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Looking South is a collaborative exhibition in 

which we have brought together over thirty significant Italian 

paintings from the sixteenth to the eighteenth centuries. 

Although our intention was not to provide a survey of the 

period, the exhibition provides a surprisingly representative 

selection of Renaissance and Baroque imagery—from 

portraits, both casual and formal, to religious works, 

ranging from intimate devotional pictures to altarpieces; 

mythological subjects, allegories, genre and landscape. 

There is much to study and to savor.

otto naumann and robert simon



Giuseppe Maria Crespi,  called Lo Spagnuolo
(Bologna, 1665–1747) 

Portrait of a Gentleman Offering Snuff

Oil on canvas, 31J x 27A inches (81 x 62.9 cm.)

provenance
Private Collection, South America

The paintings of Giuseppe Maria Crespi have been described as a “deliberate reaction 
to all that was solemn and academic in the Bolognese tradition.” No better introduc-
tion could be made to the present painting, a recently discovered, unpublished portrait 
from Crespi’s maturity.

In it Crespi seems to fuse two themes of his artistic production—the intensive and 
incisive depiction of character in portraits, and the more distant and somewhat be-
mused observation typical of his genre pictures. The pose and action of the subject 
reflect the informality of the latter, while the brilliant depiction of the subject’s face and 
the expressive force of his hand recall his more traditional portraits. The sitter turns in 
his chair, leans forward and to the right, and offers to the viewer an open box of snuff 
as his smiles and looks through half-closed eyes. He wears a muted jacket unbuttoned 
to his stomach, revealing a white blouse of crisp folds spectacularly rendered. Crespi’s 
cool palette of smoky grays over earthtones is utilized in both figure, costume, and 
background. This is a brilliant, witty, and utterly original depiction of a real and know-
able personality.

While there are some physiognomic similarities to sitters of other portraits by Cres-
pi—one thinks of the Portrait of Chancellor Florius Senesius at the Museum of Fine Arts 
in Boston or the Portrait of General Palffy at Dresden—the subject of the portrait has 
not as yet been identified. The possibility that the present work is a self-portrait should 
not be ruled out. While known portraits by and of Crespi, usually depicted solemnly 
in the traditional dress of an artist, are not overly compelling for such an identification, 
the sheer boldness of the invention, the charm and humor of the depiction of the sub-





ject—so much in keeping with what we know of the artist and his work—make such a 
proposal especially attractive.

The attribution of the present work to Giuseppe Maria Crespi has been confirmed 
(written communication, April 23, 2011) by Dr. Daniele Benati.

rbs





Matteo Rosselli 
(1578–Florence–1650)

Saint Cecilia

Oil on canvas, 46H x 39S inches (118.5 x 100.5 cm.)

 
provenance
sale, Christie’s, London, 24 May 1991, lot 54; 
sale, Christie’s, London, 11 December 1992, lot 372; 
sale, Sotheby’s, London, 8 July 2004, lot 307. 

literature
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A. Brook, Florence Palazzo Strozzi, 1986) Florence, 1986, vol. III, pp. 158–160.

by irina oryshkevich
This vibrant and impressive painting of St. Cecilia depicts the early Christian virgin 
in her traditional role as the patron saint of music. Scion of a Roman patrician family, 
Cecilia distributed her inheritance among the poor and took a vow of chastity in order 
to make herself more pleasing to God. The organ, her usual attribute, originated in 
the legend that her virtue and purity enabled her to hear the mystical harmonies of the 
celestial spheres. Here, seated at the edge of a baroque armchair with her face reflect-
ing an unseen source of dazzling light, she plays the instrument without looking at the 
notes before her, as though divinely inspired. The text running beneath the score (fiat 
cor meum Domine immaculatum, ‘make my heart pure, O Lord’) reasserts her piety, as 
does the modest cut of her nonetheless opulent garment. The pearl-studded tiara set 
high on her golden locks foreshadows the crown of martyrdom that she will soon earn 
through her sacrifice, while the barely perceptible veil cascading from the headpiece 
again underscores her virgin status. Lost in contemplation, the young maiden seems 
unaware of the two, robust cherubs at her side, who look up at her with doting eyes. 
While one appears to be pointing at the music with his chubby fist, the other, swathed 
in billowing silk, displays a wreath of pink and white roses, symbols of the saint’s im-
maculate soul and imminent passion. 





The simple, perfectly balanced, monumental composition, rich colors, adept use of 
chiaroscuro, brilliant colors, and seamless integration of Tuscan, Emilian, and Venetian 
elements, point to the hand of Matteo Roselli, one of the most important and influen-
tial painters in seventeenth-century Florence.

Celebrated for his classical compositions, descriptive naturalism and brilliant colors, 
Matteo enjoyed great and rapid success in his native city. Born in 1578, he entered Gre-
gorio Pagani workshop before his tenth birthday and was inscribed in the prestigious 
Accademia del Disegno by 1599. In 1605 he left for Rome with Domenico Passagnani, 
where the two foriends could view not only classical antiquities and the works of the 
great Renaissance masters, but also the more recent accomplishments of Caravaggio, 
Barrocci, and the young Rubens. Returning to Florence six months later, Matteo took 
over Pagani’s workshop after the latter’s death. In the decades that followed he received 
countless private and ecclesiastical commissions. By 1619 his patrons included many 
prestigious Florentine families, among whom were the Corsini, Dragomanni, and 
most importantly the Medici, for whom he painted The Triumph of David (1621, Flor-
ence, Galleria Palatina,), the allegorical scenes in the Sala della Stufa at the Pitti Palace, 
and a series of biblical and historical heroines in the villa at Poggio Imperiale. Active 
until his death in 1650, Matteo trained many renowned painers of the next generation 
including Francesco Furini, Baldassare Franceschini, and Jacopo Vignali. 

Trained in the Florentine manner, Matteo was nonetheless receptive of artistic de-
velopments in northern Italy, especially in the second half of his career. The St. Lucy 
here is clearly an example of his mature style, when he fell increasingly under the spell 
of Correggio and Guido Reni. Whereas the rotund physiques, sensuous features and 
languorous expressions of the angels reveal his debt to the former, the jewel-like colors, 
upturned faces, and modest decorum of the young virgin seem more in keeping with 
the devotional imagery of the latter. Evident here too is Matteo’s expertise in rendering 
texture, most notably in the magnificent striped satin sleeves, starched Flemish trim-
mings and golden brocade of Cecilia’s voluminous dress, in the plush velvet tablecloth 
covering the table, in the lightly painted, feathery wings of the angels, and finally in the 
creamy soft, skin of all three sensuously modeled faces. 

Matteo’s authorship reveals itself most unambiguously in the clear, uncluttered 
composition, brilliant but tastefully balanced palette, and the idealized, but somewhat 



rotund features of all three figures. Characteristic too are the dimpled hands, rosebud 
lips, slightly elongated or upturned noses, and bejeweled tiaras that invariably crop 
up in Matteo’s autograph or well-documented works, such as the Triumph of David, 
mentioned earlier, the Angelica and Medoro (Florence, private collection), the Sacra 
Famiglia (Florence, church of S. Simone), and the Sisara and Giaele (Rome, Mercato 
Antiquariale). 

Although this St. Cecilia seems to be the only surviving depiction of the popular 
subject by the Florentine master, a painting of the same virgin by Matteo’s pupil, Ja-
copo Vignali (St. Cecilia, Dublin, National Gallery of Art), bears some resemblance to 
the canvas here—most conspicuously in the expression, coiffure, and hand gestures of 
the girl—albeit the composition is reversed. 

by irina oryshkevich



Vincenzo Campi
(c. 1536–Cremona –1591)

An Allegory With an Old Lady Spinning Flanked by Two Male Peasants

Oil on canvas, 29S x 37H inches (75 x 95.5 cm.)

provenance
Sale, Sotheby’s, London, 4 December 2008, lot 177.

This composition is an early example of Northern Italian genre painting, possibly with 
an allegorical narrative. Until around 1500, genre scenes—defined as images of everyday 
life—were relegated to the margins of much grander religious and historical works. 
Pietro Lorenzetti’s early-14th-century Last Supper in the church of San Francesco in 
Assisi, for example, features a charmingly honest anecdote of two servants washing 
platters by the fire, while a small dog licks a dish clean. The early 16th century witnessed 
an influx of genre subjects from the North, where literature such as Brant’s Ship of 
Fools (1494) and Erasmus’ Praise of Folly (1511) gave rise to parallel themes in painting. 
Northern genre subjects were often moralizing in content, illustrating parables and 
ridiculing vice and folly. The new print medium allowed for easier dissemination of 
ideas and prototypes, as painted compositions by Bosch, Reymerswaele and Massys 
were engraved and distributed. These prints moved geographically south, arriving 
first in Northern Italy, where, over the course of the 16th century, the preference for 
Arcadian, classical episodes gave way to a new taste for bawdy, humorous, low-life 
genre scenes. It is to this later period that Campi’s figural group belongs.

What, then, is his subject? An elderly woman, wrinkled and weather-beaten, 
confronts the spectator while brandishing a distaff and spindle. She is flanked by two 
young men, one on her left clutching a pink rose to his breast, while the other on 
her right gestures toward her with his thumb, smirking. All three are shabbily dressed 
and coarsely featured, their physiognomy indicating humble origins. The young men, 
moreover, are made ridiculous by their expressions: there may be an aura of fearsome 
dignity clinging to the old woman, but her companions– one with his mouth awkwardly 
contorted mid-speech, the other dipping his chin in such a way as to contort his neck 
and chin—are simply comical. 





There are numerous instances of ugly, wizened old woman appearing in Northern 
Italian painting of the 16th and 17th centuries, sometimes as marginal figures in larger 
religious compositions (for instance the egg-seller in Titian’s Presentation of the Virgin 
in the Temple; Accademia, Venice), and sometimes as the subject itself, as in Giorgione’s 
La Vecchia (Accademia, Venice). Giorgione’s is a wrinkled, toothless, hunched old 
woman who stares directly at the viewer, pointing to herself while clutching a cartellino 
on which is inscribed ‘COL TEMPO’–with time you, too, will age and wither. She 
is a powerful memento mori, a reminder that time ultimately and inevitably conquers 
beauty. This same iconography of decline and decay takes center stage (both figuratively 
and literally) in Campi’s composition. Instead of a cartellino, the old woman holds a 
distaff of raw wool and a spindle of thread, thereby evoking the Three Fates of classical 
mythology, responsible for spinning, measuring and snipping the thread of life. Her 
fearsome glare and direct exchange with the observer offers the alarming suggestion 
that it may be our own thread she prepares to measure. The rose held by the man on 
the left is another obvious symbol of mortality and the passing of time: its beauty is 
fleeting. His left arm rests across the old woman’s shoulders, while the young man on 
the right gestures to the distaff she holds, both of them focusing our attention toward 
the center of the composition. 

This work may be simply an early example of genre painting, a memento mori, or 
even an as-yet-unidentified allegory. Several, albeit frustratingly not all, of the senses are 
represented: smell (the rose); touch (wool); sight (the engaging gaze of the subjects); 
and even sound (the man at left, with his mouth open as though speaking). The added 
dimension of sound in painting is one we often associate with the innovations of 
Caravaggio, whose representations of young men singing and playing instruments, 
or even shouting out in pain and surprise (Boy bitten by a Lizard, National Gallery, 
London) were considered groundbreaking. It is well worth noting that both artists 
hailed from the Northern regions of Italy, which also gave us such great stringed 
instrument craftsmen as Stradivari and Guarneri. 

There are few other known representations of genre subjects by Campi, making 
stylistic comparisons difficult. A Bacchus, Buffone e Ragazza, now lost and known only 
through an 18th-century engraving, features similarly common types, mouths open in 
raucous revelry. Likewise, a Christ Carrying the Cross in Rimini includes second from 



left a tormenter whose rough peasant features are not unlike the young men in the 
present work. Other details such as the drawing of the drapery appear consistent with 
signed and dated paintings by the artist. The rough weave of the canvas is particularly 
Northern Italian in type, with obvious cusping around all four edges verifying that the 
close margins are the artist’s original conception rather than evidence of trimming. The 
brushstrokes are confident, and the paint is broadly handled in a manner that befits 
both the coarse canvas and the coarseness of Campi’s subjects. He uses the materials to 
great advantage as well, allowing the bristle-marks of the dragged brush to stand for 
hair and wool, and achieving texture by scumbling the brush lightly across the surface 
of canvas. Most interestingly, a recent cleaning has revealed a number of obvious 
pentimenti, in the curve of the old woman’s left arm, the folds of fabric at her right cuff, 
and, most obviously, in her left hand holding the distaff; she appears to have an extra 
digit on her hand, suggesting that Campi had reconsidered his drawing of the fingers 
and covered the change with a layer of paint that has since worn away. Such evidence 
of the artistic process further confirms that this is an original composition rather than 
a studio reproduction.

molly dorkin



Andrea Vaccaro 
(1604–Naples–1670)

The Martyrdom of Saint Bartholomew and 
Saint Stephen taken to his Martyrdom 

Oil on canvas, 38 x 47 inches (97 x 120 cm.) each

The perfect conditions of the two coarse canvases allow us to appreciate the coher-
ent square craquelure typical of the Neapolitan paintings of the XVIIth Century.  
The Caravaggesque structure of both compositions is evident in the scenes cut of the 
almost halflength figures and in the virtual absence of a background. In Saint Stephen 
taken to the Martyrdom Stephen, dressed in his deacon cloth, walks to his destiny; the 
head towards the soil and the hands in prayer, he is concentrated and like abstracted 
in his thoughts. A soldier on the extreme right seems to look at the man with big 
moustaches in the foreground, who carries a basket full of stones to be used to torture 
Stephen. Behind the Saint a man wearing a red beret stares towards his shoulders. The 
Martyrdom of St. Stephen is recorded in the Acts of the Apostles (7, 54–60 / 8, 3):

 
7:54 Now when they heard these things, they were cut to the heart, and they 
gnashed at him with their teeth. 7:55 But he, being full of the Holy Spirit, 
looked up steadfastly into heaven, and saw the glory of God, and Jesus stand-
ing on the right hand of God, 7:56 and said, “Behold, I see the heavens opened, 
and the Son of Man standing at the right hand of God!” 7:57 But they cried out 
with a loud voice, and stopped their ears, and rushed at him with one accord.  
7:58 They threw him out of the city, and stoned him. The witness-
es placed their garments at the feet of a young man named Saul. 7:59 
They stoned Stephen as he called out, saying, “Lord Jesus, receive my 
Spirit!” 7:60 He kneeled down, and cried with a loud voice, “Lord, 
don’t hold this sin against them!” When he had said this, he fell asleep. 

8:1 Saul was consenting to his death. A great persecution arose against the 
assembly which was in Jerusalem in that day. They were all scattered abroad 





throughout the regions of Judea and Samaria, except for the apostles. 8:2 
Devout men buried Stephen, and lamented greatly over him. 8:3 But Saul 
ravaged the assembly, entering into every house, and dragged both men and 
women off to prison.

 
Thus the man in red beret is evidently meant to be Saul, who assisted to the Saint’s 
Martyrdom and “was consenting to his death.”

In The Martyrdom of Saint Bartholomew the torturer, seen from the back, has started 
to slay the Saint with a knife; another knife, on the rock at the lower left corner of the 
picture, projects his shadow on the ground. The Saint tries to face his martyrdom by 
looking upwards, as to find resistance through his faith. Two soldiers on the far right 
seem to exchange instructions with the torturer, who turns his head towards them.

The Caravaggism displayed in the pendant shows a close relationship with details 
in works of Bartolomeo Manfredi such as the ‘Card Players’ in the Florentine Galler-
ies (see in this picture the man with a hat on the upper right edge), but also with the 
various versions of the ‘Dice Players’ by Nicolas Tournier (the soldiers with helmets 
in similar positions and the men with berets) or of ‘Saint Peter’s Denial’ by the same 
painter (cf. B. Nicolson, Caravaggism in Europe, Turin, Allemandi, 1990, fig. 317 for 
Manfredi’s work and figs. 603-609 for Tournier’s). In fact, especially in Saint Stephen 
taken to the Martyrdom, the culture of the artist who painted the pendant here in discus-
sion is at the same time related to the Roman Caravaggism and to the Neapolitan one. 
An hint of classicism is in the soldier’s head in profile, a quote of Emperors’ portraits 
such as the one of Vitellius. 

The Martyrdom of Saint Bartholomew is instead more related to Jusepe de Ribera’s 
world, in particular to the ‘Martyrdom of Saint Lawrence’ (London, Atlantic Trust, cir-
ca 1615), and to the Martyrdom of Saint Bartholomew produced by the Spanish master for 
the Collegiate Church of Osuna (Spain) within 1627 (cf. respectively N. Spinosa and 
A. E. Pérez Sánchez in Jusepe de Ribera, 1591–1652, catalogue of the exhibition, Naples, 
Electa Napoli, 1992, pp. 112-15, n. 1.1; and p.127, n. 1.9, illustrated).

We are thus in front of a Neapolitan master who blends eclectically the Caravag-
gism experienced in Rome and Naples, but is also able to provide a very individualized 
synthesis of these tendencies. In my view the author of the pendant here in discus-



sion is Andrea Vaccaro (Naples, 1604–1670), one of the most important masters of 
his times in Naples. In his key-biography of Vaccaro the 18th Century biographer Ber-
nardo de’ Dominici tells that Vaccaro, influenced by the opinion of Battistello Carac-
ciolo, “si lasciò facilmente abbagliare [...] dalla strepitosa nuova maniera del Caravag-
gio. Si pose adunque Andrea a copiar varj quadri di quel fantastico Pittore, ed in brieve 
tempo l’imitò così bene, che non copie, ma originali sembravano anch’esse agl’occhi 
dell’intendenti” (cf. B. de’ Dominici, Vite de’ Pittori, Scultori ed Architetti Napoletani, 
Naples, 1742-44, vol. III, p. 136).

The early production of Vaccaro is very little known and studied, as is actually docu-
mented by less than ten pictures. All these works are easily comparable with the two 
in our pendant: a copy after Caravaggio’s Flagellation in the Church of San Domenico 
Maggiore (Naples); the David (Naples, Private collection); the David contemplating 
Goliath’s Head (Florence, Fondazione di Studi Roberto Longhi); another David (lo-
cation unknown); a Saint Sebastian taken to the Martyrdom (Naples, Perrone Capano 
Collection) and a few other pieces (cf. F. Bologna, Battistello Caracciolo e il primo natu-
ralismo a Napoli, catalogue of the exhibition, 5 Naples, Electa Napoli, 1991, pp. 154, 83 
plate 23, 129, figs. 130–131). Bologna dates all these works around 1625-30, and notices 
in them an “impronta battistelliana.” 

An Allegory of the Painting recently attributed to Vaccaro by the present writer seems 
to be datable slightly later than this group but it is strictly related to it (cf. R. Lattuada, 
I percorsi di Andrea Vaccaro, in M. Izzo, Nicola Vaccaro (1640-1709), un artista a Napoli tra 
Seicento e Arcadia, Todi, Tau Editrice, 2009, p. 51; p. 53, fig. 31), as well as the ‘Martyr-
dom of Saint Lawrence’ (fig. 11; Rome, ex IRI Collection; cf. A. Bacchi in Iriarte. An-
tico e moderno nelle collezioni del Gruppo IRI, catalogue of the exhibition, Milan, Electa, 
1989, pp. 38–42, II.7, illustrated).

All these works show close links with the two pictures here in discussion: the sol-
diers in the upper left corner of the Martyrdom of Saint Lawrence are variants of the ones 
in the pendant, as well as the one in Saint Sebastian taken to the Martyrdom in the Per-
rone Capano Collection. The torturer’s head in the ‘Martyrdom of Saint Bartholomew’, 
with the ears’ contours hit by the light, is a variant of the same idea used in the figure’s 
head on the left of the Martyrdom of Saint Lawrence. These last details show a specific 
attention to similar figures in works of Giovanni Battista Caracciolo such as the Flagel-



lation (Naples, Museum of Capodimonte, circa 1620. Cf. S. Causa, Battistello Caracciolo. 
L’opera completa, Naples, Electa Napoli, 2000, p. 198, A91; p. 293, fig. 284). 

The soldier’s head in profile in the Saint Stephen taken to the Martyrdom will be re-
used by Vaccaro with variants in his later Martyrdom of Saint Sebastian (Paris, Galerie 
Maurizio Canesso).

If it is true that the man with a beret in the Martyrdom of Saint Stephen is to be iden-
tified with the character of Saul, it is also tempting to see in this figure a self-portrait 
of Andrea Vaccaro, although his features appear completely different in the only self-
portrait known of the artist (Naples, Church of San Giovanni Battista delle Monache; 
fig. 17), dated circa 1664-1666, when the artist was like sixty years old (cf. V. Pacelli in 
Civiltà del Seicento a Napoli, catalogue of the exhibition, Naples, Electa Napoli, 1984, I, 
pp. 492–493, 2.269). 

But the most important remark on the Martyrdom of Saint Stephen is about the 
choice of the narrative moment. In western art this subject has been treated innumer-
able times. In Italy, at least since the 13th Century frescoes in the porch of the Church 
of San Lorenzo fuori le Mura (Rome), pictorial cycles on Saint Stephan’s life have been 
produced in almost every art centre of the Country (for a survey of Saint Stephen’s 
iconography see at least L. Réau, Iconographie de l’Art Chrétien, Paris, P.U.F. 1955–1959, 
vol. III, Tome 1, pp. 444–457; G. Kaftal, Iconography of the Saints in Tuscan Painting, 
Florence, Le Lettere, 1986, ad vocem ‘Saint Stephen’; Idem, Iconography of the Saints in 
Central and South Italian painting, Florence, Le Lettere, 1986, ad vocem Saint Stephen). 
For example, in Beato Angelico’s frescoes in the San Niccolò V Chapel (Rome, Vatican, 
1447), one can see the two final steps of Saint’s drama: on the left side of the fresco he 
is pushed by his torturers outside Jerusalem’s walls; on the right side he is stoned. 

Vaccaro concentrates on the first step of the story, and he does it by applying a fully 
Caravaggesque formula. The way in which all the figures fill the space, and most of all 
the choice to represent the drama before it will happen are a clear tribute to Caravag-
gio’s Flagellation (Naples, Church of San Domenico Maggiore, now in the Museum 
of Capodimonte, 1606-7). In this picture the flagellation of Christ has not happened 
yet. The kneeling torturer is preparing his tools; the one on the right is to tie Christ at 
the column, while the grimacing one standing on the left has not yet started to whip 
Christ. In other words, Caravaggio chooses a specific kairos in his narrative strategy, a 



moment in which all the cruelness of the drama is announced by its preliminaries.
Vaccaro acts exactly in the same way. The heroic humbleness of the Saint is the sign 

of his awareness of his imminent destiny; his head towards the soil and the hands in 
prayer are an extreme effort to prepare himself to his horrible death. This attitude is 
like a visual anticipation of the words pronounced by the Saint before to die under the 
stones: “Lord Jesus, receive my Spirit!” 

Vaccaro’s pendant offers a real evidence to Bernardo de’ Dominici’s statement on 
the artist’s ability in copying works by Caravaggio, and on the fact that “proseguendo 
la imitazione del Caravaggio ciò fece con sì dotta maestria, che insino a’ nostri giorni 
alcune sue opere sono state prese per mano di quel pittore” (cf. B. de’ Dominici, Vite 
de’ Pittori, Scultori ed Architetti napoletani, cit., p. 136). Evidently in our case we can 
verify how far had arrived Caravaggio’s comprehension in Vaccaro: his two pictures 
here in discussion are not at all copies, but strongly individualized interpretations of 
Caravaggio’s poetics. On the other hand, in the Martyrdom of Saint Bartholomew one 
can see how Vaccaro evolved his Caravaggesque roots by adding a not passing atten-
tion towards Ribera’s most violent Martyrdom scenes of the first two decades of the 
Seicento. Nevertheless, in this picture Vaccaro inserts these suggestions in a more bal-
anced composition, and shows already signs of the forthcoming classicist inclination 
which will characterize his production after circa 1630. 

