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Intended for personal devotion, the panel de-
picts the Virgin who, surrounded by  a group 
of flying musician angels behind her, holds the 
Child. Jesus is caught in a pronounced twist as 
he leans slightly, clinging to his mother with his 
left hand, and stretches with the right to offer 
the ring to saint Catherine of Alexandria, in the 
foreground. At her feet, the saint has the tradi-
tional cogwheel and is cloaked in an acid yellow 
dress, enlivened by elegant ruffles and folds. 
Her head is crowned by a diadem. on the left, 
the corresponding à pendant Margaret of An-
tioch shows with a pleased gesture a thin cross, 
her traditional attribute, holding it between her 
thin fingers- Her pink tunic and green to pale 
yellow cloak are adorned with a double golden 
thread outlining the neckline and sinuous hems. 
Behind her, saint Anthony the Abbot, with a sur-
ly expression and with a black cowl and brown 
tunic, leans on his tau-shaped cane and turns 
his thoughtful gaze towards the Child, Also 
saint Julian looks at Him intensely. He carries 
a sheathed sword and wears an elegant bright 
red robe, akin to the one worn by Mary, deco-

rated with refined gilded motifs of plants under 
the blue mantle, lined with green.

The partial reintegrations of the gilded back-
ground, rather limited, and the repainting on the 
base of the panel, clearly evident in the vase in the 
foreground, do not prevent the full legibility of the 
work, which is in good conservation conditions, 
especially in terms of the figures. The support has 
maintained both its original thickness and arched 
top. The elements of the frame, which have been 
largely altered, give the approximate idea of how 
the original carpentry of the table must have 
been, even if with some inconsistencies. The 
moulded profile of the ogive, the capitals, the 
twisted columns and the bases that rest on the 
plinth are not original. The plinth itself, although 
clearly remodelled, would appear to be mostly 
original, as suggested by the presence of ancient 
nails, driven in from the front, clearly visible on the 
back at the base of the panel.

This painting can be recognized without uncer-
tainty as by Lippo d’Andrea, a prolific painter 

active in Florence between the 14th and the 15th 
centuries. enrolled around 1395 in the Guild of 
Physicians and Apothecaries and later, in 1411, 
documented among the members of the Com-
pagnia di san luca, lippo trained in the circle 
of Agnolo Gaddi. He was soon influenced by 
the linear elegance of lorenzo Monaco, later 
maturing a cautious attraction towards the Re-
naissance novelties of Florentine painting of the 
time, which, however, he perceived only superfi-
cially during the years of his full maturity1.

In relatively recent times it has been possible 
to refer to lippo d’Andrea a large part of the 
body of works that osvald sirén had previously 
assigned to the elusive Ambrogio di Baldese, 
a Florentine master active from the 1370s on-
wards2. Afterwards, scholars such as Richard off-
ner and Raimond van Marle and Georg Pudelko, 
however, underlined the more modern stylistic 
coordinates of this corpus, so much so that Van 
Marle himself ended up diverting it under the 
conventional name of Pseudo Ambrogio di Bal-
dese. This group actually included the bodies 

Lippo d’Andrea (Florence, 1370/1371 – before 1451)

Mystical marriage of Saint Catherine and Saints Margaret 

of Antioch, Anthony the Abbot, Julian the Hospitaller and Catherine 

of Alexandra and three angels, 1430-1435 ca.

Tempera on panel, 59 x 37 cm  

PRoVenAnCe: private collection 
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of work of two similar painters, but of different 
generations: the older lippo d’Andrea and the 
younger Ventura di Moro, who must have had 
more than one contact with each other 3.

In 1971, enzo Carli proposed to identify the 
Pseudo Ambrogio di Baldese with Ventura di 
Moro. The story of this painter was then care-
fully defined by Enrica Neri Lusanna in a 1990 
essay. He signed a “Madonna and Child” in the 
Pinacoteca nazionale of siena, close to some 
works in the group assembled by sirén, group 
that in the meantime had been increased thanks 
to the studies by Federico Zeri and Carlo Volpe4. 
However, this proposal contrasted with the rec-
ognition by serena Padovani to the Pseudo Am-
brogio di Baldese of the decoration of the nerli 
Chapel in santa Maria del Carmine in Florence, 
created according to documents in 1402 and 
referred by Giorgio Vasari to “Lippo fiorentino” 
(Florentine), later identified with greater pre-
cision by Ugo Procacci with lippo d’Andrea5, 
whose path has more recently been highlighted 
with clarity by linda Pisani and sonia Chiodo 6.

In addition to some challenging altarpieces, 
such as the one dated 1420 from santa Maria 
delle selve in lastra a signa, now in the Yale Uni-
versity Art Gallery, and the triptych of the san 
Paolo Hospital, in the Galleria dell’Accademia 
in Florence7, and the cycles of frescoes such as 
that of the Carmine Church and the one dedi-
cated to san Bernardo degli Uberti, in the cas-
tle of Vincigliata, lippo d’Andrea’s catalogue is 

composed of a large series of small altarpieces 
intended for private devotion, perfect parallels 
to this one, which are testament to the lasting 
success experienced by lippo’s traditionalist 
language during the first half of the 15th century.
The group of the Virgin and Child in the centre, 
out of scale, hovering in the air and enclosed 
by the saints on the sides in a reduced format, 
follows a scheme elaborated in the orcagna 
workshop, as in the triptych of the saint louis 
Art Museum8, then well practiced in Florence at 
the end of the 14th century , when it was appre-
ciated by artists who grew up in contact with the 
teaching of Agnolo Gaddi, such as the former 
Maestro of santa Verdiana, aka Tommaso del 
Mazza, the Maestro of the straus Madonna and 
lorenzo Monaco himself. The rigid balance that 
compensates the placement of the saints scaled 
on either side of the Virgin is broken by the mu-
sician angels who glide asymmetrically to the 
left and right of Mary, taking advantage of the 
slight sideways arrangement which favours the 
pronounced twisting of the Child towards saint 
Catherine.
The cloths descend freely, animated in folds 
and sinuous serpentines with an openly Gothic 
rhythm, and sheath the figures with clear-cut 
volumes, rendered with a plastic fullness with 
a neo-14th century flavour. A common family 
resemblance unites the feminine types with 
the protagonists of the more mature works 
assigned for some time by the scholars to the 

hand of lippo d’Andrea. Maria with a round-
ed face, covered by a simple veil that reveals 
her hair coming down slightly on her broad 
forehead, is very similar to the small altarpiece 
with the Virgin in humility, formerly in a private 
collection in Parma and more recently see at Il 
Ponte auction house in Milan. This Madonna is 
also the twin of the Madonna dell’Umiltà stolen 
in 1968 from the Museo dell’opera del Duomo 
in siena, recently recovered on the Florentine 
market, with which it also shares the idea of the 
vegetable decoration of Mary’s red dress9.
strong comparisons are also possible with 
works with a more open monumental ambi-
tion such as the triptych of the san Paolo Hos-
pital, in the Galleria dell’Accademia, already 
mentioned, which was also characterized by 
a greater plastic fullness and a more firm and 
sure design. In the nativity in the center of the 
predella, the musician angels in long blue and 
pink robes, girded at the hips, overlap with 
those painted in the background of the Mystical 
Marriage, identical in their squared faces and 
tenderly devoted expressions. The st. Joseph 
there, with a flat nose, thick eyebrows, a thick 
beard and small, vivid eyes, illuminated by very 
white sclera, resembles closely saint Anthony 
the Abbot in our panel. In this work, moreover, 
the colours are in the same graceful palette 
which animates the triptych of the Accademia 
and the same tendency to translate the models 
of 14th century inspiration with a broad plasti-

lippo d’Andrea, Mystical marriage of Saint Catherine and Saints Margaret of Antioch, Anthony the Abbot, Julian the Hospitaller and Catherine of Alexandra and three angels
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1 For a short profile of the painter, see: D. 
Parenti in Cataloghi della Galleria dell’Ac-
cademia di Firenze. Dipinti. Volume terzo. 
Il Tardogotico, curated by C. Holberg, A. 
Tartuferi, D. Parenti, Florence 2020, p. 89.
2 o. sirén, Trecento Pictures in American 
Collections. III, in “The Burlington Maga-
zine”, XIV, 1909, pp. 325-326
3 R. offner, Studies in Florentine Painting. 
The Fourteenth Century, new York 1927, 
p. 90; R. van Marle, The development of 
Italian Schools of Paintings, IX, The Hague 
1927, pp. 86-92; G. Pudelko, The Minor 
Masters of Chiostro Verde, in “The Art Bul-
letin”, XVII, 1935, pp. 83-89.
4 e. Carli, Chi è lo pseudo Ambrogio di Bal-
dese, in Scritti di Storia dell’Arte in onore 
di Valerio Mariani, naples 1971, pp. 109-
112; F. Zeri, La mostra “Arte in Valdelsa” a 
Certaldo, in “Bollettino d’Arte”, XlVIII, 1963, 
pp. 247-248, 256-257; C. Volpe, Arte in Val-
delsa dal secolo XII al secolo XVIII, in “Arte 

antica e moderna”, 24, 1963, pp. 388-391. 
For Ventura di Moro: e. neri lusanna, Ven-
tura di Moro: un riesame della cerchia del 
Pesello, in “Paragone”, XlI, 22, 485, 1990, 
pp. 3-20. see also: e. Zappasodi in The 
Gaudium Magnum Collection. Old Master 
Highlights Outside of Portugal, Florence 
2020, pp. 16-19.
5 s. Padovani in Tesori d’arte antica a San 
Miniato, a cura di P. Torriti, Genova 1979, 
pp. 55-57; U. Procacci, Relazione dei la-
vori eseguiti nella Chiesa del Carmine di 
Firenze per la ricerca di antichi affreschi, in 
“Bollettino d’Arte”, XXVII, 1933-1934, pp. 
327-334; Idem, L’incendio della chiesa del 
Carmine del 1771, in “Rivista d’Arte”, XIV, 
serie II, IV, 1932, pp. 141-232; Idem, Lettera 
a Roberto Salvini con vecchi ricordi e con 
alcune notizie su Lippo d’Andrea modesto 
pittore del primo Quattrocento, in Scritti 
dell’Arte in onore di Roberto Salvini, Flo-
rence 1984, pp. 213-226

6 l. Pisani, Pittura tardogotica a Firenze 
negli anni trenta del Quattrocento: il 
caso dello Pseudo-Ambrogio di Baldese, 
in “Mitteilungen des Kunsthistorischen 
Institutes in Florenz”, XlV, 2001, 1-2, 
pp. 1-36 e s. Chiodo, Lippo d’Andrea: 
problemi di iconografia e stile, in “Arte 
Cristiana”, XC, 2002, 808, pp. 1-16; also 
eadem, Gli affreschi della chiesa di san 
Domenico a San Miniato: un capitolo 
poco noto della pittura fiorentina fra Tre e 
Quattrocento – II, in “Arte Cristiana”, XCVI, 
2008, pp. 81-94.
7 D. Parenti, Un polittico di Lippo d’Andrea 
per l’Ospedale di San Paolo a Firenze, in 
“Paragone”, lXV, 2014, pp. 66-79; eadem 
in Cataloghi della Galleria dell’Accademia 
di Firenze... cit., pp. 89-95.
8 on the saint louis Art Museum painting, 
see: M. Boskovits in L’eredità di Giotto. Arte 
a Firenze 1340-1375, exhibition catalogue 
(Florence, 10 June – 2 november 2008), 

curated by A. Tartuferi, Florence 2008, pp. 
118-119.
9 For the small altarpiece formerly in Par-
ma, cfr. Il Ponte, Arredi e Dipinti Antichi, 
Argenti, Tappeti e Tessuti, Historica, Stru-
menti Musicali e Disegni, Milan, 9-11 April 
2019, lot 247. The fragmented Madonna 
dell’Umiltà from the Museo dell’opera 
del Duomo, where it was stolen in 1968, 
popped up in an auction at Koller, Koller 
Varia, Zurich, 21 – 23 March 2000, lot 7188, 
as Italian painter from the 19th century 
and, more recently, under the correct at-
tribution at Pandolfini, Dipinti Antichi, Flor-
ence, 26 november 2019, lot 16, when it 
was recevered by the Carabinieri – Unit for 
Protection of Cultural Heritage.
10 l. Pisani, Pittura tardogotica a Firenze... 
cit., p. 24. Moreover cfr. F. Zeri, La mostra 
“Arte in Valdelsa” a Certaldo… cit., p. 256, 
footnote 8; sotheby’s, Master Paintings Eve-
ning Sale, new York, 28 January 2016, lot 3.

cism, behind which one can catch the distant 
echoes of the Renaissance innovations, mediat-
ed by examples of painters such as Giovanni To-
scani and above all Giovanni dal Ponte, whose 
style inspired significantly Lippo d’Andrea in the 
course of his career. 
our painting can easily be compared with oth-
er works by lippo d’Andrea from the fourth 
decade of the 15th century, such as the “lam-
entation” made known by linda Pisani or the 
“Virgin and Child with saints John the Baptist, 
Margaret, Anthony the Abbot and James”, 

recognized to the Pseudo Ambrogio di Bal-
dese by Zeri, formerly in the Vitetti Collection 
in Rome and more recently on the new York 
market, before arriving at the soumaya Muse-
um in Mexico City10 . In this work, similar to the 
“Mystical Marriage” in the rigorous composi-
tion and in the female faces, also returns the 
same orography of the garments, animated by 
folds and creases that soften the drapery, as in 
the blue mantle of Mary which descends simi-
larly from her shoulders, folds on her legs and 
is adorned on the hems by embellishments 

with bights and meanders outlined in golden 
threads, with an identical design, truly super-
imposable, in the two works.
Linda Pisani clarified how the triptych from the 
san Paolo Hospital, where it was placed by Fri-
ar Stefano di Giovanni Sardelli, was finished by 
lippo d’Andrea in 1430, a precious reference 
point valid, I think, also for this painting.

