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INTRODUCTORY NOTE

'T'uE large number of Italian paintings (nearly 1200) in the Kress Collection has made it a matter of
practical convenience to catalogue them in three volumes. While the division among these volumes
has been determined primarily by the dates of the paintings, stylistic continuity has to some extent
involved the sacrifice of chronological sequence.

The first volume? is designed to include the older paintings, beginning with the Medieval thirteenth
century and extending down to the fulfillment of the realistic objectives of the Early Renaissance,
a process which went on later in some schools than in others. Thus paintings which continue to
represent the Early Renaissance traditions of Florence, Siena, and Ferrara through the second half of
the fifteenth century are included in the first volume, while the Bellini and Vivarini groups of the
same period are postponed to the second volume because their Venetian usages, particularly of
color as conveyor of mood, were catried on unbroken to full development in the High Renaissance.
A similar postponement is that of Umbrian paintings which show the special preoccupation with light
without which the spatial structure of later Umbrian painting is unintelligible.

The second volume? is devoted chiefly to paintings of the sixteenth century but includes also
those stylistically precocious productions of the second half of the fifteenth century, especially in the
Venetian and Umbrian Schools, which are omitted from the first volume. At the same time, a very
considerable number of paintings of the sixteenth century, notably the Tintoretto group, are post-
poned from the already oversized second volume on grounds of their advanced Mannerist tendencies.

The present volume, the third and last in the series, catalogues chiefly the paintings dating from the
seventeenth and eighteenth centuries. That it also accommodates many sixteenth-century paintings
left over from the second volume reflects the tendency of the Kress Collection to concentrate on
periods antedating the seventeenth century.

Unique to the present volume are addenda to the first and second volumes and cumulative indexes
of all the Italian paintings in the Kress Collection. The addenda are chiefly devoted to especially
significant observations that have been published recently concerning paintings catalogued in the
first and second volumes. The cumulative indexes, like the indexes in the earlier volumes, fall under
six headings: Index of Changes of Attribution, Iconographical Index, Index of Previous Owners, Numerical
Index, Index of Places, and Index of Artists. In consulting the addenda and especially the cumulative
indexes, the reader should note that since volume numbers are not indicated on the title pages,
‘Vol. T is to be understood as referring to the book bearing the subtitle XIII-XV Century, while
‘Vol. I’ refers to the one bearing the subtitle XV-XVI Century and ‘Vol. III’ refers to the present book.

The order in which the catalogue entries are arranged in each volume has resulted from considera-
tions of the style as well as the chronology of the artists. Each artist is accorded a brief biographical
note, his paintings are catalogued in approximately chronological sequence, and their titles are
preceded by the Kress inventory numbers. Following each title is noted the present location of the

1. Fern Rusk Shapley, Paintings from the Samuel H. Kress Collection: Italian Schools, XIII-XV Century, Phaidon Press, London, 1966.
2. Idem, Paintings from the Samuel H, Kress Collection: Italian Schools, XV-XVI Century, Phaidon Press, London, 1968.
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2 INTRODUCTORY NOTE

picture (with accession number and date of acquisition), the support on which it is painted, and its
measurements (height first, width second). Legible inscriptions are quoted and their sources are cited
or translations offered. Then follows the summary condition report as provided by the Kress Founda-
tion’s conservator, Professor Mario Modestini.

As a rule, attribution and dating are the first topics in the commentary. Pertinent historical data,
such as the original association of the painting with others in an altarpiece, are discussed. But although
saints and other personages in a picture are identified where possible, descriptions of composition
are omitted since each painting is reproduced.

In the section headed Provenance the peregrinations of the painting are traced in all available detail.
Dealers as well as collectors (and it has not always been possible to differentiate) are included chrono-
logically. To help verify the chronological order, dated exhibitions in which the painting has
appeared are cited immediately following the designation of the owner-lender.

The section headed References is self-explanatory. The citations there of my sources of information
and advice® will be accepted, I hope, in lieu of detailed acknowledgments in this introductory note.
What cannot be omitted here is an expression of gratitude to the staff of the Samuel H. Kress Founda-
tion and the staff of the National Gallery of Art.

The New York office of the Kress Foundation, headed by Miss Mary Davis, Vice President of the
Foundation, has facilitated my work in every possible way, especially'in my use of the Foundation
archives, which contain documentary photographs, laboratory reports, and other material collected
by members of the staff in their study of the paintings.

J. Carter Brown, Director of the National Gallery of Art, and all members of the staff have made
my working atmosphere at the National Gallery as nearly as possible ideal, lessening no whit the
sympathetic cooperation which I enjoyed before my retirement from the staff and during my
preparation of volumes I and II of this catalogue. Curatorial files and photographic archives have
been accessible to me at all times and the librarians have been tireless and even indulgent in meeting
my requests for books, many of which have had to be borrowed from other libraries. Finally, I am
especially indebted to Miss Anna Voris, Museum Curator, who has not only prepared the various
indexes but has assisted me throughout.

