
Pino and Dolce, specifically in the light of Aris-
totelian ideas about vision and colour current
in the Renaissance. This is a very fruitful
approach, since, as well as illuminating many
problematic passages in her sources, it shows
how inadequate and imprecise the now con-
ventional view of Venetian texts about painting
really is. Her knowledge not just of Aristotle’s
own ideas but also of their transmission
through sixteenth-century vernacular writings
is extremely impressive; and it is especially the
wide circulation of such ideas at the time that
makes much of her analysis so convincing.
In addition to dealing with the texts, Bouv-

rande devotes much space to an analysis of a
selection of sixteenth-century Venetian paint-
ings, concentrating on the qualities discussed
by her chosen writers, such as the textures of
surfaces, including cloth, and the effects of
light. It is remarkable how well the texts fit
the visual evidence that she produces,
although in order to appreciate this the reader
needs to consult proper reproductions of the
works under discussion, rather than the mea-
gre and dim selection of black-and-white
illustrations in the book. In this way the case
for the relevance of these texts is established
very effectively, and there are particularly per-
ceptive analyses of a selection of Titian’s later
paintings. Her belief that sitters in earlier por-
traits who are dressed in black but not wearing
the Venetian toga are Venetian seems, how-
ever, open to question. 
There remains one fundamental question

that is not fully explored, namely the extent to
which the concerns of the writers, as outlined
by Bouvrande, reflect the priorities of the
painters, especially Titian and Tintoretto. In
the case of Paolo Pino, it is clear that artistic
interests were highly relevant since he was a
professional painter, but he seems hardly typi-
cal of the Venetian artists of his time. The most
problematic aspect is the relationship of the
texts to paintings produced before their publi-
cation in the late 1540s. It is difficult to believe
that at that time leading painters such as Titian
were either aware of or in any way interested
in ideas derived from Aristotle that could have
had some relevance to painting, except in the
most superficial way. It is equally difficult to
believe that texts such as those of Pino and
Dolce had much, if any, influence on the atti-
tudes of artists in the second half of the century.
Yet such texts may well have influenced the
ways in which the audience for Venetian
paintings appreciated or even talked about
them, and in that respect they are of interest.
Despite the problems implicit in her

approach, Bouvrande has raised the issue of
the relationship of writings about art and the
activity of artists in a sophisticated and original
way. She has also very effectively challenged
the idea now common among art historians
that Venetian writers on art are less worthy of
attention than those in Tuscany. On the basis
of her work, it seems clear that those writers
looked at the paintings of their contempor-
aries very closely indeed, often concentrating
on aspects that are now usually passed over
without comment.

Bernard Berenson: Formation and 
Heritage. Edited by Joseph Connors and
Louis A. Waldman. 440 pp. incl. 129 b. & w.
ills. (Harvard University Press, Villa I Tatti
Series, 31, Cambridge MA, 2014), $40.
ISBN 978–0–674–42785–3.

Reviewed by ROBERT B. SIMON

THE SIXTEEN ESSAYS that comprise this
rewarding volume grew out of a conference
at I Tatti held in 2009 commemorating the
fiftieth anniversary of the death of Bernard
Berenson. These essays are remarkably broad
in scope and concept but notably – and it
would seem intentionally – avoid extensive
treatment of the two principal occupations of
Berenson’s life: his career as an art historian
and that as a paid adviser to collectors and
dealers. Instead, the contributors to this book
have explored aspects of Berenson’s intellec-
tual life largely through the personal relation-
ships – some celebrated, others obscure – that
are revealed through the voluminous corre-
spondence housed at I Tatti and in archives
worldwide.
An introduction by Joseph Connors first

reviews the principal scholarship on Berenson
since his death and then ably offers a précis of
the essays that follow. In this, as in the entire
book, there is never the sense that the authors
have lowered their critical acumen while
writing under the auspices of the Berenson
Mother Church. The scholarly standards of
the contributions are manifest, and the
authors have doggedly followed their respect-
ive research paths, even when their hero
seems not quite so heroic.1 But those
moments are few and, in any case, tend to be
in the nature of intemperate opinions that,
under the circumstances, may amuse rather
than shock.
While ‘Formation’ comprises half of the