Prof. Emanuele Zappasodi

lippo d’Andrea, Mystical marriage of Saint Catherine and Saints Margaret of Antioch, Anthony the Abbot, Julian the Hospitaller and Catherine of Alexandra and three angels
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The painting shows an old man standing, hold-
ing a letter in his left hand, while his right hand 
still grasps the arm of the chair, as if he just stood 
up to welcome a guest. His dark clothes are 
trimmed in black at the sleeves, shoulders, and 
along the long line of buttons down the front. 
The fabric reflects the light as if it were made of 
silk or of precious satin. The jacket falls loosely in 
striated folds that part slightly on the hips. The 
white of the ruffles at the cuffs and of the gorget 
stand out against the dark tones of the robes 
and of the background and they frame the warm 
flesh tones of the sitter’s hands and face.

His gaze is thoughtful and intense, yet also neu-
tral. His state of mind could be described as of 
quiet melancholy. The brow is not furrowed and 
the signs marking his face are merely traces left 
by time on his skin. His head is slightly turned 
to the left, as is his body, avoiding a fully fron-
tal vision and giving more room to the part of 
the face hit by the light. This portrait appears 
sincere and without emphasis or apparent cel-
ebrative intent. Instead, the artist focused on a 

realistic rendering of the sitter’s appearance, his 
greying head and bearded face, demonstrating 
significant skills.

This work complies with an established pictorial 
and compositional formula broadly diffused in Bo-
lognese portraiture in the second half of the 16th 
century, typical of the work of Bartolomeo Passerot-
ti, to whom this painting can be attributed. 
As for the identity of the sitter, an inscription 
on the folded letter held in his hand supplies 
some information: ‘Marchese niccolò Bianchini 
1500’. A second inscription, on the back of the 
canvas, documents the painting’s hereditary 
descent within the same family: ‘Del sen.re Co 
Ant.o Bianchini 1704’. 

However, it is important to note, that the inscrip-
tion on the letter, in elegant calligraphy, does 
not appear to be original by the artist, but it was 
placed at a later stage. Possibly it was added by 
a descendant who recorded his ownership on 
the back of the work. The year 1500 may refer to 
the date of birth of the Marchese niccolò, who 

in the painting appears to be around 60 years 
old. The noble Bianchini Family from Bologna 
appears several times in the “Repertorio per lo 
studio de collezionismo bolognese del seicen-
to” (curated in 1997 by Raffaella Morselli), with 
no less than four inventories recording the pres-
ence of family portraits without naming artists 
nor sitters (nobile Pompeo’s in 1627, Marquis 
Pirro’s in 1644, nobile Prospero’s in 1646 and 
Count Angelo Bianchini’s in 1657). However, so 
far, it has unfortunately been impossible to find 
the names of niccolò or of his descendant Carlo 
Antonio Bianchini.

Comparing this painting to many other well-
known portraits by Passerotti, the realistic de-
scription of the sitter’s features suggests that 
the work should be dated to the final phase of 
his career, a time when the city of Bologna was 
beginning to feel the influence of the innova-
tions introduced by the young Carraccis.  If the 
date of birth of the Marquis niccolò Bianchini 
were truly in 1500, the portrait would have to 
be placed, as we said, around 1560, but I am 

Bartolomeo Passerotti  (Bologna, 1529  - 1592)

Portrait of  marquis Niccolò Bianchini, holding a letter, half-length 
oil on canvas, 105 x 79 cm

PRoVenAnCe: Aristocratic european collection, where the present owner acquired it
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inclined to read in it Passerotti’s style of the 
1580s, when it begins to dissolve the rigid for-
mal characteristics of the previous decades in 
more ‘true’ expressions. on the other hand, the 
first signed “Portrait of a Man” is dated 1566 
(Marseilles, Musée des Beaux-Arts), and still 
shows strong Mannerist elements.

Bartolomeo Passerotti was one of the most im-
portant and best-known portraitists of the 16th 
century and he was highly regarded by his con-
temporaries, such as Titian, as well as by leading 
artists of the following generations, including 
Guido Reni.

Among the paintings by Passerotti bearing 
comparison to the present work in terms of 
pose and quiet, expressive mood of introspec-
tion, is a “Portrait of a gentleman in armour”, 
auctioned on 29th May 2014 by Porro in Milan 
(oil on canvas, 81 x 66 cm), as well as the famous 
“Portrait of sertorio sertori” in the Galleria es-
tense, Modena. 

Expertise by Prof. Massimo Pulini

Bartolomeo Passerotti, Portrait of a gentleman, holding a letter, half-length
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Admirable for the wide variety of fruits and veg-
etables represented, notable for its generous 
size and the coexistence of still life and char-
acters together with a piece of city landscape, 
this canvas is to be referred to the hand of Jan 
Baptiste de saive II, a painter active in 17th cen-
tury Flanders. Prof G. Meijer suggests to date it 
around 1580.

To better understand the complexity of this 
painting, it is necessary to consider his cultural 
origin. Joachim Beuckelaer was the first among 
the practitioners of the still life genre in the mid-
16th century. He was solicited by his uncle and 
teacher Pieter Aertsen. The latter, although orig-
inally from Amsterdam, often stayed in Antwerp 
and specialized in painting of market scenes. 
Therefore, he gave his pupil the opportunity to 
practice on the same subject, also providing 
important cultural information, such as vari-
eties of fruits and vegetables available in that 
historical moment (see the artichokes, carrots, 
pumpkins, peas, cherries and wild strawberries 
in our painting). 

Both Beuckelaer and Aertsen were particularly 
known for this type of scene, which show sup-
plies and household activities with illusionis-

tic details, but on an often heroic scale. These 
scenes often counterbalance a biblical subject 
in the background and suggest a deliberate 
contrast between the physical and the spiritual. 

Both Jean Baptiste de saive I (1571-1624) and 
Jean Baptiste de saive II, originally both from 
namur, were protagonists of this genre. 

Here, Jean Baptiste de saive I divided the can-
vas into three areas, painting a large still life in 
the foreground, followed by figures in Flemish 
clothing. In the background, an urban land-
scape. Typical of Beuckelaer is the attention for 
the architecture in the background and for the 
still-lives. The different cultural roots, Dutch for 
Aertsen and Flemish for Beuckelaer (also linked 
to the Antwerp Mannerism, full of academism), 
allowed the De saives to rework the previous 
lesson with substantial innovation. 

The painting offers a precise picture of the city 
of Ghent at the turn of the 16th and 17th centu-
ries. In the background, there is the church of 
saint Bavo. In the main street, on the left, the 
Town Hall and the house of the Grocers, while, 
above the man’s shoulder, is depicted the hotel 
that hosted also Albrecht Durer. on the right, is 

visible the Cloth Hall inside the building with 
the arches. In the foreground, the fruit market. 
The group of characters follows the iconogra-
phy of Roman Charity, a story told by Valerius 
Maximu in his “Factorum et dictorum memora-
bilium libri novem”. It is the exemplary story of a 
woman, Pero, who secretly nursed her father, Ci-
mon, who had been imprisoned and sentenced 
to death by starvation. Discovered by a jailer, 
her act of generosity, representing a great act 
of pietas (filial generosity) and Roman honour 
impresses the officials who grant her father’s 
release. Precisely in Ghent, in 1741, the master 
builder David ‘t Kindt sculpted a marble group 
of the same subject, the Mammelokker, on the 
tympanum of the city’s prison building, visible 
next to the Town Hall in this painting.

Flemish School   (1580ca.)

Market scene
oil on canvas, 146 x 216 cm

 

Flemish school, Market scene
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With a proud, severe and disenchanted gaze, st. 
Jerome turns to the viewer in a superb version 
of Albrecht Durer’s prototype, which over the 
centuries has become the saint’s iconographic 
artistic reference.

The Father of the Church is depicted here in 
a moment of profound reflection in which the 
skull, in the foreground, acquires great prom-
inence, underlined by the gestures of his left 
hand. The crucifix on the window sill also re-
fers to the theme of Vanitas and meditation on 
death, as do the scene of the Crucifixion that 
can be glimpsed in the book, skillfully minia-
tured in precious colours, as well as the hour-
glass and the extinguished candle, that indi-
cate the inexorable passing of time. even the 
admonition on the wall, “Cogita Mori” (Think of 
Death), is an explicit reminder of the imminence 
of death, as is the age of the old man.

Starting from the first quarter of the 16th centu-
ry, Flemish painters empathized a lot with the 
subject of saint Jerome in his study. The saint is 
portrayed interrupting his activity of translating 
the Bible, seized by a sudden moment of mel-
ancholic meditation on Death. Albrecht Dürer 

was one of the first artists to spread this ico-
nography. In 1520, during his stay in the neth-
erlands, he painted a saint Jerome in his studio 
for Rodrigo Fernandez de Almada, Head of the 
Portuguese Commercial Mission in the nether-
lands (today in the national Museum of Ancient 
Art, in lisbon). The painting was extremely inno-
vative, but, at the same time, it was so traditional 
that it became very popular.

This theme was then taken up and adapted 
by other artists such as Joos Van Cleve (1485 
- 1540) and his friend Pieter Coecke van Aelst 
(Aalst, 1502 - Brussels, 1550). Their interpre-
tations of the subject, with very different qual-
itative outcomes, were much in demand, as 
proven by versions by Joos Van Cleve in the 
Harvard University Art Museum and the Musée 
des beaux-arts et d’archéologie in Châlons-
en-Champagne. In particular, this painting can 
be associated with a version attributed to the 
Workshop of Pieter Coecke van Van Aelst, now 
in the Walters Art Museum in Baltimore. That 
painting features the same space composition 
as this one, even if in that case it is more ex-
tensive. Morevoer, the treatment of the saint is 
similar, as is the typically Flemish still life.

Pieter Coecke van Aelst was a very versatile 
artist, capable of creating panel paintings, 
sculptures, prints, stained glass windows and 
goldsmith’s works, as well as tapestries. He was 
continuing the tradition of his father’s workshop, 
one of the best in europe, which produced also 
the tapestries made by Raphael for the sistine 
Chapel, commissioned by Pope leo X.

Pieter initially studied under Bernard van orley 
and later sojourned in Italy before moving, in 
1527, to Antwerp, where he became painter 
and printmaker. In 1537, he became Dean of the 
Guild of saint luke in Antwerp. After 1540, he 
obtained the important appointment as Court 
Painter for Charles V. of his scholarly work we 
remember the translation of the Treatise on ar-
chitecture and perspective by sebastiano serlio 
from latin to Flemish, and later the translation 
of Vitruvius’s work on architecture.