FERN RUSK SHAPLEY

1. Undated manuscript opinions cited in this section were generally given near the time the painting entered the Kress Collection. Not
noted in the pages of the catalogue is the assistance of my daughter Dora Shapley van Wijk, especially in deciphering and translating
inscriptions, and of my daughter Ellen Shapley Fish in certain research problems and in reading proof .Nor are the numerous instances
identified in which the catalogue has benefited from the encyclopedic knowledge and wise counsel of my husband, John Shapley.



SIENESE, GENOESE, AND FLORENTINE SCHOOLS

XVI CENTURY

DOMENICO BECCAFUMI

Domenico di Giacomo di Pace, called Beccafumi, from the
name of his protector. Sicnesc School. Born ¢. 1485; dicd
1551. He wasinfluenced by Pacchiarotto, Fra Bartolommieo,
Sodoma, Raphael, and Michelangelo; but he developed his
own pcculiar brand of Mannerism, characterized by
remarkable luministic effects. He was active as architect,
sculptor, and mosaicist, as well as painter.

K1203 : Figure 1
A VisioN ofF St. CATHERINE

K1232: Figure 2
Tue BarTisM OfF CHRIST

Tulsa, Okla., Philbrook Art Center (3365 and 3367), since
1953.1 Wood. Each, 9} X15in. (24-1 X38-1 cm.). K1203,
good condition; k1232, fair condition, slightly abraded
throughout.

With three pancls of similar dimensions (St. Bernardine
Preaching, formerly in the collection of Dr. Alfred Scharf,
London;? and St. Dominic Burning the Books of the Heretics
and the Martyrdom of St. Sigismund’s Family, both in the
Muscum of Finc Arts, Boston), K1203 and KI232 were
recognized a few years ago as answering Vasari’s descrip-
tion3 of the predella of Beccafumi’s altarpicce of the
Marriage of St. Catherine painted in 1528.%4 The large main
pancl of the altarpicce, which was transferred in 1822 from
Santo Spirito, Siena, to the Chigi-Saricini Collection in the
same city, is more conscrvative in style than K1203 and
k1232; for it was in his paintings of small format that
Beccafumi gave free rein to his use of brilliant brushwork
and luministic effects. The vision illustrated in x1203 is
that of Christ offering St. Catherine of Sicna a crown of
roses and a crown of thorns: she chooscs the latter.

Provenance: Church of Santo Spirito, Sicna (dispersed by
1822). Manzi, Sicna. Contini Bonacossi, Florence. Kress
2

acquisition, 1939 — exhibited, after entering the Philbrook
Art Center: “The Age of Vasari,” University of Notre
Dame, Notre Dame, Ind., Feb. 22-Mar. 31, 1970; State
University of New York, Binghamton, N.Y., Apr. 12~
May 10, 1970, nos. P2, P3 of catalogue by M. Milkovich,
as Beccafumi.

References: (1) Catalogue by W. E. Suida, 1953, pp. 36, 38,
as Beccafumi. (2) Reproduced by B. Berenson (Italian
Pictures of the Renaissance: Central Italian and North Italian
Schools, vol. 1, 1968, fig. 1585), who (ibid., vol. 1, p. 38)
attributes K 1203 and K 1232 to Beccafumi, connecting them
with the Chigi-Saricini altarpicce. (3) Vasari, Le Vite,
Milanesi ed., vol. v, 1880, p. 637. (4) This identification
(already suggested in ms. opinion by R. Longhi) was
published by D. Sanminiatelli (in Connoissenr, vol.
CXXXVILL, 1956, pp. 156 £.), who later (Domenico Beceafuni,
1967, pp. 100 £.) concluded that the two panels in Boston
are copies. k1203 and k1232 had been attributed in the
1930’s to Beccafumi by Berenson, G. Fiocco, R. Longhi,
F. M. Perkins, W. E. Suida (sec also note 1, above), and
A. Venturi (in ms. opinions). See also P. du Colombier
(in Connaissance des Arts, Apr. 1964, p.92), M. Laclotte
(in Revue du Louvre, vol. xvi, 1966, p.245 n.7), and
Berenson (pp. 34, 38 of op. cit. in note 2, above). San-
miniatelli states that the size of cach of the five pancls is
ol X15in. (i.c. 24-1 X38-1 cm.), which is actually the size
of k1203 and k1232. However, the Boston panels measure
26 X375 cm. each and the London panel 31:7X41.9 cm.
This last panel has a painted frame all around, which has
unfortunately been cropped in the reproduction in
Connoisseur. The other panels probably had such frames
originally (a strip is preserved at the bottoms of the Boston
panels); the frames’ having been cut off would account for
the present discrepancies in size among the five pancls. B.
Suida Manning (in Archivo Espaiiol de Arte, vol. xxiv, no.
95, 195I, p. 204) cites K1232 in noting the influence of
Italian painting on El Greco’s luministic representation of
celestial apparitions. A. Contini Bonacossi has kindly called
my attention to the close similarity between k1232 and
Beccafumi’s larger Baptism of Christ, no. 344 in the Sicna
Pinacoteca, from the Convent of Monte Oliveto Maggiore.