According with the comparisons here offered with other early works by Andrea Vac-
caro, the two pictures in the pendant are to be considered among the most important 
achievements of his first production. They can be dated circa 1625-30, when Vaccaro 
certainly was not anymore just a copyist of Caravaggio and his followers, but a fully 
autonomous master able to produce a very individualized art. They are in my view a 
crucial addition to the meagre catalogue of Vaccaro’s early oeuvre, as they strongly con-
tribute to restore his leading position among the most prominent Neapolitan masters 
of the first decades of the Seicento.

riccardo lattuada, rome, 12 february 2010
   



Giovanni Baglione
(ca. 1566–Rome–1643[?])

Saint John the Baptist in the Wilderness

Signed and dated, center left: EQ IO. / BALGIONVS / .R.P.1610
Oil on canvas; 76G x 59S inches (194 x 151 cm.)

provenance 
Private collection, Italy; sale, London, Sotheby’s, 5 December 2012, no. 19.

This unpublished work is a welcome addition to the oeuvre of Giovanni Baglione, an 
artist more well-known for his lawsuit against Caravaggio than the publication of his 
vastly important Lives of the Artists1 or his impressive body of works.2

It has long been recognized by art historians that the majority of paintings by the 
so-called Caravaggisti are more dependent on the precedent of Bartolomeo Manfredi 
than any inventions by Caravaggio himself. Two painters, who—above all others—can 
be regarded as noteworthy exceptions to this observation are Orazio Gentilleschi and 
Giovanni Baglione. Both of these artists knew Caravaggio well, one as a personal friend 
and the other as a colleague and rival. Unfortunately for Baglione, he fell into the lat-
ter camp. His emulation of the painterly style and inventive subject matter of Cara-
vaggio’s works greatly annoyed and frustrated the Lombard master, to the point that 
Caravaggio put up his friends, including Gentilleschi, to write scandalous verses about 
Baglione’s supposed scurrilous activities and depraved paintings. Baglione fought back 
with a lawsuit. The two painters eventually became bitter enemies for the remainder of 
Caravaggio’s short life (He died in 1610, the year our painting was executed.). 

When this painting recently appeared on the market, it was speculated that it had 
been executed around the same time as the notorious lawsuit of 1603,3 but Maryvelma 
Smith O’Neil, author of the standard monograph on Baglione, dated the painting to 
the mid 1620s.4 Although one can draw parallels between our work and several later 
canvases,5 the brute strength of our picture, its monumentality, as well as its solid appli-
cation of paint, speak for an earlier period. Sure enough, when the heavy varnish layer 
was removed, the bold signature and date was revealed, center left: 





EQ [for EQUES, or knight]6

BALGIONVS.
R[OMA]. P[INXIT or PICTOR]. 1610 .

If one was to look into Caravaggio’s oeuvre for Baglione’s source of inspiration, one 
would conclude that Caravaggio’s magisterial St. John the Baptist in the Wilderness of 
1602 in Kansas City (fig. 1*)7 would be the obvious source. But this comparison, as 
interesting as it may be, is insufficient to explain Baglione’s creative process. As early 
as 1600, our artist explored the subject of Saint John the Baptist in the Wilderness. 
Another recently discovered painting of precisely this theme bears this date (fig. 2).8 It 
is a three-quarter length treatment, showing the young Saint John with similar, heavily 
lidded eyes, boney hands, wearing the woolly fleece and holding the cross made of two 
sticks and sporting a banderole. 

Baglione’s preparatory drawing (fig. 3)9 indicates that he was the sole inventor of the 
composition in our painting. In fact, the artist might have experimented with several 
poses for the saint, as another drawn study (fig. 4)10 would suggest. The artist con-
tinued to paint images of Saint John the Baptist throughout his long and productive 
career. 

1 Le vite de’ pittori, scultori & architetti. Dal pontificato di Gregoprio XIII del 1572 in fino a’ tempi di Papa 
Urbano Ottavio nel 1643, Rome, 1642; facs. Ed. With marginal notes by Bellori, ed. V. Mariani, 
Rome, 1935.

2 See now Maryvelma Smith O’Neil, Giovanni Baglione. Artistic Reputation in Baroque Rome, Cam-
bridge, 

3 See provenance above.
4 Salesroom notice, Sotheby’s London, 5 December 2012, no. 19.
5 There are some similarities to the series of Apollo and the Muses that Baglione executed for Fer-

dinando Gonzaga around 1620, but this is a second version of the series. The first was painted ca. 
1610-12, which would explain the parallels to our painting of 1610. See Peintures italiennes du XVIIe 
siècle du muse du Louvre, ed.Stephane Loire, Paris, 2006, pp.427-430.

6 Baglione was knighted in 1606.
7 Nelson-Atkins Museum of Art, Kansas City. See E. W. Rowlands, Italian Paintings 1600-1630, 1966, 

pp. 215-226, repr. In color p. 217; regarding the dating and commission of this painting see now 
Sebastian Schutze, Caravaggio. The Complete Works, Cologne, 2009, p. 268, cat. No. 35. One is 
tempted to compare Caravaggio’s late St. John in the Borghese Collection to our painting, but this 
painting did not enter Scipione Borghese’s collection until August 1611 (See Schutz, op. cit., p. 285, 
no. 66), and our painting was completed in the previous year, as the inscription would indicate.

http://ottonaumannltd.com


 8 Exhibited Caravaggio’s Rome 1600-1630, Rome, Palazzo Venezia, 2011, no. VI.1 (English ed., 2012, p. 
140).

9 Sale, Sotheby’s London, 4 July 1977, no. 78. Pen and brown ink and wash, 170 x 114 mm.
10 Sale, Sotheby’s London 25 June 1970, no. 44. Pena and brown ink over red chalk, 210 x 131 mm.

* Figures can be viewed by clicking here. You will be directed to the Otto Naumann Ltd. website, where 
you should go to the “Pictures for Sale” subpage and search for the Baglione entry.
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Jusepe de Ribera
(Spanish, 1591–1652)

A Desperate Woman (Tamar?)

Oil on canvas, 33J x 29D inches (86 x 75.6 cm.)

provenance 
Frederick J. Schwartz, Munich, 1982
Sale, Sotheby’s, New York, October 14, 1999, lot 126 (as Circle of Jusepe de Ribera:  

Young Woman Tearing Her Hair)

literature
Nicola Spinosa, Ribera; l’opera completa, Naples 2003 p. 314; 2nd ed., Naples 2006, p. 343,  

as a workshop replica of the Bayonne painting

This powerful painting is a newly identified work from Ribera’s maturity. Prior to its 
recent cleaning it had been considered (on the basis of photographs) a workshop rep-
lica of a painting in Bayonne (Musée Bonnat), one somewhat larger than the present 
work (103 x 84 cm.) signed and dated “Jusepe de Ribera F. 1638.” Like the present work, 
its subject has remained unidentified, although it had been conjectured that the “des-
perate woman” of the provisional title was a Biblical heroine. A likely candidate would 
be Tamar, the daughter of King David, whose rape and humiliation by her half-brother 
Amnon is related in the second book of Samuel (13: 14–19):

But he would not hearken to her prayers, but being stronger overpowered her 
and lay with her. Then Ammon hated her with an exceeding great hatred: so 
that the hatred wherewith he hated her was greater than the love with which 
he had loved her before. And Ammon said to her: Arise, and get thee gone. 
She answered him: The evil which now thou dost against me, in driving me 
away, is greater than that which thou didst before. And he would not hearken 
to her: But calling the servants that ministered to him, he said: Thrust this 
woman out from me: and shut the door after her. And she was clothed with 
a long robe: for the king’s daughters that were virgins, used such kind of gar-
ments. Then his servant thrust her out: and shut the door after her. And she 





put ashes on her head, and rent her long robe and laid her hands upon her 
head, and went on crying.1

The unusual attributes of Ribera’s “Desperate Woman” correspond with the de-
scription of Tamar. The subject of our painting is not only in tears, but her face is 
streaked with blood, evidence of a violent assault. Her left hand pulls on her own hair 
as her right clutches the robe that is so brilliantly painted in an almost abstract pattern. 
While there are several depictions of Amnon’s rape of Tamar in Baroque painting—
such as those by Guercino (Washington, National Gallery of Art) and Molinari (At-
lanta, High Museum), representations of Tamar alone after the rape are infrequently 
encountered. Strikingly, James Joseph Tissot’s Desolation of Tamar of about 1900 (Jew-
ish Museum, New York) portrays the subject in a near-identical pose, with her right 
arm clutching her robe across her chest, while she tears at her hair with her left hand, 
her elbow similarly extended.

Whether or not the painting indeed portrays Tamar, it is one of several representa-
tions of extreme human emotion and personal turmoil which Ribera treated through-
out his career. In style as well as subject it can be compared with paintings of the late 
1630s, such as the Sense of Hearing of 1637 (Private Collection, U.K.) or the Old Userer 
(Madrid, Museo del Prado) of 1638 (click here for link to illustrated entry). A dating 
in those years, roughly contemporary with the Bayonne painting, seems likely for our 
work. Dr. Nicola Spinosa has confirmed Ribera’s authorship of the present painting 
upon first-hand inspection (May 2013).

rbs

1    The translation is from the Douai-Rheims translation of the Vulgate (1610).

An illustrated version of this entry is available here: http://www.robertsimon.com/pdfs/Ribera_Tamar.pdf

http://www.robertsimon.com/pdfs/Ribera_Tamar.pdf
http://www.robertsimon.com/pdfs/Ribera_Tamar.pdf




Ottavio Vannini
(Florence, 1585–1644)

An Allegory of Meditation or Philosophy

Oil on canvas, 26 x 20H inches (66 x 52.5 cm.)

provenance
Private Collection, Israel (as by Ludovico Cigoli), until 2012

Ottavio Vannini studied with Domenico Passignano and his early work was in collabo-
ration with him, first in Florence, later in Rome. But as close as the two artists’ styles 
were during Vannini’s early years, they diverged as the younger artist became attracted 
to a more classicizing approach to the figure, no doubt engendered by his study at the 
Accademia del Disegno in Florence. Vannini’s paintings are forcefully conceived, tight-
ly composed, and compositionally legible, characterized by rigorous draughtsmanship 
and a brilliant palette. Although he was well patronized throughout his career, with 
both public and private commissions, he is best known for his decorative fresco cycles 
for the Medici, in particular the Salone del Argento in the Pitti Palace, painted between 
1638 and 1643.

Dr. Filippo Gheri has confirmed Vannini’s authorship of the present painting, 
which he considers roughly contemporary in date with the Pitti frescoes. He notes 
the painting’s affinity to such works of Vannini’s maturity as the Adoration of the Magi 
in San Gaetano, Florence, and the altarpiece of the Madonna and Child with Saints in 
San Domenico, Pistoia, placing the present painting in the years 1635-40. The attrac-
tive yet slightly severe features of the subject correspond to the artist’s preferred female 
type—whether seen in religious guises, such as St. Lucy (Castello, San Michele) or Jael 
in Vannini’s Jael and Sisera (Florence, Seminario Maggiore), mythological roles like 
Diana (with Endymion in the former Palazzo Galli in Florence) or secular figures, as 
for example, the Allegory of Prudence in the Pitti frescoes. Dr. Gheri notes that a sec-
ond autograph version of the present composition appeared in an auction sale in 1965 
(Finarte, Milan, April 6, 1965, lot 29, as by Lorenzo Lippi), as discussed in his doctoral 
dissertation on Vannini.1 An inferior workshop version, with the subject turned into a 
saint with a halo, is also known (click here for link to illustrated entry).

http://www.robertsimon.com/pdfs/Vannini.pdf
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The subject of the painting is by no means obvious and remains open to discus-
sion. A contemplative woman is dressed in a low-cut red dress over a white blouse, 
both of which are torn the shoulder and elbows. She rests her right arm on a book that 
she grasps with her left hand as she gazes intently at the viewer. Her probable identity 
is as an allegorical representation of Meditation (Meditazione or Meditatione), as her 
attitude largely follows the description of this figure given in Cesare Ripa’s influential 
Iconologia of 1603. In the English translation of 1709 Meditation is described as:

A woman of mature age, and a grave, modest aspect; sitting upon a heap of 
books, in a thoughtful posture, and a book closed upon her left knee, her hand 
supporting her head, meditating some passage of it. Gravity suits with her age. 
Her holding up her head with her hand denotes the gravity of her thoughts, 
that are to be put in execution not all at a venture. The book shut, her reflect-
ing upon the knowledge of things, to form a true opinion. The books contain 
natural principles, by which men proceed to their enquiry after truth.2

However, there are difficulties with this identification. Meditation is always de-
picted modestly, demurely clothed and with her head covered (see the illustration below 
from the 1611 illustrated edition of Ripa).3 Our allegorical lady seems more provocative, 
with her prominent décolletage, long hair falling over her shoulder, and torn and tattered 
dress. The condition of her clothing has suggested to one scholar that she represents Pen-
ance (Penitenza or Poenitentia), but, there is no iconographic correspondence between 
the two beyond their ripped garments.4 More relevant here is the tradition of depicting 
philosophers dressed in rags—their devotion to study and speculative thought taking 
precedence over personal care and appearance (cf. representations of individual philoso-
phers by Ribera, Giordano, and others). But rather than portraying an individual female 
philosopher (which would have been anomalous in this period), our lady may then rep-
resent Philosophy herself. In this the figure follows the visual tradition that makes Philos-
ophy (Filosofia or Philosophia) a mature (but not elderly) woman with long hair, holding 
one or more books. In a similar, slightly later treatment of the theme, Giacinto Brandi de-
picts Philosophy (Private Collection; see illustration below) as an attractive buxom woman 
amid swirling drapery, disheveled, and with her blouse decorously frayed.5



While the identity of our pensive woman may be at present unresolved, we should 
consider that Vannini, rather than depicting either Meditation or Philosophy, may well 
have intended a hybrid of these allied figures, or that he conflated their traditional at-
tributes in order to create a more vibrant and effective image. Whatever her name, this 
striking beauty, pensive and alluring, engages the viewer as she invites debate, discus-
sion, and contemplation.

rbs

1 Filippo Gheri, “Ottavio Vannini pittore (1585–1644),” tesi di laurea, Università deli Studi di Firenze, 
2002/2003,

2 Quoted from the English edition of Pierce Tempest, Cesare Ripa, Iconologia or Moral Emblems, 
London 1709, p. 51, fig. 201, punctuation modernized.

3 Cesare Ripa, Iconologia ovvero Descrittione d’imagini delle virtù, Padua 1611, p. 331
4 Francesca Baldassari, La pittura del Seicento a Firenze; Indice degli Artisti e delle loro opere, Turin 2009, 

p. 694, with reference to the Finarte painting. The personification of Penance is described by Ripa 
as “a gaunt woman with a melancholy look, dressed in dark rags. She kneels while beating herself 
with a whip with weighted thongs, and staring at a large cross propped up nearby. She rests her arm 
on a book lying open on the rock before her primitive wooden hut in the hollow of a hillside. Be-
fore her are a bowl of water and some fish and radishes, or turnips. Behind her lies a grill.” Quoted 
from Cesare Ripa, Baroque and Rococo Pictorial Imagery, ed. Edward A. Maser, New York 1971, no. 
176.

5 Her identity is confirmed by the book she holds with a partially visible inscription on the spine 
--“F…IA,” short for “FILOSOFIA.” The literary source for such representations is Boethius, who, 
in his Consolation of Philosophy, describes being visited by a vision of a woman “full of years,” yet 
with undiminished color and vigor. Her dress has been “torn by the hands of marauders who had 
each carried off such pieces as he could get” and she carries a book in one hand and a staff in the 
other. A painting of Philosophy appearing to Boethius by Mattia Preti is in a private collection. 

An illustrated version of this entry is available here: http://www.robertsimon.com/pdfs/Vannini.pdf
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Rutilio Manetti
(Siena 1571–1639 Siena)

The Holy Family with San Crescentino

Oil on canvas, 39¾ x 30 inches (101 x 77 cm.)
Around 1630

provenance
Private collection, Rome, around 1975
Private collection, Vienna

literature
F.Todini, Rutilio Manetti: note in margine a una mostra , in Paragone, n°347, January 1979, quoted p.68, 
ill. Pl.50.

Considered to be one of the major figures in 17th century Sienese art, Manetti received 
his early training in Siena under Francesco Vanni and Ventura Salimbeni; his early 
works are strongly influenced by their works and those of Barocci but his style un-
derwent a dramatic change towards the end of the 1610s, indicating that he must have 
travelled to Bologna and Rome some time in the middle of that decades when he got 
highly influenced by Guerchino, Lanfranco and Caravaggio.

His paintings gained a great sense of naturalism and of drama and a solidity of 
form. In this new style he executed a number of important commissions for altar and 
easel paintings. Our picture is a great example of his late maturity by which time his 
style has moved away from the mannerism of his youth towards the naturalism exem-
plified by Caravaggio. 





Pier Francesco di Jacopo Foschi
(Florence 1502– 567)

Judith and Holofernes

Oil on panel, 35J x 27G inches (91 x 70.5 cm.)

provenance
Private Collection, Germany.

Originally taught by Andrea del Sarto in his Florentine workshop, Pier Francesco di 
Jacopo Foschi’s work shows the influence of his teacher and of many other Italian Mas-
ters working at the time. Between the end of the 1520’s and the beginning of the 1530’s, 
Foschi was alternatively influenced by Fra Bartolomeo, Pontormo, Franciabiagio and 
later especially Sogliani, whose style he heavily assimilated into his own. It was from 
Sogliani that he learned the monumental typology of figures, while it was from the 
works of Franciabiagio that Foschi learned to create a luminosity in his paintings which 
allow figures to emerge from dark backgrounds with strength and force that almost 
leaps off the painting.

This painting, of Judith and Holofernes, painted in oil on panel, and almost cer-
tainly executed between 1544–46, is a powerful example of the monumentality and 
luminosity that imbues so much of Foschi’s work. A dramatic illustration of the bibli-
cal story of the Jewish heroine and her triumph over the foreign aggressor, Foschi’s 
Judith and Holofernes illustrates the dramatic apex of the epic tale as Judith administers 
the final blow to Holofernes’ neck and saves the lives and livelihoods of her people. 
The Assyrian general lies prone, his pose loudly echoing that of one of the figures in 
Michelangelo’s tombs. 

lmj





Mattia Preti
(Taverna 1613–1699 Valletta)

Christ and the Woman taken in Adultery

Oil on canvas, 60D x 77G inches (154.5 x 196.5 cm)

provenance
In the collection of the present owner’s family for at least the last fifty years;
Sale, Sotheby’s, London, 7 December 2011, lot 5.

Monumental figures crowd the foreground of Mattia Preti’s Christ and the Woman 
Taken in Adultery. With curious onlookers pressing in, Jesus is poised at the center of 
the composition; his head framed in a golden glow, his face serene. Christ’s body is 
turned towards the solitary woman to the right of the composition. Her blonde hair is 
coiffed into braids, swept away from her downcast face to reveal tear-stricken cheeks. 
Her sleeve slips from her shoulder. The bodice of her dress falls sensuously low, seem-
ingly unable to contain the fullness of her flesh. The luminosity of her alabaster skin is 
emphasized by the effects of chiaroscuro; light falls to reveal her softness, her vulnerabil-
ity. Caught in the act of adultery, the woman’s delicately positioned hands are bound 
with rope and a soldier stands behind her, ready to enforce the penalty of her crime. 
She is wrapped in a scarlet cloak—the color of passion, of lust—an emblem of her sin 
draping her body.

According to the Biblical account, the Pharisees and Jewish law experts present the 
adulterous woman to Christ intending to trap the Him in a conundrum. If Jesus agrees 
that she should be stoned in accordance with the law, then he contradicts his message 
of grace and mercy, but if he declares that she should be spared then he is guilty of de-
fying the Law of Moses. In silence he stoops to the ground and begins to write in the 
earth. The baffled accusers continue to demand an answer from Christ as to whether or 
not the adulteress should be put to death, to which Jesus famously responds, “Let any 
one of you who is without sin be the first to throw a stone.” (John 8:7) Again, he bends to the 
ground and continues to write in the dirt. The scriptural text never reveals what is writ-
ten. Historically, it has been understood to be the secret sins of the present religious 
leaders, who, when confronted with their own depravity, drop the stones and leave. 





In the present work, as in the biblical narrative, Christ has shifted the attention 
from the humiliated woman to the guilt of her accusers. His gaze follows his out-
stretched arm that points to the writing in the sand, the decentralized focal point of 
the painting. Two of the religious leaders bend close to the ground, their hands raised 
in an expressive gesture of amazement, as they read the revealing record of their sin. 
The bald figure in the foreground is turned with his back to the audience, a device that 
invites the viewer into the scene–encouraging onlookers to huddle in close to read over 
the man’s shoulder. Two of the prominent men wear glasses, perhaps indicating their 
considerable knowledge and status as careful arbitrators of the law. At the same time, 
the glasses cleverly remark on the blindness of the religious leaders to recognize their 
own sin. One of the figures with glasses is older, with a long grey beard and a black 
cloak. He has already turned from the contentious scene. One by one the others will 
follow until only Christ and the accused remain, “’Woman, where are they? Has no one 
condemned you?’  ‘No one, sir,’ she said. ‘Then neither do I condemn you,’ Jesus declared. ‘Go 
now and leave your life of sin.’” (John 8:10–11).

Preti painted this subject on at least four other occasions. Each displays the imme-
diacy and psychological depths characteristic of his Biblical narratives, but is presented 
in a unique composition. The present version was painted in Malta around 1670, dur-
ing his most intensely dramatic period of production. The artist was born in the south-
ern Italian town of Taverna, February 24, 1613. Around seventeen years of age, Preti 
left his provincial home to follow in his brother’s footsteps as a painter in Rome. He 
and Gregorio worked on various commissions together, though their styles diverged 
as Mattia dismissed his brother’s classicism and adopted Caravaggesque naturalism and 
the techniques of chiaroscuro, which he learned entirely through observation. His devel-
oping style was most influenced by the work of Caravaggio and Jusepe de Ribera. The 
monumental figure styles of Giovanni Lanfranco also made an impression on Preti, as 
evidenced in the present work. By the 1630s the young artist was acquiring commis-
sions of his own; painting altarpieces in churches throughout Rome. He was nomi-
nated a Knight of Malta by Urban VIII in 1641. 

Preti left Rome for Venice around 1644-45, where his style expanded from purely 
Caravaggism to embrace the palette and mood of such artists as Titian and Veronese. 
He began to employ the atmospheric effects of softer light and to favor a new expres-



sion of theatricality. By the time he left Venice in 1653, Preti’s style had been greatly 
influenced by North Italian artists, his work most closely approaching Domenichino. 
From Venice he moved to Naples where he made a significant contribution to the de-
velopment of the late Baroque style, and henceforth the artist is most often associated 
with the Neapolitan school. He earned prestigious commissions in Naples, including 
the patronage of his own order, the Knights of Malta, which eventually bestowed their 
highest honor upon him by promoting his rank to Knight of Justice.

After seven years in Naples and another year in Rome, Preti moved to Malta in 
1661 where he would remain until his death in 1699. Malta provided the artist pres-
tige, security, and unending commissions. His greatest undertaking was the decoration 
of the interior of the Cathedral of St. John, completed in 1666. His palette became 
increasing warm and was reduced to muted tones of gold, orange, and brown, only 
retaining the acidic red of his earlier work. By the end of the 1660s Preti had settled 
into his mature style, which brought together the Caravaggesque realism of his early 
works with the grandeur of Venetian High Renaissance painting, thereby creating un-
precedented drama in his art. We can place the Christ and the Woman Taken in Adultery 
in this period marking the apex of Preti’s creative powers. He dedicated much of the 
1680s to producing altarpieces for his native Taverna, while still taking commissions in 
and beyond Malta, as far as Sicily and Spain. In the final decade of his life the prolific 
artist displayed no signs of a decline in will or ability to create. Though still accepting 
and executing commissions until his death, Preti relied heavily on his assistants and 
students in the last decade. There are over five hundred paintings in the artist’s oeuvre 
attesting to his great talent and prodigious legacy. 