Written communication by  

Prof Peter Van Den Brink

Workshop of Pieter Coecke van Aelst  
(Aalst, 1502 - Brussels, 1550)

St. Jerome in his study, around 1550
oil on panel, 70 x 53 cm
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An in-depth study of this painting allowed us 
to identify it as the work of Flemish painter Jan 
Brueghel the Younger, son of famous artist Jan 
Brueghel the eldest. A member of the most fa-
mous dynasty of Flemish painters, Jan was the 
son of Jan Brueghel the elder, grandson of Pi-
eter Brueghel the elder and father of Abraham 
Brueghel. Trained by his father, Jan went to Mi-
lan while still young to meet Cardinal Federico 
Borromeo, who had been a patron of his father. 
After a trip to Italy that took him to Rome, na-
ples and Palermo, here in the company of his 
friend Anthony van Dick, Jan returned to Ant-
werp in 1625, due to the sudden death of his 
father, and he inherited his workshop. After his 
father’s death, Jan Brueghel the Younger con-
tinued his collaboration with figure painters 
like Hendrick van Balen, Peter Paul Rubens and 
Pieter van Avont.

In this work, Jan Brueghel the Younger painted 
the landscape, the flowers and the fruits, while 
his colleague Hendrik van Balen created the 
winged putto. We could also date the painting 
to the last part of his artistic career, at the be-
ginning of 1630, in Antwerp. The typical colours 
of the landscape, the flowers and fruits, with 
their chromatic tones, are emblematic of Jan 

Brueghel the Younger’s first pictorial attempts. 
A few years after taking over his father’s studio, 
he was still using his father’s pictorial style, trac-
ing every detail, as it appears visible especially 
in the flowers.

The images of the collaboration between Jan 
Brueghel the Younger and Van Balen give the 
viewer the impression that a single artist creat-
ed these artworks. The collaboration of several 
painters on a painting was a phenomenon typ-
ical of 17th century Flemish art. 

Van Balen was instrumental in the renewal of 
Flemish painting in the 17th century, bridging 
the generations between his tutor, Marten de 
Vos, and his prodigious pupil, Anthony van 
Dyck. Van Balen served as Dean of the Antwerp 
Guild of Romanists, a fraternity of artists who 
had studied in Rome. The winged putto here 
depicted exudes this classical training among 
the ancient statues and the Renaissance fres-
coes of the eternal City, while showing also 
that brilliant Nordic sense of light, flesh and 
texture. 

Expertise by Dr. Klaus Ertz

Jan Brueghel The Younger  (Antwerp, 1601 - 1678)

Hendrick Van Balen  (Antwerp, 1575 - 1632)

Allegory of Summer
oil on panel, 32,5 x 48,6 cm

Bibliography: erz, K ., Jan Brueghel il Giova-
ne, I dipinti con un catalogo critico dell’ope-
ra, Freren 1984; 
erz, K., nitze-ertz, Ch., Jan Brueghel il Vec-
chio, i dipinti con un catalogo di opere criti-
che, Volume 1-1V, lingen 2008-10

Jan Brueghel The Younger and Hendrick Van Balen, Allegory of Summer
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The painting represents a well-known and dra-
matic episode from the Gospel from the Passion 
of Christ. shortly before being arrested, Jesus 
predicted that one of his Apostles would betray 
him, but Peter rose up saying: “All the other fol-
lowers may lose their faith in you. But my faith 
will never be shaken”. Jesus answered: “The 
truth is, tonight you will say you don’t know me. 
You will deny me three times before the rooster 
crows.” After Jesus’ arrest, Peter followed him 
from afar into the palace of the high priest, but 
he was recognized and accused of being a dis-
ciple of the Nazarene. Peter denied it flatly each 
time. After the third denial he heard the crowing 
of a rooster. The prophecy of Jesus came back 
to him and he repented and wept bitterly.

Here, Peter is depicted wringing his hands and 
weeping profusely, raising his eyes to Heaven to 
ask God for mercy and forgiveness. next to him, 
on the left, on a column trunk, a magnificent and 
lively rooster has just crowed.  The light, coming 
from the left, heralds the dawn and creates dra-
matic plays of chiaroscuro throughout the scene, 
accentuating the plasticity of Peter’s body.

The work is a splendid work from the neapoli-
tan area and it can be attributed to an illustrious 

painter of 17th century southern Italy: Cesare 
Fracanzano.

The painter was born in Bisceglie (Bari), on 16th 
october 1605. In 1626, he got married in Bar-
letta. In 1629, he was in Naples, as confirmed 
by a document of that year relating to a paint-
ing depicting the Assumption. According to De 
Dominici (1742), from 1616, Fracanzano studied 
in naples together with his brother Francesco 
in the workshop of Jusepe de Ribera. The influ-
ence of the spanish painter appears very clear 
in his works. In 1633, he is documented again in 
Barletta and he appears to work for the church-
es of the city and the surrounding area. In 1640, 
he moves again to naples.
 
Fracanzano painted many canvases for naples 
and its most important churches: a “Magda-
lene” for s. Domenico Maggiore, a “Flagella-
tion of Christ” for the Gerolamini Quadreria, an 
“Immacolate Conception” for st. Mary of Hope, 
a fresco cycle for the choir of st. Mary of Wis-
dom (1639-41). neapolitan documents call him 
a “valent artist”, with high payments. During the 
1640s the influence of Ribera in his paintings is 
mixed with that of Giovanni lanfranco adding a 
more modern twist to his art. At this stage, his 

art showed also echoes and suggestions from 
Van Dyck’s works in naples. In the “Magdalen” 
for the Andria episcope, we note a lanfranchian 
taste, which contributes to effects of vaporous 
softness. In the canvas for the lupi Chapel of 
the Church of Jesus in Gravina, made between 
1645 and 1646, the transition to a more mature 
Baroque style is evident in the luminous treat-
ment of the drapery. In this period, Cesare’style 
becomes very similar to his brother’s.

Cesare then returned to Puglia, to Barletta, 
where the commissions continued to be numer-
ous throughout the region. In this last phase, 
his style was notably influenced by Guido Reni’s 
classicism. Fracanzano died in Barletta between 
the end of 1651 and november 1652. naples, 
therefore, must have been for him both a des-
tination and a problem, as he must not have 
found the capital of the kingdom too congenial, 
considering the many fluctuations between the 
city and his native Puglia.

This canvas belongs to the mature phase of his 
production and must be placed in the 1640s. 
Here, hiis stylistic relationships with Ribera and 
lanfranco appear clear. The connections be-
tween this painting and other works by Cesare 

Cesare Fracanzano   (Bisceglie, 16th october 1605 - Barletta, 1651/52)

Saint Peter penitent
oil on canvas, 111 x 128 cm
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Fracanzano are evident: for example the “saint 
Peter penitent” in the Church of saint Mary of 
Barletta, of impressive stylistic similarity. Fur-
thermore, the “st. Peter” and “st. Joseph” in the 
Cathedral of Pozzuoli, as well as the pose and 
style of the drapery of the “Magdalene” in san 
Domenico Maggiore and of the “Christ bending 
under the weight of the Cross” in the co-cathe-
dral of Barletta. All these paintings are charac-
terized by a material density of the figure and 
drapery, while the dark backdrop on which the 
characters’ clothes flash are a clear reference to 
themes from Ribera’s production.

It is not always possible to make an attribution 
of the Fracanzanos’ paintings between Cesare 
and Francesco, but in this “saint Peter penitent” 
the intensity of the expression meets Cesare’s 
more academic tendencies and must, there-
fore, be attributed to him. Cesare does not 
reject naturalistic reminiscences, as shown by 
the remarkable insert of the splendid rooster 
painted from a live model, which contrasts with 
the rough rocky background.

His relationship with Ribera clarifies the icono-
graphic choices that Cesare made in his ver-
sions of the penitent saint Peter: half-length 
or slightly three-quarter length, a tunic and a 
cloak with large folds. The expression of pain 
on the Peter’s face is strongly highlighted by 
the treatment of the eyes with a particular shine 
and by a pose that betrays great repentance in 
a moment of strong emotion. The chromatic 
fabric of the painting is played on low tones, 
the large and fast brushstrokes create a por-
trait that is anything but idealized, of such an 
intensity as to make the pictorial material itself 
vibrate.

For this type of paintings, considering the 
strong relationships Cesare had with literary 
circles, scholars suggested that he might have 
been familiar with the poem by luigi Tansillo, 
“The tears of st. Peter”, published in 1585 in 
Ferrara.

Expertise by Prof. Arabella Cifani

Bibliography: B. De Dominici, Le vite de’ pit-
tori, scultori ed architetti napoletani, naples 
1743, III, pp. 82-87
F.s. Vista, C. e Francesco Fracanzano pittori 
napoletani, in “Rassegna pugliese”, XIX 
(1902), pp. 337-343
M. Cassandro, Cesare Fracanzano e il suo 
tempo, Barletta 1932
l. Mortari, Appunti sulla pittura del Sei e 
Settecento in Puglia, in Ricerche sul sei-set-
tecento in Puglia, Bari 1978-79, pp. 17-20
Bugli, Marialuigia, Cesare Fracanzano: nuovi 
documenti e alcuni dipinti inediti, 2001, in: 
“Kronos” [Galatina], 3.2001, pp. 73-84
n. spinosa, La pittura napoletana del ‘600, 
Milan 1984, plates 377-386
Ruggiero Doronzo, La bellezza del divino: le 
opere pugliesi di Cesare Fracanzano, Barlet-
ta, Cafagna, 2013
n. spinosa, La pittura in Italia. Il Seicento, 
voce Cesare Fracanzano, Milan 1989, ad 
indicem
Achille Della Ragione, Ruggiero Doronzo, 
Cesare Fracanzano opera completa, naples 
2015, and bibliography.

Cesare Fracanzano, Saint Peter penitent
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There is no doubt at all that these two canvases 
were painted by Giovanni Ghisolfi, even though 
they do not appear to be typical of the Mila-
nese artist. one of the canvases shows the Arch 
of Constantine and a statue of Hercules, while 
the other the Cestius Pyramid and the famous 
statue of Marcus Aurelius. However, these two 
compositions are not typical at all of Ghisol-
fi’s production (pointing out that the statue of 
Hercules does not resemble at all the Farnese 
Hercules), while the parts of imaginary architec-
ture inspired by existing Roman monuments are 
much more in tune with his work, such as the 
patio of the palace with two columns with com-
posite capitals on the right of the first painting, 
where on the opposite side there is a fountain 
with a lion spouting water, which does not have 
any correspondence with Roman fountains. 
even more relevant is the originality of the Her-
cules, as on his high plinth lays a slab of stone 
sculpted with figures, similar to those found in 
a number of Ghisolfi’s Capriccios.

In the second painting, the columns of a temple 
on the left correspond to Ghisolfi’s taste, as do 
the grandiose ruins of the indecipherable build-
ing on the left of the equestrian statue and the 
impressive tomb with bas-reliefs in the centre of 

this complex composition with Cestius Pyramid 
on the background. All these parameters match 
convincingly the elements of Ghisolfi’s most fa-
mous capriccios. Thanks to them, the artist was 
able to open a new chapter for this iconography 
and to become a leading figure for this style, as 
Viviano Codazzi before him. 

The figures animating the scenes correspond 
also to Ghisolfi’s and refer to a later stage of 
his career, after his second stay in Rome in the 
second half of the 1660s.  The works were most 
likely painted in Milan, where he probably con-
tinued his prolific activities, thanks to the fame 
he had achieved, before his blindness prevent-
ed him from painting in the last days of his life, 
as reported by biographers. 

In conclusion, these two Capriccios, even 
though not typical of Ghisolfi’s traditional style, 
show a significant aspect of his activity that still 
deserves to be studied. In order to create a well 
assembled scene based on antique monuments 
and symbols of Ancient Rome, he seems to have 
in this case widened his own specific repertoire, 
fine tuning evocative side elements, even if sig-
nificant as the statue of the Hercules and the 
fountain with the lion. This provides further ar-

guments about his surprising anticipations of 
Pannini, who, in come cases, truly copied Ghi-
solfi, even though the latter died a number of 
decades before the first Roman success of the 
Master from Piacenza.

