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Beverly Louise Brown

FiG. 1
The dome of St Peter's, Rome

The Birth of the Baroque:
Painting in Rome 15692-1623

In the autumn of 5502 the twenty-one-year-old Michelangelo Merisi da Caravaggio
arrived in Rome. The previous Janvary Ippolito Aldobrandini had been elected
Pope Clement VI (1592-1605). Clement immediately rekindled the interest in
artistic patronage that had marked the pontificate of his predecessor Sixtus V
(1585—0c). ensuring that a number of the earlier pope’s enterprises were completed.
The dome of St Peter's was crowned wilh a huge gilt-bronze ball and cross and a
sumptuous decoralive programme was initiated which siressed the supremacey of the
papaey. Clement also pressed forward with plans to prepare Rome’s churches for
the Jubilee year of 160 ¢, undertaking the refurbishment of San Giovanni in
Laterano himself and encouraging individual cardinals to renovate ollier siructures
or complele new building projects.” This was especially important for the
Oratorfans, Jesuils and Theatines, the new orders that had conie to prominence
after the Council of Trent (i545-03) and were in particular need of space for their
ever-increasing number of devoted [ollowers.

Not only was ecclesiastical Rome transformed during these years. but so also
was seculur Rome. Although Clement lived in relatively austere piety, his cardinali
nipoti (papal nephews) entertained in luxurious splendour. They and other eminent
cardinals hecame serious patrons of the arts. forming impressive collections of antig-
uities and modern masters and having their palaces and villas frescoed with scenes
from classical mythology. Thus Caravaggio’s arrival in the Eteral City eoinciced
with an artistic rejuvenation that marked the beginning of a new era.

This new artistic era has heen described as a revolution of style: the very
beginning of what by the mid-nineteentli century would he designated as harogue
art.’ The birth of the new haroque” style streteched through Clement’s pontificate
into those of his immediale successors, Paul V (1603=21} and Gregory XV
(1021=22)." Ecelesiastical and secular patronage on such a grand scale meant that
by the first decade of the seventeenth century, Rome had became a Mecca for
artists from throughout Ttaly as well as the rest of Europe. By the time Urban VIII
{102:4—34) ascended the (hrone, the new stvle had evolved inlo what the late seven-
teenth-century art critic Glovanni Battista Passen called “the golden age of paini-
ing’.” The asceni to this zenith was the combined achievement of many artistic
personalities, but four artists in particular played a decisive role: Caravaggio.
Annibale Carracei. Adam Elsheimer and Peter Paul Rubens. In their wuke the
seeds of a haroque style were sown. germinated and brought 1o fruition. By 1o1c
Caravaggio, Annibale and Elsheimer were all dead and Rubens had returned to
northern Europe. Their influence on Lhe artists who flocked 1o Rome. however.
outlasted their brief presence in the city. Annibale’s Bolognese followers
entrenched themselves firmly in Rome during the first two decades of the seven-
teenth century and public taste shifted decisively in their favour. On the other
hand, Caravaggio’s more intensely naturalistic style remained almost entirely an
affair for eccentries. connoisseurs and foreign artists and. by the early tvzcs, had
run its course = af least as far ns Rome was concerned.

While Caravaggio had come to Rome Lo seek his own fortune, Annibale Carracci
had travelled there from Bologua in the autumn of 1504 10 sign a contract with
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18 The Birth of the Baroque: Painting 1 Rome 1592-1623

FIG. 2

Annibale Carracci

The Gal eria Farnese, 1597-1604
Fresco

Palazzo Farnese Rome

Cardinal Odoardo Farnese for the decoration of his family's palace (figs 2, 42 and 44).
Unlike Caravaggio, Annibale was already a well-established artist. Together with his
cousin, Ludovico, and his brother, Agostino, he had founded an academy that is cred-
ited with reforming the way art was taught and practised.” Annibale’s temperate clas-
sicism is often seen as the antithesis of Caravaggio's naturalism. The academic style
embraced by Annibale and his followers was hased on selection, idealisation and the
systemalic use of preparalory studies, while Caravaggio drew directly on the canvas,
crealing a daring theatrical realism. To a certain extent, the two artists must also have
considered themselves aristic rivals. Certainly Karel van Mander thought that they
were both trying to outdo Clement VII's favourite artist, Cavaliere ¢’ Ampino.” But

the cultivated connoisseur and patron Marchese Vincenzo Giustiniani grouped them
with Guido Reni in the highest of his twelve categories of painters. According to
Giustiniani some of these painters might be more inclined towards nature than the
maniera (drawing and painting from imagination without any model) and others more
lowards the maniera than nature, without, however, abandoning either method and
emphasising good design, true colours and appropriate realistic lighting.” For
Giusliniani, Annibale and Caravaggio were 1wo sides of the same coin, combining
formalism and realism in individual proportions. They were both part of the stylistic
revolution thal, to quote Waller Friedlaender, ‘begins with the rationalistic “reform”
of the Carracei and has as its nucleus of realism the works of Caravaggio’.”

But if what Annibale and Caravaggio were involved in was a slylistic revolution, it
musl have slarted as a very conservalive one, for Clement VIII's taste ran decidedly to
the traditional and unadventurous. His favourite arist was Giuseppe Cesari d’Arpino,
whom he later rewarded with the title Cavalier di Cristo {or his contribution to the ren-
ovation of San Giovanni in Laterano (fig. 3). Cavaliere d’Arpino can hardly be called
innovative. His work has a clarity of form that is derived directly [ronr Raphael but
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The transept of San Giovanni

in Laterano, Rome, looking
towards the sacrament altar

of Clement VII[ with
Cavaliere d'Arpino's fresca

The Ascension of Christ,

FIG.
1599-1601
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Michelangelo Merlsi da Caravaggio (1571~1610Q)
Young Boy Peeling Fruit. c. 1592

Oil on canvas, 65 x 52 cm

Ishizuka Tokyo Cotlection

According to Caravaggio's biographer Giuho Mancini
when the arlist fisst arr ved in Rome he stayed in the
house of Monsignor Pandolfo Pucci. There he paint-
ed copies of devotional images and works for the
open market, including a boy being bitten by a hzard
and a boy peeling a pear with a knife. Mancini seems
to have been uncertain about th s latter paint ng,
since in one of the two manuscript editions of
Considerazion sulla pittura he refers to the fruit as
an apple. A generically similar picture of a young boy
seated at a table with an app'e in his hand is listed
w thout an attribution among the works confiscated
in 1607 from Cavaliere d’Arpino’s studio by Card nal
Scipione Borghese. The follow:ng year Cardinal
Borghese was asked to annul the will of the Perugian
collector Cesare Crispolti, who owned a picture of

a boy peeling a peach by Caravaggto. To judge from
these early seventeenth-century references and the
dozen or so versions known today, the composition
was clearly a popular success for the young artist.
This version, in which the boy’s sleeves are truncated
by the frame, is generally considered 1o be the best
of alt the copies and the one most likely to be
Caravaggio's earliest known Roman work. With t he
virtually established a new type of genre, in which a
half-length figure i1s combined with a still-life of fruit.
Within a few years he would pa nt a number of sims-
ar pictures, including Boy with a Basket of Fruit
(cat. 17) and the so-cal ed Sick Bacchus (fig- 25)
Whether these paintings were merely stud es from
nature or had more compl cated iconographica
meanings has been a subject of much debate. The
Young Boy Peeling Fruit has been linked with
Netherlandish pr nts represent ng allegories of the
five senses or four seasons It cou'd be that the work
is an allegory of taste or Autumn, yet t does not
seem to have been part of a larger series. Much
depends on how one ident:fies the piece of fruit the
boy is holding. An appie might indicate that the boy
represents humankind waiting to be redeemed from
sin by Christ, whereas a popular proverb said that
peeling a peach warded off evil. However, the rough,
pitted texture and greenish cotour of the frust’s pee
resemble those of 3 bitter-tasting citrus fruit. The
boy's cho ce of the bitter fruit over the sweet peach-
es, apples and grapes that ay before him probably
had morakstic connotations that should be nterpret
ed within a Christian context.

21

conveys none of the High Renaissance master’s emotive feeling; his colours often seem
washed-out and his surfaces overly polished. Nevertheless, he was perfectly suited to
Clement’s sanctitonious undertakings and became the most important interpreter of
official Catholic orthodoxy. To judge from the substantial workshops he assembled

to complete the projects at the Lateran and St Peter’s, he must also have possessed
superlative organisational skills. Most of the artists involved had previously worked
for Sixtus V. including Cesare Nebbia. Cristaforo Roncalli, Paris Nogari and Giovanni
Baglione. while others, such as Domenico Passignano, Cigoli and the Alberti brothers
Giovanni and Cherubino, were called to Rome from Clement’s native Tuscany. As the
head of this team. Cavaliere d*Atpino was undeniably the rising star of the Roman art
world; not surprisingly international artists flocked to his studio in search of training
and employment. Late in 150:3. they were joined by the young Caravaggio.

In Cavaliere d"Arpino’s studio Caravaggio must have come across an invigorating
mixture of the traditional and the new. Just as Raphael had done at the beginning
of the century, Cavaliere d'Arpino retained artists who either specialised in painting
decorative garlands of fruit and flowers or were able to supply the background
landscapes for his larger commissions. In Rome at the time neither still-life nor
landscape painting was firmly eslablished as an independent genre. Both were con-
sidered inferior to figure painting and largely the prerogative of artists from beyond
the Alps. Nevertheless, Cavaliere d’Arpino entrusted Francesco Zucchi, a Florentine
‘well-known as an excellent painter of fruit and flowers’, with the task of supplying
the opulent garlands of overripe melons, zucchini and gourds that frame the
Apostles and Doclors of the Church in the clerestory of the Lateran's nave.
According 10 the biographer Giovan Pietro Bellori, when Caravaggio first entered the
workshop he too was relegated to painting ‘flowers and fruit, which he imitated so
well that from then on they began 1o attain that greater beauty that we love today’."