Jacopo Palma or Jacopo Negretti,  
called Palma il Vecchio

(Serina Alta, Bergamo ca. 1480–Venice 1528)

A Shepherd and Two Women

Oil on panel, 27A x 37A inches (69.2 x 94.6 cm.)

provenance
Private Collection, United Kingdom; their sale, Sotheby’s, London, November 3, 1965, lot 87, as 

“Palma...Half Length Figures of a man in green coat and white shirt and two women”; sold for 
£400 to Ramsay1

Private Collection, United Kingdom

Palma il Vecchio is the author of some of the most memorable and alluring depictions 
of women in western art.  These are neither portraits of contemporaries or historical 
figures. Rather they portray idealized women, beautiful and blonde, richly attired (al-
though on occasion partially so), at times cast in allegorical guises (Judith, Lucretia, 
or Flora), but most often anonymous and in strikingly enticing poses that suggest the 
languorous life of the Venetian courtesans.  Palma’s paintings known familiarly as “La 
Bella” (Madrid, Thyssen Collections) and “The Three Sisters” (Dresden, Gemäldegal-
erie) are among the most famous of the Renaissance. Others of related type are titled 
by simple descriptors: the Lady in Green, Lady in Blue, Lady with a Lute, or Lady by an 
Open Window. The present work is a rare and in many ways unique addition to this 
group. It depicts three participants in a romantic drama—of unclear, yet clearly erotic 
plot. While it is simply here called A Shepherd and Two Women, one suspects that a more 
appropriate title will be found once the mystery of the relationship and actions of these 
three people is resolved.

Prof. Peter Humfrey has written the following entry on the present painting:

Although unpublished this picture is entirely characteristic of the work of the 
important Venetian painter Palma il Vecchio, and represents an important ad-
dition to his oeuvre (fig. 1 [click here for link to illustrated entry]). It also rep-
resents a particularly interesting addition to one of his main specialities as 

http://www.robertsimon.com/pdfs/PalmaVecchio.pdf




an artist, the representation in a half-length, portrait-like format of beautiful, 
anonymous young women, often, as here, in a state of undress. 
 To judge from the relatively firm and sculptural modelling of the forms, 
and from the strong effect of round volume, this is a relatively late work, dat-
able to shortly before the painter’s premature death in 1528. Stylistically it may 
be compared with the Woman with a Bared Breast in the Gemäldegalerie, Ber-
lin (fig. 2), which has been plausibly dated by Philip Rylands, in his standard 
monograph on Palma, to c.1524-6. Also common to the two paintings are the 
fashionable female hairstyles, and the use of a dark architectural foil to offset 
the volumes of the figures and the bright colours of their draperies.
 The pose of the central figure closely repeats that of another of Palma’s belle, 
or beautiful women, likewise in Berlin, the Woman before a Vine-Trellis, which 
probably dates from about a decade earlier (fig. 3). Interestingly, x-radiographs 
of this picture show that her left hand, instead of extending across to her right 
breast, originally cupped her left breast (fig. 4). In other words, her hand was 
in exactly the same position as that of her companion’s hand in the present 
work. Presumably, then, the artist kept some sort of drawn or painted record 
of his original design in his studio, and returned to a version of his original 
idea in the later variant. At the same time, pentimenti, or changes of plan, vis-
ible to the naked eye, show that he introduced new changes during the execu-
tion of the present work. Originally, for example, the neckline of the chemise 
worn by the central figure was placed higher, exactly as in the Woman before a 
Vine-Trellis. The right hand of her companion was also originally placed on her 
shoulder.
 In the present work, the single figure represented in the two Berlin pic-
tures has been complemented by two additional figures, and the picture field 
correspondingly changed from vertical to horizontal. This kind of composi-
tion probably has its roots in the half-lengh Sacre Conversazioni developed and 
popularised in Venice by Giovanni Bellini from the 1480s onwards. The type 
was given a new, secular character by Giorgione in works such as the Three 
Ages of Man of c. 1500 in Palazzo Pitti, in which three male figures are seen in 
a frieze-like arrangement against a neutral background (fig. 5). The question 





of whether Giorgione’s picture represents a triple portrait, a genre scene, or an 
allegory, or perhaps a mixture of these elements, remains a matter of continu-
ing art-historical debate. In any case, in the first two decades of the century this 
type of three-figure composition, often showing both men and women, some 
of whom are often singers or hold musical instruments, was explored by most 
Venetian painters, including Titian, Cariani, and Palma himself. An outstanding 
example by the last is the so-called Three Sisters of c. 1518-20 in the Gemäldegal-
erie, Dresden, in which the arrangement of the figures closely adumbrates that 
of the present work (fig. 6). 
 As with Giorgione’s Three Ages of Man, it is far from easy to define exactly 
what message the picture is meant to convey. But the theme of music is often 
symbolic of love, and Palma’s many images of beautiful women are certainly 
intended to have an erotic appeal. In the present work the sexual dimension 
made explicit by the extremely intimate gesture of the woman on the right, 
and by the way in which the man gazes fixedly at his companion’s decolletage. 
To judge from his rustic costume and his flute, or pipe, he is a shepherd, a stan-
dard figure not just in the pastoral landscapes of Giorgione and his successors, 
but also in portrait-like close-ups, such as the Shepherd in the Royal Collection 
at Hampton Court, variously attributed to both Giorgione and the young 
Titian. Here, however, the two women wear the costumes of the monied, 
urban classes, and are clearly not shepherdesses; and it is difficult to explain 
their dalliance with a simple peasant. Half-length scenes of seduction are not 
uncommon in Venetian painting of the period, as in the probably closely con-
temporary Woman with a Seducer in a private collection by Palma’s follower 
Bonifacio de Pitati, which again has a reference to music in the viol held by the 
woman (fig. 7). But in the picture by Bonifacio the sexual dynamic between 
male and female is much more conventional, whereas in that of Palma, there 
is a strong, and perhaps partly humourous implication that the bashful young 
man is being actively seduced by the two women.

rbs



1 The earlier provenance of the painting is not known. However, an intriguing possibility is that the 
painting might be identifiable with a work from the collection of Henry Maxwell of Grosvenor 
Place, London that appeared in three auctions between 1813 and 1820 as “P. Vecchia...The Prodigal 
Son Among Harlots” (Christie’s, Mar. 17, 1819, lot 80 and Christie’s, April 26, 1820, lot 67, with the 
note in the Getty Provenance Index that the painting had previously appeared in a sale of July 1813).

An illustrated version of this entry is available here: http://www.robertsimon.com/pdfs/PalmaVecchio.pdf

http://www.robertsimon.com/pdfs/PalmaVecchio.pdf


Carlo Dolci
(1616–Florence– 1687)

Saint Jerome in prayer

Dated lower center: 1655
Oil on panel, 17 x 21A inches (43 x 54 cm.)
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Carlo Dolci entered the studio of Jacopo Vignali in Florence around 1625. According 
to his contemporary biographer Filippo Baldinucci, the young pupil’s work was so 
impressive that he was promptly introduced to the Grand Duke of Tuscany. Dolci’s 
precocity for portraiture established his immediate popularity among the aristocratic 
collectors of Florence. He enjoyed an international reputation throughout the following 
decades, revered for his meticulous technique and intense religiosity. 





In the 1650s, Dolci began to focus increasingly on religious works that served a 
didactic purpose. Saint Jerome in prayer, dated 1655, reveals the fervid religious sentiment 
that became his guiding force during this decade and continued to prevail throughout 
his career. It is clear that Dolci regarded his works as votive offerings, evidenced by his 
frequent inclusion of prayer inscriptions and biblical verses. Baldinucci records that 
Dolci “firmly intended to paint only works which would inspire the fruits of Christian 
piety in those who saw them.”1 

The life of Saint Jerome would certainly be an appropriate example of the pious 
message that Dolci wished to convey. The patron saint of knowledge, Saint Jerome 
was a fourth century scholar who completed the monumental task of translating the 
bible into Latin from Greek and Hebrew. He was commonly depicted with writing 
materials and a lion (a reference to a medieval legend in which he removed a thorn from 
a lion’s paw). Dolci included both of these symbols in the present work, in addition to 
portraying Saint Jerome as a recluse in the wilderness—likely alluding to the time he 
spent secluded in the desert when he learned Hebrew.

According to Francesca Baldassari, the present work represents the finest surviving 
depiction of Saint Jerome by the artist.2 Baldassari records that it was commissioned by 
the prominent Capponi family in Florence. It was first documented in their collection 
in 1767, when it was exhibited for Saint Luke’s Day.3 Presumably, it was still with the 
family by 1842, as the writings of Federigo Fantozzi refer to a painting of “Saint Jerome 
in Prayer, a fine work in Dolci’s most finished style” hanging in their “quadreria.”4

1 Filippo Baldinucci, Notzie (1681-1728); ed. F. Ranalli (1845-7), v, pp. 335-64.
2 Baldassari includes two other versions of the subject in her monograph (Baldassari, no. and fig. 21, 

p. 52 and no. and fig. 72, p. 101-3).
3 Fabia Borroni Salvadori, Le esposizioni d’arte a Firenze dal 1674 al 1767, in ‘Mitteilungen des 

Kunsthistorischen Institutes in Florenz’, 1974, 18, pp. 80-1.
4 Federigo Fantozzi, Nuova guida, ovvero descrizione storico-artistico-critica della città e contorni di 

Firenze, Florence 1842, p. 398.





Placido Costanzi
(Rome, 1702–759)

Annunciation

Oil on canvas, 18G x 12J inches (46.7 x 32.7 cm.)
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Placido Costanzi is an elegant painter who first trained with Francesco Trevisani, then 
with Benedetto Luti. His style is in many ways derived from Sebastiano Conca, to 
whom the present painting was once attributed. This splendid bozzetto was first pub-
lished by Anthony Clark in his revelatory article devoted to the Costanzi. He associated 
it with a commission for Queen Elisabetta Farnese, the consort of Philip V of Spain.1

While the composition of the present painting is completely resolved, a close study 
indicates traces of the artist’s exploration of alternatives. An arched top was considered 
at one point in the process, as well as a seraph head in the cloud beneath the angel’s 
knee. These variations appear as well in a painting (canvas 135 x 98 cm.) sold at Chris-
tie’s, Rome, Dec. 1, 1998, lot 170, as a follower of Francesco Trevisani.

An Annunciation by Costanzi is mentioned as being in the Collection of the Earl 
of Radnor at Longford Castle (cf. John Britton, The Beauties of England and Wales (vol. 
15) Wiltshire, London 1814, p. 390)—possibly to be identified with the current work. 

1 Yves Bottineau, L’Art de Cour dans l’Espagne de Philippe V, 1700-1746 (Bordeaux 1962), p. 463; idem. 
El arte cortesano en la España de Felipe V (1700-1746), tr. and ed. Maria Concepcion Martín Montero 

(Madrid 1986), pp. 479, 524n.408





Denys Calvaert
(Antwerp 1540–1619 Bologna)

The Holy Family with the infant St. John the Baptist and an Angel

Signed and dated left of center: FECIT/DIONISIO CALVART FIAMENGO/∙1579
Oil on canvas, 58 x 41 cm
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A Flemish painter, born around 1540, Denys Calvaert began his artistic training in land-
scape painting in Antwerp but moved to Bologna in 1560 where he became thoroughly 
Italianized. The artist was immediately influenced by the work of Parmigianino and 
Correggio and wholly abandoned landscape painting for religious subjects. As his style 
matured, however, Calvaert was increasingly influenced by the work of Barocci, all the 
while maintaining a Mannerist aesthetic even after it fell out of fashion.

In 1572 Calvaert accompanied Lorenzo Sabbatini to Rome to complete a commis-
sion from Pope Gregory XIII. After finishing the papal palace assignment, Calvaert re-
mained in Rome where he enjoyed three profitable and prolific years. With ready access 
to the work of the Renaissance painters, he diligently created drawings and paintings 
after works by Michelangelo, Sebastiano del Piombo and especially Raphael. Calvaert’s 
reproductions were so convincing, in fact, that contemporary art dealers sold his copies 
as Renaissance originals.

Upon his return from Rome in 1575, Calvaert founded a successful painting school 
in Bologna for young artists. His extensive knowledge of cinquecento art and culture 
informed his method of instruction, which attracted such distinguished pupils as Guido 
Reni, Francesco Albani and Domenichino. Seven years after Calvaert established his stu-
dio, however, the Carracci brothers started a rival school, Accademia degli Incamminati, 
which lured away some of Calvaert’s best students, including Reni and Domenichino. 
Nevertheless, Calvaert remained a distinguished draftsman and painter of his time. 

Painted in 1579, The Holy Family is characteristic of Calvaert’s post-Roman style in 
its tight grouping, rich coloring and smoothness. The dazzling contrast of colors and 





the flowing forms of drapery work together to create a stunning effect. The intense 
pearly hues and the pallid complexions of mother and child reveal Barocci’s influence. 
The Holy Family is a popular subject in Calvaert’s oeuvre. The present painting most 
closely resembles the Holy Family with John the Baptist at the Musée d’ Art et d’Histoire, 
Geneva. 

The Holy Family is set within a classical architectural setting that opens to a distant 
and obscure landscape. Situated in the center of the compact composition is the Christ 
child proudly displayed by his mother. His body twists slightly to follow the direc-
tion of his upward gaze at his mother. The angel behind the Christ child holds a loose 
bouquet of flowers that sift through its fingers, softly showering the Divinity. John 
the Baptist, also captivated by the falling flowers, sports a fur sash and animal skin gar-
ment, signifying his future role as a prophet in the desert. In keeping with convention, 
Joseph is shown outside of the intimate interaction of the others. He leans on a stone 
parapet that distances him from the other figures; one hand supports his head while 
the other dangles a cane.





Corrado Giaquinto
(Molfetta 1703–1766 Naples)

The Mystic Marriage of St. Catherine of Alexandria

Oil on tin, 21J x 16 inches (55.6 x 40.6 cm.)
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Giaquinto was born in Molfetta, north of Bari on the Adriatic Coast, but his princi-
pal artistic education was in Naples, in the studio of Nicola Maria Rossi, a student of 
Francesco Solimena, and possibly with Solimena himself. His career followed the cir-
cumstances of his patronage, in large part from Spain. He moved to Rome in 1740 and 
remained there, establishing a studio and receiving many commissions, until he was 
summoned to Madrid in 1753, following the death of the court painter Jacopo Amigo-
ni. There Giaquinto remained for nine years, receiving the three posts as First Painter 
to the King, Director of the Academia de San Fernando and Director of the Royal 
Tapestry Factory of Santa Barbara, Madrid. Besides Giaquinto’s many commissions in 
Spain, including the impressive fresco decoration of the Royal Palace, he had a power-
ful influence not only with his own students, but over a generation of Spanish artists.
Giaquinto returned to Naples in 1762 and remained there until his death four years 
later, 

The Mystic Marriage of St. Catherine is an unpublished, but unquestioned work of 
Giaquinto’s maturity. Its attribution has been confirmed by Dr. Nicola Spinosa (writ-
ten communication, December 9, 2011), who dates the painting to the artist’s matu-
rity in the period after 1740 but before his departure from Rome to Spain in 1753. In 
this brilliantly executed composition, Christ is seen sitting on the Virgin’s lap as she 
elegantly holds a white drape out with her right hand. Christ is seen slipping a wed-
ding band onto the finger of St. Catherine of Alexandria, who kneels before the two, 
accompanied by her symbols of a crown (on her head) a sword, the instrument of her 
martyrdom, held by the two angels at the lower left, and the broken wheel of her tor-
ture, in the foreground. Joseph, who is infrequently represented in depictions of this 





spiritual union, stands behind the group and against a column, holding his flowering 
staff and a book in which he appears to be absorbed. A landscape with flying cherubim 
appear beyond the balustrade at the left.

Of this period in the artist’s career, Irene Cioffi has written, “The 1740s represent 
Giaquinto’s most significant decade in Rome. The artist was admitted into the Acca-
demia di S Luca in 1740. Some time thereafter he established a studio and was put in 
charge of training all the Spanish students sent to the papal city to perfect their craft. 
Giaquinto’s most important commissions during this decade were his large decorative 
programmes for the churches of S Giovanni Calabita (c. 1741–2) and Santa Croce in 
Gerusalemme (c. 1744), which established his international reputation as the leader of 
the Roman Rococo school. During this period his style moved away from the previous 
Rococo forms of the 1730s towards a more solid classicism that pays homage to the tra-
dition of the Grand Style as exemplified by Maratti, the last great master of the Roman 
Baroque. Classicizing tastes were especially strong during the 1740s when Pompeo Ba-
toni and the Frenchman Pierre Subleyras established reputations in Rome. Giaquinto’s 
mature Roman style is evident in his nave fresco for S Giovanni Calabita, St John of God 
Healing the Plague Victims, and in his altarpiece for S Maria dell’Orto, the Baptism of 
Christ (1750). Both examples convey a heightened sense of solemnity, which the artist 
achieved through the use of simplified compositional arrangements and figure types 
reminiscent of Maratti shown in postures of quiet repose. Other important commis-
sions included the vault fresco of God the Father Presenting the Tablets to Moses (1743; 
Rome, S Lorenzo in Damaso, Ruffo chapel) and such large canvases as the Transporta-
tion of the Relics of SS Eurychetes and Acutius (1744; Naples Cathedral).”

The painting comes from the distinguished Suida-Manning Collection, begun by 
the Austrian art historian Wilhelm Suida and continued by his daughter Bertina Suida 
Manning and her husband Robert Manning, both scholars in the field.
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Costume of a Venetian Nobleman,  c.  1762–65
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In this extraordinary self-portrait by Bernardo Bellotto, the famed view painter has 
depicted himself in the crimson robes and golden stole of the Venetian nobility, 





standing before a magnificent arrangement of columned arches and colonnaded 
galleries. He steps forward with a gesture of proud display, as if inviting the viewer 
to behold and admire his latest artistic creation—the splendid painted architectural 
capriccio before which he stands—as proof of his artistic capabilities and invention. 
Attended by his faithful servant Checo (Francesco), he is followed by an elderly 
ecclesiastic carrying a folder, which Stefan Kozakiewicz, the great expert on the 
artist’s work, suggested may contain sketches.1 At the left, a young peasant boy 
points to Bellotto as if to encourage the viewer to take particular note of the 
splendidly-dressed painter.

The painting was conceived as an artistic manifesto, a demonstration of Bellotto’s 
pictorial prowess. The fanciful architectural setting behind the artist and his retinue 
possesses the character of a grand theatrical set, heightened by strong contrasts of light 
and shade that play across the deliberately complex composition. The two-storied 
colonnade that surrounds the interior courtyard is based upon the ground-floor arcade 
of Doric half-columns and the Ionic order of the piano nobile of Jacopo Sansovino’s 
sixteenth-century architectural masterpiece, the Libreria Vecchia (Marciana Library) in 
Venice, which the architect Palladio described as the, “richest and most ornate [building] 
since Antiquity.”2 Other elements Bellotto has appropriated from Sansovino’s Library 
include the keystone heads, spandrel figures, and naturalistic sculptures reminiscent of 
antiquity above the roof balustrade.

The courtyard is separated from the foreground by a Roman triumphal arch 
embellished with sculptural reliefs loosely based on motifs from the Arch of 
Constantine. The viewer is invited to look through the majestic arch into the sharply 
receding space behind, which is defined in surprisingly great detail. The balustrade 
curving into the distance unites the whole and emphasizes the heroic scale of the palatial 
setting; its steeply angled lines of perspective exaggerate the depth of the courtyard, 
which is punctuated by fountains in each of the arches along the ground floor façade 
and populated by a variety of figures moving about. The gigantic Doric column on 
the right and the columns of the triumphal arch bear posters advertising theatrical 
presentations, and Bellotto’s own declamatory pose (in accordance with what appears 
to be contemporary conventions for representing Venetian noble officials) enhances 
the theatrical character of the scene.3



Bellotto was never reticent about proclaiming his artistic achievements, and on 
previous occasions he inserted himself into the compositions of important paintings. 
His first inclusion of a self-portrait in a major work was in a topographical view of Turin, 
one of a pair painted in 1745 and now in the Galleria Sabauda, which he produced for 
his first royal patron, Charles Emanuel III (1701–1773), King of Sardinia and Duke of 
Savoy. Two years later he included himself, also in the guise of an artist sketching, in his 
first topographical view of Dresden, a majestic prospect of the city from the right bank 
of the Elbe above the Augustus Bridge (1747; Gemäldegalerie Alte Meister, Dresden). 
Signed prominently, with his name in full, the date, and the identification of the site 
(BERNARDO. BELLOTTO/ DETTO. CANALETTO/ F. ANNO 1747. IN DRESDA), 
Bellotto clearly indicated his awareness of the importance of the painting within his 
career, marking both the beginning of a new creative phase in his development and 
his admission to a major European court.4 In neither of these paintings, however, 
did Bellotto approach the grandeur of self-expression he achieved in his Architectural 
Capriccio with a Self-portrait in the Costume of a Venetian Nobleman.

From Venice to Dresden
Bernardo Bellotto was born in Venice on 20 May 1722 to Lorenzo Bellotto and Fiorenza 
Domenica Canal. His mother was the eldest of the three sisters of the celebrated 
Venetian vedutista Antonio Canaletto (1697–1768), and around 1735 Bellotto entered 
his uncle’s Venetian studio to train as a view painter. During his apprenticeship, which 
lasted until the early 1740s, he so thoroughly assimilated the manner of Canaletto’s 
methods and style—a phenomenon remarked by their contemporaries—that the 
problem of attributing works from this period to one painter or the other continues to 
the present day.

As early as 1738 Bellotto was enrolled in the register of the Fraglia dei Pittori, 
the Venetian painter’s guild, which suggests that by then he had developed into an 
independent painter, draughtsman, and etcher. By 1740 he was capable of faultless 
perspective drawing, and he had produced several independent oil paintings of Venetian 
scenes. In the years 1740–41, Bellotto accompanied his uncle on a visit to the neighboring 
mainland along the Brenta to Padua, and on this trip he attained his majority as an 
artist. For several months in 1742 Bellotto travelled in central Italy visiting Florence, 



Lucca, and Rome. The paintings produced during this time exhibit a high standard of 
execution, skillful handling, and precise linear framework, and the distribution of light, 
shade, and color anticipate his distinctive mature style and eventual divergence from 
the manner of Canaletto.

Bellotto probably returned to Venice before the end of 1742; he was certainly there 
in 1743. From 1744 onwards, before his departure for Dresden in the summer of 1747, he 
spent months at a time in Lombardy, Piedmont, and Verona, where he executed a large 
number of paintings of new subjects. During this period he began to take an interest in 
the surroundings of towns and in landscape, which had previously played a minor role 
in his work. The most important of Bellotto’s Italian works are generally thought to be 
two views of the village of Gazzada near Varese (c. 1744; Pinacoteca di Brera, Milan), 
which in their contrast of light and shade, intense color, crystalline atmosphere, and 
evident feeling for rural landscape summarize the artist’s early maturity. These gloomily 
romantic views mark a decisive artistic break from Canaletto, and Bellotto’s search for 
subject-matter outside Venice may indeed have been partly due to a desire to distinguish 
his work from his uncle’s. Nonetheless, when Bellotto executed the two views of Turin 
for Charles Emmanuel III in 1745, his first royal commissions, he signed them with 
both his Christian name and surname and the byname “Il Canaletto,” no doubt to draw 
attention to his relationship with his celebrated kinsman.

Bellotto’s views of Milan, Turin, and Verona are the products of a mature style 
of view painting, but he also painted a number of vedute ideate (idealized views) and 
capriccios in his last Italian years, which reveal the same quality and high technical 
standards as the realistic views of the period. In July 1747, in response to a summons 
to the court of Dresden, he left Venice forever. From the moment of his arrival until 
the outbreak of the Seven Years War in 1756, Bellotto was engaged in the service of 
Augustus III, King of Poland and Elector of Saxony (1696–1763), and of his powerful 
Prime Minister, Count Heinrich Brühl (1700–1763). In 1748 the title of Court Painter 
was officially conferred on the artist, and his annual remuneration was the highest ever 
paid by the Saxon court to a painter. Between 1747 and the first months of 1753, Bellotto 
painted seventeen large panoramic views of Dresden; between 1753 and 1756, eleven 
views of the suburb of Pirna; and in 1756–57, five of the Fortress of Königstein. These 
paintings, the majority of which are in the Gemäldegalerie Alte Meister, Dresden, 



are among the painter’s greatest works. In the paintings of Dresden and its environs 
Bellotto developed a highly original style impossible to confuse with that of his uncle: 
darker in tonality and painted with a much thicker impasto, the figures with which they 
are animated are far more individualized than Canaletto’s. They conclude the stage of 
development initiated by the Italian views, and in their panoramic breadth, convincing 
depictions of deep space, and contrasts of shadow and sunlight stand among the 
greatest achievements of view painting in the eighteenth century.

