solimena the Magnificent,” FMR International (English edition) 49
(Apr. 1991): 66-67

Provenance:

Arthur Wolfe, Viscount Kilwarden (1739-1803), Newlands House, Clondalkin, County Dublin, Ireland
1803 - 1918 Mullins Family, Dublin, by inheritance of Kilwarden estate
Offered for sale at Dublin, 1918 (as Ribera, “Raising of Lazarus”)
1918 Patrick A. O’Connor, New York, NY (purchased by Mr. Butler, agent for Mr. O’Connor)
1949 St. Joseph’s Church, Greenwich Village, New York, NY, Parish purchase (as Murillo)
Private Collection, New York, NY
Robert Dance, Inc., New York, NY
Purchased in 1990 from Robert Dance, Inc., New York, NY, with funds from the Marriner S. Eccles
Foundation for the Marriner S. Eccles Collection of Masterworks, assisted by Friends of the Art Museum,
the John Preston Creer and Mary Elizabeth Brockbank Creer Memorial Fund, and the Cosgriff
Endowment Fund

Exhibition:

Yale University Art Gallery, New Haven, CT, A Taste for Angels: Neapolitan Painting in North America,
1650-1750, September 9 to November 29, 1987

276

This date is suggested by Carmen Bambach Cappel in her catalogue entry on the painting (in A Taste for Angels. Neapolitan Painting in North
America 1650-1750, ed. Judith Colton and George Hersey [New Haven: Yale University Art Gallery, 1987] 193).
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According to contemporary reports, Francesco Solimena appears to have been a child prodigy who
impressed his parents early on with his talent. Solimena’s father Angelo, a respected artist, was Francesco’s
first teacher, even though he initially opposed his son’s desire to become an artist and wanted him to study law
instead. When young Solimena was finally allowed, with the encouragement of Cardinal Vincenzo Orsini,277
to pursue a career as a painter and go to Naples in 1674, he settled on studying drawing, albeit briefly, with
classicist Francesco di Maria before becoming enamored of Luca Giordano’s high-spirited style.278 Throughout
his career, Solimena quoted elements from other artists’ styles in his work--the naturalism taught him by his
father, Giordano’s luminous grandeur, Mattia Preti’s powerful drama, and the classicism of Carlo Maratta,
among others. Francesco became famous not only for his paintings, but also for the astonishingly ambitious
frescoes with which he, and a couple of times he and his father, decorated churches and monasteries. After the
death of Luca Giordano in 1705, Solimena became the undisputed master of Neapolitan art. A contemporary
chronicler, Bernardo de Dominici, wrote in 1742 that “Most of the perfections described in the other
biographies of famous painters can be said to be united in the admirable paintings by Signor Cavalier Francesco
Solimena.” 279 Solimena’s reputation was international and his work was coveted by collectors everywhere,
among them such notables as the kings of France and Spain, and the German emperor.
In this painting, Solimena bathes the diagonally arranged figure of St. Joseph in an almost supernatural
light that also illuminates Christ whose right arm cradles the dying man. The quiet, waiting figures surrounding
Joseph convey a sense of calm. It seems as though Christ is not only comforting Joseph, but is also performing
the last rites and absolving him from sin. Angels surround the deathbed--there are six putti floating in the sky
above Mary, one angel kneels at the foot of Joseph’s bed holding a smoking incense burner, and two stand next
to Mary. One of them is the Archangel Michael, weigher of souls, who is identifiable by his armor and sword.
Solimena gives his viewers a close reading of St. Joseph’s death as it is described in the apocryphal
“History of Joseph the Carpenter,” that mentions Joseph dying at age one-hundred-and-eleven, surrounded by
the Virgin Mary, Christ and angels. 280 In the seventeenth century, Joseph’s passing was an example of the
“good death,” the peaceful death that comes to those who live according to Christian doctrine. Interpretations
by artists contemporary with Solimena are quite similar, from the attending angels to Christ’s blessing.
Solimena himself created a very close variant of the UMFA’s painting, located in the church of Santa Maria di
Caravaggio in Naples. 281
Bibliography: Thieme and Becker, 1907-1950, vol. 31, pp. 243-246; Rolfs, 1910, pp. 374-382; Hoffman, 1952;
Ferdinando Bologna, Francesco Solimena, 1958; Bénézit, 1966, vol. 8, pp. 12-13; Ferdinando Bologna,
“Solimena’s ‘Solomon Worshipping the Pagan Gods’ in Detroit,” Art Quarterly 31.1 (1968): 35-62;
Maxon and Rishel, 1970, pp. 236-241; Wittkower, 1973, pp. 305-306; John T. Spike, Italian Baroque
Paintings from New York Private Collections, 1980, pp. 113-115; n.a., The Golden Age of Naples. Art
and Civilization Under the Bourbons 1734-1805 (exhibition catalogue), 1981, vol. 1, pp. 140-147;
Whitfield and Martineau, eds., 1982, pp. 245-248; Hersey and Colton, eds., 1987, pp. 163-213; Vincenzo
Pacelli, “Inediti del Solimena e del Giordano al Monte dei Poveri,” in Silvia Cassani and Daniela
Campanelli, eds., Scritti di storia dell’arte in onore di Raffaello Causa, 1988, pp. 273-280; Rea and
277

Later Pope Benedict XIII (Bambach Cappel, in Colton and Hersey 165).
Solimena chafed at the strict instructions, with an emphasis on drawing, adhered to in di Maria’s studio; ironically, when Solimena
himself opened his studio to students, he, too, was adamant about the importance of developing good drawing skills (Bambach
Cappel , in Colton and Hersey 168).
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Qtd. in John T. Spike, “Painting in Naples, 1653-1747,” in Colton and Hersey 11.
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Hall 178.
281
Reproduced in Bambach Cappel, in Colton and Hersey fig. 83, 192
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Pavone, 1991, 46-70; Silvia Cassani, ed., Barock in Neapel. Kunst zur Zeit der österreichischen
Vizekönige (exhibition catalogue), 1993, pp. 194-279, cats. 31-69
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Plate 38.

Francesco Solimena, called Abbate Ciccio (Canale di Serino 1657-1747 Barra di Napoli), The Death of
Saint Joseph, ca. 1698-1700
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Catalogue 36
Alessandro Magnasco, called Il Lissandrino (Genoa 1667-1749 Genoa)
Italian Landscape with Monks
Oil on canvas
75.5 x 153 cm
Museum # 1973.065
Signed:

Unsigned
On verso: On frame upper-center the number 10060 LV

Condition:

Cracquelure center- and bottom-right; minor abrasions bottom-right; repaired and inpainted tears, breaks,
and losses; cleaned and revarnished (most recent conservation work performed in 1974 by San Francisco
Museum of Art Conservation Laboratory)

Literature:

Benno Geiger, Magnasco, 1949, p. 129; Goley, 1990, no. 13

Provenance:

Herbert Coppell, Pasadena, CA
C. E. Elsner
Gift of Mr. and Mrs. C. E. Elsner in 1973

Exhibition:

Marriner S. Eccles Federal Reserve Board Building, Washington, DC, In Support of the Arts in Utah: An
Eccles Family Tradition, October 2 to November 30, 1990, no. 13

A brief entry in Benno Geiger’s comprehensive catalogue raisonné of 1949 lists the UMFA’s painting as an
autograph work by Alessandro Magnasco in the collection H. Coppel (sic) of Pasadena, California. Documentation in the
museum’s file indicates that the donors owned the house in Pasadena that had been designed and built by Bertram
Grosvenor Goodhue (1869-1924) for Herbert Coppell. The painting was part of a marble fireplace mantle in that house.
For a variety of reasons it is difficult to determine how much of this painting was executed by Magnasco. There
are numerous comments in art-historical literature on Magnasco’s collaboration with other artists, among them Antonio
Francesco Peruzzini (1646/47-1724) and Carlo Antonio Tavella (1668-1738) who painted landscapes for him, while
Clemente Spera (?-ca. 1730) provided architectural settings that Magnasco peopled with his famous small figures.
Conversely, Magnasco also fulfilled requests from other landscape painters to paint staffage for their scenes. Orlandi, the
first biographer to write about Magnasco in 1719, describes him as wonderfully gifted in painting small figures. 282
Especially problematic in the UMFA’s painting are the four monks at bottom center. Comments by the
conservator in a detailed condition report leave little hope that these spotlighted figures are original. 283 However, the
monks on the road at bottom-left are by Magnasco’s hand. How much of the moody landscape was painted by him or by
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Qtd. in McCorquodale 208.

283

They are either overpainted original figures or later additions by an unknown restorer who worked on these figures and captured Magnasco’s
manner quite competently. This assessment is based on the chemical composition of the paint, the cruder and larger brushstrokes, and the heavier
impasto. Most telling is the fact that these figures are beneath a thinner, more recent varnish layer which is not the case with the less-emphasized
figures at bottom-left on the road that are covered by all varnish layers (San Francisco Museum of Modern Art, Conservation Laboratory Treatment
Report [1974] 2).
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one of his collaborators is difficult to assess. 284 Magnasco’s favorite conceits are included: decaying nature, a romantic
ruin, the view of a distant town, the sketchy but expressive quality of the figures whose diminutive size makes them
appear insignificant and overwhelmed by the natural setting.
Magnasco, or il Lissandrino, as he was affectionately nicknamed because of his small build, enjoyed a checkered
career that took him from being a celebrated painter in Milan and at the Florentine court of the Grand Duke Gian Gastone
de’ Medici to his last years in Genoa where his art was dismissed as “worthless.” 285 Magnasco began his artistic
endeavors in Milan as the pupil of Filippo Abbiati (1640-1715). It was also in Milan that he had considerable success as a
portraitist and painter of large-scale religious scenes. Around 1690, Magnasco began painting landscapes in the vein of
Salvator Rosa (1615-1673)--untamed wilderness that dominates the tiny figures instead of classically calm scenery as a
mere backdrop for human activity. His time in Florence at the Medici court brought him in contact with the work of
Jacques Callot (1592-1635). Callot’s satirical world view expressed in “often nightmarish” prints may have contributed to
Magnasco moving from diverting depictions of everyday life--like the UMFA’s work--to increasingly somber topics, 286
like interior scenes of torture chambers and jails, that are no less horrific than Callot’s etchings of Miseries of War which
illustrate in graphic detail the atrocities of the Thirty Years’ War that raged from 1618 to 1648.
Whether or not Magnasco should be seen as a critic of his times in the vein of Callot or whether he simply records
the human condition has been argued continuously. Opinions range from Magnasco’s displaying “a lack of taste in
choosing [his subject matter],” 287 to his recording “...the melancholy terrain of necessity and reality of the epoch,” 288 to
the artist simply being “above everything else a painter...” “who saw everything [and] painted everything.” 289 Because the
UMFA’s painting is neither “tasteless” nor particularly “melancholy,” it may simply be one of the “images of daily
pieties;” 290 a matter-of-fact depiction of monks engaged in ordinary activities, without any deeper symbolic meaning.
Bibliography: Thieme and Becker, 1907-1950, vol. 23, p. 560; Maria Pospisil, Magnasco, 1944; Renato Roli,
Magnasco, 1964; Bénézit, 1966, vol. 5, pp. 691-693; Hans Dürst, Alessandro Magnasco, 1966; Fausta
Franchini Guelfi, “Su alcuni ‘Paesaggi’ di Alessandro Magnasco,” Pantheon 27.6 (Nov/Dec. 1969): 470479; Ellis Waterhouse, Italian Baroque Painting, 2nd ed., 1969, pp. 223-226; Maxon and Rishel, 1970, pp.
34-37; Rusk Shapley, 1973, vol. 3, pp. 109-112, figs. 205-217; McCorquodale, 1976, p. 208; Fausta
Franchini Guelfi, Alessandro Magnasco, 1977; Bertina Suida Manning, “A Panorama of Italian Painting,”
Apollo 111.217 (Mar.1980): 180-195; Rosenthal, 1981, pp. 282-291; Goley, 1990; Fausta Franchini
Guelfi, Alessandro Magnasco, 1991; Mandel, 1994; Ettore Camesasca and Marco Bona Castellotti,
Alessandro Magnasco, 1667-1749 (exhibition catalogue), 1996; de Grazia et al., 1996, pp. 177-187
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In a recent catalogue issued by the National Gallery of Art in Washington, Peter M. Lukehart mentions that “there are only a handful of paintings
in which the landscapes can be attributed to Magnasco alone” and that there are “no pure landscape drawings” by him (in Diane de Grazia et al.,
Italian Paintings of the Seventeenth and Eighteenth Centuries [Washington, DC: National Gallery of Art, 1996] 179).
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de Grazia et al. 177.
McCorquodale 208.
Mariette in Oscar Mandel, The Art of Alessandro Magnasco: An Essay in the Recovery of Meaning (Florence: Leo S. Olschki, 1994) 56.
Delogu in Mandel 57.
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Geiger in Mandel 65. Mandel himself assesses Magnasco as a painter of “visual poems... fundamentally without emphatic moral/ideological
tendencies” (85).
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Mandel 146.
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Plate 39.

Alessandro Magnasco, called Il Lissandrino (Genoa 1667-1749 Genoa), Italian Landscape with Monks
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Catalogue 37
Attributed to Giovanni Antonio Pellegrini (Venice 1675-1741 Venice)
Adoration of the Lamb
Pen, ink and wash on laid paper glue-mounted on laid paper
31.1 x 21.7 cm image size
Museum # 1989.033.017
Imprinted:

In image lower-left corner an unidentified square black stamp similar to musical notation
On verso: Four partially legible Latin notations in brown ink; the name Pellegrini Gianantonio in pencil
by a later hand; the number 27 in black ink, and the number 0880 in pencil

Condition:

Cut to the image; moderate foxing; marked stains and discoloration around edges; tears and losses
throughout; sketch excised irregularly at left edge, torn at right edge, and glue-mounted on a sheet of laid
paper

Provenance:

John M. and Glenn W. Wallace
Gift of the John M. and Glenn W. Wallace Estate in 1989

As George Knox writes in the most comprehensive monograph on Pellegrini published to date, his brilliant career
and his dominant position in European art during almost the entire first half of the eighteenth century make it all-the-more
surprising that his work has been ignored for so long. 291 Pellegrini was as prolific in his output as he was energetic in his
peregrinations throughout Europe. He was the quintessential itinerant artist--from 1708 until almost the end of his life he
divided his time between England, Germany, Flanders, Holland, and France, leaving behind dazzling decorations in
castles, manor houses, churches, and secular public buildings. 292 Those frescoes still extant suffice to explain, together
with numerous easel paintings and altarpieces, Pellegrini’s reputation as one of the most celebrated eighteenth-century
artists. He was “the darling of London, Paris, and Vienna...” 293 whose colorful and animated work presages Rococo art. 294
Homan Potterton calls Pellegrini’s work “brilliantly sunny,” 295 a characterization eminently suitable for
describing the UMFA’s drawing in which Pellegrini presents with his typical gusto a passage from The Revelation to
John, or The Apocalypse, the last book of the New Testament of the Bible. 296 The Apocalypse begins when The Lamb of
God, symbolic for Christ and his sacrifice (here referred to by the cross held by one of the kneeling figures), takes a sealed
scroll from the hand of God and begins opening the seals. Each opened seal looses horrific devastation on the earth and
its inhabitants; the only ones spared are faithful Christians. They are shown here jubilantly adoring The Lamb of God
which is resting on the opened scroll. Appropriately, the banner of the Resurrection, emblematic for Christ’s victory over
death, is held by the lamb as an additional allusion to the reward of eternal life that awaits the faithful.
291
292
293

Antonio Pellegrini (Oxford: Clarendon Press, 1995) 218.
For a thorough chronology, see Knox 219-224, or Thieme and Becker, vol. 26, 360.
Knox 218.
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As Maxon and Rishel (82) see it, Pellegrini “stood at the very front of the tendency that was to give settecento painting its most distinct
characteristics: the ascendency of pure color as the chief decorative and descriptive means, ...visual unity at the expense of plastic coherence, a
virtuoso delight in the physical possibilities of the medium, and the elaboration of expressive gestures in place of expressive movement...” that will
allow even great Rococo artists like Fragonard “to add only little to Pellegrini’s vision.”
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296

Venetian Seventeenth Century... (1979) 41.
Revelations 4-20.
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Bibliography: Thieme and Becker, 1907-1950, vol. 26, pp. 359-361; Max Göring, “Pellegrini Studien,” Münchner
Jahrbuch der Bildenden Kunst 12 (1937-1938): 233-250; Edward Croft-Murray, “Giovanni Antonio
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Domenico Tiepolo,” Burlington Magazine 101.681 (Dec. 1959): 447-451; Terisio Pignatti, “Pellegrini
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attributed to Giovanni Antonio Pellegrini in Detroit,” Pantheon 18.3 (May 1960): 153-156; Michelangelo
Muraro, “The Drawings of Giovanni Antonio Pellegrini,” Art Quarterly 23.4 (Spring 1960): 359-370;
Eric Young, “Some Pellegrini Sketches and their Chronology,” Apollo 82.42 (Aug. 1965): 104-111;
Bénézit, 1966, vol. 6, pp. 575-576; Eric Young, “More About Pellegrini’s Methods and Development,”
Apollo 89.85 (March 1969): 194-199; Maxon and Rishel, 1970, pp. 82-83; Brigitte Klesse, “Studien zu
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Plate 40.

Attributed to Giovanni Antonio Pellegrini (Venice 1675-1741 Venice), Adoration of the Lamb
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Catalogue 38
Attributed to Giambattista Piazzetta (Venice 1682-1754 Venice)
Boy with a Rooster
Oil on canvas
45 x 37.8 cm
Museum # 1983.118
Signed:

Unsigned
On verso: upper-left corner a label from Maxwell Galleries, San Francisco, CA, with Piazzetta’s name
and dates, the title Boy with Cock in Basket, and the number 3-1-7-CG; on stretcher upper-left a small
brass plaque with Piazzetta’s name and the title Boy at the Market; incised into stretcher upper-center
Tiepoli; printed on stretcher upper-right the number 317CG

Condition:

Cracquelure throughout; three minor paint losses bottom-left

Provenance:

Maxwell Galleries, San Francisco, CA
Harry F. Cook
Gift of Harry F. Cook in 1983

While Giambattista Piazzetta spent most of his remarkable career wooing his patrons with large-scale, luminous
history paintings and energetic altarpieces, he also devoted a good portion of his time to the painting of genre pictures
filled with colorful characters from the streets of Venice. A succinct definition of the term genre was not formulated until
the eighteenth century. Before that, genre scenes were classified by what they pictured: brothel scenes, peasant fairs,
guard room pictures, and the like. In 1766, the French writer Diderot was the first to use the catch-all term genre as a
definition for paintings of landscapes, still lifes, and scenes of everyday-life. 297 Eminent scholar Max Friedländer delivers
the most compelling explanation of the term genre when he concludes that genre “is a vague term with uncertain limits...
Whatever is not of historical, religious, or mythological significance in a picture dealing with man and his activities,
whatever is not characterized, exalted or consecrated by knowledge, thought, or faith, falls in the category of genre...
Anonymity is the genre’s idiosyncrasy. Because we do not know the names, are not interested in them, the common
human condition is revealed...” 298 In other words, genre paintings do not celebrate grand moments in human history, but
present anonymous folk engaged in daily activities.
In eighteenth-century Italy, genre painting itself had a less-than-stellar reputation. Minor masters or foreigners
from northern Europe concerned themselves with these kinds of trifles rather than focusing their energies on lofty scenes
from mythology or history, the truly worthwhile topics. It may have been the predilection of Grand Duke Ferdinando de’
Medici in Florence for realistic portrayals of everyday life that provided the impetus for Italian artists and patrons to
consider genre painting. Ferdinando appreciated the humorous, and sometimes bitingly satirical, matter-of-fact depictions
of humble life, as evidenced by his collecting prints by Jacques Callot and by his patronage of Alessandro Magnasco and
his ever-stranger canvases peopled with genre figures. 299 Bolognese painter Giuseppe Maria Crespi (1665-1747), teacher
of Piazzetta and commonly mentioned as most influential on him, spent time in Florence at the beginning of the 1700s
where he would have been in contact not only with Magnasco and with Flemish genre painters working there, but where
297
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Peter Sutton, Masters of Seventeenth-Century Dutch Genre Painting (Philadelphia: Philadelphia Museum of Art, 1984) xiv.
Landscape, Portrait, Still-Life. Their Origin and Development (New York: Philosophical Library, 1950?) 154, 155.
See cat. 36 for a painting by Magnasco.
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he also met Ferdinando de’ Medici who encouraged Crespi’s genre leanings. 300 Because of his influence on Piazzetta, 301
Crespi is seminal to the eighteenth-century revival of Venetian genre pictures. Piazzetta himself increasingly adds a genre
feeling to his works, even when they portray historical or mythological subject matter. 302
Even though the UMFA’s canvas is not included in any catalogues raisonné on Piazzetta, its rich color and
luminous shadows are typical of the tenebrist tradition that Piazzetta learned from his first teacher Antonio Molinari and
from studying Guercino’s (1591-1666) classically-inspired art. 303 It may be a flight of fancy to recognize Giacomo
Piazzetta, born in 1725 and often used as a model by his father, in the charming boy who holds a basket with a
cockerel; 304 however, similarities cannot be denied, especially in comparison with several chalk portrait drawings of
Giacomo that Piazzetta executed in circa 1735 when his son was ten years old. 305 A similar date for the UMFA’s painting
is congruent with recent scholarship that mentions Piazzetta’s paintings of half-length genre figures, “predominantly
male,” that “...seem to have been produced in the late 1730s or early 1740s.” 306
There is the possibility that the scene was painted by one of Piazzetta’s competent students, perhaps by Domenico
Fedeli, called Maggiotto (1713-1794), because of his penchant for picturesque small-scale genre scenes, often of bustlength figures. 307 However, even though Maggiotto’s paintings “recall his master, [they] are characterized by a
considerably duller handling and... by the absence of the luminosity” that is typical of Piazzetta, 308 which is very much in
evidence in the UMFA’s scene and supports attribution to the master himself.
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After his meeting the Grand Duke, “subjects of everyday life and humble people...increasingly occupied his [Crespi’s] imagination...” (John T.
Spike et al., Giuseppe Maria Crespi and the Emergence of Genre Painting in Italy [Fort Worth: Kimbell Art Museum, 1986] 181).
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And on Pietro Longhi (1702-1785) who “virtually is genre painting in Venice for the major portion of the century” (Michael Levey, Painting in
Eighteenth-Century Venice [New Haven and London: Yale University Press, 1994] 137).
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French critics visiting Venice “...found Piazzetta’s lack of dignity extraordinary, even while they quite liked his work” and one of them
complained that Persian King Darius, as painted by Piazzetta, “had ‘the air of a sailor’” (Levey 56-57).
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As early as 1733, Piazzetta was praised for his chiaroscuro work by a contemporary connoisseur and after the artist’s death, the same art lover
proclaimed him the “‘grand master of shadow and light...’” (Qtd. in Jane Martineau and Andrew Robison, eds., Art in the Eighteenth Century. The
Glory of Venice [New Haven, CT: Yale University Press, 1994] 140).
304

Leslie M. Jones argues that Piazzetta’s genre pictures should be seen as moral tales that include iconographic elements typical of northern
European low-life scenes (“The Paintings of Giovanni Battista Piazzetta,” [Diss., New York University, 1981] vol. 1, 202). Even though the
UMFA’s picture includes a cockerel, emblematic for Lust, it stretches credulity to ascribe feelings of lust to a boy as young as the sitter. Hence, it is
more likely that Piazzetta used his young son as a subject for an endearing genre scene devoid of deeper meaning.
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Reproduced in Rodolfo Pallucchini, Piazzetta (Milan: Aldo Martello, 1956) figs. 119-122. For comparison, see also pl. 44, Giacomo with a Dog,
and pl. 105, Boy with a Dog, in George Knox et al., G. B. Piazzetta. Disegni-Incisioni-Libri-Manoscritti (Vicenza: Neri Pozza Editore, 1983).
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Martineau and Robison 167.