It may well have been Caravaggio’s ability to depict the varied surfaces and tex-
tures of fruit that first drew him to the attention of Cavaliere d'Arpino. It seems likely
that Young Boy Pecling Fruit (cat. 1), in which a half-length figure is combined with
a still-life of fruit and wheat, was completed soon after his arrival in Rome when he
was staying with the miserly Monsignor Pandolfo Pucci, who reputedly served him
only salad and was thus sarcastically dubbed ‘Monsignor Insalata’.” Once he joined
Cavaliere d’Arpino’s workshop, Caravaggio clearly perfected his technique for natu-
ralistic depiction. Both the so-called Sick Bacchus (fig. 23) and the Boy with a Basket
of Fruit (cat. 17) contain an array of translucent grapes, succulent peaches and ver-
dant foliage whose opulence and 1actile authenticity seem light years away from his
first awkward attempt. Despite his obvious skill, Caravaggio was clearly not satistied
with painting flora and fauna. It was, he said, ‘as much work for him 1o make a good
picture of flowers as one of figures'." Undoubtedly, he wanted to pursue the more
prestigious and lucrative field of figure painting. As visually arresting as the still-life
in the Boy with a Basket of Fruit might be, it is the provocative image of the young
boy unabashedly offering the viewer his wares that seems so intensely real. The pic-
ture’s theatrically contrived naturalism suggests a new kind of art; an art in which
everyday events are raised to the level of history painting.



FIG. 25

Caravaggio

Sick Bacchus, c. 1593

0:l on canvas, 67 x 53 cm
Galleria Borghese, Rome
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Bartolomeo Manfredi (1582-1622)

Bacchus and a Drinker, c. 1607

0il on canvas, 132 x 96 cm

Galleria Nazionale d'Arte Antica di Patazzo Barberini,
Rome, inv. no. 1012

Manfredi was obviousty influenced by Caravaggio’s
half-length representations of young boys enjoying

fruit and drink, such as the so-called Sick Bacchus
{fig. 25), Boy with a Basket of Fruit (cat. 17} and
Bacchus (Galleria degli Uttizi, Florence). But he trans-
formed these iconic images into an anecdotat genre
scene by adding a second figure. Bacchus, the god

of wine, squeezes sweet nectar directly into the glass
of a young dandy poised to drink. The action seems to
fie somewhere between the purely mythological and the
contemporary bawdiness of tavern life. It is likely that
the picture also carries an allegorical or moralising
message. Perhaps it represents taste, although no pic
tures by Manfredi of the other four senses have come
to light. It has also been suggested that it is an invita-
tion to enjoy the pleasures of life as they are presented.
Unlike Caravaggio’s naturalistic adolescents, Manfredi's
Bacchus is most likety derived from a statue of
Bacchus with a similar raised arm (Galleria Borghese,
Rome) acquired by Cardinal Scipione Borghese in

¢ 1607-08. Although the setting remains undefined,
the two figures are tumed at an oblique angle to the
picture plane, providing the allusion of spatial reces-
sion which is reinforced through the aggressive contrast
of light and shadow. Manfredi's Bacchus and a Drinker,
with its monumentality, plasticity and heightened sense
of drama, would find its nearest successor among the
works of the Utrecht painiers who came to Rome in

the following decade. Allegorical figures, musicians
and drinkers set diagonally against neutral backgrounds
would become a standard format in their repertoire
once they returned home. In the eighteenth century
Manfredi’s picture belonged to Cardinal Silvio Valenti
Gonzaga and appears in Giovanni Paolo Panini's
panoramic painting of the cardinal with his collection
(Wadsworth Atheneum, Hart{ord).
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3

Bartolomeo Maniredi {1582-1622)

Altegory of the Four Seasons, €. 1610

Qil on canvas, 134 x 91.5 cm

The Dayton Art Institute, Gift of Mr and Mrs Elton
F. MacDonald, inv. no. 1960 27

Manfredi's picture has been interpreted as an allegory
of the Four Seasons, linked to the icongraphy of the
Five Senses and explained as the four ages of man
exemplified by various phases of iove, There ¢an be
little doubt that its primary theme is the Four Seasans.
The four figures, crowded behind a stone siab |aden
with fruit, are clearly identifiable as Spring {a young
woman crowned with roses and playing a lute}
Autumn (the young man adorned with a Bacch'c crawn
of grapes), Summer (a bate-breasted woman who turns
and stares directly at the viewer) and Winter (a shiver
ing old man in a fur hat who is wrapped in a b anket)
Nevertheless, their arrangement does not suggest the
normal progression of the year and the:r interaction
suggests a second level of mearing. The rich array of
fruit carefully placed before the figures is composed
entirely of autumnal produce: grapes, pears, apples,
figs, a pomegranate and a squash, This s clearly the
domain of Autumn, who kisses the lute-playing Spring
but at the same time embraces Summer, who weats

a sprig of his wheat in her hair. Summer hoids a small
round, transparent misrar, which was described in
Cesare Ripa's fconologia of 1593 as a symbol ol the
Origin of Love. Autumn's kiss and embrace signify that
music is born of love, while Winter's exclusion 1s a sad
reminder that in old age one is less inclined towards
amorous sentiments. Manfredi's facial features and
tightly compressed composition find close parallels in
Caravaggio's Musicians {cat. 28). The brightly illumi-
nated fruit, so carefully displayed on cold, grey stone,
and Summer’s frank confrontation of the viewer over
her bare shoulder seem to recall Caravaggio’s Sick
Bacchus (fig. 25) explicitly. Although two other ver-
sions of Manfredi's Four Seasons are known (formerly
Feodor Chaliapin, Paris; and Rebora collection, Rome),
he painted no other allegorical subjects.
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FIG. 4

Caravaggio

The Calting of St Matthew, 1598-1600

Oil on canvas, 322 x 340 cm

Contarell: Chapel, San Lu'gi dei Francesi, Rome

FIG. 5

Bartolameo Manfredi

The Denial of St Peter, c. 1615-16

0il on canvas, 166 x 232 cm

Herzog Anton Ulrich-Museum, Braunschwe g




Within the next few years, Caravaggio would perfect his low-life genre scenes
ol cardsharps, fortune tellers and musicians, eventually achieving a modicum of
success. Soon alter Cardinal Francesco Maria del Monte bought The Gypsy Fortune
Teller (cat. 10) und The Cardsharps (cal. 1), he rescued the young artist by giving
him an honoured place in his household.” Nevertheless, the novelty of Caravaggio’s
style and subject matter did not instantly incite a revolution. His closest follower
was Bartolomeo Manfredi, who only arrived in Rome from Lombardy around 10c5.
Perhaps it was a shared northern heritage that caused both to gravitate towards the
portrayal of taverns and sireet life. The tradition of profane subject matter treated
in a comic, moralising manner was already firmly established in Lombardy and the
Veneto as well as in northern Europe.” But in Rome Manlredi clearly found a new
impetus through Caravaggio’s work. He would become the most prolific inlerpreter
of low-life genre scenes, devising what the seventeenth-century German historian
Joachim von Sandrart called the ‘Manfrediana methodus’, or Manfredi’s method.

Although Manfredi repeated certain of Caravaggio’s formal elements, such as a
dramatic shaft of raking light cutting across u dark background wall, he reorganised
the basic structure ol genre scenes, making them less iconic and more anecdotal. In
Bacchus and a Drinker (cal. 2), he enlivened the purely fronial placement favoured by
Caravaggio by adding a second figure and turning the protagonists al an oblique angle
10 the picture plane. In his Allegory of the Four Seasons (cat. 3), the tightly compressed
figures confront the viewer directly, just as they do in Caravaggio’s Musicians (cal. 28).

FIG. 6

Genit van Honthaorst

The Denial of St Peter, c. 1622-24
Qil on canvas, 110.5 x 144.8 cm
The Minneapolis Inst'tute of Fine Arts
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Michelangelo Merisi da Caravagglo (1571-1610}
The Gypsy Fortune Telier, 1593-94

Qil on canvas, 115 x 150 cm

Pinacoteca Capitolina, Rome, inv. no, 131

A foolish young man is snared by the charms of a
gypsy, who lifts his ring as she reads h's palm. Her
turban and long <loak of woollen cloth worn over the
shoulder are described in contemporary costume
books as the garb of gypsies The picture, indebted to
Lombard and Venetian art, introduced a new kind of
genre to Rome with three-quarter-length figures and
bright contrast ng colours. The celebrated collector
Cardinal Francesco Maria de! Monte bought The

Cardsharps {(cat. 11} from a dealer and it is likely
that he also bought The Gypsy Fortune Teller for on'y
8 scudr The pamnting is probab.y a | ttle earlter than
The Cardsharps, for 1t was painted over a used can-
vas on which a3 Madonna in prayer, close in style to
Cavaliere d'Arp no, had been roughed out. Caravaggio
may have painted it whi e he was in Cavaliere

d’Arp no's studio. Caravaggo's Cardsharps and Gypsy
Fortune Teller are not the same size, but they do
seem to have been exhibited as pendants, in simiiar
frames, and with, close by, a now-lost painting of

a carafe of flowers Caravaggio later painted another
vers on of The Gypsy Fortune Teller (Museé du
Louvre, Paris). with more static figures and a more

complex mood. The subject became immensely popular
with his followers, who were attracted by the exotic
subject matter, the play of hands, and the intense
relationsh p between the two figures. Lyric poets cele-
brated the work as a proclamation of the pzwer of
naturalist ¢ painting: ‘"Who', exclaimed Gaspare Murto a,
‘is the greater sorceress, the woman who dissembles,
or the painter, who created her? In 1614 Giulio Mancin
described his pleasure at an opportunity to have the
cardinal's painting copied, describing it as the most
beautiful work that Caravaggio had ever painted.