Expertise by Prof. Giancarlo Sestieri

Giovanni Ghisolfi   (Milan, 1623 - 1683)

Pair of Capriccios with Roman monuments and ruins
(2) oil on canvas, 66, 3 x 50,3 cm (each)

Frans de Geffels, Banchetto della casata Gonzaga-Nevers e la chiesa di San Barnaba

Bibliography: For partial comparisons, not 
with entire paintings, see A. Busiri Vici (cu-
rated by F. Costelli after the author’s death) 
Giovanni Ghisolfi (1623-1683). Un pittore 
milanese di rovine romane, U. Bozzi edi-
tions, 1992. This is a meritorious work and 
still very useful, even though it still leaves 
room for new important updates. Moreover, 
the important chapter, with rich illustrations, 
that I dedicated to Ghisolfi in Il Capriccio ar-
chitettonico in Italia nel XVII and XVIII seco-
lo, etgraphiae editore, Foligno, 2015, II, p. 
112-182.
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Painter, engraver and architect, Frans de Geffels 
trained in his native city, Antwerp, in the work-
shop of the publisher Mideller. His multifaceted 
hunger for art brought him to Mantua, of which 
he became a citizen in 1664 and where the doc-
umentary sources confirm that he was Prefect of 
the Ducal Factories. Upon request of Charles II 
Gonzaga Nevers, in office from 1637 to 1665, 
and with his support, Geffels worked on several 
commissions aimed at increasing the civil and 
cultural prestige of the city, in line with the work 
done by the architects before him. 
After 1663, Geffels focused mainly on the con-
struction of the Church of san Martino, the 
house of the Rabbi (1680), Palazzo sordi (which 
he not only designed, but of which he also su-
pervised the construction), and the magnifi-
cent Palazzo Valenti Gonzaga, rearranging the 
pre-existing 16th century building with formal 
Baroque criteria.

The construction of this palace, completed in 
1677, is crucial for this painting. Considering the 
presence of the dome of san Barnaba, clearly 
recognizable on the right side of the painting, 
and reconstructing the topography of 17th cen-

tury Mantua, it appears that the artist forced the 
insertion of Palazzo Valenti Gonzaga in the paint-
ing. This not only for personal celebration, but 
also, above all, as it was the residence of Charles 
II, the man who had given him the prestigious 
position of Prefect.  
Historically, architects appointed as Prefect of 
the Ducal Buildings were mostly Mantua-born; 
this exception shows the esteem and apprecia-
tion the artist enjoyed among his contemporar-
ies, in spite of the meager documentation now 
kept in the State Archives.  On the main floor of 
the building, Geffels had also frescoed the walls 
of today’s Galleria Museo Valenti Gonzaga. This 
luminous, happy banquet could, therefore, be 
seen as a sincere and moving homage by the 
Flemish artist to the Dukes of Mantua. 

At the beginning of the 17th century, a smallpox 
epidemic decimated the main branch of the 
Gonzaga family, which resorted to any method 
to continue the lineage. At its extinction, the 
Gonzaga-nevers was the collateral dynastic line 
started in France by ludovico Gonzaga, the third 
son of Frederick II. In 1565, through his marriage 
with Henriette of nevers, heiress of the Duchy of 

Frans de Geffels   (Antwerp, 1625 - Mantua, 1694)

Banquet of the House of Gonzaga-Never and San Barnaba Church of Mantua
oil on canvas, 72,5 x 89,5 cm

Frans de Geffels, Banquet of the House of Gonzaga-Never and San Barnaba Church
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nevers and Rethel, ludovico became Duke of 
nevers and Rethel, then leaving the command 
to his son Charles I (Paris, 1580 - Mantua, 1637). 
Upon the death in 1627 of his cousin Vincenzo II 
Gonzaga, the last descendant of the direct line 
of the Gonzagas, Charles I, following the War of 
succession of Mantua and Montferrat, took over 
the right of succession to the Duchy of Mantua. 

The artist wanted to make a representation of 
the entire Gonzaga-nevers family. 

starting from the left, he painted a recognizable 
Anna Gonzaga (Paris, 1616 - 1684), the young-
est daughter of Carlo Gonzaga and Catherine 
of Mayenne. Marrying edward of the Palatinate, 
a grandson of King James I of england, Anne 
became Countess Palatine of simmern, styled 
“Princess Palatine”. next to her, the aforemen-

tioned Charles I of Gonzaga nevers, followed 
by his son, Charles II (1609 - 1631) and Maria 
luisa di Gonzaga nevers, wife of the two Kings 
of Poland, ladislaus IV and John II. on the far 
right, the elegant woman standing is Cather-
ine of Mayenne - lorraine (1585 - Paris, 1618), 
wife of Charles I and mother of the children 
portrayed. Catherine participated actively in 
the administration and organization of her hus-
band’s estates. sincerely pious and devout, she 
established religious foundations, monasteries, 
churches, schools and hospitals. In the figure 
of the nobleman from behind we can recog-
nize Ferdinando Carlo of Gonzaga-nevers, or 
Charles III, (Revere, 1652 - Padua, 1708). With 
his death almost four centuries of the Gonzaga 
Dynasty ended and with them also the condi-
tion of independent state for the Duchies of 
Mantua and Montferrat.

Frans de Geffels, Banquet of the House of Gonzaga-Never and San Barnaba Church
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By setting and style, this painting can be attribut-
ed to Giacomo Francesco Cipper, known as “il 
Todeschini”. He was of Austrian origin and it is un-
kown when he moved to Italy. However, in 1696, 
he was a Milan resident and here he married the 
daughter of a notary, Giulia Francesca Galdone. 
He was mainly active in Milan, Bergamo and Bres-
cia, becoming a lombard by adoption. During 
his career, Cipper renewed the Bamboccianti 
tradition from the 17th century by reinterpreting 
the examples of Monsù Bernardo and Magnasco 
in a personal key. From his works transpires an 
ambition to transfer his ideas with a monumen-
tal spirit, focusing on a realistic definition of ev-
eryday objects, foods and furnishings, reaching 
the maximum consequences of the comic and 
grotesque tradition, which in the lombard area 
found its maximum expression ever since the Re-
naissance with Caravaggio’s naturalism. In the first 
decade of the 18th century, his works were often 
chromatically lively and set outdoors, while, in the 
following years, Todeschini turned increasingly to-
wards indoor compositions, gentle in the colours, 
but always with a theatrical and laughing tone. Ac-
cording to Alessandro Morandotti, his repertoire 
of peasants eating, gypsy scenes, card or morra 
players, concerts, music lessons, fish sellers, and 
his “flesh tones boldly resolved with dark tones 

barely lit by strokes of red and white” refers to the 
lesson of Danish painter eberhard Keil, known as 
Monsù Bernardo (1624–1687). Monsù Bernardo 
lived in Rome in the second half of the 17th century 
and from Rome and naples he drew most of the 
motifs for his genre scenes.  

However, unlike the other 17th century genre 
painters, such as many Caravaggesques, but also 
unlike painters of the 18th century, such as Ceruti, 
and despite his undoubted technical virtuosity, 
Todeschini carefully banished from his painting 
any pensive or melancholic attitude, as well as any 
psychological and social intent. For personal na-
ture and, perhaps, for the taste of his customers, 
he always kept a sort of smiling and lively humour. 
Here, the scene is full of great dynamism, liveliness 
and vitality of the figures, lit up by rapid and vi-
brant strokes of light. The shepherd boy plays the 
flute, while the young girl also plays a small instru-
ment, holding it between her lips, as the goat and 
the lamb appear tamed by the music. The woman 
folding the cloth on the step and the shepherd 
boy drinking from the bucket are the key elements 
of the realism permeating the scene.

Maria silvia Proni and also Tognoli-Dell’Acqua 
mentioned this painting is in their monographs 

on the artist as Rural scene and they placed it in 
relation to the pair of canvases in the collection 
of the Marquises Zaccaria di Bordolano from 
Cremona, Rest from work in the fields and Tavern 
scene. Professor Proni argued that by those years 
Todeschini had achieved absolute mastery of his 
expressive means, as seen in the aforementioned 
pair of paintings. Testament to that are the char-
acters, which are repeated in many of his works. 
The young woman with the straw hat, for instance, 
appears identical in this Rural scene, establishing 
therefore a link with the canvases in the Cremona 
collection, as does the goat crouched in profile at 
the feet of the young shepherd boy. This painting 
confirms Cipper’s ability to perfectly amalgamate 
every element depicted, offering a serene rural 
world, presented with expressive simplicity and 
mastery of the brush.

Giacomo Francesco Cipper, Rural scene

Giacomo Francesco Cipper, 
known as “il Todeschini”  (Feldkirch, 1664 - Milan, 1736)

Rural scene
oil on canvas, 105 x 172 cm

Bibliography: Tognoli, Dell’Acqua, G.F. Cip-
per, Todeschini, Monumenta Borgomensia, 
Bergamo 1976, p.59.
Proni Maria silvia, Giacomo Francesco 
Cipper detto il Todeschini, soncino, 1994, 
p.130.
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The two canvases depict two crowded village 
fairs. Their chromatic and compositional setting 
link them to the pictorial production of a follow-
er of Matthijs schoevaerdts (1665 - post 1702). 
The details of schoevaerdts’ life are scarce. The 
first information is in 1682 when he becomes 
an apprentice in the workshop of the landscape 
painter Adriaen Frans Boudewijns. In 1690, he 
registered in the Guild of saint luke in Brussels, 
immediately becoming its Dean, from 1692 to 
1696.
Best known for his landscapes and genre 
scenes animated by small figures, Matthijs 
Schoevaerdts created compositions reflecting 
the bourgeois collecting taste in vogue in the 
second half of the 17th century in the nether-
lands and Flanders. His landscapes were full 
of anecdotal and delicately painted scenes of 
peasants traveling, sailing, attending festivals 
and markets. Market scenes and the pictur-
esque scenes of daily life in the delicate tones 
of blues and greens taken from the works of Jan 
Brueghel the elder inspired his early works. For 
his part, he influenced artists like Johann Graf 
and Philippe le Clerc. later, the so-called Bam-
boccianti School began to influence his sunny 

landscapes and he began to paint landscapes 
with Italian harbours and views.
His style became similar to that of Pieter Bout 
in terms of a narrative vein and to that of Izaak 
van oosten, Peeter Gijsels and Carel Beschey in 
terms of common goals.
This pair of canvases shows a lenticular vision of 
lively fairs and markets, animated by countless 
characters from different social backgrounds, 
while agile stalls crowd the square. The palette 
is set on delicate shades of blue and green with 
the addition of the bright colour notes of the 
garments. In the two scenes, all the most pecu-
liar elements of the artist’s language are record-
ed: a deep opening in the landscape, sunk in 
the distance between vegetation and humble 
houses depicted down to the smallest detail, as 
well as typical formalisms in depicting shrubs, 
crowds of people and architectures.

Widely appreciated in collections all over the 
world, notably the “Landscape with Genre 
Scene” at Palazzo Pitti, in Florence, Schoevaerdts 
boasts a wide number of landscapes and ani-
mated scenes held also in private collections, as 
proof of his everlasting pleasantness.

18th century, Follower of Matthijs 
Schoevaerdts   (Brussels, ca. 1665 – post 1702)

Pair of genre scenes with country fair
oil on canvas 26,5 x 36 cm (each)
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This panting depicts a scene between Cronus 
and Rhea. Cronus (or saturn for the latins), fa-
ther of Zeus and many gods, rose to absolute 
power by dethroning his own father Uranus. 
He married his sister Rhea, with whom he had 
six children: Demeter, Hera, Hestia, Hades, Po-
seidon and Zeus. However, before Rhea gave 
birth to her first child, a prophecy told Cronus 
that, in the future, one of his children would 
dethrone him, just as he had done to his father. 
To avoid such a misfortune, Cronus began to 
devour all the children that his wife gave birth 
to. not resigned to having every child taken 
away forever, Rhea replaced little Zeus with a 
stone, wrapped it carefully in numerous ban-
dages and had Cronus devour him. Baby Zeus 
was hidden and raised in a cave by Mother 
earth. When he reached adulthood, he de-
cided to face his father and, after a strenuous 
battle, he managed to overthrow him and free 
his brothers.