307

Thematically, a picture by Maggiotto in the Galleria Sabauda Maestri Italiani in Turin invites comparison with the UMFA’s work. Entitled La
Pollaiola, the painting shows a young woman holding a woven basket containing a cockerel. Her head is supported on her folded arms which in turn
rest on the basket (reproduced in Gabrielli, 1971, 164, cat. 325, pl. 162, fig. 436). As with the UMFA’s work, the woman’s pose begs the question
whether this painting is meant to be read as a moral allegory or simply shows a tired peasant girl resting for a moment.
308

Maxon and Rishel 78.
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of Art 25 (1979): 24-31; Ugo Ruggeri, “Nuove Opere del Piazzetta e della sua scuola,” Arte Veneta 33
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Attributed to Giambattista Piazzetta (Venice 1682-1754 Venice), Boy with a Rooster
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Catalogue 39
Studio of Gian Paolo Panini (or Pannini) (Piacenza 1691-1765 Rome)
Capriccio of Roman Ruins with Figures
Oil on canvas
123.2 x 114.3 cm
Museum # 1951.012
Signed:

Unsigned
On verso: On backing the number X 603; on frame lower-left corner the stamped number 501 3588

Condition:

Cracquelure throughout; abrasions in statue and enclosure at top of column; minor abrasions along left
and right edge; accretions bottom-right

Literature:

Fredericksen and Zeri, 1972, p. 157

Provenance:

Richard A. and Winifred K. Hudnut
Gift of Winifred K. Hudnut in 1951

A great number of the eighteenth-century travellers to Rome were English and Irish gentlemen on the so-called
Grand Tour, bent on rounding out their classical education by visiting famous monuments from antiquity in various parts
of Europe. They braved inclement weather and quite uncomfortable accommodations in order to reach Rome. 309 As one
of the world’s great cultural and religious centers, Rome provided endless entertainment, and its numerous sites of ancient
ruins satisfied even the most inquisitive visitor. Many artists specialized in creating view paintings on canvas or paper
(see cats. 48-51 for examples) that were popular souvenirs for intrepid travellers.
This studio painting is a veduta ideata, an imaginary view of Roman ruins from antiquity artfully arranged– with
no concern for their actual location–into a pleasing reminder of past grandeur. The ground around the ruins is littered
with architectural fragments and antique statuary. Visitors are grouped picturesquely in the foreground. Grand-tour
travelers to Rome would have been aware of the historical significance of the major sites. They would have known that
the tall column at left commemorates the victory in A.D. 105 of Roman emperor Trajan (A.D. 53-117) over what today is
the country of Rumania. They would also have been aware that it took two emperors to complete the Colosseum, site of
gladiatorial combats and Christian martyrdom. This huge structure that could seat fifty-thousand spectators was begun by
Vespasian in A.D. 72 and completed by his son Titus in A.D. 80. The Temple of Vespasian, emperor from A.D. 69-79,
placed next to the Colosseum in this painting, would have been one of the attractions. Here, it is partially obscured by the
pyramid in the background that commemorates Roman jurist Caius Cestius (62-12 B.C.) who wrote the Institutes, an
elementary treatise on Roman law. Cestius’s work was included in the Corpus Juris Civilis, a comprehensive codification
of Roman law begun at the direction of Byzantine emperor Justinian I (A.D. 483-565) that greatly influenced all
subsequent legal history. The Arch of Constantine, with a careful reproduction of the actual inscription, would have been
a must-see for travellers. It was built in A.D. 312-315 to commemorate the victory of Constantine the Great (A.D. 288?337) over his rival Maxentius in A.D. 312. Constantine the Great was also the Roman emperor who, with his fellow
emperor Licinius, decreed in A.D. 313 in the Edict of Milan that the Christian religion be tolerated.
Panini was the most popular painter of landscapes, architectural and imaginary views in eighteenth-century Rome.
His studying perspective and architectural drawing in his native Piacenza prepared him well for the architectural wonders
of Rome, where he arrived in 1711. After further study with figure painter Benedetto Luti (1666-1724), Panini quickly
established himself and in 1719 had already been asked to join the prestigious Roman Academy of St. Luke, whose
309

As Samuel Johnson commented, “A man who has not been in Italy is always conscious of an inferiority, from his not having seen what it is
expected a man should see” (qtd. in Brinsley Ford, “The Grand Tour,” Apollo 114.238 [Dec. 1981]: 390).
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president he became from 1754 to 1755. He later taught at the French Academy in Rome and is credited with having a
significant impact on eighteenth-century French landscape artists. Not only was he a famous landscapist, but he also
worked as an architect and fresco painter. He was extraordinarily prolific and left behind an immense body of work. He
oversaw a large studio, and his many assistants were kept busy producing variants of his paintings for Italian and foreign
patrons who wanted these pictures as souvenirs of their Roman visit. It seems that Panini himself worked on canvases
that are signed and dated, even though they, too, may include the work of assistants. As Edgar Peters Bowron writes,
“...his patrons accepted these as autograph, the evidence of studio collaboration notwithstanding.” 310
Because the UMFA’s painting is neither signed nor dated, it is assumed to be a workshop production. It follows
the desired format, but is not painted with the crisp assurance of the master. 311 While all architectural features included in
this work recur constantly in Panini’s paintings in ever-new combinations, there is a startling resemblance between a
painting by the master himself, entitled The Arch of Constantine, in a private collection in Piacenza and a passage in the
UMFA’s work. 312 The arch and its immediate surroundings are copied faithfully, albeit less distinctly--the lion attacking
a horse, the two figures below the statue, the two soldiers, the stone fragments (minus the column base), and the foliage
growing on the pyramid. Even the color of the figures’ clothing and the soldier’s cloak draped over a fragment are
carefully reproduced in the UMFA’s vedute.
Bibliography: Thieme and Becker, 1907-1950, vol. 26, pp. 200-202; Richard Paul Wunder, “Two Roman Vedute by
Panini in the Walters Art Gallery,” Walters Art Gallery Bulletin 17 (1954): 9-17; Wittkower, 1958;
Ferdinando Arisi, Gian Paolo Panini, 1961; Bénézit, 1966, vol. 6, pp. 503-505; Giuliano Briganti, The
View Painters of Europe, trans. Pamela Waley, 1970; Wittkower, 1973; den Broeder, 1973; Emily Berns
et al., The Origins of the Italian Veduta (exhibition catalogue), 1978; Ford, Apollo 114.238 (Dec. 1981):
390-400; Arisi, 1986; n.a., Masterworks of the Gemäldegalerie, Berlin, With a History of the Collection,
1986; Ferdinando Arisi, Gian Paolo Panini, 1991; Michael Kiene, Giovanni Paolo Panini. Römische
Veduten aus dem Louvre (exhibition catalogue), 1993; Edgar Peters Bowron in de Grazia et al., 1996, pp.
188-198
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in de Grazia et al., 196.
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In 1973, Frederick J. Cummings, then-Assistant Director of The Detroit Institute of Arts, was consulted. After viewing detailed photographs, he
concluded that “the quality of the figures is such that ... it is a copy of a painting by Panini” (letter in museum file 24 May 1973).
312

The Arch of Constantine by Panini is reproduced in Ferdinando Arisi, Gian Paolo Panini e i fasti della Roma del’700 (Rome: Ugo Bozzi Editore,
1986) 189, pl. 197, 440, cat. 420.
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Plate 42.

Studio of Gian Paolo Panini (or Pannini) (Piacenza 1691-1765 Rome), Capriccio of Roman Ruins with
Figures

149

Catalogue 40
Pompeo-Girolamo Batoni (Lucca 1708-1787 Rome)
Portrait of Philip Livingston, 1783
Oil on canvas
68.6 x 55.9 cm
Museum # 1991.045.001
Signed:

In dark oval background lower-left in two lines POMPEO.De BATONI, PINX./ ROM. 1783. 313
On verso: On top stretcher in white chalk the number G 6920 20; on left stretcher in white chalk the
number 1292 and an illegible number; on center bracket in white chalk the number KR 409

Condition:

Reframed in a rectangular frame; cracquelure throughout; minor abrasions upper-left, upper-right, centerleft, lower-left, and lower-right; paint loss upper-right along edge; accretion in lapel of coat by top button
hole; repaired paint losses upper-center and upper-left

Literature:

Anthony M. Clark, Pompeo Batoni: A Complete Catalogue of His Works with an Introductory Text, ed.
Edgar Peters Bowron, 1985, p. 360, cat. 446, pl. 400

Provenance:

Van Brugh Livingston (by descent in the family of the sitter)
Mrs. Charles J. Welch (the sitter’s great-granddaughter) (by bequest)
d’Alte A. Welch, New York, NY, 1942-1970; thence by descent
Osuna Gallery, Washington, DC
Purchased in 1991 from Osuna Gallery, Washington, DC, with funds from the Marriner S. Eccles
Foundation for the Marriner S. Eccles Collection of Masterworks, assisted by Emma Eccles Jones

There were no other eighteenth-century society portraitists in Rome as sought-after and successful as Pompeo
Batoni. 314 It was de rigueur for English or Irish gentlemen embarked on the obligatory Grand Tour to purchase a vedute
of Rome and, if they could afford it, to be painted by Batoni. Batoni attained his fame--and his wealth 315--by painting
spirited, graceful portraits of his patrons, 316 among them numerous members of the clergy (including two popes) and more
than a dozen royal sitters. 317 Society ladies posed for him and savored the ravishing results. Interestingly, even though
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Because the painting was reframed in a rectangular frame, the following written note is now visible in the light background at bottom-left in two
lines: Make this stretcher 22 x 27.
314

Although Batoni had a rival in Anton Raphael Mengs (1728-1779), who worked in Rome intermittently, Mengs only painted approximately
twenty portraits, while Batoni produced over two-hundred (Ford, Apollo 114.238 [Dec. 1981]: 399).
315

Although at his death his large family was left insolvent, despite the high prices Batoni could command for his paintings. Apparently, Batoni’s
charity towards the poor and the expense of keeping a large household were to blame for this unfortunate state of affairs (Clark [1985] 21-22).
316

As well as producing a never-ending stream of highly-prized altarpieces and history scenes.

317

While some writers count three popes and twenty crowned heads of state, Clark reduces the number to “two popes and fifteen or sixteen royal
persons, less than half of them ruling princes” (Anthony M. Clark, Studies in Roman Eighteenth-Century Painting, ed. Edgar Peters Bowron
[Washington, DC: Decatur House Press, 1981] 116). Regardless, as Frederick den Broeder (16) writes, “Batoni painted everyone who was anyone
who visited Rome...” Maxon and Rishel (168) comment that after the death of Mengs, Batoni’s friend and only serious rival, “he [Batoni] was the
great painter in Rome,” and while “not every European prince and ruler could afford a Batoni subject painting, most could afford his portraits...”
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American travelers began arriving in Italy from the mid-eighteenth century onwards, Philip Livingston (1740-1810) is the
only American to have commissioned a portrait from the urbane Batoni.
Judging by his later success, the young Batoni made a judicious choice when he decided not to follow in his
goldsmith-father’s footsteps and instead embarked on a painting career. After his arrival in Rome, Batoni assimilated
stylistic influences from a number of sources. He copied frescoes by Raphael and Annibale Carracci, drew antique
statuary, visited the drawing academy of Sebastiano Conca, and was impressed by “the porcelain-like finish of Trevisani”
and Luti’s handling of light. 318 Batoni had an able mentor in Francesco Imperiali who influenced his manner and who
introduced him to important patrons. Drawing from these masters and others, Batoni became “an artist of the grand style
of the mid-eighteenth century, that unnamed style between the late Baroque (and its brief Rococo aftermath) and the
actual Neoclassicism.” 319 He exercised considerable influence on foreign artists, among them Jacques-Louis David
(1748-1825), foremost Neoclassical painter, to whom fell the singular distinction of Batoni willing him his brushes and
paints. Batoni’s elegant coloring, the calm dignity of his later works, and his continuing interest in antique sources place
him at the beginning of the Neoclassical movement which signals a return to classical restraint and a move away from
elaborate decorative effects.
Philip Livingston (1740-1810) was nicknamed “Gentleman Phil” to set him apart from his distinguished uncle
Philip Livingston (1716-1778) who was one of the signers of the American Declaration of Independence and author of a
political pamphlet published in 1774. 320 “Gentleman Phil” sat for his portrait in 1783, four years before Batoni’s death.
The portrait is an exercise in dignified restraint that is quite different from Batoni’s earlier pictures which include
elaborate backgrounds, often with references to the revered Roman or Greek antiquity by way of statuary or ruin
fragments. This makes it one of those pictures “done in an ultima maniera, simple, direct, and more daring than ever
before,” with a “verve and freedom” of modeling that Batoni adopted in his last years. 321
Bibliography: Zimmern, 1887; Thieme and Becker, 1907-1950, vol. 3, pp. 35-37; Ernst Emmerling, Pompeo Batoni.
Sein Leben und Werk, 1932; Bénézit, 1966, vol. 1, p. 458; Maxon and Rishel, 1970, pp. 168-175, cats.
68-71; van Broeder, 1973; Clark, 1981; Ford, Apollo (Dec. 1981): 390-400; Edgar Peters Bowron,
Pompeo Batoni (1708-1787) (exhibition catalogue), 1982; Michael Wynne, Later Paintings in the
National Gallery of Ireland. The Seventeenth, Eighteenth and Nineteenth Centuries, 1986, pp. 4-8, figs.
5-9

These accolades are continued by Clark (1981, 103) who cites rave reviews, from eminent German art historian Johann Joachim Winckelmann to
Gustave III of Sweden.
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Clark (1981) 108.
Clark (1981) 110.
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The other side of the question: or, A defence of the liberties of North-America. In answer to a late Friendly address to all reasonable Americans,
on the subject of our political confusions. By a citizen (New York: James Rivington, 1774).
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Clark (1985) 34.
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Plate 43.

Pompeo-Girolamo Batoni (Lucca 1708-1787 Rome), Portrait of Philip Livingston, 1783
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Catalogue 41
Raphael du Fresne (1611-1661)
Part I. Trattato della Pittura di Lionardo da Vinci Nuovamente dato in Luce, colla Vita dell’ Istesso Autore
Part II. Leon Batista Alberti. Della Pittura. Della Statua
Naples: Francesco Ricciardo, 1733
Brown leather cover with gold-embossed spine and red-leather label with title LEONARDO DA VINCI, engraving,
letterpress, laid paper/bound
34.5 x 23.5 x 2.3 cm
Museum # 1992.053.004
Condition:

Staining around edges; tears along spine; slight losses in leather cover

Literature:

Bénézit, 1976, vol. 9, p. 542; Steinitz, 1958, pp. 165-168

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1992

The first Italian edition of Leonardo’s Trattato was printed in 1723, of which there is only one known copy.
Printed in Naples, the second edition dated 1733 is a revised and expanded edition of Raphael du Fresne’s publication,
first printed in Paris by Giacomo Langlois in 1651 in Italian and also in a French translation by Roland Freart (16061676).
Included in the 1733 edition are a dedication to Monsignore D. Ercole d’Aragona; the 1651 dedication to
Christina of Sweden (reg. 1644-1654) by du Fresne; an essay concerning the life of da Vinci; the Trattato della Pittura
of Leonardo da Vinci; an essay about the life of Leon Battista Alberti by du Fresne; Della Pittura by Leon Batista
Alberti; a letter of Cosimo Bartoli (1503-1572), translator of both Della Pittura and Della Statua, to the architect
Bartolomeo Ammannati (1511-1592); Leon Batista Alberti’s Della Statua; and a short essay, Osservazioni di Nicolo’
Pussino sopra la Pittura dell’ e sempio de’buoni Maestri (Observations on Painting by Nicolas Poussin).
Part I is the Trattato della Pittura by Leonardo da Vinci, in which the artist comments upon diverse topics
relating to painting; the nature of art; personal observations concerning taste; technical details and explanations of studio
procedures; and various remarks on the science of painting. Never intended as a formal discourse, this “treatise” was
gleaned from notes and written observations in various da Vinci manuscripts. First gathered together in the mid-sixteenth
century, the most complete of these transcripts was deposited in the Vatican library and became known as Trattato della
Pittura. This Vatican manuscript was repeatedly copied during the latter part of the sixteenth century. One such
manuscript copy, located in the Barberini library and edited by Cassiano del Pozzo, secretary to Cardinal Barberini, was
illustrated with drawings by Nicholas Poussin (1594-1655). It was this manuscript that was the principal source for the
first printed edition of 1651, issued by Raphael du Fresne. Poussin, who had been induced by del Pozzo to illustrate the
Barberini manuscript, strenuously objected to the reinterpretation of his drawings in the du Fresne edition.
The 1733 edition was reorganized into 365 short chapters. Many of the illustrations were produced by Italian
etcher Francesco Sesoni. Little is known about Sesoni, who was born in Rome in 1705 and was working in Naples at the
time of publication in 1733.
Part II of this volume reproduces the seminal essays entitled Della Pittura and Della Statua by Leon Battista
Alberti (1404-1472), Renaissance painter, musician and humanist, but today chiefly admired for his architectural works.
Da Vinci’s observations in Trattato reflect the Renaissance ambition to establish a new respectability for painting. For
this, da Vinci was indebted to Alberti’s closely reasoned treatise Della Pittura, written in 1435. Alberti was the first to
write a formal treatise devoted to painting. He initially composed Della Pittura in Latin, with the intention that it be read
by the educated humanists of the literary revival. The next year he rewrote the treatise in Italian for the practicing artist.
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From classical through medieval times, painting had been excluded from higher learning, appreciated only as a
craft, capable of pleasing, but without the power to edify. Alberti believed that if painting were approached scientifically,
it would become definable and rational, establishing its validity and making it worthy to be placed alongside the other
Liberal Arts.
There is less reason to pair da Vinci’s Trattato with Alberti’s treatise on sculpture, the Della Statua. In fact, in his
Trattato da Vinci attacks sculpture, insisting that it is a mechanical craft rather than a science. Da Vinci’s contempt for
sculpture may stem in part from his personal antipathy for rival Florentine Michelangelo. Alberti’s Della Statua, unlike
Della Pittura, is not so much a treatise as it is an attempt to describe methods by which the human form may be measured
accurately.
Throughout the sixteenth century Alberti’s Della Pittura and Della Statua existed in multiple manuscript forms,
both in Latin and in Italian. In 1568 Italian translations of both works from the original Latin text were published by
Cosimo Bartoli. In the ensuing three centuries, these translations, now deemed rambling and inaccurate, were considered
authentic.
M. G.
Bibliography: Kenneth Clark, Leonardo da Vinci; an account of his development as an artist, 1958; Steinitz, 1958;
Bénézit, 1976, vol. 9, p. 542; Vezzosi and Pedretti, 1981
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Plate 44.

Raphael du Fresne (1611-1661), Title page from Part I, Trattato della Pittura di Lionardo da Vinci
Nuovamente dato in Luce, colla Vita dell’ Istesso Autore. Naples: Francesco Ricciardo, 1733
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Catalogue 42
Giovanni Brunetti (active ca. 1738-1786)
Bust of Raphael, after Gaetano Savorelli (?-1791 Rome)
Engraving on laid paper
39.5 x 30.4 cm sheet size
33.8 x 25 cm plate size
Museum # 1980.144.003
Imprinted:

Outside of plate upper-left corner in pencil the number 113; in plate upper-right corner in pencil the
number 44; below image in plate lower-left corner Gaetano Savorelli Romano dis:; in plate lower-right
corner Gio: Brunetti da Ravenna incis: in Roma; with centered inscription following Ritratto di
Raffaele...Amatore delle belle arti; in plate lower-right corner below inscription In atto di Ossequio
Giovanni Brunetti D.D.D.

Condition:

Sheet cut down; moderate general soiling; on verso glue on both upper corners

Literature:

Thieme and Becker, 1907-1950, vol. 5, p. 136; Bénézit, 1966, vol. 2, p. 181; Leblanc, 1970 (rpt)., vol. 1,
p. 533

Provenance:

Robert S. Olpin
Gift of Professor and Mrs. Robert S. Olpin in 1980

Based on scarce information in art-historical literature, it appears that Giovanni Brunetti contributed in some
manner to a variety of projects in Rome. Disparate dates in Bénézit and Thieme and Becker suggest that Brunetti’s
activity falls into the period between circa 1738 and 1786. 322 What brief commentary there is on Giovanni always
includes mention of his having engraved a marble bust portrait of Raphael after a drawing by Savorelli.
While Brunetti seems to have been one of the rank-and-file engravers, Savorelli was an artist of some note.
Although he painted portraits and mythological scenes, his reputation rests on his draughtsmanship, specifically his
drawings of the grotteschi by Giovanni da Udine (1487-1564) in the Vatican Loggia. Savorelli worked with Roman
architect Pietro di Camporesi (1726-1781) from 1772 to 1776 on copying the decorations of the loggia; they were
engraved and reproduced in the first two volumes of Le Loggie di Raffaello nel Vaticano. The two artists attracted the
notice of visitors; in 1768 Weinlig, an architect from Leipzig, Germany, commented that Savorelli and Camporesi were
copying “those splendid arabesques...[and] biblical scenes painted either by Raphael himself or under his supervision by
his students.” 323
Bibliography: Thieme and Becker, 1907-1950, vol. 5, p. 136, 478, vol. 29, p. 512; George C. Williamson, Bryan’s
Dictionary of Painters and Engravers, 1964, vol. 4, p. 49, vol. 5, p. 28; Bénézit, 1966, vol. 2, p. 181, vol.
7, p. 544; Charles LeBlanc, Manuel de l’Amateur d’Estampes, 1970-71 (rpt.); Patricia Pate Havlice, Index
to Artistic Biography, 1973, vol. 2, p. 1108; Dacos, 1977

322
323

Bénézit (vol. 2, 181) states that Brunetti was “active ca. 1738;” Thieme and Becker (vol. 5, 136) merely write that he was “active ca. 1786.”
Nicole Dacos, Le Logge di Raffaello. Maestro e bottega di fronte all’antico (Rome: Istituto Poligrafico dello Stato, 1977) 7, 122, n. 23.
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Plate 45.