45
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Michelangelo Merisi da Caravaggio (1571-1610)
The Cardsharps, ¢. 1595

Oil on canvas, 91.5 x 128.2 cm

Kimbell Art Museum, Fort Worth,

inv. no. AP1987.06

Around a table, covered with an Anatolian carpet, two
cardsharps fleece an ingenuous boy, enticing him with
their display of raffish finery, of rich damask doublets
and feathered hats. The older man, a sinister, theatri-
cal villain, signals to his accomplice, who pulls a
hidden card from his waistband. Caravaggio opens

up the composition, daringly showing one of the ma'n
actors from the back, jutting the backgammon board

outwards into space, and involving the viewer in the

trick. The p cture is structured around crossing diago-

nas. At the apex of a triangle is the polished, over
sensit.ve finger, its tip revealed by the torn gloves,
used by the cardsharp to feel marked cards. This is
the start of a rake’s progress, for in due course the
gu | w Ul become the cheat, a point perhaps brought
out by Caravaggio's use of the same model. The clear

light and bright colour suggest Caravaggio's debt

to northern Italian art, perhaps particularly to
Giovanni Girolarmo Savoldo and Lorenzo Lotto The
painting launched his career. having bought it from
a dealer, Cardinal Francesco Mana del Monte offered
Caravaggio an honoured place in h s household Qver
thirty copies are known.
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Michelangelo Merisi da Caravaggio (1571-1610:
The Musicians, c. 1595

Qil on canvas, 87.9 x 115.9 cm

The Metropolitan Museum of Art, New York,
Rogers Fund, inv. no. 52,81

The Musicians is one of several p ctures with a
musical theme painted by Caravaggro for Card nal
Francesco Maria del Monte and his circle of fr ends
It is among the first in which the painter adapted

his naturalistic style to an allegortcal subject The
picture is rooted in the Veretian concert p.ctures

of Giorgione and Tittan, but at the ime must have
seemed astonishingly novel. According to G ovanni
Baglione, the work was painted from hfe, The pseudo
antique costumes of the lutanist, horn player and
singer suggest that Caravaggio may have indezd b2én

recwed:ng the type of amateur musica performances
that were given 1n Del Monte's patace by the young
musictans who lodged there Beyond this, however,
the picture can be read as an allegory of Music and
Love (ts composition denves from Cornelis Cort’s
engraving of the Allegory of Music X.radiographs, as
well as old copies of the picture, reveal that the figure
on the left reaching for a bunch of grapes or ginally
had the wings and quiver of Cupid. Similar ties have
also been noted to the Bacchs: processions on
antique sarcophagi. Cesare R pa s /conologia, wh.eh
was dedicated 1o Card na Del Mcnte, states that n
ymages of Music w ne should be present, s nce both
music and wine make the spirsts light for this reason
anc ent writers sa d that Bacchus should be in their
company One s remynded of Shakespeare's famous
line from Tweifth Night. 'If music be the food of love,

play on." For the figures Caravaggto undoubtedly d d
use ind v dua ly posed live models, which accounts
for the picture's somewhat piecemeal nature It has
been suggested that Mario Minnity, a fellow painter,
sat as the futan st, although others have seen this
figure and that of the harn player as self.portraits
The painting was once g ued to a woaden support,
wh ch must have contr buted to its present ruinous
state. The lute is badly abraded, the strings comp ete-
ly obliterated, and the violin and the musical scores
have been totally reconstructed. In additicn the can
vas has been cut down on the left and Cup d's wings
scraped off and painted out (the overpaint has been
removed, but the wings and arrows are sti | barely
visible)

93
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Even their oval faces. lull lips and pointed chins are similar. The Wusicians. which at
first glance may appear 1o depicl no more than a contemporary concen, is, in fact. an
allegory of Music and Love, symbolised by the insiruments, the open part-books and
the winged Cupid picking grapes.” Likewise. the painstakingly rendered autumnal
still-life in Manfredi's Allegory provides the clue to the picture’s subject.” Autumn.
crowned by a wreath of grapes, kisses the lute-playing Spring. But he also embraces
Summer. who wears a sprig ol wheat from the autumn harvest in her hair and holds a
transparent mirror which symbolises the Origin of Love. Autumn’s kiss and embrace
are reminders thal love is always accompanted by music.

It was among the northern painters from France and the Netherlands that
Caravaggio’s cardsharps. lute players and fortune tellers would find their true
descendants. Valentin de Boulogne. Nicolas Toumier, Nicolas Régnier. Gerrit van
Honthorst and Dirck van Baburen all arrived in Rome several years afier 1000, when
Caravaggio had had 10 make a hasty retreat after murdering Ranuecio Tomassoni.
While it is (air 10 say that the northerners® initial encounter with his art had an over-
whelming elfecl. in the end they often relied as much on Manfredi’s interpretations
as they did on the master's work itsell. Man(redi excelled at combining the slice-of-
life aspect of Caravaggio’s early genre scenes with the physical and psychological
drama of his later religinus imagery. Frequently taking Caravaggio’s Calling of St
Matthew in San Luigi dei Francesi (fig. 4) as his slarting point. Manfredi created
a series of theatrically lit compositions in which bawdy figures crowd around a 1able
gambling, drinking and making music. In his Denial of St Peter (lig. 5) the tavern
scene is transformed into a religious narrative in which the soldiers™ game of dice is
given more prominence than Peter’s hetrayal. The religious event is thus cast within
the context of secular life, but unlike the Calling of St Mattheic there is none ol the
spiritual profundity. When northern artists such as Honthorst took up the same
theme (fig. ), the emphasis shified towards the dramatie potential of artificial light.”
The face of the maidservant who identifies Peter as one of the followers of Christ is
sharply illuminated by the candle she holds. lis flame is hidden hy the outstretelied
arm ol another accuser, creating a complex pattern of superimposed bright and dark
areas and enhancing the atmospheric effect of the glowing light.

Although candlelight and noctumal scenes would have their greatest currency in
the North, they were cerainly not ignored by Roman cognoscenti. Among the most dis-
tinguished colleclors of the day were Cardinal Benedetto Giustiniani and his brother
the Marchese Vincenzo. Benedetto owned Honthorst's St Peter in Prison Vistted by an
Angel (Bodemuseum. Berlin).” a hold Carayaggesque painting, but it was Vincenzo
who seems 10 have taken the greatest interest in northern art. In 160 6, accompanied
by companions. including the painter Cristoforo Roncalli. he made a seven-month trip
through Genuany. France. England and the Low Countries. Bernardo Bizeni's remark-
able account of their journey reveals Vincenzo's acute visual faculties and his fascina-
tion with the tools and techniques of art.™ Vincenzo. who owned al leasl thirteen pic-
tures by Caravaggio, supparted his followers as well. voraciously collecting northem
ant and even providing David de Haen and Nicolas Régnier with rooms in his palace.”
The Carravagesque paintings in the Giusliniani brothers collection were of substantial



Paul Bril (1553/54-1626)

The Campo Vaccino with a Gypsy Woman
Reading a Paim, 1603

O1f on copper, 24.5 x 32.5 cm

Inscribed: ROM 1603 Bril sign (spectacies)
on the s gnboard at the left

Malcolm H. Wiener Collection, New York

This landscape with Roman ruins 1s another vers on
of a smail pa nting on copper now In Paris (Musée

du Louvre) which was attributed to Bril in 1662 when
Jabach sold it to the royal collections It was invento-
ned by Charles Lebrun n 1684 but Bri 's name was
omitted from subsequent inventories Because of the
genre scenes dotted among the suins, the Paris paint-
ing was subseguently attributed to an artist of the
next generation, Bartholomeus Breenbergh, who

began his career in Rame in Bril's circle. However,
the Paris paint ng, like this one, |s signed w th Bril's
‘monogram’, a par of eyeg asses (a play on the word
‘brk’, which s Dutch for spectacles) In fact, Bril can
be ¢ons:dered the inventor of this type of andscape
paint ng in wh ch Roman ru:rs depicted n great
deta | but often grouped together n a completely fan-
ciful manner, are used as a background for scenes
from everyday life. Here the artist’s authent ¢ Flemish
vein ¢an be ctearly perceved. The gypsy woman read-
ng a patm s remin scent of the scenes of peasant

| fe depicted so v vidly by Pieter Bruege) the Eider
and his followers. Bri 's innovation was to locate
such scenes n ar¢haeolog cal surroundings In 1604
the Dutch b ographer Karel van Mander mentioned

a painting of the market in the Campo Vaccina by
Bril in the Hendnk van Os col ection n Amsterdam,
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a work |ater identified by some as the paint ng in
Paris, In both the Paris panting and tiis vers on the
columns of the Temple of Saturn 1n the Forum are
seen at the lett and the slopes of the Palatine hi |
as well as the great entrance to the Farrese gardens
at the right. Among the collection of buildings paint
ed from the artist's imaginat on there are guotat ons
from real Roman structures. The round build ng on
the left has been ident fied as the church of Santa
Mar a della Febbre, which stood near St Peter's and
was demolished during a terat ons made to the nave
in the seventeenth century
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FIG. 7

Adam Elsheimer

The Stoning of St Stephen, c¢. 1630

Qil on silvered copper, 34.7 x 286 cm

The Nationa! Galleries of Scotland, Edinburgh

fIG. 8

Peter Paul Rubens after Adam Elsheimer

A Turkish Prince on Horseback with Attendants,

¢. 1606

Pen and brown ink and grey wash, with touches of
red and yellow chalk, 27.1 x 21.1 ¢m

Br'tish Museum, London

dimensions, but they also owned smaller works on copper, including a number of
nocturnes by Jan Brueghel the Eider which were acquired hefore 1601.*

Cavaliere d’Arpino, who in addition 1o his other activities was an astute art
dealer, realised that there was a growing taste among Roman collectors for small,
brilliantly detailed works on copper.” The inventory of pictures seized [rom his
studio in 16¢7 lists a variety of quadretti that he no doubt had planned to sell.”