4 SIENESE: XVI CENTURY

DOMENICO BECCAFUMI
K1194 : Figure 3

Tue Hory FAMILY wiTH ANGELS. Washington, D.C.,
National Gallery of Art (529), since 1941.2 Wood. 32X
24} in. (81-3 X61-6 cm.). Very good condition.

Because of its remarkably fluid technique and very sketchy
effect, k1194 is dated in Beccafumi’s most mature period,
about 1545/50.2 It is probably more than a decade later
therefore than the Holy Family in the Home Muscum,
Florence, with which it is sometimes compared, and a few
years later than even the Nativity in the Sicna Pinacoteca.
In technique, composition, and probable dating, a close
parallel to x1194 is the Holy Family now in the Art
Muscum at Princeton University.

Provenance: Cav. Enrico Marinucci, Rome. Contini
Bonacossi, Florence. Kress acquisition, 1939.

References: (x) Preliminary Catalogue, 1941, p. 18, as
Beccafumi. (2) k1194 has been attributed to Beccafumi by
G. Fiocco, R. Longhi, F. M. Perkins, W. E. Suida, A.
Venturi (in ms. opinions); M. Gibellino-Krasceninnicowa
(in Critica d’Arte, Dec. 1936, p. 282, dating it ¢. 1541-42);
B. Berenson (Italian Pictures . . . Central Italian and North
Italian Schools, vol. 1, 1968, p. 38); D. Sanminiatelli (in
Burlington Magazine, vol. xcv, 1955, p. 40, and Domenico
Beccafumi, 1967, pp. 121 £., dating it, because of its sketchy
technique, as one of his last casel paintings). (3) For the
Princeton painting sce D. Sanminiatelli, Domenico Becca-
Sfumi, 1967, p. 121, fig. 77; and P. W, Richelson, in Record
of the Art Museum, Princeton University, vol. xxvi, 1967,
pp- 59 ff

DOMENICO B/ECCAFUMI
K559 : Figure 4
Tue NaTiviry. Allentown, Pa., Allentown Art Muscum

(60.25.KB), since 1960.! Wood. 19} X12}in. (48-6X
31-7 cm.). Fairly good condition; few abrasions in shadows.

Like the Holy Family (x1194; Fig. 4) in the National
Gallery of Art, K559 belongs to Beccafumi’s late period,
around 1545/50, and recalls in its sketchy techniquc the
artist’s tempera sketches on paper.?

Provenance: R. Langton Douglas, London. Dan Fellows
Platt, Englewood, N.J. (sold by estate trustec to the
following). Kress acquisition, 1939 ~ cxhibited: Museum
of Fine Arts, Houston, Tex., 1953-54.3

References: (1) Catalogue by F. R. Shapley, 1960, p. 70, as
Beccafumi. (2) k559 has been attributed to Beccafumi by

B. Berenson (Italian Pictures . . . Central Italian and North
Italian Schools, vol. 1, 1968, p. 34, and carlier editions) and
D. Sanminiatelli (in Burlington Magazine, vol. xcv, 1953,
p- 40; and Domenico Beceafumi, 1967, p. 120, dating it in
the second half of the fifth decadc; for reproductions of the
tempera drawings sce especially figs. 10-12 in the Burlington
Magazine article). Only J. Judey (Domenico Beccafumi, 1932,
p-122) scems to have questioned the attribution to
Beceafumi, suggesting that k559 might be a copy or a
much repainted original. (3) Catalogue by W. E. Suida,
1953, pl. 10, as Beccafumi.

Attributed to DOMENICO BECCAFUMI
K1932: Figure §

VENUS AND CUPID WITH VULCAN. New Orleans, La..
Isaac Delgado Muscum of Art (61.73), since 1953.1 Wood.
508 X38in. (128 X96-5 cm.). Poor condition; abraded
throughout; cleancd 1953.

The attribution to Beccafumi,? about 1530, is based largely
on the luministic treatment of the scenes in the background:
Vulcan at his forge, with Mercury, and diabolic scencs
among the rocks and caves above. These background
scenes find stylistic parallels in Beccafumi’s Christ in Linbo
(Accademia, Sicna) and St. Michael Combating Lucifer
(Church of the Carmine, Sicna). But the foreground
sctting, the plant growth and the animals, is more
suggestive of North Italian work, while the Venus is a
derivation from Leonardo’s Leda. Birds in x1932 have
been identified as a swallow, on a branch at upper right;
aflying goldfinch, below this; a stilt, the large bird on the
ground at right; a blackbird, ncarby; and two more
goldfinches, on the ground, one at the left, below Cupid,
and one at the right of Venus’ left foot.3 Jasmine entwines
the tree trunk and the body of Venus.