A new phase was ushered in with Bellotto’s move to Vienna in the winter of 
1758–59, where he remained until early in 1761. The thirteen large canvases now in 
the Gemäldegalerie, Kunsthistorisches Museum, Vienna, painted for Empress Maria 
Theresa (1717–1780) and emphasizing her palaces and those constructed at her behest, 
constitute his second great series devoted to the portrayal of a single city and its 
immediate environment. Following his departure from Vienna in early 1761, Bellotto 
visited the court of Elector Maximilan III Joseph of Bavaria (1727–1777) in Munich, 
where he painted some panoramic views of the city and of the palace of Nymphenburg 
(1761; Residenzmuseum, Munich), before returning to Dresden shortly before the end 
of the year. 

Dresden and Crisis,  1761–66
Bellotto’s second period of residence in Dresden was marked by financial difficulties 
and a serious diminution in artistic prestige. When he returned in late 1761, he was 
confronted by the destruction of the city and its environs (including his house in Pirna 
and all of his possessions) in the Prussian bombardment during the Seven Years War. 
Augustus III and Count Brühl, with most of the royal court, were still in Warsaw; 
moreover, within six months of their return to Dresden following the declaration of 
peace in 1763, both king and minister were dead, and the following year the new elector 
also died, leaving a small son to succeed. The Saxon court, which had been Bellotto’s 
main patron, was left without the funds previously used to support its stable of highly 
paid artists.5 

Court patronage was largely replaced by the Dresden Academy of Fine Arts, 
established in 1764, which fostered philosophical debates on the purpose of art and 
the role of artists. Inevitably, in such an atmosphere the appreciation of accurate 



topographical views was subordinated to conventional academic theory in which 
history painting was considered the highest branch of art and landscape painting near 
the bottom. Bellotto’s professional status was thus in decline and diminished further 
under the aegis of the academy and the authority of its director, Christian Ludwig 
von Hagedorn (1712–1780), who, in accordance with a growing feeling of national 
consciousness preferred native sons over foreign artists, particularly the “fickle French 
and Italians.”6 Bellotto was refused a professorial chair at the academy, although 
following the intervention of the royal family he was made the equivalent of tutor, 
teaching the foundation courses in perspective and supervising the junior classes for 
landscape artists and architects, hardly a prominent post.7 The salary he received as a 
teacher at the academy was a fraction of the lavish stipend he had been paid by Augustus 
III, and in order to eke out a living he made and sold prints. He also produced in 
this period a large number of replicas in reduced formats of his earlier views of Pirna, 
Köningstein, Vienna, and Munich, but no large-scale topographical views.

The trying social and financial circumstances in which Bellotto found himself in 
the first half of the 1760s explain why he turned to the production of architectural 
capriccios and vedute di fantasia, or imaginary views, mainly of architectural motifs 
inspired by memories of Venice and Rome. Conjuring up fantastic architectonic 
worlds from an inventive mix of arches, arcades, balustrades, facades, monumental 
stairways, and other architectural elements, these complex architectural capriccios of 
totally invented buildings also served as perfect examples for teaching perspective.8 
Bellotto even produced political allegories,9 which taken in conjunction with his 
architectural capriccios suggest how urgently he endeavored to reinvent his artistic 
practice at this moment in his career and to interest a new type of customer in his work. 
The Architectural Capriccio with a Self-portrait in the Costume of a Venetian Nobleman 
should therefore be understood in the context of the efforts Bellotto was making at this 
time to create a new type of painting for private patrons.

Eventually, however, the artist was forced to look for opportunities beyond 
Dresden. In December 1766, Bellotto obtained permission to make a short trip to Saint 
Petersburg, where the new Empress of Russia, Catherine II (1729–1796), was rapidly 
becoming known as an enthusiastic patron of foreign, and especially Italian, artists. 
He stopped in Warsaw in early 1767, probably to obtain letters of introduction to the 



Russian empress from Augustus III’s successor in the elective monarchy of Poland, 
King Stanislaus II Augustus Poniatowski (1732–1796). The king persuaded him to stay, 
as part of the royal plan to emulate the ambitious patronage of his predecessor, and 
Bellotto was appointed Court Painter in 1768, and spent the last fourteen years of his 
life working in relative comfort and security in Poland. His most important work from 
this period is a series of twenty-six views of Warsaw, intended for a particular suite, the 
so-called “Canaletto Hall,” in the Royal Castle. These views, with their extraordinary 
topographical precision and scrupulous attention to detail, played an important role in 
the reconstruction of Warsaw following the Second World War. Bellotto also produced 
an extraordinary amount of work for the royal residences at Ujazdów and Łazienki, on 
the outskirts of the city. He died in Warsaw on 17 November 1780.

Bellotto and the “social” capriccio
During his nearly twenty years of residence in Dresden from 1747 to 1766, Bellotto’s 
interest in a wide range of human types found particular expression in the occupations 
of the nobility and their families, as well as their servants and court officials, which, in 
Kozakiewicz’s phrase, are “caught in a measured, wordless narration.”10 The prominent 
juxtaposition in his paintings of the highest ranks of noble society with the lower classes 
has led scholars to ponder whether the artist also intended a kind of capriccio in social 
and human terms alongside his combinations of landscape and architecture in which 
real buildings are combined with imaginary ones or are shown with their locations 
rearranged. The present self-portrait, combining an imaginary palace courtyard in the 
style of the Venetian Renaissance with relatively large, realistically portrayed genre 
figures of varying social classes, is an evocative example of just such a “social” capriccio. 
The solemnity and enigmatic gravity of the poor family at the left, for example, is 
heightened by their juxtaposition to the well-dressed patrician couple in the center of 
the composition about to enter the courtyard. The presence of mendicants and the lower 
classes in Bellotto’s paintings has often been interpreted as an allusion to the miserable 
state of the local citizenry in the aftermath of the Prussian bombardment of Dresden in 
July 1760. The elderly man with a staff at the left, depicted with a straightforward realism 
worthy of Giacomo Ceruti (1698–1767), is especially striking, his social and economic 
state further dramatized by the grandeur of the imagined architectural setting.



About the same time as he painted the present architectural capriccio with a self-
portrait, Bellotto painted a similar composition of nearly-identical style, handling, and 
size (fig. 1*) which may have served as a prototype and could even be imagined as 
a kind of pendant.11 The three richly dressed figures at the left have been identified 
as the powerful Polish nobleman, Voivod Franciszek Salezy Potocki (died 1772), his 
son, Stanislaw Szczesny (1752/53–1805), and a Cossack. A wealthy landowner in the 
Ukraine, Potocki was allied with Count Brühl, Bellotto’s patron during his first period 
of residence in Saxony, and stayed often in Dresden. During the difficult years of his 
second Dresden period, Bellotto no doubt turned eagerly to the patronage of Potocki, 
providing him with a memorable and vivid portrait of himself and his son.

The architectural settings of the present self-portrait and the portrait of Potocki 
and his son are among the grandest and most magnificent of any of Bellotto’s ideal 
views produced during his second stay in Dresden. In the El Paso veduta ideata the 
figures stand in the shade of an arcade that opens onto a courtyard terminating in a 
fountain with a marble Apollo and Daphne derived from Bernini’s famous sculpture 
in the Villa Borghese. Behind, a flight of stairs leads to a palace surmounted by a 
balustrade and a pediment with an ornamental relief. An arcade at the first-floor level 
reveals an ellipsoidal courtyard beyond, created by the wings of the palace, a setting 
that is developed more fully in the self-portrait.

However, what the two pictures share most strikingly in common is the treatment 
of the figures, particularly the vivid contrast between the Potockis, on the one hand, and 
Bellotto and his retinue, on the other, and the humble figures that surround them. In the 
El Paso painting these include a blind beggar at the extreme left whose outstretched hand 
echoes the youthful Potocki’s elegant gesture, and another boy and his father, a vendor of 
household utensils opposite. Another family appears in the middle ground, a poor father 
who stands beside his wife and child seated on the steps descending to the courtyard.

Bellotto’s careful attention to and depiction of the dress of his sitters is another 
element that links the two paintings. Franciszek Salezy Potocki, shaven and moustached, 
is shown in his native costume, wearing a red-orange mantle and a silk sash, while the 
son is dressed as a European, à la française, in a wig, chestnut suit, white stockings, 
and olive-green tailcoat. Behind them stands a Ukrainian Cossack in a high fur hat, 
traditionally identified as a retainer or servant. Bellotto paid similar attention to the 
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details of his depiction of himself in a wig, crimson velvet robe, and richly patterned 
stole as a procurator, a Venetian civic official similar to a chancellor or senator, a rank 
to which he was not in fact entitled.12 Although Bellotto would have certainly recalled 
the appearance of the numerous procurators he had seen in Venice in his youth, the 
authoritative pose and gesture and the voluminous bulk of his costume in the self-
portrait suggest that he refreshed his memory in Dresden with a printed pictorial source 
such as the depiction of a procurator (fig. 2) by the Dutch engraver and draftsman 
Caspar Lukyen.13

Architectural Capriccio with Christ Driving the Money Changers  
from the Temple
Kozakiewicz regarded the present self-portrait as the earliest treatment of the 
composition, followed by a version now in a private collection in Milan.14 The third 
version (fig. 4) presumably followed shortly thereafter, although it has also been thought 
to have been painted early in 1767 in Warsaw to impress the Polish king, to whom it 
was presented.15 The principal difference among the three compositions other than the 
wording of the quotation from Horace’s Ars poetica on the column at the right is the 
costume of the patrician woman in the center of each: in the present self-portrait and in 
the Warsaw version, the figure is dressed in a robe à la française (also known as Watteau 
pleats); in the Milan painting, she wears a robe à la polonaise, a less formal garment. It 
is not known which of these three self-portraits was exhibited with a companion piece, 
Architectural Capriccio with Christ Driving the Money Changers from the Temple (fig. 3), at 
the first public exhibition of the Dresden Academy of Arts, which opened 5 May 1765.16 
Bellotto’s only treatment of a religious subject (Matthew 21: 12–13), the composition 
is known in only two extant versions.17 It may be presumed, without any confirming 
evidence, that either the present self-portrait once had a pendant that is now lost and 
that it was this pair that was exhibited in the exhibition in 1765, or that the pair now in 
Milan was exhibited in Dresden. The present self-portrait must therefore have preceded 
both the Milan and Warsaw self-portrait compositions as the prototype; a hypothesis 
supported by the fact that the canvas is not signed.

Moreover, although the three self-portraits vary hardly at all in composition or 
detail, it is to the present canvas that a preparatory pen-and-ink drawing in Warsaw 



corresponds exactly in proportion and detail to many of the elements in the painting 
such as the dog in the center foreground and the figure seen from behind sitting on 
the ground to the left of the central pillar.18 Also, a pen-and-ink drawing at Darmstadt 
(fig. 5) that may have served as a preparatory sketch for the whole composition or, 
more likely, a ricordo after the finished canvas, can be related explicitly to the present 
painting, in which the inscription from Horace on the theatrical poster corresponds 
most closely.19

Bellotto reused several of the foreground figures in the present version of the 
self-portrait as staffage in subsequent compositions: the motifs of the patrician couple 
seen from behind proceeding into the courtyard and the old woman seated with the 
pointing child were used in a view of Dresden of about 1765 (Staatliche Kunsthalle, 
Karlsruhe), and the entire group of the bearded old man, seated woman, and boy 
appear almost identically in an architectural capriccio of 1765 (San Diego Museum of 
Art).20

The architectural setting of the Cleansing of the Temple complements the self-
portrait composition in its orientation with an arched doorway and windows in the 
foreground opening onto a courtyard, out of which a flight of steps leads up to a 
terrace. The lines of perspective converge steeply onto the heads of figures at the 
extreme lower right and left edges of each painting, respectively, at about the height 
of the turbaned money changer in one and the bearded man in the other, linking the 
works compositionally. The courtyard and the terrace in the Cleansing of the Temple are 
enclosed by arcades which appear to belong to a palatial building, and are surmounted 
by a classical pediment and a balustrade.

In the foreground, Christ, enraged at the sight of the Temple of Jerusalem turned 
into a market place for merchants and traders in cattle, sheep and pigeons, brandishes 
a makeshift whip of cords. Those around him recoil in astonishment, and the money-
changers at the right of the composition gather up their money and clutch their purses. 
Christ’s outburst was the kind of dramatic act that invites a symbolic interpretation,21 
and the theme unquestionably held personal significance for Bellotto at a time in which 
he was struggling to survive professionally in the drastically changed circumstances of 
the Dresden court in the mid-1760s in the aftermath of the Seven Years’ War. It was 
in this strained atmosphere that Bellotto conceived the self-portrait and the biblical 



scene, and both paintings may therefore be understood both as pictorial expressions of 
Bellotto’s frustration in a difficult new artistic climate and as messages of revolt against 
the Dresden academic world.

In short, the lofty academic style, faultless and exaggerated perspective, and 
inventive architectural settings of Bellotto’s self-portrait and other architectural 
capriccios in these years represent his response to the artistic, theoretical, and political 
changes at the Dresden court. His traditional métier, the production of accurate and 
realistic topographical views of cities and their environs, was now considered mechanical 
and unimaginative in light of the heady new artistic ideals taking root in Dresden and 
propagated by the writings and teachings of Johann Joachim Wincklemann (1717–
1768) and Anton Raphael Mengs (1728–1779). As Kozakiewicz noted, “The new ideas, 
combining an antipathy towards the baroque and a reverence for antiquity with the 
desire for beauty of invention in art, attracted the interest of large numbers of art-
lovers in Saxony from about 1760 onwards.” 22 Bellotto’s new interest in the genre of 
the architectural capriccio is unquestionably bound up in his efforts to adopt his art 
to such official attitudes as those expressed by Hagedorn in 1762: “Works of art are 
enhanced only by the beauty of their invention. This is the means whereby an artist, in 
his creations, reaches out to the soul and speaks to the understanding. The mechanical 
aspect of art provides the imaginative aspect with a body, an exterior form to attract the 
eye. The heart wishes to be moved and the understanding to be flattered, but the eye 
wishes to be deceived.”23

Bellotto and Horace’s Ars poetica
The artistic credo implicit in the prominent quotation from Horace’s Ars poetica, which 
appears in the guise of a theatrical bill plastered onto the large column at right (fig. 
6), holds the key to the meaning of Bellotto’s elaborate and self-aggrandizing self-
portrait.24 The famous motto proclaiming the liberty of the artist—Pictoribus atque poetis 
quidlibet audendi semper fuit aequa libertas (“Painters and poets have always had equal 
liberty to do the daring”)— was almost certainly intended by Bellotto as a declaration 
of aesthetic freedom against the new classicizing taste of Dresden artistic circles and 
an effort to satisfy the requirements of theoreticians, critics, and the members of the 
Dresden Academy of Fine Arts.25



The architectural capricci of Bellotto’s last years in Saxony have been interpreted 
generally as an expression of compromise between the painter’s innate tendency 
toward realism and the more decorative and idealized compositions favored by the 
artistic leaders at the Dresden court.26 But when it is recalled that until the 1760s 
Bellotto’s oeuvre consisted largely of the representation of towns and landscapes that 
are essentially topographical in conception it is easy to grasp just how unusual and 
unexpected Bellotto’s self-portrait is within his career and development as a painter.

Of course, as can readily be seen in this architectural fantasy, Bellotto never 
relinquished the realism that was a hallmark of his art from his youth. His attention to the 
world around him never diminished and even in the imaginary, idealized surroundings 
in which he presents himself as a Venetian nobleman, his fascination with daily life had 
not dimmed. Figures from all walks of life—beggars, fashionable women, soldiers, 
laborers, and vendors—populate his paintings of the period. Bellotto, like Canaletto, 
had a sharp eye for the particulars of the scene before him, so it is not unusual to see 
the tattered remnants of the manifesti teatrali, or theatrical bills, affixed to the columns 
in the foreground of the painting. The artist had certainly observed such details in his 
walks as a young man in the Piazza San Marco in his native Venice and in and around 
Dresden as well. In the foremost column, above the figure of the elderly ecclesiastic, is 
an announcement (L’ENF . . ./ PROD . . ./ DE M. VO . . . / SUIV . . .) of a contemporary 
performance of Voltaire’s (1694–1778) L’Enfant prodigue, a comedy performed for the 
first time in the Comédie-Française in Paris on 10 October 1736. A remnant of a second 
advertisement (RODOGUINE/ . . . TRAGE . . . / DE CORN . . . ) on the column of 
the arched entrance to the cortile publicizes a performance of Rodogune, written by the 
French tragedian Pierre Corneille (1606–1684) and first performed in 1645.

But it is the prominent inscription on a notice pasted to the giant column at 
the right that unlocks the signficance of the painting and Bellotto’s artistic aims at 
this moment in his life: PICTORES / UT POÆTA,/ FACULTATEM / HABENT/ 
FINGENDI ET SCRIBENDI./ QUIDQUID/ LIBUERIT./ Q. HOTATII FLACCI/ 
DE ARTE POETICA LIBER. The words are drawn from a passage in the Ars poetica 
(“The Art of Poetry”) of the Roman poet Horace (Quintus Horatius Flaccus) (65–8 
BC). Horace’s treatise on poetics was particularly influential in later ages for its concept 
of “ut pictura poesis,” meaning “as painting is, so is poetry.” The phrase has come to 



stand for the principle of similarity between the two “sister” arts, painting and poetry, 
and held an important place in the aesthetic debates of the late Renaissance and well 
into the eighteenth-century. Here, however, Bellotto draws upon an idea that appears 
much earlier in Horace’s text (lines 9–10, “Pictoribus atque poetis quidlibet audendi 
semper fuit aequa potestas”) and which can be translated variously as “Painters and 
poets have always shared the right to dare anything,” or “Painters and poets have 
always had an equal right to dare to do whatever they wanted.”27 The precise source 
of Bellotto’s variant text in the present painting is unknown but it is significant that 
in each of the two subsequent versions of the composition in Warsaw and Milan 
the Latin text corresponds closely to Horace’s original lines. Whether Bellotto drew 
upon a contemporary version of the Ars poetica for the inscription, or relied upon a 
faulty transcription that was corrected in his later reiterations of the composition, the 
differences in the texts provide additional evidence that this version is the earliest in 
date and the prototype from which the other two works were painted. The personal 
importance to Bellotto of this tag from Horace, an authoritative voice of antiquity 
conceding to painters the same artistic license as poets, is confirmed by the existence 
of a folio sheet of etchings of the artist’s Italian views and architectural fantasies and 
signed by him, which also prominently bears the quotation.28

The quote from Horace was well known in contemporary learned circles in 
Dresden. In light of the theoretical bias of the Dresden Academy and Bellotto’s need 
to proclaim his abilities as a painter, the Architectural Capriccio with a Self-portrait as a 
Nobleman can be seen as a challenge and as a literal embodiment of the quote; that is, I, 
Bernardo Bellotto, am at full liberty as a painter to demonstrate my talents and artistic 
genius. That the painter was not in fact entitled to present himself in the robes of the 
nobility is irrelevant. For what Bellotto has achieved in this painting, remarkable for 
its striking, complex perspective, its magnificent imagined architecture, and grandeur 
of artistic self-portrayal is, in the apt phrase of one writer, nothing less than “a telling 
illustration both of the actual power of his art and of the pretended importance of his 
person.”29 

edgar peters bowron
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Giovanni Bilivert
(Florence 1585–1644)

Venus, Cupid and Pan

Inscribed in an old hand on the reverse, possibly by the artist himself:  
originale di Giovanni Biliverti/Fiorentino

Oil on copper, 18 x 13 inches (45.7 by 33 cm.)

provenance
Private collection for at least one hundred years;
Sale, Sotheby’s, London, 4 July 2012, lot 29.

Venus bathes in a brook in this ephemeral scene set in Arcadia. A pearl headdress adorns 
her tousled red hair, loosely arranged in a bun at the nape of her neck. A matching pearl 
drop earring draws attention to her stark nudity. Cupid sweetly tends to the goddess of 
love; his dimpled hands guiding her leg into the clear pool. Standing in the water, he, 
too, is bare but for a silken sash tied around his chest. Behind him, Pan stands holding 
Venus’ red cloak and a shepherd’s crook, a conventional attribute of the god of woods 
and fields, flocks and herds. The sumptuous texture of the drapery contrasts with the 
roughness of his fur garb and unlike the smooth, luminous flesh of Venus and Cupid, 
Pan appears dark, weathered, and rustic. The figures are neatly framed by the woodland 
trees and are set against a vibrant blue sky. Perhaps the most seductive detail of the 
picture is the surface of the stream, beautifully painted with careful brushwork. Venus’ 
ankles are submerged in the shallow pool, her feet only slightly veiled by the cover of 
water, rippling around her, provoking the senses of sound and touch. 

Giovanni Bilivert was the son of a goldsmith, Jacques Bilivert, who left his hometown 
of Delft as a young man to supervise the metal workshops of Grand Duke Francesco 
I de’Medici in the last quarter of the sixteenth century. With a recommendation from 
Ferdinando I de’Medici his son gained an apprenticeship with Lodovico Cigoli with 
whom he traveled to Rome in 1604. After three years there Bilivert returned to his 
hometown of Florence and enrolled in the Accademia del Disegno in 1609. He went 
on to establish a successful workshop in Florence, which included such pupils as Orazio 
Fidani, Sigismondo Coccapani, Baccio del Bianco, and Francesco Furini. Employing 
loose brushwork and warm effects of light and shadow, Bilivert was inspired by sixteenth 





century Venetian painting: by the 1620s Cigoli’s influence was less evident than that of 
Veronese’s. The artist was further influenced by his pupil, Furini, famous for his soft 
sfumato effects and the ambiguous sensuality of his many female nudes, inspired by the 
classical sculpture in the Medici collection. Furini’s influence on his teacher is clear in 
Venus, Cupid, and Pan. 

The present work is a variant of an earlier, larger painting on canvas now in the 
Gemaldegalerie, Dresden (fig. 1*). A preparatory drawing also exists in the Gallerie 
degli Uffizi, Florence, (fig. 2), which more closely resembles the format of our work 
than that of the squarer Dresden picture. Bilivert’s pupil, Orazio Fidani, recorded a 
reference to the Dresden work some time before 1656, “Fece per il re d’Inghilterra due 
quadri di quattro braccia, dentrovi in uno il consiglio di Psiche e ne l’altro una Venere 
che Amore gli lava le gambe e ci è un Dio Pane che li serba il manto. Dipinse questi 
quadri con una dolcezza straordinaria, e piaqquono sì che ne fu fatte fare molte copie 
per diversi amici sua” [“He painted for the king of England two paintings four braccia 
high, one showing the council of Psyche and the other Venus with Cupid washing her 
legs, and the god Pan is also there holding up a cloak. He executed these paintings 
with extraordinary sweetness, and they were so well liked that he had numerous copies 
made for various friends of his”].1 Though his studio produced several copies of the 
popular painting, the present copper was most certainly commissioned by a private 
patron shortly after the execution of the first, painted sometime between 1630 and 1633. 
The inscription scratched into the back of the support is likely by the hand of Bilivert 
himself, so as to distinguish it from the copies produced by his workshop. Our version 
is unique in both its small scale and medium; only one other painting on copper exists 
in Bilivert’s oeuvre, The Temptation of Charles and Ubaldo (Musée du Louvre, Paris). 
The small format of our picture enhances its intimacy. Set in the romantic realm of 
Arcadia, ruled by Pan—the personification of lust in Renaissance allegory, the picture’s 
subject and setting offer a sensual retreat to the viewer.