His sequestered stock ended up in Cardinal Scipione Borghese’s collection, but the
Aldobrandini, Barberini, Colonna, Ludovisi and Mattei all owned small works on
copper by both northern and Italian artists. Although painting in oils on copper had
probably originated in ltaly during the first half of the sixteenth century, the north-
ern artists specialising in landscape painting vigorously embraced it as their awn.”
The Flemish artist Paul Bril and his brother Matthijs had started their careers in
Rome as fresco painters, completing a number of large-scale cycles in the Vatican
in the 1580s, including the biblical scenes set within a landscape frieze in the Torre:
dei Venti (fig. 77). By the early 159cs Paul had begun to paint similar scenes on cop-
per that were vivid evocations of natural beauty, filled with dazzling colour and alive
with picturesque detail.” Typical of this production is his exquisitely rendered
panoramic view of a cattle market set amid ancient ruins (cat. 4), in which cows,
sheep, pigs and peddlers mingle as a gypsy lells a traveller’s fortune. Karel van
Mander, the early seventeenth-century Dutch biographer, described a very similar
work by Bril as ‘a subtle litile piece on copper with subtle, handsome ruins and little
figures in the genre of the Campo Vaccino, that is, the ancient market of Rome’.™

However, it was Bril’s friend, the German painter Adam Elsheimer, who would
take painting on copper to new heights, Elsheimer arrived in Rome in 10c ¢ after
a brief two-year stay in Venice. It was there, under the watchful eye of his fellow
countryman Johann Rotlenhamer, that he must have perfected his prodigious skill
for rendering the minutest of delails on small copper plates. Earlier, Rottenhamer
too bad been in Rome, where he ts known occasionally 1o have collaborated with
Bril, first painting figures and then letting Bril fill in landscapes around them.”
Elsheimer's Stoning of St Stephen (fig. =) was owned by Bril, whose daughter’s
inventory states that the landscape was by her father. This may have been nothing
more than filial piety. Although the classical ruins and feathery trees are not unlike
those in Bril's painting of the Campo Vaccino, it seems hard to helieve that
Elsheimer would have called on his friend to add them. The densely packed. multi-
figured composition, the dazzling brocades. and the supernatural shalt of divine
light piercing the centre of the composition are characteristic of the finesse and
complexity that only Elsheimer could muster. The German doctor Johann Faber,
who served as the official botanist to five successive popes and befiiended the
northern artists working in Rome, praised Elsheimer’s unsurpassed ability: ‘where
small figures had 1o be represented as though living and breathing and at night-
time too, or at sunrise or sunset, where rain-showers. tides or some such natural
phenomenon had to be depicted and painted, he took the palm above all painters
of his time.™ He went on to say that Bril had learned so much from Elsheimer that

his works were now golden. where as before they had been merely bronze.
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FIG. 77

Paul and Matthijs Bril

Landscape with Roman Ruins, ¢. 1580
Fresco

Torre de) Venti, Vatican Caty



Bril was tiot the only artist to benefit from Elsheimer’s example. Rubens was
fascinated enough by the St Stephen to make a pen-and-ink sketch of the turban-
clad Turks in the background (fig. 8)." He himself owned four pictures by
Elsheimer, including Judith Beheading Holofernes (cat. tg) which served as the
inspiration for his own Grear Judith, now lost.” Italian artists, too. were captivated
by Elsheimer's often haunting images of moonlit landscapes and painstakingly
rendered details. Carlo Saraceni painted a series of six scenes on copper from
Ovid's Metamorphoses (Museo di Capodimonte, Naples), whose backgrounds
never quite achieve the breadth or luminosity of Elsheimer’s Aurora (cat. 80)
but nonetheless repeat its asy mmetrical structure and panoramic vista.” The cold
striation of these early scenes would give way to a more gently rolling landscape
filled with luxuriantly overripe vegetation in his slightly later An Angel Appearing
to the Wife of Manoah (cal. 3). Like Saraceni’s Ovidian scenes and Wife of
Wanoah, Orazio Gentileschi’s St Christopher Carrying the Christ Child (cat. 0)
was once atiributed 10 Elsheimer.” The sheer intensity of the emerald green and
robin’s-egg blue, the floliage flecked with golden highlights and the shimmering
rellections in the pools of still water recall the jewel-like intensity of Elsheimer’s
St Stephen. But the picture remains somewhat dogmatic, perhaps because Orazio
did not fully integrate the figures into the landscape extending behind them nor
shroud them in the more atmospheric effects of nocturnal light as Elsheimer had
in his own now-lost St Christopher.”

The problems that scholars have had in sorting out Elsheimer’s work attest
10 the reciprocal relationship that existed among artists working in Rome at the
beginning of the seventeenth century. Elsheimer’s own stylistic development was
undoubtedly stimulated by Rome’s unique mixture of ancienl and modern: the glo-
rious ruins of antiquity and the new possibilities offered by Annibale Carracci and
Caravaggio. So 100 was that of the young Rubens, who like a sponge absorbed what-
ever crossed his path. In his Susanna and the Elders (cat. 1c7), he synthesised the
monumentalism of classical statuary with Annibale’s sense of Venetian colourism
and open brushwork. For the high altar of the Oratorians’ Chiesa Nuovu (fig. v),
he experimented with the spatial unification of lateral canvases already exploited
by Caravaggio in the Cerasi Chape! in Santa Maria della Popolo (fg. 8¢).” By the
same 1oken Caravaggio looked 1o Rubens's Crowning of Thorns (Hépital de Petit-
Paris, Grasse) for his Crowning with Thorns (cal. 97). The influences which moved
rapidly back and forth are not easily charted, for in truth Rome was a great melting
pot. As Vincenzo Giustiniani pointed out, the profession of painting was at the peak
of its esteem precisely because there was an amazing diversity of stylistic choice
and artistic novelty available on the market." This was true not only for patrons,
but also for artists seeking inspiration among their peers.

Giustiniani made his comments in 102¢, after an essential shift had occurred in
attitudes towards both religious and secular art. Throughout his reign Clement VIII
had adhered 10 an almost austere functionalism that was placed at the service of
Catholic ideology. In this he had been well served by Cavaliere d’Arpino, so it is
something of a surprise to learn that when he decided to refurbish his parents’
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Adam E!sheimer (1578-1610)

Judith Beheading Holofernes, c. 1601-03
01 on silvered copper, 24.2 x 18.7 cm
Victaria and Atbert Museum, London,

inv. np. WM 1604-1948

Judith Beheading Holofernes is the first work by
Adam Eisheimer on a silver ground. This techn cal
innevation may in part account for the work'’s re a-
tive y small size. The painting represents an impor
tant stage in Elsheimer's development after he set-
t ed in Rome around 1600. The superior handling
of the interior space as well as the so! dity of the
rendering of the figures is immediate y apparent.
Aithough Elsheimer used artificial illumination in
other early Roman works, for instance, The Burning
of Troy (fig. 110}, the effects here are more concen
trated and expressive. Not only has the double light
sourt.e been rendered with the greatest technical
skill, but it is now closely integrated with every
aspect of the beautifully observed interior space
The classically inspired sacrificial frieze on the rear
wall are allowed to emerge from the shadows and
previde an appropriately antique flavour w thout
overwhelming the narrative. Especially notable is the
rendering of refracted light passing through the two
transparent vases on the table; this sensitively
observed detail suggests that Elsheimer was aware
of Caravaggto’s contributions to still-life painting
Elsheimer was also influenced by Caravaggio's Judit
Beheading Holofernes (cat, 109) of €. 1599. The
stark realism of the figures, not to mention the gush
ing blood, suggests that Elsheimer’s work is one of
the earliest Caravaggesque pictures by a northern
artist. However, Elsheimer is too independent an
artist to be placed under the rubr'c ‘northern follower
of Caravaggio’. The presence of other nocturnal
depictions by Elsheimer in Utrecht must have been
an impetus to Gernt van Honthorst and Dirck van
Baburen even before they trave led to Rome. Peter
Paul Rubens, who later owned th s picture, must
have studied it closely when he was in Rome, for
aspects of the intertor setling of his ¢. 1609 noctur
nal rendering of Samson and Defilah (National
Gallery, London), as we | as the foreshortened post-
tion of Holofernes in his lost Great Jud:th, are mod
elled on it. Aithough we are uncertain about what
happened to this Judith after Elsheimer’s death,
what must have been a copy, given its larger size,
was listed in the 1660 inventory of Don Camillo
Pamphil). It may have been the copy that Artemis a
Gentiteschi used as a source for the pose of her
Holofernes (cat 110).
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Adam Elsheimer (1578-1610)

Aurora, ¢. 1606-07

Qil on copper, 17 x 22.5em

Inscribed on the back: Adam Elsehimer fecit Romae
Herzog Anton Ulrich-Museum, Braunschweig,

inv. no. 550

This small oil on copper is somewhat atypical of
Elsheimer's production, probably because it was left
unfinished and partially repainted. Elsheimer never
concenirated his exclusive attention on the landscape
in a painting, but rather created a profound integration,
almost an enchanted union, between the figures and
the background as in his Flight into Egypt thig. 118}
Criginally Aurora represented not simply the first rays
of the sun at dawn, but the myth of Palyphemus and
Galatea. Infra-red reflectography has revealed the

giant head of Polyphemus under the dense tree along
the stope and the twa running figures of Acis and the
nymph close to the lower left margin. In 1613 Count
Hendrick Goudt, who almost certainly swned the
painting, engraved it, leaving out a narrow strip on
the left - precisely the area which was repainted
therefore eliminating all the figures. The titte of
Aurora derives from the caption on the print, but it
has been suggested that Goudt, who knew Elsheimer
well, chose it respecting Elsheimer’s final intentions.
The crown of the tree hiding Polyphemus' head
reveals the extraordinary finesse of Eisheimer's own
hand. It is possible, therefore, that the change of
subject might have been made by Elsheimer himse!f
An autograph drawing of the Aniene valley near Tivel
{Kupferstichkabinett, Berlin) has exactly the same
composition as the Aurora and was certainly drawn

from nature. Elsheimer’s sensitivity to natural phe
nomena, and in particular towards light, s unparaliele
among the painters of his generation. At the begin-
ning of the seventeenth century there was nothing
comparable to the magic golden-rose of Aurora's
early morning sky. Elsheimer's example, medeated
through Agostino Tassi, would become fundamental
for Claude Lorrain,
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5