Giovanni Brunetti (active ca. 1738-1786), Bust of Raphael, after Gaetano Savorelli (?-1791 Rome)
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Catalogue 43
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
A Perspective of Arches, with a Smoking Fire in the Centre, Plate 6 from Carceri d’Invenzione
Paris: Edition Firmin-Didot, 1835-1839
Etching on heavy wove paper
63.1 x 47.5 cm sheet size
54.2 x 39.9 cm plate size
Museum # 1971.063.001
Imprinted:

In plate below image lower-left corner Piranesi F.; in image upper-right corner in two lines the numbers
VI./354

Condition:

Slight general soiling; a 6-cm tear upper-left corner; a 1-cm tear bottom right; several pin holes uppercenter, bottom-left and bottom-right corners

Literature:

Hind 6/III; Focillon 29

Provenance:

Marion Sharp Robinson
Gift of Marion Sharp Robinson in 1971

When Piranesi came to Rome for the first time in 1740, it would have been difficult to foresee his later triumphant
success as one of the most inspired eighteenth-century printmakers. Venetian-born and trained by his uncle who was an
engineer and architect, Piranesi arrived in Rome with the “noble desire ... to learn from those august relics which still
remain of ancient Roman majesty..., the most perfect there is of Architecture” 324 and perhaps to find work as an architect.
That this did not occur is obvious from his comments in the first series of etchings he published in 1743 entitled Prima
parte di architetture e prospettive, where he wrote that because “...in our own time we have not seen buildings equalling
the cost of a Forum of Nerva, of an Amphitheatre of Vespasian...there seems to be no recourse than for me or some other
modern architect to explain his ideas through his drawings...” 325
While he initially was supported by an allowance from his father and was able to live rent-free in the palazzo of
the Venetian ambassador with whom he had come to Rome, he soon had to supplement his income. He studied etching
and engraving with Giuseppe Vasi (1710-1782) and turned to making small engravings for the tourist trade in order to
support himself, finally having to return to Venice for lack of funds. After this less-than-promising start, Piranesi came
back to the Eternal City in 1745 to begin a love affair with Roman antique ruins that was to last his entire life. Arthur M.
Hind, one of the foremost authorities on prints and printmakers, calls him “the Rembrandt of Architecture” whose work is
“a triumph of diligence distinguished by real genius.” 326 Piranesi himself was “especially impressed” by prints of
Rembrandt and Jacques Callot. 327 Piranesi’s influence extended beyond Italy--his depictions of classical architecture and
Egyptian and Etruscan design elements are credited with inspiring English and French artists who developed the
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Qtd. in Andrew Robison, Piranesi. Early Architectural Fantasies. A Catalogue Raisonné of the Etchings (Washington, DC: National Gallery of
Art, 1986) 9.
325

Qtd. in den Broeder 147. Despite his successes as a printmaker, Piranesi did not forget his early aspiration or his birthplace--he frequently signed
his plates Architetto Veneziano.
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327

Hind (1923) 229.
Herschel Levit, Views of Rome, Then and Now (New York, NY: Dover Publications, Inc., 1976) ix.
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Neoclassical and Empire style. 328 Honored by the London Society of Antiquaries, elected to the Academy of St. Luke in
Rome, and knighted by Pope Clement XIII in 1767, Piranesi is one of the most famous artists of the eighteenth century
whose almost one-thousand plates are evidence of his staggering productivity.
Piranesi issued numerous series of vedute prints, and while a lot of his work includes imaginary settings, many of
his views are archaeologically accurate because, as he said, “When I realized that in Rome the majority of the ancient
monuments were lying forsaken in fields or gardens, or even now serving as a quarry for new structures, I resolved to
preserve their memory with the help of my engravings. I have therefore attempted to exercise the greatest possible
exactitude.” 329 His “exactitude” and archaeological interest even led Piranesi to number parts of structures, structures
themselves, and to add text below his plates for further clarification. 330
Like the vedute ideata of Gian Paolo Panini, Piranesi found that his views of Roman antiquities were wildly
popular with visitors to Rome. The series of prints showing fireplace ornamentations, vases and the like, that he issued in
sixty-one plates in 1769 enjoyed similar appeal. Less successful was his now-famous series of imaginary prison views
that he published for the first time in 1745 when, despite his youthful age of twenty-five, “Piranesi’s genius shows itself at
work for the first time.” 331 Not surprisingly, the gloomy prison interiors did not appeal to a broad audience. Appreciation
of them was limited to a small circle of admirers, many of them fellow artists or erudites like Horace Walpole (17171797). Apparently, they also appealed to Louis XV whose agent purchased a set for the king’s collection in 1763, two
years after Piranesi had published a greatly-reworked second edition. Sometime between 1826 and 1838, this second
edition was reproduced as a third edition by Firmin-Didot, the printing firm in Paris to whom Piranesi’s children sold their
father’s plates. 332
The second edition (and, by default, the third) have little in common with the first set of 1745, not only in terms of
technical execution but also in regard to psychological impact. Prints from the first edition are considerably lighter in
execution, and the uncrowded interiors are not as powerful in conveying the grim mood invoked in prints from the later
edition. Plates from the reworked edition are a masterful exercise in strong contrasts of light and shadows that magnify
the malevolent ambience. The images impress the viewer with their sinister, impersonal atmosphere--a Kafkaesque scene
of helpless, miniscule figures existing in isolation, caught in oppressive architectural structures of overwhelming
dimensions. Vast spaces dwarfed the pitiful inhabitants in the first edition, too, but what makes the second edition so
much more intimidating is the addition of strange paraphernalia, machinery like wheels, pulleys, winches, or huge chains,
that seems to threaten methods of torture too horrific to contemplate. Aldous Huxley proposes that Franz Kafka’s
depressing portrayals of humans entangled in coldly efficient, bureaucratic machinery are the literary counterpart of
Piranesi’s visions, even though the images predate Kafka by more than a century. 333 It is also Huxley who calls the
Prisons “the nearest eighteenth-century approach to abstract art.” 334
328

Den Broeder 149.

329

Qtd. in Margueritte Yourcenar, The Dark Brain of Piranesi and Other Essays, trans. Richard Howard (New York, NY: Farrar, Strauss and Giroux,
Inc., 1984) 99.
330
331

See cat. 50 for an example.
Yourcenar 105.

332

Laura, Francesco and Pietro Piranesi left Italy for France in 1798, taking with them their father’s plates which the brothers used to start their
printing business in Paris. In 1810, they sold the plates to the Parisian print publisher Firmin-Didot. The UMFA’s print is part of an edition issued
by Firmin-Didot sometime between 1826 and 1838 before the plates were sold in 1839 to the Calcografia Camerale in Rome.
333
334

Aldous Huxley and Jean Adhemar, Prisons with the “Carceri” Etchings by G. B. Piranesi (London: The Trianon Press, 1949) 16-17.
Huxley and Adhemar 24.
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Apocryphal information has it that Piranesi’s Prisons series was the result of nightmarish, supposedly feverinduced visions. Perhaps more accurate, if less fanciful, is the assessment of Hind who believes that Piranesi was “a
genius working at the fever heat of imaginative power” when he conceived the prison theme. 335 But this genius is also
indebted to elaborate stage designs of prison interiors from the Baroque period, and scholars have pointed out that Piranesi
was familiar with drawings of such set designs by Filippo Juvarra (1678-1736) or Ferdinando Bibiena (1657-1743). 336
What the prison views lacked in appeal when they first appeared has been more than made up for by their later
popularity, especially at the beginning of the twentieth century when artists of the Surrealist movement claimed Piranesi’s
work as a precursor to their irrational visions of the world. The unequivocal opinion in this century is that expressed by
Focillon who wrote that “Never has the poetry of etching obtained such extraordinary effects.” 337
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Huxley and Adhemar, 1949; Bénézit, 1966, vol. 6, pp.
702-703; Arthur M. Hind, Giovanni Battista Piranesi. A Critical Study with a List of his Published Works
and Detailed Catalogues of the Prisons and the Views of Rome, 1922 and 1967; A. Hyatt Mayor,
Giovanni Battista Piranesi, 1952; Henri Focillon, Giovanni Battista Piranesi, 1967; Leblanc, 1970-71, vol.
2, p. 207; Philip Hofer, The Prisons [Le Carceri] by Giovanni Battista Piranesi, 1973; den Broeder, 1973;
Roseline Bacou, Piranesi. Etchings and Drawings, 1975; Levit, 1976; Wilton-Ely, 1978; Yourcenar,
1984; Robison, 1986
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Hind (1922) 11.

336

John Wilton-Ely provides a comparison of designs by Juvarra and Bibiena with plates from the Carceri that speaks for itself (The Mind and Art of
Giovanni Battista Piranesi [London: Thames and Hudson, Ltd., 1978] 19, 82, plates 138-139).
337

Qtd. in Huxley and Adhemar 33-34.
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Plate 46.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), A Perspective of
Arches, with a Smoking Fire in the Centre, Plate 6 from Carceri d’Invenzione. Paris: Edition FirminDidot, 1835-1839
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Catalogue 44
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
Frontispiece from Antichità Romane de’ Tempi della Repubblica, first edition, 1748
Etching on laid paper
40.6 x 53.5 cm sheet size
24 x 36 cm plate size
Museum # 1971.071.002.001A
Imprinted:

In image a centered inscription in capital letters ANTICHITÀ ROMANE DE’ TEMPI DELLA
REPUBBLICA...PARTE PRIMA; below inscription lower-left corner Roma si vende d’alb’ Auttore
dirimpetto l’Academia and continuing on lower-right with di Franzia

Condition:

Negligible foxing throughout; small stain in image upper-left; a 0.7-cm tear at sheet edge lower-center;
slight general soiling; glue line along upper edge

Literature:

Hind, 1922, pp. 75-76; Focillon 41

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1971

In 1748, a few years after his commercially unsuccessful first issue of the Carceri, Piranesi published the series
Antichità Romane de’ Tempi della Repubblica. The first part comprises fifteen architectural views of monuments in
Rome; Part II depicts thirteen antiquities sites outside of Rome. The plates from this series were republished, with two
additions, after 1765 under the name Alcune vedute di archi trionfali. 338 In Arthur M. Hind’s assessment, these prints are
“perhaps the most pleasing of all his smaller prints.” 339 The UMFA owns three sheets from this series, all of them text
plates that precede the architectural views. The text in each of these plates is inscribed on a stone tablet with a delightful
Rococo-inspired border festooned with decorative elements that include a pan flute, a shell, books, and a portrait
medaillon.
The museum’s frontispiece is the title page from Part I, the views of antiquities in Rome. Below the title, Piranesi
identifies himself as a Venetian architect and dedicates the series to his influential friend Giovanni Bottari with whom
Piranesi shared an abiding interest in antiquities. Monsignor Bottari held the office of librarian at the Vatican and was
chaplain to Pope Benedict XIV. At the very bottom of the plate, in small print, buyers are directed to the artist’s shop
located opposite the French Academy in Rome.
On the dedication page (see cat. 45), Piranesi continues his praises of Bottari, beginning with a reference to his
“extraordinary” reputation and ending with a grateful comment that thanks him for his “protection.”
The third sheet in the museum’s collection is the inscription, or index, page (see cat. 46). Here, Piranesi lists the
locations of the monuments, then provides a table of contents for the set.
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Hind, 1923, pp. 229-232; Bénézit, 1966, vol. 6, pp.
702-703; Hyatt Mayor, 1952; n.a., Giovanni Battista Piranesi. Drawings and Etchings at Columbia
University (exhibition catalogue), 1972; Lois Katz and Jessica Berman, eds., Piranesi. Drawings and
338

They are generally referred to by this name in order to distinguish them from the series entitled Antichità Romane which Piranesi published in
four volumes in 1756.

339

Hind (1923) 229.
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Etchings at the Avery Architectural Library, Columbia University, New York (exhibition catalogue),
1975; Bacou, 1975; Wilton-Ely, 1978
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Plate 47.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), Frontispiece from
Antichità Romane de’ Tempi della Repubblica, first edition, 1748
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Catalogue 45
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
Dedication page from Antichità Romane de’ Tempi della Repubblica, first edition, 1748
Etching on laid paper
40.4 x 53.5 cm sheet size
24 x 36 cm plate size
Museum # 1971.071.002.002
Imprinted:

In image center the heading Illmo e Rmo Sig. Sig. Prone Colmo, followed by text La fama del Vostro
estraordinario...passo a dar mano.; lower-left corner in two lines Di V. S. Illma e Rma/Roma 20
Luglio 1748; lower-right corner in two lines Umiliss. ... Servidore/Giambattista Piranesi Architetto.;
below plate lower-right corner in pencil the number 1748

Condition:

Stain and diagonal crease lower-right; glue line along upper edge

Literature:

Hind, 1922, pp. 75-76; Focillon 42

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1971

Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Hind, 1923, pp. 229-232; Bénézit, 1966, vol. 6, pp.
702-703; Hyatt Mayor, 1952; n.a., ...Piranesi...at Columbia University, 1972; Katz and Berman, eds.,
1975; Bacou, 1975
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Plate 48.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), Dedication page
from Antichità Romane de’ Tempi della Repubblica, first edition, 1748
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Catalogue 46
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
Inscription page from Antichità Romane de’ Tempi della Repubblica, first edition, 1748
Etching on laid paper
39 x 53.5 cm sheet size
24 x 36 cm plate size
Museum # 1971.071.002.001B
Imprinted:

In image upper-right corner Tav. 4; a centered inscription beginning with Iscrizione nei lati del Ponte di
Rimino, with names and a 28-item index (Indice delle Tavole contenute in quest’Opera) following;
below plate in pencil lower-right corner the number 1748

Condition:

Stains upper-left and lower-right; glue line along upper edge

Literature:

Hind, 1922, pp. 75-76, Focillon 44

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1971

Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Hind, 1923, pp. 229-232; Bénézit, 1966, vol. 6, pp.
702-703; Hyatt Mayor, 1952; n.a., ...Piranesi...at Columbia University, 1972; Katz and Berman, eds.,
1975; Bacou, 1975
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Plate 49.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), Inscription page
from Antichità Romane de’ Tempi della Repubblica, first edition, 1748
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Catalogue 47
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
Frontispiece with Statue of Minerva, from Vedute di Roma, 1748-1778
Etching and engraving on laid paper
51.7 x 76 cm sheet size
49.8 x 62.8 cm plate size
Watermark: Fleur-de-lys in a double circle, the letter B above circles (Hind 2)
Museum # 1979.030
Imprinted:

In image lower-right corner in two lines PIRANESI./INVE INCI.; in plate below image lower-left
corner Pressa l’Autore a strada Felice nel palazzo Tomati vicino alla Trinita` de’ monti; in plate
below image lower-right corner Piranesi inuento’, incise in Roma
On verso: Upper-left corner in pencil F.O.

Condition:

Upper and lower sheet edges cut; small tears along edges; stain lower-right corner; moderate soiling
throughout; slight discoloration throughout; slight scattered foxing; crease at center-left edge; vertical
vestigial fold through center

Literature:

Hind 2/V; 340 Focillon 786, reversed; Wilton-Ely 2

Provenance:

Purchased in 1979 with funds from Friends of the Art Museum

Producing 135 plates for his extensive series of topographical Views of Rome occupied Piranesi for thirty years,
from 1748 until his death. In this stupendous effort, Piranesi created romanticized views of ancient Roman ruins that,
despite some artistic license, are sometimes the only record remaining of now-vanished antique sites. Piranesi sold these
prints singly and in sets. The series was immediately successful and netted Piranesi the highest praise from print
collectors and casual buyers.
Some of the architectural fragments most popular with eighteenth-century visitors are included in the frontispiece.
To the right of the statue of Minerva, goddess of war, is a foot from the colossal statue of Roman emperor Constantine.
At the upper-left of the print, with his back turned to the viewer, is the Farnese Hercules, a marble statue from the first
century B.C. that represents the muscle-bound hero of Greek and Roman mythology who was famous for his
extraordinary strength and courage. Numerous other statuary and architectural fragments are picturesquely arranged into
a scene of idyllic decay. Two visitors on top of the bridge at left are completely dwarfed by their surroundings in this
larger-than-life scene of collapsed Roman grandeur.
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Bénézit, 1966, vol. 6, pp. 702-703; Hyatt Mayor,
1952; n.a., ...Piranesi...at Columbia University, 1972, pp. 91 ff.; Bacou, 1975; Katz and Berman, eds.,
1975; Maurizio Marini, Le vedute di Roma di Giovanni Battista Piranesi, 1989; Lucia Cavazzi et al.,
Piranesi e la veduta del Settecento a Roma (exhibition catalogue), 1989; Malcolm Campbell et al.,
Piranesi: Rome Recorded (exhibition catalogue), 1990; Karl Arndt et al., Rom. Ruinen, Kirchen und
Paläste (exhibition catalogue), 1992

340

There is a certain amount of confusion as regards the date of publication for the frontispiece. The laid paper of this print bears an Italian
watermark that is found in early impressions, but because the price, which is included in the first four states, is erased in the UMFA’s sheet, it must
be assumed that the print is most likely from the edition printed posthumously from 1800 to 1807 in Paris by Piranesi’s sons who may have brought
Italian paper with them.
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Plate 50.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), Frontispiece with
Statue of Minerva, from Vedute di Roma, 1748-1778
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Catalogue 48
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
The Colosseum, from Vedute di Roma, 1757
Etching and engraving on laid paper
52.7 x 76.3 cm sheet size
43.8 x 69.5 cm plate size
Watermark: Fleur-de-lys in a single circle (Hind 1)
Museum # 1989.013.002
Imprinted:

Below image in plate centered text Veduta dell’ Anfiteatro Flavio, detto il Colosseo, and centered
second line following Presso l’Autore...A paoli due e mezzo.; in plate lower-left corner A. Archi del
prim` Ordine...E. Parte dell’ Anfito, deturpata dagl’Incendj.; lower-right corner F. Archi del
secondo...M. Principio della via di S. Gio. Laterano.; below inscription lower-right corner Piranesi F.

Condition:

Vertical vestigial fold; slight discoloration along all edges; slight general soiling

Literature:

Hind 57/I; Focillon 758; Wilton-Ely 58

Provenance:

Janet T. Millikan
Gift of Janet T. Millikan in 1989

Because, like many vedute artists, Piranesi invariably increased the scale of architectural structures to startling
proportions, visitors to Rome who knew its ruins only from artists’ conceptions were often quite disappointed when they
finally saw the actual vestiges of past splendour. German literary genius Johann Wolfgang von Goethe (1749-1832)
professed himself underwhelmed, and famous English sculptor John Flaxman (1755-1826) expressed equal
disappointment. When Goethe saw the Baths of Caracalla and Diocletian, for example, he complained that they “did not
live up to Piranesi’s views of them,” and Flaxman thought the Roman ruins “less striking” than he had been led to believe
by Piranesi’s prints. 341 The heroic scale of the architecture is even more accentuated by Piranesi’s including human
figures of minuscule size.
Considering the impressive detail in prints like The Colosseum, Piranesi’s working method is all the more
remarkable. According to J. G. Legrand writing in 1799, Piranesi would make only the most cursory sketches--although
he would pay attention to drawing precise proportions--and Legrand quotes him as saying that “The drawing is not on my
paper... but entirely in my head and you will see it on my plate.” 342
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Bénézit, 1966, vol. 6, pp. 702-703; Hyatt Mayor,
1952; n.a., ...Piranesi...at Columbia University, 1972, pp. 91 ff.; den Broeder, 1973; Bacou, 1975; Katz
and Berman, eds., 1975; Cavazzi et al., 1989; Marini, 1989; Campbell et al., 1990; Arndt et al., 1992

341
342

Hyatt Mayor 17.
Bacou 14.
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Plate 51.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), The Colosseum,
from Vedute di Roma, 1757
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Catalogue 49
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
The Pantheon. Interior of the Portico, from Vedute di Roma, 1769
Etching and engraving on laid paper
45.9 x 59.5 sheet size
38.7 x 53.3 cm plate size
Watermark: Fleur-de-lys in a double circle
Museum # 1991.008.002
Imprinted:

In plate below image lower-right corner Cavalier Piranesi F.; with centered heading Veduta interna del
Pronao del Panteon and inscription beneath Sostenuto da sedici colonne...G Interno del Tempio.

Condition:

Sheet cut down; moderate general foxing; vertical vestigial fold top- to bottom- center; slight general
soiling; on verso glue line along upper edge

Literature:

Hind 82/I; Hyatt Mayor 106; Focillon 762; Wilton-Ely 82

Provenance:

Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY
Purchased in 1991 from Elizabeth Hamilton - Jeffrey Wortman, Inc., New York, NY, with funds from
Friends of the Art Museum

As is the case with his view of the Colosseum (see cat. 48), the interior of Piranesi’s Pantheon is of exceptionally
monumental proportions. The diminutive figures further accentuate the lofty magnificence of the structure. The Pantheon
was built from AD 118 to 125 during the rule of Roman emperor Hadrian. The temple is remarkable for its concrete
dome, 144 feet in diameter, which is punctuated by an oculus, a round opening in the center that is the only light source
for the interior. This feature, the coffered interior ceiling and the immense columns create an architectural space of
breathtaking scale. It was, and is, a requisite stop for visitors to Rome.
As Virginia Tenzer writes so eloquently, Piranesi “transforms views, which in the hands of other artists are
prosaic, into a visualization of his own heightened experience,” 343 and Hyatt Mayor credits Piranesi with “... the most
obsessive vision ever dreamed of any city and cast[ing] a spell on man’s imagination that architects have been trying to
realize in stone all over the world.” 344 Since Piranesi himself was not able to create his own architectural fantasies which,
had they been built, might not have survived to this day, it is fitting that his imaginative views of antique Rome are his
lasting legacy.
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Bénézit, 1966, vol. 6, pp. 702-703; n.a., ...Piranesi...at
Columbia University, 1972, pp. 91 ff.; den Broeder, 1973; Bacou, 1975; Katz and Berman, eds., 1975;
Cavazzi et al., 1989; Marini, 1989; Campbell et al., 1990; Arndt et al., 1992

343
344

In den Broeder 156.
Hyatt Mayor (1952) 29.
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Plate 52.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), The Pantheon.
Interior of the Portico, from Vedute di Roma, 1769
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Catalogue 50
Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome)
Reliquiae Domus et Balnearum Sallustianarum, Plate 42 from Il Campo Marzio dell’antica Roma, 1762
Engraving and etching on laid paper
40.8 x 53.8 cm sheet size
26.9 x 35.3 cm plate size
Museum # 1969.002.008.003
10.6 x 13.9 in. plate size
Imprinted:

In upper plate (containing the image) in image upper-left corner Tab. XLII.
In lower plate (containing the text) below image in two centered lines 1. Reliquiae Domus, 2. et
Balnearum Sallustianarum. 3. Pars reli=/quiarum murorum veteris Urbis.; below centered
inscription in plate lower-left corner Vide indicem ruinar. num. 105.106.107.; lower-right corner
Piranesi F.