About halfa century later Palma Giovane signed a painting
of the samc subject now in the Cassel Gemildegaleric.
There Venus with Cupid reclines in a richly draped
foreground, while Vulcan with two helpers toils at his
forge in the left background.?

Provenance: Count Ambrozy Migazzy, Hungary. American
Private Collection, as Leonardo. E. and A. Silberman
Galleries, New York — exhibited: ‘Leonardo da Vinci Loan
Exhibition,” Los Angcles County Muscum, Los Angeles,
Calif., Junc 3-July 1, 1949, no. 69 of catalogue by W. E.
Suida, as Beccafumi. Kress acquisition, 1952.

References: (1) Cataloguc by W. E. Suida, 1953, p. 32, and
by P. Wescher, 1966, p. 34, as Beccafumi. (2) The attribu-
tion to Beccafumi was made by Suida (sce under Provenance
and note 1, above). D. Sanminiatclli (in Burlington Maga-
zine, vol. XCIX, 1957, p. 402 n. 7) thinks an attribution to
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Pacchia preferable, if indeed the painting is Sicnese. Later
Sanminiatelli (Domenico Beccafumi, 1967, p. 172) suggests
Gerolamo Genga as the more likely painter of x1932.
(3) H. Friedmann (in letter of Feb. 26, 1970) confirms
these identifications. (4) The Cassel painting was kindly
called to my attention by Dr. Friedmann.

SIENESE SCHOOL, Early XVI Century
K1057 : Figure 6

ArorrLo AND MARsyas. Washington, D.C., National
Gallery of Art (443), since 1941.1 Wood. 22 X46} in.
(s6 X117-2 cm.). Good condition; few minor restorations.

Attributed by some critics to the Florentine School, with
the possibility of its being by Picro di Cosimo, k1057 is
usually classed as Sicnese: Beccafumi, Sodoma, Peruzzi,
and Neroni arc among the Sicnese artists suggested.? There
are cchoces of Sodoma throughout the picture, such as are
to be expected in Sodoma’s son-in-law, Neroni, and in
Neroni’s master, Peruzzi. For the drawing of the figures
and the trcatment of the fluttering drapery and the trees
good parallels arc offered by the allegorical paintings
Confidence and Chastity in the Victoria and Albert Museum,
London, a pair which has been attributed to Beccafumi
and more plausibly to Bartolommeo Neroni.® The frieze
compositions that Peruzzi introduced into his decorations
in the Farnesina, Rome (finished in 1512), especially
recommend this Sicnese master as the composer of k1057,
while such a painting as the Madonna with Two Saints and
a Donor, which Pcruzzi painted only four years later, in
Santa Maria della Pace, Rome, offers much closer parallels
for the Raphaclesque flavor of the figure style in x 1057,
which may well date from this period, about 1515/16. It
has been noted that x1057 may have been painted for
Agostino Chigi, for whom Raphael was decorating one of
the chapels in Santa Maria dclla Pace about 1512 and for
whom the Farncsina was decorated: a cluc is furnished by
the yellow (gold) and red designs (the heraldic colors of
Agostino Chigi) so boldly displayed on the bagpipe in
k1057.* A possible source for the composition of x1057
has been pointed out in two woodcuts from the 1501 edition
of Ovid’s Metanorphoses, and two rclated engravings by
Benedetto Montagna.® These illustrate both of Apollo’s
contests, one with Pan, the other with Marsyas. The
woodcut of the Apollo and Marsyas contest includes
Athena, who, as in x1057, looks at her reflection in the
pool as she puffs out her cheeks to play on the pipes she

invented.

Provenance: John Francis Austen, Capel Manor, Horsmon-
den, Kent (sold, Christic’s, London, July 10, 1931, no. 47,
as Cariani; bought for the St. Lucas Gallery, Vicnna).
Contini Bonacossi, Florence. Kress acquisition, 1936.