Carlo Saraceni (c 1580-1620)

An Angel Appearing to the Wife of Manoah, ¢. 1610
Otl on copper, 41 x 555 cm

Offentliche Kunstsammlungen Basel, Kunstmuseum,
inv. no. 1.112

Saraceni was mostly active as a f gure pa nter and
exesuted only a few landscapes. In the past most of
them were attributed to Adam Eisheimer and, indeed,
they rely heawily on the example ¢f the German mas-
ter. Saraceni, a native of Venice and a follower of
Caravaggio, was probably attracted by Elsheimer's
naturalism, although he never abandoned the
Venetian component of his art. His works are more
naive, and never match Elsheimer's ability to render
hght or create a mystertous, magical atmosphere

Eisheimer was a notoriousty stow worker, who was
even accused of sloth by Rubens. He kept his unfin
1shed pictures in his workshop for long per ods of
time, which probably allowed other painters the
opportunity to see them Saraceni, for instance, must
have known Elsheimer's Aurora {cat. 80) before it was
¢verpainted since his figure of Ariadne in a canvas
now in the Museo di Capodimonte in Naples exact y
repeats the f gure of Galatea, which is no longer v si-
ble The landscape in An Angel Appearing ta the Wife
of Manoah 1s more robust, more cancerned about
depth and more dependent on Vengtian prototypes
than Saraceni's work (n Naples It should, therefore,
be dated shightly later, around 1610. The subject,

an angel announcing to the aged wife of Manoah

the b rth of her son Samson (Judges 13), was rarely

depicted. The b hiica! text specifies that the episode
took place in an open field, not the mounta nous set
ting formulated by Saraceni



Orazio Gentileschl {1563-1639)

St Christopher Carrying the Christ Child

c. 1605-10

Qil on copper, 21 x 28 tm

Staattiche Museer, Gemaldegalerie, Berlin,
inv. no. 1707

The much-debated crtical history of this painting s
indicattve of the close-knit web of re at onships which
existed between Caravaggesque circies in Rome and
the art of the North. When the painting was acqu red
for the Berlin museum it was attnbuted to Adam
Elsheimer, mainly on the basis of its copper support
and the broad 1andscape view in the background. The
altribution was soon changed to Oraz:o Gent:leschi, a
painter who dunng his long career experimented with
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painting on copper supports, and s tuating characters
from religious history in a natural background as

in his David Contempiating the Head of Galiath
(Gemaldegalerie, Berlin). While in the David Oraz:o
concentrates on the human figure, n the St
Christopher the atmospheric landcape dominates.
This striking background has on occasion cast doubt
on Gentileschi's authorship, leading some scholars to
ascr be it to a foreign pa nter working in the circle of
Eisheimer or Cario Saracen:. The saint's face, howev-
er, certainly looks ike the work of Gentileschi - his
furrowed brow can be found in many figures by the

F orentine artist, Also charactenstic of Gentilesch's
style are the delicate tonal transitions of the child's
clothing, the luminous quat ty of the whites and even
the imperious gesture of the Chs st Child, a gesture

used by Orazio for angels t0o. The broad fandscape
surrounding the figures is echoed in a number of works
painted by Orazio around 1605 such as The Magdaien
in Santa Marnia Maddalena in Fabriano which may
therefore offer some chrane ogical guidance
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Peter Paul Rubens (1577-1640}
Susanna and the Elders, ¢. 1607

0i ¢n canvas, 94 x 67 cm

Gallarca Borghese, Rome, inv. no. 273

The story of Susanna and the Elders comes from the
apocrypha Book of Daniel. Susanna, the beautiful
wife of Joachim, walked daily in her garden, where
she was spied upon by two Elders, whose lust was so
great that they decided they must seduce her. One
day while Susanna was bathing, they sprang upon
her, saying that if she did not succumb they wou d
denounce her publicty. The chaste Susanna refused
and was therefore tried and sentenced to death for
adultery. She was only saved when the young Daniel
came forward and revealed the Elders’ treachery.
While Susanna was traditionally a symbol of saivation
and divine justice, by the sixteenth century her story
had become a pretext for depictirg an attractive
fema e nude, especially in Venice. Rubens’s cypress
path and villa, as well as his ptacement of Susanna
in front of the Elders are charactenistic of Venetian
versions of the theme. But his ‘Venetianness' was
undoubtedly filtered through his acqua'ntance with
Annibale Carracer's well-known print {fig, 105) and
tost pa nting of Susanna Rubens's Susanna and

the Elders also reflects his enthralment with ant que
scu pture On a sheet in the British Museum,
London, there are two stud es of a male nude mode!
posing as the Spinario, which may have served as the
basis for the figure of Susanna. The pose is part cu
tarly provocative, exposing as it does a great deal of
Susanna’s flesh. The transparent drapery barely cov-
ers her shoulders and although she attempts to hide
her genitals, her hand has not yet reached this more
potite position She is suitably alarmed at see nghe
Elders, one of whom appropr ately has the iacial fea
tures of a lustful faun The paint ng ss first mentioned
in the Borghese collection in 1650 Circumstantial
evidence, however, suggests that it was either com-
misstoned or bought by Card nal Sc pione Borghese,
who took a part cular interest in Rubens's career dur-
ing the artist's second wisit to Rome
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7

Federico Barocci (c. 1535-1612)

The Institution of the Eucharist, 1608

Qil on canvas, 290 x 177 cm

Basilica di Santa Maria sopra Minerva, Rome

When in 1603 Clement VIl made it known that he
wanted a painting by Barocci for his family chapel
in Santa Maria sopra Minerva, there were already
two important altarpieces by the artist in the Chiesa
Nuova, the church of Filippo Neri's Oratarians. In
1586 The Visitation had been transferred {from the
artist's native Urbino to Rome. Neri himself was so
impressed by the picture that he often prayed there
and it is even said that he went into ecstasy several
times while contemplating it. In 1603 the second
work by Barocci, The Presentation of the Virgin in the
Temple, arrived. The Oratorian fathers were enthusi-
astic, a feeling shared - so they claimed - by all of
Rome, It seems likely that this inspired Clement VIl
to commission a work from Barocci. The fact that the
painter was in poor health and notoriously stow does
not seem to have bothered the pope. Clement exer-
cised a great dea! of contro! over the artist in order
to be certain that he depicted the subject - referred
to often in the correspondence as a ‘Cena’ - exactly
to his wishes. This is a revealing example of how
carefully artists were monitored when the commis-
sion involved an altarpiece. One of the mast impor-
tant differences between Barocci's preliminary stud-
ies and the final picture is the pasition of Christ's
right arm. Following the pope's specific instructions,
in the end Barocci executed the Saviour's hand so
that it was more obvious that he was distributing the
host. In a letter of 1604 Clement wrote specifically
that Christ’s hand had to be further away from his
breast than in the sketch. The painter was also urged
to pay more attention to the fact that the event had
taken place at night. The picture was finally finished
three years after Clement's death in 1605. When

in 1611 Cinzio Aldabrandini at last unveiled the
altarpiece, opinion was divided. The most notable
complaint was that the figures were somewhat small
Giovan Pietro Bellori would later praise Barocci as
one of the great masters of the sixteenth century.
His sophisticated coloration, subtle sfurmato and his
depiclion of the affetti or gestures were considered to
be highly modern and suited to serve as a mode! to
be followed by all of the artists wha came after him.



FiG. 9
The high altar of Santa Maria in Vallicella,
the Chiesa ftuova, Rome

burial chapel in Sunta Maria sopra Minerva in 10¢.3 he commissioned The Institution
of the Eucharist {cat. 7) from Federico Barocci. The pope, who asked the Duke of
Urbino 10 keep the commission a secret out of respect for Cavaliere d’Arpino, took
a very personal interest in the project.” After receiving Barocet's bozzetti he insist-
ed that the hand of Christ be shown in stronger relief to emphasise the host, that

the lighting be made more nocturnal and that the figure of Satan who councils
Judas be eliminated." Although Clement had changed artists, his strong notion of
religious decorum remained intact. Unfortunately he was never to see the complel-
ed altarpiece, which was only finished three years after his death.