Condition:

Slight general soiling and discoloration; staining along entire upper edge; vertical crease top-center to
center

Literature:

Focillon 472

Provenance:

Ferdinand Roten Galleries, Baltimore, MD
Purchased in 1969 from Ferdinand Roten Galleries, Baltimore, MD, with funds from Friends of the Art
Museum

Piranesi published the Campo Marzio series in 1762 and dedicated it to his friend Robert Adam, Neoclassical
Scottish architect and designer. Indeed, it was at Adam’s suggestion that Piranesi decided to reproduce in print the
Campus Martius, or the Martian Field, a large area of antique Rome partially obliterated by building activity in the Middle
Ages. He begins the series with a dedication to Adam and pages of text in which he describes his working method-consulting ancient texts, reconstructing buildings from ruin fragments, “removing” structures built in later ages. He
includes a map of the major sites, an aerial view that has been “cleaned” of buildings that were not part of the Roman
construction, several maps that shows the development of the area through the ages, and over thirty plates of actual sites,
fragments, and perspective renderings.
In this print, Piranesi combines archeological annotation with picturesque decay. In the manner of a
conscientious archaeologist, he numbers the buildings in the plate and provides corresponding numbers and names
beneath the scene. As usual, he enlarges the scale of the structures by including his typical small figures. Abundant
vegetation growing out of crevasses in the rocks and vines draped picturesquely over archways add romantic appeal to
this scene of toppled magnificence.
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 80-83; Hyatt Mayor, 1952; Vincenzo Fasolo, “Il
‘Campomarzio’ di G. B. Piranesi,” Quaderni dell’Istituto di Storia dell’Architettura XV (1956): 1-14;
Bénézit, 1966, vol. 6, pp. 702-703; n.a., ...Piranesi...at Columbia University, 1972; Bacou, 1975; WiltonEly, 1978
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Plate 53.

Giovanni-Battista (or Giambattista) Piranesi (Mozano di Mestre 1720-1778 Rome), Reliquiae Domus
et Balnearum Sallustianarum, Plate 42 from Il Campo Marzio dell’antica Roma, 1762

176

Catalogue 51
Ubaldo Gandolfi (San Matteo della Decima [near Bologna] 1728-1781 Ravenna)
Joseph of Arimathea, ca. late 1770s
Polychromed terracotta
60.5 cm high (sculpture)
9.2 cm high (pedestal)
Museum # 1998.3.1
Signed:

Unsigned

Condition:

Small losses in drapery above proper-right hand; little finger missing nearly to first joint on proper-right
hand; small losses along edge of cloak; superficial scratches on proper-left knee; several small losses
around edge of base

Literature:

Donald Garstang, “A Deposition Figure by Ubaldo Gandolfi,” Apollo (Aug. 1989): 87-89, 142

Provenance:

Private collection (as Neapolitan, 18th century)
New York Art Market
Valery Taylor Gallery, New York, NY
Purchased in 1998 from Valery Taylor Gallery, New York, NY, with funds from the Salt Lake County
Zoo, Arts and Parks Tax Fund, Friends of the Art Museum, the M. Belle Rice Fund, and the John Preston
Creer and Mary Elizabeth Brockbank Creer Memorial Fund

Together with his younger brother Gaetano, Ubaldo Gandolfi occupied a prominent position in the later
eighteenth-century art world of Bologna; in fact, the brothers’ influence extended beyond their immediate sphere to artists
in northern Italy. Ubaldo began his artistic career as a pupil of Felice Torelli (1667-1748), then, after Torelli’s death, of
Ercole Graziani (1688-1765) and sculptor Ercole Lelli (1702-1766). 345 Ubaldo may have been the first teacher of his
younger brother Gaetano (1734-1802). Conflicting reports place either Gaetano or both brothers in Venice in 1760 to
further their education. 346 Whether or not Ubaldo was in Venice in 1760, had familiarized himself previously with
Venetian art, or relied on his brother’s experiences, both he and Gaetano refer to Venetian art as evidenced in “their
energetic compositions, their cursive grace of figure style, chromatic richness of color, and brio of handling...” 347
Ubaldo is known more for his drawings, frescoes, portraits, and numerous altarpieces than for the few sculptures
he made, which is surprising considering that terracotta statuary, from small-scale figures like the museum’s Joseph to
life-size sculpture, was very popular. Bologna and its surrounding area were one of the major centers of statuary
production, and eighteenth-century artists could look back on a tradition of terracotta sculpture dating to the fifteenth
345

Whose “passion” was the study of anatomy and whose teaching method “from wax models as well as prints might also explain the precise and
gelid aspect of the Gandolfi’s figural representations” (Mimi Cazort, Bella Pittura. The Art of the Gandolfi [Ottawa: National Gallery of Canada,
1993] 13).

346

Older sources have both brothers visiting Venice (Maxon and Rishel 128; Spike [1986] 217). Cazort (12) insists that “there is no basis for this
assumption” because of Ubaldo’s commitment as a drawing instructor at the Accademia Clementina in Bologna in 1760 and also because Ubaldo’s
style did not change until a few years after Gaetano’s return, thus suggesting that Venetian elements in Ubaldo’s work were acquired secondhand via
his brother. However, Cazort does cite a contemporary account which talks of Ubaldo seeing “Florence, Venice, and other famous schools” from the
1740s to 1760, which implies that he may have had the opportunity to absorb artistic trends and ideas firsthand.
347

Maxon and Rishel 128.
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century. 348 Artists used terracotta to make small-scale preliminary models as samples for patrons who had commissioned
a sculpture, but also for finished sculpture, either left plain or glazed. 349
The UMFA’s Joseph of Arimathea is “a small masterpiece of the devotional genre” and attributed by Donald
Garstang to Ubaldo because of several peculiarities that are idiosyncratic of the artist’s statuary work: “an upturned head
with mobile, expressive features and elegant hands whose fingers seem to have been elongated by an extra joint” and,
because Joseph is an older man, the “characteristic facial modelling for old men,... wrinkled forehead, sunken eyes,
hollowed cheeks with a projecting triangular bone structure, open mouth between full beard and moustache, and large
fleshy ears.” 350 There is a deposition scene by Gaetano that includes a very similarly-dressed and -positioned Joseph.
However, the younger Gandolfi stands accused by Garstang of “a rather empty theatricality” in general and specifically of
modelling a Joseph “lacking in spirituality.” 351 Mimi Cazort also considers Gaetano less substantial and concurs with
Garstang’s attribution of the UMFA’s statue by writing that it “conforms to Ubaldo’s earthier types, rather than Gaetano’s
somewhat artificially contrived facial expressions.” 352
Unconfirmed legend, probably based on medieval fiction, has it that it was Joseph of Arimathea who founded the
first Christian church in England at Glastonbury. As unconfirmed is the belief that he brought with him the Holy Grail, a
chalice that was used at the Last Supper. This cup was supposed to have miraculous powers. 353 But what is confirmed
by biblical accounts is Joseph’s instrumental role in the deposition of Christ, recounted by all four evangelists. Joseph
was a wealthy man from the Jewish town of Arimathea and one of Christ’s followers. He “took courage” and asked
Pontius Pilate after the crucifixion for Christ’s body, taking it away wrapped in a linen shroud. He buried Christ in the
tomb he had intended for himself and rolled a stone against the door. 354
This brief account of Joseph’s burial of Christ has been liberally interpreted by artists throughout the ages, with
the scene gaining in complexity in terms of attending figures or the work performed, from removing Christ from the cross
to burying him in a sarcophagus. Joseph is often depicted engaged in a task--supporting Christ’s body as it is taken down
from the cross, cradling Christ in his lap, 355 or holding onto the winding sheet as the body is lowered into the sarcophagus.
The museum’s kneeling Joseph is less active. His upturned head and eyes indicate that he is looking at Christ on the
cross. He holds the linen shroud, which extends over his shoulder, in which Christ’s body will be wrapped. Ubaldo’s
masterful modeling of Joseph’s features and body position suggests a feeling of deep anguish that is all the more dramatic
for its quiet intensity.
Bibliography: Thieme and Becker, 1907-1950, vol. 13, pp. 154-155; L. Bianchi, I Gandolfi, 1936; E. Riccomini,
Scultura bolognese del Settecento (exhibition catalogue), 1966; Renato Roli, “Aggiunte e precisazione sui
348
349
350
351
352
353

Avery, Fingerprints... 23-24. See cat. 10 for an early Florentine example of devotional statuary.
Avery Fingerprints... 17.
Garstang 89.
Garstang 89.
The museum’s file on Gandolfi includes a letter dated 13 December 1994 from Mimi Cazort to an unnamed correspondent with these comments.
The legend of Arthur and the Knights of the Round Table includes stories of the quest for the Holy Grail.

354

Matthew 27:57-61; Mark 15:42-47; Luke 23:50-56; John 19:38-42. Only the gospel of John differs slightly and has Nicodemus assisting Joseph
and bringing spices to be wrapped into the shroud with Christ’s body (John 19:39-40).
355

As sculpted by Gaetano in his terracotta grouping of a Deposition with St. Francis, dated ca. late 1780s or early 1790s (Garstang 89, fig. 8).
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Gandolfi plasticatori,” Il Carrobbio 2 (1976): 319-323; Renato Roli, Pittura Bolognese 1650-1800: Dal
Cignani ai Gandolfi, 1977; Avery, Fingerprints... 1981; A. Nava Cellini, La Scultura del Settecento, 1982;
Alessandro Bettagno et al., I Gandolfi: Ubaldo, Gaetano, Mauro. Disegni e Dipinti (exhibition
catalogue), 1987; Donatella Biagi Maino, Ubaldo Gandolfi, 1990; Prisco Bagni, I Gandolfi. Affreschi,
Dipinti, Bozzetti, Disegno, 1992; Cazort, 1993
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Plate 54.

Ubaldo Gandolfi (San Matteo della Decima [near Bologna] 1728-1781 Ravenna), Joseph of Arimathea,
ca. late 1770s
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Catalogue 52
John Mannin (active Dublin ca. 1775-1791), Irish
Sappho Embracing Love, after Giovanni-Battista Cipriani (Florence 1727-1785 London)
Stipple engraving on wove paper
35.3 x 24.4 cm sheet size
24.6 x 17.8 cm plate size
Museum # 1981.080.001
Imprinted:

Outside of plate upper-left corner in two lines in pencil 30/17/; below image in plate lower-left G.B
Cipriani inv.; lower-right I Mannin sculp; with centered four-line inscription following: SAPPHO
embracing LOVE/She gives up all her soul to Loves alarms./And the sly Tyrant triumphs in her
charms./Dublin Publish’d by Wm Allen 32 Dame Street
On verso: Two labels with information about Cipriani

Condition:

Slight general foxing; slight general soiling and discoloration

Provenance:

Robert S. Olpin
Gift of Professor and Mrs. Robert S. Olpin in 1981

Stipple engraving is a manner of printmaking in which the plates are marked with dots rather than with lines.
Alfred Whitman, who authored a guide for print collectors in 1901, writes that “stipple engraving... has been considered
by some as lacking in character, weakly sentimental, and monotonous; while others have eulogised the style as the one
best fitted for the expression of beauty and elegance.” 356 After stipple engraving was introduced in England, it became
hugely popular and ensured commercial success for printmakers. 357 Whitman cites Italian painter and printmaker
Francesco Bartolozzi (ca.1727-1815) as founder of the English school of stipple engraving. 358 Bartolozzi moved to
England in 1764, shortly after George III (1738-1820) ascended to the throne.
Cipriani preceded Bartolozzi’s arrival by a few years because he had been invited in 1755 to work for the Earl of
Tilney. Later, he taught at an artists’ academy started in 1758 by the Duke of Richmond. After George III was crowned,
Cipriani was given the commission to decorate the carriage of the new king, and when the king initiated the founding of
the Royal Academy, Cipriani was one of the founding members. From 1778 onwards, Cipriani was engaged in restoration
work at Windsor Castle and at Whitehall Palace, and he also received numerous commissions from English aristocrats for
fresco decorations. When Bartolozzi arrived--with whom Cipriani had become friends when both were art students in
Florence--they became life-long collaborators, with Bartolozzi creating numerous stipple engravings after drawings by
Cipriani. 359 Despite his illustrious commissions from the English king and aristocracy, it is his drawings for which
Cipriani is best remembered. After his death, over 1,000 of them were auctioned off. 360

356

The Print Collector’s Handbook (London: George Bell & Sons, 1901) 65.

357

And, as Hind writes, England was “the only country in which it ever flourished” (1923, 291), although France (where stipple engraving was first
practised) and Holland had its share of stipple engravers.

358

Whitman 66.

359

It is not clear whether Cipriani and Bartolozzi met in Florence, as Whitman claims (69), or in Rome, as is stated by Thieme and Becker (19071950, vol. 7, 8).

360

And three years after Cipriani’s death, Bartolozzi published a two-volume set of etchings after drawings by his late friend.
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John Mannin, an obscure printmaker from Dublin, is one of the many engravers who created stipple engravings
after the designs of famous artists. Most voluble on this artist is Walter George Strickland who mentions a few portraits
and anatomical plates engraved by Mannin. 361
The UMFA’s print is an example of that sentimentality coupled with “beauty and elegance” referred to by
Whitman which was so popular in its day. Also popular with the stipple engravers was printing their engravings in red, “a
particular affectation of this school of engravers.” 362
Bibliography: Whitman, 1901; Thieme and Becker, 1907-1950, vol. 7, pp. 8-9, vol. 24, p. 23; Hind, 1923, pp. 287-299;
Bénézit, 1966, vol. 2, p. 517; Strickland, 1969 (rpt.); Leblanc, 1970-1971, rpt., vol. 1, pp. 16-17, 163-175

361

Strickland supplements the scarce information on Mannin by quoting a melancholy plea published in the Dublin Chronicle dated 27 January
1791: “To the humane and opulent, and in particular the Lovers of the Fine Arts, the case of Mr. John Mannin, engraver, is humbly submitted. From
a series of illness these some years past he has not been able to do much work, but for three months last past has been totally unable to perform any,
and the physician who attends him is of opinion that if there be not immediate relief this valuable artist, who does honour to our country, will be
inevitably lost to society. His abilities in the line of his profession are pretty well known to those who interest themselves in the prosperity of the arts
in this Kingdom, and specimens of his works are to be seen in the hands of Mr. William Allen, No. 32 Dame Street [publisher of the UMFA’s print],
who will receive and see properly applied such benefactions as may offer” (A Dictionary of Irish Artists, vol. 2 [rpt.; Shannon, Ireland: Irish
University Press, 1969] 101). Strickland assumes that Mannin died shortly afterwards because there is no further mention of him.
362

Hind (1923) 294.
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Plate 55.

John Mannin (active Dublin ca. 1775-1791), Irish, Sappho Embracing Love, after Giovanni-Battista
Cipriani (Florence 1727-1785 London)
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Catalogue 53
Accademia Ercolanese di Archeologia, Naples
Delle Antichita di Ercolano (9 volumes). 363 Naples: Nella Regia Stamperia, 1755-1792
vol.1: Catalogo degli antichi monumenti dissotterati dalla discoperta citta di Ercolano
(1 volume, 1755)
vol. 2-5, 8: Le pitture antiche d’Ercolano e contorni incise con qualche spiegazione
(5 volumes: 1757, 1760, 1762, 1765, and 1779)
vol. 6-7: De’bronzi di Ercolano e contorni incisi con qualche spiegazione
(2 volumes: Busti, 1767; Statue, 1771)
vol. 9: Le lucerne ed i candelabri d’Ercolano e contorni incise con qualche spiegazione
(1 volume: 1792)
Red-leather, gold-embossed spine and covers with gold-embossed edges, engraving, letterpress, laid paper/bound
50.6 x 37.9 x 6 cm
Museum # 1988.053.001A-E (vols. 1-5), 1988.053.002 (vol. 6), 1988.053.003 (vol. 7), 1988.053.004 (vol. 8),
1988.053.005 (vol. 9)
Condition:

Tears, abrasions and losses in cover, especially along spine and along all edges, foxing throughout paper,
discoloration along all sheet edges

Literature:

Bénézit, 1966, vol. 6, p. 223; Brunet, 1820, vol. 1, column 314; Graesse, 1950, vol. 1, p. 145

Provenance:

Rt. Hon. Sir Robert Peele, Whitehall, London
E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1988

Herculaneum, a Roman seaside resort near Naples, was destroyed in the AD 79 eruption of Mount Vesuvius that
obliterated Pompeii. A deluge of ash and mud enveloped the entire town, preserving in situ buildings, furniture, and
sculpture. In 1709 workmen, digging a well in Resina, the town located directly above the ancient site of Herculaneum,
stumbled onto an upper tier of a Roman amphitheater. Not until 1738, however, did any serious excavation begin, under
the rigorous and methodical control of Charles III, King of Naples (reg. 1734-59), whose royal residence at Portici would
receive the newly unearthed marble and bronze sculptures.
Neither Charles nor his son Ferdinand (reg. 1759-1825) allowed any of the archeological finds to be sold.
Security was so tight at Portici that neither taking notes nor sketching was permitted. As a consequence, published
accounts of the discoveries at Herculaneum relied upon descriptions based solely on memory. Because of the inevitable
inaccuracies that arose, Charles III established the Accademia Ercolanese di Archeologia in 1755 to assure reliable
identification of the Roman artifacts. A catalogue (volume 1) was published in 1755. The Academy issued a series of
eight additional volumes, beginning in 1757, describing the wall paintings, sculpture, and other objects discovered during
the extensive tunneling operations. 364 In the beginning, these volumes were intended as presentation copies. Later, the
decision was made to offer the volumes for sale.
363

Dedications signed: Gli accademici ercolanesi. Volumes 1 and 2 edited by Octavio Antonio Bayardi (1694-1764); volumes 3-7 edited by
Pasquale Carcani (1721-1783). Volume 1 is generally regarded as an independent work, although uniform with the volumes of Antichita. Illustrated
with engraved plates by Filippo Morghen (1730-? after 1807?), Raffaello Morghen (1758-1833) and numerous others, including Nic. Vanni, Filip de
Grado, Car. Nolli, Ferdinan Strina, Guis. Aloja, Gio. (Ge) Casanova, Nicola Billy, Vinc. Segoni, Nic. Fiorillo, Carlo Oratij, Pet. Laur. Mangini, N.
Cesarano, F. Giomignani, Ferd. Campana, Fran. Cepparoli, Gio. Morg., P. Campana, Marc’ Ant. Iacomino, Joan. Casanova, V. Campana, Rocco
Pozzi, and Fedo. De Ang. Includes bibliographical references and indexes.

364

One of the exquisitely-engraved and -typeset pages is reproduced in pl. 56.

184

In 1762 famous German art historian Johann Joachim Winckelmann was permitted to view the Roman artifacts
removed from Herculaneum. Until then, his studies of antiquity had been confined to a small number of idealized Greek
sculptures from which he developed the notion that “men like gods” must have lived in ancient times. 365 Seeing the finds
from Herculaneum shook the very foundations of his Neoclassical beliefs. The sheer ordinariness of many of the Roman
sculptures, unabashedly portraying middle class values and often exhibiting physical attributes that fell far short of the
classical ideal, “produced something resembling trauma” in Winckelmann. 366 It was perhaps fortunate that the historian
was not permitted to view the erotic sculptures; undoubtedly, the candid studies would have further eroded his notions
about the nobility of Roman existence.
M. G.
Bibliography: Deiss, 1989; Turner, ed., 1996, vol.14, p. 441, vol. 33, pp. 241-242

365
366

Joseph Jay Deiss, Herculaneum, Italy's Buried Treasure (Malibu, CA: The J. Paul Getty Museum, 1989) 179.
Deiss 179.
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Plate 56.

Accademia Ercolanese di Archeologia, Naples. Title page from vol. 1, Delle Antichita di Ercolano
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Plate 57.

Accademia Ercolanese di Archeologia, Naples. Page 169 from vol. 7, Delle Antichita di Ercolano
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Catalogue 54
Carlo Amoretti (1741-1816) and Dalla Societa’ Tipografica de’ classici Italiani
Trattato della Pittura di Lionardo da Vinci, 1804 ed.
Memorie storiche su la vita, gli studj, e le opere di Lionardo da Vinci
Green leather spine with gold embossing and title DA VINCI DELLA PITTURA., green-speckled cardboard covers
with green leather corners, engraving, letterpress, wove and laid paper/bound
21.5 x 14.5 x 5.5 cm
Museum # 1992.053.003
Condition:

Abrasions on covers; tears along spine; some brittleness; some discoloration; minor foxing throughout;
label glue-mounted to inside back cover D. W. Robinson Co. Los Angeles

Literature:

Bénézit, 1966, vol. 1, p. 729 (Boggi entry); Kate Trauman Steinitz, Leonardo da Vinci’s Trattato della
Pittura: A Bibliography of the Printed Editions 1651-1956, 1958, pp. 181-184

Provenance:

D. W. Robinson Co., Los Angeles, CA
E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1992

The significance of this 1804 Italian edition of Trattato della Pittura rests in its scholarly introduction by Carlo
Amoretti, librarian of the Ambrosiana Library in Milan, which holds the largest collection of da Vinci notes and sketches
in the world. Amoretti wrote the first reliable biography of Renaissance genius Leonardo da Vinci. The Ambrosiana
Library provided Amoretti with unparalleled resources for research of the subject. Rather than repeating excerpts from
the works of previous historians such as Vasari, Amoretti worked with original source materials. It was Amoretti, for
example, who was able to reconstruct a list of paintings by da Vinci that were destroyed. Through his research he also
proved that the legend of da Vinci dying in the arms of Francis I, King of France, is untrue.
The Ambrosiana collection–the Codex Atlanticus–was received into the Milanese library in 1609. The Codex
consists of 1,750 folios of drawings and notations, originally gathered together by the Italian sculptor Pompeo Leoni
(1537-1608). Leoni had disbound the da Vinci notebooks, rearranging many of the folios and thus destroying their
original order. About one third of the sheets were mere fragments. Many drawings were extracted and are now in other
collections. For example, the da Vinci drawings at Windsor castle were originally part of the Leoni collection. In 1796
Napoleon plundered the Ambrosian Library. Twelve da Vinci notebooks now in the library of the Institut de France in
Paris were originally part of the Ambrosiana collection. Regrettably, two other volumes known to have been in Leoni’s
possession at the time of his death in 1608 are now lost.
Illustrations for this edition of the Trattato della Pittura were engraved by Giovanni Boggi (active 1804-1810).
Born in Cremona, he moved to Milan and was a student of Vincenzo Vangelisti (1738/44-1798), the director of the School
of Engraving at Milan. Boggi’s only well-known work is for the Trattato.
M. G.
Bibliography: Hind, 1923, p, 210; Bénézit, 1966, vol. 1, p. 729, vol. 8, p. 469; Jean Paul Richter, The Literary Works of
Leonardo Da Vinci, 1970, v. 1, 2; Jean Paul Richter, ed., and Carlo Pedretti, The Literary Works of
Leonardo da Vinci, 1977, v. 1, 2; Carlo Pedretti, The Codex Atlanticus of Leonardo da Vinci : a
Catalogue of its Newly Restored Sheets, 1978-
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Plate 58.