1 O. Fidani, in F. Baldinucci, Notizie dei Professori del Disegno da Cimabue in Qua, ed.

* Figures can be viewed by clicking here. You will be directed to the Otto Naumann Ltd. website, where 
you should go to the “Pictures for Sale” subpage and search for the Bilivert entry.

http://ottonaumannltd.com
http://ottonaumannltd.com
http://ottonaumannltd.com




Giuseppe Maria Crespi,  called Lo Spagnuolo
(Bologna, 1665–1747) 

The Holy Family Attacked by Brigands

Oil on canvas, 22H x 17H inches (56.7 x 43.5 cm.)

provenance
Private Collection, South America

Crespi’s extraordinary originality manifests itself not only in his idiosyncratic style and 
technique, but in the subjects he chose to paint. While he is often light-hearted, even 
irreverent, in portraits and genre, his approach to religious subjects can be as deeply felt 
as it is conventional. His most famous series of paintings, the Seven Sacraments (Dres-
den, Gemäldegalerie) powerfully transposes a liturgical theme into scenes of everyday 
life.

In the present painting Crespi has chosen an obscure legend from the Apocrypha, 
the Holy Family Attacked by Brigands, an event that would resonate among Crespi’s 
contemporaries for whom travel between cities, especially at night, was fraught with 
danger. The story of the attack is told with several variations and it is not known which 
version Crespi might have relied on. In one telling, that of the Arabic Gospel of the 
Infancy, the Holy Family, on its way to Egypt to escape the Massacre of the Innocents 
ordered by Herod, is beset upon by brigands:

And turning away from this place, they came to a desert; and hearing that 
it was infested by robbers, Joseph and the Lady Mary resolved to cross this 
region by night. But as they go along, behold, they see two robbers lying in 
the way, and along with them a great number of robbers, who were their as-
sociates, sleeping.1

The two thieves are Titus and Dumachus (or Dismas), who were to become the 
Good and Bad thieves crucified with Jesus thirty years later. In some tellings of the 
story, Titus, “when he got possession of his prey, and found the child on his mother’s 
breast,” was overwhelmed with the beauty of Jesus and begged for mercy.”2 

http://www.newadvent.org/cathen/14564b.htm
http://www.newadvent.org/cathen/14564b.htm
http://www.newadvent.org/cathen/14564b.htm




Crespi has depicted the scene as an ambush, with robbers attacking from both 
sides. On the left one thief manhandles Joseph, grasping his shoulder with his left hand 
as he violently twists the ear of the donkey. Joseph’s staff falls to the ground. Another 
robber threatens at his side, while a crouching figure, presumably a servant accompa-
nying the Holy Family crouches in submission. From the right another figure, his fists 
outstretched, attacks, a menacing dog at his feet. Joseph turns toward his attacker, his 
left arm attempting to shelter the Virgin, who clutches her child protectively within her 
robes as she turns and flees in alarm. At the lower right a figure kneels in quiet adora-
tion. This seems likely to be Titus, the future Good Thief, who repents and asks for 
mercy upon seeing Jesus.

Crespi’s scene is as dramatic as it is unusual, the mysterious nocturnal setting con-
trasting with the frantic activity in the foreground. Two variants, both larger than the 
present painting, are known. An autograph version in a private collection (111 x 96 
cm.), was with Heim Gallery in 1966, and was exhibited in the monographic Crespi 
exhibition of 1990.3 Another is known from old photographs (click here for link to 
illustrated entry).4 Merriman dates both paintings 1740–45, although a slightly earlier 
date, perhaps in the late 1730s, for those paintings as well as for ours, is suggested by 
the repetition of the crouching figure at the lower left in Crespi’s Mocking of Christ 
(Bologna, Pinacoteca Nazionale), generally dated in those years. Dr. Daniele Benati 
has confirmed (written communication, July 18, 2013) Crespi’s authorship of the pres-
ent painting.

1 The Arabic Gospel of the Infancy, 23, as quoted from Ante-Nicene Fathers, Vol. 8. Edited by Alex-
ander Roberts, James Donaldson, and A. Cleveland Coxe, translated by Alexander Walker. Buffalo 
1886. The passage continues thus: “Now those two robbers, into whose hands they had fallen, 
were Titus and Dumachus. Titus therefore said to Dumachus: I beseech you to let these persons 
go freely, and so that our comrades may not see them. And as Dumachus refused, Titus said to him 
again: Take to yourself forty drachmas from me, and hold this as a pledge. At the same time he held 
out to him the belt which he had about his waist, to keep him from opening his mouth or speaking. 
And the Lady Mary, seeing that the robber had done them a kindness, said to him: The Lord God 
will sustain you by His right hand, and will grant you remission of your sins. And the Lord Jesus 
answered, and said to His mother: Thirty years hence, O my mother, the Jews will crucify me at 
Jerusalem, and these two robbers will be raised upon the cross along with me, Titus on my right 
hand and Dumachus on my left; and after that day Titus shall go before me into Paradise. And she 
said: God keep this from you, my son. And they went thence towards a city of idols, which, as they 

http://www.robertsimon.com/pdfs/Crespi_Attack.pdf
http://www.robertsimon.com/pdfs/Crespi_Attack.pdf
http://www.newadvent.org/cathen/14564b.htm
http://www.newadvent.org/cathen/11726a.htm
http://www.newadvent.org/cathen/14004b.htm
http://www.newadvent.org/cathen/08399a.htm
http://www.newadvent.org/cathen/14564b.htm
http://www.newadvent.org/cathen/07636a.htm


came near it, was changed into sand-hills.” See, as well, The History of the Blessed Virgin Mary and the 
History of the likeness of Christ which the Jews of Tiberias made to Mock At; The Syriac Texts, edited with 
English Translations, by E. A. Wallis Budge. London 1899, p. 59.

2 See Aelred of Rievaulx, de Vita Eremetica ad Sororem, xlviii, as quoted by M. R. James, The Apocry-
phal New Testament, Oxford 1924, p. 81

3 Italian Paintings & Sculptures of the 17th & 18th Centuries, London, Heim Gallery, 1966, cat. no. 21. 
Giordano Viroli, in Giuseppe Maria Crespi 1665-1747, ed. Andrea Emiliani and August Rave., exh. 
cat. Bologna, Stuttgart, Moscow, 1990, cat. no. 120, pp. 238-9. Cf. Mira Pajes Merriman, Giuseppe 
Maria Crespi, Milan 1980, cat. no. 32, p. 243

4 136 x 123.5 cm. Formerly with Fritz Gurlitt, Berlin, 192, and Haussmann, Berlin, 1935. See Merri-
man, cat. no. 33.

An illustrated version of this entry is available here: http://www.robertsimon.com/pdfs/Crespi_Attack.pdf

http://www.robertsimon.com/pdfs/Crespi_Attack.pdf


Onorio Marinari
(Florence, 1627–1716)

The Penitent Magdalene

Oil on canvas, 35 x 47D inches (89 x 121 cm.)

provenance
Private Collection, England 
Private Collection, Sweden

literature
Silvia Benassai, Onorio Marinari, Florence, 2011, no. 81, pg. 152, plate 13.

Onorio Marinari’s paintings are notable for their sincere devotional character expressed 
through figures of uncommon sensuality. In this evocative depiction of Mary Magda-
lene, the saint is placed in a rocky setting at the entrance of a cave. She is here a young 
woman of exceptional beauty with a delicate rosy complexion and long hair that flows 
over her shoulders and penitential hairshirt, but remains contained within her crimson 
robes. She reads in a book supported by her right hand, as she delicately turns a page 
with her left—the choice of hands subtly indicating that the devotional text is written 
in Hebrew. Before her are a skull and a reed cross, the traditional objects of her medita-
tion, while in the shadows at the extreme left appears the small unguent jar associated 
with her anointing of Christ’s feet.

Marinari was born in Florence in 1627, the son of a relatively unknown painter 
named Gismondo Marinari. According to his first biographer, Filippo Baldinucci, On-
orio studied with his father before entering the studio of his friend and cousin, Carlo 
Dolci. In his first years working with Dolci the young artist specialized in producing 
copies of the master’s work —so finely painted they were said to be indistinguishable 
from their models. Subsequently, Marinari worked with the painter Volterrano before 
traveling to Rome and to Lombardy. Known as a pious and intensely religious man, 
Marinari is known to have designed sundials—he published a treatise on their con-
struction in 1674—as well as having being an accomplished performer of the viola. 

Marinari’s career is marked by major religious commissions throughout Tuscany. 
Altarpieces in Florentine churches, as well as small devotional paintings for private pa-





trons, are documented from the 1650s to his final decade. His paintings are invariably 
sophisticated in composition and luxurious in color; his style, with its porcelain-like 
treatment of the flesh and subdued sensuality, represents one of the high points of the 
Florentine Baroque.

Dr. Silvia Benassai has confirmed Marinari’s authorship of the Penitent Magdalene 
and it is published in her new publication Onorio Marinari, Florence, 2011 on page 152 
and plate 13.
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Tiziano Vecellio,  called Titian
(Cadore 1488/1489–1576 Venice)

A Romantic Idyll: A Twilight Landscape with a Knight and his Beloved

Oil on paper, laid down on canvas, 13 x 22 inches (33 x 55.9 cm.)

provenance
Richard Cosway, R.A., by 1791-1821; probably the painting listed in Richard Cosway’s private contract 

sale of 1791 at Schomberg House in Pall Mall, London as in the Breakfast Room (p 50, no 56): 
as GIORGIONE CASTEL FRANCO. 56 A landscape on paper. - A study from nature, in his 
clear and high-finished manner. The scene is grand, and the figures touched with infinite taste 
and spirit. - A landscape of this master in so perfect a state, is of rare acquisition ; his estate sale, 
London, Stanley, May 18, 1821, lot 44, as Giorgione, Study of a Landscape, on paper laid down, 
sold for £17-5

Possibly Urbino Pizzetta, Foley Place, London; his estate sale, Christie’s, London, April 16, 1825, lot 52, 
as Giorgione…An armed Knight and a Female, Musical Conversation, in a romantic Landscape, 
with Buildings and a View of the Sea; sold for 27 gns to Gibbs

Sarah Rogers, London, by 1844 -1855, as Giorgione; thence to her brother:
Samuel Rogers, London, 1855-56; his sale, Christie’s, London, May 2, 1856, lot 579, as “Georgione… A 

knight and a lady, in the foreground of a romantic landscape, with a view of Florence in the back-
ground. Coloured with admirable effect.” Sold for £ 92-8 to D. J. Morant, agent for: 

Sir John William Ramsden, 5th Bart. of Byram, 1856 -1914; by descent to his son:
Sir John Frecheville Ramsden, 6th Bart., Bulstrode, Gerrards Cross, Bucks; his sale, Christie’s, Lon-

don, July 11, 1930, lot 74, as “Giorgione…Landscape with a pair of Lovers, a man in armour with 
a plumed cap, holding a lute, a flageolet beside him, his hand on the shoulder of a woman in an 
orange dress, seated on a bank by a road leading to a town with rounded towers and a spire” (un-
sold); reoffered identically, Christie’s, London, May 27, 1932, lot 73, as Giorgione; bought by:

Frank T. Sabin, London (1932-after 1938)
Lieutenant Colonel L. J. A. Schoonenberg, ‘s-Gravenhage (?); his sale, Fischer, Lucerne, June 16, 1956, 

lot 1477, as “Tizian…Hügellandschaft mit Liebespaar” [Hill Landscape with Lovers]; sold for Sfr. 
10,000 to:

Private Collection, Germany (1956; thence by descent until 1988)1; sale Sotheby’s, London, Dec. 7, 
1988, lot 74 (as Follower of Giorgione…Landscape with a pair of lovers); sold for £20,350 to:

Private Collection (1988-1996); sold Sotheby Parke Bernet, New York, Jan. 11, 1996, lot 185 (as Circle of 
Giorgio da Castelfranco, called Giorgione… A Landscape with a Pair of Lovers); sold for $28,750 
to: 

Private Collection, New York, 1996-present





exhibitions
National Exhibition of Works of Art at Leeds, Leeds, 1868, no. 210, as Giorgione… A Landscape, lent by 

Sir John Ramsden, Bart.
Landscape Exhibition, Frank T. Sabin, London, 1938, no. 15, as Titian… A Romantic Landscape.
Dipingere la Musica. Strumenti in posa nell’arte dal Quattrocento al Settecento, Cremona, Santa Maria alla 

Pietà, December 2, 2000-March 18, 2001, and Vienna, Kunsthistoriches Museum, Palais Harrach, 
April 3-July 2, 2001, no. IV. 9

literature
Mrs. [Anna] Jameson. Companion to the Most Celebrated Private Collections of Art in London, London 

1844, p. 412, as Giorgione.
G.F. Waagen. Treasures of Art in Great Britain, London 1854, vol. II, 1854, p. 267, as Giorgione.
J.A. Crowe and G.B. Cavalcaselle. History of Painting in North Italy, 1912 edition, vol. III, p. 55, incor-

rectly as having been in the Manchester Exhibition of 1857, and as Bolognese School
L. W. Schaufuss, Giorgiones Werke. Leipzig 1884, p. 75, as attributed to Giorgione
Tancred Borenius. “A Landscape by Titian,” The Burlington Magazine, vol. LXXII (April 1938), pp. 153-

154, illus in color, as by Titian, ca. 1515-20
Frank Davis, intro., and Sidney F. Sabin, compiler, Landscape Exhibition (Old Master Paintings Exhibi-

tion Catalogue, no. 7), London: Frank T. Sabin 1938, p. iv, cat. no. 15., as Titian
“An Exhibition of Landscapes,” The Burlington Magazine, vol. LXXIII (Dec. 1938), p. 270, as Titian
B. Berenson. Italian Pictures on the Renaissance: Venetian School, London 1957,vol. I, p. 86 (as Giorgion-

esque furniture painting).
Supplement to The Burlington Magazine, vol. CXI, June 1969, pl. xix, illus. (as School of Giorgione).
Cramer; Paintings by Old Masters, Catalogue XX, revised, enlarged edition. The Hague 1975-76, pp. 6-7 

ill., cat. no. 3, as School of Giorgione
John Lishawa. “Preface,” in George Augustus Wallis, 1761-1847, Paris: Galerie Eric Coatalem, 1998, p. 3., 

as Titian, ca. 1514
W. Roger Rearick, in Sylvia Ferino-Pagden. Dipingere la musica. Strumenti in posa nell’arte del Cinque e 

Seicento. Milan: Skira Editore, 2000, pp. 218, 219, color illus., as Titian, ca. 1511-1512
William R. Rearick. Il disegno veneziano del Cinquecento. Milan: Electa, 2001, pp. 38-40, 39, illus., as 

Titian, ca. 1510-12

This poetic and evocative landscape, rarely seen as it has long remained in private hands, 
was traditionally considered a work by Giorgione. Following its reappearance in the 
1930s the attribution to Titian was convincingly advanced, first by Tancred Borenius, 
with a date of ca. 1515-1520, followed by several other scholars. These included Antonio 
Morassi (in a letter, November 28, 1969), who considered the painting somewhat 
earlier, ca. 1505-1510; Sydney Freedberg (verbally, March 1996) who dated the work 
contemporary with the Padua frescoes of 1510; Rona Goffen (September 1996), W. 



R. Rearick (August 1997), with a date of ca. 1514 (although slightly earlier in later 
publications; Hilliard Goldfarb (January 1998), with a date of 1512; and Paul Joannides, 
with a date of ca. 1515. 

Unusually and quite extraordinarily, the landscape is painted in oil on paper; it has 
recently been conserved by David Bull. Although works in this medium and support 
survive from the early Cinquecento, no other is known from Titian’s hand. W. Roger 
Rearick considered the present work the sole survivor of a class of paintings—modelletti, 
or small modellos—that for Titian were intermediate works in the process between 
drawn sketches and finished paintings:

It is not surprising that in Titian’s hands the demarcation between sketch and 
finished picture became blurred. On several occasions the master would progress 
from pen sketch to final painting by way of an intermediary stage, one in which the 
spontaneity of a sketch elided seamlessly into an oil study on paper. These modelletti 
would appear with increasing frequency in the repertoire of Venetian artists, and 
particularly with Paolo Veronese, who in his early career almost religiously followed 
the example of the aged Titian. Since paper is a fragile support holding heavy oil paint, 
very few have survived the wear and tear of the workshop, but at least one might be 
cited here: the Lovers in a Landscape (New York, Private Collection). Although it is 
painted in oil on paper, the sheet is in surprisingly good condition, although the final 
glazes on the woman’s dress and the woods at the left have lost some definition. It 
is evident that this work was treated with respectful care by the collectors who have 
owned it. Although Titian clearly knew Giorgione’s Tempesta his concept of nature is 
radically different here in that beyond the screen of trees in the foreground, the space 
opens up into a vast panorama full of light, evoking a palpable reality that extends 
to infinity, well beyond the limits of the composition. The light that envelops the 
forms does not appear to come from our space, but rather from the radiant sunset 
sky where the dying rays emerge from behind and around the edges of the billowing 
clouds, an astonishing pictorial device to be found only in Titian’s pictures of these 
years. The coastal vista is filled with Dureresque rustic buildings of a type that Titian 
frequently drew or painted in his early works. The gothic bell-tower resembles those 
in the background of the Orpheus (Bergamo, Accademia Carrara) and woodcut of the 
Submersion of Pharaoh’s Army, the distant island church recalls that in the Uffizi St. 



Jerome drawing, and the square tower had already appeared in the Allendale Nativity as 
well as other works closer in date. The figures are of the same awkward type as those 
found on the façade of the Fondaco dei Tedeschi, in the fictive relief that was added 
midway through the decade-long gestation of the St. Peter with Jacopo Pesaro (Antwerp, 
Musée Royale des Beaux-Arts), as well as in the sculpted tondo of the Portrait of a Man 
(Ickworth, Marquess of Bristol) and, in particular, in the Legend of Polydorus (Padua, 
Museo Civico). The most striking analogies are to be found in the early drawings, 
not only the Chatsworth Lovers but also the Landscape in the Metropolitan Museum, 
the Louvre Goat in a a Landscape, and the Eagle in a Landscape in the Uffizi. Equally, 
the analogies to be found in the engravings of Giulio Campagnola are traceable to his 
dependence on Titian’s drawings as models. This intricate interweaving of influence 
accounts for the clear response to the present landscape and figures on the part of 
Giulio when he painted the so-called Ashburton Idyll (New York, private collection). 
Formal associations suggest a date between 1510 and 1512 for the Landscape with Lovers, 
but its opulent warmth of color and texture point closer to the later year. Its delicate 
and diffuse touch of the brush is evocative of light and texture in exactly the same way 
as the delicate pen strokes of the Uffizi Saint Jerome, or, more to the point, the pen 
and ink wash pictorialism of the landscape that surrounds the Louvre Baptist. Venetian 
artists will henceforth approach drawing as a direct prelude to painting, one in which 
the traditional distinctions between the media will be progressively blurred. (Rearick, 
2001, writer’s translation)

In his 1938 article Borenius notes the significance of the present painting within the 
context of the history of landscape painting. Referring to Waagen’s 1854 commentary 
on the present painting (then considered to be by Giorgione) he writes:

With all his limitations, Waagen had undoubtedly great artistic sensitiveness; 
and in his note on the present picture, one remark is worth recalling. “The 
sky,” he writes, “is of singular beauty, and one is tempted to believe that such 
pictures must have had great influence on Gaspar Poussin’s skies.” The links 
which unite the present picture and the works of several of the great landscape 
painters of the seventeenth century –Nicolas Poussin, for that matter, no less 
than Gaspar—are indeed many and significant; and the position which it thus 



may claim in the history of landscape art naturally contributes enormously to 
the interest of a picture whose intrinsic qualities exercise so great and so im-
mediate a charm. 

rbs

1 The painting was unsuccessfully offered for sale by Galerie Cramer, The Hague, in 1969 and 1975-
6, at auction at Sotheby’s, London, July 13, 1977, lot 86, as “Follower of Giorgione.” 



Giovanni Battista Langetti
(Genoa 1635–Venice 1676)

Job Cursed by His Wife

Oil on canvas, 44 x 34S inches (111.7 x 87.6 cm.)

provenance
Alfred (1883-1961) and Hermine Stiassni (1889-1962), Brno, Czech Republic, by 1925; thence London,  

1938-1940; thence Los Angeles, 1940-1962; thence by descent to:
Susanne Stiassni Martin and Leonard Martin, San Francisco (until 2005); thence by descent to:
Private Collection, California (2005-2013)

exhibition
Künstlerhaus, Brünn (Brno), 1925, as by Ribera

literature
Alte Meister aus mährischem Privatbesitz: Ausstellung im Künstlerhaus / Brünn (Mährischer Kunstverein) 

Vienna 1925
Max Steif, “Alte Meister in mährischen Privatbesitz,” Belvedere, I, 7, no. 2-3; n.s. 32/33 (Feb.–Mar. 1925), 

p. 44, as by Ribera
Wart Arslan, “Nuovi dipinti del Museo dell’Alto Adige,” Archivio per l’Alto Adige, XXXIII, no. 2, p. 6.
Marina Stefani, “G. B. Langetti,” unpub. dissertation, Università di Padova, 1965-66, pp. 152-3, as by 

Langetti
Marina Stefani, “Giovanni Battista Langetti,” in Carlo Donzelli and Giuseppe Maria Pilo, I Pittori del 

Seicento Veneto, Florence 1967, p. 214, as by Langetti
Rodolfo Pallucchini, La Pittura veneziana del Seicento, Milan 1981, vol. I, p. 249, as by Langetti
Marina Stefani Mantovanelli, “Giovanni Battista Langetti,” in Saggi e Memorie di Storia dell’Arte, XVII 

(1990), p. 71, as by Langetti
Marina Stefani Mantovanelli, Giovanni Battista Langetti; Il Principe dei Tenebrossi, Cremona 2011, p. 

207, cat. No. 109, fig. 68, as by Langetti, with bibl.

Langetti was Genoese by birth and may have trained under Gioacchino Assereto, but 
an early trip to Rome established his stylistic direction. He studied there under Pietro 
da Cortona, but soon developed an interest in Caravaggism—in particular as practiced 
by Ribera—and it is thought he spent some time in Naples, given his affinity for the 
work of Ribera, Francesco Fracanzano, and, especially, Luca Giordano. It may have 
been Giordano who advised Langetti to take up his career in Venice following the out-
break of the plague in Naples.

http://www.worldcat.org/title/alte-meister-aus-mahrischem-privatbesitz-ausstellung-im-kunstlerhaus-brunn/oclc/314327011&referer=brief_results




Langetti moved to Venice in 1656 and spent the remaining twenty years of his short 
life there, becoming quite successful, as his more than 120 known paintings attest. He 
was the leader of a group of Venetian tenebrist painters including Antonio Zanchi, 
Pietro Negri and Johann Carl Loth. Langetti’s style is vigorous and his brushwork 
vibrant; his quasi-scientific interest in anatomy is demonstrated in the depiction of 
figures whose bodies are invariably semi-clothed and well-articulated.

Job Cursed by His Wife is an outstanding example of Langetti’s art. Although me-
dieval retellings expanded the role of Job’s wife, the essence of the subject comes from 
one passage in the Book of Job:

Then said his wife unto him, Dost thou still retain thine integrity? Curse God, 
and die. But he said unto her, Thou speakest as one of the foolish women spea-
keth. What? Shall we receive good at the hand of God, and shall we not receive 
evil? In all this did not Job sin with his lips. (Job 2: 9–10)

The composition is simple but powerful. Job is seated, partially draped, in what 
seems to be a dark hovel. He is both muscular and emaciated, although the extent of 
his physical suffering is suggested only by the presence of a single boil on his thigh. 
His glance upwards to his wife, imploring and pained, is harshly returned. The four 
hands expressively reflect the drama: Job’s acceptance amidst his questioning of what 
had brought him to this state and his wife’s berating of her husband. Langetti has not 
neglected to place a wedding band on her left hand.