\C hile under Clement VHI official art had been eonstrained by the rigid dic-
tates of the Council of Trent, the pontificate of his successor Paul V (Camitlo
Borghese) marked the beginning of a renewed freedom of expression. Frugality
and moral grandeur gave way 1o the cultivation of more worldly pleasures and
pastimes. The pope and his cardinal nipote, Scipione Caffarelli {who adopted the
name Borghese), spent spectacular sums on churches, chapels, palaces and urban
renewal. Hundreds of workmen laboured literally day and night to demolish the
fast remnants of old St Peter’s and replace them with a new nave and fagade
designed by Carlo Maderno.” Paul’s taste for sheer opulence was manifestly
expressed in the richly coloured marbles seavenged from ancient monuments
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Cavaliere d'Arpina {1568-1640)

The Madonna and Child with SS Peter and Paul
¢ 1608-09

Oil on canvas, 174 2 x 120 cm

The Nelson-Atkins Museum of Art, Kansas City,
Purchase: Nelson Trust through exchange of the
bequests and gitts of numerous donors, and other
Trust propesties, snav no. 91-94

It is thought that Caval ere d*Arp no hemse f probably
gave this painting to the Borghese pope Paul V. It
coples a mosaic designed by the painter in 1608-09
for the Portone di Bronzo, the offic a entrance to
the Vatican Palace, aithough it is somewhat smafler
in size. it remains unclear exactly why the artist
made this painted rep! ca for the pope. Certainly,

the masaic’s tocation gave it a special significance
Its conservative character was probably the reason for
its placement above the palace door, and for the fact
that Cavaliere d'Arpino duplicated it for his patron.
Interestingly, there is an almast identicat depict on
in the forecourt of Sant’Apoltinare in Rome. This
f'fteenth-century fresco was particularly veneraled.

In 1484 Cardinal d'Estouteville had officially sanc-
tioned the cuit around the miracutous image, decree-
ing that a mass be held for it every year on the feast
of the Assumption. In it the Madonna is also shown
seated on a narrow throne and flanked by Peter and
Paul, while the Christ Child stands on her lap As in
the mosatc and pant ng, she is placed on a stone
dais A particularly striking feature of Cavaliere

d Arpino’s panting Is sts almost archaic style, as

If the painter had set out to make a modern replica
of an older composition. The extraordinarily delicale
execution alone s an indication of the artist's virtu
osity. The curtains in both the mosaic and painting
are used to reveal the Madonna and Child, support
1ng the supposition that the consciously antiquarian
nature of the image 1s an integral part of its mes-
sage. In this sense, it is a precursor for later seven-
teenth-century images. It is not certain that the
fresco sn Sant’Apoliinare was really the mode for
Cavaliere d'Arpino’s composition. The image itself
stands in a long tradition and can be found all over
Rome. The devotional associations consciously
summoned up by the highly traditional form may
wel have inspired the artist to make a replica of

his mosaic to give to the pope. He thus created a
painting whose conservative character made it an
exce'lent instrument of devotion in the more private
atmosphere of the papa chambers. Whether it was
ever jnstalled in one of the sma | chapels is, however,
3 matter of speculat on.
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that decorate the Cappella Paolina in Santa Maria Maggiore.” Two new wings were
added to the papal residence on the Quirinal hill, their rooms and a private chapel
filled with frescoes by a team of artists that included Agostino Tassi. Carlo
Saraceni, Giovanni Lanfranco and Guido Reni."

Paul was often advised on artistic malters by his young nephew, whose lavish
lifestyle and insatiable passion for collecting defined a new level of conspicuous
consumption. e was. in one author’s words. ‘at the ventre of the most hedonistic
society that Rome had known since the Renaissance™.” Olten stooping to utierly
ruthless methods. Cardinal Scipione Borghese amassed a huge collection of antique
sculpture, old master paintings and contemporary works that still ranks today
among the finest in the world. Raphael’s Deposition (Gatleria Borghese. Rome)
was stolen on his orders in the middle of the night from the Baglioni Chapel in
San Francesco in Perugia and brought 10 Reme.* When Domenichino refused 1o
sell him Diana and Her Nymphs {(cat. 33) because it had been commissioned by
Curdinal Pietro Aldobrandini, he had the artist thrown into jail. In the spring of
10c, while Cavaliere d*Arpino was tmprisoned for possessing an ‘insurrectionary”
collection of firearms. Borghese arranged 1o have the 124 paintings sequestered in
the artist’s sludio transferred lo his palace.”

It would seem that at this point the unfortunate Cavaliere d'Arpino’s fall from
grace was complete. It has been suggested that (o ingratiate himself once again with
a reigning pope he presented The Madonna and Child with SS. Peter and Paul
{cat. 8) to Paul V as a gift.* A curiously old-fashioned painting of bright primary
hues and a stiff triangular composition, it more readily recalls Raphael or Andrea
del Sarto than Caravaggio’s contemporaneous masterpiece The Hadonna di Loreto
(cat. 134). Nevertheless, the ruse seems o have worked and Casvaliere d'Arpino
returned to papal service, overseeing a number of enterprises including the {rescoes
in the dome and lunettes of the Cappella Paolina. Although Guido Reni played only
a small role in the chapel’s decoration, the contemporary commentator Giulio
Mancini singled out his work, praising its colour, design and spirit.”

On his arrival in Rome in 101 Reni had briefly flirted with Caravaggism, but he
soon perfected a more fluid and elegant style which embodied the artistic ideal of
grazia: an inlangible angelic perfection that transcends understanding and delights
the soul.” With a favoured position in the household of Cardinal Borghese, Guido
received the lion’s share of papal commissions and his graceful classicism was soon
established as the new official style. For the Cappella dell’Annunciata in the Palazzo
del Quirinale, he conceived a brilliantly coherent programme that was meant to fucili-
tate the pope's mediation on the virtues of the Virgin Mary and her Immaculate
Conception. At the same time he created a visually unified space that soars like
a musical crescendo from the altarpiece ol The Annunciation to The Glory of the
Immaculate Virgin with God the Father in the dome (fig. «c), setting a precedent {or
the sumptuous ecclesiastical interiors of the 162¢s and 163¢s.” Guido Reni's ethereal
beauty and golden light hold the promise of heavenly triumph: a message that seems
very distant from the penitential fervour of the Counter Reformation. Reni had, said
the pope. ‘*brought to earth a small model of the glory that he would enjoy in heaven'.”



Domenichino (1581-1641)

Diana and Her Nymphs, 1616-17
il on canvas, 225 x 320 cm
Galleria Borghese, Rome, inv. no. 53

Domenichina's painting was originally comm ssioned by
Cardinal Pietro Atdobrandini around 1616. but it was
seized, with characteristic lack of scruple, by Cardtnal
Scipione Borghese, who imprisoned the artist when he
was foolish enough to protest. The panting had been
intended to hang alongside Titian's celebrated baccha-
nals, which the Atdobrandini had brought to Rome in
1598, and many critics have argued that the brlliant
treatment of colour reflects the Venetian tradition. The
picture is not a straightforward mythological narrative,

but belongs to a new genre, which revives a type of
antique painting known from literary sources. Diana
and her nymphs are seen engaged in hunting and other
sperts, It is a complex reflection on the nature of art,
beauty and sight. The arrow fired by one of the nymphs
hitting the tethered bird in the eye can be regarded as
a metaphor for sight being struck by beauty, a theme
which is emphas:sed by the vayeuristic behaviour of
the shepherds in the bushes at the right, and by the
frank gaze of the nymph reclining in the stream. it s
rich in Iiterary aliusions (Virgl, Pliny the Elder descnb
ing a painting of Diana by Apelles, and Homer), a5 well
as references to antique art, notably the Aldobrandin
Wedding {Muse! Vatcan, Vatican City), a fresco which
had been excavated amid great excitement in 1601.

I has been arguad that Demeniching's painting was
concewed as a thematic and intellectua) pendant to
Annibale Carracci's Sleeping Venus (fig. 451, and the
ymagery of both works is well-suited to the erudite circle
of the theorist Giovanni Battista Agucchi, then secretary
to Cardinai Aldobrandini. It s entirely possible that
Agucchi, who wrote a long description in praise of the
Venus, was responsible for the programme of the Diana.
The handling of colour may also reflect an aspect of
Domenichina's theoretical concerns: it has recently
been argued that it is closely based on the contemporary
colour theories of Fra Matteo Zaccolini, rather than
simply paying homage to Venetian precedents,
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Michelangelo Merisi da Caravaggio (1571-1610)
The Madonna di Loreto, c. 1604-05

Qil on canvas, 260 x 150 cm

Chiesa di Sant’Agostino, Rome

The most famous dirty feet in art belong to the two
pilgrims in Caravaggio's Madonna di Loreto, in 1603
the widow of Ermes Cavaletti, Orinzia de Rossi(s},
purchased the rights to a chapel in Sant'Agostino

in the name of her young son. The family was made
responsible for the erection of an altar to be decorated
with a painting of the Madonna di Loreto. Shartly
before his death in 1602, Ermes Cavaletti, who

was from Bologna, had made a pilgrithage to Loreto.
Caravaggio's wark, which was probably finished in
1605, is directly linked to this pilgrimage in both

its form and content. As the work clearly demonstrates,
a pilgrimage was not the best way to keep one's feet
clean. The man and woman kneel at the doorstep of a
house. Their hands are joined and each has a pilgrim's
staff. Their clothing characterises them as simple
people. According to the large amount of devotional
literature produced at the time, pilgrimages were to be
embarked upon in complete humility. it was important
1o forgo all earthly pleasures during the journey, which
~ because only those who were meek 1n spirit would
be blessed with salvation - had to be made in poverty.
Having arrived in Loreto, an Italian town near the
Adriatic coast, the pilgrim was to go immediately to
the Madonna'‘s house, which had miraculously been
transported there. He was then to circle the dwelling
three times, on his knees and with a humble heart.
Caravaggio's pilgrims have done precisely this and
been rewarded for their efforts with an appearance of
the Madonna and Child. The Madonna turns towards
them, while the Christ Ch'ld raises his hand ‘n blessing.
The Madonna‘s remarkable pose - her left foot resting
on its toes ~ suggests that her advent is the direct
result of the pilgrims’ prayers. The dilapidated state
of the house, too, was an establ'shed element in the
Loreto literature, Caravaggio's extreme naturalism thus
completely accords with the type of devotional practice
the painting seems to enjoin. Moreover, it is in keeping
with the moral of the story. Once again, Caravaggio
succeeded in breathing new life into a conventional
subject. The depiction of the traditional etements
results in a picture of such directness that, until
recently, doubts were raised about its religious nature.
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FiG. 10