Carlo Amoretti (1741-1816) and Dalla Societa’ Tipografica de’ classici Italiani, Trattato della Pittura
di Lionardo da Vinci, 1804 ed., Memorie storiche su la vita, gli studj, e le opere di Lionardo da Vinci
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Catalogue 55
Bartolomeo Pinelli (Rome 1781-1835 Rome)
Combat of Bruto and Arunte, Plate 21 from Istoria Romana, 1818
Etching and engraving on laid paper
36.7 x 50 cm sheet size
31.9 x 44.3 cm plate size
Museum # 1973.089.011.011
Imprinted:

Below image in plate lower-left corner Pinelli inv.; lower-right corner Tav: 21.; with centered inscription
Combattendo furiosamente Bruto conto Arunte...campo di battaglia

Condition:

Moderate scattered foxing; stain lower-left corner

Literature:

Maurizio Fagiolo and Maurizio Marini, Bartolomeo Pinelli 1781-1835 e il suo tempo, 1983, p. 303, p.
351, lower-left plate

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1973

In the 101 plates of the Istoria Romana series, Pinelli traces the history of Rome that begins with Romulus and
Remus, the mythical founders of Rome. He ends the set with famous Roman politician and military leader Marc Antony
(ca. 83-30 B.C.), whom he shows dying in the arms of his lover Cleopatra (69-30 B.C.), Queen of Egypt. The museum’s
sheet presents one of the many battles fought for control over the Roman empire and pitches Brutus against Aruns in a
furious clash that ends with the death of both warriors. The lightly-etched background of the print is filled with soldiers
marching into combat against a faintly-outlined mountainous landscape. The Neoclassical style of this series reflects the
enthusiasm of the times for all things classical that was fueled by excavations at Pompeii and Herculaneum. Print buyers
probably appreciated the heroic tenor of Pinelli’s series as a poignant reminder of the greatness of ancient Rome,
especially in light of the recent French occupation of Italy.
Pinelli began his studies in Rome and continued them in Bologna. His early work shows the influence of Felice
Giani (1758-1823), “a famous and excellent decorator” who had studied with Ubaldo Gandolfi in Bologna and Pompeo
Batoni in Rome. 367 The Neoclassical manner of Pinelli’s history series may in part be based on Giani’s classically
inspired frescoes and friezes that graced a number of Roman palaces.
Pinelli was a proficient lithographer, etcher, draughtsman, watercolorist and sculptor. Aside from his history
series based on Greek and Roman history and mythology, he is best-known for his engraved sets of contemporary Roman
costumes and illustrations for Virgil, Dante, Cervantes and works by other literary greats. His lively watercolor scenes of
peasant life had particular appeal later in the century and presage the Romantic movement and its over-wrought
sentimental fantasies about the simple, “natural” life lived by country folk.
Bibliography: Thieme and Becker, 1907-1950, vol. 27, pp. 56-57; Valerio Mariani, Bartolomeo Pinelli, 1931; Renato
Pacini, Bartolomeo Pinelli e la Roma del tempo suo, 1935; Giovanni Incisa della Rocchetta, Bartolomeo
Pinelli, 1956; Williamson, 1964, vol. 4, p. 121; Bénézit, 1966, vol. 6, p. 693; Lisbet Balslev Jorgensen,
De aegte Romere. Tegnet af Bartolomeo Pinelli og Wilhelm Marstrand (exhibition catalogue), 1968;
Leblanc, 1970-71, vol. 2, p. 206; den Broeder, 1973
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den Broeder 137.
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Plate 59.

Bartolomeo Pinelli (Rome 1781-1835 Rome), Combat of Bruto and Arunte, Plate 21 from Istoria
Romana, 1818
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Catalogue 56
Braun (18th-19th century)
Hector’s Funeral, Plate 9b, after Pal. Vesc. di Grottaferrata
Etching on wove paper
32.1 x 50.1 cm sheet size
25.9 x 30.5 cm plate size
Museum # 1980.154
Imprinted:

In plate upper-left corner Braun. Dec. I; upper-right corner Taf. IX.b; in plate below image lower-left
corner Pal. Vesc. di Grottaferrata; in plate below image center HEKTORS BESTATTUNG

Condition:

Brittle, discolored sheet edges; tears along all edges; moderate foxing; creases throughout

Provenance:

E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1980

The only certainty about this print is its topic, the funeral of Hector, a great Trojan hero whose courage is as
legendary as the war in which he lost his life. The Trojan War is recounted in Homer’s Iliad and began because Paris,
Hector’s brother, chose goddess Aphrodite as the fairest of women in the Judgment of Paris. As a reward, Aphrodite
promised Paris a beautiful woman and Paris chose and abducted the irresistible Helen, wife of Menelaus, King of
Sparta. 368 To avenge the insult, the Greeks set sail for Troy and besieged the city for ten years before winning the war by
subterfuge. In the fight for Troy, Achilles killed Hector, tied his corpse to his chariot and dragged it by its heels to the
Greek camp. Hector’s father Priam, King of Troy, begged Achilles for his son’s body and was allowed to take it away.
The moment depicted in this print is Hector being carried off to be buried. In attendance are Hector’s wife Andromache
and his father Priam who holds Hector’s lance while another mourner carries the dead man’s helmet and shield.
Because of its Neoclassical restraint, it is likely that this scene was etched by Pal. Vesc. di Grottaferrata, about
whom nothing is known, in the late 1700s when the myth of the Trojan war enjoyed renewed popularity. It is not possible
to determine which of the several Brauns mentioned in standard reference books reproduced this design with a German
title and plate number. A likely choice may be Joseph Braun (Vienna 1772-?) who, according to LeBlanc, 369 travelled to
Rome and Venice, where he may have become familiar with Grottaferrata’s designs for what is obviously a print series of
episodes from the Iliad.
Bibliography: Bénézit, 1966, vol. 2, p. 111; Leblanc, 1970-71, rpt., vol. 1, p. 512; Hall, 1979
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Helen was the daughter of Zeus, supreme ruler of heaven and earth, and Leda, wife of King Tyndareus of Sparta in Greece. The conception of
Helen was a popular topic. There are many pictures of Leda amorously entwined with a swan, the guise in which Zeus made love to Leda.
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Vol. 1, 512.
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Plate 60.

Braun (18th-19th century), Hector’s Funeral, Plate 9b, after Pal. Vesc. di Grottaferrata
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Catalogue 57
Benedetto Boschetti (19th century)
Caesar Augustus (after 1863), after Augustus of Primaporta, ca. 20 B.C.
Cast bronze
97 cm high, including base
Museum # 1990.045.002
Signed:

On front of bronze cylinder base in two lines B. BOSCHETTI/ROMA

Condition:

Bent two-part staff, with the parts poorly connected

Provenance:

Horace A. and Ethel M. Sorensen
Gift of Mr. and Mrs. Horace A. and Ethel M. Sorensen in 1990

When Antonio Canova (1757-1822), “the greatest sculptor of his generation” whose work is synonymous with
Neoclassical sculpture, 370 came to Rome for the first time in 1779, he was disappointed to find sculptors “mostly engaged
in restoring or copying antique statues for export...” 371 Benedetto Boschetti was one the sculptors attracted to this thriving
market. What little is known of him suggests that he, or his workshop, produced decorative sculptural work “of exquisite
naturalism.” 372 His copies after antique models were eagerly purchased by a public intrigued by excavations of antique
objects. 373
The statue of Augustus, “the epitomy of all things Roman,” 374 was discovered on April 20, 1863, during
excavations of a Roman villa near the small village of Primaporta. The news spread like wildfire and enthusiastic crowds
rushed to the site to view the statue. It was installed four months later at the Museo Chiaramonti in the Vatican.
Presumably, Boschetti saw it there and copied it.
The concept of presenting great statesmen or heroic military commanders as leaders with divine qualities has its
roots in ancient Egypt and the Near East and was assimilated into Hellenistic culture during the fourth century B.C.
Alexander the Great (356-323 B.C.) who saw his beliefs in his own divinity confirmed when he entered Egypt in 332 B.C.
and was celebrated as the son of Amon-Ra, recognized the usefulness of this notion, as did the Hellenistic leaders who
succeeded him and the Roman emperors who became familiar with it. The statue of Emperor Augustus (27 B.C.-14 A.D.)
is a manifestation of this idea. Boschetti’s small-scale replica is a careful copy of the original, from the allegorical
ornamentation of the armor that mixes references to Roman conquests with depictions of gods, to the imperial hand
gesture of unquestioned authority.
Bibliography: Kähler, 1959; Gonzalez-Palacios, Paragone 27.315 (May 1976): 33-48; Janson, 1985
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371

Horst W. Janson, 19th-century Sculpture (New York, NY: Harry N. Abrams, 1985) 48.
Janson 49.

372

Alvar Gonzalez-Palacios, “I Mani del Piranesi (I Righetti, Boschi, Boschetti, Raffaelli),” Paragone 27.315 (May 1976): 39. Gonzalez-Palacios
(38) comments that there may have been a firm “B. Boschetti” that signed its pieces with this signature, rather than just a single artist.
373

This fascination also resulted in publication of engraved folios that documented the archaeological finds (see cat. 53 for a folio set describing the
finds at Herculaneum).

374

Heinz Kähler, The Augustusstatue von Primaporta (Cologne: Verlag M. DuMont Schauberg, 1959) 7.
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Plate 61.

Benedetto Boschetti (19th century), Caesar Augustus (after 1863), after Augustus of Primaporta, ca. 20
B.C.
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Catalogue 58 375
Alfredo Noack (Dresden 1833-1895 Genoa) 376
Genoa, Panorama from the Angeli, ca. 1870
Vintage albumen print
21.7 x 27.8 cm
Museum # 1996.45.10
Imprinted:

In image lower-left corner 3006.; below image lower-left corner Genova. Panorama dagli Angeli;
lower-right corner A. Noack. Genova.

Condition:

Fading along edges

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

In the first half of the 1800s, a technological marvel became available to artists with the development of the
modern camera. After years of experimentation by a number of inventors, chemist Joseph N. Niepce (1765-1833) was the
first to produce a permanently-fixed photograph, a view from his window, in 1826. He continued experimenting with
chemical processes to improve image quality, and in 1829 he joined forces with physicist and painter Louis J.-M.
Daguerre (1789-1851). Further research led Daguerre to discover in 1837 a chemical mix that shortened exposure time
from several hours to twenty minutes. His first photograph was a still life of objects in his studio, and these early
photographs were called daguerrotypes after their creator whose invention was publicly announced in 1839 by the
Academy of Sciences in Paris. In the same year, the first commercially-made camera, the Giroux Daguerrotype, was
produced. Experimentation continued and in the early 1840s William Henry Fox Talbot (1800-1877) discovered a way to
fix a negative image on paper from which positive prints could be made. Modern photography is based on Talbot’s
process because an unlimited number of prints can be made from a negative image, whereas daguerrotypes--single,
positive images on metal plates--cannot be reproduced.
The medium of photography was immediately accepted by the public because, as Naomi Rosenblum writes so
insightfully, photographs were “...the ultimate response to a social and cultural appetite for a more accurate and reallooking representation of reality...;” they suited a world that was becoming increasingly mechanized; they were “of their
time,” to paraphrase a pithy comment by Realist-painter Gustave Courbet. 377 The dramatic impact photography had on
the visual arts is evident in the responses of artists and critics. Avant-garde artists were quick to realize that
photography’s optical realism allowed them to engage in increasingly daring experimentations with form and color that
would transform traditional painting. 378 Others reacted strongly and negatively. When Daguerre’s invention was made
public, noted history painter Paul Delaroche, known for his depictions of past grandeur, lamented that “From this day,
painting is dead,” seconded by famous French critic Eugène Fromentin. Art critics and philosophers engaged in a
passionate debate over the question whether photography, because of its reliance on a mechanical appliance, should be
considered art. Several prominent French painters, led by Jean Auguste Dominique Ingres (1781-1867), issued a public
375

Catalogue entries 58 to 87 were prepared with the assistance of Wendi Miller, for which I am grateful.
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These dates, which differ from those other authors mention, are on Noack’s gravestone in the graveyard of Staglieno in Genoa (Giuseppe
Marcenaro, Alfredo Noack: “inventore” della Riviera/”Erfinder” der Riviera [Genoa: Sagep Editrice, 1989] 17).
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Naomi Rosenblum, A World History of Photography (New York: Abbeville Press, 1984) 16.

378

And led, via the Realism expounded by Courbet and Édouard Manet, to the Impressionists’ then-shocking representations of the world, presented
for the first time in 1874 to a confused public and irate critics.
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communique and protested that “photography could not ‘in any circumstance’ be considered a work of the ‘intelligence
and study of art’.” 379 This was countered by art critic Louis Figuier who held that the camera lens was similar to a
painter’s brush and that not the means, but “...the mens divina, ... the divine inspiration” was the deciding factor. 380
American inventor Samuel F. B. Morse (1791-1872) jumped into the fray and declared that Daguerre’s pictures were
“Rembrandt perfected.” 381 A religious note with nationalistic overtones was introduced by a Leipzig newspaper that
vented its spleen by writing, “To want to fix fugitive reflections is not only an impossibility, as very serious experiments
have shown here in Germany, but the desire borders on sacrilege. God created man in His image and no human machine
is able to fix the image of God; it would be necessary for Him to suddenly betray His own eternal principles in order to
permit a Frenchman, in Paris, to launch into the world an invention so diabolical.” 382
But the potential for heresy was obviously ignored by an Italian cardinal, later to become Pope Leo XIII, who was
so taken by the possibilities which photography presented that he composed a poem in 1877:
O shining image
Imprinted by the sun’s rays
How well you reproduce
The noble brow,
The radiant eyes, the grace of visage.
O wonderful power of the spirit
O new marvel!
Apelles who emulated nature
Could not paint a more perfect image. 383
Regardless of the ongoing philosophical debate, photographic processes continued to be refined and gave rise to
commercial photography by the 1850s. The invention of the collodion technique “made the mechanization of the
landscape view possible, turning... landscape photography into photo-business,” even though it required photographers to
set up entire darkrooms on site. 384
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Qtd. in Robert A. Sobieszek, “Photography and the Theory of Realism in the Second Empire: A Reexamination of a Relationship,” One Hundred
Years of Photographic History: Essays in honor of Beaumont Newhall, Van Deren Coke, ed. (Albuquerque: University of New Mexico Press, 1975)
146.
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Sobieszek 150.
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Carl Chiarenza, “Notes on Aesthetic Relationships between Seventeenth-Century Dutch Painting and Nineteenth-Century Photography,” in Coke
(1975) 23.

382

Qtd. in Sobieszek 149.

383

Qtd. in Wendy M. Watson, Images of Italy: Photography in the Nineteenth Century (South Hadley, MA: Mount Holyoke College Art Museum,
1980) v.

384

Rosenblum 105.
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Most, if not all, of the photographs in the UMFA’s collection were taken to supply the tourist trade. 385 They fit
into several broad categories–panoramic views of cities or landscapes, art and architecture views, pictures of
archaeological sites, and street scenes. They provide a fascinating historical record, be it of sites that no longer exist, of
dramatic changes in urban environments, or of nineteenth-century city life. They also continue the tradition of view
paintings or prints, the souvenirs of earlier travellers. As Janet Buerger points out, over 100,000 tourists a year visited
Venice in the 1840s, thus explaining the existence of photographic studios where numerous assistants were on hand to
present catalogues and albums of photographs to eager buyers. 386 Photographers like Giorgio Sommer (see cat. 60 and
61) had several studios and sales outlets, complete with print shops and archives of numbered negatives. If photograph
collections assembled by intrepid travelers in the 1800s are an indication, not only photographic prints, but also cartes-devisite embellished with portraits, pictures of architectural monuments, famous works of art, or city views, were favorite
purchases.
Another source of income for photographers was the efforts made by farsighted amateur historians or
archaeologists who needed their services for documentation of crumbling historical sites. An example is John Henry
Parker, a publisher, architectural historian and antiquarian from England who hired several photographers in 1865 to
document the ruins of ancient Rome. Parker published the results of this eleven-year effort in thirteen volumes and
offered the images for sale singly or in sets. The enterprising Parker went on to publish in 1879 a second catalogue
comprising 3,391 photographs of Roman and Italian antiquities. 387
German-born photographer Alfredo Noack was part of the German contingent in Italy; two others represented in
the UMFA’s collection are Michele Mang (cat. 66) and Giorgio Sommer (cats. 60 and 61), the latter the most prominent.
Although Noack lived in Genoa where he had a studio from 1860 until 1895, he kept in touch with Mang and Sommer,
both in Rome, through the Deutscher Künstlerverein, an association of German artists. As Marina Miraglia comments, all
three had in common “technical accuracy and economy of composition... as well as [an] interest in nature and
landscapes.” 388 Piero Becchetti considers Noack “one of the greater northern-Italian photographers” and also comments
on his superb technical skills. 389
Noack received his initial training from Hermann Krone (1827-1916), a German photographer who lived and
worked in Leipzig and Dresden. Krone opened the first photographic school in Germany in 1852, with the nineteen-yearold Noack as one of his students. Like his teacher, Noack began by taking romantic landscape photographs before turning
his attention to documentary photography. He permitted other studios, especially those of Alinari and Brogi, the use of
his plates, and reproductions of Noack’s images were included in their catalogues. 390 Contemporary street directories
mention Noack as specializing in views of Genoa and the Riviera.
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As Rosenblum (113-114) writes, Italian landscape photography existed “almost exclusively” to provide souvenirs for “a continuing stream of
travelers from northern Europe and the United States [who] assured an income for a group of excellent foreign and Italian photographers.”
386

American tourists were especially avid buyers, “absorbing two-thirds of all (the photographs) produced... and buy[ing] a whole round of one or
two hundred subjects” (Steven Thompson qtd. in Janet Buerger, “Carlo Naya: Venetian Photographer. The Archaeology of Photography,” Image
26.1 (Mar. 1983): 1.
387

The interested reader is referred to an exhibition catalogue for further information on Parker: A Victorian View of Ancient Rome: The Parker
Collection of Historical Photographs in the Kelsey Museum of Archaeology, by Judith Keller and Kenneth A. Breisch (Ann Arbor, MI: Kelsey
Museum of Archaeology, The University of Michigan, 1980), or to a catalogue by Serena Romano and Piero Becchetti, L’immagine di Roma 18481895: La citta, l’archeologia, il medioevo nei calotipi del fondo Tuminello (Naples: Electa, 1994) 17-32, 193-307.
388
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390

“Giorgio Sommer’s Italian Journey: Between Tradition and the Popular Image,” History of Photography 20 (Spring 1996): 41.
Fotografi e fotografia in Italia 1839-1880 (Rome: Edizioni Quasar, 1978) 70.
Marcenaro (22, n.15) writes that many photos imprinted with the Brogi name can actually, after some scrutiny, be attributed to Noack.
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Bibliography: Coke, ed., 1975; Becchetti, 1978; Helmut Gernsheim et al., Fotografia Italiana dell’Ottocento, 1979, pp.
168-169; Keller and Breisch, 1980; Watson, 1980; Buerger, Image 26.1 (Mar. 1983): 1-18; Rosenblum,
1984; Italo Zannier and Paolo Costantini, Cultura fotografica in Italia: antologia di testi sulla fotografia
(1839-1949), 1985; Gary Edwards, International Guide to Nineteenth-Century Photographers and their
Works, 1988, p. 396; Marcenaro, ed., 1989; Romano and Becchetti, 1994; Andrew H. Eskind et al., Index
to American Photographic Collections, 1995; Miraglia, History of Photography 20 (Spring 1996): 41-48
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Plate 62.

Alfredo Noack (Dresden 1833-1896 Genoa). Genoa, Panorama from the Angeli, ca. 1870
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Catalogue 59
Carlo Naya (Tronzano Vercellese 1816-1882 Venice)
Venice, St. Mark’s Square, 1877
Vintage albumen print mounted on paper album page
27.2 x 35.9 cm print size
31.8 x 45.3 cm mount size
Museum # 1996.23.5
Inscribed:

On recto: In image lower-left corner in two lines 48. VENEZIA/PIAZZA S. MARCO
On verso: Printed text (in French, English, and German) beginning with the centered heading in two lines
N. 48. VENEZIA./La Basilica di S. Marco col Campanile., with description of the basilica and tower
following; below text lower-left corner in two lines Riproduzione riservata./Venezia, 1877, Tip. C.
Naya; lower-right corner in two lines C. NAYA fotografo di S. M. il Re d’Italia/Venezia, Piazza S.
Marco, N. 75. 76. 77. 78. 79 bis.