Here, Cronus is depicted following the usual 
iconography: an old, white-haired man hold-

ing a scythe. The small children frightened by 
his arrival would appear to be his own chil-
dren. 

Thanks to the presence of the signature and 
after several stylistic comparisons, this painting 
can attributed to Dutch painter and engraver 
Hendrik van limborch or limborgh. son of the 
notary simon van limborch, Hendrik was born 
in 1681, in The Hague, where he spent his whole 
life, except for a short period between 1699 
and 1702, when he lived in Rotterdam. He was 
a protégé and pupil of some of the most im-
portant Dutch painters of the time, such as Jan 
Hendrik Brandon, Robert Duval, Jan de Baen 
and, during his stay in Rotterdam, of Adriaen 
van der Werff (1659 - 1722), known above all 
as a portraitist and for his historical representa-
tions in small format. Contemporaries were well 
aware of Van limborch’s artistic talents, above 
all of his ability to imitate the master’s style while 
maintaining a certain artistic autonomy (see his 
“Paris and oenone” in the Pushkin Museum, in 
Moscow).

like his main teacher, he also worked mainly 
on portraiture. This profession allowed him to 
maintain a certain standard of living, as shown 
by his “self-Portrait”, now in the Rijksmuseum in 
Amsterdam, where he portrays himself as a re-
spectable and affluent gentleman. From 1706, 
he was a member of the Confrerie Pictura, the 
The Hague association of painters, and he be-
came a teacher at the Academy of Designers.

less known is his career as a writer of treatises 
and researcher. The Rijksmuseum holds the 
correspondence between Van limborch and 
the writer and collector lambert Hermansz 
ten Kate (1674 - 1731) and the engraver Ja-
cob Christoph le Blon (1667-1741) in regards 
to the use and mixing of colours, above all to 
create chiaroscuro in the best possible way. 
Particular focus was on the treatment of the 
skin tones (with an accurate diagram on how 
to mix the colours). As Van limborch himself 
explains, he started from a dark layer of paint, 
on which he applied the lighter shades. As a 
result everything seemed colder, a coldness 

Hendrik van Limborch o Limborgh   (The Hague, 1681 - 1759)

Cronus and Rhea
oil on panel, 36 x 28 cm

signed “H. limborch f.”
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accentuated by the addition of black shad-
ows. Cold colors were more suitable for fe-
male bodies, but less so for male ones, which 
had to be darker and brighter. Therefore, the 
cold shades were to be corrected by adding 
a warm colour. In Van limborgh’s case, yellow. 
These theories are clearly recognizable in this 
painting. The two bodies, female and male, 
have different shades. 
Van limborgh was a portraitist by necessity, 

but his production includes also compositions 
of mythological and idyllic themes, often set in 
airy landscapes illuminated by a diffused light. 
Van limborgh’s painting is tinged with a classic 
taste, where the composition is well balanced 
and the bodies are suspended in an eternal 
beauty. Typical of his production is the free and 
fast brushstroke, the use of bright and lively co-
lours, the atmosphere rendered with the shad-
ed areas created by the backdrop of the trees 

and clouds. All characteristics well reproduced 
in our canvas. some elements of this painting 
have an affinity with other works by the Dutch 
master. In the “Festive Cherubs”, the reference 
is to the small children of this painting, while 
in “Cupid and Psyche” from the Rijksmuseum, 
the “Athena” from a private collection and the 
“Diana and Actaeon” auctioned by sotheby’s, 
it is in the theme of the semi-reclining female 
figure.

Hendrik van limborch o limborgh, Cronus and Rhea
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Franz de Paula Ferg was among the most prolific 
Austrian painters, draftsmen and engravers of 
the first half of the 17th century.

He was born in Vienna, the son of the history 
painter Adam Pancraz Ferg, from whom he re-
ceived his first artistic education. Franz, then, 
continued his apprenticeship with a painter 
called Baschueber, with whom he remained 
for four years. Afterwards, he returned to his 
father’s house, where he studied the engrav-
ings of Callot and le Clerc, the peculiarities of 
which had a great influence on his style. He also 
studied in Vienna under Hans Graaf, a painter of 
small landscapes with figures, fairs and village 
festivals, but more steadily under Joseph ori-
ent, a well-known landscape painter, in whose 
house he lived for three years, often painting 
the figures in his landscapes. 

In 1718, Ferg left for Vienna and settled for a 
few years in Bamberg. After meeting in leipzig 
the landscape painter Alexander Thiele, he 
went with him to Dresden, where he worked 

with him for some time. soon Ferg gained a 
great reputation for small landscapes and ma-
rine scenes with figures, as well as for fairs and 
peasant scenes in the style of ostade, Berchem 
and Poelenburg. He often painted them on cop-
per, with great care and industry, well colored 
and exquisitely finished. Eventually he settled 
in london.

His works are often found in private collections 
in england and in foreign museums, notably 
in Brunswick, Dresden and Vienna. T. Major, 
François Vivares, J. Wagner, CG Geyser and 
others have engraved a series of his “Four sea-
sons”. Ferg also made some etchings, mostly 
small landscapes with figures and ruins belong-
ing to the sheepshanks Collection, now in the 
British Museum.
This painting crystallizes scenes of daily life in a riv-
er landscape. The inhabitants of a small Danube 
port act around the main scene depicting the em-
barkation of passengers on a ship used to transfer 
people from one village to another along the river. 
In the water, there is a barge for the transport of 

goods. It is amazing the level of detail with which 
he depicted every single action of the characters 
or every minimal detail of the houses. An example 
are the figures inside the house in the foreground, 
portrayed behind the windows. It is not difficult to 
deduce why Franz de Paula was one of the most 
sought-after artists of his time. 

This painting, like others that have appeared on 
the market, bears the monogram FV, a signa-
ture attributable to Franz de Paula Ferg, as con-
firmed also by the studies of M. de Kinkelder.

Expertise by Prof. Erich Thromayer

Franz da Paula Ferg   (Vienna, 2nd May 1689 - london 1740)

Lake Scene
oil on canvas, 47 x 64 cm

Monogrammed “FV”

Franz da Paula Ferg, Lake Scene
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This unpublished painting depicts fruit, toma-
toes and a straw bag near an architectural el-
ement ornated by a bas-relief. In the centre, 
the branches of white and black grapes lean 
against the ancient relief, on which a melon, 
two pears and a branch of peaches are placed. 
Below, other melons, one of which is split, 
peaches and two tomatoes, as well as a wo-
ven straw bag, which partially hides the scene 
sculpted in relief on the architectural base. The 
elements of this articulated composition find 
inescapable comparisons in some still-lives 
by Giacomo Ceruti known as “il Pitocchetto”, 
starting with the melons, which we see again, 
completely similar, in a painting once in a Par-
ma collection that later appeared at Colnaghi 
in london1, as well as in in a pair of “still-life” 
already at the silvano lodi Gallery 2 and in an-
other pendant of open-air “still-life”, auctioned 
by sotheby’s 3, in which the split melons could 
almost be superimposed on ours. 

The same type of melon, with a corrugated sur-
face, can then be seen in a canvas in the Kuns-
thistorisches Museum in Vienna 4, where there 
are also some peaches which seem literally cop-
ied from the ones in this painting. Finally, the 
same melon and the same peaches reappear in 

a canvas in the collection of the Royal Castle of 
Niepołomice in Poland, recently recognized as 
by Pitocchetto 5.

even the two pears above the bas-relief 
have clear parallels with those in the Brera 
Pinacoteque’s “still life with pumpkin, walnuts 
and pears”. The woven straw bag is another 
element often inserted by Ceruti in his canvases, 
starting from a painting formerly in a Bergamo 
collection and from a pendant also from a private 
collection, all published by Mina Gregori6, as well 
as the examples once in the Brisigotti Gallery and 
the Poletti Collection7. Another significant details 
is the rocky plank that delimits the composition at 
the bottom Its oblique termination and chipped 
edge are very similar in the two works painted by 
Pitocchetto for Marshal schulenburg, one in the 
Kassel Museum 8 and the other formerly at the 
Galleria silvano lodi9.
Once the issue of attribution has been clarified, 
the singularity of this still-life in the context of 
Giacomo Ceruti’s production cannot be ignored 
and it certainly explains the lack of recognition 
of its author, at least until today. The canvas 
stands out from most of the still-lives painted 
by Ceruti, who, as we have known him up to 
now, staged kitchen interiors, pantry corners 

Giacomo Antonio Melchiorre Ceruti, 
known as “il Pitocchetto”  (Milan, 13th october 1698 - Milan, 28th August 1767)

Still-life with grapes, peaches, tomatoes and melons 
oil on canvas, 118 x 77 cm
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and still-lives with remainders of food, favoring 
a repertoire of poor and often repeated foods 
and objects. In this case, however, the triumph of 
fruit and the ancient bas-relief rather recall the 
great Roman still-lives of the Baroque, placing 
this work by Ceruti on a completely anomalous 
wavelength compared to the others. The most 
immediate comparisons are with the paintings 
by Abraham Brueghel (Antwerp 1631-naples 
1697), such as the pair of canvases transferred 
from Dorotheum to Vienna on 23rd october 

2018, lot 71. Also among the inspirations for this 
painting, the still-lives by Giovan Paolo Castelli, 
such as the one published by the Bocchis as 
Bartolomeo the elder (Rome ?-1686) 10, or 
those by Franz Werner von Tamm (Hamburg 
1658-Vienna 1724), author of a painting with 
melons and raisins, which appeared in 2021 on 
the French market.

Expertise by Prof. Alberto Crispo

1 Attributed by the writer to Ceruti (A. 
Crispo, le nature morte dell’“Abate 
Paolo”: invenzione e imitazione nella 
pittura di genere in Italia settentri-
onale tra sei e settecento, in “Parma 
per l’Arte”, n.s., XI, 2005, 2, pp. 73-83, 
especially p. 79). 
2 A. Crispo, Il ritratto delle cose: per 
Giacomo Ceruti pittore di natura 
morta, in “Parma per l’Arte”, XII, 2006, 
1-2, pp. 67-70, especially. p. 68, plates 
3-4. 3 
3 A. Crispo, Il ritratto delle cose: per 
Giacomo Ceruti pittore di natura mor-
ta, in “Parma per l’Arte”, XII, 2006, 1-2, 
pp. 68-70, plates 5-6.
4 Attributed to Ceruti by W. Prohas-
ka, catalogue entry n. 26, in stille-
ben aus der Gemaldegälerie des 

Kunsthistorisches Museums Vienna, 
exhibition catalogue (Tokio, Miya-
gi, Hyogo, Aomori), curated by K. 
schütz, s. Kijima, Tokio 2008, p. 31. 
Attribution confirmed by A Crispo, Il 
mondo di Giacomo: oggetti, figure e 
animali nella pittura della realtà del 
Pitocchetto, in “Parma per l’Arte”, n.s., 
XXIII, 2017, pp. 223-235, especially 
pp. 224-227, fig. 1.
5 F. Chmielewski, Giacomo Ceruti 
in the holdings of the national Mu-
seum in Kraków? Presumable Mila-
nese attribution of the Baroque Ital-
ian still life with Cheese and Knife, 
in “Rozprawy MnK”, n.s., 2019, pp. 
9-21.
6 M. Gregori, Giacomo Ceruti, Berga-
mo 1982, pp. 351, 464, n. 190; ead., 

Giacomo Ceruti. nature morte, Ber-
gamo 2011, p. 68, n. 9, plate IX.
7 For the Brisigotti painting see: A. 
Crispo, Ancora su Giacomo Ceru-
ti pittore di natura morta: qualche 
novità e alcune considerazioni sulla 
mostra di Bergamo, in “Parma per 
l’Arte”, XX, 2014, pp. 95-103, especial-
ly pp. 95-96, fig. 2; for the painting in 
the Poletti Collection: Collezioni pri-
vate bergamasche, II, Bergamo 1981, 
plate CXXIII.
8 on this topic, see M. Gregori, Gia-
como Ceruti. nature morte cit., p. 67, 
n. 5, plate V.
9 same, p. 66, n. 4, plate IV. 10
10 G. Bocchi, U. Bocchi, Pittori di natu-
ra morta a Roma. Artisti italiani 1630-
1750, Viadana 2005, fig. BCV5

Giacomo Antonio Melchiorre Ceruti, Still-life with grapes, peaches, tomatoes and melons 
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The painting offers a spectacular view, full of 
light, of the initial part of the Grand Canal in 
Venice. The extremely wide spatial opening 
allows for the artist to depict, on the right, the 
Basilica della salute (st. Mary of Health), the 
College of the somaschi Fathers (today the 
Patriarchal seminary) and Punta della Dogana, 
and, on the left, the Mint, the Marciana library, 
the column with the lion of san Marco, Palazzo 
Ducale, the Prisons and the parade of buildings 
along Riva degli schiavoni.
Antonio Canal known as Canaletto repeated 
this specific perspective several times during his 
long artistic career. The first edition of this scene 
can be identified in the painting, of smaller di-
mensions (47,5 x 79,5 cm), that belongs to the 
series of fourteen views commissioned by the 
British merchant and collector Joseph smith be-
tween the second half of the 1720s and 1734. 
In 1762, George III, King of england, acquired 
smith’s collections and the painting is currently 
in the Royal Collection, at Windsor Castle. The 
series of views was engraved on copper by An-
tonio Visentini and published for the first time 
in 1735: the engraving corresponding to this 
painting bears the progressive number V (see 
D. succi, La Serenissima nello specchio di rame, 
2013, vol. I, pp 183, 191 n. 7).