Guido Reni

The Glory of the Immaculate Virgin with

God the Father, 1610

Fresco

Cappel a dell'Annunciata, Patazzo del Quirinale,
Rome

This same sense of optimism was propelled 1o even greater heights in Reni's cele-

brated Aurora (fig. 51). which graces the ceiling of one of the casini which Cardinal
Borghese had built near his palace on the Quirinal hill. Inspired by the fluid. linked
rhythms of dancing girls on an antique relief in the Borghese collection {now Musée
du Louvre, Paris), Reni's Hours glide effortlessly across the celestial plane, the soli
perfumed colours of their gowns set against a radiant bursl of golden sunlight. Aurora
is a remarkable distillation of classical idealisin and Raphaelesque beauly that stands
outside time. For the nineteenth-century histortan Jacob Burckhardt. it was “the most
perfect painting of the last Iwo centuries™.” Reni had hecome the most eminent artist
in Rome. yet at the moment of his greatest triumph he chose to return 1o Bologna.
He had. in effect, already left the service of the Borghese in December 1012, just as
the vault of the Casinu dell’ Aurora was ready to be frescoed and the pope had been
forced to order his return on pain of arresl.” It is not altogether clear why he left so
abruptly. although financial matiers and his personal relationship with the Borghese
family must have played a role. Another seven years would pass hefore Guido Reni
was again calted to Rome. this time by a new pope. Gregory XV (Alessandro
Ludovisi). who not surprisingly turned 1o his native eity. Bologna. for artistic talent.
Gregory XV's short pontificate marks a juncture hetween the chaotic array of artistic
styles tolerated by the Barghese court and the llamhoyant and propagandistic cohesive-
ness that would emerge under Urhan VIIL™ Already old and ailing when he ascended
the throne. Gregory’s achievements were more political than artistic (he apparently
believed that others had got there before him). Nevertheless. he understoad the impor-
tance of collecting as a means of gaining prestige. solidifying power and establishing his
family's dynasty. He also saw the imperative of acquiring works quickly. Nepotism was
a recognised lealure of the papal system and in Gregory's case the task of formulating
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FIG. 50

Guercino

Aurora, 1621-23
Fresco

Casino Ludovisi, Rome

FlG. 51

Guido Reni

Aurgra, 1613-14

Fresco

Casino Pallavicini-Rospigliosi, Rome
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the family collection fell 10 his nephew. Cardinal Ludovico Ludovisi. Within the ¢
months of his uncle’s pontificate, Cardinal Ludosisi assembled over goo hundred paint-
tngs and jec pieces of antique sculpture.” The mujority of these were politically moti-
vated gifts donated in the hope of attaining official positions. The Farnese. Cesi and
Borghese all presented works for diplomatic reasons. Olimpia Aldobrandini cemented
her family’s relations with the Luclovisi by contributing Titian's Bacchanal. Worship
of Venus. and The Madonna and Child with SS. John and Catherine as well as
Correggio’s Noli me tangere. The few direct commissions made hy Gregory XV

went to his Bolognese compatriots. Domenichino was given the post of “Architetio

di Palazzo’, although he had no experience whatsoever in this area. Guido Reni came
briefly to paint the pope’s portrait (Methuen collection, Corsham Court) as did Guercino
(cal. u).” Although Guercino rarely worked as a portraitist. one can imagine that he
would have found it nearly impossible 10 tumn down the pope. especially since he had
alzo been rewarded with other coveted comnissions. Initially he was asked 1o paint the
Benedictine Loggia at St Peter’s. a project which was never realised. but he did com-
plete the menumental Burial and Reception into Hearven of St Petrontlla for a prized
position in St Peter’s new nave (now Pinacoteca Capitolina, Rotne). Other works were
carried out for Cardinal Ludovisi. Perhaps inspired by the cardinal’s recently acquired
Worship of Venus. Guercino painted The Toilet of Venus (cat. 30) in which a host of
energelic putti tumble from the sky. His undisputed masterpiece, however. was the
Aurora (fig. 50). frescoed on the ceiling of the Casino Ludovisi. Aurvra sweeps across
the sky. strewing flowers as the darkness ol night evaporales below her and symbolising
the dawn of the new era that began with the reign of Gregory XV. There can be little
doubt that both patron and artist saw this as a deliberate paragone with Guido Reni's
lurora for the Borghese.™ The exquisite perfection and ethereal heauty of Reni's com-
position are replaced by a freedom of handling and an almost informal arrangement of
figures and clouds. While Reni’s fresco was surrounded by a Jarge gilt frame, Guercino
illusionistically exploded the vault, revealing the heavens and creating one of the first
resolutely baroque ceilings.

Guercino’s rich paletie and theatrical command would have been unthinkable
without the precedent of Caravaggio. To judge {rom his Aurora alone one might con-
¢lude that Roman an was about 1o revert to an earlier Caravaggesque phase of natu-
ralism. At precisely this moment. however. a resurgence ol interest in the classical
mode of Annibale Carraccei and his Bolognese followers oecurred. This ‘reorienta-
tion" is evident in Guercino’s St Petronilla altarpiece of 1023. in which the figures are
less vigorous and the composition more consciously balanced.” This critical change
was undoubtedly generated by the theories of Monsignor Giovanni Battista Aguccehi,
who after several years of imposed ‘retirement” had returned to Rome to hecome the
private secretary of Gregory XV. Between 16¢7 and 13 he had written a treatise
on painting which resolutely rejected Caravaggio’s notion of exlreme naturalism in
fuvour of an art based on the ideal beauty embodied in the work of Raphael and the
ancients.” Agucchi’s views not only led Guercino away from his earlier exuberance.
hut they ushered in a new brand of classicism. His belief, that ideal heauty was sup-
erior lo natural beauty and attainable only by judicious selection from the various



38 The Birth of the Baroque: Painting in Rome 1592-1623

9

Guercino (1591-1666)

Portrait of Pope Gregory XV, 1622-23
Oil on canvas, 133 5 x 98 cm

The J. Paul Getty Museum, Los Ange'es,
nv. no 87.PA38

The admiration that Ludovico Carracsi felt for the
work of the young Guercino s recorded n 3 letter he
wrote from Bologna to Cardinal Scip'one Borghese's
secretary, Ferrante Carlo, in 1617: 'a yaung man from
Cento has arrived here. He 1s a great draughtsman
and calourist, a master of nature and one who
astounds those who see his works. That 1s to say
nothing, he makes even the eading painters 150k
stup d...". Eighteen months later Ludovico was dead,
just before the Archbishop of Bologna, Alessandro
Ludovis: was elected Pope Gregory XV. Ludovis had
already commissioned works from Guercino, so 1t was
natural that he should bring the arttst to Rome to
paint the great altarp ece for St Peter's of The Bursal
of St Petroriffa and aiso his own portrait It s inter-
esting that the Venet an character of the portrait,
which led to its being mistaken tor the work of Tit an,
was criticised by the histortans Carlo Malvasia and
Giovanni Battista Passeri. Their assessment refiects a
change in fashion which would lead to a greater punty
of form and attempts to understand and correct the
perceived weaknesses in the art of the previous gener-
ation. Guercino's great intustive ability engendered
tremendous adm ration from the older generation, but
later patrons demanded a greater sense of order and
clarity. The format of the pontitf's portrait was tradi-
tional and although it was not as dry as Cavaliere
d'Arpino’s portrait qf Prospero Farinaccio (cat. 45)

or as rigid as the work of Antonis Mor and Frans
Pourbus, it was still in the manner best swited to the
sitter's generation. Guercino’s creativity was not to be
exercised very often in this field- his pre-eminence as

g

a history painter meant that he only rarely agreed to
paint portraits, A papal commission, however, could
hardly be turned down.
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Guercino (1591-1666)

The Toilet of Venus, ¢ 1622-23
Ol on canvas, 1499 x 190.3 cm
A Private Foundaticn, USA

Guercino became known to the Ludovisi family in
his native Bologna, where te worked for the Cardinal
Archbishop Alessandro Ludovisi in 1617, The latter’s
election to the papacy as Gregory XV in 1621 ushered
in a new golden age for Bolognese painters in Rome
Guercing was soon summoned, with the prestigious
commission {never executed, because of Gregory's

death} to fresco the Benediction Loggia at St Peter's.
He received other important commissions from the
Ludowsss, mcluding an altarpiece for St Peter’s, The
Burial of St Petroniiia (Pinacoteca Capitolina, Rome)
and the dramatic cesling painting of Aurora in the
Casino Ludovisi (fig. 50). The Tollet of Venus is
recorded in & Ludovisi inventory made shortly after
Gregory's death. it takes up a theme made popular by
Annibale Carracer and his pupils {cat. 42} Guercino's
distinctive use of colour creates dramatic effects of
atmosphere and lighting, so that the pale body of
Venus is highlighted against her dark drapery and that

of her companions. It has rightly been peinted out
that Titian's Worship of Venus (Museo de! Prado,
Madrid} entered the Ludovisi coltection in 1621,

and that this is bkely to have wnfluenced Guercing's
depiction of the tumbling putti. The two putti lighting
a torch at the lower teft distantly echo a motif fram
the Galtena Farnese.



forms scaltered through nature’s different aspects, would have a lasting effect. His
views dominated Roman art of the next generation and were eventually codified in
Bellori's proligious writings.*

The patterns in patronage and collecting sel during the pontificates of Clement
VIIIL Paul V and Gregory XV would continue under Urban VIII. Cultural competi-
tion among the families of reigning popes and those aspiring to the papacy would
become a defining churacteristic of baroque art. The exaltation of a family’s name
becante the raison d'étre of the ceiling decorations of Pietro da Cortona and the
tombs of Gianlorenzo Bernini. Under Urban VI, the size and grandeur of altar-
picces reached a new magnitude, but the imagery of saints gazing heavenward was
less dogmatic and more pointedly sptendid. In secular art. new genres which were
introdluced during the first quarter of the seventeenth century became firmly estab-
lished. However. foreign artists were once again to play a decisive role, the most
obvious vase being the contributions made by Poussin and Claude Lorraine to the
proliferation of pure landscape painting. The late Francis Haskell very astutely
described Urban's pontilicale as a sunlit afiernoon following the new dawn of inten-
sive anlislic patronage that had opened some thirty years earlier. ‘The austerity and
strains of the Counter Reformation’, he wrote, ‘had heen relaxing under the impact

of luxury and enterprise. Inlelleclual heresy was still stamped out wherever possible:

artistic experiments were encouraged as never before or since.™ It is this dynamic
period of fervent creativity that witnessed the birth of the baroque.
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The Birth of the Baroque: Painting in Rome 1532-1623 - Endnotes

Between Sixtus V and Clement VIII there had been three short
and politically traumatic pontificates during which little official
attention was paid o aristic matters: Urban VII (33~29 Sepltember
159¢): Gregory XIV (5 December 150¢-15 October 155); and
Innecent IX (29 Oclober 15091=3¢ December 15:).