Condition:

Some foxing throughout

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Carlo Naya, an independently wealthy and “well-educated dilettante,” 391 initially studied law at the University of
Pisa before becoming interested in photography. He graduated in 1840, shortly before his father died and left him a
considerable inheritance. Carlo used much of this wealth by traveling for fifteen years in Europe, Asia, and Africa,
apparently with camera in hand and accompanied by his brother (who died in Istanbul). 392 When he settled permanently
in Venice in 1857, he decided on a career in photography and became a familiar sight in the city’s streets. Travelers
commented that they would see “a camera standing alone, exposed to some bit of carving, or sculpture, or painting. These
were the servants of Signor Naya. He uses dry plates, and on such objects where the changes of light are not great, and
where there is not much light at all, he often exposes as much as five days...” 393
Naya was not only prominent in Venice but also abroad because he submitted his photographs to international art
exhibitions and won awards in London, Groningen, Triest, Dublin, Paris, Turin, and Antwerp. He was well-known for his
genre scenes, either staged in the studio or truthful recordings of Venice’s working poor and the desperate conditions
under which they endured. When he died, “these heroicised poor ‘cried in the streets,’” according to comments in Naya’s
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Rosenblum 233.
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Michele Auer and Michel Auer place him in Paris in 1839 where “he buys equipment for daguerrotypy and begins to photograph” (Encyclopédie
internationale des photographes de 1839 a nos jours. Photographers Encyclopaedia International, 1839 to the present, 1985, vol. 2, no pag.). If this is
correct, Naya must have been on leave from his law studies at Pisa where, according to Italo Zannier, he enrolled in October 1837 and graduated on
19 August, 1840, having been allowed to take his final exams early “because of ‘serious family reasons’ (the death of his father?) which ‘called him
back home immediately’” (Venice, The Naya Collection [Venice: O. Böhm, 1981] 18-19). If he did indeed purchase his first camera in 1839, he was
one of numerous enthusiasts to do so in the months following the public disclosure of Daguerre’s invention. As Rosenblum (18) writes, “the well-todo... rushed to purchase newly invented cameras, plates, chemicals, and especially the manual–about 9,000 of which were sold within the first three
months...by December, 1939, the French press already characterized the phenomenon as a craze or ‘daguerreotypomanie’.”
That Carlo did take a camera on at least some of his foreign excursions is indicated by the existence of thirty-two photographs of Cairo
(Zannier 21). It is unclear whether they were taken during his fifteen-year tour or at a later time (Buerger 3, n. 10).
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Buerger 1.
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obituary. 394 But the majority of his work consists of documentary photography. Of the prints he offered in his catalogue
of 1882, the year of his death, two-thirds reproduce works of art and architectural monuments. 395 His contemporaries
credited Naya with having “transformed [photography] into an important industry while at the same time retaining its
aesthetic character.” 396 Naya’s widow, assisted by Tomaso Filippi, took over the business and continued selling Naya’s
photographs, augmenting the offerings by adding images taken by the firm’s employees. When Naya’s wife died, the
studio continued under the guidance of several employees, but was in decline by the beginning of the first World War and
closed in 1918. In 1920, over 5,000 plates dating from 1860 to 1918 and taken by Naya or his assistants were purchased
by the Böhm Company of Venice. 397
Naya’s picture of St. Mark’s Square is accompanied on the verso by printed text in French, English and German,
which by its very existence is evidence of the flourishing tourist trade. It shows the Cathedral of St. Mark and the
Campanile, or bell tower. The view of the piazza is typical, but it is significant as a historical document since it shows the
original Campanile, which collapsed in July 1902. 398 The present Campanile is an exact copy of the original and was
christened in 1912.
Bibliography: Carlo Naya, Catalogue général des photographies, 1880; Coke, 1975; John Jones, Wonders of the
Stereoscope, 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, pp. 167-168; Pamela Jeffcott Parry,
Photography Index: A Guide to Reproductions, 1979; Watson, 1980, p. 42; Zannier, 1981; Turner
Browne and Elaine Partnow, Macmillan Biographical Encyclopedia of Photographic Artists and
Innovators, 1983, p. 447; Buerger, Image 26.1 (March 1983): 1-18; Böhm, 1983; Rosenblum, 1984, p.
231, 233; Auer and Auer, 1985, vol. 2, no pag.; Zannier and Costantini, 1985; Edwards, 1988; Ziva
Kraus, Fotografie di Ikona Gallery, 1989; Julie Lawson, The Stones of Venice, 1992; Eskind et al., 1995
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Buerger 3, n. 14.
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Naya began his “vast collection of reproductions of the works of art in the Veneto” in 1863 and continued this documentary work until his death.
That this documentation was considered important is apparent from a commission Naya received in 1864–to photograph all of Giotto’s frescoes in
the Scrovegni Chapel in Padua prior to restoration work which was begun in 1867 (Vittorio Sgarbi in Zannier 138).
396

Antonio Errera qtd. in Zannier 21.
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Ditta Osvaldo Böhm, Catalogo delle fotografie dell’archivio Naya-Böhm delle chiese e delle scuole di Venezia (Venice: O. Böhm, 1983). Böhm
states in her foreword to this catalogue that the Naya-Böhm archives now contain circa 35,000 negatives and plans are underway to publish this
material, catalogued thematically.
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Two photographs of the collapsed tower are reproduced in Zannier (plates 88-89). These pictures were taken by someone employed by the Naya
studio, since they document an event that took place twenty years after Naya’s death.
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Plate 63.

Carlo Naya (Tronzano Vercellese 1816-1882 Venice), Venice, St. Mark’s Square, 1877
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Catalogue 60
Attributed to Giorgio Sommer (Frankfurt am Main 1834-1914 Naples)
Agrigento, Temple of Juno (recto), 399 ca. 1870
Giorgio Sommer (Frankfurt am Main 1834-1914 Naples)
Catania, Benedictine Cloister (verso), ca. 1870
Vintage albumen prints mounted on paper album page
19.8 x 24.3 cm print size (recto)
19.9 x 25.1 cm print size (verso)
25.5 x 33.7 cm mount size
Museum # 1996.23.2
Inscribed:

On recto: In image lower-left corner a partially cut-off number ending in 32. Girgenti. Tempio di
Junone.
On verso: Below image lower-left corner No. 1374. Catania Chiostro dei Benedettini; lower-right
corner G. Sommer - Napoli

Condition:

On recto top-center small blue streaks

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Giorgio Sommer was one of the most successful German expatriates in Italy. He moved to Naples in 1857 at the
age of twenty-three and opened a studio. In the same year he may have acquired a business partner, fellow German and
friend Edmondo Behles (1841-1921). 400 Sommer and Behles established venues in Naples and Rome complete with
archival storage for negatives, sales rooms equipped with catalogues in several languages, 401 and numerous assistants.
Sometime between 1865 and 1867 Sommer struck out on his own, and a few years later he had become so wealthy that he
was able to purchase various properties in Naples. One of them, a four-story palazzo, became the central location where
he lived and, assisted by his son Edmondo and by numerous employees, 402 maintained sales rooms, storage areas and
archives until his death. 403 Visitors to his studio and to the several branches Sommer maintained in Naples could purchase
albums, single photographs, and also bronze and marble reproductions of ancient statuary, a profitable sideline of the
astute businessman. 404 But even non-travellers could enjoy Italy vicariously–improved communication services allowed
399

Even though this photograph is not inscribed with Sommer’s name, it is likely one of his because of the lettering, which is identical to that in the
print of the Benedictine cloister.
400

The exact date of the beginning and end of the Sommer-Behles partnership has not yet been established despite “the most careful research”
(Marina Miraglia et al., Giorgio Sommer in Italien: Fotografien 1857-1888 [Heidelberg: Edition Braus, 1992] 6-7).

401

The catalogues must have left tourists with an agony of choice–Adam D. Weinberg writes that “Sommer’s sales catalogues list numbers as high as
19,000 ” (The Photographs of Giorgio Sommer [Rochester, NY: Visual Studies Workshop, 1981] 9).

402

These employees also took photographs that were then given the imprint of the Sommer studio and sold as Sommer’s photographs. As Watson
(xii) writes, “Variation in style and quality characterize these photographs, with the result that it is often difficult to determine which are by his own
hand.”
403

Marina Miraglia notes that notarized documents dating from 1889 make Edmondo a partner in his father’s business. However, since Giorgio
retained the financial, technical, and artistic leadership, Miraglia speculates that the contract was drawn up not to give Edmondo greater control of the
firm but rather to reduce inheritance taxes on one of the largest financial and real estate fortunes in Naples (Miraglia et al., 1992, 16).

404

The quality of these items was apparently so impressive that Sommer received a medal for his bronze reproductions of Pompeian artifacts at the
International Exhibition in Nuremberg in 1885 (Miraglia, History of Photography 20 [Spring 1996]: 43).

204

Sommer to offer his prints by mail as well as through a “distribution network... [in] the German-speaking countries and
Italy.” 405 His participation and success at international art exhibitions in London, Paris, and Vienna added to his fame and
fortune.
In the course of his work Sommer traveled extensively throughout Italy and Sicily. He received official
commissions to document the military camps and forts of Gaeta in 1861 and to photograph the efforts that were being
made to rid rural highways of bandits. For the tourist trade he produced a steady stream of city views, scenes of colorful
street life, 406 landscapes, art objects exhibited in various museums, and photos of the excavations at Herculaneum and
Pompeii. Antique ruins were particular favorites of travelers, and Sommer’s photograph of the temple of Juno is a happy
combination of romantic decay and archaeological documentation. 407
Bibliography: Piero Becchetti et al., Roma cento anni fa nelle fotografie del tempo, 1971; Van Deren Coke, The Painter
and the Photograph: from Delacroix to Warhol, 1972; Coke, 1975; Van Deren Coke, “Giorgio Sommer,”
Bulletin, the University of New Mexico, University Art Museum 9 (1975-76): 22-24; Jones, Wonders...,
1976, pp. 58-59; Becchetti, 1978; Gernsheim et al., 1979, p. 178; Parry, 1979; Watson, 1980, pp. 54-59;
Daniela Palazzoli, Giorgio Sommer: fotografo a Napoli, 1981; Weinberg, 1981; Browne and
Partnow,1983, p. 573; Rosenblum, 1984, p. 230, 233; Auer and Auer, 1985, vol. 2, no pag.; Peter Baum,
Giorgio Sommer (1834-1914). Photographien aus Italien, 1985; Zannier and Costantini, 1985; Edwards,
1988, pp. 496-497; Marina Miraglia and Ulrich Pohlmann, Un viaggio fra mito e realta’. Giorgio Sommer
fotografo in Italia 1857-1891, 1992; Miraglia et al., 1992; Eskind et al., 1995; Miraglia, History of
Photography 20 (Spring 1996): 41-48

405

Miraglia, History of Photography 20 (Spring 1996): 43.

406

These popular genre scenes were often staged to amuse travelers so that they could “...point out to the folks at home both the simple pleasures
[like those of The Spaghetti Eaters] and sharp practices [Shoeshine and Pickpocket] one might expect when visiting Italy” (Rosenblum 233).

407

Miraglia (History of Photography 20 [Spring 1996]: 46) comments that “Sommer’s photographs of views... create a new harmony by
superimposing elements and tastes from earlier artistic traditions, especially the two opposing eighteenth-century tendencies of the picturesque and
the documentary or scientific.”
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Plate 64.

Giorgio Sommer (Frankfurt am Main 1834-1914 Naples), Catania, Benedictine Cloister (verso), ca.
1870
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Catalogue 61
Giorgio Sommer (Frankfurt am Main 1834-1914 Naples)
Amalfi, Grand Hotel Cappuccini, 1899
Vintage albumen print
19.6 x 25.1 cm
Museum # 1996.42.12
Imprinted:

In image bottom-center 2964. FRANA. 22 DICEMBRE 1899.; below image lower-left corner Amalfi.
Grand Hotel dei Cappuccini.; lower-right corner Sommer - Napoli

Condition:

Slight creasing throughout; a repaired tear lower-right corner

Provenance:

Daniel C. and Noemi Mattis
Gift of Drs. Daniel C. and Noemi Mattis in 1996

Bibliography: Becchetti et al., 1971; Coke, 1972; Coke, 1975; Coke, Bulletin, the University of New Mexico,
University Art Museum 9 (1975-76): 22-24; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim
et al., 1979, p. 178; Parry, 1979; Watson, 1980, pp. 54-59; Palazzoli, 1981; Weinberg, 1981; Rosenblum,
1984; Auer and Auer, 1985, vol. 2, no pag.; Baum, 1985; Zannier and Costantini, 1985; Edwards, 1988;
Miraglia et al., 1992; Eskind et al., 1995; Miraglia, History of Photography 20 (Spring 1996): 41-48

207

Plate 65.

Giorgio Sommer (Frankfurt am Main 1834-1914 Naples), Amalfi, Grand Hotel Cappuccini, 1899
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Catalogue 62
Unknown Italian
Piazza della Rotonda, ca. 1860
Vintage albumen print mounted on paper album page
26.9 x 37.5 cm print size
35.3 x 54.4 cm mount size
Museum # 1999.28.13
Inscribed:

No inscription

Condition:

Cut to image

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 66.

Unknown Italian, Piazza della Rotonda, ca. 1860
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Catalogue 63
Unknown Italian
View of St. Peter’s, Rome, from Piazza dell’Popolo, ca. 1860
Vintage albumen print mounted on paper album page
27 x 37.2 cm print size
35.1 x 54.3 cm mount size
Museum # 1999.28.14
Inscribed:

No inscription

Condition:

Cut to image

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 67.

Unknown Italian, View of St. Peter’s, Rome, from Piazza dell’Popolo, ca. 1860
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Catalogue 64
Unknown Italian
Statue of an Imperial Roman Woman, ca. 1860
Vintage albumen print mounted on paper album page
37.2 x 20.9 cm print size
54.1 x 34.5 cm mount size
Museum # 1999.28.15
Inscribed:

No inscription

Condition:

Cut to image; minor sepia losses throughout

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984; Diana E. Kleiner and Susan B. Matheson, eds., I, Claudia: Women in
Ancient Rome (exhibition catalogue), 1996
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Plate 68.

Unknown Italian, Statue of an Imperial Roman Woman, ca. 1860
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Catalogue 65
E. Bonomi (active ca. 1850-1912)
Statue of Leonardo da Vinci, Piazza La Scala, Milan, ca. 1865
Vintage albumen print
24.5 x 18.6 cm
Museum # 1996.23.21
Inscribed:

On verso: In lower-right corner a four-line blue-ink stamp FOTOGRAFIE/E. BONOMI/ GALLERIA
VITT. EMAN., 86/MILANO

Condition:

Several small stains upper-right corner

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

E. Bonomi was as enterprising as he is obscure. Bonomi appears to have been involved in several ventures,
among them the publication of several pocket-size guidebooks in the series L’Italia Monumentale. By 1911, fifteen
guides had been issued; by 1914 the series had swelled to thirty-two, with several in preparation. The text had expanded
to include Italian, French, English and German captions. These books were also available abroad through bookstores in
several European countries as well as in the U.S. Each book contains floor plans, historical information and photographs,
with photographers identified beneath each image. Advertisements included in these books list Bonomi (whose business
was located in the impressive Galleria Vittorio Emanuele in Milan) as importer of antique and modern Japanese art and as
a supplier of architectural photographs from European, Middle-Eastern and Asian countries.
Bibliography: Coke, 1975; Rosenblum, 1984; Eskind et al., 1995
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Plate 69.

E. Bonomi (active ca. 1850-1912), Statue of Leonardo da Vinci, Piazza La Scala, Milan, ca. 1865
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Catalogue 66
Attributed to Carlo Brogi (active 1860s-after 1900 Florence) 408
Rome, Milvio Bridge (recto) 409
Michele Mang (active 1860s-1887)
Rome, Supplicio Bridge (verso), ca. 1870
Vintage albumen prints mounted on paper album page
19.8 x 25.7 cm print size (recto)
19.9 x 25.4 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.013
Inscribed:

On recto: Below image bottom-center ROMA 04 - Ponte Milvio
On verso: Top-center in image a partially cut-off blindstamp; in image lower-left corner 3(?)5 Ponte
Supplicio; in image lower-right corner Mang

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page; on verso a 0.5-cm tear lowerright corner

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

When Giacomo Brogi (1822-1881) became interested in photography and set up a studio in Florence in 1860, he
met with almost immediate success–by 1869 he had branches in Rome and Naples. Giacomo enlisted his son Carlo, and
the father-and-son team collaborated on producing portraits, landscape views, 410 and photographs of works of art, making
it difficult to distinguish their work since they identified their prints with the mark Edizioni Brogi rather than individual
names. Father and son received public recognition when they exhibited their photographs in Milan in 1881 and were
awarded a silver medal. After his father’s death, Carlo continued to operate the successful studio, publishing a catalogue,
and receiving a gold medal in 1900 at the Universal Exhibition in Paris. From 1879 onwards, Carlo played a very active
role in defense of photographers’ legal rights; 411 a controversial topic because even though photographers copyrighted
their work according to law, numerous reproductions were made without permission. 412
Little information is available on German-born Michele Mang. He moved to Rome and is mentioned in records
compiled by the papal police as occupying a studio in 1866 in Piazza di Spagna, a wise choice because the square was a
popular gathering place for English and German tourists. But he must have begun working as a photographer prior to this
because one of his extant portrait photographs is dated 1861. Around 1870 Mang took over the studio of his German
friend and photographer Oswald Ufer (1828-1883) where he remained until 1887. Aside from his photographic work,
408

Attribution of photographs to Carlo Brogi rather than to his father Giacomo is based on appraisals by Simon Lowinsky, New York, 20 August
1995.

409

Even though the identifying inscription Edizioni Brogi is missing, the caption letters and numbers are identical to those in Brogi’s photographs,
permitting the assumption that Brogi was the photographer.
410
411

Rosenblum (115) calls father and son “best known by far of the Italian view-makers...”
Zannier 25.

412

This was obviously an ongoing problem and led Brogi to publish an article with the telling title Una questione di moralita in the bulletin of the
Societa Fotografia Italiana dated October 1896 (Zannier 25, n. 55).
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Mang also invented a new photographic process which substituted the crystal support for positives with an easier-to-use
film and for which he requested a patent from the Ministero del Commercio Pontoficio (Ministry of Papal Business).
Mang initially specialized in portrait photography. There are a number of photographs of Roman aristocrats and
other notables, including a series of portraits of high-society Romans dressed in carnival costumes for a ball at the Villa
Borghese in 1866. Around 1865, Mang began photographing panoramic views and Roman architectural monuments. As
Piero Becchetti writes, although Mang’s portrait photographs are “not inferior” to those produced by his peers, his
panoramic photography, while technically competent and of “a precise and constant formality,” is not as inspired as that
of the more renowned vedutisti working in Rome. 413
Like Brogi’s picture of the Milvio Bridge, Mang’s photograph of the Supplicio Bridge is interesting today partly
because the banks of the Tiber River have since been built up to much greater heights in order to combat recurring
flooding; the gentle riverbanks shown in the photographs no longer exist.
Bibliography: n.a., La mostra del ritratto: riproduzioni fotografiche dello Stabilimento Giacomo Brogi, 1911; Becchetti
et al., 1971; Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978, p. 106; Gernsheim et al., 1979,
p. 147; Parry, 1979; Watson, 1980, pp. 19-21; Zannier, 1981; Browne and Partnow, 1983, p. 77;
Rosenblum, 1984; Auer and Auer, 1985, vol. 1, no pag.; Zannier and Costantini, 1985; Edwards, 1988, p.
84, 346; Becchetti, Fotologia 11 (Sept. 1989): 50-55; Eskind et al., 1995

413

Piero Becchetti, “Michele Mang, ‘nativo di Germania,’ fotografo a Roma,” Fotologia 11 (Sept. 1989): 55.
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Plate 70.

Michele Mang (active 1860s-1887), Rome, Supplicio Bridge (verso), ca. 1870
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Catalogue 67
Attributed to Carlo Brogi (active 1860s-after 1900 Florence)
Panorama of Ancona (recto) 414
Carlo Brogi (active 1860s-after 1900 Florence)
Florence, Panorama from near Monte alle Croci (verso), ca. 1875
Vintage albumen prints mounted on paper album page
19.5 x 25.2 cm print size (recto)
17.8 x 24.9 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.006
Inscribed:

On recto: Below image bottom-center 3952. ANCONA Panorama
On verso: Below image lower-left corner 3013. FIRENZE. Panorama preso dal Monte alle Croci.;
lower-right corner (Edizioni Brogi)

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

This panoramic view of Florence is particularly interesting because it documents vanished architectural
monuments. While the city skyline is basically the same today as it was when the photograph was taken, two of the three
bridges across the Arno River no longer exist. They were destroyed by the Germans in World War II; the only one left
standing after the war was the middle of the three, the Ponte Vecchio (Old Bridge).
Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985, vol.
1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995

414

Carlo Brogi is assumed to be the photographer because of the caption letters and numbers that are identical to all other photographs by Brogi in
this collection.
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Plate 71.

Carlo Brogi (active 1860s-after 1900 Florence), Florence, Panorama from near Monte alle Croci
(verso), ca. 1875

221

Catalogue 68
Carlo Brogi (active 1860s-after 1900 Florence)
Genoa, Panorama near S. Benigno (recto), ca. 1875
San Remo, Panorama near Cape Verde (verso), ca. 1875
Vintage albumen prints mounted on paper album page
19.9 x 23.6 cm print size (recto)
19.5 x 25.1 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.007
Inscribed:

On recto: Below image lower-left corner 8784.a GENOVA - Panorama preso da S. Benigno.; lowerright corner (Edizioni Brogi (with the ) cut off)
On verso: Below image lower-left corner 8725. SANREMO - Panorama preso dal Capo Verde; lowerright corner (Edizioni Brogi)

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985, vol.
1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995
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Plate 72.

Carlo Brogi (active 1860s-after 1900 Florence), Genoa, Panorama near S. Benigno (recto), ca. 1875
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Catalogue 69
Carlo Brogi (active 1860s-after 1900 Florence)
Lake Como, Panorama with a Second Bay (recto), ca. 1875
Lake Como, View of Cadenabbia from a Boat (verso), ca. 1875
Vintage albumen prints mounted on paper album page
19.8 x 23 cm print size (recto)
20 x 25.3 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.008
Inscribed:

On recto: Below image lower-left corner 9014. LAGO DI COMO - Panorama col secondo Bacino.;
lower-right corner Edizioni B (with the rogi) cut off)
On verso: Below image lower-left corner 9052. LAGO DI COMO - Veduta di Cadenabbia presa di
barca.; lower-right corner Edizioni Brogi

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985, vol.
1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995
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Plate 73.

Carlo Brogi (active 1860s-after 1900 Florence), Lake Como, View of Cadenabbia from a Boat (verso),
ca. 1875
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Catalogue 70
Unknown Italian
Verona, Tomb of the Scaligeri (recto) 415
Carlo Brogi (active 1860s-after 1900 Florence)
Como, Panorama of the City (verso), ca. 1875
Vintage albumen prints mounted on paper album page
25.5 x 18 cm print size (recto)
19.7 x 23.3 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.009
Inscribed:

On recto: Below image bottom-center Verona No 5490 Tomba degli Scaligeri On verso: Below image
lower-left corner 3861. COMO. Panorama della citta.; lower-right corner (Edizioni Bro (with the gi)
cut off)

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985, vol.
1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995

415

The caption letters and numbers and the placement of the inscription are identical to those in the photograph of St. Mark’s Cathedral in cat. 82
(verso). The photographer remains unknown.
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Plate 74.