subtitle of the book, little of Berenson’s early
years is included and there are only brief ref-
erences to events before 1895, when he was
already thirty years of age. Alison Brown
addresses the development of Berenson’s aes-
thetic philosophy and his concept of ‘tactile
values’ at that time, and explores its evolution
from the writings of others, principally Adolf
von Hildebrand and William James. Bernd
Roeck broadens the vista in his evocative
essay ‘Bernard Berenson’s Florence, 1900’.
‘Formation’ of a different kind is suggested by
Dietrich Seybold’s contribution on Jean Paul
Richter who, as an elder practitioner of what
is delicately termed ‘applied connoisseurship’,
may have been a model of sorts for Berenson’s
commercial involvements (and later ambiva-
lence) in the art trade. But if the association
with Richter was somewhat distant and short-
lived, that between Berenson and Otto
Gutekunst, the Director of Colnaghi’s, was
more involved and durable. While it blos-
somed during the decade of what Jeremy
Howard terms the ‘triangular relationship’
between the two and Isabella Stewart Gard-
ner, it continued amiably, even tenderly, until

Gutekunst’s death in 1947. Gutekunst
emerges as a proud connoisseur and loyal
friend, while the stratagems and financial
arrangements that brought masterpieces to
America (most especially Titian’s Rape of
Europa) are detailed here through the parallel
mining of the Colnaghi and I Tatti archives.
Two contributions (by Mario Casari and

Carl Brandon Strehlke, respectively) explore
Berenson’s involvement with Islamic and
Asian art, both as collector and life-long stu-
dent, while Robert Colby’s essay on the Alta-
mura Gate, destroyed to permit construction
of the recent addition to the Gardner Mus-
eum, is an obituary for a building that once
conjured a poetic and near-mystical resonance
for its owner. 
The preponderance of essays in this volume

concern Berenson’s relationships with indi-
vidual figures and are told through paired 
letters between Berenson and the correspon-
dent, diary entries and publications. While
Berenson’s surprisingly congenial 1927 meet-
ing with his methodological adversary Aby
Warburg is the focus of Claudia Wedepohl’s
study, the ‘others’ in this collection were to
varying degrees recipients of Berenson’s
friendship, admiration, tutelage, encourage-
ment and love over his lifetime. These include
the medievalist Arthur Kingsley Porter (treat-
ed by Kathryn Bush), Paul Sachs of the Fogg
Art Museum (David Alan Brown), Daniel
Varney Thompson, the historian of painting
techniques (Thea Burns), collector and anti-
quarian Carlo Alberto Foresti (Elisabetta
Landi), the magnate Hispanist Archer Hun-
tington (Isabelle Hyman), Umberto Morra,
an anti-Fascist writer and long-time Berenson
intimate (Robert and Carolyn Cumming),
and the Black American activist, anthropolo-
gist and dancer Katherine Dunham (Joseph
Connors). All these essays are written by
authors who did not know Berenson person-
ally, which makes the contribution of the late
William Mostyn-Owen, Berenson’s assistant
from 1953 until his death in 1959, especially
welcome. His personal reflection on the rela-
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43. Berenson and Katherine Dunham in the garden at
I Tatti. c.1950. Photograph. (Bernard and Mary
Berenson Papers, Villa I Tatti, Harvard Center for
Italian Renaissance Studies).

LAY_Books_JAN17.qxp_Layout 1  14/12/2016  12:37  Page 47



tionship between Berenson and Kenneth
Clark sustains and substantiates aspects of
Berenson’s commitment and character that
emerge from these readings.
The most evident of these qualities is a

devotion in both private and public endeav-
ours to intellectual concourse across varied
fields of study, many not normally associated
with Berenson’s writings or career. And, as
testimony, in each essay one will find observa-
tions and comments reflecting his fervent and
astute mind. But what seems to foment these
thoughts throughout was Berenson’s desire to
communicate with his interlocutor, to teach,
to share. Nowhere is this more evident than in
the closing essay on Katherine Dunham,
forty-four years Berenson’s junior, with
whom he exchanged letters of an astonishing
intensity (Fig.43). The one overriding quality
of personality that emerges here is Berenson’s
generosity and compassion to those he cared
about. It may be a manifestation of lifelong
desires for a student, a successor, a lover –
overt or sublimated – but there is no doubting
its genuineness. And, it clearly found its fulfil-
ment in the institution that he created by his
bequest and that has sustained five decades of
scholars since.

1 However, more assiduous editing would have elimi-
nated irritating errors in grammar, language (‘Portrait of
Dama’) and nomenclature (Robert for Benjamin Alt-
man; John for Colin Simpson, Hildebrandt for Hilde-
brand, including both in one sentence).