References: (1) Preliminary Catalogue, 1941, pp. 65 f., as
Florentine School, ¢. 1540. (2) k1057 has been attributed to
Beccafumi by G. Fiocco, R. Longhi, R. van Marle, F. M.
Perkins, and W. E. Suida (in ms. opinions); to Sodoma by
Suida (in later ms. opinion); and to Picro di Cosimo by
A. Venturi (in ms. opinion) and B. Berenson (tentatively,
Italian Pictures . . . Florentine School, vol. 1, 1963, p. 177). M.
Bacci (Piero di Cosimo, 1966, p. 131) notes that Longhi has
(orally) suggested Peruzzi. F. Zeri also (in letter of Jan. 22,
1950) suggests Peruzzi, ora close follower; while P. Pouncey
(in opinion of May 26, 1958) suggests Archangelo Salimbeni
or Neroni. (3) See J. Pope-Hennessy, in Burlington Maga-
zine, vol. Lxxv1, 1940, pp. 110 ff, pl. 1, A and c.(4)
Suida, in ms. opinion. (5) This is suggested by E. Winter-
nitz (in Studies in the History of Art Dedicated to William E.
Suida, 1959, pp.186ff, figs. s-8), who discusses the
history and significance of the musical instruments in
K 1057, the bagpipe (zampogna or zamparella) and the lira da
braccio. See also Winternitz’s Musical Instruments and Their
Symbolism in Western Art, 1967, pp. 153 £. (6) [ am indebted
to Mr. Ellis Watcrhouse for calling my attention to this
sale.

LUCA CAMBIASO

Genocse School. Born 1527; died 1585. He was taught by
his father, Giovanni Cambiaso, with whom he early
collaborated in painting monumental frescaes. He was
greatly influenced by his association with Giovanni Alessi,
architect, and still more by his close friendship and
collaboration with Giambattista Costello, a Bergamask,
who acquainted him with something of Venetian coloring.
Other influences in order of importance were those of
Perino del Vaga and of Pordenone, both of whom worked
at Genoa, and of Beccafumi. The influence of Correggio
also reached him in some way. He was active chiefly in
Genoa, but spent his last ycars at the Escorial as court
painter to Philip II

K1772: Figure 7

MADONNA AND CHILD WITH ST. JOHN THE BAPTIST
AND ST. BENEDICT. New York, N.Y., Samuel H. Kress
Foundation, since 1962. Wood. §sX40fin. (139:7X
103-3 cm.). Good condition except for some restoration
in legs of St. John.

While Cambiaso has emerged in recent studies as an
outstanding painter in sixteenth-century Genoa, k1772
has taken a prominent place in his mature ocuvre.! It is
stylistically close to the altarpicce of St. Benedict, which
was painted, almost certainly in 1562, for the Spinola
Chapel in the Church of Santa Caterina, Genoa. K1772
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may cven have been a first thought (modello) for that altar-
picce and then abandoned in favor of a design which gives
St. Benedict the central position (instead of the Madonna
and Child), leaving room at one side for St. Luke, patron
saint of the commissioner, Luca Spinola.2 The composition
of k1772 is one with which Cambiaso experimented over
a long period. Its essential features appear carly in his
carcer in a drawing, with interior setting, of about 1550,
formerly at A. S. Drey’s, Munich, and again during his
most mature period in a painting, the Madonna and Child
with Saints in the Cathedral of San Lorenzo, Genoa.
A variation is to be scen also in an altarpicce in the Church
of Santa Maria della Cella, Genova-Sampicrdarena, which
dates about the same time as k1772 and like it makes use
of an outdoor setting, with a great tree rising behind the
Madonna.® In x1772 she scems actually to be enthroned
in the tree.

Provenance: Brignole Family, Palazzo Rosso, Genoa (as
carly as 1604 and as late as 1813).% Contini Bonacossi.
Kress acquisition, 1950 — exhibited: Museum of Fine Atrts,
Houston, Tex., 1953-61;5 ‘Luca Cambiaso,” Palazzo dell’
Accademia, Genoa, June-Oct. 1956, no. 12 of catalogue
by G. Frabetti and A. M. Gabbriclli, as Cambiaso.

References: (1) The importance of k1772 in Cambiaso’s
ocuvre has been emphasized by R. Longhi (in ms. opinion),
B. Suida Manning (in Art Quarterly, vol. xvi, 1954,
pp- 30fF), A. Griseri (in Paragone, no. 75, 1956, p. 20),
G. Frabetti and A. M. Gabbriclli (loc. cit. under Provenance),
and by B. Suida Manning and W. E. Suida (Lutca Cambiaso,
1958, p. 160). (2) This possibility has been suggested by
B. Suida Manning, in Art Quarterly, vol. xvn, 1954, p. 38.
(3) The drawing and paintings referred to above for com-
parison are reproduced by Manning and Suida, figs. 20,
100, 112, and 266 of op. cit. in note 1, above. (4) B. Suida
Manning (article and book cited in note 1, above) recog-
nized K1772 as a picture long in the Palazzo Rosso men-
tioned in C. G. Ratti, Istruzione di quanto puo vedersu{t pit
bello in Genova. . ., 1780, p. 255, describing paintings in the
‘Palazzo del Sig. Anton Giulio Brignole, volgarmente detto
Palazzo Rosso’: in the ‘Stanza terza, detta 'Autunno . . .
Quadro di N. Signora col Bambino, S. Giambatista ¢ S.
Benedetto, di Luca Cambiagio Genovese.” The picture
appears also in inventorices of the Palazzo Rosso from 1694
to 1813; but it is no longer listed in the inventory of 1829.
(5) Catalogue by W. E. Suida, 1953, no. 16, as Cambiaso.