The theme was treated several times by the artist–perhaps a reflection of the ven-
eration given to this archetype of patience and suffering in Venice, where Job was con-
sidered a saint: a church and a hospital were dedicated to San Giobbe (Saint Job). 
Marina Stefani Mantovanelli (2011, p. 207) has written of Langetti’s treatments of the 
Job theme:

“…It is important to mention two issues: the first is that the figure of Job was 
traditionally interpreted, and not only in the seventeenth century, as the exem-
plum of a man who, bowing his head, accepts the actions of God, beyond the 
fact that those actions may have been a punishment or a test. But, secondly, 



Job is also the believer who denies a pietistic interpretation of human suffer-
ing and who does not fear questioning God concerning the legitimacy of the 
punishment to which, according to his friends, he deserves. We cannot say 
whether Langetti knew these interpretations, but certainly one cannot deny 
that Job, beyond his substantial acceptance of his situation, expresses some 
doubt about the harm that has befallen him.”

In addition to the present work, which she dates ca. 1670, Mantovanelli notes 
other treatments of the Job theme by Langetti in Pommersfelden, Rovereto (Musei 
Civici), and in private collections in Genoa and Rome. The relative popularity in Ven-
ice of this rarely depicted subject—painted not only by Langetti, but by Carl Loth, and 
Luca Giordano as well—may be connected to the devastating outbreak of the plague 
that afflicted the city in 1630 and the veneration of Job as a protector of those afflicted 
by skin diseases. For Langetti the subject provided an opportunity to explore the issues 
of suffering, patience, faith, and obedience implicit in the biblical tale, not neglecting 
the passions observed in this vivid evocation of a marital dispute. 
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Tiziano Vecellio,  called Titian
(Pieve di Cadore, ca. 1488–Venice 1576)

St. Sebastian

Oil on canvas, 74D x 37D inches (190 x 96 cm.)
Signed on the rock, lower left, “TICIANVS”

provenance
Probably the artist’s gift to Federico Gonzaga, Duke of Mantua, ca. 1530
Lore Heinemann, New York, ca. 1960–1990
Sale, Christie’s, New York, May 31, 1990, lot 114, as Studio of Titian, with incorrect provenance and 

literature
Masoud Rejaee, New York, 1990-97
Private Collection, 1997-present

engraved
By Raphael Sadeler (1561-1628); cf. Hollstein’s Dutch and Flemish Etchings, Engravings and Woodcuts ca. 

1450-1570, ed. K. G.Boon, vols. XXI-XXII, Amsterdam 1980, no. 116. Isabelle de Ramaiz, Raphael 
Sadeler I (The Illustrated Bartsch, 71), Part 2 (Supplement) New York 2007, p. 205, nos. .053 and 
.053C1, ill. pp. 206-7.

exhibitions
“From Sacred to Sensual; Italian Paintings, 1400-1750,” New York: Berry-Hill Galleries, Jan 20-March 

14, 1998, exh. cat. by Robert B. Simon, pp. 24-27.
“Exhibition, 4th June-18th July 2008 at Partridge Fine Art Ltd,” London: Whitfield Fine Art, 2008, 

exh. cat., pp. 2-5.
“Il Potere e la Grazia, I Santi Padroni d’Europa,” Rome, Palazzo Venezia, October 7, 2009–Jan 31, 

2010”

literature
David Rosand, “Titian’s Saint Sebastians,” Artibus et historiae, no. 30 (1994), pp. 30-37, figs. 8–10.
Diane Bodart, Tiziano e Federico II Gonzaga; storia di un rapporto di committenza Rome 1998, p. 79n.126
Paul Joannides, “Titian and the Extract,” Studi Tizianeschi, IV (2006), pp. 135–148. Fig, 100
Peter Humfrey, Titian;The Complete Paintings, Ghent 2007, p. 127
Carlo Corsato, in Il Potere e la Grazia, I Santi Padroni d’Europa, exh. cat., Rome 2009, cat. no. 2.2

This majestic depiction of Saint Sebastian emerged from obscurity little more than 
twenty years ago and is thus a recent addition to the corpus of works by the great Vene-
tian master. While Titian’s authorship of the painting has been broadly acclaimed and 





its date of ca. 1530 accepted, the St. Sebastian is only now becoming the object of more 
specialized enquiry, considering, among other issues, its relationship to other works by 
Titian, the circumstances of its commission, and its early history.

Titian’s St. Sebastian is a life-size depiction of the Roman martyr, nude save for 
drapery wrapped about his waist, bound to a tree and standing in a relaxed, gentle pose 
that could serve as exemplar of Renaissance contrapposto. Two arrows pierce his body, 
each drawing a clean trickle of blood but causing no obvious pain or even discomfort. 
Sebastian is introspective and resigned, a passive youth with his head downcast and his 
face in shadows, even as the low vantage point looking up at the towering body, the 
massive tree to which he is tied, and the panoramic landscape beneath the billowing 
clouds all serve to underscore his heroic stature. St. Sebastian was a perennially popular 
saint for representation, both in his traditional role as intercessor in times of plague 
and as pretext for the portrayal of the heroic male nude. In Venice, where there were 
fourteen outbreaks of plague between 1456 and 1528, the saint was particularly vener-
ated and large-scale independent representations of the saint were painted by some 
of the greatest masters of the city—Antonello da Messina, Andrea Mantegna, Vittore 
Carpaccio, Giovanni Bellini, Cima da Conegliano, Giovanni Cariani, Sebastiano del 
Piombo, among others.

The pose of our St. Sebastian is directly related to that of the saint in Titian’s San 
Niccolò ai Frari Altarpiece, now in the Pinacoteca Vaticana in Rome --a figure singled 
out for critical praise in Titian’s lifetime and after. The date of that work is not known 
with any certainty. While elements of style suggest the mid 1520s, the signature, using 
the form “TITIANVS” —not employed by the artist until the mid-1530s—indicates a 
later one. Since critics agree in dating our St. Sebastian ca. 1530—supported by the art-
ist’s use of his earlier signature format of “TICIANVS”—the question remains whether 
the San Niccolò ai Frari Altarpiece preceded the St. Sebastian, and thus served as a direct 
model for it, or whether it was painted later, suggesting that the success of the pose 
in the present work engendered Titian’s repetition of the figure in the public commis-
sion.1

Paul Joannides plausibly argues for the primacy of the present painting, although 
the visual evidence might suggest otherwise.2 In comparing the two Sebastians, that of 
the Vatican altarpiece seems relatively stocky, perhaps a bit ungainly. In our indepen-



dent painting Sebastian appears more lithe and elegant, even as he has become older 
and heavier, slightly bearded and less epicene, and with greater definition of his physi-
cal features. That paintings might remain in the artist’s studio for years—begun, set 
aside, revisited, revised, perhaps modified for another commission, or adapted as a gift, 
and only completed at some remove--further clouds the relationship and chronology 
between the two St. Sebastians. The question seems likely to remain open. 

Another unresolved issue is whether the St. Sebastian was painted as a completely 
independent work, as one intended to be paired with another painting of similar di-
mensions (most likely another saint), or perhaps as one conceived as part of a larger 
commission (which may never have been fully realized).3 Joannides has rightly noted 
the similarities and complementary features that the St. Sebastian shares with Titian St. 
John the Baptist (Venice, Accademia)—a work of related size, format, and date-- and 
suggests that it, or another version of that composition, might have formed a pendant 
with the Sebastian.

Whatever the circumstances of its commission, the painting seems to have re-
mained with the artist until he decided to present it as a gift to his patron Federico 
Gonzaga, Duke of Mantua, apparently in lieu of other works Titian was unable to 
finish as planned. Such is the persuasive thesis of David Rosand, who, in his 1994 ar-
ticle publishing the painting, associated it with a St. Sebastian mentioned in a letter of 
August 6, 1530, from Benedetto Agnello, the Gonzaga representative in Venice, to the 
Duke’s secretary Gian Giacomo Calandra in Mantua. Calandra had just met with Titian 
who, he reported, was disconsolate over the death of his wife, buried the previous day. 
During his wife’s illness Titian had been unable to work on two commissions for the 
Gonzaga, a portrait of Cornelia Malaspina and a painting of “nudes,” but he had sent a 
painting of St. Sebastian to the Duke. Calandra inquires, “Our master Titian desires to 
know whether his Lordship likes the ‘St. Sebastian’ lately sent to him, which he admits 
is but an ordinary performance as compared with the ‘nudes,’ and one which he only 
produced as an entertainment in token of the devotion which he feels for his Excel-
lency.”4 The artist’s apologetic reference to the painting—in Italian, a “cosa da donzena,” 
literally one of a dozen, an ordinary thing—like his obsequious profession of loyalty, 
are conventional modes of address to his noble patron. An “ordinary performance” 
from Titian was likely to have been an extraordinary achievement.



Unfortunately, the later history of Titian’s gift to the Duke is not known with 
any certainty. It does seem likely to be the same painting as the large, but unattrib-
uted, Saint Sebastian in a gilded frame recorded in a Gonzaga inventory of 1540–42: 
“uno quadro de uno Santo Sebastiano, grando, dorato.”5 The association of the present 
painting with the Gonzaga gift is compelling, but at present unprovable. Bodart ques-
tions it, suggesting without basis that the Gonzaga painting was a copy of the Alveroldi 
Sebastian, while Joannides fully supports it. Later references to a large St. Sebastian by 
Titian in other collections are suggestive, but in the end, unverifiable as well. The great 
collector Thomas Howard, Earl of Arundel, owned a life-size St. Sebastian by Titian: 
the 1655 posthumous inventory of his wife, Althea, in Antwerp included a “Titiano…
S. Sebastiano grande del naturale.”6 And fifty years later and less than one hundred 
miles away, a life-size St. Sebastian by Titian, perhaps the same picture, was sold in 1705 
from the collection of Jan François d’Orvielle in Amsterdam: “65…Een Gebonde Sint 
Sebastiaen, Levens groote, van Titiano…165.”7 Nineteenth-century London auctions 
included several references to Titian St. Sebastians, but almost always without indica-
tions of size or composition. It is to be hoped that further provenance research will 
help establish the painting’s whereabouts before its recent discovery.

Writing in 1557 Ludovico Dolce praised Titian’s St. Sebastian in words equally ap-
plicable to the present painting or the San Niccolò Altarpiece as “a nude male, of the 
most beautiful shape and with shading of flesh so close to reality that he does not seem 
painted, but alive.” Pordenone, Titian’s rival, is said to have remarked that “in that nude 
[Titian] had used flesh instead of paint.” In his Life of Titian, published in 1568, Giorgio 
Vasari extolled the figure as one “painted from life and without any artifice employed 
to embellish the beauty of the limbs and torso, there being nothing other than what he 
saw in nature, so that it appears as if a print were taken from the live model, so flesh-like 
and natural it is; but for all that it, a work of beauty.”8 

What struck these contemporary critics was the absolute naturalness of the figure 
in both its pose and its execution, the illusion of effortless depiction without the “ar-
tifice” of a painter’s manipulation, and the moving portrayal of the martyred saint as a 
man, a physical emblem of humanity and patient suffering. These qualities no doubt 
proved powerfully resonant to an audience seeking faith, intervention, and solace in 
times of plague and doubt.





Further Considerations
Questions of workshop participation must always be considered with Titian’s large-
scale works, but, as has been observed by several scholars, there are no demonstrably 
inferior passages in the St. Sebastian. In fact what for another artist typically might be 
delegated to an assistant, the “secondary” landscape, is here one of the most brilliant 
portions of the picture and manifestly by the master himself. Thus while some work-
shop participation may be assumed, the hand of an assistant is nowhere to be found. 9

The painting was recently (March 2005) conserved by David Bull and underwent 
technical examination and tests at the Straus Center for Conservation of the Harvard 
University Art Museums in the spring of 2008; reports from each are available. A sym-
posium on the painting was held at the Palazzo Venezia in Rome on Jan. 11, 2010. In 
addition to the scholars cited in the text above, Titian’s authorship of the St. Sebastian 
has been confirmed upon first-hand study by the following specialists on the artist: 
Rona Goffen, Frederick Ilchman, Ian Kennedy, Terisio Pignatti, W. Roger Rearick, and 
Francesco Valcanover.10

An engraving by Raphael Sadeler records the St. Sebastian with some modifica-
tions to the landscape setting. The inscription on the print—“Titian invenit / Cum pri. 
Su Pont. et S.C.M. / Raph. Sadeler excudit.”—includes the papal privilege that Sadeler 
obtained in 1598 and suggests a date for the engraving between that year and 1604, 
when Sadeler returned to Munich. As is typical, the print is in the reverse sense to the 
painting. A variant by Sadeler, published by de Ramaix (see above), inscribed simply 
“S. SEBASTIANVS… Raph: Sadeler” is yet again reversed, that is, in the same sense as 
the canvas. Where precisely the painting was at that time —whether still with the Gon-
zaga in Mantua or perhaps placed in some public ecclesiastic setting—is not known. 

Titian’s image of St. Sebastian clearly achieved some celebrity in the artist’s own 
time and in the years following its completion, as the evidence of several painted copies 
and variants of the composition indicate. These include the following:

Illustrated (click here) are, from left to right, the figure of Sebastian from the San Nic-
colò ai Frari Altarpiece, followed by the Sadeler engraving in reverse, then the subject 
painting. Below these are the paintings cited above in Bologna (1), Milan (2; image 
reversed), and formerly Florence (3); below those are, the Harrach canvas (6) and the 
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drawing in Bayonne (7). At the bottom is the small copper (no. 4) the Pitti painting 
(no. 5; reversed), and, at the right, the St. Sebastian from Cesare Vecellio’s painting in 
Vigo di Cadore (no. 8).
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1 Technical evidence discovered during the conservation of the San Niccolò Altarpiece indicates that 
Titian first conceived the figure of St. Sebastian in a demonstrably different pose from that seen in 
the finished painting—one apparently close to that drawn by Titian in his woodcut of Six Saints. In 
that work five saints closely follow the poses found in the San Niccolò Altarpiece, except for St. Se-
bastian, who is depicted quite disparately—his head looking up, torso rotated towards the viewer, 
and with one leg in front of the other.

2 Joannides, who first treated the St. Sebastian in his 2006 article cited above, has recently (2012) writ-
ten a short essay on the painting, here attached.

3 As, for example, the St. Sebastian that remains one part of Titian’s five-panel Alveroldi Polyptych in 
Brescia, completed in 1522

4 “Esso Maestro Ticiano desideraria sapper come il Sr nostro è restato ben satisfatto del S. Sebastiano, 
che li ha mandato ben chel dica che sia cosa da donzena, al respetto de laltro dono chel farà del 
quadro de le nuede, et che solamente lo ha donato per uno intertenimento, et per segno sella servitù 
chel porta a sua Excellentia.” J. A. Crowe and G. B. Cavalcaselle, The Life and Times of Titian, 2nd. 
Ed. (London 1881), I, 448-440.

5 Daniela Ferrari, Le Collezioni Gonzaga; L’inventario dei beni del 1540-1542 (Milan 2003), no. 1297. 
Less secure, yet nonetheless plausible, would be its inclusion in a later inventory of 1602 as a work 
by Titian’s master, Giorgione: “un So Sebastiano, di mano de Zorzone da Castelfrancho.” Cf. Vin-
cenzo Luzio, La Galleria dei Gonzaga venduta all’Inghilterra nel 1627-28 (Milan 1913), p. 281, both 
quoted by David Rosand, “Titian’s Saint Sebastian: a postscript” (written communication, 2009; 
attached). The Gonzaga collection was sold to King Charles I in 1627, but the painting does not ap-
pear in any of the posthumous inventories of the “Late King’s Goods.” The painting may well have 
left the Gonzaga collection before the sale. Charles I did own a St. Sebastian attributed to Titian. On 
the basis of the description in Van der Doort’s 1639 catalogue of the King’s collection, this painting 
was probably after Titian’s Alveroldi St. Sebastian. However, van der Doort does not list this as one 
of the “Mantua Peeces,” indicating that this painting did not have a Gonzaga provenance. See Oli-
ver Millar, Abraham van der Doort’s Catalogue of the Collections of Charles I (1639) (Glasgow 1958-60). 
(Walpole Society, XXXVII), p. 9, no. 4. 

6 Lionel Cust and Mary L. Cox, “Notes on the Collections Formed by Thomas Howard, Earl of 
Arundel and Surrey, K. G.,” Burlington Magazine, Vol. 19, No. 101 (Aug., 1911), p. 284. Mary F. 
S. Hervey, The Life, Correspondence and Collections of Thomas Howard, Earl of Arundel (Cambridge 
1921), p. 488, no. 360.

7 Gerard Hoet, Catalogus of naamlyst van schilderyen, met derzelver pryzen zedert een langen reeks van 
jaaren zoo in Holland als op andere plaatzen in het openbaar verkogt. (‘s-Gravenhage 1770), I, p. 84.



8 Ludovico Dolce, Dialogo della pittura, intitotalato l’Aretino (1557), ed. P. Barocchi, in Trattati d’Arte 
del Cinquecento, I (Bari 196), p. 203. Giorgio Vasari, Le vite de’ più eccellenti pittori, scultori, ed archi-
tettori, ed. G. Milanesi (Florence 1906), VII, p. 436.

9 Our understanding of Titian’s workshop practice suggests that it was not a “geographic” one, with 
assistants executing less significant portions of a painting, while the master focused on the principal 
subject. Rather the workshop operated on more of a “temporal” or communal basis, in a collabora-
tive process over time in which members participated in the preparation, evolution, and elabora-
tion of compositions that, when completed, would warrant the full designation of the master’s 
authorship, whether or not they bore the imprimatur of Titian’s signature, as the present painting 
in fact does.

10 David Rosand, Meyer Schapiro Professor of Art Emeritus, Columbia University, author of Ti-
tian and the Venetian Woodcut (1976), Titian (1978), The Meaning of the Mark: Leonardo and Ti-
tian (1988), Painting in Sixteenth-Century Venice: Titian, Veronese, Tintoretto (1982, rev. ed. 1997), 
and numerous publications on Titian and Venetian painting. Paul Joannides, Professor at the Uni-
versity of Cambridge, author of Titian to 1518;. The Assumption of Genius (2001) and numerous 
articles on Titian. Rona Goffen, former Professor at Rutgers University, author of Piety and patron-
age in Renaissance Venice : Bellini, Titian, and the Franciscans (1986), Titian’s women (1997), Titian’s 
“Venus of Urbino (1997) Renaissance rivals : Michelangelo, Leonardo, Raphael, Titian (2002), and nu-
merous articles on Titian. Frederick Ilchman, Curator of European Painting, Museum of Fine Arts, 
Boston, and author of Titian, Tintoretto, Veronese : rivals in Renaissance Venice (2009). Ian Kennedy, 
former Curator of European Art, Nelson-Atkins Museum, Kansas City, and author of Titian, circa 
1490-1576 (2006). Terisio Pignatti, Former Professor at the University of Venice, Former Director of 
the Civic Museums of Venice, author of Tiziano : disegni (1979), The Golden Age of Venetian Paint-
ing (1980), Titian (1981), numerous books on Venetian painting and articles on Titian. W. Roger 
Rearick, Former Professor, University of Maryland, author of Tiziano e il disegno veneziano del suo 
tempo (1976) and numerous articles on Titian. Francesco Valcanover, Former Soprintendente of the 
Venetian Galleries, author of Tutta la pittura di Tiziano (1960), L’opera completa di Tiziano (1978) 
Tiziano : i suoi penelli sempre partorirono espressioni di vita (1999), and numerous articles on Titian.

11 Rosa D’Amico, in Pinacoteca Nazionale di Bologna; Catalogo generale, vol II (2010), p. 371, cat. no. 
247, as after Titian

12 Andrea de’Marchi, in Museo d’arte antica del Castello sforzesco : pinacoteca. III (Milan 1999), cat. no. 
625, as by Alessandro Turchi, called l’Orbetto.

13 Bernard Berenson, Italian Pictures of the Renaissance; Venetian School (London 1957), I, p. 186, as by 
Titian; Harold E. Wethey, The Paintings of Titian, I. The Religious Paintings (London 1969), I no. 
63.1.

14 La Gazette de Hotel-Drouot, no. 12 (March 24, 2000), p. 67 ill.
15 Tiziano nelle Gallerie fiorentine, ed. Mina Gregori, et. al., exh. cat., (Florence 1978-79), pp. 289-290, 

cat. no. 81, as workshop of Titian
16 Wethey, The Paintings of Titian, I, s.v. cat. no. 135
17 Wethey, The Paintings of Titian, I, s.v. cat. no. 135; Jacob Bean, Les dessins italiens de la collection Bon-

nat (Paris 1960), cat. no. 210.



18 Illustrated in Giorgio Tagliaferro and Bernard Aikema with Matteo Mancini and Andrew John 
Martin, Le botteghe di Tiziano (Treviso 2009), pp. 296 ill., 302.

An illustrated version of this entry is available here: http://www.robertsimon.com/pdfs/Titian_Sebastian.pdf
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Giovanni Battista Beinaschi
(Fossano, near Turin 1636–1688 Naples)

The Martyrdom of Saint Peter

Oil on canvas, 114S x 76 inches (290.8 x 193.1 cm.)

provenance
with Simoni del Cava, until 1817, when acquired by:
Johann I Josef, Prince of Liechtenstein, Duke of Troppau and Jägerndorf (1760-1836); thence by de-

scent in the Liechtenstein Garden Palace, Rossau, Vienna to:
Aloys II, Prince of Liechtenstein (1796-1858), Liechtenstein Garden Palace, Rossau, Vienna; by descent 

to:
Johann II, Prince of Liechtenstein (1840-1929), Liechtenstein Garden Palace, Rossau, Vienna; by 

descent to:
Franz Joseph II, Prince of Liechtenstein (1906-1989), Liechtenstein Garden Palace, Rossau, Vienna, 

until transferred to Schloss Eisgrub, Lednice, Bohemia, from November 1942 until October 1944, 
when moved to Schloss Moosham, Unternberg, Lungau, until February 1945, when moved to 
Schloss Vaduz, Liechtenstein; by descent to:

Hans-Adam II, Prince of Liechtenstein, Schloss Vaduz, Liechtenstein until 2008; by whom sold at 
Christie’s, London, July 9, 2008, lot 127 (as by Giovanni Battista Beinaschi) to:

Private Collection, London (2008-2013)
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Juan Antonio Gaya Nuño, La pintura española fuera de España; historia y catálogo. Madrid 1958, p. 279, 
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Antonio Gesino, in Vincenzo Pacelli and Francesco Petrucci, Giovanni Battista Beinaschi; pittore barocco 

tra Roma e Napoli, Rome 2011, pp. 271-272, cat. no. B1,ill., as by Beinaschi.





Beinaschi was born near Turin and his earliest training was with Esprit Grandjean, an 
artist active at the Savoy court. By 1652 he had moved to Rome, where he was to live for 
more than a decade before the lure of ecclesiastical patronage brought him to Naples. 
Although he is often referred to as piemontese, Beinaschi perfected a style that shows 
little evidence of his Piedmont origins. Rather it seems most indebted to the work of 
Lanfranco, whose works Beinaschi knew well (he had engraved Lanfranco’s altarpieces 
in San Andrea della Valle and San Carlo Catinari), although he apparently never met 
the elder artist, who had died in Rome in 1647. 

Beinaschi moved to Naples around 1664, where he painted altarpieces and car-
ried out several decorative fresco cycles, including those at San Nicola alla Dogana 
(1664; now destroyed); Santa Maria degli Angeli (1672-3); Santa Maria di Loreto; 
the Gesù Nuovo and the Santa Maria la Nova (all 1670s). His work was consistent-
ly in demand throughout his career and he received a succession of commissions, 
both private and public (although predominantly ecclesiastic) with the result that 
nearly all of his paintings remain in Italy, most in the places for which they were 
painted. 

The Martyrdom of St. Peter is one of Beinaschi’s most impressive works, yet due to 
its inaccessibility, it has until recently remained relatively unknown and unrecognized 
as a significant work by the artist. From 1817 until 2008 it was in the collection of the 
Princes of Liechtenstein, exhibited before World War II in the Liechtenstein Palace 
in Vienna, but then consigned successively to family castles in Bohemia, the Austrian 
Alps, and Liechtenstein. Over all these years it was held to be by Jusepe de Ribera and 
its frame still retains an identifying label and corresponding inventory number as such. 
As early as 1908 August Mayer had questioned the attribution, but it was not until a 
century later that Nicola Spinosa definitively recognized Beinaschi’s authorship. His 
opinion was subsequently confirmed by Francesco Petrucci and Antonio Gesino in the 
recent catalogue raisonné of the artist’s work and made yet more apparent following 
recent conservation of the painting which removed generations of dirt and discolored 
varnish. All of these scholars place the painting relatively early in the painter’s maturity, 
for Spinosa around 1660, for Petrucci and Gesino slightly later, ca. 1663-65. This would 
suggest that the original site for the altarpiece was either in Naples, at the beginning of 
Beinaschi’s tenure there, or in Rome, just before.