Unknown Italian, Verona, Tomb of the Scaligeri (recto)
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Catalogue 71
Carlo Brogi (active 1860s-after 1900 Florence)
Florence, Palazzo Vecchio,Architecture of Arnolfo di Cambio (recto), ca. 1875
Florence, Via Cavour (animated view) (verso), ca. 1875
Vintage albumen prints mounted on paper album page
25.1 x 19.4 cm print size (recto)
25.2 x 19.9 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.010
Inscribed:

On recto: Below image lower-left corner 3034. FIRENZE. Palazzo Vecchio, architettura di Arnolfo di
Cambio.; lower-right corner (Edizioni Brogi)
On verso: Below image lower-left corner 8624. FIRENZE. Via Cavour. (veduta animata).; lowerright corner (Edizioni Brogi)

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page; on recto unidentified red spots
along upper and left edges; pencil marks upper-right corner

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985, vol.
1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995
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Plate 75.

Carlo Brogi (active 1860s-after 1900 Florence), Florence, Via Cavour (animated view) (verso), ca. 1875
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Catalogue 72
Carlo Brogi (active 1860s-after 1900 Florence)
Florence, Façade of the Cathedral (recto), ca. 1875
Unknown Italian
Florence, Pitti Palace, designed and built by Brunelleschi in 1440 (verso)
Vintage albumen prints mounted on paper album page
25.2 x 19.5 cm print size (recto)
17.7 x 24.6 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.012
Inscribed:

On recto: Below image lower-left corner 5407. FIRENZE. Facciata della Cattedrale; Prof. De-Fabris;
lower-right corner (Edizioni Brogi)
On verso: Below image bottom center 3037. FIRENZE. Palazzo Pitti, eretto sui disegni di Brunellesco
nel 1440.

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page; on recto lower-right a small
stained area; on verso top right a 0.5-cm and a 3-cm repaired tear

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Jones, Wonders..., 1976, p. 60; Becchetti, 1978; Gernsheim et al., 1979, p. 147; Parry, 1979;
Watson, 1980, pp. 19-21; Browne and Partnow, 1983, p. 77; Rosenblum, 1984; Auer and Auer, 1985,
vol. 1, no pag.; Zannier and Costantini, 1985; Eskind et al., 1995
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Plate 76.

Carlo Brogi (active 1860s-after 1900 Florence), Florence, Façade of the Cathedral (recto), ca. 1875
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Catalogue 73
Giovanni Crupi (active 1860s-1880s)
View of Mt. Etna, Taormina, Sicily, ca. 1865
Vintage albumen print
17.1 x 23.2 cm
Museum # 1996.23.18
Inscribed:

Below image lower-left corner Veduta dell’Etna Taormina; lower-right corner Giov. Crupi Fotog. Taormina N.o 684

Condition:

Fading along all edges; a 1-cm tear top-center; staining lower-right corner

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Even though Sicilian photographer Giovanni Crupi’s work is the best-represented in the collection, he is one of
the photographers least-discussed in the literature. 416 He seems to have specialized in topographical views. Two
photographic collections at the Getty Center Library in Los Angeles include his work: the fifteen Albums of European
Architecture, compiled by Boston architect Lester S. Couch around the turn of the century, and the Gary Edwards
collection of photographs of Greece. The majority of Couch’s collection consists of exterior and interior architectural
views, but there are also photographs of gardens, porcelains, and furniture. Edwards, a United States diplomat and
historian of early Greek photography, put together a collection of over one-thousand prints and slides, most of them
depicting sites and life in Greece and the Greek islands, but also ancient Greek sites outside of Greece as well as
monuments in Turkey and Egypt.
Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Jack Woody, Taormina: Wilhelm von
Gloeden, 1986; Edwards, 1988, p. 137; Vincenzo Galdi, Wilhelm von Gloeden, Wilhelm von Plüschow,
1991; Eskind et al., 1995

416

A brief entry on him in a catalogue of nineteenth-century photographers begins with, “nothing is known about this Sicilian photographer...”
(Gernsheim et al. 150). I am grateful to Laura Gasparini, Curator of Photographic Archive at the Biblioteca Panizzi in Reggio Emilia, for adding one
tidbit of information: Crupi probably taught Wilhelm von Gloeden (1856-1931) a German aristocrat who moved to Taormina in ca. 1876 and took up
photography. Von Gloeden’s fame rests on his erotic photographs of nude young men, sometimes masquerading as Greek youths of antiquity posed
with pan flutes, ancient pots, or grape leaves entwined in their hair.
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Plate 77.

Giovanni Crupi (active 1860s-1880s), View of Mt. Etna, Taormina, Sicily, ca. 1865
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Catalogue 74
Giovanni Crupi (active 1860s-1880s)
View of Mt. Etna, Taormina, Sicily, ca. 1865
Vintage albumen print
15.9 x 21.3 cm
Museum # 1996.23.19
Inscribed:

On verso: In pencil the number 683

Condition:

Tears and losses top-center; a 3-cm diagonal crease lower-right corner; considerable fading throughout,
but especially around all edges

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 78.

Giovanni Crupi (active 1860s-1880s), View of Mt. Etna, Taormina, Sicily, ca. 1865
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Catalogue 75
Giovanni Crupi (active 1860s-1880s)
Greek Theatre, Taormina, Sicily, ca. 1865
Vintage albumen print
17.1 x 22.9 cm
Museum # 1996.23.20
Inscribed:

Below image lower-left corner Teatro Greco TAORMINA; lower-right corner Giov. Crupi Fot.
Taormina N.o 1

Condition:

Fading along edges

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

This view of the Greek theatre is very similar to a photograph of the same site taken by Crupi’s illustrious peer
Giorgio Sommer. 417 Crupi chose a higher vantage point and was able to include a larger portion of the ruin.
Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995

417

Reproduced in Palazzoli, pl. 57.
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Plate 79.

Giovanni Crupi (active 1860s-1880s), Greek Theatre, Taormina, Sicily, ca. 1865
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Catalogue 76
Giovanni Crupi (active 1860s-1880s)
Cape S. Alessio, Taormina, Sicily, ca. 1868
Vintage albumen print
17 x 22.3 cm
Museum # 1996.38.5
Inscribed:

Below image lower-left corner Capo S. Alessio - Taormina; lower-right corner Giov. Crupi fotog.
Taormina N.o 518

Condition:

Fading along edges; a 0.3-cm tear at lower-left edge; left edge excised unevenly

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 80.

Giovanni Crupi (active 1860s-1880s), Cape S. Alessio, Taormina, Sicily, ca. 1868
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Catalogue 77
Giovanni Crupi (active 1860s-1880s)
Via Teatro Greco, Taormina, Sicily, ca. 1868
Vintage albumen print
24.7 x 18.5 cm sheet size
21.1 x 15.4 image size
Museum # 1997.13.4
Inscribed:

On verso: Lower-right corner a four-line stamp FOTOGRAFIA ARTISTICA/ CRUPI/Via Teatro
Greco/Taormina (Sicilia); lower-center in pencil the number 22

Condition:

Tears and losses upper-left and upper-right corners; considerable fading throughout; discoloration along
all edges

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1996

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 81.

Giovanni Crupi (active 1860s-1880s), Via Teatro Greco, Taormina, Sicily, ca. 1868
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Catalogue 78
Giovanni Crupi (active 1860s-1880s)
Street in Taormina, Sicily, ca. 1868
Vintage albumen print
23 x 16.9 cm
Museum # 1997.13.5
Inscribed:

Below image lower-left corner Strada in - Taormina; lower-right corner Crupi N.o 382

Condition:

Small tears and losses upper-left, upper-right and lower-left corners; considerable fading throughout

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1997

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 82.

Giovanni Crupi (active 1860s-1880s), Street in Taormina, Sicily, ca. 1868
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Catalogue 79
Giovanni Crupi (active 1860s-1880s)
Panorama with Castle Mola,Taormina, Sicily, ca. 1868
Vintage albumen print
16.9 x 23 cm
Museum # 1997.28.3
Inscribed:

Below image lower-left corner Panorama di Castel Mola; lower-right corner Giov. Crupi - Fotog. Taormina N.o 491

Condition:

Minor loss upper-right corner; considerable fading throughout

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1997

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 83.

Giovanni Crupi (active 1860s-1880s), Panorama with Castle Mola,Taormina, Sicily, ca. 1868
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Catalogue 80
Giovanni Crupi (active 1860s-1880s)
View of Mt. Etna, Taormina, Sicily, ca. 1868
Vintage albumen print
17.1 x 23 cm
Museum # 1997.42.8
Inscribed:

Below image lower-left corner Veduta dell’Etna - Taormina; lower-right corner Giov. Crupi - fotog. Taormina N.o 639

Condition:

Small losses upper-left, upper-right and lower-left corners; creases along left edge; considerable fading
along left and right edges

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1997

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 134, 150; Rosenblum, 1984; Woody, 1986; Edwards, 1988, p.
137; Galdi, 1991; Eskind et al., 1995
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Plate 84.

Giovanni Crupi (active 1860s-1880s). View of Mt. Etna, Taormina, Sicily, ca. 1868

247

Catalogue 81
Unknown Italian
View of a Street with an Arch, ca. 1870
Vintage albumen print
20.3 x 27.5 cm
Museum # 1997.28.4
Inscribed:

No inscription

Condition:

Slight creases and considerable fading throughout; a 0.8-cm tear at upper edge

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1997

Bibliography: Coke, 1975; Rosenblum, 1984; Ramage and Ramage, 1996

248

Plate 85.

Unknown Italian, View of a Street with an Arch, ca. 1870
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Catalogue 82
Unknown Italian
Procession of Horse-Drawn Carriages on Lungo Arno, Florence (recto)
Unknown Italian
Venice, St. Mark’s Cathedral (verso)
Vintage albumen prints mounted on paper album page
19.5 x 25.2 cm print size (recto)
18.4 x 25.2 cm print size (verso)
24.1 x 31.6 cm mount size
Museum # 1995.022.011
Inscribed:

On verso: Below image bottom center Venezia No 5495 S. Marco

Condition:

Fading along edges of both prints; cloth-taped glued edge on album page; on recto bottom-center a 1-cm
tear

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1995

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 86.

Unknown Italian, Procession of Horse-Drawn Carriages on Lungo Arno, Florence (recto)
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Catalogue 83
Unknown Italian
Houses along the Via Ponte Sisto, 1887
Gelatin silver print from vintage negative
28.7 x 38.5 cm print size
Museum # 1999.28.1
Inscribed:

On recto: In image along right edge CASE DI. VIA. PONTE. SISTO. SETTEMBRE 1887 (in reverse)
On verso: At upper-right hand-written in dark-brown ink Case di Via di Ponte Sisto

Condition:

Excised irregularly close to image

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 87.

Unknown Italian, Houses along the Via Ponte Sisto, 1887
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Catalogue 84
Unknown Italian
Piazza Ponte Sisto and Via Benedetta, 1887
Gelatin silver print from vintage negative
28.8 x 38.5 cm print size
Museum # 1999.28.2
Inscribed:

On recto: Along left edge Piazza.Ponte Sisto. e Via Benedetta. 2 Settembre 1887 (in reverse); in image
bottom-left PIAZZA. PONTE SISTO. E VIA BENEDETTA Settembre 1887. (date in two lines) (in
reverse)
On verso: At upper-right hand-written in dark-brown ink Piazza Ponte Sisto e Via Benedetta (by the
same hand as in cat. 86)

Condition:

Excised irregularly close to image; minor creases upper-right, bottom-right, and bottom-left corners

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 88.

Unknown Italian, Piazza Ponte Sisto and Via Benedetta, 1887
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Catalogue 85
Unknown Italian
Rome, Spanish Steps and Church of Trinità dei Monti, ca. 1890
Gelatin silver print from vintage negative mounted on paper album page
28.3 x 37.6 cm print size
36.4 x 51.9 cm mount size
Museum # 1999.28.16
Inscribed:

On recto below image bottom-center 590 - Roma - Scalinata della Trinita de’ Monti

Condition:

Creases along upper and lower edges; minor loss upper-left corner; minor sepia losses throughout; white
accretion lower center

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 89.

Unknown Italian, Rome, Spanish Steps and Church of Trinità dei Monti, ca. 1890
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Catalogue 86
Unknown Italian
Piazza Bocca della Verita, Temple of Vesta and Fountain, ca. 1890
Gelatin silver print from vintage negative mounted on paper album page
26.3 x 36.9 cm print size
35.6 x 51.2 cm mount size
Museum # 1999.28.17
Inscribed:

No inscription

Condition:

Cut to image; minor creasing throughout upper-third area of image; two small tears along left edge;
creases bottom-left and bottom-right corners

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

Bibliography: Coke, 1975; Gernsheim et al., 1979, p. 38; Rosenblum, 1984; Piero Becchetti, Roma: nelle fotografie
della Fondazione Marco Besso, 1850-1920, 1993, pp. 35-37
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Plate 90.

Unknown Italian, Piazza Bocca della Verita, Temple of Vesta and Fountain, ca. 1890
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Catalogue 87
Unknown Italian and Portuguese
Album of cartes-de-visite, ca. 1880
Vintage albumen prints window-mounted four per paper album page
Hand-embossed brown morocco cover with two brass closures
31.5 x 24 x 6 cm
Museum # 1999.28.29 to 1999.28.153
Inscribed:

On flyleaf upper-right in pencil in three lines Beautiful Travel album/belonging to artist C. H.
TURNER/CIR 1880's.; beneath inscription in pencil the number 62

Condition:

Torn spine; abraded leather cover; partial brass closures

Provenance:

Dr. James E. and Debra Pearl
Gift of the Dr. James E. and Debra Pearl Photograph Collection in 1999

All of the cartes de visite in this album are portraits. Of the few cartes whose verso is visible, only two were
taken by Italian photographers, both Romans--G. Borelli and Fratelli d’Alessandri. It is not possible to determine the
names of other photographers without dismantling the album.
Bibliography: Coke, 1975; Rosenblum, 1984
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Plate 91.

Unknown Italian or Portuguese, Album of cartes-de-visite, ca. 1880
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Catalogue 88
Vittorio Reggianini (Modena 1853/58- ?)
Pleasant News
Oil on canvas
54.8 x 39 cm
Museum # 1989.033.033
Signed:

Lower-left corner VReggianini
On verso: Upper-left corner a red-rimmed label with the name Reggianini; a second label inserted into
frame stating in seven lines No. 76/REGGIANINI (V.)/Florence/Pupil of School of Fine Arts/Gold
Medals, Naples, Rome and Florence/Member Academy of Rome/Pleasant News/Size 14 x 21

Condition:

Negligible abrasions along top, right and bottom edges; minor accretions near left-center edge and close
to bottom-center

Provenance:

John M. and Glenn W. Wallace
Gift of the John M. and Glenn W. Wallace Estate in 1989

The scant information available on this artist indicates that he studied at the Academy of Painting in Modena and
later joined the teaching staff of this institution. 418 Reggianini’s polished academic manner is as technically skillful as his
presentation is conservative. He was doubtlessly aware of new artistic trends like the exciting experimentations of
Impressionists in France or, closer to home, the Macchiaioli’s challenge to academic painting. 419 That, late in the century,
he continued producing paintings with Empire-style trappings popular in the early to mid-1800s says as much about the
conservatism of his appreciative clientele as it does about his astute business sense. The medals his paintings earned him
at several exhibitions corroborate his success. His “shining career” and his popularity with high-society Florentines of the
Italian belle epoque is commented upon by Graziella Martinelli Braglia. 420 Braglia also mentions Reggianini’s
indebtedness to Mariano Fortuny y Carbo (1838-1874) in terms of his exquisite handling of color and light. 421

418

There are only two paintings by Reggianini mentioned regularly in reference works. One, reproduced in Comanducci, bears the title The Sad
Mother and is a sentimental reworking of the well-known theme of the Virgin Mary contemplating the fate of her child (Dizionario Illustrato dei
Pittori, Disegnatori e Incisori Italiani Moderni e Contemporanei, 3rd ed. [Milan: Leonilde M. Patuzzi Editore, 1962] 1571). The other, in the
collection of the city museum at Mainz, is a genre scene dated 1901 and entitled Alter schützt vor Torheit nicht (There is no fool like an old fool), an
allegory on the silliness of old men in their dealings with young women. Occasionally, Reggianini’s paintings appear in auction catalogues–
Sotheby’s New York offered The Recital on 4 May 1979 (lot 178), and Teasing on 3 November 1999 (lot 85). All have in common exquisite
Empire-style interiors, furnishings, and stylishly-dressed high-society types.
419

The Macchiaioli were a group of Florentine artists who came together in the mid-nineteenth century against the background of the Risorgimento,
the name for a political movement that sought to unify Italy and establish an independent nation. Critics disparagingly called them I Macchiaioli in
reference to the manner in which they applied paint–in blobs or patches. The Macchiaioli, most of whom became soldiers in the war against Austrian
occupation in 1859, considered themselves iconoclasts and thought of their work as a reaction against the rigidity of orthodox academic painting.
They painted unpretentious scenes of everyday life, unencumbered by references to ancient history, mythology, or to Italy’s great artistic heritage.
As one of them wrote, “After the 1848 revolution, a great many young artists turned their backs on the academies and academic rules. They accepted
one teacher only: nature, just as she is, untrammelled by scholastic formulas” (Telemaco Signorini qtd. in Lionello Venturi, Italian Painting from
Caravaggio to Modigliani, trans. Stuart Gilbert [Geneva: Albert Skira, 1952] 113).
420

“Il Premio Poletti per la pittura (1872-1904): un capitolo di ‘accademia’ fine Ottocento in Modena,” Musei Ferraresi Bollettino Annuale 9/10
(1979-1980): 238.
421

Fortuny was a Spanish painter who worked for a time in Rome and who became famous throughout Europe for his large-scale history and genre
scenes in daring and brilliant colors. In 1874, art lovers in London and Paris proclaimed him “the greatest painter of his time” (Thieme and Becker,
vol. 12, 232).

262

The UMFA’s work shows the sitter in an interior furnished in the Empire style. The scene is a mixture of highsociety portrait and genre in the Dutch tradition--the painting of Venus and Cupid behind the sitter functions as an
allegorical reference to love and permits the viewer to guess at the contents of the letter which the elegantly-clad reader
holds in her hand.
Bibliography: Thieme and Becker, 1907-1950, vol. 28, p. 84; Ernst Neeb, “Bericht über die Vermehrung der städtischen
Gemäldegalerie und Kupferstichsammlung vom 1. April 1917 bis 1. April 1921. A. Gemäldegalerie,”
Mainzer Zeitschrift 15-16 (1920-1921): 39-43; n.a., Verzeichnis der Gemäldesammlung der Stadt Mainz
im Kurfürstlichen Schloss, 1925, p. 51, no. 663; Bénézit, 1966, vol. 7, p. 151; Comanducci, 3rd ed., 1962,
p. 1571, 1574; Graziella Martinelli Braglia, Musei Ferraresi Bollettino Annuale 9/10 (1979-1980): 229250
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Plate 92.

Vittorio Reggianini (Modena 1853/58- ?), Pleasant News
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Catalogue 89
Giuseppe Aureli (Rome 1858-1929 Anzio)
An Oriental Beauty
Watercolor, gouache, pencil and crayon on wove paper
38.2 x 54.3 cm
Museum # 1926.036
Signed:

In image lower-right corner in two lines G Aureli/Roma.
On verso: Lower-left corner handwritten in black ink “An Oriental Beauty”, the printed number 39638,
a blue-ink stamp of a star with five points, with the number 15/22 beneath handwritten in pencil

Condition:

Negligible abrasions center-right; on verso three glue spots along upper edge

Provenance:

Edward Bartlett Wicks
Gift of Edward Bartlett Wicks in 1926

Giuseppe Aureli painted genre scenes, anecdotal histories, portraits of the Italian royal family, and Orientalist
images like the UMFA’s. As Gerald Ackerman writes, 1798--the year in which Napoleon invaded Egypt--is the date that
is generally considered the beginning of Orientalist art. Artists who accompanied the French army returned with accurate
depictions of Egyptian architecture and daily life that were received with great interest and gave rise to a steady stream of
European artists travelling widely throughout North Africa and the Middle East.
In his introductory comments on Orientalist painting, Ackerman separates “true” Orientalists from artists who
merely dabbled in this style or who copied the works of their more intrepid peers, those who had actually journeyed in
North Africa or the Middle East and recorded their observations. Aureli did not visit the Orient; instead, he relied on
photographs, engravings and exotic objects for painting his harem scenes and Arab bazaars. 422 He should therefore be
categorized as a late and one of “the most minor... pseudo-Orientalists” who merely painted in this manner because of the
popularity of the style. 423 The known Orientalist paintings by Aureli are of sensual odalisques, harem women who are
posed in garden or interior settings. 424 Aureli’s preferred medium is watercolor and the UMFA’s painting is typical of his
style--it is a pretty scene executed with precise technique, great attention to detail, and delicate coloring. 425 An astute
scholar recently commented that “the same hothouse plants are inevitably found” in Aureli’s paintings, which indicates
that they were permanent trappings in the artist’s studio. 426
Bibliography: Angelo de Gubernatis, Artisti Italiani Viventi. Pittori, Scultori e Architetti, 1892; Thieme and Becker,
1908, vol. 1, pp. 254-255; Comanducci, 1962, vol. 1, p. 84; Bénézit, 1966, vol. 1, p. 294; Mario

422
423

Caroline Juler, Les Orientalistes de l’ecole Italienne (Paris: ACR Edition Internationale, 1987) 20.
Gerald Ackerman, American Orientalists (Paris: ACR Edition, 1994) 8-9.

424

The Witt Library at The Courtauld Institute of Art seems to have the most extensive records on Aureli’s surviving oeuvre, including ten
Orientalist images. I am grateful to Dr. Anthea Brook for providing this information.
425

One entry in an artists’ dictionary comments that Aureli’s “minute exactitude and rich detail” are the special qualities of his work, but also the
limit of his abilities (Saur Allgemeines Künstlerlexikon. Die Bildenden Künstler aller Zeiten and Völker [Munich and Leipzig, K. G. Saur, 1992]
vol. 5, 667).
426

Juler 20.

265

Monteverdi, Storia della pittura italiana dell’Ottocento, 1975, vol. 3, p. 176; Juler, 1987, pp. 20-21; Saur,
1992, vol. 5, p. 667; Ackerman, 1994
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Plate 93.