Aux origins d’un goût: La peinture
baroque aux Etats-Unis / Creating the
Taste for Baroque Painting in America.
Edited by Anna Ottani Cavina and Keith
Christiansen, with texts by the editors,
Stéphane Loire, J. Patrice Marandel, Eric
Zafran, Stephan Wolohojian and Eve
Straussman-Pflanzer. 100 pp. incl. 33 col. +
2 b. & w. ills. (Paris Tableau SAS, 2015),
€15. ISBN 978–2–95432–793–8.

Reviewed by DENNIS P. WELLER

THE ADAGE GOOD THINGS come in small
packages certainly applies to the book under
review. With just one hundred pages and a
minimum number of illustrations, it includes
both French and English translations of talks
given at a recent Paris Tableau while its texts
provide readers with an array of informative
insights into this intriguing topic. It is Italo-
centric in focus, and its texts range from the
history of scholarship and the mechanisms of
collecting to personal reminiscences and for-
mal analysis of paintings. The different per-
spectives emphasised in the individual essays
paint a compelling picture of the creation of
taste in America.
Anna Ottani Cavina begins the narrative

with her excellent overview of the emerging
interest in the Italian Baroque from the Euro-
pean side of the Atlantic in the early decades

of the twentieth century. Starting as a schol-
arly endeavour, we learn how this resurrec-
tion of the Italian Baroque came at a time
when Caravaggio was little more than a gleam
in the eyes of academics and collectors, and
‘the religion of the Renaissance’ still reigned
supreme (p.16). More importantly, Cavina
notes that America seems have taken up the
fight to establish the Baroque, especially Ital-
ian Baroque, during the course of the twenti-
eth century. 
The other essays cast light on this American

phenomenon, beginning with Stéphane
Loire’s European view of the collections of
Baroque paintings in the United States. Con-
centrating on when, where and by whom
these collections were formed, the author
provides an intriguing list of thirty-three Ital-
ian Baroque painters with the number of their
works that have made their way out of Italy to
Great Britain, Germany, France, Spain and
especially America. Perhaps not surprisingly,
the United States topped the list for most of
the painters.
J. Patrice Marandel continues the story by

focusing on the American career of the Ger-
man-born William R. Valentiner, the scholar
and museum director who nearly single-
handedly made museums in the United States
professional. Valentiner is credited with
extending the popularity of the Baroque, not
only through the Dutch and Flemish ex-
amples with which he is most associated, but
in ‘a less well-known aspect of his collecting,
namely that of Italian pictures’ (p.42). Maran-
del cites a number of remarkable acquisitions
that Valentiner brought to Detroit, Los An-
geles and Raleigh during his directorships in
these cities between 1926 and 1958. 
Eric Zafran considers the role played by A.

Everett (Chick) Austin. Unlike Valentiner,
Austin focused more exclusively on French
and Italian Baroque pictures at a time when
such works were regarded with relative indif-
ference. Zafran provides a brief biography of
Austin, director first of the Wadsworth
Atheneum in Hartford (1927–44), and then of
the Ringling Museum in Sarasota (1946–57),
and discusses several paintings he bought for
these museums. One stands out, as it was
through Austin’s efforts that the St Francis of
Assisi in ecstasy (Fig.44), the first Caravaggio to
enter an American museum, came to the
Wadsworth Atheneum in June 1943. 
Pictures in the Metropolitan Museum of

Art, New York, shape the essays by Keith
Christiansen and Stephan Wolohojian. The
former emphasises the strides made by the
Museum in the last forty-five years in collect-
ing Italian Baroque pictures, a sea change
from the previous anti-Baroque sentiments at
play amongst museum staff. One welcomes
the personal recollections of a curator with a
long history at his institution. By contrast, and
with a somewhat different focus from that of
his colleague, Wolohojian analyses two paint-
ings by Charles Le Brun. 
The final essay, by Eve Straussman-Pflanz-

er, reflects upon her continuing engagement
with the Baroque. Drawing upon the five
principles of Baroque art set forth by Heinrich
Wölfflin, she equates them through personal
recollections to her growth as an art historian
and curator and emphasises the need to ‘keep
the field alive and vibrant’ with firsthand
knowledge of the art. If the essays that com-
prise this volume are any indication, then
there is reason to believe that the future
remains bright.
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44. St Francis of Assisi in ecstasy by Michelangelo Merisi da Caravaggio. c.1595–96. Canvas. 94 by 129.5 cm.
(Wadsworth Atheneum Museum of Art, Connecticut).
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