The composition is a swirling depiction of the martyrdom of St. Peter, legendarily 
crucified upside down. Peter has been nailed to the cross by his feet alone, as his arms 
flail wildly. In emphatically portraying Peter’s unbound arms, Beinaschi seems to be 
referring to Christ’s prediction of the form of Peter’s death in John 21:18-19: 

But when thou shalt be old, thou shalt stretch forth thy hands, and another 
shall gird thee and lead thee whither thou wouldst not. 
And this he said, signifying by what death he should glorify God.

A pagan priest at the center of the painting grasps Peter’s right wrist and points 
with his left arm to the seated statue at the upper right, demanding his submission to 
the Roman deity. With uncommon historical accuracy Beinaschi has modeled the idol 
on the monumental Jupiter Verospi, a third century replica of the original by Apollonius 
that was the principal cult figure in the Temple of Jupiter Capitolinus in Rome at the 
time of Peter’s martyrdom. In the seventeenth century the sculpture was on view in the 
courtyard of the Palazzo Verospi in Rome; Pope Clement XIV acquired it for the Vati-
can in 1771 (click here to see illustration of Jean Barbault’s engraving of 1770.)

Four soldiers are occupied with raising the cross. One at the lower right steadies 
the top against the ground. Above him another pulls down with both hands and all 
his weight on the rope that leads through an unseen pulley to lift the bottom of Peter’s 
cross. Two other soldiers at the left, one behind the other, struggle to raise it upright. 
At the upper center an angel descends, gazing directly at Peter and gesturing towards 
heaven with one hand as he delicately bestows a martyr’s palm with the other, his wings 
and robes obscuring the spectral glow of the moon.

Beinaschi’s altarpiece has been described as a “magisterial translation of a Cara-
vaggesque subject treated by many of the greatest exponents of baroque and classiciz-
ing painting”(Gesino). Indeed it seems to echo Guido Reni’s altarpiece, now in the 
Pinacoteca Vaticana, as well as Caravaggio’s in S. Maria del Popolo, while explicitly 
quoting the figure of the priest in Poussin’s Martyrdom of St. Erasmus, painted for St. 
Peter’s. Analogies with the works of Mattia Preti (cf. his Martyrdom of St. Peter at the 
Barber Institute, Birmingham) and Luca Giordano suggest a Neapolitan origin, and 
thus a slightly later date for the altarpiece, but until documentation emerges, the spe-
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cific origin of this powerful Baroque canvas is likely to remain unknown. Beinaschi 
treated the subject in two other canvases, both considerably smaller and later in date: 
one, on deposit from the Brera, is in the church of Santa Maria Assunta in Golasecca 
(Varese); the other is in the collection of Marcello Aldega in Rome.
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Marco Palmezzano
(circa 1459–63–Forlì–1539)

Salvator Mundi

Oil on panel, 18 ¾ x 15H inches (47.6 x 39.7 cm.)

literature

Federico Zeri et al., Arte Emiliana dalle raccolte storiche al nuovo collezionismo, Modena, 1989, p. 23, n. 7.

Marco Palmezzano was trained by Melozzo da Forlì, although his work is most indebted 
to the Venetian painter Giovanni Bellini (c. 1430-1516). Palmezzano likely encountered 
the latter’s work in Venice at the turn of the century, as a document dated 30 May 1495 
settles a division of property in the city between Palmezzano and his two brothers. 

Our painting was completed during this period, just after the artist relocated 
to Venice. The treatment of the face of Christ is similar to that in a painting of the 
Coronation of the virgin with the Saints Francesco and Benedict (circa 1498-9) in the Brera 
Gallery, Milan.

Palmezzano had a prolific output of altarpieces and other religious works, yet the 
present painting remains the sole surviving depiction of Salvator Mundi, or Savior of 
the World. Such devotional images of Christ as Salvator Mundi were especially popular 
among Northern European painters such as Jan van Eyck (c. 1395-c. 1441), Hans 
Memling (c. 1433–1494) and Albrecht Durer (1471–1528). The traditional depiction 
portrayed Christ with his right hand raised in blessing, while holding a globus cruciger–a 
Christian symbol of authority representing Christ’s dominion over the world–in his 
left hand. In the present work, Palmezzano depicts Christ performing the traditional 
blessing, but instead substitutes a white banner with a red cross in order to symbolize 
His victory over death. While Christ was often portrayed with this banner in scenes 
after the Resurrection, or in the Descent into Hell, it is less common to find the banner 
present in Salvator Mundi depictions. 





Pier Francesco Mola
(Coldrerio 1612–Rome 1666)

Head of a Classical Poet (Homer or Socrates ?)

Oil on canvas, 19S x 14G inches (49.5 x 36.5 cm.)

provenance
Possibly Antonio Amici Moretti,1 Rome, 1690
Roy Clyde Gardner, Union, Mississippi (1970s–until 2004); by bequest to:
Mississippi Band of Choctaw Indians (2004-2010)
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Francesco Petrucci, Pier Francesco Mola (1612-1666): Materia e colore nella pittura del ‘600.  

Rome 2012, p. 390, cat. no. B118.

Although born in Ticino, in a town now part of Switzerland, Pier Francesco Mola was 
definitively a Roman artist, his family having moved to Rome in 1616 when his father 
was appointed architect to the Camera Apostolica. Other than two extended trips out-
side the city, one a two-year stay in Bologna where he worked with Francesco Albani, 
Mola remained in Rome for his entire life.

Mola’s oeuvre ranges from ambitious religious compositions to evocative land-
scapes, often with diminutive figures providing only a suggestion of subject matter. 
Among his most attractive and memorable paintings, however, are half-length and 
bust-format depictions of ancient literary figures. These vary in identity but have in 
common the depiction of an elderly bearded figure, often in contemplative or ecstatic 
attitude, his head crowned with laurel. These figures are characterized by a vigorously 
executed, richly nuanced physiognomy. Some with vacant eyes and a stringed instru-
ment are traditionally called Homer (Rome, National Gallery; Dresden Gemäldegal-
erie, Moscow, Pushkin Museum; Ariccia, Palazzo Chigi); others Virgil (Milan, Koel-
liker Collection), Archimedes (Dresden), or Euclid (Private Collection). Many have 
only generic titles, such as an “Old Man,” a “Mathematician,” “Astronomer,” “Poet,” or 
a “Philosopher.” 

The subject of the present work has traditionally been considered Socrates, a figure 
that Mola treated in his multi-figure composition of Socrates Instructing the Young on 





Self-Knowledge (Lugano, Museo Civico), but there is little internal evidence in the pres-
ent painting to confirm that. Petrucci suggests that the he may be Homer, although 
the fixed eyes of the subject would be unusual in the depiction of the blind writer. In 
any case he is very much an ancient literary type, and certainly a Mola type –that of the 
wise, authoritative, somewhat romantic poet. Mola’s brilliant handling of the paint can 
be seen in both the bold delineation of features, such as the ear, and the fine elabora-
tion of details, as in the beard. Petrucci believes that the scale of the head suggests that 
this work may have been conceived as preliminary for a larger composition rather than 
being an independent study.

The attribution of the present work to Pier Francesco Mola was confirmed on first-
hand inspection by Dr. Erich Schleier (in July 2011) and by Dr. Francesco Petrucci (in 
February 2012), who considers the painting a late work dating from the 1660s.

rbs

1 Petrucci has associated the picture with a painting of like size and subject listed in the inventory 
of the art dealer Antonio Amici Moretti dated March 1, 1690: “Un quadro in tela di palmi due, e 
mezzo, e due dipintovi una testa di vecchio coronate di lauro rappresenta Omero di mano di Fran-
cesco Mola con sua cornice larga mezzo palmo scannellata intagliata, e tutta dorata” (published in 
A Giammaria, ed. Archivio del collezionismo romano (series editior L. Spezzaferro) Pisa 2009, p. 54)





Giacomo Ceruti,  il Pitochetto
(1698–Milan–1767)

Portrait of a countrywoman

Oil on glass, 26 x 18A inches (66.4 x 46.4 cm.)

provenance
Martinengo Collection, Brescia; F. Steffanoni Collection, Bergamo; Falanga Collection, Milan; Private 

Collection, Milan; Private Collection, Rome; sale, Christie’s, Milan, 25 November 2008, lot 41; 
with Galleria Cesare Lampronti, Milan.
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For many centuries, the age old practice of reverse painting on glass has been considered 
a fascinating and complex medium, admired for its “luster, play of light and breaking 
up of colors, [and] the irreality of [the] technique that, whilst displaying an image, 
at the same time renders it difficult to grasp.”1 Aside from decorated glass fragments 
embedded in the walls of Roman tombs from the fourth and fifth centuries, the earliest 
surviving paintings on glass were created in Italy in the latter part of the thirteenth 
century.2 It is believed that Venice was the first Italian city to practice the technique due 
to the availability of locally-made, hand-blown glass. The first Venetian works display 
the early sgraffito technique, in which gold leaf was attached to glass with natural 





glue and then scratched with a sharp instrument to produce a design.3 Glass painting 
reached its highest production in the 1500s and continued to enjoy enormous success 
throughout the seventeenth and eighteenth centuries. However, in the mid-nineteenth 
century, the accessibility of cheaper colored prints and mezzotints, in addition to the 
increase of commercial glass production, ultimately contributed to the decline of the 
genre.

During the height of its popularity, artists found that there were many appealing 
qualities of painting on glass. First, the preparation of glass was much more time 
efficient; unlike wood, which had to be prepared and sealed with gesso, glass simply 
needed to be cleaned before the painting process could begin. Second, because the 
paint was applied to the back of the glass, the added protection reduced the risk of 
deterioration and fading.  Finally, artists enjoyed the illusion of painting on glass and 
the unique appearance that it produced. The one drawback of course is that glass 
easily shatters, and one would therefore assume that much material in this medium is 
irretrievably lost.

Despite many intriguing qualities, the technique of painting on glass can be very 
challenging. The main difference in painting on glass (as opposed to wood or canvas) 
is that the image is painted on one side of the glass, but viewed from the other.  Thus, 
the paint must be applied in the reverse of the usual order, with the finer details painted 
first and the background completed last. The artist must “therefore position every detail 
in exactly the right place at the very beginning—eyelashes must be situated precisely 
where he will later place the face [and] the wavy lines of curls where he wants to put the 
hair.”4 To facilitate this fastidious preparation, artists would produce “simple drawings 
in pencil or pen…in a fairly free and bold manner. The drawings [are] then laid under 
the glass and used as a pattern for the painting.”5 When the work is complete, the glass 
is turned over and the design or scene is displayed, in reverse, on the opposite side.

The present work is a rare example of painting on glass by Giacomo Ceruti. The 
painting was originally published by Giovanni Testori in 1954 as part of a group of four 
paintings on glass from the Martinengo collection in Brescia.6 A decade later, Oreste 
Marini, citing an unpublished manuscript from the Biblioteca Queriniana in Brescia, 
incorrectly identified the portrait as a work from the Avogadro collection.7 According 
to Marini, the manuscript identified two paintings on glass by Ceruti in the collection; 



the first ‘Un ritratto dipinto sopra il vetro, del Ceruti’ and the second ‘Un altro di 
Donna, del sud.o Ceruti, pure sul vetro,’ the last reference erroneously attributed to 
our painting.8 In 1982, Mina Gregori proved that the second inventorial quote did not 
refer to our portrait, but to a strikingly similar version of the painting, entitled Ragazza 
con canestro (also on glass and with similar dimensions, but depicting the same young 
girl holding a basket on her left knee). Gregori also included an excerpt from the 1820 
collection catalogue of Villa Fenaroli, in which the latter version is specifically identified 
by the quote: ‘Ritratto dipinto sopra il vetro d’una donna con canestro, del Ceruti.’9 
The word canestro, or basket, confirms that the other version was part of the Fenaroli 
collection and originally came from the Avogadro collection. The other painting on 
glass, cited by Marini (‘Un ritratto dipinto sopra il vetro, del Ceruti’), was most likely 
lost or destroyed. 

Thus, Gregori confirms that the present work, along with Busto di Vecchio 
(Location unknown, Gregori, p. 439, n. 77), comprised part of Testori’s originally 
documented group of four from the Martinengo collection.10 This pair, along with the 
similar version of our work, Ragazza con canestro (Private Collection, Brescia), and Il 
Padreterno (Private Collection, Frangi, p. 61) are among the few remaining examples of 
reverse painting on glass in Ceruti’s oeuvre. 

According to Gregori, our portrait was completed between the late 1720s and 
early 1730s, during the final years of Ceruti’s Brescian period. The head of the sitter 
bears a close stylistic affinity with a portrait from the same period, formerly part of the 
Oldofredi collection (Gregori, p. 437, n. 70). In the present work, Ceruti painted a 
simple, unembellished portrayal of a young country woman against a plain background. 
The artist has demonstrated his skill in depicting surface materials, such as the rough 
texture of the sitter’s garments and the delicate tendrils of her hair.

Instead of using stock types, Ceruti seems to have painted actual individuals in 
his portraits. In addition to our portrait, Francesco Frangi observed that Ceruti has 
depicted the same model in three other paintings: the similar version of the portrait 
from the Avogadro collection, also on glass; Ragazza con canestro, painted on canvas, 
formerly in the Rota Collection and now in a Private collection in Brescia (Frangi, p. 
177, n. 31); and the figure in the left foreground of Ragazze al tombolo (Private collection, 
Frangi, p. 174, n. 18).11 While there is no documentary evidence revealing the woman’s 



identity, it is likely she knew the artist during his late Brescian period.

1 Gislind Ritz, Hinterglasmalerei–Geschichte, Erscheinung, Technik, Munich, 1975, p. 57 (Translated by 
Wolfgang Steiner, Hinterlas und Kupferstich, Munich, 2004, p. 7.).

2 Mildred Lee Ward, “Reverse Paintings on Glass before 1900” in Reverse Painting on Glass: Mildred 
Lee Ward Collection, exhibition catalogue, Spencer Art Museum, Lawrence, 8 October–5 November 
1978, p. 14. 

3 Ibid., p. 17.
4 Wolfgang Steiner, Hinterlas und Kupferstich, Munich, 2004, p. 7.
5 Heinrich Buchner, Hinterglasmalerei in der Böhmerwaldlandschaft und in Südbayern, Munich, 1936, 

p.27. (Translated by Wolfgang Steiner, Hinterlas und Kupferstich, Munich, 2004, p. 11.)
6 Giovanni Testori, Il Ghislandi, il Ceruti e i veneti, in “Paragone”, 1954, 57, pp. 31-32, pl. 15.
7 Oreste Marini, Il Qualcosa per vicenda del ‘Pitocchetto’. I. I committenti bresciani del Ceruti; a) il 

Ceruti nella Galleria Barbisoni, in “Paragone”, 1966, 199, pp. 41-42.
8 Mina Gregori, Giacomo Ceruti, Bergamo, 1982, p. 439, n. 75.
9 Ibid., p. 439, n. 75.
10 Ibid., p. 439, n. 76 and 77.
11 Francesco Frangi, Giacomo Ceruti, Il Pitocchetto, exhibition catalogue, Commune di Brescia, 

Brescia, 13 June–31 October 1987, p. 177.





Evaristo Baschenis
(1617–Bergamo–1677)

A Still Life with Musical Instruments in an Interior

Signed lower right on the keyboard: EVARISTO / BASCHENIS 
Oil on canvas, 45S x 57A inches (115.5 x 146.8 cm.)
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The painting has been requested for the following exhibition: The Pageant of Venice: Art and Music in 

the Golden Age of the Serenissima, The Montreal Museum of Fine Arts, October 1, 2013–January 
19, 2014, and the Portland Art Museum, February 22–June 8, 2014.

[The following note was written for the Christie’s catalogue, 2007. Note that this painting was 
previously unknown in the Baschenis literature. The canvas sat in a sealed crate in Schloss Au 
near Zurich for nearly a century, according to the curator of the Schloss (verbal communica-
tion, Maastricht, 2009] 

This remarkable and unrecorded still life has been in private ownership since the mid-
nineteenth century. Baschenis has been the subject of two major exhibitions in the last 
ten years which have allowed for a thorough critical assessment of the artist’s oeuvre 
(see Baschenis e la nutura morta in Europe, Academia Carrara, Bergamo, 1996-1997; and 
The Still Lifes of Evaristo Baschenis—The Music of Silence, Metropolitan Museum of Art, 
New York 2000–2001). 

Evaristo Baschenis is universally acknowledged as the inventor of the musical in-
strument still-life and its most celebrated practitioner. He was himself a practicing mu-
sician who clearly had a deep understanding of the instruments that he painted. His 
highly personal vision evolved from the tradition of concert and musical scenes painted 
by the likes of Titan and Giorgione in the sixteenth century Venice, and by Caravag-
gio and his northern followers in the first half of the seventeenth century. Baschenis 





transformed this theme by completely removing the figurative component, leaving the 
instrument as the sole protagonists, thus effecting a poetic and entirely original style. 

Baschenis’ repertory on this theme relied on a series of different instruments, 
objects and textiles that were re-used again and again in ever more intricate composi-
tions. The dynamic arrangement of the objects in the present work consists of a seem-
ingly casual piling up of instruments are: a theorbo, possibly by the maker Sellas (active 
in Venice in second half of the seventeenth century); below it a mandolino, notable 
for its elegant ivory filetted neck; a Venetian lute (datable to the end of the sixteenth 
century); a pentagonal spinet also likely to be Venetian sixteenth century; a violin; an 
unusually fine ebony inlaid guitar, and a harp. The ebony casket on which the Theorbo 
rests is Cremonese and notable for featuring in a picture by Baschenis painted for Ab-
bot Francesco Siperchi in circa 1670 (Venice, Gallerie dell’Accademia). The red damask 
cloth with a bronconi di cappero pattern appears more regularly in Baschenis’ work and 
can be seen for instance in a canvas in the Accademie Carrara, Bergamo, and in the pic-
ture from Silvano Lodi collection recently sold at Christie’s, New York, 6 April 2006. 
The richly embroidered drapery overhead also recurs in other works by Baschenis, as in 
the aforementioned canvas in Accademia, Venice. The music sheets lying open on the 
casket and on the spinet are thought to be the parts for a vocal arrangement.





Francesco Lupicini 
(Florence 1588/1591–Saragozza after 1652)

Allegory of Sculpture 

Oil on canvas, 22 x 15D inches (56 x 45 cm.)

provenance
Milan-London, Luigi Koelliker collection

exhibitions
Milan, Pittura nella Firenze di Ferdinando II de’ Medici, 2002 
Milan, Pittura fiorentina del XVII secolo. Collezione Koelliker, 2003 
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This fine-looking, severe young woman, portrayed half-length, personifies the Allegory 
of Sculpture. She is dressed in the clothes of her time, wears a laurel crown on her head 
and has two pearl earrings; she holds a small male bust in her left hand and in her right 
hand a wooden tool for the modelling of wax or clay. Her reflective gaze gives the 
impression that she has just taken a break from her work and is seeking the onlooker’s 
approval.

The present canvas forms a pair with the Allegory of Painting today housed at 
the Columbia Museum of Art in South Carolina (Kress bequest 1954, K 1740).1 This 
allegorical figure, also wearing a laurel crown, is also portrayed while at work, preparing 
her colors on a palette with a spatula, rather than being evoked by paint-brushes only, 





as in most of the known half-length figures, for example those of Cesare Dandini or 
Giovanni Martinelli.2 The case of the large canvas dedicated to Painting by Bartolomeo 
Salvestrini, today in the Deposits of the Gallerie Fiorentine (1624) is different; in it 
the protagonist, like the figures represented by Lupicini illustrated here, is intent on 
painting against a background landscape.

The faces of the figures portrayed in these two companion-pieces reveal the 
unmistakable characteristics of the painting of Francesco Lupicini, a painter left out 
of the invaluable Notizia of Filippo Baldinucci, biographer par excellence of most of 
the leading artists of the Florentine Seicento, as well as other significant contemporary 
biographical works.

The silence of the sources has justified his rediscovery in much more recent 
times. It was 1986, in fact, the year of the great exhibition on 17th-century Florentine 
painting at Palazzo Strozzi, when Gianni Papi made the first attempt to reconstruct 
his biographical and artistic profile.3 On this occasion the art scholar for the first time 
used this attribution, although he warned about a possible future division between 
Francesco and Giovan Battista, the latter being the name of Francesco’s cousin or 
brother, who was previously credited with all the homogeneous works today accepted 
by most critics as belonging to Francesco.

At the exhibition of Palazzo Strozzi Papi also had the task of cataloguing the only 
painting on display by this painter, the Lamentation of the Virgin over the Instruments of 
the Passion from the Arcivescovado in Florence.4 This very restricted and not particularly 
remarkable choice among his group of works contributed to the arousing of very 
limited interest in and consideration of the artist.5 Only the publication in much more 
recent times of some of his masterpieces6 has made it possible to properly grasp the 
value of his artistic production, which Francesca Baldassari has proposed to analyze 
thoroughly in a forthcoming study.

The painting of Lupicini, inspired by that of his uncle, Cristofano Allori, but also 
that of Cigoli, Passignano and Francesco Curradi, undoubtedly reveals a very original 
vein of creativity and considerable ability in the rendering of sentiments; the bright, 
dense pictorial composition is on a par with that of Cesare Dandini and Carlo Dolci, 
although it fails to reach the heights of idealization and technical perfection that 
distinguish these two masters. Within his artistic production, few facts of which are 



firmly reliable and whose chronology has yet to be properly reconstructed, the most 
probable date for the pendant under examination seems to be around the middle of the 
1620s. Particularly significant in confirming this chronological dating are typological 
and stylistic similarities with the fine altarpiece representing the Fall of Manna from the 
church of the Carmine in Pistoia, consigned in 1625, but also analogies with the Saint 
Ursula and her Maidens presently with the antiquarian Giovanni Pratesi in Florence, 
this work also datable to around 1625.

At around this time Lupicini proved to be one of the most original interpreters of 
the smooth, easy painting of Cristofano Allori, filtered through Passignano, his master 
in expressive rigour. The expressive languor of this Sculpture swathed in soft, creamy 
drapery attests in exemplary fashion to the importance of the influence of the two 
Florentine masters.

francesca baldassari

1 The Allegory of Painting today in the United States, which has dimensions almost perfectly 
coinciding (57 x 46 cm.) with the work exhibited here, attributed in the past to Lorenzo Lippi, 
was assigned to Giovan Battista Lupicini by Gerhard Ewald, Studien zur Florentiner Barockmalerei, 
‘Pantheon’, XXIII, 5, 1965, p. 308, fig. 15. Giovan Battista Lupicini was a painter confused with 
Francesco prior to the rectification of the attribution made by Papi (in Il Seicento fiorentino. Arte a 
Firenze da Ferdinando I a Cosimo III, exhibition catalogue, Florence 1986, Biografie, pp. 109-111, cf. 
also further on in the text).

2 On the Allegory of Painting by Cesare Dandini at the Fondantico in Bologna cf. F. Baldassari, in 
Florence au grand siècle entre peinture et littérature, exhibition catalogue edited by E. Fumagalli and 
M. Rossi (Ajaccio), Milan 2011, pp. 206-207, n. 49 (with earlier bibliography). For the Allegory of 
Painting by Martinelli today in the Deposits of the Galleria degli Uffizi in Florence (inv. 1890, no. 
2037) cf. N. Bastogi, in Giovanni Martinelli pittore da Montevarchi. Maestro del Seicento fiorentino, 
exhibition catalogue edited by A. Baldinotti, B. Santi, R. Spinelli (Montevarchi, Arezzo), Florence 
2011, pp. 104-107, n. 1.6 (with earlier bibliography).