MICHELANGELO

Michelangelo Buonarroti. Florentine School. Born 1475;
dicd 1564. He was a pupil of Ghirlandaio and Bertoldo
and was influenced also by such artists as Jacopo della
Quercia, Donatello, and Signorelli, as well as by ancient
sculpture. Although his frescoes and sculptures are well

XVI CENTURY

known and his extensive activity as an architect is docu-
mented in considerable detail, the Doni fondo, in the
Uflizi, Florence, is the only undisputed easel painting in
his ocuvre.

Follower of MICHELANGELO
K1569 : Figure 8

MADONNA AND CHILD WITH ST. JouN. New York,
N.Y., Samuel H. Kress Foundation, since 1963. Wood.
27k X190k in. (69-9X48-6cm.). Very much abraded,
especially in flesh color and landscape.

Among a group of half a dozen paintings with which
K1569 has been associated in attempts to enlarge Michel-
angelo’s ocuvre as casel painter, only one, the unfinished
Entombment, in the National Gallery, London, is almost
unanimously attributed to Michelangelo himsclf. The
Manchester Madonna, in the same gallery, is probably in
part by him. k1569 is not satisfactorily included in his work
and it is too unlike the London Madonna to justify its more
frequent attribution to the Master of the Manchester
Madonna. It is very likely, however, by the same hand as
two others in this group, a tondo of the Madonna and
Child with the Little St. John in the Vienna Academy and a
Madonna and Child formerly in a private collection at
Baden bei Ziirich. With somewhat less certainty the same
hand is credited with a Pietd in the Galleria Nazionale,
Rome, and with a Madonna and Child recently on the art
market in Florence.! For the present, the painter of these
pictures, which may well datc around 1505, remains
anonymous. He is strongly Michelangelesque, but he is
also influenced by the Ferrarese: the mannered poses in
the Vienna composition, for cxample, arc especially
reminiscent of Tura, and in K 1569 the fantastic arrangement
of the Christ Child is more Ferraresc than Florentine:
His chair, uncertainly defined as to scat and legs, seems to
be in danger of falling over the edge of the elevated plat-
form.

Provenance: Private Collection, London. Conntonacosm,
Florence. Kress acquisition, 1948.

References: (1) All the paintings discussed in this catalogue
cntry are reproduced by S. J. Frcedberg, Painting of the
High Renaissance in Rome and Florence, vol. 1, 1961,
figs. 332—338. G. Fiocco (in Critica d’Arte, vol. 1, 1937,
pp- 172 f,, and in Le Arti, vol. 1v, 1941, pp. s fF.) attributes
K156, along with the Entombment and the Madonnas of
London, Vienna, and Ziirich, to the youthful Michclangelo.
Longhi (in Le Arti, vol. v, 1941, p. 136) attributes the
group to an anonymous painter. C. de Tolnay (The Youth
of Michelangelo, 1943, pp. 236 f.) denies k1569 and all of
the others to Michelangelo and favors their attribution to
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Antonio Mini. F. Zeri (in Paragone, no. 43, July 1953,
pp- 15 ff.) gives them (exclusive of the London Entomb-
ment), morc confidently, to the Master of the Manchester
Madonna, as does S. J. Freedberg (vol. 1, pp. 255 ff. of
op. ct., above), who belicves that cven the London
Entombment was finished by the Master of the Manchester
Madonna after it had been begun by Michelangelo.
C. Gould (National Gallery Catalogues: Sixteenth-Century
Italian  Schools, 1962, pp.92ff; sce also in Burlington
Magazine, vol. cv, 1963, p. 512), while giving the Entomb-
ment to Michelangelo dcfinitely and the Manchester
Madonna to him tentatively, ascribes k1569 and the others
most like it to an anonymous follower of Michelangelo.
B. Berenson (Italian Pictures . . . Florentine School, vol. 1,
1963, p. 149) attributes k1569, along with the Pietd in
Rome and the Vienna Madonna and the one formerly in
Baden bei Ziirich (listed by Berenson as homeless) to an
anonymous carly follower of Michelangclo.

BACCHIACCA

Francesco d'Ubertino Verdi, called Bacchiacca. Florentine
School. Born 1495; dicd 1557. Bacchiacca was a pupil of
Perugino and a fricnd of Andrea del Sarto and was
influenced also by Franciabigio and Michclangelo. He was
noted in his own time as a painter of small figures and of
animals and grotesques. He also designed tapestrics and
festival decorations. Not remarkably inventive himself,
Bacchiacca borrowed freely from other artists and even
more commonly repeated details from his own composi-
tions.

K 308 : Figures 9-11

GHISMONDA WITH THE HEART OF GUISCARDO.
Coral Gables, Fla.,, Joe and Emily Lowe Art Gallery,
University of Miami (61.13), sincc 1961.1 Wood. Diameter
26} in. (66-7 cm.). Fairly good condition; some restora-
tions; cleaned 1955/56.