In the first edition of his monograph on Cana-
letto, William George Constable did not men-
tion, among the numerous versions of this vedu-
ta (1962, n. 170), the one examined here, which 
was published for the first time in 1963 by An-
tonio Morassi in the article “Settecento inedito” 
in the magazine “Arte Veneta” (year XVII, 1963, 
p. 150, plate 182). According to Morassi, this 
view, “already in the collection of the Viscount 
of Hambledon”, differs from the one in Wind-
sor only in the specks “some more, some less, 
others positioned in different places. The excel-
lence of the pictorial rendering, the accuracy of 
every detail qualify the present version among 
the most successful ones and leave no doubt as 
to the authenticity of the painting, recognized, 
as far as I am assured, even by Constable, who 
has reserved the right to include it in the next 
edition of his Canaletto Catalogue”. 

In 1969, the painting was included as an authen-
tic work by Canaletto in the exhibition “Venice 
700. Francesco Guardi and his time in the Ber-
gamo private collections”, organized by the lo-
renzelli Gallery in Bergamo (catalogue table XVI).  
Previously, in 1963, it had been exhibited in the 
annual exhibition of the Hallsborough Gallery, 
in london, and published, as an advertisement, 

in the london magazine “The Conoisseur” (Vol. 
153, n. 615). In the catalogue of the Bergamo ex-
hibition, after referring to Morassi’s 1963 article, 
scholar Marco Valsecchi observed: “The accura-
cy of the spatial layout, obtained with surprising 
simplicity and dominated by the great sky, the 
pictorial strength of every detail, the glaze and 
the superb play of light make it one of the most 
successful versions of this subject, to be placed, 
as stated by Morassi, in the central period of 
Canaletto’s work, i.e. at the beginning of the fifth 
decade. Constable, according to Morassi, will 
insert it in the second edition of his catalogue”.

In the preface of the Bergamo exhibition cata-
logue, also Rodolfo Pallucchini confirmed the 
authenticity of the painting and, dating it to 
around 1740, noted: “Canaletto stages with pre-
cise objective qualification, within a large spatial 
frame, the View of the salute with the Basin of 
st. Mark (Plate XVI). While in the version formerly 
Holbeach at Farnborough Hall (Pallucchini 1960, 
plate 257), datable to around 1730, the artist had 
set the mass of the Basilica facing the Grand Ca-
nal with a subtle gradation of atmospheric val-
ues, in this version, of which other editions listed 
by Constable (1962) are known, the novelty con-
sists in the enlargement of the perspective field 

Giovanni Antonio Canal, 
known as Canaletto   (Venice, 1697 - 1768) and workshop

Entrance to the Grand Canal overlooking Riva degli Schiavoni
oil on canvas, 80 x 120 cm

PRoVenAnCe: previously in the Viscount Humbledon Collection, then in an Italian private collection

Giovanni Antonio Canal, Entrance to the Grand Canal overlooking Riva degli Schiavoni
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on the left, so that the clouds in the sky rise as if 
to counterbalance the dome of the salute”. Af-
ter the Bergamo exhibition, the painting was not 
studied further. Constable did not mentioned it 
in the second “revised” edition of the catalogue 
(1976) nor in its 1989 reprint “with supplement”. 

In 1972, the Cassa di Risparmio di Venezia pur-
chased a pair of vedutas sold by Christie’s lon-
don in separate lots (11th June 1971, n. 50 and 
51). The paintings, owned by “lt. Colonel W. J. 
stopford”, came from the “Col. spenser Hall, 
Malmesbury; Admiral the Hon. W. G. stopford”. 
They were purchased by the leger Gallery in 
london for £6,500 and £1,400 respectively. The 
two vedutas replicate, also in terms of size (47 x 
77,4 cm), the Windsor Castle prototypes depict-
ing “The entrance to the Grand Canal towards 
the Riva degli Schiavoni” and “The Grand Canal 
in Cannaregio”.

Acquired with the support of written expertises 
by Rodolfo Parrucchini, nicola Ivanoff and Gi-
useppe Mazzariol, these vedutas have recently 
been recognised as “Canalettos’ replicas of the 
respective prototypes in the Royal Collection in 
Windsor” (Anna Coliva, Le collezioni d’arte del-
la Cassa di Risparmio di Padova e Rovigo, della 
Cassa di Risparmio di Venezia e di Friulcassa, 
Milan, 2006, p. 168). The autography was con-
firmed by Terisio Pignatti (Antonio Canale detto il 
Canaletto, Florence, 1996, p. 198) who, referring 
to the second painting, observed that the “Vene-
tian replica” of the prototype made for Joseph 
smith was almost entirely identical: “perhaps 
only the brilliant incisiveness of the chromatic 
tones distinguishes it, and a more detached 
sharpness of the sign”. The comparison between 
the version examined here and the correspond-
ing version of the Cassa di Risparmio di Venezia 
reveals the existence of minimal variations in the 

figures, while the level of craftsmanship appears 
practically identical.
Ciò premesso, ritengo di dovere dare atto 
che l’approfondimento degli studi sull’arte del 
grande maestro veneziano verificatosi in ques-
ti ultimi anni con la conseguente adozione di 
criteri selettivi rigorosi, induce a ritenere che, 
nel dipinto qui studiato, l’invenzione del tag-
lio prospettico, l’impostazione generale della 
veduta e alcune parti, come la splendida cupola 
della chiesa della salute, spettino ad Antonio 
Canal, il quale si è avvalso dell’intervento collab-
orativo di un valido artista operante nella bot-
tega. Tale prassi era tutt’altro che infrequente a 
causa dell’impossibilità del maestro di fare fron-
te, senza l’aiuto della bottega alle commissioni 
proveniente soprattutto dall’Inghilterra, il paese 
in cui (nella collezione del Visconte di Hamble-
don), il dipinto si trovava originariamente.

After this analysis, I believe that, considering 
that in the past few years the studies on the 
great Venetian Master have further developed, 
with the consequent adoption of rigorous se-
lection criteria, in this painting, the invention of 
this specific perspective, the general layout of 
the view and some parts of it, such as the splen-
did dome of the salute, belong to Antonio 
Canal, assisted by a valid artist working in his 
workshop. This practice was far from infrequent. 
Canaletto was often assisted by his workshop, 
as he could not cope by himself with the num-
ber of commissions coming above all from en-
gland, the country in which (in the collection of 
the Viscount of Hambledon), the painting was 
originally found.

Expertise by Prof. Dario Succi
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This “Architectural Capriccio” shows an imag-
inative mix of Roman monuments. slightly set 
back on the right, there are the easily recogniz-
able Arch of septimius severus and the Trajan’s 
Column. On the left, there are four fluted col-
umns with remains of entablature and tympa-
num, and behind that three other columns, free-
ly inspired by the surviving ones of the Temples 
of saturn and Castor and Pollux, introduced in 
the foreground by a generic architectural back-
drop with pilasters and a group of archaeolog-
ical fragments, including a ruined aedicule. 
This painting is interesting testament to a still 
immature experimentation of this iconographic 
genre, in great vogue from around 1720, thanks 
to Gian Paolo Panini, who moved to Rome in 
1711. Panini created this genre thanks to his 
vivid ability to assemble real monuments of an-
cient Rome with others produced by his own 
imagination with scenographic taste, but with 
an objective rendering of the single elements 
brought together by a general vision embody-
ing already the landscape style introduced by 
Van Wittel.  The characters animating the scenes 
gave them an historical flavour or a realistic 
taste of contemporary attendance. This trend 
had had illustrious precedents, from Viviano 
Codazzi to Ghisolfi, including also less known 

but significant artists like Carlieri and Roberti, 
preceding Panini. He was the first one to orches-
trate the various ideas of his predecessors with 
dynamic and harmonious articulations of lumi-
nous spatiality and fresh vitality.

The seeds of these peculiarities and talents 
transpire, partially expressed, in this painting, 
intimately linked more to the world of “capric-
cios” of theatrical taste than to that of landscape 
painting (Vedutism) in the particular Paninian 
style. Clearly, the artist who painted this work 
was still experimenting, relying mainly on 
his ability to compose a scene, using angled 
backdrops and perspectives, which clearly de-
nounce a first education in scenography. This 
approach (in which the realistic cues are freely 
mixed in the guise of a theatrical scenography), 
the joint analysis of the personal pictorial ren-
dering, softly nuanced on delicate colors with 
effects close to pastel, as well as the stylistic 
code of the figurative inserts, can convincingly 
refer this painting to Antonio Joli.

Joli was an eclectic painter, but, despite his 
immense production, his body of works, char-
acterized up to the end by a simultaneous ac-
tivity both in landscape painting and scenog-

raphy, with direct commitments in the theatre 
business, has not yet been satisfactorily anal-
ysed. This is especially true for the beginning 
of his career, due to the lack of documentation 
and of dated works. The only monography so 
far dedicated to Joli, written by R. Middione 
(ed. del soncino, soncino 1995), includes very 
few dated works and they all belong to later in 
his career.  Therefore, the critics have not yet 
addressed, for example, when the season of 
Joli’s great objective landscape painting be-
gan, with its wide-ranging representations, 
populated by myriads of characters, charac-
terized by a reduced exhibition meter. Anto-
nio excelled in europe with this genre and his 
current high esteem by critics and collectors 
is rightly linked to it.

I do not believe that this modernistic turning 
point fully manifested itself during his first stays 
in Rome from 1720 to 1725, when he certainly 
lived in the orbit of Panini, even if there is no 
information of a direct contact between him and 
the Master. The change, in its full stylistic, cre-
ative and interpretative guise, took place during 
his decisive ten-year stay in Venice, which start-
ed in 1732, but was interrupted by other trips, 
including one to Rome in 1740 to act as godfa-

Antonio Joli   (Modena, 1700 circa – naples, 1777)

Architectural capriccio
oil on canvas, 83,7 x 71,8 cm
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ther to the eldest son of painter Paolo Anesi (a 
bond that should not to be underestimated in 
the maturation of Joli).

Therefore, I believe that this “Capriccio” is pre-
cisely a precious testimony of Joli’s style at the 
time of his first stay in Rome, appearing as a 
shy, and in some ways awkward, approach to 
the world of Panini. Truth be told, at the time, 
Panini himself had not yet reached his stylistic 
peak, at least judging from his works that still 
remain. some important decorations he created 
between the end of 1720s and the beginning 
of the following decade, such as those in Villa 
Patrizi and in Cardinal Alberoni’s Palace, have 
been lost, or are now very incomplete. As Mid-
dione writes, Antonio’s Roman years must have 
been ones of “specialisation, in which the orig-
inal disposition for ruinism and theatre staging 
in the manner of Bibbiena and for the creation 
of celebratory apparatus is enriched with the 
very first openings towards the more stimulat-
ing sector of the “objective and rational veduta 
painting”.