3 Cf. G. Papi, in Il Seicento fiorentino cit., Biografie, pp. 109- 111.
4 Ivi, Pittura, p. 238, n. 1.111.
5 The unrepresentative choice of works on exhibition by Lupicini was a fate shared, unfortunately, by 

many other protagonists of the Florentine Seicento. If one criticism can be made–thirty years after 
the event–of that otherwise memorable exhibition (and above all the three volumes of its catalogue), 



it was precisely the selection of the works. The desire to give emphasis to the attributions or the 
discoveries, rather than giving preference to the most significant and even well-known paintings 
of the Florentine school of the Seicento, contributed nothing to the idea that was formed of the 
actual value of this painting, nor did it induce a corresponding appreciation on the part of the 
public and art connoisseurs. The drawings, on the other hand, were quite a different matter. They 
were all of such outstanding quality as to remove any doubt, in general terms, about the superiority 
of the drawing of Florentine artists of the Seicento compared to those of other Italian schools. 
Perhaps it is worth pointing out that where certain artists may appear fairly modest in their pictorial 
production (as in the case of Jacopo Confortini or Bartolomeo Salvestrini) their drawings stand out 
for their remarkable quality.

6 We recall, for example, the splendid Mary Magdalen now in a private collection in Brussels, or the 
former Koelliker Self- portrait today in the Etro collection in Milan, or the Susanna and the Elders 
and the I Cuccioli of a private collection attributed to the artist by the present writer (F. Baldassari, 
La Pittura del Seicento a Firenze. Indice degli artisti e delle loro opere, Turin 2009, pp. 470-479, figs. 253-
260, pls. XLIX-LII), but also the paintings (Allegory and Madonna of the Milk with the Young Saint 
John, today both in an unknown location) identified by Giovanni Pagliarulo (Seicento fiorentino 
tra le fotografie di Bernard Berenson, in G. Pagliarulo and R. Spinelli (eds.), Tra Controriforma e 
Novecento. Saggi per Giovanni Pratesi, Signa (Florence) 2009, pp. 153-155). Knowl- edge of his work 
has been penalized, in my view, in terms of attribution and critical interpretation, by another recent 
article (F. Gheri, Qualche novità per Francesco Lupicini,‘Paragone’, 8 (713), 2009, pp. 51-58). Here, 
moreover, Gheri changes his mind with regard to what he wrote in 2002 (F. Gheri, in Pittura nella 
Firenze di Ferdinando II de’ Medici, exhibition catalogue published and coordinated by M. Voena 
(Milan), Turin 2002, pp. 41-42), erroneously identifying as a pendant of the Allegory of Sculpture 
exhibited here, an Allegory of Painting today in the Koelliker collection, more modest in quality and 
of a slightly different size from the version today at the Columbia Museum of Art (South Carolina), 
which, in my view, as already indicated (F. Baldassari, in Florence au grand siècle cit., p. 208) should 
be considered the authentic companion-piece.





Angelo Caroselli
(1585–Rome–1652)

Allegory of Love

Oil on slate, 13 inches in diameter (33 cm.)
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The following text is cited from the Caravaggio’s Friends and Foes exhibition catalogue, 
Whitfield Fine Art, 2010.

Caroselli was one of the young painters in Rome who was swept off his feet by the 
example of Caravaggio, and took to the profession in “totale imitatione” (Baldinucci) of 
the master, and without any apprenticeship to a studio. Although he had paid his dues 
to the Accademia di San Luca in 1604, doubtless he was one of those who was excluded 
from the voting roster under the statues that raised the age limit to 30 introduced after 
Paul V’s election in 1605. It was the participation of self-taught artists like Caroselli 
that the conservative majority fought against. Caroselli, like Caravaggio himself, had 
started among the ranks of copyists and restorers, and had a reputation for producing 
imitations that he passed off as real. He had more than a certain reputation for his ability 
to counterfeit the works he copied; Baldinucci refers to the deception he was able to 
achieve with works that seemed to be by Titian and Caravaggio. Nicolas Poussin could 
not distinguish a Madonna that Caroselli had painted after Raphael from the original. 
The example of Caravaggio’s success was inspirational rather than a teaching model, but 
Caroselli soon had a considerable activity, and he was employed at the Chiesa Nuova 
to paint the wall paintings in the Vittrice Chapel for which Carvaggio had provided 





the Entombment, now in the Pinacoteca Vaticana. Like Caravaggio himself, he did not 
work in fresco, and these panels of two Prophets and the Pietà were executed in oil 
paint on plaster, like Caravaggio’s ceiling of the Casino Del Monte of the Elements.

Caroselli was fascinated with the naturalistic effects that Caravaggio had achieved, 
and with the direct observation that he focused on, so much so that he contributed in no 
small way to the expansion of Caravaggesque iconography. If Caravaggio’s Fortune Teller 
represents the essence (and sum) of his observation of street life in Rome, it prompted 
a whole range of picturesque subjects that were illustrated by artists suddenly struck 
by the visual possibilities that surrounded them in the Italian capital. This established 
the vocabulary for a whole generation. Caroselli collaborated with Giovanni Francesco 
Guerrieri when he was in Rome between 1615 to 1618, providing decorations still very 
much in the Caravaggesque idiom for Palazzo Borghese in Campomarzio: he then 
shared a studio with Pietro Paolini after the latter came to Rome from Lucca in 1619, 
and was a formative influence on his whole career.

The subject of the present work would have appealed to the Dutch painters who 
came to Rome, like Honthorst and ter Brugghen, for instance the Violinist and Girl 
with a Glass in the Kaiser Wilhelm Museum, Krefield (1624, Slatkes & Franits, Paintings 
of Hendrick ter Brugghen, 2007, A 66). The gesture of the coins in the girl’s hand is a 
reference akin to that of the Procuress in Vermeer’s painting in Dresden, and typical of 
the kind of subject that proved so popular among the Northern Caravaggisti around 
Baburen in the second decade of the century. This was undoubtedly also part of the 
literary phenomenon of the picaresque novel, which had great popularity from the late 
sixteenth century onwards, with subject matter that revolved around colorful characters 
and soldiers of fortune. This was a journey into a fantasy world, with rich costumes and 
suggestive postures: Caroselli enjoyed virtuoso gestures, and the voice that seems to 
sing, the instrument that plays, a colorful echo from a lively imagination.

Caroselli was also engaged in the exploration of optical effects, as in the panel of 
a witch (perhaps the same model as in this tondo) with a concave mirror, wherein the 
image reflected includes apparitions as well as the artist himself at his easel.1 There 
are many speculative elements in his work, prompted as much by the reputation of 
Caravaggio’s association with the occult through the alchemy of his patron Del Monte.



1 Sale, Sotheby’s, London, 4 April 1984, lot 98. In addition, the artist’s Couple in Masquerade Costumes 
(Sale, Phillips, London, 2 December 1997, lot 48) has a similar composition to the present work 
and is also painted on slate.



Lavinia Fontana
(Bologna 1552–1614 Rome)

Portrait of a Lady of the Gonzaga or Sanvitale Family

Oil on canvas, 45¼ x 34A inches (115 x 87 cm.)

provenance
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Private Collection, France
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Lavinia Fontana has the distinction of being considered the first woman artist work-
ing within the same sphere as her male counterparts outside of a court or convent. She 
achieved her independent success and celebrity in one of the most intense of artistic 
environments, Bologna of the late Cinquecento. The daughter of the artist Prospero 
Fontana, Lavinia is best known as a portrait painter of elegance and sympathy, and her 
fame in her own lifetime extended throughout Italy and beyond. In an arrangement 
unusual, if not unique for the age, Lavinia married a fellow painter from a noble family, 
who then acted as his wife’s assistant and managed their large household (the couple 
had 11 children, only three of whom outlived their mother). From the 1580s until the 
turn of the seventeenth century Lavinia was the portraitist of choice among Bolognese 
nobility. She then moved to Rome, where she became a painter at the papal court and 
the recipient of numerous honors. Her art and career have recently been the subject of 
renewed scholarly attention and collector interest.





The present painting is a stunning addition to the known corpus of Lavinia Fon-
tana’s works. It has been recently studied by Maria Teresa Cantaro, author of the stan-
dard monograph on the artist, whose essay is here appended. Cantaro dates the paint-
ing to ca. 1585, contemporary with some of the artist’s most distinguished celebrated 
works: the Portrait of the Gozzadini Family (1585, Bologna, Pinacoteca Nazionale), the 
Portrait of a Man of the Tozzoni Family (1584, Imola, Palazzo Tozzoni), the Portrait of Fra 
Francesco Panigarola (1585, Florence, Galleria Palatina), and the Venus and Cupid (1585, 
Venice, Private Collection).

Our painting is closely related to another portrait by Lavinia, of nearly identi-
cal size and format. The sitter in that work, now in a private American collection, is 
so close to that of the present portrait that Cantaro considers it likely that the same 
woman is depicted, but at different times—ours, she suggests, at the time of her en-
gagement, and the other after her marriage. Certainly they share many similarities—in 
their physiognomy, hairstyle, dress, jewelry, and pose. But the differences are notable 
as well, although the significance of the changes may be difficult to appreciate. While a 
closed book appears on the table next to the sitter in our portrait, a letter rests on the 
table next to the lady in green. A fragmentary inscription formerly on that letter gave 
the name of “Laura Gonzaga, contessa di Sabbionetta,” however her identification as 
the sitter of the portrait has been rejected by Cantaro, both because the inscription was 
later addition (and disappeared during the recent cleaning) and as the historic Laura 
Gonzaga, born in 1547 or 1548, had become a nun and entered a Benedictine convent 
in 1566.

Cantaro associates both portraits with a pair of identically-sized portraits recorded 
in eighteenth-century Sanvitale inventories, as in the “manner of Girolamo Mazzola.” 
These would have descended from either the Sanvitale family or from the Sabionetta 
or di Bozzolo branches of the Gonzaga. They evidently remained with the Sanvitale 
family until the dispersal of the family collections in the 1940s. The Lady in Green was 
photographed when in the collection of Count Giovanni Sanvitale at the at the Rocca 
di Fontanellato in 1931; our portrait appears to have been recorded there at the same 
time. Cantaro discusses the Sanvitale provenance in her essay, in which she makes the 
tentative proposal to identify the sitter of our portrait as Isabella Gonzaga, daughter of 
Vespasiano, Lord of Sabbioneta, who married Don Luigi Caraffa in 1584.



The portrait is framed in an elaborate period frame, which may be original. Lavinia 
Fontana’s authorship has been confirmed as well upon first-hand inspection by Dr. Ba-
bette Bohn (January 2014), who also dates the portrait to the mid 1580s.
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Evaristo Baschenis
(1617–Bergamo–1677)

A Still Life with Musical Instruments

Signed on the edge of the spinet: EVARISTUS BASCHENIS P.
Oil on canvas, 38 x 57H inches (98 x 145 cm.)
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Count Moroni, Bergamo;
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This still life belongs among the best and most representative works of the Bergamese 
master, Evaristo Baschenis. In it a heavy brocaded curtain has been pulled back to 
reveal a conglomeration of musical instruments and books lying in careless abandon 
atop a crimson damask tablecloth. The objects, though haphazardly balanced, have 
been abandoned for a quite a while as is evident from the fine layer of dust on the spinet 
and the curled pages of the musical scores. The stillness of the scene, intensified by the 
sharp contours and dramatic chiaroscuro, is counteracted by the anticipated crash of 
the pile‘s seemingly imminent collapse. 

The warm tonalities of the instruments, which absorb the rich red of the fabric, 
permeate the painting with an intimate glow. The light streaming from the upper 
right corner reflects from the polished curved surfaces of the inlaid lute and guitar 
while accentuating the creamy, sensuously curved pages lying atop and below the 
spinet. Although the items seem randomly dispersed, they are, in fact, meticulously 
arranged to fan out from a single point behind the foreshortened lute, as if from its 
neck. Rounded surfaces are carefully balanced against geometric edges, while brightly 
illuminated ones stand in sharp contrast to the somber shadows. Running parallel to 
the picture‘s base, the hem of the tablecloth is interrupted by a fold in the precise center 
of the composition—a subtle detail that breaks the monotony of the damask pattern 
and the long horizontal of the table‘s edge. The tasseled, cascading curtain balances the 
pile of objects to its left, adding a touch of theatricality in its disclosure of the lingering 
mementos of a concert long over. 

This evocative still life, which has been dated by Bertelli to the 1660s, displays 
Baschenis‘ innovative approach to the genre. Imported to Italy from Flanders and 
Spain in the early seventeenth century, early still lives generally bore some type of moral 



message concerning the ephemeral nature of sensuous gratification and luxury goods. 
For this reason they often contain numerous conventional references to the passage of 
time and the vanity of worldly pleasures: hourglasses and timepieces, snuffed candles 
and human skulls, yellowed books and chipped statuary, wilted bouquets and decaying 
delicacies—jumbled together in haphazard disarray. 

Baschenis‘ still life conveys a similar message but in a more sophisticated manner. 
The exquisitely crafted instruments do allude to the theme of vanitas in as much as 
they remind us of the brief duration of music’s beauty. The dust on the spinet too 
refers to the passage of time and the decrepitude of age. Yet although the still life 
warns us of the danger of transient pleasure, its eerie silence also makes us long for 
the lovely sound of the instruments. Thus, like Vermeer’s contemporary pictures, it 
subtly reconfirms the age-old view of music as the antidote to melancholy. On the 
other hand, the fact that the instruments are immortalized in paint hints at the more 
enduring value of the visual arts, which, unlike music, can immobilize time. Likewise 
the fingerprints on the spinet–a frequent conceit in Baschenis’ paintings–reveal to us 
not only the passage of time but also the artist’s skill at trompe l’oeil, for we are tempted 
to brush the surface with the tips of our own fingers to see whether the dust is real or 
painted.

Baschenis, who specialized in still lifes of musical instruments, spent his entire life 
in Bergamo. Although born too late to have studied with Caravaggio, his expert use 
of chiaroscuro and avoidance of conventional symbolism owe much to the renowned 
Lombard master. An ordained priest, Baschenis no doubt paid periodic visits to Rome 
where he could have seen Caravaggio’s paintings in the Giustiniani collection. His 
interest in fine musical instruments and their makers (here attested by his inclusion 
of the monogram [M + H] of the sixteenth-century German manufacturer, Michael 
Hartung on the mandolin) raises the possibility that he may have personally known the 
violin-maker Nicolo Amati, teacher of Stradivari and Guarneri. Although neglected in 
the eighteenth and nineteenth century, Baschenis was highly regarded in his own day 
as is evident from his large studio and a poem written in his honor in 1675 noting that 
his works were already in princely collections in Rome, Florence, Venice, and Turin. 
Rediscovered in the early twentieth century, Baschenis was described by Roberto 
Longhi as “a Vermeer languishing in the provinces.” 



This large, impressive painting was first recorded in 1912 as being in the collection 
of Count Francesco Moroni, a wealthy Bergamese landowner and silk merchant, for 
whom a sumptuous residence, the so-called Palazzo di Porta Dipinta, was built in 1646. 
An early inventory of the Count’s collection lists works by Moretto, Bassano, Andrea 
Previtali, il Bourgognone, and Bernardino Luini, as well as two still lifes with musical 
instruments, of which one presumably was the painting here. An amateur actor who 
appeared in a local theatrical production, L’Ercole effeminato, set to music by Maurizio 
Cazzati, Moroni may well have had a particular fondness for paintings that related 
to the performing arts. Two smaller autograph versions of the work are preserved in 
private Italian collections in Bergamo and Monza.

irina oryshkevich





Bernardo Cavallino
(Naples, 1616–1656)

St. Cecilia

Oil on canvas, 41G x 29S inches (105 x 75 cm.)
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Bernardo Cavallino has been aptly described as “the most individual and most poetic 
painter active in Naples in the first half of the seventeenth century.” He has also been 
among the least knowable, for although his style is instantly recognizable, biographical 
details are sparse, signed paintings are rare (there are only eight), and of these, only one 
is dated. Some of the attributes that give Cavallino his distinction—“posed grace and 
tenderness”—form the title of Nicola Spinosa’s outstanding 2013 monograph on the 
artist, in which the present painting is published for the first time.

As Spinosa has noted, until its recent discovery the St. Cecilia had been known only 
from an old photograph in the Service d’étude et de documentation of the Department 
of Paintings at the Louvre. There it bore the name of Murillo, corrected to Cavallino 
in an annotation from Jean-Christophe Baudequin. The reappearance of the painting 
from a French private collection now gives us the opportunity to study this alluring 
and evocative painting, which Spinosa has called “one of the most outstanding prod-
ucts of Cavallino’s advanced maturity.” The St. Cecilia is one of a group of half-length 
and three-quarter-length single figures that Cavallino painted depicting female saints, 
Old Testament figures, Madonnas, or allegorical figures. Each is turned to the viewer, 
but often gazing slightly away, with expressions that seem to range from engagement 
to ennui to rapture, but which convey an array of sympathetic, absolutely convincing 
emotional states that defy definition. Spinosa dates the present painting just before 
1650, and notes its similarities in style and expression with the two versions of the St. 
Catherine of Alexandria in Rotterdam and Birmingham (Barber Institute), as well as 





the celebrated Judith and Holofernes in Stockholm (Nationalmuseum). He notes the 
even closer relationship with Cavallino’s St. Lucy in the DeVito Foundation, Florence, 
which seems to feature the same model as portrayed in the St. Cecilia.

In our painting Cecilia stands beside a spinet, which she authoritatively plays with 
both her hands. She seems to lean back slightly, cocking her head to make eye contact 
with the viewer, apparently as interested in him as in her music-making. While the sub-
ject is manifestly the third-century patron saint of music, there is nothing religious in 
Cavallino’s painting. This is a dramatic depiction of a beautiful young woman, captured 
at a moment of sensitive engagement with another, her quiet poise contrasting with 
the vigorous folds of the flowing red curtain behind her, the brilliant brushwork of her 
white dress, and the energetic patterns of the olive stole that falls from her shoulders.
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Giacomo Ceruti,  il Pitochetto
(1698–Milan–1767)

A lobster, herring, turbot, skate, red mullets and oysters with turnips, onions, a 
lemon, an earthenware pot and a wicker and glass bottle on a stone ledge

With painted Schulenburg inventory numbers lower right: 371/69
Oil on canvas, 24D x 26H inches (62.9 x 67.6 cm.)  
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The modern rediscovery of Giacomo Ceruti coincides with the milestone exhibition, I 
Pittori della Realtà in Lombardia, organized in Milan in 1953. The Lombard realist show 
followed the great Caravaggio retrospective, also held in Milan and curated by Roberto 
Longhi, by only two years. The scholarly search for Caravaggio’s origins and influence 
in his native region yielded many fruits, among them the realization that the tradition 
of Lombard naturalism culminated in the eighteenth century with Ceruti.

Born in Milan in 1698, Giacomo Ceruti trained as a specialist in portraiture, a 
genre that had become enormously popular. During his career, Ceruti moved restlessly 
between the cities of Lombardy and the Veneto. In Brescia, Gandino, Venice, Padua, 
Piacenza, and Milan, he painted portraits of remarkable intensity. At the same time he 
developed a theme that seemed unusual to his contemporaries but is in fact the basis 
of his modern reputation, no doubt through his connection to Caravaggio. When not 
working on a commission, Ceruti began to render the daily life of the poor in paintings 
that are objective and yet touching in a way that anticipates Goya later in the century. 
“These are works of genuine realism, observed neither with sympathy nor disgust”, was 
the comment of Ellis Waterhouse in 1962. Ceruti was given a nickname, ‘Il Pitochetto’, 
on account of these remarkable portrayals of beggars and vagabonds (pitocchi).

The present painting is one of only six known still lifes by Ceruti. As the artist’s 
sole still life of documented provenance and secure date, it is moreover the key work 
for the reconstruction of his contribution to this genre. Its provenance is unusually 
distinguished. For at least a year, between 1735 and 1736, Ceruti was actively employed, 
first in Verona, then in Venice, by Field Marshal Count Johann Matthias von der 
Schulenburg (1661–1747). A major patron of Giambattista Piazzetta and Gian Antonio 



Guardi, Marshal Schulenburg sent several paintings by Ceruti, including two Frutti 
e Pesci, to his palaces in Germany. A posthumous inventory, circa 1774, of the count’s 
legacy to his German heirs lists eleven original paintings by Ceruti: four of mendicants, 
three landscapes with animals and four described as ‘small pictures representing animals, 
including chickens, doves, ducks, fish and fruit’. The four still lifes were inventoried 
as numbers 371 to 374. The transcripts are published in two indispensable books: 
Mina Gregori, Giacomo Ceruti, Milan, 1982, and Alice Binion, La Galeria Scomparsa 
del Maresciallo von der Schulenburg, Un Mecenate nella Venezia del Settecento, Milan, 
1990. Despite dispersions through the years, a great part of the Schulenburg collection 
remained intact and it was not until 1982 that the present still life left the possession of 
his heirs. The canvas is inscribed at lower right with two numbers, 371 and 69, the first 
of which corresponds to the 1774 inventory cited above. Acquired at once by the Lodi 
collection, the painting was rushed to New York in time for the February 1983 opening 
of the exhibition, Italian Still Life Painting from Three Centuries, although the catalogue 
had already been printed.

Ceruti painted for Marshal Schulenburg a marine still life with resonant 
colors and flowing brushwork designed to appeal to a Venetian taste. He took pains 
as well to give his patron something better than a routine morning catch. Laid out 
on a rocky ledge, the lobster, oysters, fish and vegetable are not the contents of 
a fisherman’s net, as one might expect, but the carefully selected ingredients of a 
delectable zuppa di pesce or fish soup. The turnips, onions and wine vinegar are the 
characteristic savories of the broth soon to be simmered in the terracotta pot. That 
Ceruti had his recipe from a Venetian cook is evident from the inclusion of the 
upper Adriatic species of red mullet and sole, known in local dialect as barbone and 
soasa. Their fresh flavors mingled with lobster, oysters and lemon juice (a luxury 
in eighteenth-century Venice), will ensure a soup fit for a king, as well as a Count. 



Cesare Dandini
(1596–Florence–1657)

Diana

Oil on canvas, 37 x 30F inches (94 x 76.4 cm.)
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Educated intially at the school of Francesco Curradi, and, subsequently, at those of 
Cristofano Allori and Domenico Cresti the Passignano, in 1620 Cesare Dandini enrolled 
into the Florentine Accademia del Disegno. According to Baldinucci, he was involved 
in a murder and served, in around the year 1622, a very short period of imprisonment. 
It was very probable that then he went to Rome to complete his artistic education. 
Returning to Florence at the end of 1623, Dandini began to paint works dedicated 
mostly to religious themes but also “piccolissimi ritratti di femmine sopra rame, in quell 
modo che noi dichiamo alla macchia, e talvolta dal naturale”1 (F. Baldinucci, Notizie dei 
Professori del disegno da Cimabue in qua, Florence 1681–1728, ed. by F. Ranalli, Florence 
1845–1847, vol. IV, p. 552). 

From the 1630s half portraits of sensual young men, alternating with frosty, 
unapproachable females, began to appear in his oeuvre with increasing frequency. This 
undoubtedly represented the highest expression of his art and, as Baldinucci pointed 
out, earned him no little acclaim (ibidem, p. 602). 

The present painting, depicting the goddess Diana in an elegant blue dress opened 
on the front to reveal sensually her breast, is one of the best examples of this manner of 
works. Both Sandro Bellesi and Francesca Baldassari confirm that the most likely date 





for the painting is at the beginning of the 1640s, the most stunning period in Dandini’s 
career when he left the bronze coloured tones of his youth to adopt a clearer silvery 
light. 

The provenance of the painting is uncertain, but it was conceived in pendant with 
a figure of Apollo, today in the collection of the Banca Popolare di Vicenza in Prato. 
Depicted facing one another, the two gods, the children of Jupiter and Latona born on 
the island of Delos, share the same stylistic elements and the same palette of light blue 
tones and stand among the best achievements of Dandini.

A drawing, previously with Katrin Bellinger in Munich, with a set of studies for 
different compositions may be linked to the present painting. The lower part shows 
different studies for a figure of Diana at mid bust holding the arch and with the moon 
crescent on her head.

1 “Tiny portraits of women on copper, in the manner which we call alla macchia, and sometimes 
painted from life”