The attribution to Bacchiacca has not been questioned,?
but the subject has only recently been convincingly
identified,as Flammetta’s story(the first story on the fourth
day) in Boccaccio’s Decameron.® Ghismonda’s father has
sent to her in a golden chalice the heart of her slain lover.
She gazes sadly at the heart before pouring over it the
poison which she will drink in order to join her lover in
death. The jug of poison stands at her feet; her companions
wait in anxious uncertainty; and fate, in the form of an
old woman, leans on the hollow canc in which Ghismonda’s
fateful message to her lover had once been concealed. This
old woman has been cited as special evidence of Michel-
angelo’s influence in the painting.4 The Peruginesque land-
scape in the distant background suggests an carly date for
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k308, about 1520. From the shape and size of the panel it
has always been called a desco da parto, a commemorative
platc, or tray, presented to the mother of a newborn child.
The decoration of the reverse is appropriate to such a gift:
in the center, surrounded by an claborate design, are con-
joined coats of arms, which have been identified as those of
the Florentine familics Carducci and Guidetti (Fig. 11).5
The subject on the obverse seems a strange choice for a
desco da parto except for its emphasis upon constant love.

Provenance: Costantini, Florence. Frederick Anthony
White, London (bought in Florence 1903 — exhibited:
Burlington Fine Arts Club, London,Winter 1904, no. 45, as
Bacchiacca. White sale, Christie’s, London, Apr. 20, 1934,
no. 149, as Bacchiacca (bought by Tatham). Contini
Bonacossi, Florence. Kress acquisition, 1935 — exhibited:
National Gallery of Art, Washington, D.C. (272), 1941—
5135 after entering the Joe and Emily Lowe Art Gallery,
University of Miami: ‘Bacchiacca and His Friends,’
Baltimore Museum of Art, Baltimore, Md., Jan. 10-Feb. 19,
1961, no. 6 of catalogue, as Bacchiacca.

References: (1) Catalogue by F. R. Shapley, 1961, p. 50, as
Bacchiacca. (2) k308 was first discussed by T. Borenius (in
Burlington Magazine, vol. X1, 1922, pp. 131 £.); A. McComb
(in Art Bulletin, vol. vin, 1926, p.158) dates it c. 1520;
A. Venturi (Storia dellarte italiana, vol. 1x, pt. 1, 1925,
p- 47s) and B. Berenson (ltalian Pictures . . . Florentine
School, vol. 1, 1963, p. 19, and carlicr cditions) list x308;
and G. Fiocco, R. Longhi, F. M. Perkins, W. E. Suida (in
ms. opinions), and L. Nikolenko (Francesco Ubertini, called
Il Bacchiacea, 1966, p. 40) join the above in attributing it to
Bacchiacca. (3) The subject was identified by A. Pazzini
and communicated to the Kress Foundation in a letter of
May 3, 1957; the identification was published by E.
Marscglia (in Baltimore Museuns of Art News, Spring 1961,
pp- 21 ff). (4) Scc F. Abbate (in Paragone, no. 189, 1965,
pp- 42 £. and 49 n. 59), specifying Michelangelo’s Obeth, in
the Sistine Ceiling, as the distant model of Bacchiacca’s
figure. (5) Borenius, op. cit. in note 2, above. Rufus Mather
(in letter of May 2, 1947) thought the coat of arms to be a
modern fake. (6) Preliminary Catalogue, 1041, p. 10, as
Bacchiacca.

-BACCHIACCA
K1729: Figure 12

PORTRAIT OF A YOUNG LUTE PLAYER. New Orleans,
La., Isaac Delgado Muscum of Art (61.75), since 1953.1
Wood. 383 X283 in. (97-5 X72-1 cm.).

Fragmentary inscription on balustrade at lower right
apparently meant as: CITO PEDE LABITVR AETAS (Time
flies on swift fcet). Good condition; few restorations.
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This well-known example of Bacchiacca’s style in
portraiture? would scem to have belonged to a series
illustrating Petrarch’s Triumphs. In the background is the
chariot of the Triumph of Love, borrowed from an
anonymous fiftcenth-century Florentine engraver;® the
groups of Samson and Delilah and Apollo and Daphne are
references to the same theme. The lute and the flowers
characterize the young man as a lyric poet, and the hour-
glass and motto beneath it and also the perishable flowers
recall the favorite Remaissance theme of youth’s brevity.
The suggestion that this may be a posthumous portrait
(the name of Poliziano has been proposed)? is lent some
support by the fiftcenth-century style of the costume and
by the plausible identification of a companion in the series:
Bacchiacca’s portrait of an Old Man Holding a Skull, in the
Muscum at Cassel, is probably a posthumous portrait of
Pope Hadrian VL8 In the background of the Cassel
portrait, which is the same size as k1729, is the chariot of
the Triumph of Death, taken from an engraving by the
anonymous Florentine cited above; the hourglass is re-
peated from k1729 and beneath it is an appropriate motto.
From a third portrait in the serics only a fragment of the
background, showing the chariot of the Triumph of Time,
is preserved.® k1729 and the Cassel portrait are both
commonly thought to date about 1525.7 The type of lutc
in K1729, with five pairs of strings and one single string,
has been cited as placing this painting in the last years of
Bacchiacca’s life;® but E. Winternitz (in letter of May 28,
1971) has kindly informed us that ‘there is sufficient
evidence of this method of stringing even before 1500:
see, for instance, the lute played by a beautiful angel in
the detail of a painting by Melozzo da Forli [died 1494] in
the Pinacoteca Vaticana,” which dates probably before
1480.