This painting, which I examined in person, is 
perfect testament to this phase of Joli’s devel-
opment in terms of invention and interpretative 
harmony. It displays a pictorial guise that close-
ly matches that of his “Fire of Troy”, a pendant 
to the original “samson destroying the Temple 
of the Philistines”, from the Campori Gallery in 
Modena, painted immediately after the Roman 
luster. These works are still extremely sceno-
graphic, but, in the first, there are clear Roman 
evocative elements, such as the Campidoglio 
in the background. However, it is interesting to 
highlight the harmony of the delicate rosy-brown 
colours and the way of rendering the surfaces 
of the buildings and their various elements (see, 
for example, the fluting of the columns), together 
with the stylistic and typological depiction of the 
figures, showing the first contact with the Roman 
circle of landscape painters.

Considering that the same analogies highlight-
ed in this relationship, can be reaffirmed albeit 
partially, in comparisons with other more later 
works by Joli, including some of his variations 

of the “Campo Vaccino” (no scholar has yet 
indicated the presumable dates or a chrono-
logical succession) and considering that in the 
present “Capriccio” the scenographic elements 
and those of an imaginative landscape painting 
merge harmoniously, but by now directly linked 
to the Roman world, it can be concluded that 
this interesting painting, even if still hesitant on 
the inventive level, is one of the first works com-
pleted by Joli on this iconographic theme and 
with this angle.

Expertise by Prof. Giancarlo Sestieri

Bibliography:
Giancarlo sestieri, Il capriccio architettonico 
in Italia nel XVII e XVIII secolo, p. 251, plate 
25, Rome, 2015

Antonio Joli, Architectural capriccio
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Together with his father Carlo, Giovanni 
Grubacs was part of that group of artists who 
courageously supported the lagoon landscape 
painting, which years before saw in Antonio Ca-
nal known as Il Canaletto (1697-1768) his most 
prominent representative. From contemporary 
19th century art they borrowed many artistic 
structures that could help to renew this kind of 
landscape painting. In the 1860s, Italian Verism 
demands became exacerbated, vigorously sup-
ported by the more politically engaged artistic 
school, and the educational events of Grubacs 
were in line with this very climate.

After enrolling at the Academy of Fine Arts in 
Venice in 1847, the artist was forced to aban-
don his studies when the revolution broke out 
the following year. He started them again and 
showed those fateful days in the painting “Mar-
ghera, bombardment of the year 1848-1849” 

(now in the Correr Museum, in Venice), de-
picting the Austrian fire. From 1854, he began 
exhibiting at the annual exhibitions organized 
by the Academy his vedutas (The Grand Canal, 
Riva degli schiavoni, Party on the  Grand Canal). 
He exhibited also the painting “Chiesa della sa-
lute (st. Mary of Health)” at the società Veneta 
promotrice di Belle Arti. To the figurative mod-
el offered by his father, which was extremely 
up-to-date, Grubacs alternated suggestions of 
original night scenes and radical perspectives 
opening on further urban landscapes or on the 
natural elements, following the style of Ippolito 
Caffi (1809 -1866).

In the “View with st. Mark’s Basilica”, the rapid 
brushstroke, dense of pictorial matter, seems 
to restore, in addition to the figural image, also 
the plastic essence of the building. The three-di-
mensionality is also achieved through colour, 

and the gold of St. Mark’s mosaics is reflected 
in the splays of the portals that they crown, or-
ganized in a forest of small columns. Palazzo 
Ducale peeps out from behind the Basilica, 
pale in the sun, its brightness directing, beyond 
the sea, the eyes of those who already admire 
Punta della Dogana. A colourful crowd stands 
in front of the Byzantine Basilica: an underlying 
reference to the reinvigoration of tourism, which 
benefited, in 1846, by the inauguration of the 
first railway bridge in the city, which allowed a 
greater number of visitors to reach the splen-
dours of the serenissima by train.

The gouache “View of st. Mark’s Piazzetta to-
wards Punta della Dogana” shows a daring 
perspective of the Doge’s Palace, including 
also the Marciana library and the facade of 
Mint. The view is interrupted only in the vi-
cinity of st. Mark’s Piazzetta, with the columns 

Giovanni Grubacs   (Venice, 1830 – Pula, 1919)

Venice, The Grand Canal at Ca’ Foscari, c. 1855
oil on canvas, 35 x 50 cm; Framed: 43,5 x 59 cm

signed on the lower left “G. Grubacs”

View with St. Mark’s Basilica
oil on panel, 15 x 25,5 cm; Framed: 27,5 x 37 cm

signed on the lower left “G. Grubacs”

View of St. Mark’s Piazzetta towards Punta della Dogana
Gouache, 23,3 x 35,5 cm; Framed: 29 x 40 cm

signed on the lower right “G. Grubacs”

Giovanni Grubacs, Venice, The Grand Canal at Ca’ Foscari
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of the two patron saints of the city, Mark and 
Theodorus, with the double colour that distin-
guishes them. The moored gondolas contrib-
ute to the flourishing of the geometric rythm 
of the composition. They appear in perfect 
dissolution, one behind the other, neatly wait-
ing for Venetians or tourists. In the distance, 
the candid outline of saint Mary of the Health 
is reflected in the suffused clouds that serve 
as a background.

The “nocturne” sub-genre was invented in Ven-
ice around 1850, inaugurated by a formidable 
interpreter such as Ippolito Caffi. In the 1850s, 
he painted many nocturnes dedicated mostly 
to civil celebrations based on a feeling of nos-
talgia for the era of the serenissima. Giovanni 
Grubacs was one of the first followers of Caffi.  
As him, he also began to alternate his activity 
as a traditional landscape painter with the pro-
duction of paintings describing mostly civil cel-

ebrations. Between the end of the fifth and the 
beginning of the sixth decade of the 1800s, the 
opportunities for Grubacs to show its value in 
this specific subgenre multiplied. “The Grand 
Canal depicted at Ca’ Foscari” shows a noctur-
nal celebratory regatta. The modern boats es-
cort a ‘peota’, the ceremonial ship of state of the 
Venetian Republic. The “peota” is approaching 
Palazzo Balbi, the traditional arrival point of the 
Venetian historical regattas. The evening setting 

suggests that the race described is the one that 
follows, on saturday evening, the celebrations 
for the Festa del Redentore on the third sunday 
of July. The point of view at the center of the 
canal, in front of Ca’ Foscari and its “rio”, is one 
of the artist’s favourites. This painting is very 
similar to some other of his paintings currently 
on the market, which depict night scenes. Com-
pared to these examples, this work stands out 
for the use of a more marked and dense colour, 

which certainly recalls Caffi’s lesson in defining 
the lines and volumes of the architecture. In this 
case, the painter is not recalling an episode in 
the history of the city, but he rather wants to 
show a tradition that is still alive. Grubacs is not 
so much interested in the memory of the past 
of the serenissima, but in the fact that on this 
pasti s based the sense of belonging to the city 
and its monuments of the Venetians of the 19th 
century.

Giovanni Grubacs, View of St. Mark’s Piazzetta towards Punta della DoganaGiovanni Grubacs, View with St. Mark’s Basilica



66  | |  67

The sculpture presents a Madonna with Child 
of refined sculptural quality. The work can be 
attributed to an artist active in the first decades 
of the 14th century in the Apennine area of the 
ancient Duchy of spoleto. The closest compar-
ison to it is with the works of the Master of the 
saint Catherine Gualino, so called for the sculp-
ture of saint Catherine, formerly in the famous 
Gualino Collection. His Madonna of Teramo, 
kept in the Cathedral of the Abruzzo city, is just 
as well known, while other works by him can be 
admired at the national Museum of Abruzzo 
(l’Aquila) and at the national Museum of scot-
land (edinburgh).

like the Master of the saint Catherine, our 
sculptor is able to renew the local tradition. 
While the Virgin’s hieratically static frontal pose 
remains, the massive Romanesque forms are 
skilfully diluted and leave room for a soft and 
pure line, which outlines the body and clothes, 
giving the features a grace and elegance rarely 
found in contemporary works. 

The Madonna, seated on the throne, mother 
and sedes Sapientiae, holds the Child on her 
knees. she offers him a sphere, a symbol of 
power. The Christ, no longer in the central and 

perfectly frontal position typical in 13th centu-
ry Umbria and Abruzzo art, is softly seated on 
her lap, revealing the sculptor’s attention to the 
iconographic novelties from nearby Tuscany. 
From there or, in some cases, from southern It-
aly, derive the echoes of French Gothic culture 
in the use of more linear solutions, compared 
to the Romanesque ones dominant until then. 
The faces of the Mother and the son, with thin 
lips, sharp noses and wide eyes, express a so-
lemnity and sacredness that attracts the faithful, 
enraptured by the sense of motherhood and 
humanity that the sculptor managed to instil in 
the wood. 

This artwork is, therefore, a poetic synthesis 
between tradition and novelty, popular devo-
tion and a more refined elegance, which not by 
chance for centuries has made statues like this 
one objects of deep devotion and which today 
have made them particularly sought after by 
collectors.

Sculptor from Umbria   beginning of the 14th century

Madonna Sedes Sapientiae (Madonna enthroned)
Polychrome wood, 110 x 31 x 15 cm
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The four sculptures, entirely in gilded wood, rest 
on rocky bases that fake the irregularity of the 
ground and rise above multi-moulded bases 
with a quadrangular section. They depict sub-
jects from the old and new Testaments, appar-
ently unrelated to each other. Three of the four 
statues have in common the presence of tables 
or open books, on which quotes from the old 
Testament and the new Testament must have 
originally stood. The statues represent saint 
John the evangelist, Christ’s beloved Apostle 
and author of the Apocalypse, st. John the 
Baptist, the forerunner of the Messiah, the An-
gel with the thurible, protagonist of one of the 
visions of the Apocalypse (8, 3-4) of the evange-
list who is next to him, and King David with the 
harp, prophet and author of the Psalms. 

The context that binds them together is biblical, 
more precisely they are scriptural and prophet-
ic sources of Christianity in its Jewish roots. It 
is useful to observe that David’s chanting, his 
prayer of thanksgiving to God is associated 
with the deepest meaning of the Angel with 
the golden censer who in the Apocalypse offers 
perfumed aromas “together with the prayers of 
all the saints by burning them on the golden 
altar, set in front of the throne”. The voice of the 

Prophet and the eschatological vision of John 
echo the Baptist preaching the announcement 
of the imminent coming of the son of God. In 
this thematic framework, we better understand 
the concurrence and interaction of the four fig-
ures, perhaps part of a group originally more 
articulate. The rhetorical function that they im-
personate is equally clear in the display of vo-
luminous books and tables, material carriers of 
the revealed Word. 

The four sculptures, of notable stylistic quali-
ty, boast a certain provenance from Turin and 
this indication is perfectly consistent with their 
positioning by scholars in the context of Pied-
mont wooden sculpture of the full 18th century. 
In the central decades of the century, savoyard 
Piedmont plastic saw an intense circulation of 
models, favoured above all by the innovative 
presence of architect Filippo Juvarra, but also 
by the Roman echoes introduced by the works 
of Pierre legros and simone Martinez, as well 
as by the role played by the Genoese artists 
like Giovanni Domenico olivieri. Close to the 
great royal construction sites, even the carving 
masters showed a rapid cultural updating, also 
increased by the comparison with the most im-
portant court painter, Claudio Francesco Beau-

mont. The artistic parable of stefano Maria Cle-
mente, the most active Turinese wood carver of 
the century, should be read in this precise light.