Giuseppe Aureli (Rome 1858-1929 Anzio), An Oriental Beauty
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Catalogue 90
Emilio Mazzoni Zarini (Florence 1869-1949 Florence)
Girl with Fur-Trimmed Hat, 1915
Etching on laid paper
37.4 x 27.5 cm sheet size
29.2 x 19.4 cm plate size
Museum # 1972.057.005.002
Signed:

Below plate in pencil lower-right corner in two lines E Mazzoni Zarini/1o Febb. 1915; below plate in
pencil at bottom-left edge AP(?) Col. M. Goff. E Mazzoni.Zarini 1. 2. .915.

Condition:

Creases along entire left and bottom plate edges

Provenance:

Ferdinand Roten Galleries, Baltimore, MD
E. Frank Sanguinetti
Gift of E. Frank Sanguinetti in 1972

Despite a generational gap, the art of Emilio Mazzoni Zarini refers to that of the Macchiaioli in regard to the
clarity and realism of his compositions. His etchings caught the eye of leading Macchiaiolo Giovanni Fattori (1825-1908)
who had begun using this medium towards the end of the century. Encouraged by Fattori, Emilio worked almost
exclusively as an etcher from 1906 onwards. He exhibited his prints continuously at national and international
exhibitions, and his talent was acknowledged in 1938 when he was awarded first prize in the national contest “Citta di
Orvieto.”
The UMFA’s etching is typical of Emilio’s delicate manner and objective observation. Whether images of rural
life or sensitively rendered portraits, his prints exude sincerity of feeling enhanced by spontaneity of execution, which is
in keeping with Macchiaioli tenets.
Bibliography: n.a., Ausstellung Italienischer Kunst von 1800 bis zur Gegenwart (exhibition catalogue), 1937, p. 47;
Luigi Servolini, Dizionario Illustrato degli Incisori Italiani Moderni e Contemporanei, 1955, pp. 515-516;
Vollmer, 1956, vol. 3, p. 359; Comanducci, 3rd ed., 1962, vol. 3, pp. 1147-1148
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Plate 94.

Emilio Mazzoni Zarini (Florence 1869-1949 Florence), Girl with Fur-Trimmed Hat, 1915
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Catalogue 91
Gennaro Favai (Venice 1879-1958 Venice)
Harbor Scene
Pencil, pen and ink wash on paper mounted on cardboard
33.5 x 43 cm
Museum # 1926.053
Signed:

In image lower-right corner in pen G. Favai.

Condition:

Cut to the image; tear and loss top-center; cockling throughout

Provenance:

Edward Bartlett Wicks
Gift of Edward Bartlett Wicks in 1926

Charles Borgmeyer, the author of a flowery article dated 1912, calls Gennaro Favai “an indefatigable ‘chercheur’;
a great enthusiast, a born artist, hot blooded, with fire in his veins [who] sees beauty as a child” and paints with an
“enthusiasm that only the naive and simple can have.” 427 Favai began his career by copying old masters, particularly
works by fellow-Venetian Carpaccio (1455/60-1525/26) whose handling of light and color he admired. At age fifteen
Favai entered the Academy of Venice, but was asked to leave after a brief period of study because he was considered an
inept pupil. 428 Undeterred, he entered his work a year later in a Florentine exhibition. In the following years he
participated in exhibitions at Paris, London, Munich, Dresden and Venice and received medals in St. Louis and Barcelona.
Favai’s oeuvre includes etchings and lithographs, but his preference was painting nostalgic views of Venice. The
UMFA’s sketch is probably a preparatory study for one of Favai’s vividly colored tempera paintings–those “symphonies
of light” that left such a strong impression on Borgmeyer, Favai’s ardent and most loquacious fan. 429
Bibliography: Borgmeyer, Fine Arts Journal 26-27 (April 1912): 226-240; Vollmer, 1955, vol. 2, p. 80; Servolini, 1955,
pp. 314-315; Comanducci, 3rd ed., 1962, vol. 2, pp. 674-675; Bénézit, 1966, vol. 3, p. 686

427

“The Art of Gennaro Favai–The Venetian Process of Tempera Painting,” Fine Arts Journal 26-27 (April 1912): 234, 228.

428

Comanducci, vol. 2, 675. In an interview, Favai said that “I did not find what I was looking for, nor did the Academy find me to their taste, and I
was definitely sent away, without a chance of ever being able to take up such studies again” (Borgmeyer 231).
429

Borgmeyer 232. One of Favai’s brightly-colored cityscapes, Skyscrapers at Sottomarina near Venice, was reproduced on the cover of The
Literary Digest, 25 April 1931.
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Plate 95.

Gennaro Favai (Venice 1879-1958 Venice), Harbor Scene
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Catalogue 92
Alberto Magnelli (Florence 1888-1971 Meudon, France)
Stones, 1934
Lithograph (book plate) on wove paper
28.1 x 22.6 cm sheet size
21.4 x 16.5 cm plate size
Museum # 1974.054
Signed:

Below image lower-right corner in pencil Magnelli

Condition:

On verso glue line along entire left edge

Literature:

Anne Maisonnier et al., Magnelli. L’oeuvre gravé, 1980, p. 7, cat. 1 430

Provenance:

Lords Gallery, Ltd., London
Purchased in 1974 from Lords Gallery, Ltd., London, with funds from Friends of the Art Museum

The dramatic changes in visual representations begun by Impressionists in the nineteenth century evolved at the
beginning of the 1900s into previously unimagined forms. Avant-garde artists abandoned faithful representations of the
material world in favor of elemental abstract depictions of form, an effort perhaps best-defined by Cubist Juan Gris who
said that his only interest was to create forms that did not refer to any existing objects. This revolutionary approach to
artistic creation mirrors the social turmoil and earthshaking scientific discoveries at the beginning of the twentieth century
that completely altered humans’ perceptions of reality. Max Planck’s quantum theory, Albert Einstein’s theory of
relativity, and Sigmund Freud’s psycho-analytical publication The Interpretation of Dreams, created an awareness of
invisible material reality and psychological realms beyond human control; thus challenging the enduring Renaissance
precept of humans as the measure of all things. How to express these separate, and in themselves abstract and invisible,
realities was the challenge to which avant-garde artists responded with various stylistic experimentations that are
indicative of their struggles to express these new constructs, although traditional artistic production by no means ended.
Alberto Magnelli was one of the first Italian artists to experiment with a new pictorial language. Magnelli was
self-taught and claimed the great fourteenth-century Italian masters as his teachers. His success at the Biennale in Venice
in 1911, where one of his paintings was accepted and sold, encouraged him to take up painting full-time. When he visited
Paris for the first time in 1914, he met Picasso, Leger, Apollinaire and other avant-garde leaders. From his return to
Florence in 1915 until 1931, Magnelli vacillated between complete abstraction and representational, albeit simplified
forms. In 1931, after a visit to the marble quarries at Carrara, he began painting a series entitled Stones that records
marble blocks of immense size breaking off and crashing to the ground. The series is stylistically important because it
signals Magnelli’s return to rigorous abstraction. He continued working on this cycle until 1934, one year after he
returned to Paris to live there permanently. The aspects that remain a constant in Magnelli’s style are apparent in the
etching of Stones that is reproduced in the UMFA’s lithograph 431–geometrical and free-form lines that create massive,
rhythmically ordered shapes of a “solemn dignity.” 432

430

The image reproduced and discussed by Maisonnier is an etching, whereas the UMFA’s print is a book plate with the same measurements as the
etching.
431

The etching was included in two albums published in 1935 of prints by major European artists like Calder, de Chirico, Ernst, Giacometti,
Kandinsky, Leger, Miró, and Picasso, among others (Maisonnier [1980] 7).

432

Werner Haftmann, Painting in the Twentieth Century, vol. 1 (New York: Frederick A. Praeger, 1965) 287.

272

Bibliography: Bénézit, 1966, vol. 5, pp. 693-694; Haftmann, 1965, 2 vols.; Nello Ponente, Alberto Magnelli, 1973;
Anne Maisonnier, Alberto Magnelli. L’Oeuvre peint. Catalogue raisonné, 1975; Daniel Abadie, Alberto
Magnelli. A Florentine Painter, 1888-1971 (exhibition catalogue), trans. David Rattray, 1985; Daniel
Abadie et al., Magnelli, 1989
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Plate 96.
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Marino Marini (Pistoia 1901-1980 Viareggio)
Ceramica II, 1955
Lithograph on wove paper
66.2 x 50.5 cm sheet size
Museum # 1969.017.003.003
Signed:

In image lower-right corner in pencil MARINO; lower-left corner 12/75
On verso: A label from Ferdinand Roten Galleries, Baltimore, MD, stating Color Lithograph S.E.D. 75

Condition:

Small abrasion center-right

Literature:

Douglas Cooper, Marino Marini, 1959, plate XIII; Patrick Waldberg et al., Marino Marini. Complete
Works, 1970, p. 455, pl. 67, p. 456, no. 67; Giovanni Carandente and L. F. Toninelli, Marino Marini
Lithographs 1942-1965, trans. Barbara Luigia La Penta, 1968, p. 115, pl. 61, p. 164, cat. 61

Provenance:

Ferdinand Roten Galleries, Baltimore, MD
Purchased in 1969 from Ferdinand Roten Galleries, Baltimore, MD, with funds from Friends of the Art
Museum

Marino Marini is celebrated as one of the most important sculptors of the twentieth century, mentioned in the
same breath with other European greats like Alberto Giacometti, Henry Moore, or Fritz Wotruba. 433 Marini chose
sculpting as his primary means of expression in the late 1920s but continued making paintings and prints, sometimes to
explore the essence of an object before beginning his sculptural work, but often as images independent of threedimensional constructions. Much of his oeuvre is a conscious reworking and expanding of previously explored themes. 434
Especially the Horse and Rider designs convey Marini’s increasingly tragic world view; they express his fear of societal
disintegration. Marini himself describes his emotions as similar to those of ancient Romans who witnessed imperial
Rome falling to invading barbarians. 435
When Marini was asked about the recurring theme of the horse and rider in his art, he said that they “...express the
torment caused by the events of this century. The uneasiness expressed by my horses increases with each new version; as
for the rider, he is always more tired. He has lost his authority over his mount, and the disasters to which he succumbs
resemble those that destroyed Sodom and Pompeij.” 436 Marini’s apocalyptic vision is hardly surprising, considering that
he began the Horse and Rider series in 1936, three years after Adolf Hitler and his National Socialist party assumed
unchallenged control over Germany. The second world war that followed left Europe in shambles and caused social,
economic, and cultural havoc of biblical proportions. Marini himself suffered the loss of his studio in Milan in a bombing
attack.

433

Otto Breicha and Renate Maruschko, Giacometti, Marini, Moore, Wotruba. Vier Klassiker der Modernen Plastik (Graz: Print & Art, 1994) 5.

434

As Herbert Read remarks, “The great artist, with what to the uncreative amateur must seem to be a monotonous insistency, will limit himself to a
very few motives.” Except for a smattering of portraits, Marini’s oeuvre “...has been almost exclusively limited to two themes: the female figure and
the rider and horse, both symbolic” (in Waldberg et al., 1970, 10-11).

435
436

Werner Hofmann, Marino Marini. Malerei und Graphik (Teufen, Switzerland: Verlag Arthur Niggli, 1960) XVII.
G. di San Lazzaro, Homage to Marino Marini (New York, NY: Tudor Publishing Company, 1975) 11.
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The UMFA’s image is part of a series of eighty numbered and signed lithographs published in 1956 by the
Mourlot printing house in Paris. 437 Bold, thick outlines create tense forms of arrested mobility. Color spots contained in
the lines add to the rhythm and abstract grace of the figures.
Bibliography: Vollmer, 1955-, vol. 3, p. 326; Werner Hofmann, L’Opera Grafica di Marino Marini, 1960; Hofmann,
1960; Bénézit, 1966, vol. 5, p. 784; di San Lazzaro, 1975; Carla Schulz-Hoffmann, Marino Marini.
Druckgraphik: Werkkatalog, 1976; Breicha and Maruschko, 1994
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It is similar to a lithograph entitled Ceramica I, also dated 1955, except for differently-colored figures and the black halo that surrounds them
(Carandente and Toninelli, pl. 60).
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Federico Righi (Trieste 1908-1986 Rome?)
Study for Ovid’s ‘Ars Amatoria’
Charcoal, pencil and oil on heavy wove paper
49.1 x 37.8 cm
Museum # 1974.019
Signed:

In image lower-left corner in pencil STudio per OVIDIO; in charcoal lower-right corner RIGHI

Condition:

Minor losses and rust spots from thumbtacks in each corner; glue line along upper edge

Provenance:

Ferdinand Roten Galleries, Baltimore, MD
Purchased in 1974 from Ferdinand Roten Galleries, Baltimore, MD, with funds from Friends of the Art
Museum

This “tender portrait of women... serenely grave and immersed in the silence of antiquity...” by Federico Righi is
ancient Roman poetry visualized. 438 Righi’s inscription refers to Ovid (43 B.C.-A.D. 17), or Publius Ovidius Naso, his
full name, a prolific early Roman poet. Ovid’s most popular work is the Ars Amatoria, or The Art of Love, which has been
described by one scholar as “a literary seducer’s manual...” 439 It gives in-depth advice on how to ravish the ladies,
particularly those already married. Eventually, this poem and its unabashed endorsement of adultery, as well as an
unspecified indiscretion, raised the ire of Emperor Augustus who banished Ovid in A.D. 8 to the remote outpost of Tomis
in Moesia, today’s Serbia and Bulgaria. Here, instead of being celebrated as one of Rome’s literary lights, Ovid spent
much of his time worrying about enemy raids and writing self-abasing pleas to be allowed to return. He died in exile
without ever seeing his beloved Rome again.
Federico Righi was a self-taught artist who drew on sources old and new--he referred to the work of van Gogh,
Gauguin, Cezanne, dallied with Futurism and Cubism, but also looked back to early masters like Giotto, Uccello and the
anonymous mural painters of antiquity. His experimentation with various materials was equally broad--aside from easel
paintings his oeuvre includes book illustration, engraving, lithography, and large-scale frescoes.
The UMFA’s drawing of two slightly stylized Roman women bathing beneath water spouts is an obvious nod to
ancient sources; they remind one of fourth-century Etruscan wall decorations, as does the coarsely applied off-white paint
that mimics the roughness of a wall.
Bibliography: Stefano Cairola, ed., Arte Italiana del nostro tempo, 1946, pp. 79-80; Vollmer, 1955-, vol. 4, p. 69;
Comanducci, 1962, vol. 4, p. 1596; Ugo Galetti, Pittori e Valori Contemporanei, 1963; Bénézit, 1966,
vol. 7, p. 245; n.a., Federico Righi: dipinti e disegni, 1966

438
439

Claudia Refice qtd. in n.a., Federico Righi: dipinti e disegni (Milan: Edizioni Gian Ferrari, 1966) n. pag.
Peter Green, trans. Ovid. The Erotic Poems (London: Penguin Books, 1982) 21.
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Catalogue 95
Leonor Fini (Buenos Aires 1908-1996 Paris)
L’Absente (The Absent One)
Lithograph on wove paper
64.9 x 49.9 cm sheet size
50.5 x 37.6 cm image size
Museum # 1982.151
Signed:

In pencil lower-right corner below image Leonor Fini; in pencil lower-left corner the number 188/225
On verso: In pencil bottom-center L’Absente.; lower-right corner in pencil the number M 2874

Condition:

Slight discoloration throughout

Provenance:

Charles Goldberg
Gift of Mr. and Mrs. Charles Goldberg in 1982

Leonor Fini, like many of her twentieth-century peers, was one of the transcultural artists who received their
initial training in Italy but whose life and work transcends national borders. After studying in Triest and Milan, where she
came under the influence of Futurist artists like Carlo Carra, she moved to Paris in 1932. Here, Picasso’s “Rose period”
work impressed her greatly, but the dominating influence were Surrealist artists like Max Ernst, with whom she formed a
lasting friendship, and Giorgio di Chirico. 440 Fini had a distinguished career as a painter, etcher and book illustrator, and
she also was in high demand as a stage and costume designer for such illustrious venues as La Scala in Milan and the
Paris Opera House. She was a member of the Royal Academy of Belgium and received an honorary doctorate degree
from the University of Triest.
Fini’s infatuation with fantastic elements continued throughout her life. The museum’s lithograph vaguely refers
to surrealist preoccupation with the subconscious, but could also present one of Fini’s “...young women... resembling
fairies or witches, often exuding a kind of Joan of Arc mystique.” 441 The title of the print doubtlessly refers to the
withdrawn expression of the sitter; the disturbing colors and erratic brushstrokes may allude to her in a psychological
sense.
Bibliography: Vollmer, 1955-, vol. 2, p. 107; Marcel Brion, Leonor Fini et son Oeuvre, 1955; Comanducci, 3rd ed.,
1962, vol. 2, p. 711; Galetti, 1963, pp. 164-165; n.a., Leonor Fini (exhibition catalogue), 1965; Bénézit,
1966, vol. 3, p. 756; Jean-Paul Guibbert, Leonor Fini. Graphique, 1971; Constantin Jelenski, Leonor
Fini, 1968 and 1972; n.a., Who’s Who in France 1993-1994, 1955-, vol. 25, p. 700; Wolfgang Saure,
Leonor Fini: Kunsthaus Dr. Hans Hartl (exhibition catalogue), 1993; Riding, New York Times
Obituaries 26 January 1996: B9; n.a., Leonor Fini (exhibition catalogue), 1997

440
441

Who wrote the preface to an exhibition of Fini’s works in 1937 at the Julian Levy Gallery in New York.
Alan Riding, “Leonor Fini, 87, Set Designer And a Painter of the Fantastic,” New York Times Obituaries 26 January 1996: B9.
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Renato Guttuso (Baghiera, Palermo 1912-1987 Rome)
Adam and Eve
Pen and ink on wove paper
48.4 x 32.6 cm
Watermark: RAFFAELLO C. M. FABRIANO along top and bottom edges of sheet
Museum # 1971.017.001
Signed:

In image lower-right corner in pen Guttuso
On verso: Upper-center in pencil the number 65; lower-right corner in pencil the number 5

Condition:

Negligible foxing top-center; a 7-cm diagonal crease lower-left corner; slight discoloration along all
edges; glue line along upper edge; two glue spots upper-left and upper-right

Provenance:

Zabriskie Gallery, New York, NY
Purchased in 1971 from Zabriskie Gallery, New York, NY, with funds fromFriends of the Art Museum

Bernard Berenson, an influential art historian of the twentieth century, called Renato Guttuso “the last painter in
the great tradition of Italian art.” 442 Guttuso’s art has been celebrated for its vigorous use of color, powerful stylization,
and social message; it is unique for its inseparable blend of political significance and poetical value. 443 Guttuso has been
compared to the great French masters Jacques-Louis David (1748-1825) and Eugène Delacroix (1798-1863) and their
ability to reinvigorate history painting, and to Gustave Courbet (1819-1877) whose celebration of the common laborer he
continued. Guttuso’s work has been constantly exhibited in major European cultural centers, but he is far less-known in
the U.S. John Richardson suggests that the reason for this is two-fold--Guttuso’s rejection of non-representational art at a
time when it was the preferred mode of expression, and his outspoken life-long support of Communism. 444 At the time of
his death he had become a national figure in Italy, and the writer of his obituary calls him “the most important Marxist
artist in Western Europe.” 445
Guttuso stands out among twentieth-century Italian artists for his personal courage as much as for the creative
energy of his politically-charged figurative art. He was a member of the Corrente movement, a group formed in the late
1930s by Italian artists to protest Italy’s political, cultural, and intellectual degeneration. 446 Specifically, these artists
targeted the work of the Novecento Italiano group, artists whose blend of “phony” academic classicism and “pseudorealism” earned them the approval of Mussolini’s fascist regime. 447 Guttuso also belonged to the Italian Communist Party
and was anti-Fascist at a time when such political leanings were dangerous. A few years before the end of World War II,
Guttuso practiced what he preached and became a resistance fighter himself. Throughout his life, he used his work to
442

Qtd. in John Richardson, “Vast and Various yet Steady: The Art of Renato Guttuso,” Arts Magazine 57.10 (June 1983): 126.

443

As commented upon by Carlo Levi on the occasion of a major exhibition in 1967 in Berlin (Carlo Levi and Peter H. Feist, Renato Guttuso.
Gemälde, Aquarelle, Zeichnungen aus den Jahren 1940 bis 1966 [Berlin: Ministerium für Kultur, Deutsche Akademie der Künste zu Berlin, 1967] n.
pag.).
444
445
446
447

Richardson 126-127.
Peter de Francia, “Renato Guttuso,” Art Monthly 104 (Mar.1987): 20.
Lothar Lang, Renato Guttuso (Berlin: Henschelverlag, 1968) 12.
Lang 6.
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protest and draw attention to the atrocities of the times, from fascist murders of Italian resistance fighters to war crimes
committed by American troops in Vietnam.
Guttuso has sometimes been accused of being retrograde because of his rejection of non-objective art. That he
consciously chose to express himself figuratively, rather than out of ignorance of new means of expression, is obvious
when one considers that he co-founded the Fronte Nuovo delle Arti (New Art Front) whose avant-garde members made a
point of keeping abreast of international art trends. Guttuso himself maintained close friendships with leading twentiethcentury masters like Giorgio di Chirico and especially Picasso, whom he met in 1946 when both attended the World
Congress for Peace in Breslau, Germany.
The UMFA’s drawing shows off Guttuso’s superb and expressive draughtsmanship. One might say that the sense
of motion, rather than the figures, is the primary subject of this study. A man kneels before a barely-indicated nude
female torso. His head and left arm with tense fingers are raised heavenwards in an urgent appeal. The sketch is an
example of Guttuso’s talent to draw “... with the easy sweep of a bird in flight...” 448
Bibliography: Vollmer, 1955-, vol. 2, pp. 341-342; Galetti, 1963, pp. 200-202; Kindlers Malerei Lexikon, 1965, vol. 2,
pp. 829-831; Bénézit, 1966, vol. 4, p. 522; Levi and Feist, 1967; Lang, 1968; L. F. Toninelli and
Giuseppe Ungaretti, Renato Guttuso: Zeichnungen 1930-1970, trans. I. von Weidenbaum, 1970;
Comanducci, 1974, vol. 2, pp. 925-926; Cesare Brandi et al., Guttuso: Opere dal 1931 al 1981 (exhibition
catalogue), 1982; Cesare Brandi and Vittorio Rubiu, Guttuso, 1983; Richardson, Arts Magazine 57.10
(June 1983): 126-128; Enrico Crispolti, Guttuso nel disegno, 1983; Enrico Crispolti, ed., Guttuso: disegni
1932-1986, 1987; de Francia, Art Monthly 104 (Mar.1987): 20-22; Fritz J. Raddatz, Süchtig nach Kunst.
Bekenntnisse zur Figuration, 1995
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