Provenance: Alcxander Barker, London (sold, Christic’s,
London, June 21, 1879, no. 512, as Bacchiacca; bought by
Colnaghi). Charles Butler, London - cxhibited: New
Gallery, London, 1894, no. 264, as Bacchiacca. Otto Beit,
Tewin Water, ncar Welwyn, England (catalogue by W.
von Bode, 1913, p. 45, as Bacchiacea). Contini Bonacossi,
Florence. Kress acquisition, 1950 — exhibited: National
Gallery of Art, Washington, D.C., 1951;° after cntering
the Isaac Delgado Museum: ‘Bacchiacca and His Friends,’
Baltimore Museum of Art, Baltimore, Md., Jan. 10-
Feb. 19, 1961, no.9 of catalogue, as Bacchiacca; ‘Art
Treasures for America,” National Gallery of Art, Washing-
ton, D.C., Dec. 10, 1961-Fcb. 4, 1962, no. 1, as Bacchiacca;
‘L’Art ct la Musique,” Musée des Beaux-Arts, Bordeaux,
May 30-Sept. 30, 1969, no. 1, as Bacchiacca.

References: (1) Catalogue by W. E. Suida, 1953, p. 36, and
by P. Wescher, 1966, p. 36, as Bacchiacca. (2) x1729 has
becn included in studies of Bacchiacca by, among others,
A. Venturi (Storia dell’arte italiana, vol. 1x, pt. 1, 1925,

pp- 463 £), A. McComb (in Art Bulletin, vol. vi, 1926,
pp- 157 £.), A. Scharf (in Burlington Magazine, vol. Lxx,
1937, pp- 65 f.), F. Schmidt-Degener (in Burlington Maga-
zine, vol. Lxx1v, 1939, p.239), B. Bercnson (Italian
Pictures . . . Florentine School, vol. 1, 1963, p. 20, and carlicr
editions), and L. Nikolenko (Francesco Ubertini, called Il
Bacchiacca, 1966, p. 48). (3) Sce Scharf, loc. cit. in note 2,
above. (4) Sec Suida, loc. cit. in note 1, above. (5) Sce
Schmidt-Degener, pp. 234 ff. of op. cit. in notc 2, above.
(6) Berenson (vol. 1, pp. 19 ff. and vol. 1, figs. 12353, 1237,
of op. cit. in note 2, above) indicates that the fragment
(whereabouts unknown) is from a companion to kK1729
and the portrait in Cassel. (7) See, c.g., McComb, loc. cit.
in note 2, above, and Schmidt-Degener, loc. cit. in note 2,
above. (8) Sec A. P. de Mirimonde, in Gazette des Beatix-
Arts, vol. Lx1x, 1967, p.322. (9) Paintings and Sculpture
from the Kress Collection, 1951, p. 128 (catalogue by W. E.
Suida), as Bacchiacca.

BACCHIACCA
K 1362 : Figures 13-14

THE GATHERING OF MANNA. Washington, D.C,,
National Gallery of Art (791), since 1945. Wood. 44X .
37hin. (111-8X95-2cm.). Very good condition; few
restorations. |

The attribution of k1362 is not questioned and opinions as
to its date kecp it within the artist’s late period, between
1540 and 1555.1 It is a typical example of Bacchiacca’s
sensitive drawing of landscape detail,2 of his insatiable
interest in animals,® and of his use of a peculiar bluish
light to unite his whole composition. It is a typical example
also of his flagrant plagiarism. Attention has been called to
details of landscape and figures in k1362 taken from
engravings by Lucas van Leyden, Marcantonio Raimondi,
and Agostino de’Musi;? one figure combines parts from an
engraving by Raimondi and a drawing by Michelangelo;
and a drawing by Bacchiacca himself for one of the figures,
the young man in the middle distance carrying a jar,® is
uscd for at least one of his other paintings also, the History
of Joseph in the National Gallery, London. Bacchiacca’s
repetition of figures from his own paintings is ubiquitous,
yet scldom so inappropriate