Born in 1719 in Turin, member of a family dedi-
cated to the arts, Clemente gave a strong boost 
to the workshop inherited from his father, in 
which worked also his brother Giuseppe Maria 
(1701-1763), often together with him in manag-
ing commissions, and later the nephew Giovan-
ni Maria (1749- 1793). The sources, starting from 
Francesco Bartoli’s Guide (1776), assign to Cle-
mente numerous activities. The picture that 
emerges from the most recent studies is that 
of a very industrious sculptor, at the head of a 
workshop capable of dealing with very complex 
commissions, coming not only from the savo-
yard capital: sculptural groups, Calvary scenes, 
processional wooden apparatuses, statues. so 
much so that there are over forty processional 
machines recognised as produced by his work-
shop.

exemplary of his work is the very rich group 
carved in 1749-1751, together with his broth-
er Giuseppe, for the Church of the santissima 
Annunziata in Turin, depicting our lady of sor-
rows comforted by saint John the evangelist 

and angels. In the work emerges that prompt 
and intelligent adaptation to Beaumont’s style, 
of which the Clemente brothers re-propose 
the compositional rhythm and the undulating, 
luminous drapery. Clean profiles stand out, 
sharp noses, wiry hair waving at the nape of the 
neck leaving the ear uncovered, the light but 
composed flapping of the cloaks, with elegant 
formulas all from Piedmont, not without Gen-
oese echoes, in Maragliano style. Recurrent in 
Clemente’s production is also the rendering of 
the ground with a rough and striped surface, 
like a schist rock. The structure of the evangelist 
recalls the statue of san Domenico carved for 
the church in the same name in Turin, a work 
dated in between 1750 and 1770, which allows 
us to extend towards the maturity of the Pied-
mont sculptor, when the rocaille accents tend at 
a more lilting and emotionally restrained pace.

no less pertinent are the stylistic convergences 
in the “Angel with thurible”, which evokes both 
the dazzling 1761 ca “Coronation with Angels” 
in the Carmine Church in Turin and the can-
dle-bearing angels in san Filippo neri in the 
same city, dating back to the seventh decade. 
The elegant gestures, the graceful but airy evo-
lutions of the clothes, which outline wide neck-

lines and plastic folds on the arms, are no less 
eloquent than the specific and mild expressive 
intonation, particularly stringent in the pair of 
candle-bearing angels, in which we can see a 
recurring technical device: the carving of the 
pupil in an expressive function. This is what the 
statue of st. John the Baptist also clearly reveals. 
In it, the icy stiffening of the dynamics of the 
drapery looks, for example, find a parallel in the 
calm and slender Baptist in the parish church 
of Barge (Cuneo), created between 1772 and 
1780 and made more vivid by polychromy. even 
more encouraging are the links with the Bap-
tism of Christ in monochrome wood in santa 
Maria Assunta in lauriano, in which we again 
find the carved finish of the faux rock base and 
a calming of the fabrics in less vibrant and more 
full-bodied folds.

This is confirmed, lastly and even more explicit-
ly, by the examination of the last sculpture, the 
one of the Prophet David. This very refined fig-
ure with a decidedly academic flavour, almost a 
presage of the neoclassical turn, attest without 
hesitation that we are in the second half of the 
century. In conclusion, the series of four golden 
statuettes fully falls within the style and artistic 
production of Giuseppe Maria Clemente, in a 

rather advanced moment of his career, after his 
brother Giuseppe Maria’s death. The intonation 
and destination of these carvings are absolutely 
in line with the style of the Turin master and with 
his privileged field of action, sacred art. In this 
context, he created many series of gilded wood 
carvings, as the evangelists in the church of Car-
magnola. These works are from 1760-1766, pri-
or to the ones discussed here and gravitating 
stylistically to Clemente’s first phase. However, 
they shed a very interesting and pertinent light 
on this kind of works, embellished with the gold 
finish, and therefore also on the later series at-
tributed to him here.

Expertise by Prof. Giuseppe Sava

Stefano Maria Clemente   (Turin, 1719 - 1794)

Saint John the Evangelist; St. John Baptist; Angel with censer; 
King David with the harp, 1770-1780 circa
Gilded woodcarving, H 52/ 52,5/ 54,5/ 53 cm

stefano Maria Clemente, Saint John the Evangelist; St. John Baptist; Angel with censer; King David with the harp
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19th century, produced by elkington (founded 
by George and Henry elkington, 1801-1865 and 
1804-1852)

George Richards elkington was a Birmingham 
manufacturer who patented the first commer-
cial electroplating process. It produced both of 
these tondos. 

léonard Morel-ladeuil (Clermont Ferrand, 
1820 - Paris, 1888), a French goldsmith and 
sculptor, created the tondo depicting the Pom-
peian Girl. He was one of the most important 
“designers” of the english company. even na-
poleon III appreciated his work very much and 
gave him many commissions. However, the 
French merchants, annoyed by the fact that an 
artisan obtained commissions directly from the 
king, boycotted the young artist and his vase, 
Dance of Will, preventing its sale. However, he 
was encouraged by a foreign merchant in Paris, 
Marché, who employed him on statuettes, main-
ly of a religious nature. In 1859, the elkington 
brothers, in view of the upcoming 1862 Great 

exhibition, offered him a job in their factory in 
Birmingham. Morel-ladeuil remained with the 
company for twenty-three years. His first work 
for them was his masterpiece, the Shield of Mil-
ton’s Paradise Lost (in repoussé steel and silver), 
which was the sensation of the 1867 Paris World 
expo. The British government purchased it for 
£3000. Thousands of copies of the shield, pro-
duced with the innovative electroplating tech-
nique, sold all over the world.  The technique, 
with which both of the original tondos were 
made, is known as repoussé or repoussage and 
it consists of metalworking in which a malleable 
metal is ornamented or shaped by hammering 
it from the back to create a low-relief profile. 

A copy of this tondo is kept in the Victoria & 
Albert Museum in london, while the original 
was made in silver, as the flagship work of the 
elkington & Co stand for the 1876 Philadelphia 
exhibition. Following the event, elkington & Co 
received numerous commissions for copies and 
it was exhibited also in 1878, at the Paris World 
expo, reporting on the back the name of the 

manufacture and copyright translated into four 
languages. This tondo shows a woman lying on 
a sofa after the bath, surrounded by maids who 
help her dressing 
The setting is an Ionic colonnade richly deco-
rated with garlands. The scene is full of details: 
from the consolle, supported by sphinx-shaped 
legs, on which an animated statue of a dancing 
faun stands, to the lamp partially hidden from 
view by the column, to the tripod supporting a 
vase full of flowers. Morel-Ladeuil’s oeuvre con-
sists of only 35 pieces. However, they fully reveal 
his elegant and refined imagination and grace, 
his sense for a correct and delicate ornament 
and his love for pure art marked by a high, albeit 
quite sentimental, and noble style, full of details 
and clearly defined, proving he was a true artist 
and master craftsman. 
elkington’s Visitor Books show copies of the 
Pompeian Girls made for clients two years after 
the Philadelphia exhibition and the Paris World 
expo. In 1904, a book on Morel-ladeuil life stat-
ed: “For the 1876 Centennial exhibition in Phil-
adelphia, Morel-ladeuil prepared an important 

Léonard Morel-Ladeuil   (Clermont Ferrand, 1820 - Paris, 1888)

The toilette of a Pompeian Girl
Chiseled copper, galvanically gold plated, diameter 33,5 cm – framed 43,5 x 43,5 cm

signed and dated “Morel-ladeuil, 1876 inv. e fecit”

Thomas Spall   (Dublin, 1853 - 1914)

Cleopatra
Chiseled copper, galvanically gold plated, diameter 33,5 cm – framed 43,5 x 43,5 cm

signed and dated “Thomas spall, fecit 1889, Willims inv.”
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work of art, a large figurative circular plaque in 
silver gilt in low relief, The Toilette of a Pompeian 
girl... “. This work quickly became very popular, 
the grace of the figures and the harmony of the 
composition enchanted the public and gained 
the approval of critics and experts. The press 
in America, england and France declared the 
work to be one of the most important in the 
exhibition. The original artwork was not sold, 
but numerous electrotype reproductions were 
purchased in england and America. 

After Morel’s death, in 1888, elkington & Co found 
a worthy and able successor in Thomas spall. 
His most important piece is Virgil, a shield 
made in silver by John Watkins’ factory in Bir-
mingham and south Kensington, which sold 
at the time for the impressive sum of £1,500.  
Thomas spall’s tondo depicts, in pendant with 
the previous one, a scene that sees a group of 

women at the centre of the composition.  This 
time, they are dressed in egyptian attires, as 
evidenced by the headdresses worn by the 
sovereigns called nemes.  The figure is stand-
ing surrounded by maids, who wave her with 
palm leaves, a musician playing the harp and 
some children offering gifts to the woman.  The 
theme is similar to the Toilette of a Pompeian 
girl. As in that work, the surroundings are de-
scribed in rich details: it looks like a balcony of 
the royal palace overlooking the city, so much 
that you see the sphinx, a pyramid and a por-
tico on the left.

Bibliography:
léon Morel, L’Oeuvre de Morel-Ladeuil, 
Sculpteur-Ciseleur, 1820-1888, A. lahure, 
Paris, 1904, pp. 24-25

léonard Morel-ladeuil, The toilette of a Pompeian Girl – Thomas spall, Cleopatra
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This work is a copy of one of the most iconic 
statues by Gian lorenzo Bernini (1598 - 1680), 
the greatest protagonist of the Baroque. Bernini 
began working on the David in 1623, commis-
sioned by Cardinal Alessandro Peretti, who in-
tended to place it in the scenographic garden of 
his Villa Montalto. When the Cardinal died, the 
commission for the work was promptly taken 
over by Cardinal scipione Caffarelli-Borghese, 
an avid collector and skilful scout of artistic tal-
ents. In May 1624, the completed David took 
place of pride on the ground floor of Cardinal 
scipione’s Villa, now the Borghese Gallery. 

The sculpture shows David, a prophet who faced 
the giant Goliath armed with a simple sling. Var-
ious artists including Donatello, Michelangelo 
and Andrea Verrocchio had already represent-
ed this biblical theme. The Renaissance Davids, 
however, dealt with the moments following the 
death of Goliath, thus portraying a meditative, 
static hero cherishing his success.  Bernini, on the 
other hand, choses an entirely original iconogra-

phy and depicts David in the instant preceding 
the throwing of the stone at the giant. everything 
in this work suggests dynamism from the pose 
to the expression on David’s face. His frowning 
expression shows the effort to gather the energy 
necessary to throw the stone. The arms are con-
tracted on the sling, the gaze directed towards 
the target, while the lips are pursed. The breast-
plate, which King saul gave him, was dropped 
on the floor because too heavy, and a zither, that 
will be played after the victory, lays at his feet. The 
musical instrument ends with an eagle’s head, 
an explicit message of exaltation of the family of 
scipione Caffarelli Borghese, who commissioned 
the work.

ernesto Gazzeri captured all these aspects with 
extreme accuracy. 

He must have observed Bernini’s works during 
his stay in Rome, where he was most active as a 
sculptor. There, in 1909, he was among the par-
ticipants in the competition for the frieze of the 

Victor emmanuel II national Monument, also 
known as Vittoriano or Altare della Patria (“Altar 
of the Fatherland”). Gazzeri was a great admirer 
of Bernini and his work, as shown by a repro-
duction he made of another famous sculpture 
by Gian lorenzo, , “Apollo and Daphne”, also in 
the Borghese Gallery. 

Born in Modena, Gazzeri painted portraits and 
genre paintings. He was also the author of the 
monument to Tommaso Campanella (1923) 
today in stilo, in Piazza Carnovale. He also 
travelled extensively abroad, leaving works in 
england, France, the United states and Asia. 
Gazzeri was not the only one fascinated by Ber-
nini’s dynamic sculpture: several reproductions 
of his “David” belong to important international 
collections, including the 1675 bronze version 
in the Royal Collection and the marble copy in 
the national Museum of Arts of Kazakhstan in 
Almaty.

Ernesto Ermete Gazzeri   (Modena, 1866 - Rome, 1965)

David 
Marble, 87 x 35 x 46 cm

signed on the base “e. Gazzeri Roma”
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16th century  (spain)

Nativity; Adoration of the Magi 
Polychrome wood, 76,5 x 33 cm 

and 77,5 x 33,5 cm

First half of the 18th century  (lombardy)

Putti
Gilded wood, h 167 cm each



16th century  (Rome)

Console bust
Marble, 63 x 40 cm

17th century  (Venetian school)

Personification of the Winter
Marble, h 46 cm

With base in green marble of the Alps, 60 cm
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