For Clement’s patronage, sce Chappell and Kirwin 1474 Abromson
1920; Spezzaferro 1981: Zuccari 1984: Freiberg 1003 and Rice
16907, 27=34. For the impact of the Jubilee of 10¢c on the ars,

see Strinali 1980.

Friedlaender 1935. 0c. called this new ant *pre-Baroque’. During
the seventeenth century the word baroque was defined as “irregu-
lar, bizarre and uneven® and by the mid-eighteenth century it was
being applied to the visual arts as a form of abuse meaning strange
and awkwanl. [t was first used s a stylistic term in Burckhardt
18355: see Kurz 190¢; Cropper and Dempsey 198+, 494; and Minor
1994, 13=30. For want of a better term it is still widely used 1oday
by art historians, although historians now prefer to call the period
*Early Modem.

Clement VIII was followed by Alessandro de” Medici, whose
pontificate as Leo XI lasted less then a month {1=27 April 10¢3),
not long enough to have on impact on arlistic developments.
Passeri 1003, 203 *...fu assunio al Ponteficato Urhano ollava,

e parve veramente che in quel 1empo ritornasse il secolo doro

per la pittura....

Zapperi 1980, Unfinished work in Bologna prohibited Annibale
from moving to Rome umii November of the following year. He
had been accompanied on his brief trip in 1504 by his brother
Agostino, who did not, howeser, mosve lo the city until 1598. It

has generally heen assumed that Annibale first undertook work

in the Camerino (cat. 37), but recently it has been suggested that
he started work in the Galleria and that when this project was
interrupted he painted the canvas for the Camerino and then
returned to the Galleria. Sce Ginzburg Carignani 2 cc B.

On the Accademia degli Incomminati, see Dempsey 198q; and
Feigenbaum 1943

Noé 1954, 292=203.

Giustiniani’s essay on the (welve methods of painting was wrillen
as a letter to his [riend Teodoro Anudent; see Batlari and Ticozzi
182a—vg, VI 121=12g. For an English translation, see Enggass and
Brown 1g7¢. w20,

Friedlaender 1935, oc,

Baglione 104z, I, ic 2: *Ritrahera ancora per eccellenza i fori ¢

i [rutti.” Virtually nothing else is known about Franceseo Zucchi,
although one pictnre of an Arcimboldesque heod (fig. 20) has been
attributed 10 him: see Cottino 1980, 1. Gyc: and Naples 1994,
beo~-01.

Bellori 1072, 248: *...andd 3 senire il Cavalier Giuseppe d"Aipina.
da cui (@ applicato a dipinger (iori, ¢ fruiti si bene contrafatti, che
da lui vennero 2 frequentarsi 2 quella maggior vaghezza. che tanto
hoggi diletta.’

Mancini 162¢, 1, 223. A number of versions of the Young Bay
Peeling Fruit are known and a painting of this snhjecl is also men-
tioned in seseral contemporary sources. The picture shown here
was restored by Thomas M. Schneider after it was exhibited last
year nex! to a zecond version with an extended composition; see
Bergamo 2ccc, 183=187. It is now clear that the picture shown here

B}

1

i

It

2Aq

(5
Vo4

was not cut down and that the truncated formal was intended

from the outset. ‘This is also borne out by a copy with the same
dimensions (Phillips, London. 1c December 19g0. lot 30), whose
outlines appear to have been traced from the picture exhibited
here. Although the picture exhibited has considerable losses in
the hair and the wheat shall and portions of the flesh are badly
abraded, it is generally considered 1o be the best of all the known
versions. The new restoration revealed a lock of hair in the middle
of the boy’s forehead and a raking shaft of light in the upper left-
hand corner.

Bottari and Ticozzi 1#8z2z-25. VN9 123: ‘Caravaggio disse che tanla
manifultura gli era a fare un quadro houna di fiori, come di figure.”
For the English translation, see Enggass and Brown 1g7¢, 17.

Both Baglione tty2. 1. rq0. and Bellori 1092, 212, recount this
episade.

For recent discussions of this 1opic. see Feigenbaum 19gb: Porzio
1998: and Brown 1990,

Sandrart 16075, 17¢, There is still considerable scholarly debate
about what Sandrart meant by the term “Manfrediana methodus’:
see Slatkes 1068, 30.

New York 1985, 22q.

Cremona 1087, 02-03.

Judson and Ekkart 1994, 78=29. In a slighter earlier Denial of St
Peter {Private collection, England), Honthorst included both the
gaumbling scene and the woman holding a candle. See San
Francisco 197, 104=107; and Judson and Ekkart 1994, 77.

Danesi Squarzina 1007-98, 773-774 and 280, no. g7.

Banti 1942 Sulerno 190¢; and Haskell 198c. 2g=10.

In addition to works by De Haen and Régnier, Vincenzo owned
pictures by Vouet, Baburen, Vignon, Honthorst and Valentin:

see the inventories published in Salerno 1goe. While in residence,
Régnier seems 1o have been employed to copy works by
Caravaggio: see Dunesi Squarzina 1997-98, 781, no. 81.

Danesi Squarzina 19928, 771.

In a postil to Baglione, Bellori wrote: 11 Cavaliere era astulo er
sapeva dar martello er vendere la sua mercanzia.. ., quoted in
Rome 19738, 309. He also painted small works on copper. such as
The Betraval of Christ {cal. 125).

Herrmann Fiore 2¢ . Some quadretti, such as nos 2¢, g2 and 34,
are specified as being on copper. The subjects of the small pic-
tures are mainly religious or mythological., although a few are
listed as paese (landscape). The artists are nol named, making it
difficult to identify the works with piclures currently in the collec-
tion of the Galleria Borghese.

For an overview of the development of painting on copper. see
Bawron 1998. For the interest in northern landscape painting
shown by lalians during the sixteenth-century, see Brown 1990B.
His earliest known copper is the Landscape with St Jerome. signed
and dated 150922 see Salerno 1977=80, 1, 12, fig. 2. The picture was
lust recorded in a sale at Sotheby’s, London, 20 March 1904, lot 82.
Vaun Mander 1994=0u. L. 320, fol. 29ar, and VI 15. According to
Van Mander this picture belonged to the Amsterdam collector
Flendrik van Os. Van Os’s picture cannol be identified with cer-
tainty, although pic tures by Bril of this description are in the
Musée du Louvre, Paris: Gemtildegalerie, Dresden; and the
Malcoln L Wiener collection, New York (eat. 4).
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Phuenix 1008, 148=15c: and Pijl 1908.

*Una lapidatione di 5. Stefano di mano di Adamo Salucci [sic]. con
il paese i Paolo Brilli, in rame di palmi uno e mezzo incirea.’
Quoted in Andrews 1977, 1, y3For the painting. see Phoenix 1098,
1==10¢.

Fabri 1028, 748. English quoted in Andrews 1g=7, 1533, For Faber's
place in Roman artistic circles, see Huemer 1906, 4=1c.

London 1977, 47. The drawing later became the basis for an etch-
ing by Pieter Soutman; see Cologne 19==B. 21 and 23 and Padua
1q00. 190. Juflé 19=7. 34, also suggests that Rubens used the draw-
ing as the hasis for the figures in the background of two early
works done in Rome, The Adoration of the Magt (Baron C.-A.
Janssen, La Hulpe) and the Ecce Homo (Hapital de Petit-Pans,
Grasse). Il this is true it is only in the most generic sense, for
none of the figures in the paintings actually correspond with those
in Elsheimer’s copper.

For the Elsheimers in Rubens's collection, see Muller to8q.

1 =102, nos 32=33. The Great Judith was in the collection of
Charles Stuart, Prince of Wales, in 1021. It is known through a
reverse engraving by Cornelis Galle the Elder: see 'Hulst and
Vandenven 108q. 158-102, For more about the relationship of
Rubens and Elsheimer in Rome, see Henneberg 1940B.

Ottani Cavina 1968, 1 B=1c9: and New York 1085, 192=104.

Mozt authors, including Waddingham 197z, on. and Schleier. in
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For the influence of Caravaggio on Rubens, see Liedtke 1497 For
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disegno e spirilo savanzasse mollo Guido in quel poco che fece’.
Reni was responsible for the underarches of the vault and the two
Innettes with images of the Virgin rewarding her defenders, Narses
and Chosroes and SS. John Damascene and John Chrysoston: see
Pepper 1984, 23; and Spear 1997, 148-132.
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Malsasia 10=8. 1L 10: *che in due parole gli fece lo stesso
Puntefice: essere ciod riuscito ella un piceiolo modello in terra
della gloria che dovrassi gdere in Cielo’.
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